'A Master Whose Heart is in the Land': Picturing the
Tourist Utopia of the Great Western Railway,
1897 - 1947.

Josef Evan Matthew Thompson

PhD in Railway Studies

University of York
Department of History
Institute of Railway Studies & Transport History

September 2011



Abstract

This thesis examines the images of landscapes and locations used by the Great
Western Railway Company (GWR) in their advertising and publicity material from
1897 to 1947. It argues that the GWR made sophisticated use of such images and used
landscape imagery as a way, not only to appeal to a wide and varied audience of
tourists and potential travellers, but also to construct a deep historical context for the
company; this historical context reinforced the company's authority and echoed their

paternalistic management practices at the time.

The research challenges the idea that the 'motoring pastoral' of the inter-war period
and beyond was a unique phenomenon by demonstrating that the GWR' landscape
imagery can be viewed as a 'railway pastoral'. Such a notion pre-dates the widespread
introduction of the motor-car and influenced the imagery associated with motoring
that was to become so popular from the 1920s on. It argues that the motoring pastoral

owes a significant debt to the railway's picturing of landscapes that came before it.

The thesis puts forward the concept of the 'tourist utopia' whereby landscapes and
locations were portrayed in a highly idealised manner thus highlighting the difference
between the experiences on offer to the tourist and the everyday world of work. The
tourist utopia of the GWR was characterised by a marked heterogeneity insofar as
several differing portrayals of landscapes such as rural, historical or technological,
could co-exist within the same geographical location. Such heterogeneity, it is argued,
reflects the marketing practice of market segmentation and demonstrates that the
marketing of mobility in Great Britain was well developed in the years prior to 1914

and continued to develop during the inter-war period.
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Preface

An overview of the project,

This thesis is one of the final outputs of a four year collaborative research project that
was undertaken between 2008 and 2012. The project was entitled The Commercial
Cultures of Britain's Railways 1872 — 1977 and was led by Professor Colin Divall at
the University of York. The project was predicated on the understanding that railways
carry with them aesthetic and cultural meanings and significances far beyond the
practical, utilitarian role that they play within society and industry. It saw the
development of the railways and, most significantly, their advertising and marketing
material as embedded in cultural processes while still retaining the commercial
imperative to sell services, maintain market share and increase the value of stocks. In
total there were two PhD projects, including the one that led to the production of the
present work, and one postdoctoral project. The partner PhD project looked
specifically at the ways in which the passenger was pictured by the railway companies
in their advertising and marketing material and is, at the time of writing, very nearly
complete.! The postdoctoral research is expected to be completed sometime in 2012

with a monograph set to be the published at some point in the following year.

However, outwith the more traditional academic outputs, there are other ways in
which this research will be disseminated. As has already been stated, the overall
project was a collaborative affair with the University of York representing the
academic element, the non-academic partner has been the National Railway Museum

(NRM) based in York. The NRM has had a long and productive relationship with the

! Alex Medcalf, “Picturing the Passenger as Customer in Great Britain, 1903 - 1939”
(unpublished, York: University of York,2011).



University of York through the Institute of Railway Studies and Transport History
(IRS&TH) which is based at the Museum. In the case of the Commercial Cultures
project this relationship has been vital as the NRM holds within its collections the
majority of the sources material explore and interpreted by the researchers. Along
with a large collection of locomotives and other vehicles the NRM has a vast amount
of advertising and marketing material from guidebooks and pamphlets to posters and
personal archives. Without access to this material it would not have been possible
even to begin the research and the hard work of the staff in providing copious records,
books and documents needs to be officially recognised as a significant factor in the
success of the project as a whole. Working collaboratively can often be problematic
but, in this case, the past four years have been equally exciting and beneficial for both

parties.

Given this relationship it should come as no surprise that the research would be
incorporated into a major exhibition at the NRM which, at the time of writing, is in
production. All of the individuals involved in the academic work have, at some time
or another, worked closely with staff at the NRM providing information and analysis
that has helped to inform temporary exhibitions that have already been put on or to
feed into longer-term development work. It has been a lively and satisfying process to
be involved with and knowing that ones work will help to underpin a exhibition that
will be seen, and engaged with, by hundreds of thousands of people makes a welcome
and significant change to more traditionally exclusive academic outputs most usually

associated with such research projects.

The collaborative nature of the research that has ultimately produced the following

thesis was particularly pronounced and it was somewhat different in emphasis than



the associated work on picturing the passenger or the postdoctoral research. It was
funded through an Arts and Humanities Research Council (AHRC) supported
programme of work called Beyond Text which set out to explore, in the widest
possible terms, non-textual means and methods of communication and research.? The
present work was included within the ambit of the Beyond Text programme because it
set out to explore the specifically visual ways in which landscapes and locations were
pictured by the railways, in this case the Great Western Railway (GWR), in their
advertising and marketing material and not to focus on the textual elements which are
so often afforded precedence by historians. In some sense this was a pragmatic
decision as the textual output of the GWR had been covered in some detail in a
previous PhD project.’ In another sense it was a response to the fact that, within the
collections of the NRM, there existed a huge number of original negatives, well in
excess of 30,000, from the GWR's own photographers which effectively made up the
primary material from which the company created their illustrated guidebooks and
other advertising and marketing material. Published guidebooks could be studied but,
because of the existence of the negatives and other associated material, it was possible
to go back a step further and explore the context in which such material was actually

created.

The intensely visual nature of the project has had an impact on the finished article.
This thesis has far more illustrations included in it than would normally be
appropriate, or encouraged. I make no apologies for this, there are over 130 images

throughout the text and these are included, not only to provide support for the

2 See www.beyondtext.ac.uk
3 Alan Bennett, The Great Western Railway and the Celebration of Englishness
(University of York: Unpublished PhD Thesis, 2000).


http://www.beyondtext.ac.uk

interpretation and analysis, but also to reinforce in the mind of the reader that this is a

piece of research based primarily on visual sources.

Such an approach had its drawbacks. The collaborative nature of the project meant
that museological issues such as the care, storage and access to material had to be
negotiated with curators and carried out in line with museum policy and best practice.
This is very often something that the historian does not encounter directly; material is
made available in reading rooms and libraries and it is the archivist or curator who
concerns themselves with the care of the items. But, in this case, the photographic
collections at the NRM had had received very little in the way of academic attention
until the commencement of the Commercial Cultures project. This meant that, very
often, curatorial decisions surrounding access had a direct impact on what could be
studied, when, where and how. This was particularly pronounced when carrying out
the research that would eventually become the core of Chapter Eight. Historical
idiosyncrasies in the listing and cataloguing of negatives and the need to acclimatise
negatives that were brought out of temperature and humidity controlled stores meant
that the research strategy had to be adapted to suit. However, working so closely with
the NRM meant that any issues could usually be resolved quickly and positively. It is
however, worthwhile for the historian to be broadly aware of museological practice if
only to enable them to understand and appreciate the difficulties that might be had in

providing a document or item for study.

As will become evident while reading this thesis, collaboration was the key to
success. Such a large number of individual items were studied in such a wide variety
of media (glass and nitrate film stock negatives, original prints and artwork, posters

and handbills, guidebooks and pamphlets) that understanding and working within the



constraints quite legitimately put on access was the only way to proceed. It is hoped

that the results speak for themselves.

Sources, structure and format,

Before approaching the body of this thesis it is worthwhile introducing the sources in
slightly more detail. As will be shown the GWR were by no means an insignificant
company or employer and they were prolific in their production of advertising and
marketing material; it is this material that makes up the primary sources of the research.
They produced huge numbers of pictorial posters for display at stations and on general
hoardings around railway buildings and published more than fifty individual
guidebooks, annual gazetteers and other literary works from 1904 to 1947. In addition
to this they produced countless pamphlets, folders and handbills. Many of these items
were available for study at the National Railway Museum, and where there were gaps in
their collection the British Library or National Archives often held copies. The vast
majority of this material was profusely illustrated with lithographs, photographs and

photogravures and line drawings and it is this material that that been studied.

If the published output of the GWR is the primary source then there exists, to borrow a
term from archivists, a large amount of 'grey' material, material that is neither primary
published nor secondary evidence, that has proved useful in carrying out the work. The
National Railway Museum hold more than 30,000 individual negatives that comprise
the GWR's own image collection. It has been possible, in several cases, to identify an
original glass plate negative from which a particular image, published in a guidebook,
was taken and this technique of tracing the image back through the archives has been
vital in understanding more about what the GWR wanted to include and exclude in the

images of landscapes and locations that it pictured. The NRM also holds a complete run



of the GWR staff magazine which, given the lack of relevant archive material held at
the National Archives (TNA), has provided an insight into the business and cultural

motivations of the company as a whole.

This last comment raises a moot point; while there are extensive holdings relating to the
GWR at the National Archives there is very little evidence indeed relating to the
production of their many tourist guidebooks, gazetteers and posters. There are minutes
of corﬁmittec meetings that occasionally refer to advertising budgets or preferred
methods of advertising and, where relevant, these have been used to support the
argument. But there is next to nothing about the inner workings of the company with
relation to their advertising and marketing strategy. Therefore, this thesis has attempted
to reconstruct, as fully as possible, the corporate motives of the GWR. Such 'intention-
retrieval™ can, however, be fraught with pitfalls and, at every step, the work of other
historians, geographers and commentators has been referred to underpin and ground the

conclusions.

With such a wealth of material available the decision was taken to study those items, or
types of items, that had the greatest impact on the market. In this case, circulation
figures for guidebooks, posters and magazines were used to make this decision.
Inevitably this has meant that some material that can be considered both aesthetically
attractive and potentially interesting from an academic point of view has been left out or
material that others may see as vital to understanding the company's advertising strategy
has been given only a small amount of space; as with the discussion of the GWR's

annual gazetteer Holiday Haunts in Chapter Seven. In these cases the decision making

4 Ronald Dworkin, Justice for Hedgehogs (Cambridge, Massachusetts and London:
The Belknap Press of Havard University Press, 2011), 7.



process has been clearly set out in the appropriate chapter along with any relevant

supporting material.

This thesis is based around the notion that the GWR did not just market places,
landscapes and locations, they played a part in actively constructing popular notions
of such places. This process of construction is explored as the creation of a Tourist
Utopia. Chapter Two sets out to explore and define this key concept along with
providing an overview of the other significant concepts that have informed the present

work.

Chapter Three begins to define the notion of a railway landscape aesthetic from the
period directly before the GWR, and the other railway companies, had begun producing
much of their own advertising material or guidebooks. This chapter is intended to set
the scene for the chapters that follow by identifying and attempting to explain the
reasons why, from the late nineteenth century on, railway tourist imagery rarely
included images of the railway itself. This is a key characteristic of the GWR's tourist
utopia and one that requires explication and analysis. In addition to this it is important to
demonstrate that the material the GWR produced did not appear out of a cultural
vacuum but was following in an aesthetic tradition that had developed over the previous

90 years.

Chapters Four and Five look in detail at the GWR's poster output from its beginnings in
1897 to the point at which the company was absorbed into British Railways in 1948.
Both chapters begin with review of the relevant literature before going on to discuss
general trends within the field. Chapter Four looks at the origins of the railway poster
and its acceptance, or otherwise, within the railway press, something that has previously

been overlooked, before charting the development of the GWR's own graphic style from



1897 to 1914. In this chapter it is demonstrated that the GWR were quick to make use of
the medium of the pictorial poster and showed an ability to develop a complex visual
vocabulary that increased in sophistication and confidence up to the outbreak of Work
War One. Chapter Five picks up the development of the railway poster in general and
the GWR's graphic style in particular after 1914 and follows it through to 1947. In this
chapter it is shown that the GWR's tourist utopia became even more complex,

exhibiting the marked heterogeneity that characterised the rest of their visual output.

Chapters Six and Seven examine the GWR's guidebooks beginning with a general
overview of the development of the railway guidebook and an examination of the
reception of the GWR's own publications in the railway and non-railway press. Both
chapters make use of the same periodicity; Chapter Six looks at the guidebooks
produced up to 1914 while Chapter Seven examines the inter-war publications and the
company's annual gazetteer Holiday Haunts. Once more, the heterogeneity of the tourist
utopia is highlighted along with the marked temporal dissonance which sees the
inclusion of many old prints in the guidebooks. The fact that the GWR chose to show
tourists images of things they could no longer see is held up as a factor of their desire to
locate their tourist utopia within a general historical narrative. Chapter Six introduces
the idea that the GWR were responding to a novelty of place felt within groups of
society that, from the 1890s on, found themselves increasingly mobile and able to travel
more freely. It is argued that the images of landscapes and locations were attractive in
themselves because of their non-quotidian qualities. Chapter Seven picks up on this and
shows how this trend developed into a novelty of behaviour towards the 1930s when it
appeared that images of landscapes and locations were, in themselves, no longer enough
to attract and entice and the images began to show increasing numbers of tourist

performing as tourists within these locations. These more directive images, it is argued,



demonstrate how the tourist utopia developed over time to take into account changing

tastes and desires.

Chapter Eight departs from the examination of the GWR's publicly available advertising
material and focuses instead on a series of images called Types of Great Western
Countryside that were published over a period of more that eleven years in the GWR's
company magazine. It argues that, while many of the individual images were also
published in the guidebooks intended for purchase and cbnsumption by the public, the
choice of images in the Types of... series show a distinctly different type of place than
that portrayed to the public. It is argued that this difference reinforces the idea that the
tourist utopia was predicated on heterogeneity; not only were different tourist groups
being catered for, but the staff themselves were presented with a landscape that was
edited and manipulated to reflect certain ideals and values. Rather than discuss this in
terms of an imaginative geography, this chapter instead describes the Types of... series
of images as an interior geography which further reinforces the corporate nature of the

tourist utopia.

Chapter Nine draws together all of the conclusions from the preceding six chapters and
examines them against the definitions of the tourist utopia set out in this introduction. It
restates the corporate nature of the tourist utopia, its dynamism and its heterogeneity
while also outlining areas where further research could be carried out. It demonstrates

how the thesis, as a whole, adds to the existing literature on marketing and the railways.

It is the intention of this thesis, therefore, to reposition the cultural outputs of the GWR
and to move away from a solely economic view of value and worth and towards a more

qualitative understanding of their development and impact on society. It attempts to



explore the influence of the landscape and location imagery of the GWR and understand

the role it played in constructing an aesthetic of mobility.
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Chapter One: Picturing the Tourist Utopia.
Introduction.

In recent years, there has been significant discussion surrounding mobility and ways
of experiencing the countryside; through this a dialectic encompassing the technology
of mobility and an appreciation of the countryside has emerged.' Matless has
described the phenomenon of the 'motoring pastoral? as something which developed
during the inter-war period characterised by the publication of enormously popular
books such as In Search of England.? The motoring pastoral can be seen as being
associated with a new way of seeing the countryside and the "freedom of the road"
and also linked in with the idea of seeing something, in this case the unspoiled
English countryside, that was on the verge of changing or being lost forever. H. V.
Morton's In Search of series of books can be seen as precursors to the popular and
influential Shell Guides under the editorship of John Betjeman. In these volumes
leading contemporary artists, among others, were commissioned to write, and in many
cases illustrate, guidebooks to the counties of England. Both John Piper and Paul
Nash* produced volumes considered to be of particular merit. Indeed, Shell's

patronage of the arts led to their being dubbed 'the New Medici' in the 1930s.°

However, it is the argument of this thesis that the motoring pastoral had its origins in

an earlier aesthetic paradigm one that could perhaps be termed a 'railway pastoral',

! See, for example, Sean O’Connell, The Car in British Society: Class, Gender and
Motoring, 1896-1939 (Manchester: Manchester University Press, 1998); Peter
Merriman, Driving Spaces: A Cultural-historical Geography of England’s M1
Motorway (London: Wiley-Blackwell, 2007).

2 David Matless, Landscape and Englishness (London: Reaktion Books, 1998), 63 -

67.

3 H. V. Morton, In Search of England (London: Methuen and Co, 1927).

* John Piper, Shell Guide to Oxon (London: Faber and Faber, 1938); John Nash, Shell
Guide to Dorset (London: Faber and Faber, 1936).

3 Cyril Connolly, “The New Medici,” Architectural Review, July 1934, 2.
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Such an aesthetic, as with that of the motorcar, fused contemporary developments in
mobility with an appreciation of all that was seen to be traditional, rustic or old
fashioned. Indeed, as is shown in Chapter Four, the idea that Shell should have been
considered as 'the New Medici' is somewhat misleading; as early as 1910
commentators were suggesting 'that the artists who complain of starving on
Academical landscapes are living on the railway poster and, in 1930, the poster artist
Tom Purvis commented on the fact that Shell, or at least their staff, were 'relative
newcomer[s] to advertising' whereas the railway companies had a great deal of
experience garnered over many years of commissioning and working with
commercial artists.” This suggests just how far into the background the aesthetic
achievements of the railways have been pushed through the technological, social and

cultural hegemony of the car.

The motoring pastoral can be seen as a significant development in the way in which
the countryside was conceived and, most importantly, consumed by tourists.
However, in much of the discussion there is little thought given to what came before
the motoring pastoral or how much such an aesthetic of mobility may owe to other
modes of transport, in particular the railway. What continuities existed between the
ways landscapes and locations were portrayed by the railways and those that were
portrayed by motorists or companies with pronounced motoring interests? And, if it is
possible to talk about a motoring pastoral, given the wealth of advertising and
publicity material produced by railway companies from the late nineteenth century
on, is it then not possible to talk about a railway pastoral that predated and influenced

the development of its motoring equivalent? This thesis explores exactly these

6 «Art in the Railway Poster,” Railway Times, 21 May, 1910, 525.
7 Tom Purvis, “Lectures Six and Seven, National Society of Art Masters”, May 10,
1930, 12, 1990-7283, National Railway Museum.
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questions and, as will be shown, the railway pastoral can be seen as a powerful, if
complex and at times problematic, aesthetic trope in the decades before the

widespread adoption of motoring.

There is a great deal of research needed into how far the landscape aesthetic of the
railways influenced that of the motoring pastoral and the notion of the railway
pastoral itself requires substantial work to define it and understand its chief
characteristics. More traditional understandings of the term pastoral can be seen as
developing out of the twin notions of the sublime and the picturesque which are
covering in more detail in Chapter Two. This thesis can be seen as the first step in this
process of understanding and defining a railway pastoral; it is an extended case study
into the ways that a single railway company, in this case the Great Western Railway
(hereafter GWR), made use of images of landscapes and locations in its advertising

and publicity material.

Harrington has used the term 'railway pastoral' but framed it in a very limited sense
stating that it 'represents an attempt to constrain the energy and potential danger of the
railway' in particular in the mid nineteenth century ® But this definition simplifies the
situation and overlooks the complexity of a railway pastoral that, as will be shown in
this thesis, to have continued well into the twentieth century. Perhaps in the early
years of the railways this was the case, but, as is clearly shown in the following
chapters, while images of the railway, such as vehicles and infrastructure, may not
have been present in the majority of railway guidebooks and posters there was clearly

a railway landscape aesthetic that was utilized by the railway companies to market

¥ Ralph Harrington, “Representing the Victorian railway: the aesthetics of
ambivalence”, 2006, http://harringtonmiscellany.wordpress.com/essays/victorian-
railway/.
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particular regions or specific places. The railway pastoral, or at least that promulgated
by the GWR, was representative of more than just the need to allay anxieties and
fears; it was used to construct a utopian vision of such regions and places that would
encourage people to travel to them. The railway allowed access to an 'unspoiled'
countryside; as a phenomenon, the railway was modern and technological, but it
provided the means through which people could experience places that were
portrayed as untouched by progress. The images of landscapes and locations that the
GWR used in their guidebooks and posters had many facets and included urban and
technological subjects as well as rural ones. But, as has been discussed by Marsh, 'the
rediscovery of the rustic world by the middle classes' in the 1870s as an aesthetic
backlash to the ravages of industrial expansion and urban growth meant that there was
a ready appetite for images of unsullied countryside by the 1900s that continued to
grow.” The marketing departments of railway companies, such as the Great Eastern
Railway, capitalized on this, as did the GWR when they began to produce their own
guidebooks in 1904. '® Images of the rural landscape, including villages, parish
churches and farmland were a significant part of the world that the GWR constructed
but, as will be shown, it was only one aspect of such a utopian vision. This research
also shows that to quantify such an aesthetic as simply pastoral would be to overlook
the complexity and sophistication of a phenomenon that, at its height, encompassed
portrayals of urban, technological and industrial landscapes alongside the rural or

agricultural.

® Jan Marsh, Back to the Land: The Pastoral Impulse in England, 1880 - 1914
(London: Faber and Faber, 2010), 27.

10 payne Jennings, Photo Pictures in East Anglia (Great Yarmouth: Jarrold and Sons,
1897); Payne Jennings, Sun Pictures of the Norfolk Broads (Ashstead: Art Photo
Works, 1897).
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By the time Morton was writing In Search of England and, in turn, constructing what
would become known as the motoring pastoral, the railways had been pushed almost
entirely into the background when it came to being a novel way of exploring the
countryside. Nevertheless, in the nineteenth century railways were both novel and
transformational and a new aesthetic emerged in association with new notions of
escape from the everyday and the discovery of the landscape; this was to have a
strong influence on notions of identity and social standing. Chapter Two of this thesis
explores the anxieties surrounding the coming of the railways and the ways in which
these were embodied in visual representations of the relationship between trains,

infrastructure and landscapes but, writing in 1926, Martin S. Briggs claimed that

The influence of the railways on the appearance of the countryside has
been mainly indirect, in the sense of having destroyed the isolation of
villages and hamlets and with it the local characteristics that they

possessed.'"

By this time the railways were no longer seen as an immediate threat to the landscape
and what changes they had brought with them were seen as 'indirect'. This contrasts
with Briggs' strident description of an inter-war landscape dominated by the motorcar

where

one is surrounded by petrol-pumps, garages, blatant exorbitant cafes run
by loud-voiced aliens, "souvenir” shops full of Brummagem and German
products, ice-carts, and innumerable direction-posts to "ladies cloak

rooms." All the charm of the place has gone in bribes to the tripper...

' Martin S. Briggs, Rusticus or the Future of the Countryside, To day and To Morrow
(London: Keegan Paul, 1926), 30.
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When one sees a beautiful village or landscape prostituted to such ends,

one wishes that the petrol-engine had never been invented.'?

It is clear to see that in the inter-war period the railways were, for some, a 'low
impact' form of mobility that allowed the tourist to move about and through the

countryside in a far less destructive manner than with a motorcar.

Watts makes the claim that 'it does not follow that inter-war interest in the traditional
and the rural was fuelled solely by petrol'."® He, quite rightly, suggests that the
railways were just as influential and played just as important a part in the inter-war
exploration of the countryside. However, his work is limited to a small data set and
time period. This thesis attempts to move away from his conception of a 'modern’
pastoral and puts forward the argument that there was a highly developed railway
pastoral in evidence from at least the late 1890s.' A pastoral that would have a

significant influence on the motoring pastoral that was to follow it.

The landscape imagery of the railways has received little critical attention from
scholars; one of the primary reasons for this lack of critical appraisal is that the source
material seems to suffer by dint of its being very attractive. The landscapes and
locations portrayed by the GWR in their advertising material were, by turns, dramatic,
mysterious, exciting, peaceful or enticing and sometimes several of these at once. The
polished nature of the images that were presented to the public in the form of posters,
illustrated guidebooks and pamphlets, means that they have a power to seduce the

viewer, be they tourist or historian, and transport them to a different place. Such a

2 Ibid., 61.

13D, C. H. Watts, “Evaluating British railway poster advertising: The London &
North Eastern Railway Company between the wars,” The Journal of Transport
History 25,n0. 2 (September 2004): 34.

*Ibid., 35.
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power all too often means that the critical faculties of analysis and interpretation are
not packed along with the bucket and spade, meaning that the images are very much
appreciated but perhaps not understood as deeply as they might. The visual
vocabularies that the images employed, their semiotic content and the historical
context which influenced their production and, in turn, they went on to define, can
remain neglected in a superficial, albeit well meaning, appreciation of their stylistic

qualities. It is hoped that this thesis will go some way towards addressing this.

That an image, such as a photograph, carries with it powerful meanings and
significance that makes it worth study is not under debate in this thesis. Barthes saw
the photograph as having 'a power to convert which must be analysed,” by which he
meant that, in acknowledging the power of photographs to influence our
understanding and awareness of a given situation, it is important to scrutinise these
images to better appreciate the ways in which such influence may have been

contrived.'® Therefore this thesis makes two broad claims for the ways in which

landscapes and locations were pictured by the GWR in their advertising material. The

first is that, collectively, they constitute the construction of a fourist utopia and the

second that this utopia was characterised by a marked heterogeneity. Such are arrived

at through the adoption of a softer, more culturally attuned, critical eye than has

perhaps been used hitherto and by the utilisation of a theoretical and philosophical

framework that ascribes agency to the GWR and begins from the standpoint that what

we see always means something.

This chapter sets out to define the key notion in the thesis, the tourist utopia, and

examines how such a notion fits within the existing literature, both on utopianism and

15 Roland Barthes, Mythologies (London: Vintage, 2000), 91,
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tourism. It provides the theoretical background to the body of the research and also an
outline of the historiographical value of studying railways from the point of view of
marketing. However, it begins with a very brief history of the GWR as an
organisation that will allow the reader to better contextualise and process the research

and the findings.

The Great Western Railway: a very brief history,

There are countless books on the subject of the GWR covering all aspects of the
company's history and operation. There are several general histories and appreciations
of the company and what it was seen to stand for along with more esoteric volumes
covering subjects such as the company's road vehicles.' The object of this section is
not to provide a comprehensive history of the background and development of the
company as this has already been carried out, albeit some time ago, by the likes of
MacDermot, Nock and St John Thomas, but to provide the bare bones of the
company's story so that the reader has an understanding of the company's origins and

broad trajectory. "’

The Great Western Railway Company was incorporated by Act of Parliament on 31
August 1835 and was permitted to construct a railway from Bristol, Temple Meads to

Paddington in London."® It was originally designed to strengthen the trade links

'6 Tim Bryan, The Great Western Railway, a Celebration (Hersham: Ian Allan
Publishing, 2010); Andrew Roden, Great Western Railway, a History (London:
Aurum Press Ltd, 2010); Philip J. Kelley, Road Vehicles of the Great Western
Railway (Oxford: Oxford Publishing Company, 1973).

17 g, T. Macdermot, History of the Great Western Railway, Volume 1 1833 - 1 863
(London: Ian Allan, 1964); E. T. Macdermot, History of the Great Western Railway,
Volume 2 1863 - 1921 (London: Ian Allan, 1964); O. S. Nock, History of the Great
Western Railway, Volume 3 1923 - 1948 (London: Ian Allan, 1967); David St John
Thomas, A Regional History of the Railways of Great Britain. Volume 1, The West
Country (Newton Abbott: David & Charles, 1981).

18 Macdermot, History of the Great Western Railway, Volume 1 1833 - 1863, 13.

18



between the port of Bristol and the capital and by 1845 was operating over 220 miles
of railway connecting Bristol, Oxford and Gloucester, among others, with London."?
The GWR was active, if not aggressive, in its dealing with other railways and, while
the company continued to build new lines through the nineteenth century, many
smaller railway companies were absorbed into the GWR network. By 1910, the GWR
operated over 2860 miles of track and around the same time, in 1907, it was the third

largest employer in the UK with a total staff of 70,014.2°

In 1923 the implementation of the 1921 Railways Act saw more than 120 railway
companies amalgamated into what would become known as the Big Four; the
Southern Railway, the London, Midland and Scottish Railway, the London and North
Eastern Railway and the Great Western Railway.? The GWR was the only company
to survive the process with its corporate identity ostensibly intact (the implications of
which are discussed in more details in Chapter Six) and led to the company

announcing 1923 as 'A.D. 1 of the greater Great Western Company'.?2

Map 1.1 shows the extent of the GWR network, including lines over which it had
agreed running powers, at its height in the inter-war period. From this it is possible to

see exactly how much of the country they covered.

¥ Ibid., 453.

20 Macdermot, History of the Great Western Railway, Volume 2 1863 - 1921, 324;
Geoffrey Channon, Railways in Britain and the United States, 1830-1940: Studies in
Business History (Aldershot: Ashgate, 2001), 24.

21 «The Railways Act, 1921,” The Railway Gazette, 16 September, 1921.

22 «British Railway Meetings,” The Railway Gazette, 23 February, 1923, 307.
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Figure 1.1: Map of the GWR network during the inter-war period. Taken from front end papers
of The Encyclopaedia of the Great Western Railway, (Sparkford, Patrick Stephens Limited, 1993).

During the inter-war period the GWR operated a system that constituted over 3500
route miles and it was during this time that the bulk of their guidebooks and posters
were produced.B A succession of talented General Managers, such as Felix Pole and
James Milne, ensured that that GWR was run well although it suffered, along with the
other Big Four railways during the depression of the 1930s. However, all of the
railway companies, including the GWR, could not escape nationalisation directly after
World War Two and, on 5 March 1948, the last meeting of the Great Western
Railway Company was held.22The GWR was itself, after 113 years, finally absorbed

into a greater whole; in this case British Railways.

From this necessarily brief overview of the company's history it is possible to see that

the GWR was a remarkable concern. Its corporate identity survived intact through

BNock, History ofthe Great Western Railway, Volume 3 1923 - 1948, 2.
2 1bid., 238.
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takeovers, amalgamations and policy changes over the course of more than a century
that saw almost all of its near rivals changed or altered in some way. It was a huge
employer at the turn of the twentieth century and, as will be discussed in detail in the
following chapters, the publicity material that it produced, especially the guidebooks
and gazetteers, were sold in the hundreds of thousands and reissued in multiple
editions. Further to this, evidence shows that the GWR issued more than 660 pictorial
posters over a fifty-year period from 1897 to 1947 and the majority of these were
issued in print runs of over 2000; altogether this suggests that the GWR could have
issued in excess of 1.3 million individual posters.” The company's scope for impact,
on a cultural level, was therefore potentially huge. As the following chapters lay out
the argument that, collectively, these outputs constitute the construction of a tourist
utopia it is worth bearing in mind the scale of the GWR's operations and the
commensurate reality that such a utopian construct might take on in the minds of the

many companies, families and individuals that encountered it.

Marketing and the Railways: an overview

As has already been discussed, this thesis is concerned with the corporate construction
of, what is here termed, a tourist utopia. As such it can be viewed as a being broadly
aligned with research into marketing in general, and railway marketing in particular,
from the end of the nineteenth century to roughly 1945. It is important to locate the
present research within the wider subject of marketing and advertising and
demonstrate how such a detailed study of a railway company's use of landscape
imagery serves to cover a gap in the understandings of the development of mobility

marketing. This review will show that the subject of railway marketing, that is the

25 John Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947,” unpublished typescript (National Railway Museum, York, 1993).
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marketing strategies adopted by the railways themselves, has only recently become

the focus of academic interest.

The work of Kotler et al has for many years been a standard text on marketing, its
principles and applications.* Indecd, his most recent work has explored the
development of marketing in the digital age and outlines how a new form of
marketing can function in today's world where the emphasis has moved away from
individuals as simply consumers and towards an understanding of them as 'whole
human beings with minds, hearts and spirits'.”” This notion is a clear demonstration
that research into the field of marketing is both vibrant and adapting to the changes
that the modern world presents both the scholar and the consumer (in whatever form
we choose to see them). However, the roots of marketing as a discipline either of
practise or of research are less well understood or discussed, and this is even more the

case when one looks at the area of mobility marketing.

Tedlow's work on the development of mass marketing in America stated one of the
key problems of research into the ficld. He saw it as 'an elusive subject. Difficult to
discuss because it is difficult to define.”® However, he went on to describe the
development of marketing in the US that began in the late nineteenth century with
many individual retailers involved in piecemeal operations that could best be
described as advertising before the development of the railways and telegraph system
allowed companies the opportunity to develop national strategies more akin to

marketing as it would be understood today. Tedlow saw marketing in 1920s America

% Philip Kotler et al., Principles of Marketing: European Edition (London: Financial
Times/ Prentice Hall, 2001).

% Philip Kotler, Hermawan Kartajaya, and Iwan Setiawan, Marketing 3.0: From
Products to Customers to the Human Spirit (London: John Wiley & Sons, 2010), 4.
% Richard S. Tedlow, New and Improved: The Story of Mass Marketing in America
(New York: Basic Books Inc., 1990), 5.
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as a sophisticated phenomenon that exhibited one of the characteristic traits of
modern marketing; market segmentation where products are aimed at satisfying the
needs and wants of particular sections of society by appealing directly to such

underlying, motivating desires.”

Schwarzkopf's work outlines the notion that, until recently, it was thought that
marketing in Britain was very much influenced by developments in the United States
and that, before the strategies developed there in the early part of the twentieth
century were imported to Britain in the 1950s, domestic marketing was a somewhat
dull and unsophisticated affair. However, the work of Schwarzkopf has begun to
challenge this and suggested that 'mass marketing advertising was not an "idea" or an
"ideology" which originated in the United States and then spread across the world via
means of cultural domination and hegemony'. Instead, he argues, there was a
mEuropeanization" of the American market and commodity culture before World War
1'.3° This model implies a more complex scenario where modern mass marketing was
not necessarily born in any one particular place or in any particular time but was
formed out of a process of cross fertilisation where local markets and marketers took
on ideas from abroad and adapted them to suit their immediate needs. However, the
work of American historians on the development of marketing has proved to be of
significance to those wishing to understand more about parallel developments in

Britain. As Fitzgerald has commented:

? Ibid., 7.

30 Sefan Schwarzkopf, “Who Said ‘Americanisation’? The Case of Twentieth-
Century Advertising and mass marketing from a British Perspective,” in Decentering
America: Explorations in Culture and International History (New York: Berghahn
Books, 2008), 56.
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Descriptions of production, product, sales, and marketing orientations
offer a set of yardsticks by which to assess the strategic objectives of

[British] firms and [their] degrees of organizational sophistication.*'

This thesis will look specifically at the sophisticated ways in which the GWR
marketed their railway and the places that they served. Market segmentation is a
recurring theme throughout and one of the key conclusions is that the GWR exhibited
elements of market segmentation from the early twenticth century onwards, and that
their usevof landscapes in their posters, guidebooks and publicity material show that
they were keen to understand the particular needs and wants of their markets. One
example of this was their development of a particular element of their tourist utopia to
meet the needs of the American tourist as discussed in Chapter Four. Like the work of
Schwarzkopf, this thesis is based around demonstrating that sophisticated, complex
marketing and branding strategies were being developed in Britain in the early years
of the twentieth century.’? The major distinction between the present research and the
work of Schwarzkopf and, for example, Church is that, in the main, the existing
literature has focussed on consumer goods whereas the work of the railway
companies was based around the provision of services.® If the historiography of
marketing in general in Britain is only just beginning to emerge from the shadow of
transatlantic influence then the marketing of mobility, in particular railway mobility,

is, even less well represented.

* Robert Fitzgerald, “Marketing Management in Britain: What is the Evidence for
‘Failure’?,” in Business in Britain in the Twentieth Century: Decline and
Renaissance? (Oxford: Oxford University Press, 2009), 170.

% Stefan Schwarzkopf, “Turning Trade marks into Brands: how Adbvertising Agencies
Created Brands in the Global Market PLace, 1900 - 1930” (Centre for Globalisation
Research Working Paper 18, August 2008), 13,
http://webspace.qmul.ac.uk/pmartins/CGRWP18.pdf.

33 Roy Church, “Advertising consumer goods in nineteenth century Britain:
reinterpretations,” Economic History Review 53, no. 4 (2000): 621 - 645.
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In one sense there has been interest in railway marketing for the best part of sixty
years but this has been primarily based around the marketing of railway shares in the
boom years of the railway mania in the 1840s and 50s.** Serious interest in the
marketing strategies adopted and developed by railway companies is somewhat thin
on the ground. One explanation for this can be put forward by returning to Tedlow's
remark about the field being difficult to define; what, actually, were railway
companies selling (outside of stocks and shares)? They were not selling a tangible
item or product that could be taken away by a consumer. They were selling the
opportunity for producers to reach market places and markets with their freight
operations and, as is the focus of this thesis, the potential for individuals, families and
groups to have non-quotidian experiences and encounters through and with
landscapes and locations that were markedly different from those provided by their
everyday working lives. In the apocryphal words of an unknown advertiser, the
railways were very much in the business of selling the sizzle and not the sausage.
Work by Ward and Shields has examined the ways in which places were sold or
defined in the nineteenth and twentieth centuries but, in this research, the aim is to
begin to understand more about the way places (in this case landscapes and locations)
were made, or constructed, specifically through the marketing strategies and publicity
material of the railways.*® In this way it differs from the majority of work on the
subject which sees the provision of mobility simply as the means to the touristic end;

in this case the resort, hotel or holiday location.

34 Harold Pollins, “The Marketing of Railway Shares in the First Half of the
Nineteenth Century,” Economic History Review 7, no. 2 (1954): 230 - 239.

% Stephen Ward, Selling Places: The Marketing and Promotion of Towns and Cities,
1st ed. (London: Routledge, 1998); Rob Shields, Places on the Margin: Alternative
Geographies of Modernity (London: Routledge, 1992).
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Once more, it is to developments in North America that one must turn to look at the
development of an historiography of railway marketing as, over recent years, there
has been an increasing interest in the role played by the railroad companies in the
marketing of some of the most iconic landscapes of the United States. Mickelson has
looked at the role of the railways in the opening up, and settling, of The West and
provides evidence to show that the marketing campaigns of the railroad companies, in
this case the Northern Pacific Railroad, were often based around the dual objectives
of selling land that the company owned to settlers along with 'the desire to attract
population to the entire territory adjacent to the railroad'.*® Schwantes has also
explored how the Northern Pacific began to open up the landscapes of the northern
West for hunting and fishing parties helping to define the region as a 'sportsman's

paradise’.””

The work of Orsi has broadly supported Mickelson's within the context of the more
southerly states. He has suggested that the Southern Pacific Railroad's promotional
'displays... of the mid-1880s were important promotional events for California, in fact
turning points in the formation of a new image for the state as an agricultural Eden'*
Dye's research into the Atchison, Topeka and Santa Fe Railroad (AT&SF) has shown
how the railroad companies were keen to promote places that were not necessarily

even on their network. She states that the AT&SF were happy to exploit 'the history

% Sig Mickelson, The Northern Pacific Railroad and the Selling of the West: A
Nineteenth-Century Public Relations Venture (Sioux Falls: Center for Western
Studies, 1993), 124.

37 Carlos A. Schwantes, “No Aid and No Comfort: Early Transportation and the
Origins of Tourism in the Northern West,” in Seeing and Being Seen (Kansas:
University Press of Kansas, 2001), 137.

38 Richard J Orsi, Sunset Limited. The Southern Pacific Railroad and the Development
of the American West 1850 - 1930 (Berkley: University of California Press, 2007),
138.
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of a town eighteen miles off the main line to generate income from the company.”’
Similarly, Blodgett has explored the role played by several different railroad
companies in the advertising of national parks in the United States again highlighting
the fact that landscapes and locations did not have to be urban or industrial centres to

fall into the ambit of the railroad companies advertising departments.*

This research into railroads and their impact on understandings and conceptions of
regions and places has come out of a long tradition in North America of reflexive
exploration of mobility, place and identity. Leo Marx's Machine in the Garden and
Stilgoe's Metropolitan Corridor are examples of early works that have had a
significant influence on more recent work by academics such as Irwin, Tchudi and,
most importantly, Nye.*' Indeed, the present work can be seen as providing a British

counterpoint to Nye's conception of the 'technological sublime'.*?

While it would be mistaken to assert that marketing, in its broadest sense, began in the
United States and was then simply adopted in Great Britain it is clear to see that,

historiographically at least, research into the impact and influence of railroad

% Victoria E Dye, All Aboard for Sata Fe. Railway Promotion of the Southwest, 1890s
to 1930s (Albuquerque: University of New Mexico Press, 2006), 15.

“ Peter Blodgett, “Selling the Scenery: Advertising and the National Parks, 1916 -
1933,” in Seeing and Being Seen (Kansas: University Press of Kansas, 2001), 272.

411 eo Marx, The Machine in the Garden: Technology and the Pastoral Ideal in
America (New York: Oxford University Press, 1964); John R. Stilgoe, Metropolitan
Corridor: Railroads and the American Scene, 1880-1935 (New Haven: Yale
University Press, 1983); William Irwin, The New Niagra. Tourism, Technology and
the Landscape of Niagra Falls, 1776 - 1917 (University Park, Pennsylvania:
University of Pennsylvania Press, 1996); Stephan Tchudi, ed., Western Technological
Landscapes (Reno: The Nevada Humanities Commision, 1998); David Nye,
“Technologies of Landscape,” in Technologies of Landscape: Jrom Reaping to
Recycling (Amherst: University of Massachusetts Press, 1999), 3 - 20; David Nye,
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(Exeter: Exeter University Press, 1997).

“2 David Nye, American Technological Sublime (Cambridge, Massachusetts and
London: The MIT Press, 1999).

27



marketing on understandings of region, landscape and place has begun to flourish in
North America. But that is not to say that marketing per se has been overlooked
entirely within the historiography of the railways of Britain, There are some works
that have sought to examine how corporate identities of the railway companies were
constructed although these, as might be expected, concentrate on the uniforms,
corporate branding and vehicle design and do not touch on the role that the company
may have had in constructing notions of places and process outwith the company
itself * Lovegrove's research into the relationships between railway companies,
design and wider understandings of culture also touches on, for examples, railway
posters but the analysis is once again more geared towards the corporate branding of
the company as opposed to the ways in which they might have constructed notions
about the landscape and locations portrayed as in Chapters Three and Four of the
present work . * Votolato's recent work on design in transport takes transport at its
most broad and covers everything from trains, to éerop]anes and shipping; but again,
the focus here is mainly on the design of the vehicles and not on the marketing and

publicity material that the companies covered produced »

However, Bennett's work on the GWR's guidebooks and Esbester's work into the
GWR magazine are examples of recent scholarship that has begun to unpick the

complex messages that railway companies put forward in their publicity material *

3 Brian Haresnape, British Rail 1948 - 78- A Journey by Design (London: Ian Allan,
1979); Mike Vincent, Green Chris, ed., The Intercity Story (Oxford: Oxford
Publishing Company, 1994).

* Keith Lovegrove, Railway Identity, Design and Culture (London: Lawrence King,
2004).

% Gregory Votolato, Transport Design- A Travel History (London: Reaktion Books,
2007).

4 Alan Bennett, The Great Western Railway and the Celebration of Englishness
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The work of both of these authors will be referred to throughout this thesis and is
discussed in its proper context later in this introductory chapter. Given the interest
that marketing other modes of transport has had since the late 1990s, in particular the
car, as outlined in the opening section of this chapter, the lack of recent work on the

railways becomes increasingly significant.

In terms of the historiography, there has been a recent move towards establishing a
more nuanced understanding of the subject and a move away from the notion that
marketing, as it is understood today, began in the US and was imported, wholesale, to
Britain in the immediate post-war period. Unfortunately, as far as railway marketing
and design is concerned most of the existing literature takes a techno-centric view
and, as stated above, concentrates on the design of vehicles or the construction of

corporate identities.

One of the aims of the ﬁresent research is to add to the small, but expanding,. body of
work on railway marketing but to do this by concentrating on the ways in which the
GWR sought to shape and form understandings of things over which they had
comparatively little control; in particular the landscape and locations that they served.
This is a signal move away from an explication of the ways that a railway company
might have marketed their own locomotives, rolling stock or stations and begins to
acknowledge and explore the wider influence of the commercial cultures of the
railways of Britain. The railways mined contemporary notions of history, identity,

| regionality, myth and legend in their marketing; this thesis explores the ways that

images of landscapes and locations were utilised in such material.

*Dead on the Point of “safety” ’: Occupational Safety Education on the Great
Western Railway, C.1913-39 (York: s.n., 2006).
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The Tourist Utopia

Central to this thesis is the notion of the fourist utopia. Such a term has been coined in
an attempt to express the collective unreality of the tourist landscape as portrayed in
material designed to entice people to travel long distances to see it and to part with
money for the privilege of doing so. To claim it as unreal, however, is not to see it as
entirely fictional or fabricated; the tourist utopia of the GWR was based fully and
firmly in the real world as experienced by both tourist and locals but it was always
given an edge, a polish (perhaps even a 'spin') that would make it more attractive to
the given market. As an example, in basic terms, only exceptionally rarely was bad
weather ever depicted in the GWR's posters (and the same is true of all the other
railway companies). In this way they portrayed a world that was not like the real
world as experienced on a day-to-day basis. The GWR's use of landscape imagery
and, indeed, its marketing and publicity material in general can be seen as utopian.
Tower Sargent describes such a contrapuntal position towards the world as it is as a

key characteristic of a utopia.

Utopias are generally oppositional, reflecting, at the minimum, frustration

with things as they are and the desire for a better life."

The recognition, on the part of the GWR, that poor weather frustrated people, especially
holiday-makers meant that they pictured the landscapes and locations that they provided
access to as blessed with good weather. On the face of it, that images of poor weather

will not attract tourists is a very simple notion but, ultimately, the manipulation of

47 | yman Tower Sargent, “Utopian Traditions: Themes and Variations,” in Utopia:
The Search for the Ideal Society in the Western World (New York, Oxford: New York
Public Library, 2000), 8.
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images of the landscape, the weather, the people or notions of history and belonging

constitute a form of utopianism.

There is a rich literature that had built up around the concept of the utopia. Although the
concept as a literary conceit had classical origins it was the publication, in 1516, of
Thomas More's Uropia (a shortened title from the original) that saw the birth of the
modern utopia and utopian literature.*® Writing at the same time as the European
exploration of the New World and Asia, More's book 'envisaged an ideal society of
fallen human beings coming to terms with an imperfect world' and outlined the manners
and customs of the inhabitants of an island whose name literally translated from the
Greek as no-place.” From this time on there was an increasing amount of utopian
literature as writers employed the conceit to critique existing structures of governance or
social mores or to put forward ideas of how best to improve the existing situation. In the
words of one commentator, the oeuvre of utopian literature is not only large but also
diverse 'reflecting the historical and political circumstances and personal aspirations of
the various authors'.*® Classic examples of utopian literature from the eighteenth and
nineteenth centuries include Swift's Gulliver's Travels and Butler's Erewhon whose title

is, again, a play on the notion of nowhere.”'

The late nineteenth century, however, saw a resurgence of utopian literature and it is

into this milieu that the idea of the tourist utopia begins to take shape. Beaumont sees

48 Gir Thomas More, Utopia (London: Longman, 2004).

4 J. C. Davis, “Utopia and the New World, 1500 - 1700,” in Utopia: The Search for
the Ideal Society in the Western World (New York, Oxford: New York Public
Library, 2000), 101.

% Judith N. Shklar, “What is the Use of Utopia?,” in Heterotopia (Ann Arbor:
University of Michigan Press, 1995), 40.
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the development of a distinctly new style of utopian literature between 1870 and 1900

as being born out of the particular circumstances of the period. He defines the period

in terms of the space opened up between the collapse of two utopias of
progress: first, that of an unfettered, free-trade capitalism; and second,
that of a reformist socialism premised on the belief that systematic
transformation can occur within the framework of the existing social

order...»?

This uncertainty about the future and about the stability of the present led to an
increase in the numbers of utopian novels and articles in publication by the likes of
William Morris and H. G. Wells. Beaumont suggests that it was at this time that
sections of the working class 'were starting to demand control over their destinies'®?
and that much of the utopian writing produced at the time can be seen as 'a gleam
emitted by middle-class culture as it dully mirrors and distorts the desires of the

working class'.**

Perkin has stated that, between 1880 and 1914 'inequality was probably at its height'
and that the 'distribution of income was more skewed and the economic distance
between the classes was greater than ever before'.* It is against this backdrop of social
upheaval and inequality that, towards the very end of the nineteenth century, the
railway companies, including the GWR, began to produce their own publicity
material. And, as is commented on in Chapter Three, by 1897 the quantities of

material being produced were beginning to frustrate even the writers of the railway

52 Matthew Beaumont, Utopia, Ltd: Ideologies of Social Dreaming in England 1870 -
1900 (Lieden: Brill Academic Publishers, 2005), 14.

33 Ibid., 19.
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5% Harold Perkin, The Rise of Professional Society (London: Routledge, 1989), 28.
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periodicals. The railway companies can be seen as beginning to respond to the desires
and aspirations of those who wished more control over their destiny but did so in a
distinctly middle-class way: through the production of guidebooks and posters that
portrayed an idealised landscape- a tourist utopia. This thesis is based upon the
exploration of the visual representations of this utopia in an attempt to understand
more about its texture, quality and breadth. By viewing the images used in the
guidebooks, pamphlets and posters from the point of view that they construct a whole
that carries with it significance and meaning it becomes perhaps possible to understand
more about the nature of tourism and the ways in which it functions as a social
process. Rather than couching an analysis of such material solely with a business
historical model or by examining each image only for what it can tell us about a single
location, scene or item this research aims at taking on the representations of
landscapes and locations as a whole (as far as is possible) and similarly aims at

interpreting them always as part of a cohesive and cogent totality.

It is for this reason that, throughout this thesis, the images published by the GWR will
be referred to collectively as a tourist utopia; it stands as a shorthand for the idealised
holiday world that was borne out of the frustrations of the everyday world. The sharp
division between the everyday and the non-everyday has always been a defining
characteristic of both the tourist experience and advertising. In 1914 Dr Charles D.
Musgrove argued that holidays provided a change of situation that was essential to a
happy life and 'a requisite for good health™ similarly Urry, in 1990, stated that tourism

was 'a leisure activity which presupposes its opposite, namely regulated and organised

5 Charles D. Musgrove, Holidays and How to Use Them (Bristol: J. W. Arrowsmith
Ltd, 1914), 11.
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work' ¥ In these understandings the tourist utopia is set up in direct contradistinction

to the quotidian world of structured labour.

However, in this thesis the tourist utopia is not simply defined as one half of a pair of
opposites. More recent thinking on the subject has suggested that 'tourist places are
hybrid places of home and away' and that '[t]ourist places are produced spaces and
tourists are co-producers of such places'.*® This problematises the binary opposition of
home and away and places the tourist utopia into a touristic cycle of 'anticipation,
performance and remembrance' whereby the tourist utopia is dynamic and able to
adjust and accommodate changes in desires and aspirations.*® Throughout this thesis it
will be shown that the GWR's tourist utopia did just that; rather than remain static it
changed over time to assimilate changing tastes and wants. As Bourdieu commented,
and as is referred to in Chapter Two, 'every change in the system of goods induces a
change in tastes’ and it is precisely this dynamism that is brought out as one of the key

threads of this thesis *

Having defined the concept of the tourist utopia and put forward the argument that one
of its chief characteristics is its dynamism and mutability in the face of change this
thesis goes further by establishing another of its key attributes: its heterogeneity. The
tourist utopia cannot be seen as a single world-view that represents a single set of
values that develop through time. This research seeks to demonstrate that the tourist

utopia of the GWR was made up of interleaving geographies of tourism that, at times,

57 John Urry, The Tourist Gaze, Second Edition. (London: Sage Publications Ltd,
2002), 2.
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complemented and contradicted each other. Foucault identified such a phenomenon as
a heterotopia and thought of it as a phenomenon 'capable of juxtaposing in a single
real place several spaces, several sites that are in themselves incompatible' £ In simple
terms, and within the ambit of the current research, it can be seen as the embodiment
of the commercial imperative of the railway company; namely to ensure that it had a
wide appeal to varied and different groups. If images of the West Country (nominally
the GWR's territory) were all designed to appeal to the solitary romantic walker then
the company would miss out on ticket sales to those wishing for a seaside family
holiday. The very nature of the GWR's operations meant that it had to attempt to
provide something for almost every desire; these desires could be very different but
the tourist utopia of the GWR set out to cater for them within ostensibly the same
geographical space. Such a layering of significance relates to Brace's conception of the
English landscape in the early twentieth century as 'a hi ghly differentiated mosaic of
regions, the diversity of which was crucial to England's character' although, in this
case, the situation is complicated somewhat by the fact that, very often, the

differentiated regions can occupy the same geographical space.?

However, while the tourist utopia is markedly heterotopic in nature the term
heterotopia per se is possibly not a helpful one to use. In the first instance it begins to
concretise the various elements of the tourist utopia into individual heterotopias which
can undermine the inter-relations on which the tourist utopia depends. Each
heterotopia can become reified and any sense of process, dynamism or change can be

lost. Second, the term has already been employed, albeit in a way that appears to be far

61 Michel Foucault, “Of Other Spaces,” trans. Jay Miskowiec, Diacritics 16, no. 1
(Spring 1986): 25.

62 Catherine Brace, “Finding England Everywhere: regional identity and the
construction of national identity, 1890 - 1940,” Cultural Geographies 6, no. 1 (1999):
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more rigid than perhaps Foucault might have envisaged, in a sense to mean an
‘effectively realized [sic] utopia'.*’ The tourist utopia of the GWR was something that
could only ever be fully realised by the tourist in their encounter with the landscapes
and locations portrayed in the guidebooks and posters and their subsequent
construction of their own imaginative geography. The tourist utopia remains just that;
utopian and, as such, unrealized. Therefore it would be misleading and inappropriate
to employ the term in this thesis. Thirdly, it is perhaps an inelegant lexical solution to
talk about a tourist utopia that consists of several heterotopias; far better, in this case at
least, to t.alk of a tourist utopia that displays a marked heterogeneity. The heterotopia
of Foucault is a powerful concept but this research moves beyond a purely theoretical
approach and begins the task of amassing empirical evidence to support its case. In
this way, the heterotopia can remain theoretical; employing the terms heterogencous or
heterogeneity distinguishes this practical work from the philosophical approach of
Foucault. Throughout this thesis incongruities and inconsistencies will be embraced
and held up as examples of the heterogeneous nature of the GWR's tourist utopia.
While this can complicate the overall picture it acknowledges the tacit reality of the
situation; the GWR was in the business of maximising profit and increasing share
price and to do so it had to have as wide a market as possible. The model of the tourist
utopia, with all of its inherent heterogeneity, accommodates this underpinning truth
while allowing for the cultural significance of the various visual vocabularies that it

employed to be examined and analysed.

** Pia Maria Ahlback, “The Road to Industrial Heterotopia. Landscape, Technology,
and George Orwell’s Travelogue ‘The Road to Wigan Pier’,” in Landscape and

Technology. From Reaping to Recycling (Amherst: University of Massachusetts
Press, 1999), 258.
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Where, then, does the notion of a tourist utopia sit within the existing historical
literature? Conceptually its closest relation would be imaginative geography, but there
are reasons why this term has not been used in this research. Schwartz and Ryan
defined imaginative geography, within a discussion of the power of landscape
imagery, quite simply as 'our perceptions of place' but also commented that the
imaginative geography involved 'blurring the distinction between the real and the
imagined',** while Pelizzari, writing on a similar subject, sces the imaginative
geography as being 'inscribed between the experience of place and the remembrance
of place'.* Foster adds to this by equating the imaginative geography with 'a sense of
place' and 'identity' and suggests that, as a concept, it can only ever be approached or
described indirectly.* Earlier Foster referred to an 'imaginary geography' in discussing
similar subject matter but used the term in this case to refer not to an construct created
and defined by the historian but to the process by which white settlers reified the
landscape of South Africa in an attempt to create a sense of place that could be

considered as home.*

Aside from notions of identity, which will be covered later in this chapter, these

definitions lead to a number of problems that mean it would be inappropriate to apply
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the term imaginative geography to this research. Initially, there is the question of
whether it is an imaginative or imaginary? These two words imply very different
things; one is a geographical conception of place that is based on subjective, perhaps
personal understandings while the other would seem to imply that it was a geography
that did not exist in material reality. That the two terms have both been used to discuss
similar subjects leads to confusion, and there would appear to be no consensus on
which term is the most appropriate. Second, if the imaginative geography is an
abstract perception of place that cannot be approached directly then it would be wrong
to apply such a term in this thesis. The images of landscapes and locations used by the
GWR were of real, not imagined, places and were idealised at the point of
manufacture as opposed to being created in the interstices between experience and
remembrance. While they undoubtedly influenced both the experience of a place and
the ways in which such a place was memorialised they were not created through this
process alone. The images that the GWR used had agency insofar as they were created
and produced by a single, if complex, organisation that had a clear motive for doing
so, the commercial imperative, and who manipulated and engineered such images to
ensure that they fulfilled that motive. They were not created out of the spontaneous
aggregation of individual or collective experience outside of the railway company or
the region. The imaginative geography (not to be further confused with the
'geographical imagination'®) is a powerful concept and one that is indeed very useful
for historians and geographers; but, ultimately, within this context the imaginary
geography of the GWR would, and should, refer to the experiences of the tourist, their

photographs, diaries and letters home and their direct experience of the tourist utopia.

% David Matless, “Regional Surveys and Local Knowledges: The Geographical
Imagination in Britian, 1918 - 39,” Transactions of the Institute of British
Geographers 17,n0. 4 (1992): 464 - 480.
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By contrast, the GWR constructed a tourist utopia, one that could be experienced, by
the tourist, as an imaginative geography; therefore, because this thesis concerns itself
with the material created and produced by the GWR, the concept of the tourist utopia
needs to be created. The term utopia comes with several centuries of understandings
and associated values, just some of which have been outline above, and it could be
argued that the tourist utopia comes without the trappings of radicalism so closely
associated with utopianism in history. However, in this thesis, the term is being used
very specifically to describe the cumulative effect of the GWR's continued picturing of
Jocations and landscapes and their dissemination to the public. It is used to distinguish
it, as a phenomenon, from the tourist's existential encounter with the same landscapes
and locations (either in the form of the images in the guidebooks and posters or the

physical landscape itself) and, through this, their construction of their own imaginative

geographies.

In the same way, the tourist utopia does not directly concern itself with the somewhat
nebulous issues surrounding place and place-making. A place as opposed to a
geographical space is created through its inhgbitation and investment with meaning and
significance by those who encounter it existentially. There is a great deal of literature
related to the concept of place, the work of Relph, Malpas, Casey and Tuan being
notable examples.®’ Many of these writers, Relph in particular, are concerned with

Heideggerian ideas of authenticity and inauthenticity and understanding what

% Edward Relph, Place and Placelessness (London: Pion Limited, 1976); Jeff
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constitutes and authentic or inauthentic place. This is a hugely important and significant
area of study, and one that will certainly have an impact on contemporary
understandings of our place within the wider environment but, once again, it falls
somewhat outside of the scope of this work. Further research would be needed to begin
to unpick how people experienced the places that the GWR portrayed in their posters
and guidebooks. The tourist's experience of the West Country (or any other region) may
have been overlooked or under studied, but this thesis looks at the corporate side of the
process; although this is envisaged as a dynamic process where the tourist's desires and
wants began to influence the imagery, the tourist utopia remained something that was
produced and controlled by the GWR as a corporate entity. It can be seen as having had
a major part to play in, say, the construction of 'inauthentic' seaside resort towns but that
'inauthenticity' was something that would have been experienced by the tourist and not
the GWR and, as such, would be need to be studied, phenomenologically, from the
tourists' point of view. In the same way, while a methodological steer may have been
taken from the work of Urry and Baerentholdt, the notion of the tourist gaze (in all its
various forms) is of limited use.” The tourist gaze is just that; the gaze of the tourist and
while this thesis concerns itself with images of tourist places, landscapes and locations

the tourist utopia, as the prime object of the research, must be seen as having been

constructed through a corporate gaze.

Foster, as was mentioned earlier, saw the imaginary geography as a place where notions
of national identity could be formed or strengthened. Is the same then true of the tourist
utopia? The answer is frustrating; quite probably but such a discussion is, once more,
outside the remit of this research. The creation of national and regional identities,

especially within a touristic context, is complex and sophisticated. Zuelow's work on the

0 Baerenholdt et al., Performing Tourist Places.
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'tourist nexus' of Ireland demonstrates this.”' To understand how this process takes place
and what the results are it is vital that the tourist's encounter with the landscape and the
locals' encounter with the tourist are fully taken into account.” This thesis concentrates
on the body of work produced specifically by the GWR and has not had the scope to
take on the experiential element of the tourist experience. The final chapter of this thesis
sets out areas of further research and this area is explored in more detail there. That
being said, there is a substantial body of work related to the understanding of visual
culture and the construction of regional and national identity and much of it, particularly
the work of Brace and Matless, has already, and will continue to be referred to

throughout the body of this work.”

Moreover, any analysis of identity should be predicated on a more nuanced
understanding of what historians mean when they discuss national identity. Mandler has
warned against the casual use of the term by historians and suggests that 'we ought to be

careful not to assume that any identity is being formed (much less fixed) by any one

' Eric G.E. Zuelow, “The Tourism Nexus: National Identity and the Mcanings of
Tourism Since the Irish Civil War,” in Ireland’s Heritages, ed. Mark McCarthy
(Aldershot: Ashgate, 2005), 189 - 204; Eric G.E. Zuelow, Making Ireland Irish:
Tourism and National Identity Since the Irish Civil War (Syracuse: Syracuse
University Press, 2009).

72 The term 'local' is clumsy and unsophisticated but will be used throughout the thesis
to denote those who live and work within a region that is also deemed a tourist area.
For these groups their quotidian experience is of the landscapes and locations that
appear so appealing to the tourist. It has been suggested that the term 'host' would be
more appropriate but this implies a measure of acceptance and acquiescence that is
not always in evidence.
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particular process' and that identity is perhaps 'only rarely the proper province of the
historian'.”* Having said that, he goes on to state that '[w]e need more microhistorical
study of the specific contexts and situations in which identity talk takes place'.”® That is
precisely what this thesis is attempting to be; a study of the context against which it may
(or may not) be possible to later talk about the railway's role in the construction of
notions of national and regional identity. Without research into this ficld any subsequent
discussion of the railway's part in the construction of such notions might be flawed or

lacking rigour.

There is a growing literature relating to national and regional identity and certainly the
GWR's key territory, what could be termed here as The 'West Country', has received
some significant attention. But, as has already been discussed above, regional identity is
a nebulous concept, the chief reason for this being that it is very hard to ascertain how
far a particular regional identity exists independently and how far it has been
constructed by those outside of a region who view those inside as different in some way,
or 'others'. This notion of othering is discussed in more detail in Chapter Five with
particular reference to Ireland as a tourist destination and the work of Edward Said.”®
However, in the following paragraphs the discussion will focus more on Cornwall and

the West Country.

Vernon, when discussing the identity of Cornwall in general, sees the fact that the

county lies on the very 'margins of England and Englishness' very much as a function of
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its geographical location.” This is very similar to Said's model of a strong cultural
centre and a weaker, often subjugated, periphery.” The railways allowed a greater
freedom of movement throughout the country and it allowed such 'peripheral' regions to
be explored by those who considered themselves as coming from a cultural centre, in
this case very often London. The role of the GWR, in allowing access to this exotic
region and enabling it to be more widely accepted has already been discussed in some
detail by Payton and Thornton.” The impact that this was to have on the regional
identity of Cornwall was huge with research from the 1880s suggesting that the Cornish
(and incidentally the Irish), with their own language and customs, were not just
culturally but racially distinct from the rest of the country.” In this way he discusses the
eventual establishment of artists colonies in Cornwall, as discussed by Lubbren,” in
terms of a colonial adventure or 'an imperial narrative of discovery'.*? In these terms the
country was seen as an exotic region almost in the same way as Africa had been seen

earlier in the century.

Outside of the somewhat highbrow artists colony Vernon identifies the GWR's
guidebooks and popular imagining of the region as being perhaps the most influential in
the creation of the county's identity. Cornwall began to be pictured as 'a repository of all
that England had once been before its fall into a corrosive and effeminate modernity' *

In this way his work begins to move towards the fact that regional identity is vary rarely

77 James Vernon, “Border Crossings: Cornwall and the English (imagi)nation,” in
Imagining Nations (Manchester: Manchester University Press, 1998), 153 ’
7 Said, Orientalism, 12. T
7 Phillip Payton and Paul Thornton, “The Great Western Railway and the Cornish-
Celtic Revival,” in Cornish Studies Three (Exeter: Exeter University Press, 1995), 83
- 103. ’ ’
8 Vernon, “Border Crossings: Cornwall and the English (i Dnati

) glish (imagi)nation,” 157
81 Nina Lubbren, Rural Artists Colonies in Euro : :

; pe, 1870 - 1910 (N :

University Press, 2001), 144. (New Jerscy: Rytgers
82 Vernon, “Border Crossings: Cornwall and the English (imagi)nati

' glish (imagi)nation,”
 Ibid.. 165. gi)nation,” 160.
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firm or distinct until it begins to be defined by someone else outside of that region; in

this case the GWR.

Trezise takes this a step further by exploring the entire conception of the West Country
as a literary invention, one that came about through the romantic regional novels of the
late eighteenth and nineteenth centuries. Once more, there is an underlying
centre/periphery in the analysis that sees such apparently escapist literature as actually
engaging in debate around 'issues of class, giving a voice to those excluded from central
and dominant discourse'.** While, in this thesis, such binary oppositions as centre and
periphery will be challenged (particularly in Chapters Five and Six) such a conception
of the literary creation of a regional identity lends weight to one of the central themes of
this work; that the ways in which landscapes and locations were pictured (and written
about) helped to construct more concrete understanding of such places in the minds of
those who read about and visited them. This thesis aims to add detail and texture to the
work that has already been produced and to strengthen the notion that regional identity,
like the tourist utopia itself, was not so much pictured and portrayed by the tourist

material of the GWR as actively constructed by it.

Railways and Culture: an overview,

That there are a huge number of books on the railways of Great Britain would be
something of an understatement. The National Railway Museum at York holds well
over 20,000 individual titles pertaining to the subject. However, a great many of these
relate to technical subjects such as locomotives, rolling stock, infrastructure and
architecture. An even greater number can be considered as picture books in which old

photographs are reprinted, often for the use of the modeller or enthusiast. There are

8 Simon Tresize, The West Country as a Literary Invention (Exeter: University of
Exeter Press, 2000), 9.
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several classics of railway history that have been referred to in this research, not least
among them are The Victorian Railway by Jack Simmons and The Railway Journey by
Wolfgang Schivelbusch.®* However, there is also a large corpus of academic work
relating to the railways, in particular the business hiStorica] elements of their formation
and operations; works by Revill, Gourvish, Channon and Casson being testament to
this.* The work of Carter, Beaumont and Freeman and Boyd have moved the subject
away from the more traditional aspects of railway and transport history and begun to
explore more of the socio-cultural influences and impacts of the railways.”” Several of
the papers in Evans and Gough's edited volume also address some of the more cultural

clements of the railways and have been referred to.

However, there is less current academic work on the cultural outputs of the railways.
While there are many picture books relating to railway posters for instance very few of
them carry much in the way of critical examination or appraisal or couch their

discussion within an historical context (Cole and Durack's book being a notable

85 Jack Simmons, The Victorian Railway (London: Thames & Hudson Ltd, 1991);
Wolfgang Schivelbusch, The Railway Journey (Oxford: Basil Blackwell, 1980).

8 George Revill, “Working the System: journeys through corporate culture in the
railway age,” Environment and Planning D: Society and Space 12 (1994): 705 - 725;
T. R. Gourvish, British Railways 1948-73: A Business History (Cambridge:
Cambridge University Press, 1986); Terry Gourvish, British Rail 1974-1997: From
Integration to Privatisation (Oxford: Oxford University Press, 2002); Channon,
Railways in Britain and the United States, 1830-1940; Mark Casson, The World's
First Railway System: Enterprise, Competition, and Regulation on the Railway
Network in Victorian Britain (Oxford: Oxford University Press, 2009).

8 Jan Carter, Railways and Culture in Britain: The Epitome of Modernity
(Manchester: Manchester University Press, 2001); Matthew Beaumont and Michael
Freeman, eds., The Railway and Modernity: Time, Space and the Machine Ensemble
(Oxford: Peter Lang, 2007); Jane E. Boyd, “Adoming the landscape: images of
transportation in nineteenth century France,” in Visions of the Industrial Age, 1830 -
1914: Modernity and the Anxiety of Representation in Europe, ed. Minsoo Kang and
Amy Woodson-Boulton (Aldershot: Ashgate, 2008), 21 - 41,

% A K.B. Evans and J. V. Gough, eds., The Impact of the Railway on Society in
Britain: Essays in Honour of Jack Simmons (Aldershot: Ashgate, 2003).
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exception).”’ The books by Burdett Wilson and Middleton make the crossover from
enthusiast interest to general history and cover the advertising departments of the GWR
and LNER respectively.” However, it can sometimes be difficult to identify their
sources for the claims that they make. Academic research into the subject is limited to a
few journal articles, for example those by Watts and Harrington among others, or the
unpublished MA research of Holland.”' One source of invaluable information has been
the unpublished typescript of a catalogue of all of the GWR's posters from the late
nineteenth century to 1947; this was compiled by John Somers Cocks and a copy is held
at the National Railway Museum.” Although there are some omissions and dating errors
this has proved to be an enormously helpful document and a great deal of use is made of

it in Chapters Three and Four.

Murdoch's research into the 'railway in the artists landscape' has also provided a great

deal of valuable material and is an important study into the portrayal of the railway in

89 Teri J. Edelstein, ed., Art for All: British Posters for Transport (New Haven and
London: Yale University Press, 2010); Julia Wigg, Bon Voyage! Travel Posters of the
Edwardian Era (London: HMSO, 1996); Happy Holidays: The Golden Age of
Railway Posters (London: Pavilion, 1987); Beverley Cole, It’s Quicker by Rail:
LNER Publicity and Posters, 1923 - 1947 (Harrow Weald: Capital Transport
Publishing, 2006); Beverley Cole and Richard Durack, Railway Posters 1923 - 1947
(London: Lawrence King, 1992).

% Roger Burdett Wilson, Go Great Western: A History of Great Western Railway
Publicity (Newton Abbott: David & Charles PLC, 1987); Allan Middlcton, It’s
Quicker by Rail: The History of LNER Advertising (Stroud: Tempus Publishing,
2002).

9 Watts, “Evaluating British railway poster advertising: The London & North Eastern
Railway Company between the wars.”; Ralph Harrington, “Beyond the bathing Belle:
Images of Women in inter-war railway publicity,” The Journal of Transport History .
25,n0. 1 (2004): 22 - 45; Rachel Holland, “L.N.E.R Posters 1923 - 1947: Aspects of
Iconography, Railway and Social History” (M.A.. in Railway Studies, York:
University of York, 1999).

92 Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947.” ’
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the landscape in the nineteenth century.” However, the present research, while
exploring similar representations, especially in Chapter Two, moves away from the high
art aesthetic of the professional artist that Murdoch focuses on towards a more popular
picturing of railways in the landscape in sources such as guidebooks and posters. Such
sources had a markedly different, and perhaps far wider, audience than, for example, the
paintings of Turner and Pissaro. This research does not run counter to Murdoch's main
premise however and it can be seen as a complimentary strand of research that adds

further to our understandings of the phenomenon.

Discussion of railway company guidebooks is even more limited. There have been
occasional articles about the mid-nineteenth century guidebooks produced by George
Measom and Bennett's work into the guidebooks of the GWR which will be referred to
throughout this thesis provides an excellent textual counterpoint to the argument put
forward in the present work.” There has been valuable research into the role played by
the GWR's staff magazine in the company's corporate culture of both safety and
authority carried out by Esbester while the role of company magazines has been
explored, in more general terms by Heller, and in relation to the tobacco firm BAT by

Cox.” These have all been used to provide historical context for the research in this

thesis.

% Jill Murdoch, From Elephant to Penge West: the railway in the artist’s landscape
(University of York: Unpublished PhD Thesis, 2003).

*J.D. Bennett, “The Railway Guidebooks of George Measom,” Backtrack, July
2001; G. H. Martin, “Sir George Samuel Measom (1818 - 1901), and His Railway
Guides,” in The Impact of the Railway on Society in Britain: Essays in honour of Jack
Simmons (Aldershot: Ashgate, 2003), 225 - 240; Bennett, The Great Western Railway
and the Celebration of Englishness.

% Michael Owen Esbester, “Organizing Work: Company Magazines and the
Discipline of Safety,” Management and Organizational History 3, no. 3 & 4 (2008):
217 - 237; Michael Heller, “Company Magazines: An Overview 1880 - 1940
Management and Organizational History 3, no. 3 & 4 (2008): 179 - 196; Michael
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Heller, “British Company Magazines, 1878 - 1939: The Origins and Functions of
House Journals in Large Scale Organisations.,” Media History 15, no. 2 (May 1
2009): 143 - 166; Howard Cox, “Shaping a Corporate Identity from Below" Thé Role
of the BAT Bulletin,” Management and Organizational History 3, no. 3 & 4 (2008):
197 - 215. |
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Chapter Two: Modernity and Anxiety: the popular picturing of the railways,

1809 - 1879, and the development of a railway landscape aesthetic.

Introduction

The preceding chapter set out the philosophical and methodological structures relating
to place-making, utopias and the role of the tourist and the provider of touristic
mobility in establishing locations as ‘places’ in themselves. This chapter will examine
in more detail notions of, what will be termed in this research, a railway landscape
aesthetic and how this aesthetic influenced and informed the widely circulated and
widely consumed publicity material produced by the railway companies themselves
that would begin to appear around the turn of the twentieth century. It will touch upon
how the landscape aesthetic of the railways was itself influenced by pre-existing
understandings of the picturesque, sublime and the beautiful before focussing on the
ways in which a visual vocabulary of landscape was developed by artists working,
either at the railways’ behest, or privately but with the railways’ approval and tacit

acknowledgement.

This railway landscape aesthetic can be seen as related to the notion of a railscape.
This is a term that has had currency mainly within North America and developed out
of Leo Marx’s conception that ‘[t]he contrast between the machine and the pastoral
ideal [in North America] dramatizes the great issue of our culture’.! This was in turn
built upon by Franklin who saw the North American landscape and the technologies of
mobility as able to ‘appropriate very easily the canons of the painterly tradition’.2 The

work of David Nye has consolidated this conceptualisation of the technological

! Leo Marx, The Machine in the Garden: Technology and the Pastoral Ideal in
America (New York: Oxford University Press, 1964), 353.

2 Wayne Franklin, “Boats, Trains, Cars and the Popular Eye,” The North American
Review 273, no. 1 (March 1988): 19.
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landscape, particularly with the American Technological Sublime which considered
the American railroad of the nineteenth century to have been a fusion of science and
art where machines, such as locomotives, were 'subsumed... within the framework of
the natural sublime'.> Within a British context such high-art understandings of the
railway in the landscape have been explored by Murdoch but, certainly in the popular
eye, they are more focussed on the later, inter-war, period and can, for example, be
characterised by Carter’s explication of Ravillious’s Train Landscape.* The témptation
to coin yet another neologism has here been resisted and the term railway landscape
aesthetic has been used throughout as a, perhaps rather inelegant, but effective term for

the collective picturing of a landscape viewed either with or from the railway.

This chapter also introduces the notion of a modernity/anxiety dialectic that began to
make itself apparent in the visual representations of the railway in the landscape from
the early nineteenth century on. This notion is not put forward as a rigid concept but
rather one that can help to capture the dynamic tension that was created through the
rapid development of railway technology; in this case connotative broadly of
modernity and the anxieties felt by those encountering the railways in the landscapes
and environments through which it ran. These anxieties were by no means all directed
against the railways and could, as will be demonstrated later in this chapter, also have
been expressions of the anxiety, or desire, to be associated with the railways, as with
the romanticisation of the railways in the middle of the century. These two concebts

of modernity and anxiety are also not to be seen as polar opposites or in constant

* David Nye, American Technological Sublime (Cambridge, Massachusetts and
London: The MIT Press, 1999), 46.

4 Jill Murdoch, From Elephant to Penge West: the railway in the artist’s landscape
(University of York: Unpublished PhD Thesis, 2003); Ian Carter, Railways and
Culture in Britain: The Epitome of Modernity (Manchester: Manchester University
Press, 2001), 261 - 291.
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conflict with each other. They intertwine and enmesh with each other throughout the
nineteenth century producing the changing visual vocabularies that are explored
within this chapter. As Bourdieu once remarked, 'every change in the system of goods
- induces a change in tastes’ and, as the railways developed both their technologies and
their offer to the public, the changed attitudes towards them can be traced through the
visual representation of the relationship between technological modernity and the
anxieties that went hand in hand with it.> Notions of anxiety, power and perceived
threats to status and standing were embedded within many of the representations of
railways in the landscape, alongside attempts to reconcile and, finally, absorb the
railway into the landscapes through which they ran. These are discussed in an attempt
to provide a deeper historical context for, and a clearer understanding of , the ways in

which railways were portrayed in the landscape in the twenticth century.

Attempting to assess the importance of the visual portrayal of place and landscape in
late nineteenth and early twentieth century railway publicity material without
addressing the wealth of material that came before the widespread production of
publicity material by railway companies themselves would be to overlook the
formative, generative, period of the railway landscape aesthetic. It would neglect the
period when the railways were forming their own identities and understandings of
themselves and their role in society at a time when they were, arguably, most open to

influence from broader aesthetic and artistic influences.

The aim of this chapter is to provide a background against and through which the
subsequent publicity material produced by the railway companies themselves, the

study of which comprises the body of this thesis, can be contextualised and analysed.

5 Pierre Bourdieu, Distinction. A Social Critique of the Judgement of Taste (London:
Routledge and Keegan Paul, 1984), 231,

51



The chapter demonstrates that the railway companies, when they began to produce
their own guidebooks, posters and publicity material, had inherited a mode of
visualising the landscape that had been borne out of the shifting anxieties of the
nineteenth century. As the anxieties associated with the railways changed, so did the
ways in which the railway in the landscape was represented. Simmons argued that the
period of 1831 — 1850 comprised ‘the brief classical moment of railway art’ when ‘the
railways were new [and] it had seemed worth trouble and expense to depict them with
care’.® This chapter does not seek to refute this but rather to place this ‘brief classical
moment’ within a wider historical context and to explore the ways in which such a
moment came about. It will also attempt to demonstrate that the ‘brief classical
moment’ was just that; a point in the dynamic and fluid development of a railway
landscape aesthetic that would go on to inform and influence the later picturing of
railway landscapes into the twentieth century. It highlights the fact that the ‘machine
ensemble’ of Schivelbusch, far from being a static concept constructed through the
coming together of locomotives, vehicles and infrastructure, was dynamic and subject
to change.” The images discussed in this chapter show that there was not simply a one-
way process where ‘[t]he traveler [sic] perceives the landscape as filtered through the

machine ensemble’; the landscape was itself capable of transforming the machine

ensemble ®

This research will look at material from before 1831 and will go further into the

nineteenth century than Simmons’ ‘classical moment’. However, in essence, it will

8 Jack Simmons, The Victorian Railway (London: Thames & Hudson Ltd, 1991), 126.
” Wolfgang Schivelbusch, The Railway Journey (Oxford: Basil Blackwell, 1980), 40.
#Ibid., 27.
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appraise the railway landscape aesthetic from the earliest years of the railways’
existence up to the point at which the railway companies themselves began to
produce, and circulate, their own illustrated publicity material for the consumption of
the general public. By understanding the railway landscape aesthetic of thfs carly, pre
in-house publicity, period a more nuanced understanding of the later, more publicly

orientated, material can be arrived at.

To date there have been few other significant pieces of research that have been
dedicated to the area of visual representations of railways and landscapes. The work
of Murdoch, which will be referred to at times in this work, was aimed specifically,
and unashamedly, at the ‘fine art’ aspects of railways in the landscape and sought to
understand how these representations, not only negotiated aspects of modernity, but
more importantly reflected many of the class and social structures of their times.” The
present work builds on, but differs from, Murdoch’s in two key ways; first, while it
does touch on similar material in the early years (such as the Tait, Bourne and Bury
lithographs), in the main it is concerned with far more popular and widely available
visual representations (the Morton guides from 1879 that are discussed at some length
were available for the price of one penny) such as illustrations in guidebooks. Second,
the explication of the images is based around an interpretation that seeks to
understand more about how people felt about their place in the world and is not
perhaps as rigorously political in outlook as Murdoch’s work. Carter’s work on the
Train Landscape discusses how, by the inter-war period “[a]imost fully domesticated,

the railway dragon nestled in [the] English countryside” and seeks to understand how

this ‘domestication’ or ‘naturalisation’ (concepts that will be applied later in this text)

® Murdoch, From Elephant to Penge West: the railway in the artist’s landscape.
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took place.'® While Carter chooses to focus upon the work of Ravilious, W. Heath
Robinson and Rowland Emett, in seeking the historical context of the creation of such
railway landscapes he, again, returns to the ‘high art’ of the Victorian period citing
the work of Musgrave and Egg (much as Murdoch does). The present work takes a
decidedly ‘middle’, or perhaps even ‘low brow’ approach and postulates that the
railway landscape aesthetic that went on to inform much of the inter-war
understandings of the railway in the countryside was profoundly influenced by the
images that were reproduced in the mass-market guidebooks aimed at railway

travellers from the middle of the nineteenth century on.

This chapter is concerned with demonstrating that while the railway companies were
among the first large organisations to embrace the idea of publicity as a purchasable
product in itself, the visual content of the images they produced was, in turn,
influenced by a complex modernity/anxiety dialectic that took its cue from eighteenth
century ideals of the picturesque, sublime and the beautiful. For example, Ackerman
points towards the early landscape photographers having been influenced by the
picturesque and sublime ideals that were prevalent in the late eighteenth and early
nineteenth centuries.'' And, while he notes that these influences faded towards the last
decades of the nineteenth century as photography began to find its own, distinctive,
style of representation, it is this causal link between pre and post photographic

landscape aesthetics that will be explored in this chapter.

By drawing together the existing secondary research in this field with a reappraisal of

contemporary primary material the link can be made between nineteenth century

1 Carter, Railways and Culture in Britain, 264.
' James S. Ackerman, “The Photographic Picturesque,” Artibus et Historiae 24, no.
48 (2003): 73 - 94.
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attempts to negotiate the social and cultural anxieties of modern mobility and the

twentieth century’s unabashed celebration of it.

This research will draw on secondary sources to locate the argument in the current
literature and to contextualise it in contemporary historical debates. To this end
scholarly material will be cited. It is, however, a field that has been, to a great degree,
overlooked in terms of academic research with early railway prints and paintings
often being studied for their engineering content or what they can reveal about ecarly
locomotive construction. There is considerable ‘enthusiast’ material that has been
published on the subject that demonstrates great care and attention to detail and, while
its analysis of the material may not be wholly pertinent, the quality of some of this

work means that it will occasionally be included as background in the current

research.

The Picturesque, the Sublime and the Beautiful

This thesis concerns itself primarily with representations of the landscape and among
the terms most often used throughout these chapters will be the sublime and the
picturesque. In broad terms it can be argued that the landscape itself is never
‘picturesque’ in the literal sense, only its artistic representation can be said to exhibit
picturesque values. In this section the history and associated meanings of terms that
will be used, throughout both this chapter and the rest of the thesis, will be looked at.
These terms are primarily ‘the picturesque’ and ‘the sublime’ although the descriptive
term ‘beautiful’ will be mentioned. In no way is this a discussion of wider notions of
beauty or aesthetics in general, rather this is an opportunity to understand what these

terms mean when applied to very specific visual representations of landscapes.
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Burke’s 1757 A Philosophical Enquiry into the origins of our ideas of the Sublime
and Beautiful became a standard text for several decades propounding the effects that
visible, ostensibly beautiful, objects had on the human psyche.'? Hussey explains it
thus: ‘[o]bjects were perceived by the senses, and the senses communicated, not with
the conscious mind, but with the sub-conscious instincts, begetting passions.’"?
Broadly speaking, those things that were gentle and pleasing were beautiful and those
things that inspired awe, fear or discomfort were sublime. However, as changing
artistic fashions came into Great Britain from the continent it became clear that such
loose definitions were no longer adequate to encapsulate and describe, not only the

visual styles being practiced but their effect on the viewer.

Hussey, in his influential 1929 work on the subject, describes the origins of the term
‘picturesque’ as being the ‘painter’s view’ or ‘after the manner of painters’ from the
Ttalian pirtoresco.' In this way it can be seen that there is a clear delineation between
the thing itself and the thing as represented through the artifice of Man. In the artistic
traditions of Great Britain, in the eighteenth century looking towards the Classical for
inspiration, the Italian landscape painters and the subsequent Dutch school embodied
much of what was understood to be a ‘painterly landscape’. William Gilpin’s Three
Essays was first published in 1794 and set about adding a new category, the
Picturesque, in addition to the Sublime and the Beautiful in an attempt to rationalise
the landscapes of Gainsborough and his contemporaries. He put forward the argument

that ‘roughness forms the most essential point of difference between the beautiful and

12 Edmund Burke, A Philosophical Enquiry into the Origin of Our Ideas of the
Sublime and Beautiful (Oxford: Oxford Paperbacks, 2008).

13 Christopher Hussey, The Picturesque (London: Frank Cass and Co, Ltd, 1927), 12.
“1Ibid., 9.
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the picturesque”.” The ideas of ‘roughness’ and ‘ruggedness’ that were
“observable... in the outline, and bark of a tree, as in the rude summit, and craggy

216

sides of a mountain’" allowed for more Romantic elements to be acknowledged and

included in works of art. In Gilpin’s own words:

A piece of Palladian architecture may be elegant to the last degree. The
proportion of it’s [sic] parts — the propriety of it’s ornaments — and the
symmetry of the whole may be immensely pleasing. But if we introduce it in a
picture, it immediately becomes a formal object, and ceases to please. Should
we wish to give it picturesque beauty, we must use the mallet instead of the
chisel: we must beat down one half of it, deface the other, and throw the
mutilated members around in heaps. In short, from a smooth building we must
turn it into a rough ruin. No painter, who had the choice of the two objects,

would hesitate which to chuse [sic]."”

Here it is possible to see another key facet of the Picturesque: the contrast between the
natural world and the man-made. The rough bark of a tree and the craggy
mountainside were juxtaposed with architectural forms (preferably ruins). This late
cighteenth century model of aesthetics would, therefore, become perfectly suited to
the juxtaposition of the old and the new in the nineteenth century, especially from the
1830s on when there was such a spate of railway building which saw the classically-
inspired monumentalism of the railway viaduct contrasted with the pastoralism of the
surrounding countryside. More will be said about this in the following sections and

examples from contemporary prints and illustrations will be used to demonstrate this.

15 William Gilpin, Three Essays: On Picturesque Beauty; On Picturesque Travel; And
On Sketching Landscape (Bristol: Thoemmes Press, 2001), 6.

' Ibid., 7.

7 Ibid.

57



Published in the same year as Gilpin, Uvedale Price’s Essays on the Picturesque as
Compared with the Sublime and the Beautiful goes on to examine the relationships
between the picturesque, the sublime and the beautiful. While he is happy to
acknowledge that ‘picturesqueness appears to hold a station between beauty and
sublimity’'® he concedes that beauty, in this case in relation to a tree, requires ‘a
certain correspondence of parts, and a comparative regularity and proportion; whereas
inequality and irregularity alone, will give to a tree a picturesque appearance’.'® Of
the difference between the Sublime and the Picturesque Price puts forward two key
distinctions; the first being size or scale: ‘greatness of dimension is a powerful cause
of the sublime: the picturesque has no connection with dimension of any kind, and is
often found in the smallest as in the largest of objects’.° The second is ‘[u]niformity,
which is so great an enemy of the picturesque’; in the mind of Price the

‘boundlessness’ of the landscape helped to instil a sense of stillness and gloom.

These concepts of the picturesque, the sublime and the beautiful were to influence
artists, designers, architects and, as Ackerman has already pointed out, early
photographers well into the nineteenth century.” While, from an art-historical and
philosophical point of view, aesthetics and landscape have begun to be more hotly
debated unpacking the influences of these concepts has not been fully explored in
relation to the recording and memorialisation of the building of the railways.” Further

to this, the ramifications of an essentially picturesque visual language in the

18 Uvedale Price, Essays on the Picturesque as Compared with the Sublime and the
Beautiful (Bristol: Thoemmes Press, 2001), 68.

" Ibid., 76.

2 Ibid., 83.

' Ibid., 84.

2 Ackerman, “The Photographic Picturesque.”

2 See, for example, Allen Carlson, Aesthetics and the Environment: The Appreciation
of Nature, Art and Architecture, 1st ed. (Oxford: Routledge, 2002).

58



representation of the railway landscape aesthetic into the twentieth century has only
just begun to be touched on. These terms will be used in the description and
explication of many of the railway related scenes and images that follow. An
awareness of the mid eighteenth century roots of the portrayal of such symbols of
contemporary modernity reinforces the fact that, while the railways developed
quickly, the means to apprehend and assimilate them and their socio-cultural

consequences took somewhat longer to progress.

Anxiety and the Coming of the Railways: some early examples,

Rees posits the date of May 1830 for the earliest railway prints and these depict the
opening of the Canterbury and Whitstable Railway.* In this lithograph the railway is
shown in perspective, running through a cutting, surrounded on both sides by
cheering, flag waving, spectators. Canterbury Cathedral stands proud in the middle
distance, dominating the landscape and providing a counterpoint to the classic *V’
composition created by the cutting and the horizon. The landscape here is dominated

by the works of man in the forms of the town, cathedral and the railway.

This date of 1830 should not, however, be taken as fixed. While 1830 was
undoubtedly the beginning of the explosion of pictorial representations of railways in
the landscape as we kn;)w them today, both Darby and the Reverend R. B. Fellows,
push the date back, by 80 years, to around 1750 with the engraving of Prior Park, near
Bath.? This image shows a very early, man-powered, wooden wagonway that was
built to transport quarried stone through the estate to the river transport on the Avon.

Again, the railway is shown in perspective as it runs underneath the broad, sweeping

24 Gareth Rees, Early Railway Prints (Oxford: Phaidon, 1980), 15.

25 Michael Darby, Early Railway Prints. From the collection of Mr and Mrs M. G.
Powell (London: Her Majesty’s Stationary Office, 1979), 2; Rev. R. B. Fellows,
“Early Railway Prints,” Print Collectors Quarterly 18 (1931): 305.
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front elevation of the country seat of Ralph Allen Esq. This railway is firmly placed in
a parkland landscape that, very much like the lithograph of Canterbury that would
come later, has been sculpted and transformed by the hand of man. Avenues, stands of
trees and formal gardens lie alongside the wagonway which appears to have a dual
function as a promenade. There is much that is painterly, or picturesque, about this
scene but very little of the sublimity that would become a feature of railway prints

from the later 1830s.

It is clear from a 1954 exhibition catalogue that there were other eighteenth century
depictions of very early railways as reference is made to a print of ‘a representation of
a coal wagon’ from the London Magazine of 17642 Also included in this exhibition
was the 1809 Rowlandson print that pictured Trevithick’s experimental locomotive
Catch Me Who Can running on its circular track in Euston (see Figure 2. 1). This is
one of the first railway images that can be seen as embodying some of the latent
anxieties that the railways brought to the fore. Images, especially cartoons, showing
the railway as a dangerous monster began to be more common from the 1830s and the
1840s as the number of fortunes lost through speculation on them and the numbers of
accidents increased dramatically as the railways grew.” This image, however, predates
the railway mania of that period by almost two decades but the relationship between

the railway and the landscape as portrayed in this print is significant.

% Railways. An Exhibition of rare and early books, prints and original drawings
illustrating the development of railways in Great Britain in the nineteenth century
(London: Foyles Art Gallery, 1954), 1.

27 James Taylor, “Business in Pictures: Representations of Railway Enterprise in the
Satirical Press in Britain,” Past and Present, no. 189 (November 2005): 111 - 146.
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Figure 2.1. Richard Trevithick's RailroadEuston Square 1809 by Rowlandson.

Unsurprisingly, the Rowlandson print portrays the railway as a spectacle. It is running
on acircular track and is surrounded by a palisade which, one assumes, was intended
to keep out those who hadn’t paid the fee to witness, or ride upon, such a novelty.
However, there is a sense of threat and anxiety in this image as the railway is
portrayed almost as a wild animal that had to be physically separated from the outside
world by a fence. The land surrounding the stockade is also blank and featureless
indicating that this spectacle was doubly removed from the everyday world through
being located in a hinterland on the outskirts of the capital. The city springs up in the
middle distance only when safely apart from the railway while the hills that overlook

the buildings (which are not present in reality) are a reminder of a more natural,
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unsullicd life. This image embodies the feelings of uncertainty and anxiety that many
had when encountering the railways later in the nineteenth century and adds weight to

the notion of

[...] the anxiety-producing effects of rapid and constant change, and how
the visual functioned as a means of expressing and allaying that anxiety
through constant efforts to process and integrate the centrifugal experience

of industrial capitalism.*®

While Trevithick most likely did erect a fence around his potential money-maker it is
suggested here that the Rowlandson print shows that there were contemporary

anxieties about such technology and its place within the landscape.

Also listed in the same 1954 catalogue is perhaps the earliest representation of a
working steam railway. The Collier (see Figure 2.2) is an engraving dated 1813 but
subsequently published in a book on costume in 1814.” The background to this image
shows a Blenkinsop locomotive and a train of wagons running on what can be
assumed to be the Middleton Railway in Leeds. The environment, such as it is, is
entirely industrial and while there is an element of perspective, as can be seen in the
depiction of the sets of wheels on the far side of the vehicles, the train is essentially
side on and running through a functional landscape. This functional landscape is

typical of the earliest representations of railways and can be seen again in the 1823

28 Minsoo Kang and Amy Woodson-Boulton, “Preface,” in Visions of the Industrial
Age, 1830 - 1914: Modernity and the Anxiety of Representation in Europe (Aldershot:
Ashgate, 2008), xvii.

2 NRM: 1978-7741, “Coloured engraving. The Collier. Drawn by G Walker.
Engraved by R and D Havell. Published by Robinson and Son, Leeds. 1 August 1813
(From Costume of Yorkshire by George Walker, 1814)”, n.d. .
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engraving of the Blenkinsop locomotive included in Thomas Gray’s early work on

railways Observations on a General Iron Rail Way}0

Figure2. 2. NRM 1978-17741. The Collier.

In this image the physical context in which the train is portrayed is depicted as solely
functional and appears almost as an integral part of the ‘machine ensemble’ of
Schivelbusch. Early images such as these are extreme in their portrayal or, more
accurately, non-portrayal of the landscape. The machine ensemble appears to have
absorbed and negated the landscape in much the same way it was hoped that railways
would absorb and negate space and time. In this way, far from the machine ensemble
occupying a space ‘both physically and metaphorically, between the traveller and the

landscape' these early representations seem to reduce the landscape to a simple@

PThomas Gray, Observations on a General Iron Rail Way (London: Baldwin,
Craddock and Joy, 1823), facing page 46.
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function of the machine ensemble itself.*' This reduction of the landscape to a
functional background can be seen as a direct impact of the modernity of the railways

and their newness in the world’s consciousness.

Early first hand accounts of the railways bear witness to the fact that, conceptually,
they were problematic to describe. The letter of John Backhouse, written to his sister
on the opening of the Stockton and Darlington Railway in 1825, appears to confirm
this. Rather than attempt a solely textual description he chooses to make a small
drawing of the train at the top of the letter and then describe its constituent parts.*
The drawing itself is characteristic of many representations of railways in this period
in that there is no landscape included. In addition, the textual description that
accompanies the drawing demonstrates that the writer struggled with the relationship

between people and the train as they are described in terms of dead weight rather than

as passengers.

It is clear that, in the early part of the nineteenth century, certainly before the 1830s,
there was a great deal of anxiety surrounding the building of the railways. Speculators
and projectors proposed railways as solutions to logistical problems that the canals
could not solve or as ways to gain personal wealth. Landowners and farmers,
however, were far less amenable. Turnock describes how ‘Lord Derby and Lord
Sefton, and the farming people in general were hostile’ to the building of the

Liverpool and Manchester Railway in 1825 and were lobbied hard until they saw the

31 Gchivelbusch, The Railway Journey, 40.

32 NRM: 2005-7137, “Letter from a 14 year old, John Backhouse, to his sister in
London describing the opening train of the Stockton and Darlington Railway, 27th
September 1825. Above the letter text is Backhouse’s pencil sketch of the train with
numbers to identify the various wagons and carriages described in the body of the
letter.”, September 27, 1825.
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advantages.® Similarly, Biddle describes a situation where ‘opposition was greatest
from landowners... whose families had spent large sums in landscaping parks and
improving agriculture’ and who ‘opposed the railways through an altruism derived

from the romantic movement and the concept of the picturesque in scenery’ **

Royal parks in particular were thought to be at risk from the railways and there is
evidence of diversions being built to ensure that they remained untouched by the
railways.* Figure 2.3 shows a ‘narrow escape’ for the Queen’s Staghounds on the
Great Western Railway,* this is an illustration of an incident that took place on 11
January 1839 and was covered by The Times.”” The landscape itself is depicted very
much as a functional, horizontal plane as before, but it is the activity, in this case stag
hunting, that represents the landscape. This image shows a landscape that was already
full; not simply of people, buildings and farms but of activities; activities that were
significant and symbolic both for and of those who saw themselves as representing
the interests of the landscapes they owned and worked. As if to reinforce this, the
sketch Glorious!! Don’t you admire Steam! once more represents the anxieties of the
land and stock owning sections of society (see Figure 2.4).*® While undated the

locomotive puts the image at around the early 1840s and it shows the train making its

33 David Turnock, An Historical Geography of Railways in Great Britain and Ireland
(Aldershot: Ashgate, 1998), 61.

* Gordon Biddle, “Railways, their Builders, and the Environment,” in The Impact of
the Railway on Society in Britain: Essays in honour of Jack Simmons,ed. A.K. B
Evans and J. V. Gough (Aldershot: Ashgate, 2003), 120, '

* Ibid., 122.

36 NRM: 1997-7469, “Cartoon, “The Queen’s Staghounds Narrow Escape on the
Great Western Railway’”, c1839.

¥ «“The Queen’s Staghounds- Narrow Escape on the Great Western Railway,” The
Times, 14 January, 1839. ’

3 1978-2507 NRM, “Pen and ink sketch ‘Glorious!! Don’t you admire Steam! O
Precious discovery, how well it makes everything go!!!°”, C1840. -
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way through the landscape while the livestock; sheep, cows and horses, can be seen

bolting in terror with the hapless owner looking on.

Figure 2J. NRiYl 1997-7496 The Queens Staghounds Narrow Escape...

-w-fli
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Figure 2.4. NRM1978-2507, Glorious, Don't You Admire Steam...

Similarly, the engraving Hold Hard There! of the early 1840s, illustrates this early
anxiety surrounding loss of control of the landscape (see Figure 2.5).®It appears to
show the Master of Hounds, pulling up his horse, and ordering the oncoming train to
stop in order to let the hounds follow the scent over the railway line. Again hunting,
the pastime of the landed gentry, has been interrupted and disrupted by the railways.
What is most significant in this image is the depiction of the landscape surrounding
the scene. It has developed from a simple functional background on and over which
the railway runs and has become a scene imbued with its own significance and
symbolism. In the background is fertile farming land which appears to be full of life
(unlike the sterile white of the railway line); a team of horses, with farm labourers, is

drawing a plough across the field while, in the distance, the church stands proudly on

INRM: 1978-1971, “Engraving, ‘Hold Hard There!’. Drawn by H. Alden. Engraved
by J. H. Engleheart. Published by Rogerson and Tuxford, 246 Strand, London.“,
cl 840.
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the horizon. All of the key structures of the countryside are embedded in this image:
the landowners hunting, the labourers working the land and the church looking down

over all; everything is in its rightful place; until, that is, the railway appeared.

Figure 2.5. NRM 1978-1971 ,HoldHard There!

In these images the anxiety that Kang and Woodson-Boulton posit, and which is
supported by the evidence of Tumock and Biddle is clearly apparent. They represent
the fear that those who saw themselves as embedded in the landscape faced with the
comine of the railways; as Wosk puts it, they gave vent to the ‘subliminal anxieties
that social frameworks were speedily being shattered’ 4) Such anxieties surrounding
the railways were common in the 1830s and 40s and the satirical press were quick to
capitalise on them. However, recent research has suggested that these anxieties were

most commonly related to economic dangers and railway accidents were used as a

MJulie Wosk, Breaking Frame: Technology and the Visual Arts in the Nineteenth
Century; (New Brunswick, New Jersey: Rutgers University Press, 1992), 34.
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metaphor for the ‘devastation wrought by speculation in railway shares’*' In these
images it is clear to see that social anxieties were being played out against the
backdrop of the English landscape. The visual use of the landscape has changed.
From being something that had been assimilated into the machine ensemble the
landscape was transformed into something that symbolised stability and the old order

of things that was under threat from modernity.

The Picturesque Railway Landscape: prints and images

A change in the way railways in the landscape were pictured was already beginning to
take place by the early 1830s. Running parallel to the portrayal of anxiety and fear of
disruption or loss of control there was a shift towards portraying the railway as an
integral part of a romantic landscape. After so much opposition from the landowning
and farming classes images of new railways began to appear that deliberately made
use of the picturesque and the sublime in an attempt to stress the ‘grace and order of
the railway in the landscape’.* As Kang and Woodson-Boulton have suggested, what
was used to highlight the negative was also being employed to ameliorate, modify and

temper the anxieties of modernity.

The images produced to commemorate the opening of the Liverpool and Manchester
Railway (LMR) in 1830, by Shaw and Bury, began to show the railway in a much
more detailed landscape and architectural context. Figures 2.6 and 2.7 show the LMR
at the crossing of Chat Moss and the viaduct over the Sankey Valley respectively and
are typical of the large number of commemorative prints that began to appear at this

time.

“ Taylor, “Business in Pictures: Representations of Railway Enterprise in the Satirical
Press in Britain,” 118.
“2 Rees, Early Railway Prints, 22.
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The image of Chat Moss shows a perspective view of the train travelling through the
open landscape leaving it dwarfed by its surroundings. The wide-open countryside
exhibits all the hallmarks of 'the sublime’ inasmuch as the sheer ‘greatness of
dimension’ and ‘[ujniformity’ of the surrounding landscape stimulates a sense of awe
or trepidation.83The railway, while triumphant in its progress across the image is

firmly located in and not simply on the landscape.

Figure 2.6. NRM 1975-8733. View of the Railway at Chat Moss.

The representation of the Sankey Viaduct appears to express not sublimity so much as
picturesque, or painterly, values. The classical form of the viaduct itself echoes the
aqueducts of ancient Rome that could be found on the continent, and were redolent of

scenes from the Grand Tour and certainly an influence for continental railway

APrice, Essays on the Picturesque as Compared with the Sublime and the Beautiful
83 - 84. J
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engineers later in the century.* Below, there are a host of signifiers both of the
picturesque and the pastoral. A group of women look on, over the valley, as a farmer
and his dog round up the cattle; here it is possible to see both the rural, the farmer and
his livestock, and the rural-as-spectacle with the women looking on. The idea that the
rurality pictured is worthy of the educated gaze of these women strengthens the
picturesque credentials of the image while the ‘lovers’, pictured leaning against a
conveniently built fence or gate adds a romantic element that begins to instruct the
viewer that this image is a beautiful one, to be appreciated in an almost intimate way.
The co-presence of the natural and the man-made have been used to highlight the
picturesque nature of the scene. Again, while the railway is seen to be making
monumental progress through the landscape, the landscape, and the activities that take
place in it, have begun to be included as if to instruct the viewer of the image what

should be thought about the content as a whole.

* Jane E. Boyd, “Adorning the landscape: images of transportation in nineteenth
century France,” in Visions of the Industrial Age, 1830 - 1914: Modernity and the
Anxiety of Representation in Europe, ed. Minsoo Kang and Amy Woodson-Boulton
(Aldershot: Ashgate, 2008), 22.
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Figure 2.7. NR.'l 1975-8732. Viaduct Across the Sankey Valley.

While the prints of Bury and Shaw are well known there is other visual evidence of
the direct “situating” of the railway within the landscape in an attempt to naturalise it
and mitigate the anxieties that accompanied its development. Figure 2.8 shows a hand
tinted print Im 35cm long that was designed to be seen, as a moving roll, on a viewer
dating from 1830 - 1835/5The spool was wound round and the scene would appear to
move along in a linear fashion, aping the passing scenery as experienced from a

moving train.8

H NRM: 2006-7639, “Engraving, hand coloured, long strip on wooden spool, for use
in viewine device, early mementoof Liverpool and Manchester Railway, c. 1830 -
1835, comprising of three sections viz (1) goods train hauled by ‘Sans Pared’ and
passenger train hauled by ‘Rocket’ (2) view of line over Chat Moss (3) view of
Sankey Viaduct. Strip 68mm x 1355mm”, n.d.
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Figure 2.8. NRM 2006-7639. Spooled, engraved strip image of Liverpool and Manchester Railway.

This item also represents the LMR and the key topographical features along the line,
in this case Chat Moss and the Sankey Viaduct. It begins with the locomotives
hauling trains; both Sans Pareil and Rocket are pictured with trains of minerals and
passengers respectively and both are pictured on a horizontal, functional background
very reminiscent of the early images discussed in the previous section. The landscape
features that are pictured are very much incidental to the machine ensemble that
dominates the picture. As the image is moved on, the railway and the trains are
repeatedly pictured, but in successively more and more situated ways, contextualised

by the landscape through which they move.

The train, now in perspective, is seen running across Chat Moss, away from the
viewer. It is much smaller than in the first section and the railway appears altogether
more distant and situated in the surrounding landscape. The two women viewing the

scene appear once more as an instruction to the viewer, an intimation that this scene,
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far from being technological and intimidating, is there to be appreciated for its beauty
and composition The picturesque classicism of the Sankey Viaduct can be seen in the
distance, its aesthetic credentials reinforced by the inclusion of a party of viewers no
doubt admiring its Palladian lines along with the pastoral scene being played out
below the arches. Unlike the T. T. Bury print of the same location, the viaduct is
obscured by trees which grow up from the valley bottom suggesting that this
structure, while built only very recently, had already started to settle into its
environment; the train itself appears to be emerging from a grove, partly architectural

and partly pastoral.

The final scene of the roll shows a train so small that it is hardly recognisable as such
and is almost lost in the landscape. The transformation appears to be complete; from
its beginnings as a dominant machine ensemble, that negated not only time and space
but the landscape itself, the railway is now pictured as fully situate in the landscape.
The landscape has absorbed the machine ensemble in direct contrast to the
assimilation of the landscape seen in the early picturing of locomotives and trains. In
this artefact, the visual has been used to expound a narrative on modernity and
anxiety, one that acknowledged the new and challenging nature of the railway but, at
the same time, highlighted its picturesque attributes and pointed towards its eventual

place in a re-established order of things.

This use of picturesque values to normalise and situate the railway in the pastoral
arguably reached its apogee with the publication of J. C. Bourne's lithographs of the

construction of the Great Western Railway in 1846.* Bourne had previously produced

“¢J. C. Bourne, Bourne’s Great Western Railway: a reproduction of the History and
description of the Great Western Railway: from drawings taken expressly for this
work and executed in lithography (Newton Abbott; David & Charles, 1969).
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a similar set of lithographs documenting the construction of the London and
Birmingham Railway (LBR) in 1839 but while this volume was embarked upon
because of the artist’s own enthusiasm to record the construction of the railway that
was near his home, the second was a considered choice taken under advice of his

publisher because of the popularity of the subject matter at that time.*’

Bourne’s volume on the construction of the GWR differs greatly both in style and

content to that of the LBR. There is a more impressionistic use of the pencil to

suggest the grass and scrub in foregrounds and the scenes are composed in a far more

painterly way with none of the ‘free floating’ scenes such as that of Box Moor
Embankment (see figure 2.9). The scenes are unquestionably monumental and
industrial but are couched in a picturesque style that could have allayed some of the

concomitant anxieties associated with them.

47]. C. Bourne, Bourne’s London and Birmingham Railway, by John C. Bourne; with

a historical and descriptive account by John Britton (Newton Abbott: David &
Charles, 1970); Simmons, The Victorian Railway, 122 - 123.
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Figure 2.9. NRM 1900-004 (pt2). Box Moor Embankment.

Figure 2.10 shows the scene Wharncliffe Viaduct, Hartwell from Bourne’s GWR
volume which illustrates this use of the picturesque style. This scene shows a far more
relaxed style of representation and holds within it a host of signifiers pointing towards
the picturesque and the locating of the railway within a type of rural idyll. The
foreground is populated with people engaged in rural activities such as gathering in
hay (the wagons to the left of the viaduct) and watching over livestock (underneath
the viaduct arch to the right). The footing of the nearest pier even provides a welcome
rest-stop for the ‘rustics’. In the background can be seen parkland and a modern
church. This scene contains all of the same elements that are to be found in Hold
Hard There! However, in this scene these elements are introduced in an attempt to
naturalise the railway within the landscape as opposed to highlight its separateness or
lack of locatedness. The symbols of the old order, agricultural activities, land

management and the church are, in this case, used to support the railways' claim of
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authenticity and belonging whereas, previously, they appear to be included to

highlight difference.

Figure 2.10. NRM 1977-7535. Wharncliffe Viaduct, Hartwell.

Other scenes from the same volume further support this naturalisation of the railway.
The scene at Bath Hampton (see Figure 2.11) is striking in its juxtaposition of the
rural and picturesque with the modem and monumental. The scene is composed of
two-thirds rural idyll and one-third railway. To the left the picture is composed of
classic elements of the picturesque, the cattle mill around in front of the farm
buildings while the church (again, the church is significantly placed) dominates the
scene. ‘Rustics’ lean on stable doors and pass the time while the trees elegantly frame
the view. Things appear to be slow-moving in this part of the scene and there is a
sense that both the cattle and the people are meandering about their business. Outside

of the architectural form of the church there is hardly a straight or parallel line in the
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scene. This contrasts sharply with the straight, parallel lines of the GWR track that
run from the bottom corner of the right hand portion of the scene. The heavy use of
perspective suggests speed which is accentuated by the counterpoint of the
meandering cattle to the left. The cool, elegant classical lines of the railway bridge are
reminiscent more of a neo-Palladian bridge over a parkland lake than the vernacular

farm building that acts as its opposite number.

Figure 2.11. NRM 1977-7532. Hath Hampton.

Despite these differences and distinctions, the railway is shown as co-existing with a
peaceful countryside environment. The cattle are not spooked and the railway has not
disturbed the conversation of the farm workers. The railway has, again, been located
in a pre-existing, rural landscape and, through the use of picturesque techniques, has
been shown to have been successfully assimilated into it. In these scenes nature, in the

form of trees and bushes, has been deliberately placed in front of and around the
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architectural railway features; this purposeful admixture of the natural and the man-
made being, in itself, a key feature of the picturesque ideals of an earlier pre-railway

age.

This image in particular has been looked at in terms of the development of the notion
of a ‘picturesque railway’ but, in this case, it is worthwhile looking at the scene in a
broader context; as a stage in the development of a wider railway landscape
aesthetic.*® In this period it is possible to see how the landscape was used to attenuate
the anxieties concomitant with the machine ensemble. The technology of mobility;
locomotives, vehicles and infrastructure, was taken into the painterly ambit of the
sublime and the picturesque and transformed into something that could not onlty
contrast but also complement the natural world. Once more, the concept of the
machine ensemble as solely a filter through which the world was viewed has been
brought into question. In this case, the evidence suggests the malleability of the
machine ensemble as a concept by illustrating how the machine ensemble was itself
viewed in a new light when represented within an aesthetic context. Indeed, Murdoch
cites evidence to show that Bourne and his publisher saw themselves as explicitly

engaged in the work of ‘spreading knowledge about the railways and calming fears’ .**

The work of Bourne and his contemporaries was ‘high-end’ and aimed at an exclusive
audience as can be gauged by the scenes that they recorded and presented to the
public and the cost of their volumes.* Bourne’s work in particular can been seen as
deliberately remodelling Gilpin’s ideas of the picturesque to include industrial

elements that had hitherto been rejected in picturesque representations of the

* Philip Pacey, “The Picturesque Railway,” Visual Resources 18, no. 4 (2002): 289.
“* Murdoch, From Elephant to Penge West: the railway in the artist’s landscape, 152.
50 Rees, Early Railway Prints, 18.
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landscape.®' However, at this time the landscape became a powerful visual tool that
addressed the anxieties of the age and, by lending the railway credence and an air of
classical authenticity, enabled it to become more firmly embedded into the wider

world; both geographically and culturally.

The Removal of the ‘everyday’ Railway.

The ending of the Railway Mania in 1847 marked the beginning of the railways’
settling into the national cultural consciousness.*? Most significantly however, it also
appears to mark the beginning of the time when railways, as physical structures,
began to be removed or edited out of the landscape in popular representations. While
production of the railway print, of the style discussed in the previous section, fell out
of fashion and almost ceased completely by th¢ 1850s the railway guidebook became

both more popular and prevalent.*

Guidebooks, detailing the experiences of travellers and providing advice for those
who might wish to repeat such travels, had existed for centuries.>* They often
provided a dual function; first, describing the sights (and sites) that could be seen in a
given county or area and, second, legitimising and historicising a given landowning
family or family name by providing a provenance relating to their own situatedness
and sense of belonging in a given area.** By the early nineteenth century there was a
long tradition of literary guidebooks covering both the British Isles and the Continent.

Morgan asserts that, by the time John Murray published his first travel handbook in

St Arthur Elton, “The Piranesi of the Age of Steam,” in Country Life Annual (London:
Country Life, 1965).

2 H. G. Lewin, The Railway Mania and its Aftermath 1845 - 1852 (Newton Abbott:
David & Charles, 1968), chapter 15.

53 Simmons, The Victorian Railway, 126.

* Nicholas Parsons T., Worth the Detour (Stroud: Sutton Publishing, 2007), 12.

55 Charles Lancaster, Seeing England: Antiquaries, Travellers and Naturalists
(Gloucester: Nonsuch Press, 2008), 12.
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1836 ‘the most indispensible item of travelling gear was the guidebook’ > Three years
later, in 1839, George Bradshaw published Bradshaw’s General Railway and Steam
Navigation Guide for Great Britain and Ireland (Bradshaw) a series that was, in one
form or another, to continue well into the twentieth century. While primarily a
timetable and, according to some an unfathomable one at that, it was to herald the

publication of a host of other railway-based guidebooks.

Whether travel was domestic or foreign, guidebooks became a vital part of the
process of both exploring and defining ‘other’ places. While the railway companies
would eventually begin to produce their own guidebooks ‘in house’, the late 1830s to
the mid 1890s was the heyday of the privately published travel guide, although many
publishers were fastidious in either dedicating their volumes to the relevant railway
company or clearly stating on the front cover that their book was Published by

Authority of the company concerned.”’

While there were illustrated volumes from the early 1830s Martin sees Dodgson’s
1836 volume on the Whitby and Pickering Railway as ‘perhaps the first to bring the
traditions of the picturesque into play’.*® This fits with the argument of the previous
section that the picturesque was employed from the 1830s to ameliorate the anxieties
associated with the railways and to transform, or at least temper, the machine
ensemble with the accessibility of a more classical aesthetic. Following in this

tradition was Roscoe’s Book of the Railway from Birmingham, Liverpool and

56 Marjorie Morgan, National Identities and Travel in Victorian Britain (Basingstoke:
Palgrave Macmillan, 2001), 19.

57 G. H. Martin, “Sir George Samuel Measom (1818 — 1901), and His Railway
Guides,” in The Impact of the Railway on Society in Britain: Essays in honour of Jack
Simmons (Aldershot: Ashgate, 2003), 230.

% Ibid., 228.
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Manchester from 1839.% Textually it is fairly typical of the guidebooks that were
published at around the same time, the illustrations, however, are of a particularly
high quality. Figure 2.12 shows The Aston Viaduct, a scene that is redolent of the
romantic and picturesque notions of the period. The train passes over a viaduct and a
mill by the river Tame. Country folk look on (again, indicating that this is a
picturesque view to be appreciated) as the train makes its way through a countryside
that is overlooked, not only by the spire of a church, but by the three decorative
pinnacles of nearby Aston Hall. Both the symbols of the church and the landowning
aristocracy are present in this image while other images in the book begin to
acknowledge the railway’s own place in the landscape. For example, the next image in
the book shows the railway running directly across the parkland in front of Aston
Hall. Such scenes, while contemporary with the work of Bourne, show the railways
both as monumental and as local and personal. By direct association with pre-existing
social and cultural symbols such as the church, the stately home and the farm labourer
the railway was naturalised and domesticated in the public gaze. The guidebook, far
more affordable than a volume of Bourne’s lithographs, was becoming one of the
main ways of negotiating the anxieties of modernity and of continuing to reshape the

machine ensemble.

59 Thomas Roscoe, Roscoe’s Book of the Railway from Birmingham, Liverpool and
Manchester (London: Orr and Co, 1839).
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Figure 2.12. The Aston Viaduct, taken from Koscoc's Hook ofthe Railwayfrom Birmingham, Liverpool and
Manchester (facing page 25).

As more and more illustrated guidebooks were produced the image of the railway as
situated in the landscape began to disappear to be replaced instead with more scenes
from the locations to which the railway could provide access. The volumes produced
by George Measom stand out, in what was a crowded field, as excellent examples of
the illustrated guidebook and are redolent of the genre at a point of change.@The
railways are still pictured in many of the Measom guidebooks but there arc volumes
that contain only landscapes where the railway has been omitted and the scene itself,
rather than the means of accessing it, has been portrayed. The railway, normalised and
to a great degree domesticated, ceased to be a source of such interest or anxiety and so
ceased to require some form of mitigation. From the late 1850s and early 1860s the

most common scenes published in the guidebooks were locations that could be

@ Martin, “Sir George Samuel Measom (1818 - 1901), and His Railway Guides.”; J.
D Bennett. “The Railway Guidebooks of George Measom,” Backtrack, July 2001.
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reached by the railway and not images of the railway itself. The 1856 Guide to the
London and South Western Railway, is typical of this in that it depicts railways solely
in urban or suburban environments and not in the rural landscape; where out-of-town
locations were pictured they were done so without the railways being present.*' The
natural home of the railway had begun to be seen as an urban and not, as was
previously the case, a rural environment. The machine ensemble of the railway had
been brought within the ambit of what might be seen as the wider machine ensemble

of urban industrialism.

The nine titles that made up the Morton and Co’s lllustrated Guides of 1879 exhibit a
similar trend. These were clearly aimed at a popular market as they were priced at one
penny and made quite a contrast to the fine hardbound volumes that preceded them.
Their small size and paper covers made them easily foldable and transportable and,
while they did not perhaps contain the same quantity of information as the guides by
Measom or Bradshaw they covered all of the main towns and cities and provided
timetable information as well. In addition to this the Morton guides were priced at one

penny while the Measom guides, even in the 1850s, cost one shilling.

The guidebook to the London, Brighton and South Coast Railway had several beach
scenes along the coast including Brighton, Hastings and Worthing along with some
picturesque views of places such as the Isle of Wight (see Figure 2.13) but there was
no sign of the railway in the illustrations at all.** The London and South Western
Railway guide again, had many engraved views of Jersey and Devon along with

coverage of key towns and cities such as Southampton but there was no picturing of

¢! George Measom, The Official Guide to the London and So ;
" uth W,
(London: H. G. Collins, 1856). estern Railway
$? London, Brighton and South Coast Railway, lllustrated Toyri ;
' ’ tG :
Morton and Co, 1879). urist Guide (London:
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the railway, in the landscape or otherwise.@The guide for the London, Chatham and
Dover Railway had eleven pages of scenes of Paris and its environs but, again, there
are no images of railway.& Interestingly, page 2 of this volume presented a full page
engraving of the cross channel steamers that would take the tourist to Paris so it

would appear as if transport and mobility were not de facto ‘off limits’ as subjects to

be represented.

<1

S a i; IsVIpABfthC,Sle °f ™ iRht from MOr,0n'SRUide ,0 the London' and South Coast
63Iaoedor1 South Western Railway, Illustrated Tourist Guide (Lo nr{TM
\ orton

MK " don’% “thatnandDoRailwa” illustrated Tourist Guide (London- Morton
and Co, 1879). 1
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There are elements of the picturesque in many of the landscape scenes included in the
Morton guides but these do not seem to be aimed at negotiating any form of
modernity; they make use of the composed, framed vista and the juxtaposition of the
man made and the natural but there appears to be no conflict, or clash, that is being
worked out. The guide to the South Eastern Railway contained several typical
examples that illustrate this.& Figure 2.14 shows Camden House, Chislehurst from
this volume; the house itself is partially obscured by the foliage that frames it and the
foreground exhibits a roughness that Gilpin would have approved of. Given that the
railway ran only two miles from the parkland it seems possible that the railway could
have been pictured in the foreground but, unlike in the earlier guidebooks (such as

those covering Aston Hall), this was not done.

CAMDEN HOUSE, CHISLEHURST,

Figure 2.14. Camden House. Chislehurst from Morton's guide to the South Eastern Railway, 1879. p. 3.

& South Eastern Railway, Illustrated Tourist Guide (London: Morton and Co, 1879).
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The scene chosen to represent Hythe in this volume (see Figure 2.15) was, again,
characteristically picturesque. The church is the dominant feature and it appears
settled and at home in the pastoral scene that unfolds around it. A man rakes hay in
the meadow in front of the church while a woman and children admire the view and,
down the lane, a pony and trap comes into view. Once more, everything is in its right
and proper place: the church, labourers working on the land and the well-to-do lady or
governess typifying much of the strata of society at that time. There is little anxiety in
this image and, as with the majority of the illustrations in the series, the railway is
entirely absent; it is a far cry from the conflict of interests pictured in Hold Hard

There! almost forty years previously.

Figure 2.15. Hythe from Morton's guide to the South Eastern Railway, 1879, p. 10.

The Morton guide to the Midland Railway is a particularly striking example of how

the railway was removed from the visual representations of the landscape at this
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time.* The Midland Railway ran through some of the most rugged, and thus
picturesque and sublime, landscapes in the country and these are pictured profuéely.
On page 15 the text gives a series of accounts of what can be seen from the train and
describes each vista as it unfolds before the passenger. ‘We are now at Dent Head,
and away to the north stretches the valley down which the Dee roars’. The we
signifies that the reader was made to feel as if they were being accompanied by the
writer as he expounded on the beauties of the landscapes through which they passed
together, but the railway was not pictured in the associated image. Similarly on page
18, the Eden Valley was described thus: ‘We have now for nearly forty miles been
descending the Vale of the Eden, the scenery of which is full of romantic beauty.’
This descent of the valley, considering the distances involved, is obviously taking
place on a train, but the accompanying image shows the picturesque landscape, as if
from some other point outside of the train, with nothing of the railway in evidence
(see Figure 2.16). Textually, the railway may have been present; visually the railway

had been removed from the landscape almost completely.

% Midland Railway, lllustrated Tourist-Guide (London: Morton and Co, 1879).
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Figure 2.16. Eden Valley from Morton's guide to the Midland Railway, 1879, p. 18.

Only a very few of the nine 1879 Morton guides contain images of the railway itself
and, in the main these are of the railway in its own territory (most often the station).
The guide to the Great Northern Railway and Route to Scotland carries some of the
best examples of these images.&/ These include views of the city of York which places
the ancient buildings and monuments of the city such as the Minster and the ruins of
St Mary’s Abbey alongside York station, which in 1879, had only been open for two
years (see Figure 2.17). It is perhaps significant that aspects of the railway, such as
the station, are pictured in this volume and that they are paired with the monumental
structures of the medieval period. The station is here being compared to the
monumental religious architecture of an earlier age and is seen as being comparable in
both scale and significance. The station building has become a cathedral of modern
mobility and it is pictured as fully situated in an urban context in much the same way

as the Minster at York is centred as the cultural and religious heart of the city. Only

67 Great Northern Railway and East Coast Route to Scotland Tourist Guide,
Illustrated (London: Morton and Co, 1879).
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two years before the publication of this guide, and in the same year as the new station

at York opened, Monet began his series of paintings of the Gare Saint-Lazare in Paris;

the modernism of the impressionist's style echoing the modernism of the subject.@
The station building, and the railway, had come to town, to settle in an increasingly

urban, metropolitan context.

Figure 2.17. York from Morton's guide to the Great Northern Railway and East Coast of Scotland, 1879, p.

7.

Unusually for the railway guides of the period Morton's Great Northern guide does
carry one scene of the railway in the landscape and it is remarkably similar to the
earlier scenes discussed above. The Royal Border Bridge exhibits elements of both

the sublime and the picturesque. A shepherd in the foreground tending his flock on

@8 Carter, Railways and Culture in Britain, 119.
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the rough, scrubby hillside is contrasted with the awe inspiring scale of the bridge
itself, its piers reflected in the waters of the river Tweed. The fact that, in this volume
and several of the others, this is the only scene that echoes the earlier romanticising of
the railways perhaps makes it all the more significant. One interpretation of this scene
could be that the bridge is acting as a transition between urban, modern England and
wild, sublime Scotland that carried with it all the romantic associations of Walter
Scott and Robert Burns. The older visual language of the sublime and the picturesque
was revisited and reapplied to a nation that, while part of the union, was considered
by many to be attractively ‘other’. It stands in powerful contrast to the scenes of the
railway as situated in an urban context or those of the landscape denuded of the

railway altogether and possibly serves as a reminder of the scale of the railways’

undertakings.

Apart from occasional examples such as the Royal Border Bridge the railway was, by
the late 1870s, almost fully removed from the landscape context which the visual
material typified by Bourne and others once strove to place it so harmoniously within.
The railway no longer had to be pictured as situated within the landscape, its presence
was implied by the fact that the landscape was being seen at all. The railway was the
means to the landscape in much the same way as the presence of the photographer is
implied by the existence of a photograph although, in the main, the photographer is
not visible in the image and is the voyeuristic means though which we are able to
view the scene.”” This shows evidence of a deep change in the apprehension of
railway-as-modernity. Initially, as has been shown in the early visual representations,
the railway negated the landscape and it was the works of man that were

commemorated, memorialised and that assimilated the natural world. Towards the

6 Susan Sontag, On Photography (Harmondsworth: Penguin, 1977), 12.
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end of the nineteenth century, however, the landscape had begun to visually negate
the railway; the works of man and nature were generally pictured at arms length from
each other. The landscape was depicted as picturesque or sublime while urban
environments were seen as busy bustling cultural centres; the railway, once paired

with the former, began to be seen as belonging more fully to the latter.

The Morton guides were proudly emblazoned with the legend ‘published by
authority’ on their covers thereby establishing a direct link with the company whose
line they were recording. But, by the late nineteenth century, many of the railway
companies began to commission their own guidebooks (one presumes in an attempt to
have greater control of content and style). From the 1890s most of these volumes
began to use photographs, instead of the more traditional wood engravings, to
illustrate their guides although it is clear that photographs were commonly retouched.
These hybrid images have been seen as another aspect of the modernity/anxiety
dialectic. As Beegan says ‘[a]s the negative consequences of industrialization became
unmistakably clear in the second half of the [nineteenth] century [in Britain] there was
a decline of confidence in mechanical progress’ which likewise saw a loss in
confidence in the photo-mechanically reproduced image.” Beegan suggests that the
widespread practice of retouching or altering images either to give them the
impression that they were paintings or engravings was in order to locate the image
itself in a well-established artistic tradition that stood apart from the ‘brutally faithful,

and microscopically ugly’ photo-mechanically reproduced photograph. '

" Gerry Beegan, “Finding Florence in Birmingham: hybridity and the
photomechanical image in the 1890s,” in Visions of the Industrial Age, 1830 - 1914:
Modernity and the Anxiety of Representation in Europe, ed. Minsoo Kang and Amy
Woodson-Boulton (Aldershot: Ashgate, 2008), 97.

7! Ibid.
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Railway companies had been making use of photographs, retouched or otherwise, in
their carriages since the mid 1880s as a form of advertising and decoration. In this the
Great Eastern Railway (GER) said that it ‘led the van, and for years maintained the
monopoly’ after the Locomotive Superintendant William Worsdell su ggested, in
1884, putting up photographs of GER hotels and stations above the seats in the
carriages.”” The GER made use of ‘the greatest landscape photographer of the time’
(admittedly the article from which this is taken was written by a GER employee) and
hired Payne Jennings to take the photographs.” Jennings had travelled and exhibited
widely and the images he took were credited, by the GER, with almost tripling the
numbers of people travelling to the GER’s seaside stations in the first year that the
photographs were used.” Jennings would continue his association with the GER and,
in 1897, produced two books for them that would mark the beginning of the railway

company produced guidebook proper.”

The role of the photograph in the production of guidebooks in the later nineteenth
century has been touched upon in the work of Taylor who, while acknowledging that
photographs were very often simply 'presented as illustrations, without comment', was
keen to demonstrate that the images acted as a guide for the tourist in preparing them
for the things they ought to see when visiting a location. He also comments that in the

photographic images included in the guidebooks at the time it was common that '[a]ll

7 Scott Damant, “Art in Railway Carriages,” The Railway Magazine, February 1898,
159.

" Ibid.

™ Ibid., 161.

7 Payne Jennings, Photo Pictures in East Anglia (Great Yarmouth: Jarrold and Sons,
1897); Payne Jennings, Sun Pictures of the Norfolk Broads (Ashstead: Art Photo
Works, 1897).
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signs of modernity were excised'.® Such editing out of modernity is something that
will be discussed in more detail in Chapter Seven with reference to the 'interior
geography' of the GWR where the images used within the pages of the staff magazine
differed greatly from those used in their outward facing publicity campaigns.
However, in this context, it is sufficient to note that there was a dynamic tension
between the modernity of the medium (photography) and the idealised rural

landscapes and locations being pictured.

As the railways became more ‘everyday’ and were eventually removed from the
picturing of the landscape, the ‘pastoralised” rural idyll became the stock-in-trade of
the railway guidebook. This provided potential, and actual, tourists with visual
representations of an idealised landscape, which were consumed in ever increasing
numbers meaning that the relationship between the railways, and the landscapes
through which they ran became more complex and problematic. In providing access
to these locations the railways were in danger of threatening the very pre-industrial
character which they extolled to the tourist; the modernity/anxiety dialectic took an
inward turn and challenged the railway companies to examine their relationship with
themselves- how far could they create a ‘place’ out of a location that embodied the
characteristics which would appeal to tourists without endangering the survival of
those characteristics through the process of mass tourism? It would appear that a
simple solution to this problem came in the form of excluding the railways from the
picturing of the landscape and thus visually side-stepping the thorny problem of the

preservation of a truly ‘authentic’ rural environment.

7 John Taylor, A Dream of England (Manchester: Manchester University Press,
1994),70 -1.
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Conclusions

By the time railway companies, such as the GWR, began producing their own
illustrated tourist guides there had been a complicated and fluctuating railway
landscape aesthetic in evidence for at least 70 years. This research has put forward the
argument that the railway landscape aesthetic was a fluid construct that was heavily
influenced by the changing nature of, what has here been termed, a modernity/anxiety
dialectic; a process that has already been identified as having an impact on visual
representations in the nineteenth century, and one that led to the use of shifting forms
of visual vocabulary.” In its earliest form the railway landscape aesthetic was
characterised by its negation of the landscape or its reduction to a functional * ground’.
The anxieties felt by people about the burgeoning railway network were expressed in
images of crashes, catastrophes and implied socially through the disruption of the old

established order of life.

As railways became more everyday in an existential sense, the visual vocabulary had
developed into a more familiar pattern typified by the use of tropes associated with
the sublime and the picturesque. Such tropes were employed in an attempt to allay,
and not to highlight, the anxieties created by the modernity of the railways and, as has
been shown, one of the prime exponents of this aesthetic can be seen as Bourne

whose lithographs attempted to reconcile the modern with the romantic, rural and the

classical.

From the middle of the nineteenth century the modernity/anxiety dialectic took an

inward turn that saw the railways seeing themselves as possibly threatening the idyll

7’ Kang and Woodson-Boulton, “Preface.”; Beegan, “Fin ding Florence in
Birmingham: hybridity and the photomechanical image in the 1890s.”; Rees, Earl
Railway Prints. e » Larty
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that they had provided widespread access to. This research posits that this is one of
the key reasons why the railway, in all its forms, began to disappear from the
picturing of the railway landscape. The railway, rather than being seen, became
implied, a conceptual turn that would dovetail well into the theoretical framework of
photography that would play such an important role in the continuing representation
of the railway landscape aesthetic where the photographer, the agency through which
the photograph is produced, is also implied (by the existence of the photographic
image) rather than seen. It was this ‘inward turn’ of the modermnity/anxiety dialectic
that would provide the structure for the ‘railway-free® aesthetic that would inform the

bulk of the early to mid twentieth century railway landscape representations.

Finally, this chapter demonstrates the value of a ‘long tail’ approach to the
understanding of the railway’s portrayal of the landscape and their relationship with
it. Only through understanding and identifying the processes behind the finished
article that was presented to the public, in the form of in-house guidebdoks and
publicity, in the very late nineteenth and early twentieth centuries is it possible to
comprehend the complex visual interplay between railways, as harbingers of both

modernity and anxiety, and the landscape.
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always partly cloudy, suggesting moderation and temperance... The
countryside, carefully preserved by this equable climate, echoes its

harmony.'

The following two chapters look in detail at the representation of landscapes in the
graphic posters of the Great Western Railway (GWR) from their earliest foray into the
production of a ‘modern’ graphic poster in 1897 until their absorption into the
nationalised British Railways in 1948. It will look at how the landscape was pictured
and, to a great degree, manipulated to construct a particular type of countryside that
echoed the GWR's vision of itself and its values while tying in with wider, popular
understandings of the significance of landscape. It will analyse the parallels with the
visual tropes already identified in the representation of railway landscapes and
locations in the previous chapter such as the marked lack of images of the railway
(locomotives, rolling stock and infrastructure) and strong evidence of market
segmentation that reflects the heterogeneous nature of the tourist utopia that they
constructed. These two chapters will place the development of the GWR's graphic
style within a wider contemporary historical context and will ground the individual
poster images within the debates, narratives and discourses that were ongoing at the
time. In addition, it will demonstrate that the graphic style developed by the GWR
was a continuation of the complex landscape aesthetic that has been identified in
Chapter Two and that, while distinct from the styles of other railway companies,

reflects the wider visual vocabulary employed by the railway companies of Britain at

this time.

! Happy Holidays: The Golden Age of Railway Posters (London: Pavilion, 1987), 6.
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Chapter Three: Creating the Recurring Thought: The Use of Landscapes in the

Pictorial Posters of the GWR, 1897 - 1914.

Introduction

The previous chapter provided both an historical and aesthetic context against which
to view the use of landscapes by the GWR. It has shown that the GWR did not begin
producing their publicity material in a vacuum; there was already an existing railway
landscape aesthetic that had gone through several iterations by the time they produced
their first poster or guidebook. The main body of this thesis is concerned with
understanding more about the ways in which such an aesthetic was developed and
adapted by the GWR to suit its own needs and agenda. Beginning with the pictorial
posters and then moving on to the guidebooks, this thesis will demonstrate that the
nineteenth century inheritance which the GWR received was a dynamic kit-of-parts
that allowed the company to construct a sophisticated and complex series of

- imaginative geographies that came together to form, as has been defined in Chapter

Two, a tourist utopia.

The posters produced by railway companies from the late nineteenth century are
perhaps some of the best-remembered aspects of the varied publicity enterprises that
they undertook. Memories of holidays, people and places seem somehow tied up and
embodied in the colourful images half-remembered and half-imagined by tourists and
travellers of all ages. Writer, broadcaster and traveller Michael Palin summed up his

own thoughts on the railway posters of his childhood by stating that

...there is, nevertheless, something undeniably reassuring and
comforting about the world of uncomplicated pleasure and unalloyed

beauty which they defined. It is a timeless world in which skies are
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This chapter will explore the development of the railway pictorial poster in general up
to 1914, and how it was viewed in the contemporary railway press. It will then go on
to examine the GWR's use of landscape in the posters of this period. The following
chapter (Chapter Four) will pick up the development of the GWR's graphic style in the
inter-war period and look at how, over time, the representation of landscapes in the
GWR pictorial poster ocuvre developed. Both chapters will put forward the argument
that, while the GWR were in no way the most experimental or avant-garde of the
railway companies when it came to poster design, they were innovative in their own
way and perhaps do not deserve the conservative tag with which they are so readily

labelled today .2

As perhaps the most popular aspect of the publicity material created by the railways
the transport poster has come in for significant attention over the past 25 years or
more. Levey's London Transport Posters of 1976 ascribed a powerful role to the
poster, in particular those designed under the auspices of Frank Pick, and states that
'much of the international esteem which London transport enjoys stems from its
posters'.3 London Transport posters have since been the subject of continued interest
and scrutiny that have seen volumes of general compilations, and those focussed on
specific aspects of their poster advertising or the role played by particular individuals

in the development of their own graphic style.* Remaining in the capital, the posters of

2 Teri J. Edelstein, “The Art of Posters: Strategies and Debates,” in Art for All. British
Posters for Transport (New Have and London: Yale University Press, 2010), 22.

3 Michael F. Levey, London Transport Posters (Oxford: Phaidon, 1976), ix.

4 David Bownes and Oliver Green, eds., London Transport Posters: A Century of Art
and Design (Aldershot: Lund Humphries, 2008); Jonathan Riddel, Pleasure Trips by
Underground (Harrow Weald: Capital Transport Publishing, 1998); Jonathan Riddell
and William T. Stearn, By Underground to Kew: London Transport Posters 1908 to
the Present (London: Studio Vista, 1994); Jonathan Riddell, Peter Denton, By
Underground to The Zoo: London Transport Posters 1913 to the Present (London:
Studio Vista, 1995); Naomi Games, ed., Poster Journeys: Abram Games and London
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the London County Council Tramways (LCCT) have recently benefitted from in-depth
research. This has highlighted the fact that the LCCT, rather than commissioning
posters from established artists or organisations, could draw on the talent of student
artists enrolled at the London County Council-run Central School of Arts and Crafts
which, due in part to the school's 'very egalitarian policy', led to the development of a

distinctive house style.’

Nationally, railway posters have featured in many publications. Speed to the West, It's
Quicker by Rail and South for Sunshine have reproduced the poster and graphic art of
the GWR, London North Eastern railway (LNER) and Southern Railway (SR)
respectively and provide many visual examples of the graphic styles that so captured
the imagination of commentators such as Palin ® These are, however, more properly
picture books than any attempt to examine the graphic styles and outputs of the
railways in their historical and cultural context. An overview of the poster art of the
'Big Four' railway companies was published in 1992 and, while in essence also a
picture book, the introduction to this volume provides useful general information
about the use of posters and their development over time.” Furness moved away from a
company by company themed approach in his, to date, two volumes subtitled Railway
Journeys in Art and made use of posters from several different companies from

different historical periods to compile a selection that focuses almost exclusively on

Transport (Harrow Weald: Capital Transport Publishing, 2008); Justin Howes,
Johnston’s Underground Type (Harrow Weald: Capital Transport Publishing, 2000).
5 Jonathan Riddell, Tramway Art: The Distinctive Poster Art of the London County
Council Tramways (Harrow Weald: Capital Transport Publishing, 2010), 7.

¢ Aldo Delicata and Beverley Cole, Speed to the West (Harrow Weald: Capital
Transport Publishing, 2000); Beverley Cole, It’s Quicker by Rail: LNER Publicity and
Posters, 1923 - 1947 (Harrow Weald: Capital Transport Publishing, 2006); Tony
Hillman and Beverley Cole, South for Sunshine: Southern Railway Publicity and
Posters, 1923 - 1947 (Harrow Weald: Capital Transport Publishing, 1999).

7 Beverley Cole and Richard Durack, Railway Posters 1923 - 1947 (London:
Lawrence King, 1992).
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landscapes and locations.® These books attempt 'to explore the world of commercial
railway art more extensiv;:ly, and to write the books as if we were taking journeys
around the United Kingdom'.” While ostensibly large-format picture books they have
also required some significant scholarship regarding dates and the attribution of artists.
Moving away from posters but retaining the idea of a journey through Britain,
Landscapes Under the Luggage Rack by Norden looks at the production of the
carriage prints that were used to illustrate landscapes and locations within the carriages
themselves.'® Very often the same artists that were used to produce the poster art of the

inter-war period were also commissioned to produce the carriage print artwork.

More in-depth work has been carried out on both the GWR and LNER and these two
volumes, which cover, as far as possible, the entire range of publicity outputs of these
companies, will be referred to throughout this chapter."" Significantly, almost all of
these books deal with the railway companies of Britain after the changes brought
about by the 1921 Railways Act and the subsequent formation of the 'Big Four' in
1923. There is significantly less work on the earlier pre-1923 posters and graphic art
of the railways. One exception is Wigg's Bon Voyage: Travel Posters of the

Edwardian Era which looks at the posters of both railway companies and shipping

8 Richard Furness, Poster to Poster: Railway Journeys in Art. Vol. 2 Yorkshire & the
North East (Tirley: JDF and Associates Ltd, 2010); Richard Furness, Poster to
Poster: Railway Journeys in Art. Vol. I Scotland (Tirley: JDF and Associates Ltd,
2009).

? Furr)less, Poster to Poster: Railway Journeys in Art. Vol. 1 Scotland, 1.

1 Greg Norden, Landscapes Under the Luggage Rack: Great Paintings of Britain
(Bugbrooke: Great Norden Railway Publications, 1997).

1 Roger Burdett Wilson, Go Great Western: A History of Great Western Railway
Publiciry (Newton Abbott: David & Charles PLC, 1987); Allan Middleton, It’s
Quicker by Rail: The History of LNER Advertising (Stroud: Tempus Publishing,
2002). :
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lines."”” Once more, this volume is primarily a vehicle for reproducing the posters
themselves but the introductory section contains information on the early designers

and artists that the railways employed.

Internationally, a significant touring exhibition of British railway posters was mounted
in Japan in 1997." This exhibition made extensive use of the poster collections held at
the National Railway Museum (NRM) in York and demonstrated the strength that the
images had and their ability to communicate across vast distances of both space and
time and with significantly different cultures. Similarly Caracalla's small volume
Travel Posters looks at the development of railway poster art on the continent from the
1870s to the late twentieth century.'* While there is little in the way of comparison
with the railway poster art of the same period in Britain it provides useful information
on styles of lettering and representations of landscape along with the marketing

processes and mindsets that led to their creation and subsequent reception.

As can be seen, there are significant numbers of publications relating to railway
posters. While there has undoubtedly been a great deal of work involved in compiling
these books they rarely make serious attempts to place the railway's graphic style in
their cultural and historical contexts or begin to explicate the agency that they may
have had in the active construction of the tourist experience. These books will be
referred to throughout this chapter but the current research seeks to move away from a
basic appreciation of the stylistic content of the posters and graphic art of the GWR

and begin to interrogate the semiotic content.

12 Jylia Wigg, Bon Voyage! Travel Posters of the Edwardian Era (London: HMSO,
1996).

13 The Railway Poster in Britain: Excursion for History and Culture (Kobe: East
Japan Railway Culture Foundation, 1997).

4 Jean-Paul Caracalla, Travel Posters (Paris: Fitway Publishing, 2005).
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Perhaps surprisingly, there has been little academic work into railway posters and little
in the way of in-depth analysis of their use and content. The work of Harrington
looked at the role that female figures played in the railway advertising of the inter-war
years. Interestingly, in this paper the term 'advertising' is virtually synonymous with
the word 'poster' as no material outside of the posters produced by the railway

companies is considered in great detail."’

The evidence of a commercial strategy defined by market-segmentation was
characteristic of the railway advertising of the inter-war period, as will be discussed in
the following chapters. But this chapter will demonstrate that the same can be seen in
the railway's treatment of landscape in the Edwardian era and should not be seen

solely an inter-war phenomenon.

The research of Holland into the wider cultural context of the LNER's posters sees
their visual imagery as 'instrumental in creating an idealistic vision of escape from the
modern world,' but conceded that '[m]odern images co-existed alongside modern
representations of the traditional."® Holland’s work sought to place the LNER's posters
within the cultural context of increasing wages, the availability of paid holidays and
the railways' competition with the car. Her work focussed primarily on the ways in
which the LNER portrayed modernity and the places they served as clean, bright and
essentially modern in nature. In this way the LNER posters can be seen as quite
distinct from the GWR designs that will be examined in the following two chapters.

There was a strong tendency towards the interlinked tropes of the picturesque and the

15 Ralph Harrington, “Beyond the bathing Belle: Images of Women in inter-war
railway publicity,” The Journal of Transport History 25, no. 1 (2004): 22 - 45.

16 Rachel Holland, “L.N.E.R Posters 1923 - 1947: Aspects of Iconography, Railway
and Social History” (M.A. in Railway Studies, York: University of York, 1999), 107.
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sublime in the GWR's work that tended to root the GWR landscape firmly in a quasi-

historical past as opposed to a bright, modern future.

Watts's research into 16 of the LNER's posters take, as their focal point, the landscape
of the Yorkshire dales and moors. While questioning how effective these posters were
as inducements to travel by the LNER he, again, points out the selective and exclusive
nature of their visual content.'”” Watts sees these posters as aimed at a specific section
of the market place, namely the middle classes, who had the financial freedoms that
would allow the kind of tourism that was advertised in the posters. The present
research will take Watts conclusions for the LNER and test them against similar
outputs from the GWR. However, the period under study in this case will be
significantly longer in duration (1897 — 1947) and the dataset that will be studied will
be significantly larger. Also, the purpose of this research is not simply to assess how
effective the graphic representations of landscapes were on a travelling population. It
is aimed at understanding more about how far these representations of landscape went
towards constructing a tourist utopia that was deeply heterogeneous in nature and what

that tells us about notions of place in the first half of the twentieth century.

From a more general point of view there are some significant works that have looked
at the role of the poster in the wider context of advertising history. In her introduction
to the large collection of essays The Power of the Poster Timmers begins to define, not
only what posters are, but also how they function. She sees the poster as a tool that

channels the agency of one individual or group to another. Her definition highlights

17D, C. H. Watts, “Evaluating British railway poster advertising: The London &
North Eastern Railway Company between the wars,” The Journal of Transport
History 25, no. 2 (September 2004): 23 - 56.
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the power relationships latent in much of the theory of advertising when she describes

a poster as

...essentially a product of communication between an active force and a
re-active one. Its originator (individual, institution, business or
organization) has a message to sell; the recipient, its target audience,
must be persuaded to buy the message. The interchange takes place in the

public domain."®

The current research will question the validity of a straight active/passive dialectic
which almost appears to view the passive 'target audience' as an empty vessel waiting
to be filled with information, views and opinions by an active 'originator’. It will
attempt to demonstrate that the visual content of the posters can be seen semiotically
as a series of 'place-images' that are deemed representative of a given landscape or
location. It will argue that, while this visual content undoubtedly has a strong
influence over the ways in which people experience a place, the nature and forms of
these 'place-images' have themselves been influenced by tourists, writers and artists
before them. In addition, it will demonstrate that the ways in which landscapes were
presented to the public changed through time as the nature of tourism changed and
developed; the GWR understood and assimilated these changes, consciously or
otherwise, and adapted their landscapes accordingly. Therefore, the current research
will put forward a far more cyclical model related to Baerentholdt et al's touristic cycle

of anticipation, performance and remembrance as discussed in Chapter Two.”

18 Margaret Timmers, ed., The Power of the Poster (London: V & A Publications

1998), 7.
1% Joergen Ole Baerenholdt et al., Performing Tourist Places (Aldershot: Ashgate

2004), 3.

105



However, the notions of the poster as a tool of communication and the fact that this
communication takes place in a public arena are both useful in understanding the basic
function of much of the graphic art and posters that will be examined. But, building on
the notion that posters do more than simply communicate information from the
originator to the empty vessel that is the viewer, much modern analysis of the role
posters has focussed on the active part that posters and images can play in shaping
daily life and understandings of the world around us. Discussing specifically the
posters of the post-war period, Rennie talks about a 'new visual economy' and how
'industrial multiplication of images would, in spectacular fashion, create a new
psychological reality. The new vision would, necessarily, create a new cognitive
perception of the world.” The present research will argue that this was not simply a
post-war turn but that poster artwork was helping to shape new 'cognitive perceptions

of the world' from at least the early twenticth century.

In sum, this chapter will challenge the idea put forward by Palin at the opening of this
chapter that the railway poster simply reflected the equable climate and nature of the
nation and represented the harmonious countryside that could be seen out of the
carriage window. It will argue that the strong graphic images that we associate with
the inter-war railway poster were the product of the mid to late 1930s and the
culmination of a significant period of development and evolution that began in the
early nineteenth century. It will show that the GWR's graphic landscape aesthetic
continued to develop from 1897 until the absorption of the company into British
Railways (BR) in 1948 and that characterising it as an oeuvre with a level of visual or

semiotic homogeneity overlooks complex and subtle differences and variations. Such

20 paul Rennie, Modern British Posters: Art, Design and Communication (London:
Black Dog Publishing, 2010), 31.
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difference, it will be argued, was a function of the concerted move towards addressing
a segmented market with differing needs, wants and desires that began increasingly to
become apparent in the inter-war period, but which had its roots much earlier. It will
also attempt to show that, far from being a one-way process where the posters simply
represented the landscape to the tourist in an almost objective or documentary manner,
the GWR's graphic landscape aesthetic responded to the changing nature of tourism in
Great Britain. This removes the poster from a one-way street of representation and
places them firmly into a performative cycle where the visual content of the graphic
material in question begins to play an important part in actively shaping pcoples'

understandings of, and responses to, the landscape.

Railway Advertising, the Pictorial Poster and the GWR: an historical context 1886 —

1914

One of the few volumes to deal with the posters of the pre World War One period sees
the travel posters of the early twentieth century as offering 'a glimpse of an era when
the idea of travel for pleasure had begun to take root, not merely in the wealthier
sections of Edwardian society, but among the poorer classes too'.2' While it could be
argued that it was perhaps the less well off as opposed to poorer it is undeniable that,
by the late 1890s and into the early 1900s, the travel poster was coming into its own.
The opening up of the possibilities of travel for a far wider section of the population
meaning that high impact, wide reaching publicity at a relatively low cost, such as the
poster offered, began to increase rapidly. However, it is important to explore the
historical context of this development and understand more about the ways in which

advertising on the railways was viewed. The development of the pictorial poster as a

2! Wigg, Bon Voyage! Travel Posters of the Edwardian Era,1.
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fundamental cornerstone of railway publicity was not to everyone's taste and framin
ry g

the GWR's own forays into this field through this contemporary debate is essential.

The listing of GWR posters by Somers Cocks dates the earliest of the GWR's pictorial
posters 18797 although it is generally accepted that 1897 saw the first example that
was sufficiently removed from the letterpress bills of the nineteenth century to warrant
the term pictorial poster.”> The GWR and the majority of the other railway companies
had indeed been involved in the production of countless posters for the best part of
half a century before this time but the distinction between the earlier letterpress posters
that consisted mainly of type and the pictorial poster where an image was the main
content with the lettering as a secondary device was one that was beginning to be
made at this time. As will be shown, such developments and changes were not always
well received. Articles and editorial pieces in thé major railway periodicals testify to
this and, with the paucity of official GWR documents on this subject, provide the
opportunity to understand both how the railway poster developed and how such

developments were received in the wider railway and travelling sectors.

In the railway industry in the late 1890s there was a growing awareness of the
importance of advertising but also an acknowledgement that the sector lacked the
skills and experience to develop effective advertising strategies. Many commentators
at the time looked to America as the pillar of best practice and went so far as to say
that 'the Americans can give us points in the art of advertising and beat us easily'.2*
The typical railway poster of the period was, as Wigg has described, 'mostly very

busy, often cluttered with type laid over composite views' and the GWR's Ascot Races

22 John Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947,” unpublished typescript (National Railway Museum, York, 1993), 25.

23 wilson, Go Great Western, 66.

24 «pertinent Paragraphs,” Railway Magazine, September 1897, 284.
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poster of 1897 seems to fall into this category (see Figure 3.1).51t is similar in style to
the composite views that were employed in many of the guidebooks and magazines of
the period, including the GWR's own staff magazine.lHowever, these early attempts
at persuasive advertising (including pictorial posters) were subject to a great deal of

scepticism from the very beginning.

Figure 3.1.GWR Poster (NRM 2000-7507) Ascot Races. 1897.

SWigg, Bon Voyage! Travel Posters ofthe Edwardian Era, 1
H"“Jersey,” Great Western Railway Magazine, January 1898,31.
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The unequivocal championing of railway advertising appears to have been rare at this
time. The Railway Times, a journal that had been in publication since 1837,

commented in 1897 that:

To the number of elaborately illustrated railway guides, handbooks, and
programmes which have been making their appearance during the last few
years there appears to be no limit, and their name is legion. What earthly
purpose they serve beyond advertising and enriching the printing firms
employed to produce them we cannot conceive... they are absolutely

useless, and only swell the waste paper-baskets of their recipients.”’

Such an attitude from The Railway Times appears to be somewhat surprising as they
had, for some years previous to this, generally provided positive responses to copies of
guidebooks submitted for review. Writing in August 1886, for example, The Railway
Times' reviewer of The Official Guide to the Great Western Railway commented that
he could 'thoroughly recommend this handy, cheap, and well-executed guide to the
diversified attractions within the range of the Great Western Railway.” It would
appear that, up until the late 1890s, the railway guidebooks that were produced by
independent publishers, outside of the railway companies themselves, were viewed as
helpful and valuable pieces of work. Perhaps it was only when the railways themselves
began producing their own material that the reviewers and editors of the railway

journals began to be sceptical (even suspicious) of their motives.”

27 «passing Notes,” Railway Times, 3 July, 1897, 19.

2 «gome Guide-Books,” Railway Times, 21 August, 1886, 252,

2 1t could, of course, relate to the fact that the railway press didn't not have a
consistent editorial policy but understanding that might constitute a separate avenue
of research.
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However, there was support from certain quarters. In response to an article in the
Railway Herald in September 1898 that challenged the value and use of railway
advertising and asked the question '[w]hoever in the world would think of going to any
particular place simply because it is described in one or other of the railway

companies' guide-books' the Railway Magazine replied:

The railways can be divided into two broad classes... the one that extensively
advertises and the one that does not... Without exception it will be found that the
railways that advertise are the successful ones... How has this result been

obtained? Like all other successes in business- by advertising.*

This general suspicion of the railway-produced advertising material, which sprang up
in the late 1890s, appears in part to have stemmed from an underlying doubt about the
proper function of a railway system in its widest sense; were they primarily tools for
developing and expanding business and the economy or were they there for the public
good and the movement of people during holiday periods? Again, The Railway Times
sounded a note of caution with respect to "The Economics of Holiday Traffic' when it
stated in 1898 that '[e]loquent, no doubt, as holiday traffic returns are... there is an
undoubted tendency to overrate their importance to the rai‘lways as profit-earning
undertakings.' It went on to describe holiday traffic as 'both expensive to work and
speculative in its nature’ and exhorted readers to question the figures put before them
by the companies themselves.*' One week later, when the figures for that years Good
Friday and Easter Week's passenger traffic had come in the Railway Times once more

ran an article about the value of conveying tourists on the railway. While the receipts

30 «pertinent Paragraphs,” Railway Magazine, September 1898, 245.
31 «The Economics of Holiday Traffic,” Railway Times, 16 April, 1898, 516.
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were, in general, up on the previous year the piece still sounded a note of sceptical

caution about the value of tourist traffic on the railways:

...if the elements are adverse then loss falls upon the companies, for the

facilities provided at large cost are in that case only partially made use of 2

In this way, it can be argued that much of the scepticism about the value of the
burgeoning railway advertising was predicated in serious concerns about the reliance
on a type of traffic that was seen to be expensive, speculative and highly weather
dependent. With railway advertising in its infancy it is perhaps not such a surprise that
many in the industry were wary of seeing large amounts invested in its promotion. It is
also perhaps worth noting that the seasonal nature of railway holiday traffic was to
become a long-lived feature of railway pictorial posters. The Great Northern Railway's
famous Skegness is so bracing! poster suggests that railway companies were always

keen to show that it was possible to have a good time on holiday whatever the

weather.

By 1900 this debate about the value of railway advertising, particularly with regard to
tourist traffic, had developed and, while there were still disagreements, the railway
companies continued to develop a distinctive graphic style. In June 1900 the Railway
Magazine ran a detailed, seven page, article on Railway Tourist Literature which not
only provided a chronology for the development of the railway guidebook from 1835
to 1900 but also provided illustrations of the pictorial covers of 23 contemporary
titles.?* The covers of these guides are very reminiscent of the early railway pictorial
posters where text of several different founts is used in conjunction with composite

views of landscapes or activities. It is impossible not to see that the graphic style of the

32 «Holiday Traffics,” Railway Times, 23 April, 1898, 549,
33 §. Kirkwood, “Railway Tourist Literature,” Railway Magazine, June 1900.
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posters was heavily influenced by the style of the guidebooks which, in the main,
preceded them. In turn, the guidebooks were themselves influenced by continental
styles of graphic art, a cultural indebtedness that would be fully acknowledged by the

railway companies in time.

Interestingly, the GWR is notable only for its absence. Almost all of the railways of
Britain and Ireland are present but it is mentioned that '[i]t is remarkable that the Great
Western have no tourist publications beyond the guides published by Messrs. Morton
and Co. and Messrs. Cassell and Co.,... not withstanding the many delightful resorts
on or adjacent to their line.™ While this does overlook the publication of the GWR's
Farmhouse and Country Lodgings Guide in conjunction with Walter Hill and Co. in
1894 it does point towards the beginnings of an aesthetic conservatism accusations of

which would follow the GWRs advertising practice well into the inter-war period.>s

The Railway Magazine appears to have stood apart from many of the other industry
magazines and journals in its support for the developing, more artistic, forms of
railway advertising. In 1900 they ran articles from The Aesthetic Aspect of Railways to
Art on the Railways but it was in November of that year that they would publish one of
the first extended pieces exploring the latest, and most exciting, techniques of railway
advertising.® Artistic Railway Posters, by W. Gunn Gwennet, began by stating that
advertising was 'undoubtedly necessary' to the running of a railway but that, until very
recently, the posters used by the railways had been exceptionally poor and inadequate
for the task of inspiring people to travel. The author berated those companies 'who

continue to adhere to the antiquated puzzle posters, crude in colour and composition,

3 Ibid., 514.
35 «passing Notes,” The Railway Times, June 2, 1894, 715.

3 Fred. J. Husband, “The Aesthetic Aspect of Railways,” Railway Magazine, June
1900; D. T. Timins, “Art on the Railways,” Railway Magazine, May 1900.
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which purport to represent views of the places advertised' which he describes as
‘chromatic orgie:s'.37 He goes on to state that the effective poster needed to move away
from the crowded letterpress or composite image style and towards a cleaner, more
eye catching graphic style where 'the lettering should be quite subordinated to the
picture'.*® Further to this he began to expound some of the psychology behind these
new posters putting forward the idea 'that almost any design will be found to possess
more attracting power than mere type.” In this article the stylistic debt owed by these
new artistic posters to the continent and the work of French designers such as Cheret
and Privat-Livemont is explicitly made; something that is referred to time and again as
the literature on railway posters began to grow. That these posters should be
considered as works of art and be 'bold... simple and well drawn' was also advocated

if the railway companies were to make best use of them.*

The Railway Magazine published further articles on railways and advertising over the
course of the next two years. In June 1902 they explored the costs and benefits of
railway advertising in general arguing that railway directors should not overlook the
importance of advertising. 'For there are looming ahead the powerful forces of motor-
cars, wireless telegraphy, air-ships and sundry things that will very shortly need all the
best go-ahead force of railways to keep pace with them 'In the following year a two
part article was published in June and July called Railway Art and Literature in 1903

which gave an insight into the advertising material being produced by twenty of the

3 W. Gunn Gwennet, “Artistic Rail » s _
1900, 416. ic Railway Posters,” Railway Magazine, November

38 Ibid., 417.

¥ Ibid., 418.

0 Ibid., 419.

# George A. Wade, “How Big Railways Advertise,” Railway Magazine, June 1902

541.
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largest lines in the country at that time.*” This shows a change in strategy on the part of
many of the railway companies with the artistic approach, as set out by Gunn
Gwennet, apparently being adopted by some with enthusiasm. The Great Eastern
Railway's Norfolk Broads poster in particular conforms to the new ideals of a simple
bold design with small quantities of subordinated text (see Figure 3.2). The two GWR
examples reproduced show Southern Ireland and Cornwall (see Figures 3.3 and 3 4)
and are also text-light and have striking illustrations of picturesque and sublime
landscapes although they are perhaps not as modernist in design as the GER's
example.”’ This article also provides proof that the GWR had moved on dramatically
from the rather backward state of affairs described in the Railway Magazine in 1900,
The GWR in 1903 is described as being 'well to the fore this year with some capital
posters, well printed in colours'.** From a position at the rear of the railway industry in

terms of advertising and posters in 1900 the GWR's efforts are described in glowing

terms:

We shall watch with interest the efforts which, we trust, the other railways
will make to follow so capital a lead. Commercially, as well as
aesthetically, a policy of progress in this direction is surely the right one

for advertising managers to pursue.*’

22 «Railway Art and Literature in 1903 [pt. 11,” Railway Magazine, June 1903, 511 -
518; “Railway Art and Literature in 1903 [pt. 2],” Railway Magazine, July 1903, 43 -

48.
43 Neither of these posters are recorded in Somers Cocks’ listing. There is a blank in

the typescript between 1901 and 1904 which suggests that he may have been awaiting
further information.
4 «Railway Art and Literature in 1903 [pt. 1],” 516.

% 1bid.
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Figure 3.2. GER Poster Norfolk j{roads, c.1903 (from Railway Magazine, July 1903)

Figure 3.3. GWR Poster Cork, Waterford, Killarney, c.1903 (from Railway Magazine, June 1903)
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Figure 3.4. GWR Poster Picturesque Cornwall, possibly 1897 (from Railway Magazine, June 1903).

By 1904 the railway magazines and journals began to feature reproductions of railway
posters as a matter of course but it is clear to see that different titles had different
understandings of what counted as well designed or attractive. The Transport and
Railroad Gazette (which would, two years later, change its name simply to the
Railway Gazette) of October 1904 reproduced two posters, one Great Central and one
GWR, which it considered to be both well-designed and traffic-attracting’ but both
would appear to be rather old fashioned by the standards set previously,/hThe GWR
poster in particular (see Figure 3.5) comes across as more of a timetable than an
artistic poster and certainly could not be considered as a work of art in its own right as

Gunn Gwennet recommended. It does, however, suggest that, as a company, care may8

% “Railway Posters,” Transport and Railroad Gazette, October 7, 1904, 239E.
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have been taken over posters that, illustrated a given region or area that the company
was confident it would have a long term stake in, such as Southern Ireland or
Cornwall, but would revert to the text-heavy poster of the 1890s when a seasonal
poster was being designed that would have a limited relevance outside of the holiday

period.
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Figure 3.5. GWR Poster Long Distance Travel... ¢.1904 (from Transport and Railroad Gazette, October
1904).

In May 1905 it is possible to see that the GWR had kept up its development of a
distinctive graphic style through the production of a series of picture postcards, each of
which was a reduced facsimile of one of the company's own posters designed by Alec

Fraser 4 On the whole, they exhibited all of the qualities of the ‘'modem’ artistic poster.

“ = -Pj " “ ' o ™ H ” "ok % .
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They were made up of a single bold image in swathes of flat colour. In seven of the
examples, the lettering is reminiscent of that used in continental posters typified by
those designed by Henri Toulouse Lautrec. These postcards were cited as the third in a

series that had already proved extremely popular.*®

Elsewhere in the railway sector at this time there appears to have been a softening of
attitude towards the more modern approach to railway advertising. The Railway Times,
usually so sceptical of the value of advertising, published an editorial in June 1905
that, while highly critical of the claimed benefits of newspaper advertising, conceded
that 'there is a good deal to be said in support of more elaborate advertising by our
leading railways... Money thus spent may be much more profitable than that incurred
on running half-empty trains'.*” While it would be some time before the railways' very
own Thunderer would cease to be critical of advertising as a whole it is worth noting

that it took almost a decade before changes in advertising strategies and techniques

were even beginning to be accepted in certain quarters.

By 1907 full-page reproductions of railway pictorial posters were regularly being
reproduced in magazines and journals.” The railway companies were beginning to
experiment and improvise with models of locomotives and free newspapers for
passengers.” The Railway Gazette was proud to announce in an editorial piece in

January of that year that:

¢ Harold Macfarlane, “Railway Picture Postcards,” Railway Magazine, February
1906, 142.

49 «“The Uses of Advertisement,” Railway Times, 3 June , 1905, 542.

50 «G, N. R. New and Attractive Poster,” Railway Magazine, May 1906, 430.

st “North-Eastern’s New Advertising Device,” Railway Gazette, 15 March, 1907, 261;
“Brighton’s Novel Advertising Device,” Railway Gazette, 20 December, 1907, 597;
“Advertising the Tube Railways,” Railway Times, 22 June, 1907, 646.
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During the past half-dozen years the art of attractive publicity has made
such rapid strides on British Railways, that it is safe to say they are at
present unrivalled in this respect, even the justly-celebrated American
railways having recently been surpassed by the best of our British

pamphlets and posters.*

Those considered to be the more progressive companies, such as the London and
North Western (LNWR), began to publicly acknowledge the value that advertising
could bring. Lord Stalbridge, chairman of ihe LNWR, made a statement to the
company in February 1907 that spending on advertising 'when properly looked after,
always affords a good return.”” The North Eastern Railway (NER) also began to
innovate in the field and, while the Railway Gazerte acknowledged that they were not
the only company to recognise 'that art and advertising are not incompatible' it
considered that their material was 'consistently excellent'.** Later, in June of that year,
the NER were to unveil a poster for display in London that measured twenty-five by

almost nine feet in size.>

For the GWR, 1907 was also the year that they took the opportunity to showcase their
pictorial posters in their staff magazine. The article The Evolution of the Pictorial
Poster followed firmly in the footsteps of Gunn Gwennet almost six years before in
arguing that pictorial posters should be considered as a form of art and 'not merely as a
crude form of printing in mammoth letters'.” Again, it looked to the continent for the

art form’s early development, specifically mentioning the work of Chenet. As might

52 «A Novelty in Railway Advertising,” Railway Gazette, 25 January, 1907, 75.

53«1 ord Stalbridge on Advertising,” Railway Gazette, 2 February, 1907, 190B.

54 «“North-Eastern Railway Publicity,” Railway Gazette, 28 June, 1907, 607.

55 «“North-Eastern’s New Large Poster,” Railway Gazette, 5 July, 1907, 27B.

56 F. C. G. Marks, “The Evolution of the Pictorial Poster,” Great Western Railway
Magazine, May 1907, 99.
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have been expected from the GWRs own magazine, the GWR were described as
having been 'pioneers in the field of poster improvement from the very first' and the
designs of Alec Fraser, who had been responsible for the majority of the GWR's
posters since the turn of the century, were seen to have been particularly persuasive s’
Interestingly, with reference to the artistic nature of the posters themselves, the article
puts forward the opinion that artists, and not photographers, needed to be used as
'[p]hotographs are dead things... and of no real use as posters.”® Included in that issue
of the magazine was a colour pictorial supplement which showed six of the company's
posters, all designed by Fraser (see Figure 3.6). It is interesting to note that they are all
the same as those shown as postcards in May 1905 which means that, while the GWR
were putting themselves forwards as innovators and pioneers in the field, the examples

that they use to show this were at least two years old at the time.

57 Ibid.
58 Ibid.
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Figure 3.6. Pictorial Supplement to Great Western Railway Magazine, June 1907.

The GWR included another pictorial supplement of posters again in June 19083
including the, now famous, See Your Own Country' First poster which compared the
landform, climate and women of Cornwall with Italy (see Figure 3.7). It is clear that,
as a company, the GWR was increasing in confidence with regard to their advertising
strategy. April 1908 saw the company send a Milnes-Daimler omnibus on a 2,500 mile

trip around the North of England and Scotland to advertise their holiday services,

D“Pictorial Posters,” Great Western Railway Magazine, June 1908, 118.
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something that was commented on favourably by The Railway Gazette.™ The extended
road tour was something that they would repeat in May 1913.6At the same time, it is
clear to see that, while the artistic pictorial poster was becoming the norm, some
railway companies were continuing to experiment and adapt the style. The Midland
Railway (MR) in 1908 attempted to 'strike a distinctly new note' in poster design with
what appeared to be a return to an early nineteenth century wood-engraving
aesthetic.6 How successful this was is unclear but it certainly did not appear to catch

on with other companies.
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Figure 3.7. Pictorial supplement to Great Western Railway Magazine, June 1908.

1908 can be seen as something of a watershed year in terms of the acceptance of the
pictorial poster by much of the industry. The Railway Gazette went from having the
occasional reference to posters and advertising before 1907 to six specific mentions in

1908, sixteen in 1909 and eighteen in 1910. Similarly, from 1908, printers and

@*“Advertising by Road Motor,” Railway Gazette, 10 April, 1908, 334
@ “Great Western Advertising Tour,” Railway Times, 31 May, 19]3, 548
&“A New Note in Posters,” Railway Gazette, 24 July, 1908, 118.
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lithographers such as Andrew Reid and Co. began to exhibit examples of the posters
that they produced (including GWR ones) in international exhibitions.** The fact that
the printers themselves were beginning to become aware of the interest that such items
were generating is perhaps indicative of the levels of exposure that they were
receiving. However, as the artistic and aesthetic motives began to be given more of a
free rein passengers occasionally began to feel that the design-led poster had gone too
far. One correspondent to the Railway Gazette in 1910 was critical of the ways in
which images were manipulated in such a way that they ceased to represent the
physical actuality. Commenting on a poster of Grimsby docks which appeared to show
Hull to the south of Grimsby he warned: 'do not let us, in striving for effect, make an

absolute sacrifice of accuracy'.*

From 1910 the GWR were regularly credited with being at the forefront of the
development of railway advertising despite the fact that later commentators, such as
Wilson, saw this period as lacking innovation and drive.*® The GWR publicity
department put on ‘one of the most notable advertising schemes ever undertaken by a
railway company' in August 1910 when it launched a quiz competition based on the
contents of its guidebooks * Their posters advertising Easter holiday traffic and their
quick-minded use of the weather to encourage people to head south was deemed both
'[c]lever' and an example of the GWR believing that "printers' ink makes millions

think.'®® Their new posters continued to be published in railway magazines and

63 «Reid’s Railway and Shipping Posters,” Railway Gazette, 2 October, 1908, 400

64 «“From Correspondents: Accuracy or Effect in Railway Advertisements?,” ’Railw;ay
Gazette, 12 August, 1910, 194.

¢ Wilson, Go Great Western, 66 - 67.

s «Progressive Advertising on the Great Western,” Railway Gazerte, 26 August
1910, 257. ’

67 «A Clever Great Western Poster,” Railway Gazette, 7 April, 1911, 355

& «Smart Publicity Work by the G.W R.” Railway Gazerte, 14 April, 1911, 383
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journals and in their own staff magazine although some of these examples (see Figure
3.7) seem to show some retrograde steps towards the earlier text-heavy style.®® By the
middle of 1911 The Railway Times felt comfortable enough to say that '[t]he methods
adopted this season [by the GWR] to bring the attractions of the districts served by the
Great Western Railway... are of a notable character'.” High praise indeed from a
journal that had been so sceptical about the advertising of tourist services only a few
years before. Indeed, by November of that year, the Railway Times felt in a position to

praise the railway directors of Great Britain:

Not so many years ago they practically ignored many methods for
bringing the advantages of their systems before the public... but now we
have regular services advertised and the natural attractions of places
served displayed pictorially. Along with this are the companies' guide-

books, excellent compilations well written and well illustrated.”

This contrasts sharply with their comments of 14 years earlier when they declaimed
railway guidebooks as 'absolutely useless' and fit only for the waste paper basket. It
could also perhaps be suggested that one of the reasons why the railway companies’
directors were reluctant to adopt more progressive advertising strategies was precisely
because leading journals, such as the Railway Times consistently questioned both the

value of advertising and the value of tourist traffic at all. From this point on even this

6 «A Clever Great Western Poster,” Railway Gazette, 2 June, 1911, 564; “The ‘Flying
Line’,” The Railway Gazette, July 28,1911, 92; “Some Examples of Present-Day G.
W. R. Advertising,” Great Western Railway Magazine, August 1910, 210; “Recent G.
W. R. Posters,” Great Western Railway Magazine, June 1911, 153; “G. W.R.
Summer Advertising,” Great Western Railway Magazine, September 1911,
supplemental.

7 “Great Western Railway Publicity Department,” Railway Times, 19 August, 1911,

184.
7 «Advantages of Publicity,” Railway Times, 18 November, 1911, 490,
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journal was broadly supportive of the advertising strategies of the railway companies
and regularly published news items and reproduced new posters in its pages.™
Editorials in the journal began to talk in ever more positive terms of the value of
advertising and even went as far as to compliment the railway companies on more

aesthetic grounds:

An artistic value is to be discerned on its pictorial side, and literary
qualities in booklet, newspaper and magazine prose, while skill is
apparent in the compilation of advertisements in the popular journals and
for display on hoardings. The importance of the direct appeal to the

public cannot be overrated.”

The Railway Gazette continued to be a strong advocate of railway advertising,
commenting favourably on lectures delivered by railway advertising staff.” They too
regularly published reproductions of new pictorial posters and often included short
critiques of their relative merits.” The GWR's 1912 poster Right Away! Was described

as an example of the genre that 'at once arrests the eye and impels attention.'”

However, these developments, and their slow but sure acceptance within the pages of
the railway industry magazines and journals, were not universally regarded. In April
1913 the GWR Magazine published a two page article called 'Do Railways Believe in

Advertising? by an anonymous writer under the pseudonym of Candidus.” In it

72 «Caledonian Railway New Pictorial Poster,” Railway Times, 27 April, 1912, 429:
“Holiday Traffic Publicity,” Railway Times, 6 July, 1912, 16; “Joint Railway T
Publicity,” Railway Times, 27 July, 1912, 98.

73 «“Railway Advertising,” Railway Times, 31 August, 1912,222.

7 «Railway Advertising,” Railway Gazette, 23 February, 1912, 219,

75 «Caledonian Railway Posters,” Railway Gazette, 25 April, 1913, 531.

7 «Novel Railway Poster,” Railway Gazette, 12 July, 1912, 51,

7 Candidus, “Do Railways Believe in Advertising?,” Great Western Railway
Magazine, April 1913, 102 -103.
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Candidus looked back on the history of modern railway advertising, making a
distinction between the text-only posters and letterpress handbills and the pictorial
posters which he saw as having their origins (quite rightly) around 1897. But, while
being broadly supportive of the railways' adoption of better publicity, he was critical
of the lack of expenditure that the advertising departments had to do their job and
claimed that it could be done much more effectively if 'the higher officials of the
railways' would only recognise its importance.” In total he makes three separate
criticisms of railway directors for not paying enough attention to the need for
progressive advertising or for not providing the resources to do their jobs to their
fullest extent. He ends by exhorting the railway companies to move away from

advertising as a way of extending competition:

...[r]ather would one prefer to hear praise of good advertising, whether
produced by one's own company or another, because good advertising

raises the standard and lifts the whole in the estimation of the public.”

The tone of the article sounds as though it was written by a frustrated member of
GWR staff, which might also explain the need for a pseudonym. On multiple
occasions the 'higher officials’ are charged with being ostensibly to blame for the
under-resourcing of the advertising departments and for using advertising simply as a
tool to get 'one up' on another company. However, it is the response that the article

elicited from what appears to have been another member of GWR advertising staff

that is most interesting.

J. E. Peart responded somewhat angrily to Candidus’ article in the May issue of the

GWR Magazine.” He opened by stating that he had 'fifteen years' experience of

7 Ibid., 103.
7 Ibid.
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railway publicity in all its branches' and that his opinions on railway advertising 'differ
materially in many respects from those of 'Candidus'.*' While being critical of
Candidus' understanding of the history of railway advertising Peart's most dramatic
comments come in the form of the reintroduction of the laissez faire position that, in

the 1890s, questioned the value of advertising at all:

It is a truism that is often overlooked that if all the railways stopped
advertising to-morrow, the public would still need to travel and
merchandise have to be transported form place to place. A fuller
recognition of this fact might perhaps enable railway companies to effect

economy in their existing publicity in certain directions %

In this one statement Peart has not only resurrected a standpoint that even the more
conservative railway journals had turned their back on but also made a tacit suggestion
that the railways could save money by further cutting their advertising budgets.
Candidus' response in the July issue of the GWR Magazine picks up on this point of
view and clarifies his position by stating that he sees a fundamental need for railway
advertising 'to improve, so that the public will not travel of necessity only, but because

they have been induced to do s0'.*

Interestingly, Candidus refers to Peart as 'a colleague' which suggests that they were
both employed by the GWR.* Unfortunately, there is nothing known about the true

identity of Candidus. That there was still a deep-rooted scepticism about the value of

8 J.E. Peart, “Suggestions and Correspondence: Do Railways Believe in
Advertising?,” Great Western Railway Magazine, May 1913, 141,
® Ibid.

5 Ibid.
8 Candidus, “Suggestions and Correspondence: Do Railways Believe in

Advertising?,” Great Western Railway Magazine, July 1913, 227,
8 Ibid.
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advertising on the railways in 1913 comes as something of a surprise. Peart claimed to
have 15 years experience in this business which would mean that he began his career
in railway advertising around 1897, precisely at the time when the debate around the
value of advertising was being played out for the first time. It would appear as if the
more conservative stance of the Railway Times, as demonstrated above, was a

significant influence on Peart who, 15 years later, would still be doggedly attached to

them.

Despite the fact that there was obviously a significant conservative lobby against
progressive advertising strategies, the period up to the outbreak of the First World War
was one where advertising, and its coverage in the leading magazines and journals,
continued to flourish. A more widespread use of cinema began around 1912* while
the GWR (who had employed suph techﬁiques since around 1909%) had, by 1914,
developed their cinematic repertoire into a full programme of five different films
covering England, Wales and Southern Ireland.” September 1913 saw what was
considered to be one of the first public exhibitions of railway pictorial posters in the
West End mansion of the Baron E. d'Erlanger where '[t]he efforts of the publicity
departments of most of the principal companies found representation, the collection
hiding the walls of the hall and staircase from the ground floor to the roof'.*® Further
editorial paragraphs provided figures showing increased receipts on well-advertised

lines that demonstrated 'a conclusive proof of what advertising will effect'.”

8 «Cinematograph Advertising for Railways,” Railway Times, 7 December, 1912,
587.

% A.H. H. Edwards, “The Cinematograph at Paddington,” Great Western Railway
Magazine, November 1909, 260.

87 «G.W.R. Cinema Matinee,” Railway Gazette, 22 May, 1914, 711.

8 «An Exhibition of Posters,” Railway Times, 27 September, 1913, 307.

8 «yalue of Advertising to Railways,” Railway Times, 25 October, 1913, 403.
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As if to cement the standing of railway advertising, the Jubilee edition of The Railway
News of 1914 ran an extended essay by the publicity manager of the Great Northern
Railway, H. J. Jewell, on the various kinds of advertising that different railway
companies pursued. In his essay Jewell makes an interesting distinction between
'announcements' and 'advertising proper' seeing the earlier form of advertising that
writers like Candidus so disliked as merely making an announcement and not, like the

1 He saw the role of railway advertising

pictorial poster encouraging people to trave
as 'primarily... a business getter' that should be eye-catching and far more thought
through than the old-style 'bare announcement of train times... the details being
displayed in such a conglomeration of type as to repel the most eager of passengers'.”!
While he regretted that space did not allow him to discuss fully the best way to design

a pictorial poster he did sum up the raison d'étre of railway publicity at the time in one

simple phrase: '...the art of publicity is to create the recurring thought' *?

It is this shift away from the simple provision of information and toward inspiring
people to travel that the railway pictorial poster was so involved with. Notions about
the role of advertising changed radically at around the same time as the railway
pictorial poster developed. It was no longer good enough to state the journey times,

frequency and cost, designs had to be more subtle and pique the interest, perhaps even

on a subconscious level.

It was in 1914 that the GWR produced what was called their 'most artistic' poster to

date (see Figure 3.8).” In it a woman in a slim-fitting long dress stands on a rocky cliff

% H. J. Jewell, “The Publicity Department,” in The Jubilee of the Railway News
(London: Railway News, 1914), 214
* Ibid., 213.

%2 1bid., 216.
9 «The ‘Cornish Riviera’ Posters,” Railway Gazette,7 August, 1914, 195.
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edge looking out to see while gulls wheel over the waves. At the top the text reads
'The Cornish Riviera' while at the bottom is the legend 'On the Sunny Shores of the
Atlantic'. It is a demonstration of exactly how far the railway poster had developed
from the 1890s to 1914. Gone is the busy composite image and the large quantities of
text, there are no train times, dates or prices listed on the poster and even the name of
the Great Western Railway has not been included. Here the poster had been desi gned
on the back of a notion of place (the Cornish Riviera) which it is assumed that the
public will already associate with the GWR. The image itself stood for what was being
sold: the aspiration for something markedly different from everyday life. In under two
decades, and against a significant amount of opposition from both within the railway
companies and, out with, the railway press, railway advertising, and the pictorial
poster in particular, developed into a truly modern medium of communication. This
rather enigmatic image was expressly designed to create the recurring thought in the

mind of the viewer and reflected a brand that the GWR felt had been firmly embedded

in the minds of its customers.
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Figure 3.8. GWR Poster The Cornish Riviera, July 1914. taken from GWR negative A1684.

The Use of Landscapes in GWR Posters. 1897- 1914

Having outlined the contemporary debates that surrounded the development of the
railway pictorial poster and outlined the cultural context into which they appeared the
following section will specifically scrutinise the use of landscapes in the GWR's
pictorial poster output up to 1914. As has already been discussed, there are relatively
few GWR posters surviving from this period and their reproduction in the main
railway journals and magazines provide the best sources to analyse them. It should
also be borne in mind that the GWR were by no means alone in their use of landscape
imagery in their pre World War One output. Taking the poster output of the Great

Eastern Railway (GER) as an example it is possible to see that landscapes often

132



feature as the primary visual content, as with The Charm of Poppyland reproduced in

the GER company magazine in 1914.*

Wigg's research into the Edwardian poster has led to the conclusion that the GWR
'was content to use a fairly standard style of design whatever the resort'.® However,
this overlooks the fact that the GWR did not solely advertise resorts through their
posters; just as often they were marketing broad regions such as Cornwall, Wales or
Ireland and, in these cases, their approach was markedly different. The following
examination of some of the GWR's posters of the period will outline that, while a
GWR poster could be easily recognised, they were not necessarily all of a single type
and their use of landscape was specifically designed to establish certain characteristics
as being associated with the regions depicted. It will be argued that their use of

landscape imagery was not so much passive place-picturing as active place-making.

The landscapes chosen to be depicted in the earliest years of the GWR posters can be
seen as essentially sublime and picturesque; sea cliffs with crashing waves, ruined
castles surrounded by autumnal trees and the sun setting over the sea give a distinctly
romantic flavour to the landscape. Key to the designs of these posters in particular is
the fact that many are devoid of tourists. Typically, the designs that include people
show them as historical figures, often in traditional dress or carrying out the traditional
activities of the period and location (for examples of this see the discussion of the
early posters of Wales below). Where tourists are included in the posters the
landscape, where pictured at all, is of a distinctly different character. The 1908 poster

Newquay Cardiganshire (Figure 3.9), designed by Fraser, is divided into three panels,

%E. A.Evans, “Some New Posters,” Great Eastern Railway Magazine, May 1914,

147.
% Wigg, Bon Voyage! Travel Posters of the Edwardian Era, 9.
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(itself demonstrating the somewhat segregated nature of the GWR's representation of
landscapes) the top panel shows tourists on a beach with deck chairs and marquees.
The surrounding landscape is little more than a beach scene that appears as if
secondary to, or subjugated by, the tourists themselves. This is in direct contrast to the
unpopulated landscape shown in the lower panel which seems to be specifically
designed to dwarf the tourist/viewer. In this way it can be seen that, far from adopting
an homogeneous approach to their poster designs, there were at least two key tropes in
the GWR's poster designs: tourist-focussed element which invariably included images
of tourists and appear to have been designed to appeal directly to people through the
use of narrative, activity or the promise of a personal, bodily, experience that could be
considered as 'other’ to the everyday (in most cases this can be characterised as
relaxation) and fopographical designs that tended not to include people and made use
of the aesthetics of the sublime and the picturesque to appeal to a romantic, quasi-
historical, appreciation of the landscape. Occasionally, as with the Newquay poster,

these two elements were combined but significantly kept separate and apart from each

other.

134



Figure 3.9. GWR poster Newquay, 1908, taken from Wigg, Bon Voyage!, plate 30.

Charles Musgrove, writing in 1914 about the best ways to enjoy a holiday, identified
two reasons why people go on holiday 'those who go in pursuit of pleasure and those
who go in search of health".%It is important to stress that these two categories do not
link directly with the two broad types of poster described above. It is, however
significant to point out that the posters of this period, whether tourist-focussed or

topographic, can be seen as reflecting these two motivations of pleasure and health.

Somers Cocks listing records a total of 145 pictorial posters produced by the GWR

between 1897 and 1914 although, as has already been pointed out, it appears as though

%HCharles D. Musgrove, Holidays and How to Use Them (Bristol- J W Arrowsmith
Ltd, 1914), 10.
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there are some gaps in his work.” An official GWR list of posters produced between
1897 and 1929 records just fourteen titles before 1914 although it may be assumed that
these were designs that were considered to have been of some merit.® All told, it
would appear as if the GWR were producing, on average, at least nine pictorial poster
designs a year. Many of these early posters do not survive and, in this respect, the
shorter GWR list has provided vital information as it records negative numbers of
photographic copies of the posters included on the list. In some cases these negatives
have survived in the collections held by the NRM which has allowed for the study, in
this chapter, of designs not seen for possibly over 90 years. Where a poster design has
been studied as a contemporary photographic copy, the negative number has been

included in the footnote.

The 1898 poster Picturesque Wales is only slightly less busy than its contemporary
Ascot Races but it carries less text and is, as the title would suggest, far more
picturesque in nature (see Figure 3.10).” 1t shows a woman in traditional Welsh dress
sat at a spinning wheel along with a view of an historic building and a view of a
rugged mountain and lake landscape. The dynamism of the Ascot Races poster, which
shows a throng of carriage and four dashing off to the race meeting along a busy road,
is not present. No tourists are pictured in this poster and the overall feel is of a place
frozen in time, again, offering a chance to experience the sublimity of the mountains

and the quaint old-world-ness of the locals.

97 Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947, 25 - 33.

% Great Western Railway, “RAIL 1014/38, Posters”, ¢ 1929, The National Archives.
% Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947,” 25. Held by the NRM as GWR negative B5757.
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Figure 3.1«. GVWR poster Picturesque Wales, 1897. taken from GWR negative B5757.

The ¢ 1899 Picturesque Wales, unrecorded by Somers Cocks, (see Figure 3.11) poster
continued this theme with landscapes framed by a, somewhat florid, floral border 10
While there is less text than the previous design the landscapes shown, a town and a
castle, are situated in picturesque countiyside that is denuded of tourists. It is the
landscape itself, and the experiences that can be had in it, that is ostensibly being sold
and not the provision of specifically tourist experiences as might be found in a resort.

Again, in the poster from 1899 (see Figure 3.12) the landscapes, framed by a floral

1MHeld by the NRM as GWR negative B5764
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border, are without any sign of human activity at all. 1@ The mountains and valleys
appear to demonstrate the scale and nature of the country in a way that is more
redolent of the 1850s Wild Wales of George Borrow than the country that, by the turn

of the twentieth century, was increasingly becoming an industrial power-house.i®

Figure 3.11. GWR poster Picturesque Wales, 1898, taken from GVVR negative B5755.

10 Somers Cocks, “A Survey of Great Western Railway Pictorial Posters, 1879 -
1947, 25. Held by the NRM as GWR negative B5765

1® George Borrow, Wild Wales. Its People, Language and Scenery3 vols. (New
York: AMS Press, 1967).
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Figure 3.12. GWR poster Picturesque Wales, 1899, taken from GVVR negative B5765.

1900 saw a subtle change in the way Wales was pictured in the GWR posters with the
appearance of tourists in the landscape (see Figure 3.13).1BIn this design a picturesque
boating lake is framed by a stand of trees while a carriage full of tourists heads
towards the waiting boats at the water’s edge.104However, while tourists made an
appearance in this design there is still a strong element of romanticism in the image. In
the foreground can be seen a group of people working in the fields. Far from being
resentful of the tourists now in their midst they are waving happily at the carriage as if
1BHeld by the NRM as GWR negative B5767.

B1Somers Cocks, “A Survey of Great Western Railway Pictorial Posters 1879
1947,” 26.
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welcoming them to their country. This notion of simple, happy countryfolk, a
domestic take on the 'noble savage' ideal that saw Tahitians as popular guests in
fashionable eighteenth century salons, is typical of much of the tourism of the early
1900s. Those who could afford to do so often travelled to the more isolated regions of
Great Britain in search of people who, untainted by the almost unstoppable progress of
the industrial revolution, living what was seen as a more authentic existence, close to
nature and unspoiled. It was just such a fascination with the more "primitive" people
of the British Isles, especially those of what was known as the Celtic fringe, that saw
tourists travelling to, and eventually aid‘ing the disintegration of, the small island
society of St Kilda off the west coast of Scotland. Unfortunately, in this case the
islanders' gradually became 'disillusioned and demoralized' by the 'malign and
cumulative influence of tourism' and their society began to wane.'® The inclusion of
happy "locals" toiling in the fields but happy to be a spectacle for the arriving tourists
in this poster points towards an almost subliminal colonialism on the part of the GWR

who are continuing to present an almost Eden-like vision of Wales,

105 Charles Maclean, St Kilda: Island on the Edge of the World (Edinburgh:
