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Abstract

My thesis examines the intersections between railway and cinema spaces to demonstrate
how crucialthese technologies were in alteriifg in Britain. The project focuses on

the period between 1895 (the birth of film) and 1948 (when the railways were
nationalised). Access to railways and cinemas was predicated on payment rather than
birthright: in cariages and auditoriums, consumerism évas theoryd inclusive.The

two technologies were thus crucial in transforming public space from one of privilege to
one of mass consumptionanalysethree spaces: inside carriages, the interiors of
auditoriums andhe spacenscreen to demonstrate how trains and moving images
affected in material ways peopl eds exper|
connect the intersections between the railway and cinema to a broader eafvativ

Br it ai n 0 sandth@ustraalcandgalitycal changae the period.

This interdisciplinary thesis draws on a variety of fields including film thdusyory,
geography and sociolodg provoke a reinvestigation tiie cinema and the train in

British culture. Archival reseah is central to the thesis, as primary sosi@eate a

material history of botthte r ai | way a ngbnldeiinrBatamaThe | mpact
projectds historical n aceptual enalyss.use moviagl s 0 i |
images as archives, proposing that films help us access the past by releasing stored time
and space onscredn.exploring the connections between the two technologies and
everyday life, the theselsoaddresses transformations of public angate space,

gender and work, domesticity, tourism, and British industry. My research is articulated
through a series of case studies incorporating royaraal, ambulance carriages,
passengetrains, and railway movie theatres.
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INTRODUCTION

On a train bound for Cornwallvorking-class couple Herbert and Edna sit discussing
furniture. Further down the corridbourgeoigVliss Bourne protests at havitgshow

her ticket to the guardn First ClassRichard Winthrop, a welpokensportsman,

objects to a lower class passengerinotd i ng on hi whenwaudeellé starc ar r i
Tommy Gandebursts into heprivate compartmerjtigure 1} The travellers in Walter

For de 0The Gh@stTiairare from all walks of life: they are warlg, middle ad

upper class, they are detectives and comegdiaam and womehYet they all share a

train journeyBoth rich and poohadinhabited actual railway spacesritdhe

p as s e n gmeeptibrird825) \Gith First, Second and Third class ¢itskon offer.

And, after the cinemads invention

in 1895, people from diverse
backgrounds also inhabited
auditoriums. Audiencef®r The
Ghost Trainlikely occupied

movie theatres in which factory k
owners sat (albeit in more
comfortable seatg)longside

theiremployees. Athree

spaced on the trainjn the

cinema, and in the representative

space onscreénwere Fig 1: Gander antagonises Winthrop through the
. window of a first class carriage ithe Ghost Train
transformative. (Walter FordeUK, 1944).

Inside trains and movie
theatresaccess to public space was predicated on payment rather than birthright: on the
railway and in the ciema anyone could buy a ticket so long as payment was met.
Theatres, private horabr awn coaches and gentl emends ¢
that remained inaccessible to particular groupsuding the working class and women.
However the railways andinemawere inclusive and s@volutionised British society
by offering space for mass consumptiBassengers and spectators were sold new ways
of seeing and moving; indeed, the carriage and the auditorium commoditised an
experience that made movemeigual. In doing spboth the train and film materially

transformed how peopleteracted with the world.drgue thaas a resujtherailways
1



and cinema shaped everyday liie order for us to understand how the technologies
impacted on daily life it9 imperative that we investigate not only the train and film, but
also thephysial and conceptual intersectiobstween them

I n the period between 1895 (the birth
railways were nationalisedail and filmwere cruciat o t he nati onds part
experience of modernityrhe train and cinema created actual and vicarious tourists in
an expanding leisure industry. Both aisgproved social mobility ancadically altered
vision andmovementThe historical intersections lyeten locomotives and projectors
(in both figurative and physical senses) are well documéredticular attention has
been pai d t o nchaencinemaih filmasyudieshTe ntf 1 awien 6 s | mp &
genre, distribution, filmic language, productiardaepresentation has long informed
the field? But so far scholarship has overlooked how crucial moving images and the
railways were in altering thieves of ordinary people at a time whgaing to the
movies and taking the train were everyday activif®gl and cinema were the natrs
dominant mass medidn 1928 passenger numbers reached 1,300miNidile
moviegoers purchased 1,027million cinema tickets in f®#sed on these figures
every British citizen took approximatetwenty-nine train jouneys and bought twenty
one film tickets per year at peak levéldy thesis thus offers mew culturalhistory of
the railways and cinema that focuseshow thesetechnologies impacted on daily life.

| investigate theritersections between rail and the moving image, in particular,
because the coections between the traamd film provide tangible evidence of the
technol ogi esd®6 mat er i alBetweern 1835 amne aMBheons i n
railway and the cinemaonwerged inthreeways. First, ail stations and brah lines
were used as film sets. The railway provided locatmmtnlyfor fiction films (in The
Ghost Trainand thel929Flying Scotsmanamong othejsbut also for newsreels and
documentarie& For exanple, both oyal carriages and wiéme ambulance trains were
filmed by newsreel companies and so becabiquitous in popular cultur&econd
movie theatre architecture invaded the carriage when in 1924 the London and North
Eastern Railway Company (LNERYit an auditorium on a traihThird, the
technologiewvisually intersectednscreen

In the fifty-three year periqdat least twentyfour fiction films were produced in
Britain thatfeaturedtrain journeys A product of the secondave industriatevolution,
the filmic medium often referred to the fistave locomotive as a signifier for the
modern, machine age. Hundreds of short films made for news programmes documented

advances in rail technology, boasting of spédyirig Scotsman to Beat Timéta
2



(1932) or innovation First Streamlined Diesel Trai1932).'° But the train was also a
metaphor for fearabout classgender, and even film goingrom earlycinema# 4 Kiss
in the Tunne(1899)via silent drama he Wrecke(1928)to sound featur&he Lady
Vanisheg1939),films aboutcrimes set on the railway reveal contemporary cultural
anxieties about the authority of images in a world awash with new ways of.Seking
an era of industrial and political declirtbe plethora of railway fiction,atumentary
and newsreel films is significant because the movies reveal to us now how potent the
train was as a symbol afodernity within British culture™
In examining historical rail and cinema spaces my thesis asks thnee mai
questions. First, how didhe technologies nt er vene i n pe?decbng,6 s e\
what does the convergenakthe railway and cinemashawo us about t he
specific experience of moderntyrhird,in what ways are the histories of the train and
film connected to brader discourses about class, gender and empire in the pdiiod
answer these questions, | relyanchival, material evidencégive equal weight to
sources including films, personal testimonies, govemtmecords and the daily press,
arguing that movingmages evoke the taiay spaces of the pastnd scare archives
that offer us a new approach to accessing histomgoing so, linterrogate the
connections between specific trand cinema spaces and a witlestorical narrative
that is concerned with empire, war, gender and classhermorel offer conceptual
analysis in order tmake sense of the patterns that emerge from historical study.
Thetwo technologieprovide aframework for a broader investigan into the
nati onds par tibothrhodenityandgn emergeglasars ecanbmy
predicated on mass consumption. Throughout the period, capitalisfiumdamental to
changing industrial practices that inclddbe growth of advertisingnd purismin the
nineteenth centuryandthe production of mass consumables for the hiontiee 192@.
The transformations wrougbn British societyoy capitaism were central to modernity
becaus¢he machines and mass consumables that flowed through isapigdivorks
al tered peopl e&sowwe bnderstarthe intarsedtions betyben
modernity and capitalism is vital ntet onl
how we comprehend the rail a nednation. | m i ndu:
In brief (I expandn these issues further in the Literatuevigw) | identify
modernity as periodthat begamwith the industrial revolutionivhenthe new industries
of mass production commoditised space and time. One consequence of technological
automation was that machines mediated experiences ahovement and vien, and

so changed how peopiateracted with the world in material ways. Inveatigghow
3



technologies intervened in mobility and sight enable us now to consider how modernity
was o6exper i en c'Differénynations,alouppancdimividuald
experienced modernity in specificays depending on the technologies available to
them

On therailways,in thecinema and onscreen we see thatlernity and
capitalismwereexhibitedin physicalandrepresentative spaces. Both technologies were
products of mass production and were chal
of modernity at two different historical moments. Locomotimaslt in the firstwave
industrial revolutiontransformed the movement of goods and people and so contributed
to the expansion of capitalist networl#e train set in motion industrial, socialdan
political changes thahade manifesh cinema in 1895. Film was a creation of second
wave industrialisation (which was a revolution reliant on chemicals and electricity
rather than coal and steam) and was conducive to a more {based economy.
Noneheless, there were similarities between the two technologibsthithe carriage
andthe movie theatre@ne submitted to the bodily experience of commoditised
medided moving and looking. One also travelled on eitdwtual, or vicarious,
journeys™ Moreover the railway and the movie theattepende®n more and more
peopleparticipating in thgrocesses of economic exchange. Inside the carriage and
insidethe auditoriumall patrons stensibly were equal, asdlusivity led to the greatest
monetaryreturns for business owners.

Inorder forBritain 6 s capit al i st itwasnecessarggat livimg c on't
conditionsand equality were improved for ordinary citizemgains enabled people
from al walks of life to travel. The rail journédys p saianlcaaided with a shift
in political will that saw the first, albeit tentative, steps toward democratic
enfranchisement with the Repeasation of the People Act in 38. The firsthalf of the
twentieth century witnessddrtherideological transfomations that led to greater
(although by no means full) equality for women andviloeking classes® And
following the First World War (which thgovernment presented as a fight for
democracy)enfranchisemerincreasedy fifty per cent'’ The greatest exqmsion of
suffrageinthe n at i o rerdakledVoinen bverrage thirty and the pdor
participate in deciding elections in 19Ehdculminatedn 1928 when women achieved
voting rightson parity with men

Vi sual me d i a 6 s late-mineteenth and eadiyierttieth i n t he
centuried vari ously desciodsbetiag@anddéoapeuatacl e

6spect ac d énabled ideas; ds well &s goods, to be commodifigedngside
4



films and train journeys, newspapers, photography and teingmll offered people
new visions of the world?osters taught spectators about the commodities on offer in
local department stores, whilewsreels gave audiences unprecedented visual access to
subjects including royalfywar and sporting eventas the prodction of visual
i nformation increased so too did the publ
alter British cultureThusthe cinema and the train contributed to forming a more
egalitarian societthroughexpandingacces$othto new sights ahto moreinclusive
public spaces

Yet thehistory of carriages and auditoriursisnultaneouslgxposeghe
ideologicalconflictsthat persiste between different classegendersraces and other
marginalised groups$n The Ghost Trainthe filmnot onlydepicts an inclusive space
shared by peale from all strata of society, but alsgpresentslivisions between
characters who exist within a social hierarchy. Professional sportsman Winthrop
commands respect from workiodpass comedian Gander; Jacleferst o0 her hus beé
commandsAnd ectual, as well as imagined, railway and cinempacgs remained
divisive sites wheréhe established patriarchal system was at odttsivations of
egalitarianismFor exampl e, the | ocomotadtona@ihase s ucc
relied on the exploitation of subaltern
Disparities remained between customers whose seats were arranged in different sections
according to ticket price. Passenger segregation in trainsiédivin chsses ranging
from First through Tird) even coincided with, if not influenced, the widespread use of
6cl assd to s igmlieffrgy Rehaas irdicates thaawhileshe cinema
accommodated all classes, those classes did not often coment#oteath one
another’® Thustrains and movie theatres exposedsions betweethe personal and
communal, for the technologies forgadvate individuals to traveh public arena.

In doing so, ail and cinematic technologies reinforced divergencesdsst
both people andpacesand simultaneously integrateésparae consumers in a
collective | argue that the tensions between public and private that existed in rail and
cinema spaces prompt us to reconceptudlisdistcn ot i ons of siethear at e
period?! Instead, | contenthere was fluidity between the personal and the communal,
interior andexterior that was manifest not only in carriages and auditoribatslso in
diverse examples includirsgientific discoveriegsuch as the-xay) andlegislation
concerning land ownership.

The frictionsbetweerthe public and privatespheres, inclusive and hierarchical

spacesand eventhetwbo ec hnol ogi es® sucaoaedd exnd tehwee m
5



broader histoy in the periodIn fifty-threeyears he nati on witnessed
reigns, two world conflicts and industrial declitat wasbegun in the nineteenth

century and exacerbated after the Second World B¥at948§ Britain was in debt to

the USA, faced wars with coloniesdemandlg i ndependence from e
clearly a fadi AGhegatiom pas kransformedffom & leadicge . 6
imperial power to a secondary international influence, which weakened both economic
growth and claims of modernitiAowever, despite stacsetbacks the nation did

experience improved quality of life ad peoplehadmoreopportunities to ecesgpublic
spacewvith better political right$® The inclusive yet divisive spacestadins and

movie theatresffer material evidence that makes tangibl B r i conglicateikscial

and politicaltrajectorybetween the lataineteenth anthe midtwentieth century.

The thesis, then, tracesw railways and cinemas transformed public space in
Britain by marryingtraditional notions of the public, privated social hierarchwith
progressive conceptions of egalitarianisnside rail coaches and movie theatraesion
and mobility were mediated by technologies of mass consumpaogue that
cariages, auditoriums and motion pictucgsnmoditised spacen ldoing sgthese sites
enabled peoplt experience environmesithat offered not only inclusivitybut also
elitism. | also propose that the intersections between train and filmic technologies are
connected to the social upheavais @ultural transformations that were experienced by
the nation between t he c o figuringgoftioefrailveaysn e ma
The intertwined narrative of the train and the moving image not only provides a new
material history of British culire, but also provokes a reinvestigation of the wider
issues at stake in the period, including gendass, and democratic reforinside past
carriages, auditoriums arlde onscreespace®f the pastye learn today about the

transformations wrought byodenity on everyday life in Britain.

AHi story of Britainds Rail ways

The railways frequently were (and are) represented in popular culture from their

inception to the present dayith novels, paintings and films representthg
locomotiveastheepi ome of humans 6 2The reilway sidnifiechote n d e a
only manki ndo6 shatuebut also she maoolern eaycennoting a timeframe

that took place in the here and nBlrains appeared in paintings frageorge

Cr ui c k 3he RailwagDsagont o Er i ¢ Ravi Trainlandsdps every
[figures2 and 3.*° Railwaysalsof eat ured in | iterature fron

epicP ar ad etbreughBoTd S EcomeditdSkimbleshanksThe Railway Cai?’
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But whilereaders are likelfamiliar with mediated

depictions oftraind he speci fic h ainod
rail network may be less well known. Here, | offer
an overview of the nat v, f ol

brief account about British cinema, to provide a
historical framework thnagh which to approach the
thesis.

In 1825, tavellersinitially were enthralled

by revelatory views from railwaysvhen the

wo r IfidtGteampowered passenger tradegan TR R

operatingon the Stockton to Darlington line the
i L . Fig 2: George Cruickshankhe
north of EnglandDespitehe servicé s i r r e g U Rafwhy iDrhgbn(©851-1850).

the railwayproved successful and in 188Gew route g 3. Eric Ravillious Train

was openetb transport passengasetweenthe larger ~ -2ndscapdl939).

cities ofManchester and Liverpool. Early [ iy SRRl
carriages did not have inside spaces: 4
passengers sat iregecoaches and wagons
attached to the engine by chains. Soot,
sparks and a lack of suspensaproved
problematic for travelleré® First-class cars

were ths enclosed and fitted with leather

mufflers to allay complaints from thosayingh fo ;T{oréxpensivé ti‘clzeféi?‘ I-‘Ibwevér,
third-class coachegmained open until 1834.

Only basic provisions were provided d
neurologcal condition associated with travel at great speeds in uncomfortable
conditions)® Passengsbanxieties about crimeverealso prevalent on a railway
network that featured enclosed carriages that afforded no means of outside
communicatior> T h e  p udars aboubnsurdér, kidnap ameft inside trains were
commonin the daily press and cinema eva the midtwentieth century.
However, ail travel improved throughout the nineteenth centasyfeight, mail and
people all routinely were transported bimay.**The rai |l ways were on
most successful exports, with rail networks built across North and South America,
Europe, Africa and Asia. Trains were ess
the empire and Britishuilt railways transportedoods in colonies including India,

Kenya ancEgypt.Qu een Vi ct or i eéweenanesorcahd Paddimgtortim a i n
7



1842encouraged the British public to venture inside carriages and passenger numbers
rose®

Throughout the nineteenth centurgil conpanies expandeabth onboard and
station facilitiesand so improvethe services on offer to travellets.1845t he t r ai n¢
crucial role in developing the tourism irgtry was evidenivhen the firscommercial
Thomas Cook tour took placetbeen Leicesir and Liverpoof* Britain introduced the
sleeping car in 1873 (albéhirty-four years after the Cumberland VallegiRRoad in
the United States) anfd first dining car in 187@also launched after its American
counterpait®® Midland Railway abolishedeconeclass coaches in 187ABhich
encouragee more egalitarian travel experiermereducing the options available to
travellers, while also creating aegter divide betweemaose in First and fird. In the
1890s, whempassenger serviceggan to excabdemand for goods#he rail companies
invested in carriages with througlorridors, lavatories and more advanced heating
systems? As demand for rail services increased, so too didpaiition between rail
companies.

Following a brief period of governmeoontrol during the First World Wathe
Railways Act 1921 was passed, which redutedtotal number of rail companiesth
effect from 1923Theremainingd Bi g opevatorss@re London, Midland and
ScotlandLMSR), London and North Etsrn, GreatWesern (GWR), and Southern
(SR). The fouorganisations were formed from the myriad companies that existed p
to legislation. The governmeancouraged theemainingnetworksto further improve
services,whichb r ought about a OGuntdvaelasnvalaeged i n Br
intensified. All four had also to contend with growing bus services and affordable motor
vehicles andsoused both tourist destinations and technological innovation to advertise
their servicesFor example, the Great Western Rayvggenerated publicity in 1925
with a poster campaign that encouraged h
Fi r¥sTthée. adverti sement sold both a holiday
Cornish Riviera Express route. Cornwall was likehed |[ijn &slhape, [&]limate,
and [n]atural[bd aut i esd (referring no doubt to th
pictured landscapeyR promoted services with a modernist poster that enticed
travell ers 0 Sout WhilefLNER inWiechpasseagers Shoardstlie inewe
&lying Scotsmadservice[figures4 and 5]

In 1927 passenger returns and route mileage both peakedhroughout the
1930s railway technology continued to evolV@roviding luxurious services was

paramounfor the companiesvit h t he LMS investing in pro
8



experiments in the designing of seats that will ensure the
comfort of pas ¥ee g ER wentdof
great lengths to tempt passengers onto their trains: bet

1930 and 193%he company introduced headphones and
wireless service for all firstlass ticket holdergs well as
hair salons, cinemas and cocktail biduast were available to
all travellers* In 1934 t h Elying Scotsmadlocomotive
broke the speed record, reahone hundred miles per

hour for the first timeln 1935, he Great WesterRailway
devised anewsystem for sending telegrams from station
Fig 4: SRod6s 0O

Sunshined adyv
(1929).

platformsto accommodate lashinutecommunicans®*?
On the Southern Railway,egdtrification of major lines led
to quicker journey timefor commutersBy the mid
1930s, passengerso needs wer
compani esd0 agendas.

The 6Big Fourd continued
until the outbreak of war in 1939, whegovernment
once again brouglthe railwaysstatecontrol. After the
conflict, disputes between railway companies and
collieries about freight services threatened the stability
of the mining industry? Declining standards of

passenger services also unde

to rebuild the infrastructures broken in wartjméth

Fig 5: LNERGS
Flying Scotsma rolling stock and track in need of urgent rep4fras a

result, the British government passed legislatimoh947
that nationalisethe railways in 1948. The age of the railway was over and buses, cars
and airplanes offered passengers faster, more mo@ael alternatives.

AHi st ory of Britainbés Cinema

The cinema in Britain initiallyvas mobile. Short, singleeel silentfilms provided

cheap entertainment at fairs for working class audiences. Bioscopes (travelling movie
theatres) were transported ana the country by railway, offering provincial crowds the
opportunity to see the new technoldgy. on Burr owds hi story of

|l ists O0shop fronts, workshops, houses, s|

warehouses, garages, stablgub annexes, cleineeting rooms, and evénéan]
9



indoor Russian fish mar k*Betveeml905larmid%% i on s
Hal eds Tours exploited filmdés connecti on:
across both North and South Ameriand Europé’ The auditorium was designed to

mimic the interior of a railway carriageith the screen standing in for a window and
steam, fans and whistl es *“Tuhgemeantttirnag tsi poencof
in Britain likely wasexacerbateddth by tre 1909 Cinematograph Act (legislation that

aimed to license film shows and so make theatres safer) and the development of

narrative cinema.

Narrative cinema&ombinedinear editing and crosscutting techniques that
enabled filmmakers to produce rtitdeel stories. While motion was still inscribed on
celluloid, cinemas became static entitiesiadiences watched longer picturBy 1914,
there were 3,800 registered movie theatresondon?® Labour shortages in the First
World War led to widesprearosures and mobile cinemans weraleployed to
disseminaténformation films>® However, the movies were by now part of the fabric of
British life and tleatre numbers soon rose. In 19@&¢tordedsoundaccompanied
motion picturedor the first timein thepioneeringAmericanmovie The Jazz Singer
which addedo thec i n e ma 6 ' ThatoyeagHefirsy British movieto feature
sound(the 1927Blackmai) wasalsorecordec’? Sound transformed not only film
production but also receptiorgltering audience 6 behavi our . nEmmr t he
longer talked through a silent movie with intertitlbat silently listened to onscreen
dialogue.

I n the 1930s the épicture pal aVast6 do m
auditoriums were decorated with luaus materials that referenced styles from ancient
Egypt through to modernism. Movie theatres housed cafés, restaurants and bars.
Middle-class audiences greéw numberand as a result cinemas sprang up in suburban
locations>® Richards argues h at  6-foing Vias irdimputably the most popular
form of entertainment in Britain in the 1930®ith attendance steadily increasing
throughout the decadéBy the outbreak of the Second World War in 1988vie
going was no longer just cheap erderiment but rather an essential activity that
enabled peopl® participate in public life,and he 1940s was consi de
of British cinema.

During the war,lte government initially orderedovie theatres to close for fear
that audiences wddi be targeted in bombing raids. The decisias shortived, as
fierce public objection forced poliapakers to backlown. Ticket sales continued to

rise and the cinema played a vital rol e |
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with newsreelsinformation films and fiction all contributing to narratives about the

natondés fi ght .t ovokv ioen tdhee alteraedsi ng pl décle i n

particularly[é ] in many towns which receif@r egul ar noti ce®from
Onecommentator anticipatetiatas a consequenéea f t er t he war ,

may take a more importantandvery f f er ent p | 3However, the soci al

predidion proved false. In poswar Britain, the once booming film industry fell into

decline: prodation was subsidised by the USA, theatres closed and audience numbers

fell. Like rail, the cinema was a nineteeitntury relic that was supersededngyver

technologies and was affected by changing consumer hablévidion, whichoffered

viewers entdaainment within thdhome,contributedo (although was by no means

solelyresponsible for) waning cinema attendance throughout the 1950s.

M ethodology
In order to outline my methodolggl f i r st tur n tThe ANactchod | de
Everyday Lifewhich examines how people appropriate the languages, spaces and
commodities of mass culture in their daily livésdis investigation of everyday life not
only resonates with my owbut also provides an analogy pertinent to my overall
approachin the bookde Certeap r obl emati zes the O6rel ati or
writ i ng and t hegidemce and ihterpmetatior) xhtodgh § comparison
bet ween people traversing New Yorkoés str
top of the World Trade CenttéHear gues t hat those on the ¢
possibilities of movement and visionageth negot i at e intéfacec i t y o s

But the person atop the skyscraper is
6fiseei ng dréhseormethevotldeinto atexf’!include the example because it
articulateghe duality of my approach. On one hand, | use qualitative and quantitative
data from archival sources to establish a material history oailweay and cinema in
Britain. | aim to create aistory about how people moved and looked inside carriages
and auditoriumsOn the other hand,use theory to contextualise pédop 6 s ever yda
experienced. interpret specific evidence about railways and cinemafnm a hi st or i
perspective, which is wessarily one distant from the events of the past.

| argue that through the specific we aréeab make sense of the wholeyM
thesis operates bothonthegrovmch d f r om a  |bHoicondedt¢rainegnd v i e w
film with Britainbés parti csmanddeclimekoper i enc
example, in Chapter Three e x a mi nseemplognmeiet ondrailways and in

cinemas through filmic representation, personal testimonies and theasy | then
11



l ink tangible evidence about womends occ
enfranchi sement and women 0 %odse thisvori Il mobi |
drawon researcly scholars including Frederic Jamesbeonore Davidoff and
CaherineHall, and Janet Wardtt.While their works cover diverse topiasirfeteeth-
century life in Britain twentieth-century mass culture, and Weimar Germany) all four
sdholars examing¢he connections between the material and conceptual in historical
studies. In Davidoff and Hald s @erseral,testimonies by nineteect#mtury diarists
are usedo investigate the everyday livesrmofddle-class British women. The authors
frametheir historical evidence within a conceptual narrative about ideological public
and private sphereB.ut whi | e D a vmettiaa infomsany a@wvnjRyaMork 6 s
is complicated by the broad spectrum of fields thraterpin my research

In orderfor a dualistic approach to make sense the thesis is interdisciplinary in
scopeAchieving crossdisciginarity was one of my goals when | started the project: in
film studies the texts one analyses necessarily are contextualised by models and theories
in different fields. My thesis does not just offer readings of films but also railways,
everyday life and British culturelThe thesiencompasses disciplines including history,
geography, architecture, sociology and politiasontend that interdisciplinarity is
useful because it helps us make seffisegast that is complex amwt easily desdoed
within the paameers of traditional subject¥hat is not to say that interdisciplinarity is
without flaws. In encompassing a wide range of subject aveashas to avoid takgy a
@i c k oappdoaamthaborrows theory always to support particular arguments. As
such my work critically engages with subjespecific theory and applies concepts in a
logical way. For example, mgonceptualising cinema as an archive is best rationalised
by examining the inteections between filmo and historical studie$.approach
material evidence as a historian, using archival sources including film, personal
testimonies, the daily press and government recordsramicle what and how people
interacted wih cinemas and ¢hrailway.l thenturn to moving image studies, spatial
theory, sociological studies and archive theory to interpret that evidamtévestigate
why cultural changes took place.

The thesis relies on specificity in order to elucidate the gerseralarowing the
focus of my research was crucial. While trains and cinemas offer us insights into the
materiality of everyday lif¢ he t echnol ogi esd histories a
to be refined. Consequentlyuse four case studies to provide tdngjievidence of how
rail and film transformed space and ti me

royal transport, ambulance trajrise femalevorkforcein carriages and movie theatres,
12



and cinema coaches. Each case examines the material apgtoahconnections
between the two technologies and provides insights into how the lives of particular
people were transformed. We are thus able to investigate how rail and cinema impacted
on a vaiety of British citizendrom different walks of life

Thetopics covered by the case studies are each crucial to the thesis for two
reasons. First, there is extensive evidence in archives that indicates the four subjects
were pervasive in popular culture. For example, dflyurt Circularéin the pressand
regular newsreel filmsallude to widespread interest in British monarchs taking trains.
The prevalence of particular rail and cinema spaces in mass media not only makes for
more cogent researdbut also suggests peoptautinelyinteracted with those space
everyday life. Second, the case studies are connected to aspects of British culture
including class, gender, war and the leisure industry. As a result, the four examples
enable usto considerhe | mpact of rai l and crcesefma on
modernity

Within the case studigkrefer to four main archival sources. These are: moving
images and other visual media, the daily press, personal testimonigsvandmental
or business recordAll these resources provide material evidence of the past by
documenting how people looked at, moved through, and interpreted space. Recognising
how these media interpret, as well as reveal, histognddmental to my analysi8s
Carolyn Steedman comtds historians must address the gap between archivates
and how we conceptualise the p¥dtor exampleJanefThumin reveals the gap
between representations of women onscreen and the everyday lives of people sitting in
cinemas’® Also newspapers remb history according to the political bias of each
publication and in doing so creat@riances between titles as wellletween articles
andactual eventsSuch differences exist between all souraed what they represent
Frederic Jameson explains separation between an event and the historicising of that
event in his theory °®He tahses edrptosl ihtiisctadr yu ni
except through textual forms, which are both fantasies of, and disconnected from, what
is real. In additionour readings of the past are always influenced by our positions in the
presenf®

Historiographywhich is the interpretation and writing of history always the
rewriting of what went before, as every historian adds a new interpretive layer to
narratives of the past. | contend that even personal testimonies are contributory layers
that are distinct from what is real. Phil

perfect historical source documentod) as
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indexical trace of historical everftSWe might identify prsonal testimonies as such,
for they meet both criteria. Howevérh e 06 de al chronicledb6 off
Sociologist Pennppummerfield theorises that as personal testimonies rely on lamguag
(which is metaphor), autobiographical ac:
constructions fdrmed subject to, rather than objectively of, ideological discodfses.
But this does not mean archival media are notrelifed t hese | ayer s of
become part of .%ttheeeforeread allsdurceirfcluding fing y 6
newspapers and personal testimonies, whichirareed to alreacharchived accounys
asreconstrugbns ofthe past. | rely on these sources to ke visible the invible
throughexamining their representationslived experiences.

Moreover, | assethat movingimages are archives, amddoing sooffer afilm-
studiesoriented theoretical framework fasing movies as primary sources in historical
study | arguethat the images captured on celluloid store both time and e the
film is projected theast is released in the present, restamadthenre-storeduntil the
next screeningMotion picturesthereforeare not just archived but also archives.
Newsreels, documentaries, infoation and fiction filmffer more than merely visual
representations of the spaces they dapiots cr een because they in
spaces of yesterday that we can no longer visit.

For examplethe 1936 documentalyight Mail romanticises the British
Travelling Post Office throughotipling stylisecc i ne mat ogr aphy with V
poetry®® However the film also describes everyday life for the mail train workers, as
viewers see men sorting letters into pigeonhaed Post Office apparatus catching
parcels from speeding locomotivésuggest that in rehinking our relationship with
the moving image anitk historicity weare able to acces$ise past in new waygilm
has the potential to transform historical studiesugh both restoration and
presevation: the past is returnedsmreenand spaces, people and objects a

indexically preserved on celluloid, appearing to us nomagng museurs

Literature Review

Throughout the thesiscreate connections between the specific (railways and cinema)
and the general (British dure). However, in this sectidrbegin at the broadest end of
the spectrum and work my way toward preeticular. The section mrganised likea set

of six Russan dolls. On the outside éseryday life, followed by a section on

modernity Next ismobility andthenvisual culture, which enable us to examine how

peoplepracticallyexperienced moderniin their daily lives Finally, | investigate
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railways and cinein, which are tangible spaces in whigkion and movemenmnere
transformedMy interdisciplinary research insists upon a broad knovdeafgelevant
literature about film ®widies; design, transport and culturetbries; geography;
sociology; and archivetudies. These subjects are here interwoven to create a
conceptual framework through which to investigate material evidence in subsequent
chapters. | not only defingrucial topics such amnodernity and everyday liféut also
demonstrate howcholarshiprom disparate fields can be drawn together to offer new

perspectives on the past.

Everyday Life
The patterns, practices and occurrences of everyday life are subject to attention in
historical and cultural studies. Yet often the term is used withoutitiiefinBenedict
Ander son determines that O0the i magti ned w
does not describe what constitutes the everyd&jmilarly, Davidoff and Hall do not
cl ari fy sméaningglthroauggend t hey i nvesadgmegiathee 6 wo m
real ity of t HEvenwhenae explahatign islgivenwerkable
definition is hard to produce. For Michelle Perboe v er ydahel bpbebdit s$ca
historyd &Heragumnentinpkes that theeeveryday is distinct from public
life, and therefore exists within the private realm of the hdhwvee apply theories
aboutpubl i c and private swelnterthatsnytwanelPer r ot 6s
experience the everydaye know that is not the case: the everyday is more inclusive
andbroader inscope.

Alternatively, Henri Lefebvre offersa definitionof everyday lifethatspans three
volumes.”® He designates the everydaydspetitive organisatigfor a patterned
negotation of time and spadgor examplejn transport system<$* However, the
everyday is more than just a routine: it is also a system that uses commodities to
disguise our banal interactions with capitalism. Lefebvre argueé tfrabhgsmatter
| i t tclaauGs d@bimpitsheonl y a metaphoré that ai ms
repetiti ve 'tHistheorysupposes tha meeple bving in cultures of mass
consumption perform everyday life, which excludes historians from applying the term
to periods before modernity. Al so Lefebv
everyday was muchlesssar at e from cul tur e, religion
is confounding® If the everyday is distinct from cultureeligionand ideology I(argue
ideology and religion inform and are part of culture) everyday life is but an abstraction

with no connetion to the mateal.
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Lefebvreprovokes more questions than he answéosietheless, his work does
articulate a link between everyday life and consumerism that also underpins de
Certeauds itmevopis Fordp &erteaayerydayf i f e useds ttch ewhdi c h
the products of mass consumption are put by individi&ie cites television as an
example: while analysing broadcast images tells us about representation, what viewers
make or do with the images informs us about everydaylifss argumentioes not
preclude everyday life from periods before mass consumyitidnmather characterises
everyday lifein theindustrial andoostindustrial age as reliant on commodities. He also
suggests that while mass culibhgsocietytheirel i es
status 6does not mean that they are eithi
of the masses ¢6Chenp®eret ea Wikcwu | rteua edmi.ng r €
heacknowledges that while capitaligslargely based on hiereny, there also is the
possibility for inclusivity Furthermore, higs a simple yet broad definition of everyday
life that is workable in the context of writing a material hist@ye is reminded of
Vi r gi ni atraightfaoware8sertion thateveryga | i f e i s what peo
eight in the morAThusgeryddy lifé enempgdsds wizatanch i g ht

how people seendwhere and how people move as they interact with the world.

Modernityi the commoditisation of space and time

Modernity, like everyday life, is also an ambiguous téihether one takes economic,

political or saial factors into consideratiadhere is no single definition of modernity.

And while modernity broadly is acknowledged to be a historical pegioeh the

beginning and end dates are disputed by sch&ager Friedlanénd DeidreBoden

assert hat O[ m]J]odernity changed the represen

we experienceangdin der st and t heghidenth thraugh thie twentietha t e

centuries® However Bernhard Rieger and Martin Dauntose modernity to refer to

temporal and spatial transformations between 1870 and®*$@8¢éhard Dennis

meanwhile cites the period between 18409 3 0 , although this 6wa

slabofmoderniy 6 and the start and®end dates 6a
Modernityods d unegotiatecdbancordirg tothdweonealéfioes the

period. | argue that throughout moderngpace ad time were materially, and also

ontologically, altered by machinati and commoditisation. Moving and looking were

transformed by new technologies that were sold to consumers and changed how people

experienced the world. | contetithtthe train was the first such technology to alter

time and spages such take a longeview of the periodian ReigerPauntonand
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Dennis While the thesisakes 1895 ais starting pointl outlineBr i t ai nés part
modernityas beginning in 182%vhen the first passenger train was introduted.

determine 1948 as an end polmtcause emphasis shifted freachnological

innovation through private enterprise to more advanced public seiviadsmpts to

rebui |l d t h-warmfestrucured s post

My investigatingmodernity as a period of material and conceptual changes to
moving and looking emerges froseholarship that centres on embodied experiences of
space andtime.izConor i n her work on womends appea
culturey el i es on a definition of modernity t
perce t i ®6Shéstresses the importance of optical technologies (for example, cinema)
and thenterplay between seeing and being seen in public $pater.definition is
valuable in that it draws attention to the rise of visual cultureadernity. Her
concetion, howeverdoes not consider mobility.argue that how one moved was
crucial to modernity because one did not
body travelled through, performed in and negotiated with sjga@n pictorial
technologiedike cinema were intrinsically spatjals movement was made visual
onscreen.

FurthermoreSc hi vel buschdés examination of th
culture makes frequent references to the physical, as well as the visual, alterations that
took placen the nineteenth century. The rail network dissected landscapes with
cuttings, embankments and viadyetsd so changed bothe appearance and the
topography of the natioff. Thetrain also affected the human bodganxiety about
mechanised, speedegpt r avel was mani fested in medic,
s p i ®hl¢heréfore interpret the connections between moving and looking as
fundamental to changes wrought on time and space throughout modernity.

Henr i Lefebvre tal kd abanetd &tnhda hs pa tpie:
his diagnosti c nfbRaikvhys, teleghonestand aypeaviiteyssali s 6 .
regulatedhetemporality oftravel, communication and writingy speeding up or
sl owing down pSephetkerrbasguea tht hasteg whichiwassa
chamcteristic ofmodernitywas due t o dé&]m fe merudiydfamasieDi. s
sospeeded up that people did not have time to respond to the changes taking place
around them; for some, modernity arrived too quicklRichardSennetalsosupports
this rational e. H e-cenbwayi [iimdivadualisis and theafacts 6fn i net
speed together deaden[ ed] t"fAtesuddedpeedn b o d:

of the train and the disembodied voice on the telephonéenagdicable. Thesevere
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technologicakencountershatwere without referents, and so people suffered the shock
of the new.Throughout this period, radios, machine guns, typewriters, telegraphs,
telephones, electric light bulbs, bicycles, cars and photogpimgervened in
mechanising, and transforming, everyday life. Electric light turned night into day. Radio
dematerialised mass communication. And cinema offered a spatial record of time that
changed the recording of history.

All the technologies listedomve changed how peoplgeracted with time and
space. Whether on the railway or in the cingtina processes of speeding up, travelling
through or condensing time and spagere soldoy operatorso whomsoever could
afford topurchase admissioithroughbuying access tnew machines (for example,
trains or telegraphs) or purchasing technology to use in the hgpssv(iters and
telephones) useexperienceagiew ways oimoving and lookingSpace and time were
commodities, and valuable ones. Space wagtiasting out: Kern eplores how
O[levdt ern historians began t oasthermatens t he ¢
discovered that none was Igftéas]the dominant world powers had finished taking the
vast fAopenod spac¥Emeavas aldofrecodedas saproduct fhativas o .
bought and sold. Workers were paid for their tenel spent their earnings filling their
holidays with leisure activitiesiowever,unlike spacetime wasmoreabundants
medanisation in the wogpdace increasethe possibilities for leisur&

Thee r grovengleisurda ndustry was symptomatic of
commoditisation of space and time. Holidays made use of private time in what were
often public spaces. Trains provided a network for workers who weredtunoe
holidaymakers. Tourist companies appropriated the shipping lines that were established
to servetade across the empire. JohrMMckenzie explores the ways foreign holidays
were sold to the public as botihvi% yéop.r of i f
Travel journalism became popular at this tjirmued represented the holiday as
simultaneously exotic and a horawayfrom-home. Holidaymakers were neand yet
far away in a modernist conceptualisation of reduced and expanded’sjihee.
cinema aptured space on celluloid and allowed time to be speeded up and slowed
down. The motion picture, like the photograph, took people back in time. But films also
showed people other, distant spaces. The movie industry was in the same business as
the railways it, too, turned people into tourisBoth the cinema and the ralil
networlkd which hadchangedhe experience of time and space in the nineteenth
century) continued to transform life in the twentieth by contributing to new industrial

practices centred oeikure pursuits. Modernity radically altered not only how looking
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and movingwere conceivedbut also the materialays that people spent their time and

money on interactions with space.

Public and Private
The language used by scholars when discussirdgmiy alludes to disunity in the
breaking down of boundaries between different spaces and times. There is a pervasive
implication that time and space was fragmented in a violent way. Henri Lefebvre
describes how 6éin ar ounde%&Hvelbusch suggestsai n
that space and t i’fikespaees @& madérmtynoften werd, and aed 6 0 |
characterised by division. Benedict Anderson describes how censuses and maps charted
space and so separated communities with national tsdfdeublic and private times
were distinguished between work and leislit€onceptions of the public and private
a binary indicative of divisiof were contested and revised throughout the period.
Sparke, drawing on Walter Benjamin, asserts thatthe pariod nessed t he 0Oe
of the pri VaHowever, theléxpamsidruohvisuabeulture suggests that
through exhibition, life became more public. That)imgerHa b er mas é wor d s,
usage of the words fdApubl i dpbcityoficancuirgntu b | i ¢
meaningso6 partly explains the disjunctur:
than fixed descriptor®! Here, | outline some of the major social, political and
historical interpretations of the public/private dichotomy to elucidate how classes,
genders and cultures experienced public and private life in different ways.

How the public and private were ane alefined is central to the thesis for two
reasons. First, issues of publicity and privacy emerge from the evidence and inform the
hi storical narrative,; for example, Chapt
which alters how we interpret their nowlgic accounts, while in Chapter Three public
appearances defined how women were viewed as private individuals. Second, theorising
the public and private provides a useful framework for analysing both the spaces and
activities performed in everyday lifeyBocusing on the public/private binary (which
might also be articulated as interior/exterior, social/intimate or visible/invisible), we can
follow the shifting patterns of daily life throughout the &fin this section, | therefore
interrogate concepti@of the public and private as proposed by scholars including
Hannah ArendtiHabermasand Richard Sennett. In doing so, | suggest that during
modernity, the ideological boundaries between the public and private (which are
del i neat ed as wesredesiabilisedand&ctipeie evas d@uwsdiby)between the

two realms'® Additionally, | draw on feminist scholars such as Nancy Fraser and Erica
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Rappaport to argue that public and priva:
and multiple'® Then, | conbine theory with material examples to demonstrate how the
railway and the cinema reconfigured everyday experiences as more public, before
mapping out the specific ways in which | elucidate the public and private in each

chapter.

Arendt 6 s worakndonprtihveatpeu bslurcveys the tw
classical antiquity through to the 1950s.
ancientcityst at ed t he public and private were ¢
correspondi ng etad mshte adpo Itihtei ¥adbweverrwitht o t h
the rise of the nation state Arendt contends that the public and private blurred to form
onealencompassing sphere: the social. I n t |
i nt o e ac kthsaggdste a pordus wohnection between the two. Yet, it is the

private sphere that dominat®&What once were domestic concerns for individual

families (such as a househol dds economi c:
emergence of the phraéenanny state, 6 which alludes t
politics, is evidence of the private sphi

Arendt refers to government as a'“é6nation
Although Arendt maintains hat t he o6inti matedé provides
(and in doing so offers a new binary), she complicates the simplistic notion that the
public and private are distinct, opposite positions. The social realm contains actions that
are bothpubli@and private and so constitutes wha
which simultaneously resembles and rejects the public/private dichd®my.

As well as challenging dualistic conceptions of the public and private, Arendt
also discusses the spheres ia thntext of increasingly visually oriented Western
culture, and so reveals one of the many paradoxes pertaining to publicity and privacy.
Arendt emphasises that visibilityappearinginpubld 6 const i t ut es real i
being acknowledged by others aetticates our individual actions. In modern, mass
culture exhibition is so central to conc:
illuminates our private and intimate lives is ultimately derived from the much harsher
| i ght of t H%Thys whilé shecpositsehatlinnthe ocial realm the private
sphere is dominant, Arendt also acknowledges that publicity is at the root of our
everyday experiences. I n doing so, her wi
concurrent me anhowweude the teans publio ahe priyaie.n s

Arendt dés o6tripartited model emphasi se:
society into any di chot d°Definingthepednd i c/ pri v
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according to binaries is too simplistic. Dennis propasésat t he O6chal |l eng
with the concept of modernity is that it forces us to make sense oiebgEness in

this case, what was public and what was privitEven Sparke, who points to the new

di stinction of the Opsi vtvhtbe itherei aoval 00
ambiguities [éand] paradoxes that defi ne:i
private’dpweves, 6while Arendtdés introduci
limitations of working with the public/private dichotoptinking solely about an

amalgamated sphere belies the differences that exist between the visible and concealed,
or the state and individual. As Jeff Weintraub acknowledges, the vocabulary of the
public and private can naebt fetoerefore 6si mpl |
continue to use the terminology of public and private throughout the thesis because the
two words are broadly useful even though their meanings fluctuate.

Anotherk ey f acet of Arendtds theoridgesfati on
mass society, which she suggests undermines the power to organise people into
collectives with common interest¥: Similarly, Habermas sees mass society as a
divisive, although ultimately more damaging, phenomenon. Habermas cites the
emergence of gatalism in the sixteenth century (when local markets and trade fairs
began acting as stock markets and traders simultaneously turned news into a
commodity) as the main factor in transforming the public and private spheres in modern
times*°He contendsthta Londonés coffeehouse culture
paradigm for the ideal, civil, public realm, as the coffeehouses presented an inclusive
space in which bourgeois men came together as equals to engage in social diS€ourses.
Thus 6] t ]spublic fpbevermgyebe ¢onceived above all else as the sphere of
private peopl e c o'ffelowevergby thennineteerthscentury,gheb | i c .
two public and private realms merged, with the private, domestic arena dominating all
elements of publiclie. As such, Habermasds argument
who also makes the case for the expansion of the private spherb.e r mas 6 s anal
di ffers, though, in that he mourns the 0
conception of th eighteentitentury public realm*®

There are three crucial problems which scholars including Fraser and Rappaport
have identified in Haber masdés wor k. Fir st
history of the public and private sphere that doegefte#ct actual circumstances, and
so he critiques a mass society that is not entirely authentic. For example, he proposes
that owomen [é] were factually and | egall

sphere''® Yet historians such as Judith Walkowitz derstoate that in Victorian
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London womerdid visibly participate in the public sphere as, among other roles,
philanthropists, match girls, consumers and Salvation Army wotk&Esirthermore,

Habermas, like other notable scholars including Debord and Adosrieelacidate
further in the next section on O6Visual Ci
century onward all consumers are passive. He outlines how the rise of mass media
coincides with a decline in social discourses about what people see aruthaase
radio, television and film 6do not requi |
6abstinence from | i'tiedomngsp, haigndresgghe éxchanigesa |
people enact by applauding in cinemas, writing about their opinions in private
correspondence, discussing media in conversatamso famously overheard by Mass
Observation volunteedsand contributing to (albeit commoditised) newspaper letter

pages. Habermas therefore fails to acknowledge that as media technologies change, so
too dothe forums in which people both publically and privately respond to those media.

The latest film at the movie theatre might not be discussed in a coffeehouse, but

children might talk at school, or an act
Second, Habena s s wor k ignores a multiplici:t
class, race, sex and gender (which, Il ar

he champions bourgeois life at the expense of all other social determinants. Fraser
surmises that it iprecisely because Habermas fails to examine other public spheres that
he idealises a singular, bourgeois and roaiented public. She argues his view that
women were confined to the private sphere is merely ideologicafidgioermasaccepts
atfacevalu¢ he bour geoi s thaphlbifdMosecver)irahiermstudy of b e
female consumers in nineteert@ntury London, Rappaport suggests that in addition to
mar ginalising womends experiences, Haber
presence in any manifestation of the public as a sign ofitpcslla and &% srupt
Thus Habermas not only leaves out multiple, experiential histories of the public and
private, but also aligns an acknowledgement of other public narratives with a decline of
the bourgeois public realm.

Third, even as he argues thia¢ forivate sphere expands so as to dominate the
publ i c, Habermas offers Ilittle critical |
the eighteenth or nineteenth centuries. .
privacy leaves little room for iiends or family, and relies on the notion that a public
forum in which citizens engage in social discourses is preferable to any privately
constituted spher&* Habermas describes the private as a realm of domesticity,

household affairs and intimacy. Howeyhkis work focuses so intently on definitions of
22



the public that readers are left in the dark about formations of family life and how the
private is affected by the rise of mass society in practice.

Nevertheless, despite wmeorisaon of thenpgblicc r i t |
and private spheres is still useful in that his work references many different fields
(including architecture, law and psychology) within which the public/private dichotomy
emerges in everyday life. For example, he explains theradictions between public
and private economic interests in formulating nineteestitury law:?®> He addresses
the reconfiguration of roads that do not encourage either public gatherings or private
protection, and architectural changes to houses thatési&wer dividing walls and so
create confusion between the private home and public $tfétabermas also cites
psychology as a new field of exploration in the nineteenth century codified by
conceptions of public and privat€.His reatworld examples imiy multifaceted uses
of the two terms and my own work follows in a similar vdor.instance, in Chapters
One and Three | refer to laws that respectively determine public and private rights to
property ownership, and t oofwoknneCnapters acce s
Two and Three, | discuss connections between psychology and pivacsy! argue
t hat Haber masdés work (perhaps inadverten:
(where his examples pertain to lived experiences and actionshearly than an
ideological public sphere.

As such, his work has commonalities with that of Richard Sennett, who
explicitly examines publ i c®Sehnetfagdesthaat her
public Iife has di minbthedméawé)winnésasoad
which now disproportionately influences all acts and roles that people perform. His
work focuses on human actions in everyday life and he compares society to a theatre, in
which all actions are performed before an ande**° His concept of public life
therefore takes place in a public sphere that is dependent on performance and visibility,
in which even once private, domestic acts are publically displayed (what Karen Chase
and Michael Levensomfrdfnefismaydy)tose ads p:
the visible, the everyday and the historical underpin my approach to historical narratives
about visual culture and daily life throughout the thesis. Privacy for Sennett is where we
seek out oOowhat feebunhbpenbiandnabuempt to
psychological realm that is invisible because it concerns thought rather than visible
action. Yet, like Habermas, Sennett does not clearly define privategdehaps in part
because the privatas opposed to the public, is necessarily invisible, and therefore

unknowable.
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Whil e Sennettds formulation | ends cr e
pertain to an interior psychological space, his focus on public life excludes a detailed
analysis othe intimate. Michelle Perrot, whose edited volumes investigate private life
in France and Britain, suggests that historically scholars avoided the topic because
Opublic figures were the heroes and make.]
grandh§t ory of states, '¥8healsomdicatssthatawirdtosheci e
private real més intrinsic invisibility, |
access. However, Perrot champion¥® the pr
Many feminist scholars argue that the private sphere (often equated with the domestic)
is a domain that r eveal¥Foneaamplepavidoffarsl ab o u:
Hall identify the separate spheres as ideological constructs that determinadgrartic
spaces as gendered for the eighteesrtid nineteenticentury middle classéd? The
private sphere represents the womands r e:;
from both business and employment. Meanwhile the public sphere is conceptualised as
masculine, and was occupied by men who earned money and contributed to state, rather
than just familial, affairs. The idea of
experiences as distinct from one another: females inhabited interiors and wenegecbntai
within the home, while males frequented the outside world and enjoyed the
accompanying freedoms of mobility.

However, scholars such as Walkowitz, Rendell and Rappaport articulate more
fluid spheres. Rappaport ds woth&kpubliccrealmi n e s
(which encompasses the political, discursive, entertaining and bodily) changed between
the midnineteenthandeadly went i et h centuri es accordi ng
shopping habits. Throughout her exploration, Rappaport emphasses tw
methodological imperatives. First is for historians to recognise that contemporary
notions about the public and private are different from ours today. For example, she
cites middleclass Victorian Britons, who recognised the public sphere as constituting
any physical space outside the horftédccordingly, | trace how the public and private
historically were conceived throughout the thégmarticularly in Chapter One, which
navigates through changing notionshelof t hi
shockd in the First World War, notions o
Second World War state secrets. Second, Rappaport advocates scholars taking a neutral
stance on consumer culture that neither champions advertising as emancifgato
dismisses commodification as wholly negati?®l. take a similar approach to thinking

about separate spheres by discussing the tensions and transferences between the two.
24



There is debate among scholars as to how useful the concept of separate sphere
(even as changeable, rather than fixed, realms) is in helping us understand the past. On
one hand is a historical argument (see Walkowitz or Rappaport on women in the public
sphere); on the other hand is a theoretical reading of the spheres that gajnstssa
clearcut a division. For example, Jane Rendell proposes that the origins of an ideology
t h dividesicity from home, public from private, production from reproduction, and
men from womend is fundaméAssachhey patri ar
public/private dichotomy cannot accurately reflect any lived experiences except of those
of bourgeois merfurthermore, Miriam Glucksmann sees the public and private spheres
not as separate but interrelatéThis contention forms part of a wider argurhi her
work that historians need to move beyond
i s, thinking about situations®™as 6and/ bo:
Fraser challenges the notion of binaries even further when she acknowledges not
only the intersections between the™ wo r.
She argues that by rejecting the patriarchal conception of a single, bourgeois public, we
legitimate public spheres that incorporate various cultures, genders armd.chiess
work is particularly pertinent with regard to my own conception of publicity and
privacy, for my chapters explicitly address how different classes (in ambulance trains)
and genders (for instance, women travellers) experienced the tensions between
inclusivity and hierarchy manifest in British society. Thus my analysis of both public
and private spheres (which are ideological) and public and private life (which is
enacted) offers a 6compl é%XDrdwingoa Eraserrbp of |
way of Arendt and feminist scholars including Walkowitz, Rendell and Rappaport, |
argue that the public and private are porous realms that often intamgetttat publicity
and privacy refer to multiple fields (such as architecture, law and psychology).
Moreover, | contend that there are multifarious public spheres that are experienced in
di fferent ways according to oneds <cl ass,
working class; subaltern vs. white troops in the First World War; and female s. mal
rail passengers). As such, notions of the public and private change throughout the thesis,
for meanings are particular to each case
that the work encounters.
Additionally, by focusing on the tensions betw the two spheres, | attempt to
balance an analysis of the public and the private realms. For example, | acknowledge
there were ebbs and flows between the inside and outside, such as improved lighting,

camera flashes and portability, which enabled petpi#otograph and display
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interiors at the end of the nineteenth centdfythe inside was also exposed to the

outside world whenthex ay rendered the invisible vi

opening up of the interior anatomical terrain of the hubway by xray was part of a
general reappraisal of what is properly inside and what is outside the body, the mind,
physical obj &%tAndsew Thacket, inmia studyohnsodern literature,

examines the expression of internal thought in conteanpatream of consciousness

S

novels during a similar historical peridfHe cont ends 6[ n]larrativ

i nterior monologue [é] offer[ed] a met hoi

out er eEexrhalising idternal processes also faatéd Cubists, Surrealists and
psychoanalysts. Newspapers publicised private legal, economic ananexital
affairs*® Public buildings including rail stations and hotels were influenced by
domestic design practices. And private homes borrowed aestinetcgdustrial
spaces?’

In particular, cinemas and trains created spaces that were neither public nor
private. In carriage compartments, the passenger inhabited private spaces on public
transport; in movie theatres, the spectator individually travemssdreen landscapes
watched by crowds. One might argue (to
are both intimate and social, for in compartments and darkened movie theatres,
passengers and spectators alike are granted the illusion of intimaeysodial realm. |
therefore conceptualise the public and private realms of modernity as liminal and
congruent, rather than separate. Perhaps inevitably in a thesis that primarily explores

public spaces, the emphasis tends to fall on the visible spheeednl argue

throughout the work that the train and the cinema enabled people in the late nineteenth

through to miegtwentieth centuries increased access to public space, and that the two
sites now are paradigms for experiences of mass media and consuim giio
expanding public sphere.

Counter to argumentsy Arendt, Habermas, and Sennétiropose that during
modernity it was publicity, not privacy, which exerted a greater influence on everyday
life. In doing so, levoké& r e n d t & sthateshibitonis the@ore motivatioehind
private actions, andlsot he O&éspectcayddl  iafsti mtlilmaded t
revisited by Chase aricevenson:*®| do not seek to counter arguments about the
extension of the private realm through the inareapublicity of once domestic
matters. Rather, | contend that the sheer scale of the changes wrought by modernity
enhanced possibilities for people to encounter publics outside their own. For instance,

Rappaport, unlike Habermastfo viewed consumption #sading to the decline of the
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public spherg suggests thaf s 0 me istfemtrapreneurs and activisiswed[mass
consumptionps opening up new possibilities for engaging in, and reconfiguring
notions of, the public sphet&!® Mass society, mass med@mmunication and
consumption all necessarily enlarged the visible world and so created more

opportunities for different publics to intersect.

Throughout his work on the public and
medi ads 1 mpact omo rtthrea dpiuddtldrcy .s pirercend shan
world fashioned by the mass media is a p

media suppress the need for public discussion central to his conception of the
eighteenthcentury public realmi®® On theother hand, he asserts that the rise of the

mass press extended the public sphere. My contention that the train and the cinema

(both of which | consider mass media) expanded the public sphere draws more on the
latter assertion. | take the position becadseb er mas déds propositi on
century O6éproducts of cultured were avail
theatre, in museums, and at concertso ful
eighteentkcentury and mass medid. The paces he references weat publically

accessible, but allowed only limited entry according to class, race and gender. Even in
1928, Woolf wrote that she was denied access to the libraries at Oxford or Cambridge
because she was a wonahBearing in mind e historic barriers that prevented vast

swathes of British peoples from entering ostensibly public spaces, the train and the
cinema by contrast offered mass society
housed within the carriage or auditorium.

Habker mas6s fantasy of the coffee house
circles less formal and easier; it embraced the wider strata of the middle class, including
craftsmen andBusirbotpdctea, psevella$imagined, railway and
movietheatre spaces a greater proportion of the population was invited to encounter
cultural products, which were aimed at the masses, rather than just the bourgeois public.
Rail coaches and auditoriums did not necessarily constitute an emancipatory, or even
inclusive, public spherg as | elaborate throughout the thesis, the spaces frequently
were subject to hierarchical and patriarchal tendencies. Yet trains and cinemas offered
different classes, races and genders the possibility of sharing a space, ayslizaai
route or destination. A common experience therefore united potentially disparate
i ndi vidual s: as Schivelbusch descri bes, 1

and s d%Thaswhilg both railway carriages and movie theatres arécpard

27



private spaces, the train and the cinema enabled people to access an increasingly public
space because the two sites were environments housing multiple publics.

In the thesisthe chapters focus on different case studies, each of which
articulatea di f f erent example of a O6publicdé. T
throughout the work comprise British subjects; medical staffs on First World War
ambulance trains (as well as the people left behind on the home front); women rail
travellers, railway wdters, cinema spectators and movie theatre employees; and
audiences in cinema trains. In exploring the case studies, | investigate four main
manifestations of the public/private dichotomy. These are: spatial (configured as inside
and outside); visual (frarmdeas the visible or invisible); informative (that which is made
public or kept private); and psychological (the bodily exterior vs. the cognitive interior).
| begin in Chapter One by establishing a broad history of the public and private between
1895 and 248. The chapter provides an overview of the major cultural and
technological changes that underpin the other three case siyd@@sising in
particular on spatial and visual iterations of the public and private realms.

I n Chapt er On es,othe Brhigh subjects before &vhom éné reyal
family appeared in an investigation of both actual, and onscreen representations of,
royal trains. In doing so, | demonstrate that private space was equated with domesticity
(for example, the train was poryed as a travelling home), and public space with the
performance of state duties (such as military salutes enacted on railway platforms).
Accordingly, the chapter describes disti:
also reveals how the boundarieetween the two realms became blurred. For instance,
the transport spaces inhabited by the private, Victorian monarchy were not exposed on
film or in print; yet in George VO6s reig
from inside royal trains arships. Private space was therefore transgressed in the name
of public interest and once invisible domestic spaces were visually exposed for national
scrutiny. As such, journalists granted British subjects greater access to the royals by
interrogatingths over ei gnds private |life in public
with the royalsd increasing visibility i/
of the monarchdés power by rendering the

In addition Chapter Onexamines how the public and private had varying
connotations for different people dependent on class, gender and ethnicity. For example,
the chapter indicates how gender i mpact e
analysing the represtation of public women. Victoria (the only queen between 1895

and 1948) was publically depicted as the most domestic, private monarch of the period,
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while Wallis Simpsonés public appearance:
chapter thereforesuppa s Fr aser 6s argument that ther
addressing how even within two ostensibly distinct groups (the royals and British
subjects) people experienced the world contrarily to one another.
Chapter Two concentrates on First World War amimdarains, and also
explores how two public groups were divided from one another and from within by
notions of publicity and privacy. Here, | focus on those who served on the trains, as well
as those who only encountered the vehicles in media on thefrmmend | maintain
my emphasis on spatial and visual experiences of the public and private. | think about
the proximity of private individuals both to one another and to military action, and also
investigate how depictions of the vehicles in news mieflizZenced public responses to
the conflict. | propose that the public/private dichotomy in a wartime context was
differently imagined than in relation to royal trains. Inside the ambulance coaches,
domestic space was no longer codified as private bubfigooed by news reports as a
public sphere wherein people of all classes, backgrounds and genders lived together.
Moreover, the chapter looks beyond spatial and visual examples of the
communal and personal to consider how the spread of informationbcaettito
forming multiple publics. To do so, | compare both public and private media (for
example, films exhibited to British audiences on the home front, and secret diaries
written by ambulance train staffs) and analyse how shared and concealed datadmpac
on different groupsdéd wartime experiences.
only statecensored stories in Britain, which divided the public on the home front from
the staffs on the trains by | initing one
Conversely, the ambulance crews wrote private testimonies that have since been
published and now alter our perspectives about the war. As such, | argue that histories
of shared and hidden information not only provide evidence of fluctuations between the
public and private realms, but also reveal the crucial role of knowledge in forming
multiple publics.
0 T h e pnuebtigatedn@Chapter Tireeis that of women in the interwar
through Second World War periods, and so the case study focuses on gendered
experiences of public and private life. Drawing on feminist scholarship, | investigate
spatial, visual and psychological iterations of the public and private through the
patriarchal l ens of the O0separate sphere:
the notion that the public realm (a space for work) was entirely masculine while the

private realm was domestic and feminine. | contend that women entered public space
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through employment at rail firms, film factories and cinemas (among other industries),
and that the gendered distinction between the spheres was ideological, rather than
actual. Consequently, my investigation channels earlier scholarship by Walkowitz and
Rappaport that examines how both moving through communal space, and appearing
before otters, had negative connotations for female participants in the public sphere.
My research also demonstrates that throughout the period, women passengers and
spectators who entered employment in the public realm faced danger. In train wrecks or
celluloid-incited factory fires, women were represented onscreen and in the daily press
as publically vulnerable. Female passengers and spectators onscreen (who often
appeared in the role of an amateur detective) faced ridicte even deathas
punishment for their galic actions.

Even though in both legal and employment terms women in the interwar and
Second World War period won growing political support for equality, visual culture
continued to objectify the female body. Onscreen, women who looked faced dangerous
consequences and only were saved when consigned to domesticity and marriage. In
films includingSeven Sinnerd936) andrhe Lady Vanishg4939), female detectives
simultaneously end their train journeys and their public lives when they marry their
respectie partners and so return to the private sptétdowever, | make the case that
by the end of the Second World War, onscreen women occupied a position that
increasingly was independent of patriarchal concerns about public appearance.
Ironically, female chaacters asserted their freedom in the psychological, and thus
private, realm. Chapter Three therefore explores the public and private through
cognition, and so builds on allusions to psychology in Chapter Two (which briefly
discusses the internalisationwértime experiences through shell shock). | investigate
how characters such as AlisonArCanterbury Tal€1943) and Joan ihKnow Where
I 6 m G(@945) thihk for themselves and refuse to change their opinions despite
challenges from their matmunterpartd®® By occupying an invisible, interior space
inside the mind, onscreen women subvert patriarchal ideology that frames females as
domesticated.

Finally, Chapter Four considers all four iterations of the public and pdivate
spatial, visual, informative and psychologitand examines how people experienced
interactions between the public and private in a particular space: the cinema train. Inside
themovie coach, spectators visited an ostensibly public arena (any person on the train
could visit the cinema) that was also private, in that the auditorium was closed off to

members of the public not travelling on the train. On the screen, the filmedwasld
30



rendered visible, yet the actual landscape passing by the windows of the carriage was
invisible. Newsreels commoditised information that appeared to the public in the

cinema, but the films were screened privately so that not everyone in the train could
view the news simultaneous-fowpef(soncapacieyd, gi
not all passengers on a given train could attend the cinema even with multiple

screenings). And the movies screened inside the coach opened up an imaginary,
psychologicalealm that led to audiences (comprised of individuals) experiencing a
public screening in multifarious, privat
of the messiness6é6 not only of modernity,
fluctuatingconnections between different manifestations of the public and private
demonstrate that there is not one simple definition that describes how the terms are
related. Instead, there are numerous intersections between the public and private that

exist congrustly even within a specific space, and for a particular public.

Visual Culture
Modernity was a period in whidinansformationso vision as well as spa¢¢ook place
The nineteenth century was overflowwgh new optical technologies including
photogaphic cameras, zoetropes, praxinoscopes, Kinetoscopes and at the turn of the
twentieth century, cinemaVard, in her work on Weimar Germangontends that
modernity gave rise to 6surface culturebdo
t o f & !Sarthee@ulture valued aesthetics as the primary means of communication
in a world increasingly filled by mechanically reproduced images. Neon signs,
billboards andlepartment store window displays commoditigezlvisual Scholars
including Theodor Admo, Max Horkeimerand Guy Debord contend that mass visual
culture was pervasive across the glabawasa means by which people were
controlled in capitalist economié¥ But while this thesis supports the suggestion that
Osur face cul t wulterds bayand Wedmerdcermany (fof example, in
Britain), | propose that theonnectons between power and visionmore complex than
Adorna Horkeimer or Debord asseltargue thatvhile people might have succumbed
to the power of the image as impod$eam aboveit also is possible thagteople were
granted moreulturalauthority as their access to images increased.

Ador no and Hor k h@masseluré s swggksboa that al
(for examples, film, radio and printjereproducts designeid influence mass
populations:>°In a later essayAdorno returned to the topand made one correction to

the original text: he insisted th&¥* the
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The change was to ensure readers did not infer that massecudis something arising

from 6t he ma® slewsinstedrEnposed topdosvs by a ruling elité®*
Deborddés theory of tdhrea wss oocni eAdyo ronfo tahned sH
work butarticulates a more extreme conclusion. He assertsuhi@te culture was
comprehensiveecausall capitalist economiesbeere s oci et i es of Osp
whereby actualjVed things areeduced to representatidif.His analysis of visual
culture finds that ®Dleeaumag ¢ dsthe pn@ge efit aic$ e
the ruling economydé and is thus o6rooted |
e x pr e ¥Spectatle i6 universal and insistsselling the masses the idea behind
spectacle itself: capitalishi’ The visualfragmens the worldso that people arunable

to distinguish between life and illusion in a system that locates total power thi¢hin

image'®®

However, Debord, and Adorno and Horkheimer, fail to acknowledge that the
massesire implicatedin producing images, spectacle and culture. Adorno in particular
separates ordinary people from modes of production and perpetuates elitist stereotypes
in his distincti o,borrhassartt&Fearthermionging D@ bam @l 6&1
assertionthatspecacl e creates an absolute i1illusio
undermines his argument that o6man®femsel:
systems described by these scholars do notvgie to ordinary people and their daily
interactons with vision and power. Asde Certeadinc at es, i ndi vidual
of the products of mass culture amgque films are watched, newspapers read and
streets traversed invarietyof ways’®® By extension, | contend that spectacle is
representi#on, and so is open to multiple interpretations that alter the signifying image.

Mi chel Foucaultds work on power relation:
t hat power is Iimposed upon the masses. H
i ndi vindduailss 86 naot ‘Z°plip contentibn implies that ehendbnnection
between power and the image is more complex than Debord supposes.

Wardds investigation of surface cult ul
visual culture and the locus of power She asserts that o6[f] or
cultural phenomena have been growing in importance, taking over from elite structures
of cultural expression to Y¢erargumensi t es w!
contradicts Adorno and Debqrdr she insists that mass culture gives authority to the
masses rather than the eli@onor goes even further by insisting that being lookeasat
well aslooking, was empowering. She argues that within the visually rich environments

of modern culturesmageso f womendés bodies were commod
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the topographies of urban spabgspatriarchal forcesHowever, she also considers
modernity as a period i n Wéh]itearis oféeo men b e
presentation, prising open theirjett status to subvert inhibiting effects and exhibit

t h e ms &iShecamdethata newfoundself ef | ecti ve gaze alter
spectatori al pr ac tmiroreddookicreatea andllasiondi e wo man
femininity, while simultaneously establishinlge womaras activen public spacé!’?

Women were able to occupy their own i
the visual and cultCoabr és miemastratdtieap nsr e a |
even in a culture predicad on patriarchal authority over women (which is akin to elite
manipulation of the masses), power still passed through the female subject who
contributed to the production of cultu@onor therefore uses theory to outline the
connections between visiondpower, while Warestablishes why visual culture i
important to historiandMy wor k expands on Ward and Con
of fering material, as well as Igwsmateptual
cultureofferedordinarypeople greter authority within societyl hroughout the thesis, |
articulate the connections between vision, visuauceland power as complicatget

ultimately inclusive.

The Railway
Vision i s c¢ent ingerrogatiom of §1e rineteeatiertiuty gitvayd s
journey**His cultural history of train travel is rare irfiald dominated by scholarship
on rail engineering, technologynd economicRailway histories fall into two broad
categories: those concerned with the physicality of building and usiwagysa, and
those focused on representations of trains in popular culiu¢eB Evans and J V
Goughfall into the first group. Thep f f er an account about t he
seventeenttentury wooden carts on tracks the innovative design priaces
implemented by British Rail in the 19688 .The authorprimarily focus orpolitical
decisions that affected railway geographyandav el | er s @&searchiwdl or t . T
document8 i ncl uding government commi sd®itooned r
create a comprehensive narrative about how train travel was shaped by outside
influences including politics, commuting and design

Chr i st i a norkomilanyaposdonss the railway as subject to socio
political forces but does not consider the pitds impacts of the trainop e o p | e 6 s
experiences of everyday lit€° His study alsdegins with seventeenttentury trams

but ends with the r ai |l Henngestwatepdssersgsbp r i vat i
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experiencethrough the daily press and advertgsandexaminesow and whyrail
designevolvedBBot h Evans and Gough and Wol mar 6s
useful. Yet neither of their works recognises the reciprocity between trains on the one
hand and British culture on the other.

Amy Richterint s es her work on the history of
with an attentiveness to design and gender studiesdpatates her work fromore
traditional histories!” Richter contends the American railroads were advertised for
women to challenge theanstrous mechanical image the locomotive had garnered. As
train travel became more appealing to women, the designs used to furnish the carriages
did also. She repositions the railwayos |
mobility, arguing coactmakers began mimicking domestic design in order to appeal to
women consumers at the turn of theeteenth century. Her wotkusoffers a more
nuanced railway history that acknowledges the interactions between technology and
culture.

In the second categpare scholars including lan Carter, Matthew Beaumont
and Michael Freemaand Lynne Kirby'’® Carter seeks to redress the mechanically and
economically weighted balance of radllated literature in his cultural study. He
exploresthe ai | way 0 1 paheng, literdtureamehotion picturesHe
assimilates words and images concerning tracks and trains feithisaon their cultural
significance: this is a history that avoids obsessing about the technol&gittie
trainds r epr etspamfutad (forexamplehe 1965Fahredhgits45)
also evades Cartéf? Theomissionmakes for a romanticised view of British railway
culture that, through&r t er 6 s s el ect i vboxview of theainaagimarys a
past.

Kirby alsooffers astudy of represented railway journeiysher exploration of
trainsand cineman the latenineteenth and eartyventiethcenturies in the USA and
France'® Her work establishes aesthetic and mechasiahections between film and
railway histories proposng thatearly cinema should be seen in relation to other
6appar at us e $ Shdalsoromtenels thai thensdieen train is metonymic
for wider cultural issues because railways and cinemae concei ved as 0\
nat i on a baseduheonsunmptiof®®However, despite arguirtheintersections
between the locomotive and the cinemasarac politically significant,Ki r by 6 s
argument is predicateghtirely on representatioBhe reads the train on the screen as
metaphor: for her the spacerepresentation does not inform us about, or connect to,

the materiality of the past. While she offers a comprehensive account of the
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technol ogi es 6 |harpgychsaealytic intergretdtions of railivay élss
are disconnected from physicalperience. Her works foremost interested images
andso shaloes not consider what (evoking de Certeau) people made or did with those
images in everyday life.

The railwayodés impact on | ife in Brital
of traintravel. He establishes connections between the train aaddartransformations
to Britishlife (and, to a lesser extent, countries including the USA). In doing so,
Schivelbusch discussédsrerse areas including medicine (with the advent of conditions
suh as Orail way spined and o6érail way traum
distribution of goods and people. His work is therefore concerned with the material
connections between the train and indusingthe carriage and the body a study of
the rail wayds i mpact on cul ture. Hi s argur
expandedd space and al so mediated passen:
not only with the t,duathlsowithbayvypdssengprey si cal |
experiencedail journeys'®*

Furthermore, Schivelbusch investigates the conceptual changes to time and
space wrought by the train. For example, he alludes to the visual intersections between
looking out from a carriage window and looking at a cinema sciéenloes sby
suggestinghatmontageo f f er s t he Ocl ear est <¢etyeenessi 0
spacesd first ®Srcddtved bluy cthtbes twoaikn.t hus p
framework for my own. However, while Schivelbusch examines the railway as a
singularentity that impacted on the nation, | investigate the specific, everyday
transformations that train traveleated by interveningn peopl eds daily

Cinema and Moving Images

Just as railway historians are fascinated by visual representatitog,$tm scholars

are interested in technology, space and |
spacesre subject to analysis in gdidations on subjects as variad architecture,

machines and film noir. My work draws on istigations into filnd s mat(@er i al i t \
examplecelluloid capturing spacer the projectorcontrolling timg, as lexplore how

cameras exposed interiors in Chapter One, the connections between reality and
indexicality in Chapter Two, and cinematic architecture in Chagpar. Furthermore, |

i nterrogate ci reepomlitysn my poaceptualibation gfoviagn d =t

images as archives.
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GiulianaBruno maps inhabited cinematic spacesenwork on the intersections
between architecture, cinema and gerttfBruno argues the need todinew
perspectives on film. dking her cues fra geography and the visual agbeexpands
the possibilities for thinking about the meditinmough interdisciplinarityHer corpus
extends from a 1654 novel throughtwentiethcentury films, and drawsn works from
the United States, Europe and Asia. She contends that motion pictuioesnare
architectural and emotiyand scareembodied experiencefhe movie isa map both
real and imaginethat enables visitors to travel aaitists through projected onscreen
spacesEvoking Schivelbusch, Bruno determines that moving image§ s0t as wel |
as an i nhsa'®EdwadDimersdberylalso contributeshe spatial study of
cinema in his work on film noir in the USA’ He teorises that the film noir cycle
evokes historic urban spaces through which we céinggast experiences and practice
cul tur al remembrance. Di mendberg, too, af
whereas Bruno explores the spaces beyonddies as extensions of actyéived
spaces, Dimendberg adopts a different approach. He examines the relationship between
the threedimensional built environment and its tdomensional representation on
screen, maintaining a clear distinction between thetitmaughout his book.

Bruno has the viewer assimilated by the moving picture: the viewer is Alice
througt® even beyond the looking glass. Dimendberg, linewithde Cer t eau 0 s
tactic encourages viewers to make less interpolative journeys through filnoie, spa
inviting them instead to plot real aimdagined space on the same magpth Bruno and
Dimendbergstake out ways we can move through, and inhabit, filmic spaces. These two
schol ars help defi ne mmakingwannektions bepypaena met er
moving images, architecture agdayraphy However,| visualisemy research as the
third circle in a Venn diagram where Bruno and Dimendberg overlap. On the left are
Bruno and her work on spaces beyond the screen. On the right sits Dimendberg and his
exploration of historic environments and cinematic memory. Connaasiadj is a
fascination with movies, spatiality and everyday IBet | occupy another space still.

My work is defined by my reliance on archival sesdo help us inhabit the past,las
argue thamoving images not only have a spatiality of their plawut alsoopen up to us
historicspaces

Mary Anne Doane, like Schivelbusch, contends that technologies in the
nineteenthcentury wrought dramatic change on how people experidmtédspace and
time %8 Photography stopped time dead in its tracks: film dpeét back up again.

Trains and telephones condensed spaces while light bulbs reconfigured the working
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day. Doane contends that temporal and spatial fragmentation led to social contingency
and a dependence on archives to restore continuation (what Deridal s o6 ar c hi v
t r a u'fish@ rgues that cinephilia is an instinctive archival response to the decay of
celluloid in the onslaught of digital technologies. Her work ultimately considers both
how films archive time and why we archive film, acknowleddim anema plays a
vital role inthe processes abllection and preservatioMMy research, concerned with
moving imagesasar chi ves, responds to Doaneds the
archives time, spaces and things.

Films are full of things. The scneés a museum cataloguing objects from
modernity to the present gtarains, tables, typewriters aatplanes are all sctinised
by the camera. Cinemthen,shows ughe stuff of everyday life. Bill Brown analyses
materialityini s wor k oy 3°0He bontangs thathwe learn toderstand our
cultures and histories througljects, and éproblematizes products and forces us to
question our reliance upon material culture in understanding the \Wwaedrich Kittler
also traces the histories dfjects from modernity through to the present tfayle
incorporates mechanics, economics, critical and cultural theory into a work that archives
time and human endeavours to temper its rhythm. Kittler argues that each object
disrupts time and reduces thasery to a series of patterns, codes or chemical
processes. His work deconstructs the gramophone, the typewriter and film to lay bare
our dependence on sensory technologies and their impacts on our culumgsrly
histoiicise products (for exampleaiages or advertisements) and thsm to
understaneveryday life on the railway and in cinemioreover | alsoengage with
objects and thing$itough their representationssaneen.

Chapters

The thesis is structured by four case studies, wirighnise the chapters. Each chapter
focuses on different railway spacesttimeclude royal, ambulancnd cinema trains.

The case studies interrogdiew particularrailway and cinema sites altered everyday
life for people in Britain, and also how the spa@re connected to broader
transformations of British culture. Chapters One and Four (royal and cinema trains)
provide overarching histories of the entire period betwd9b and 1948 with my

work on movie coaches extendimgo the 1950s. Chaptersvd and Three (ambulance
and passengérains) investigatenore specific timeframes. The ambulance train case
study concentrates on the First Worthr (19141919), while the passengenapter

encompasses both the inter and Second World War p€li®ti8 1945) The thesis
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doesnottake a entirelylinear approach to historputinsteadoffers multiple
perspectives on the age.

| propose that readers consider the work as akin to a railway timetable. The
journey between 1895 and 1948 may at first glance appaagtgforward yet on
closer inspection there are various routes that enable one to travel from A to B. There
are junctions, connections and intersections between the chapters that provide readers
with alternate routes to the Conclusion. For example itsiechapter examines royal
train travelon film in order to investigate the thresholds between public and private,
interior and exterior in British media,
story does not end with Chapter One: the monaagmears again in Chapter Two
inspecting wartime &ttlefields, and also iRour as newsreavatching passengers in
cinema carriageSimilartly, wo menés occupations of rail a
explored inChapter ThreeYetgendered experiences of traimglaauditoriums are fit
addresseth Chapters Onefueen Victorighelped popularise rail travel) and Two (Red
Cross nurses lived in ambulance coaches).cThea pt er s 6 is@esignecht@ e me n t
revealthe convergences of, and tensions between, diverspgodyeople who all
experienced and formed British culture.

O0An I nside Story: Exposing the Royal s
historical overviewof the periodbutalso establishes the main themes that resonate
throughout the thesigrom earlyactualitésincludingA Royal Train(1896)through to
newsreel films includingdi s Ma | e £1920)éndBalies, &George V and Mary on
Train (19201930),images of theoyal family travelling by rail were pervasive
British visual culturé®* Throughout the corpus, the sovereigns are semied in

motion. Thefime mphasi sed the monarchsdé mobil ity
useofthetrain i n order to depict the nationds
However, at particular hisor i ¢ a | moments (including Geo
VI1T106s abdication) t he s wanesthaewerg rerderade r e p

obsol et e as Br i.Thefilmstherefarderipgrtceligheconnectionsv e s
between moving, looking armbnceptions of modernity.

The intersections beeen royal trains and cinema admcument the chaingy
attitudes toward conventionsbcial hierarchies that once underpinned British culture.
Over the course of fifty ywrenedrfremluxaribus mo n a |
vehicles to ones that reflected wartime austerity. Simultaneously the films made about
sovereigns were altered as the camera zoomed in from respectful long shots at train

stations to closeips that revealed the intimate spa the royla inhabited. Ryal
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transport increasingly became normalised
the familyos | malgp®posedhatasmeediaunmdedhe royals lpasal

the nationwas reconfigured as more equaheTpublic was given #hright to look at

those who traditionajiwere privileged surveyors. Furthermatteg chapter is framed

by an investigation of looking and appearing on thresholdeiaahines broader

cultural and ideological transformations to public and private space.

OAM Train Full of Tragedieso: First Wor
interrogates the tensions betwaeciusivity and hierarchy evident in wartime
formations of national identityrhroughout the waambulance trains were described
the trade presddr exampleRailway Gazettg daily national newspapers and
newsreels. Films includinBehind the Lines with Our French A(l¥917) Care of Our
Wounded1918)andThe Wnderful Organisation of the RABA1916)encouraged
viewers on the Home Front focuson the care provided for wounded soldi&rdn a
period before the British government fully recognised the potential for cinematic
propagandahe ambulance train newsreels offered positive narratives about salvation
andegalitariantreatment on the WesteFront. Amid the sepia hues of the cellu|dite
white coach interiors, Red Cross uniforms and lieside the trainsall represented the
nat i on 0,sanitaty medical senvices.

The chapter examines how both public and private discoursggergad
classlessness aimttlusivity, while simultaneously maintaining divisions between those
at the front and those at honMoreover, a investigation ofhe personal testimonies
written on board the trains, atitefilms madeabout the caregiving vehiclesxposes
that whiteness was a topos shared by both médiaane handhe filmsdepict female
nurses, working class privates and upglass officers all inhabiting carriages together.
On the other, a visual motif of whiteness erases subaltern troopsviadtime
narrativesTogether, cinematic and written representations of ambulance trains reveal
not only that propagandistiooviesare valable archives of everyday life, baiso the
significance of the war itransforming social hierarchies

While sufrage was expanded following the First World War to include females,
womenstill were not given the same votinghitsas men. As consumers, wonien
participation in public life was essentlathto the economyyetfemaleswere treated
by societyas infeiors totheir male counterpart€hapter Three@®Porters,

Projectionettes and Private Irstigators Wo mendés Occupations of
and Screer@ investigates the oppositidsetween theontrolled female body and the

emancipated woman consumeBritish culture between 1919 and 194&e chapter
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connects womeis access to work with their ability to purchase commaodities such as
travel and visual entertainment, arguing tvatmen and men differently experienced
modernitybecause mobility and vision were gendered activitiesntend thatarriages
and auditoriumsvere crucial in opening up new possibilities for fen@asumerso
travel. Howevergultural anxietiepersised about women accessing rail and cinema
spacesreveaing the frictions between capitalist inclusivity and patriarchal
exclusiveness.
The chapterxamines three case studies: fematekers on railways, women
employed agrojectionistsandfemale train passengers represented onséneerder to
examne howgender ideologywas alteredy t he | ei sure industry
technologiesThi s transformation to womends stat

of fiction films in the periogdfrom The Wreckethroughtot Know Wher,e | 6 m
which document female travell ers'Thencreasi
coll ectionds overarching narrative about

broader historical debates about female participation in society as a result of political
interventon, and transformations icapitalism and war. Using mail trains as an
analogy | argue that on railways, in cinemas and onscreen women were changed from
parcels carried by rail to autonomous passengers who determined where they went and
what they saw. lidoing sq | propose that working gandentering carriages and
auditoriums changed not only how women moved and lqdkgdalso how females
were perceived in public space.

InChapterFour 61 nsi de the Cinema Train: Arc
Life, I&rediscover the architectural intersection between the railway and the movie
theatre that made literal the much theorised connections between passengers and
spectators. The chapter frames the history of the film carriage in a narrative about
mobile ciremasand spectatorshjfrom early Bioscopesia Russian agitrains in the
1920s throughto film carriages in the 1950% argue the British movie coach wasilt
not only to increase the LNBRdA@swtoprofits
contri but e t-projactedemoderityiAs sudthe chaptepalys particular
attention to theinematraild s r@il emotmmi ng Britainddortechn:
an international audience. | do this d&ryalysing thenewsreel turesshown on the
movie coach, for examphew Berth for Bananad.938)andTheir Majesties Tour in
Lanarkshire(1938) which are connected to empire, industry and foreign tf&de.

| also use an extant British Pathé fjlamd articles in the daily press

reconstruct the space inside the railway auditorium, examining who viséed how
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people inhabited the space. | argue that while thenténtrain was an inclusivenodern
technologythe space commoditised moving and looking in complex wagasumers
were positioned as passengansl spectators and seeredivorced from rather than
integrated intptheir journeysrendering the technology redundais. a resultthe
movie coach now enablesustoinvesgat e t he natmodemifys exper.i
well asB r i t iadustriél and political decline at an international level.

Throughout the thesi$ contend thafilms shape archival practices by offering
us alternative perspectives on the past. | propose that old technologies let us see in new
ways the world as it used to be, as we are able to reinvestigate modernity through the
periodds defining machines. The,butasol ways
connect us now to the times and spaces from which the technologies emerged. The
thesis thus offers a cultural hi story of
is crucial to our understanding formations of British culture that res@tiditin our

lives today.
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CHAPTER ONE

AN INSIDE STORY:
EXPOSING THE ROYALS IN BRITISH CULTURE

The 1896 filmRoyal Trainexposed the arrival of the monarch at a rail station in Britain

on celluloid for the first timé.The movie only now exists as an elexsatond fragment

and the camera frustratingly remains distant from its subject; it is thus impossible to see
aroyalpe son emerging from the train. The | o
threefeather insignia and expectant crowds bustle around the platform, suggesting the

appearance ofahighanki ng royal . However, whil e th
exteriorspace and the waiting spectators, the f
and the travelling royal from view. Althoudgtoyal Traini s i ncompl et e, th

position on the threshold between the outside and in, the visible and the invisible, set a
precalent for royal newsreel footage in which kings, queens and their retinues arriving
and departing from train stations became a staple feature in British cinemas. Emerging
from and disappearing inside carriages, Queen Alexandra (the wife of Edward VII) and
subsequent royals always appeared between interior and exterior realms; royal bodies
were visible just at the moment the figures were lost from sight, seamlessly moving
between communal and personal sites.

Films about royal train travel make tangible thied boundaries between the
public and private spheres. Moreover, newsreel clips about royal trains reveal how
imperative transport technologies were in shaping perceptions widharchy, and by
proxyt he nat i onWlhileby tmedate-aimeteanth gentury the British royal
family formed a dédconstitutional monarchy:
policy-making, the sovereign still was a vital figurehead that represented théAsate.
such, the r oyal todwasaomectectethat of thepnatiers e nt a
Throughout the corpus (which consists of battualitésand newsreel footage), the
monarchsd® occupations of space, and the
determining publ i csselipmjectedimodeengy. Deiotiang of Br i t .
how the royals moved, where they travelled and whom they looked at, all in turn
influenced how the monarchy, and by the proxy the country, were perceived both at
home and throughout the empire.

Sovereigns from Adxandra to George V frequently were represented in popular

culture journeying by train. The locomotive, a quintessentially British invention,
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delineated the royal family as a national institution while simultaneously positioning the
head of stateinanevey day space. During George VI O0s
to the monarchs while the royals inhabited ostensibly inclusive railway carriages,
suggesting that the illusion of shared e:
image. Audiencesisually were able to access, and also vicariously move through, the
same carriages as the monarch. However,
stasis: the royal who had travelled by train, ship, airplane and car was confined to a
remote estate duringe 1936 abdication scandal. And, during the Second World War,
George VI was concealed on board his train from public view amid heightened security,
resulting in the personification of the state shifting from the royal family to the Prime
Minister, Winstan Churchill. As such, the royal train newsreel items not only register
intersections between moving and looking, but also how crucial motion and visual
appearances were in shaping conceptions
Between 1896 (when @en Victoria first appeared on film) and the end of the
Second World War in 1945, cameras revealed ever more intimate details about the
private railway spaces occupied by the royal family. Bhigsh monarchy had long
inhabited the visible, public realrAnn Clark describes how, in the eighteenth century,
royal gossip was disseminated among the middle and upper classes in newspapers,
pamphlets and caricatures, and reached the working class via satirical bekemte
the monarchyoés publtihe i mage tineedMiohdéhisna@aut h
Foucault asserts that between the seventeenth and nineteenth cgutidies systems
l ead to the 6demochDatriingt itchre aornfi dddd we ryeeiag |
reign, the Queen retreated intoravate arena; she travelled incognito and inhabited
peripheral homes rather than crown estates. However, there was a public appetite for
visual stimuli, which was exacerbated throughout the nineteenth century by new optical
apparatus, such as the zoetrapd the camera. Visual technologies emphasised the
importance of appearing in public, and by 1898 the British royal family reportedly were
the most photographed in Eurape.
The increasing visibility of the royal family in the first three decades of the
twentieth century was, therefore, a cultural rediscovery of a public monarchy and a
reaction to the privately configured sovereignty of the Victorian era. | propose that
between 1896 and 194the balance of visual authority shifted from sovereigrthe
British people, whmot only were able to gaze back at the royal family in the daily
press, but also in movie theatres. The nineteenth century was, according to Karen Chase

and Michael Levenson, 0 té]awashiinrtextfimagerye at a
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and i n s i®The eommodification of communications through newspapers and
newsreels excited a public interest in private lives. What once went on behind closed
doors was now exposed in print and on cel
uncensoredewsreels were at liberty to push the boundaries of private exposure in the
public domain’.

There are three reasowhy the history of royal train journeys onscreen is vital
to our understanding how public and private spaces were both materially and
coneptually experienced in Britain. First, there is a vast canon of films that depict royal
personages entering and exiting train cal
in public spaces, and therefore made ideal subject matter for filmmakersadvhat di
have to find actors or script scenesms from the 191Dueen Alexandréo the 1939
Her Majesty Inspects Casualty Traimmbered in the hundrefidhe recurring railway

motif served not only to portray the royals as sympathetic characters whmwaueh

with ordinary people, but also reinforce
trainds speed and mechanical superiority
nati opdojeeltfed i nternational ovemegteon as s
the railways often were incorporated int

within the empire. Consequently, the train was an important trope in films about the
monarchpt he nati onds emidodhiae d si @ mpisépsematy Bt i ¥
on a global stage.

Second, the monarch not only was subject to public discourses in film and print,
but also ruled over subjects. Hence an examination of the royal family enables us to
articulate the tensions between seeing and being seamttexpinned a growing
market for commoditised images. On one hand, the body was visually reproduced in
photographs and on film, inviting others to look upon the self. On the other, as Janet
Ward il lustrates i n, imodenitynmdete visual avdikhler f a c e
for mass consumption through media including advertising, movies and department
store displays, so those who were looked at were also engaged in lookirig/Migttk.
t he ci nemao6 stheraya amily was lmountl B &iS recqmal act of
spectatorship. For example, in 1919, Edward (the Prince of Wales) inspected troops
during public engagements in Canaidn cinemas, the audience ferince of Wales
in Canada, Part Onenspected Edward, too, and the reflective nature of the gaze
between the Prince and the public altered how the monarchy was perceived.

Media representations were vital to t]|

appearance and mobility were tangible and thexer € 6 r e a | 'bindéed,the pect a
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royal familydéds decline in popularity foll
the monarchyods stasis and invisibility. |
exposed the f ami |l ySGesn npertitv actoen tleinvdess .t hRaitc hoi
and ideological confusions between the 1t
credible when éthe superi mposi tTsinof pr
Geor ge MheKingwas rgpresented irdamestic role (for example, sitting
aboard a toy train among childrenRoyal Tourists at Wemblgein order to assert his
authority as the®Yreat idaunmd s gf Etdhwarr Idy Vil U Il érs.
monarcht he Ki ngds pr i v athegublicddmain izvinprecedented a |l e d
detail, as the abdication story engulfed British media. The more ordinary people saw
behind the facade of royalduytyhe | ess credi bl e Edward ap|
trajectory throughout the period tlefare coincidedwith that of rail and cineman that
popularity was followed by relative decline.

Third, because royal trains onscreen register transformations taking place in
society, the films are vital to a broader history of British culture. Newsreels about the
mona chés rail journeys reveal the frictio
and modernity, which were prevalent throughout the period. The royals represented a
patriarchal system that predated the machine age, yet the train and the cinema were
new.While the family, and so the nation, were modernised through association with the
technologies, there remained a palpable tension between the usually inclusive space of
the train and the elitism customary to royal travel. Similarly, the tensions betngeen t
public and private were manifest in the films. Throughout the pgthedccamera
advanced ever closer to the royal subjects, opening up interior spaces to the outside
worl d and exposing more intimate details
between inside and out were not only made visible by the monarchs who crossed back
and forth from station to carriage, onscreentesof r e en, but al so by
insistence on revealing private information in the public realm.

The chapterisdivilte i nt o four sections framed b
focuses on Victoria (1837901, with a posi1895 bias) and Edward (190D11). |
situate the monarchs on the threshold between public and private, as the royals enjoyed
a deified statuas aspiratinal domesticfigures n  Br i t i sh medi a. I e
representations in a both a pamd posicinematic world, and show how these private
individuals were represented in public lifurthermore, | discuss congruent
technological changes in Britathat alteredothmotion and vision, and conceptions of

the public and privatéhe second section examines the reign of George V {1934),
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and the third concentrates on Edward, thi
Empired. Gdéescsangwere Mmed madellitg across Britain and the empire, as
mass media increasingly blurred the boundaries between private life and public duty.

New technologies transformed how people perceived the monarchy, as George
and his heir embraced onscreep pe ar ances . However, the Pr
greater than that of his father and so E
King. The fourth section refers both to Edward VIII (1936) and George VI {1958).
Edwar dds st at ubsy whaiss tarbadniscfaotrinpend, and t he
representation was altered by the Kingds
familyds i mage was changed by public rev
scandal, and how a wartime politisia usur ped t he Kingds symboa
Finally, | conclude by interrogating how power was configured through spectatorship. |
contend the authority of the inspecting gaze was linked to films about royal trains, in

which rail and cinematic technaes converged to make the nation more inclusive.

Victoria and Edward

In 1842, Victoria travelled for the first time by train. At this time, the railway was
associated with dirt, the destruction of homes, and danger. Some passengers were said
to experi@ce nervous conditions caused by travelling at high speed, while others

suffered physical complaints (for exampl
carriages’The | ocomot i ve ,véanachinelhataté fipihemansarde v i |
6c@dheifmut i | ated fr a'gheetn,t sati nherhehuasibrandd 6 s

monarch journeyed from Windsor to Paddington in a train driven by Isambard Kingdom

Brunel’®®*Vi ct ori ads rail journey established 't

ordinary passengeglin Britain. A retrospective article ifhe lllustrated London News

determined that O6[t] he Queends patronage

t r a Vlethe.raliway was safe for Victoria, it was safe for the people, too. Through

her privileged stiais, the Queen (with a hint of irony) helped democratise the train.
Throughout her reign, the Queen used trains to travel across Britain and Europe

on private, as well as public, business. Victoria was the head of an expanding empire

with colonies extendjp ar ound t he gl obe, and as Brit

was central to conceptions of British identity. Yet her seclusion from public life

following the death of her husband Albertin186d ar ned her t he ni ck

Great Uiihe &eeenddbm inhabited official royal residences (for example,

Buckingham Palace or Windsor Castle), choosing instead her privately owned, remote
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properties at Balmoral in Scotlarehd Osborne House on the Isle of Wight. She
existed on both the geographical andigbperipheries, inhabiting marginal territories
instead of Crown Estatesnd eschewing public life.

Ot her members of the royal family eng:
absence; for example, the Duke whowhs Duc h e
later George V, and his wife Mary) appeared in the daily press on a trip to Salford in
1896.The Manchester Guardianecount ed t he coupleds popu
6gener al mov-emeénar o ond ci loes e Ro%Pgoplé waptedo ad ] ¢
not only to catch a glimpse of the Duke and Duchagisalso to get close to the royal
persons. Proximity made for a better story to share with family and friends, while
simultaneously connecting the public to 1
Duches s wer e e&aded by 6t pd cspaformedsstherogadsp on s e .
ensured their private feelings veegxternalised for the public. Moreovdretcouple
reportedly travelled in an opéap carriage. This removed them from the people by
enclosinghe royals in a private, mobile space, whalsoenabling George and Mary to
remain in public sight. That was, until the Duchess raised her umbrella in the rain. The
newspaper describes how a supporter begg:
the peopl & Sheeeportddly eblighd.add sat in the drizzle without cover.

Whatever her private feelings about the situation, her duty was to the public gaze.

As their trip ended, the Duke paid tr]
dooroft h e r oy &The publit wecemived a glimpse of the royals on a
threshold, with the article suggesting that George and Mary had come, but also were
going. The couple were separated from the crowd by the train, and so remained
peripheral, and theimplied movement distinguished them from the static crowd.
Furthermore the royal sé representation i
produced speed, an important association for the representatives of modern Britain. That
the royals were onlyen in glimpses, even by newspaper journakgssattested to
the familybés soci al standing. The monar cl
honoured spectators, reinforcing the notion that while the monarch performed as a
public servant, the royals also were privileged, private individuals wivesealways
were in motion.

Royal train canages offered a balance in tiehotomyof looking and being
looked at The train traditionally was looked out from, not stared into. For example,
while oO6[a] few of the priepintbthfg]suhptsopsect at

saloondé used to convey Princess Maud on |
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population were not able to access the spaBail transportation was an experience
shared by many but the specially designed royal carriages were inra@iitdry a few.
Nevertheless, that same year the coming of cinema was to offer spectators more
opportunities t o v iReyal Traihfeaturedahe Brmaelofs 6 c o a c |
Wal esds insignia, so makes an wuntbriakel y c:
using the railway. But she was recorded on camera in her Highland home at Balmoral
on October 3, her diary entry for that day suggesting she had previous experience of the
fil mmaking process, O6which makes sfdvi ng |
Wit hin a vy e atheraydl farhily dlreadyswasoperforiing for the camera,
evidence of how crucial appearing i n movi
(and the nationd6s) modernity.
The royal s6 mov e mepritate spaces couetesl med@mu bl i ¢
attention. And, while Victoria shied away from performing civic duties, she still
extensively travelledand her journeys were recorded in British media. The Queen
remained unseen, but through articles in the daily press shsega tde in motion.
On holidaysyVictoria travelled incognito: with an assumed name and minus the
formality of state involvement, her privacy was maintained through emulating
behaviours exhibited by the ordinary public. On incognito trips Victoria was
represented on the margins between monarch and subject, exentyglifiedfirst visit
to Nice. While Victoria desired O0to avoi
turnedo6 to wat c*HThelpessd pirtrayalofthe Qugen Bsraadyan .
commonemas as much gectacle as her usual progress, for she still travelled in the
sovereignds train with attendant staff.
The Queenbds visit to France in 1897 f
public and private that characterised her degictin the daily press. On March 12,
Victoria travelled to Noisyte-Sec as the Countess of BalmdraHer chosen moniker
concealed her identity while simultaneously exposing it, suggesting that although she
was on private busines¢ictoria still was to bdreated as a public leader. Her train
stopped in an unremarkable rail junction to facilitate a meeting with the French
President, Felix Faure, who wore plain, rather than ceremonial, clothes to acknowledge
the Queends 2 Bewusegthe meetingss @ privateone, no spectators
(save journalists, but no filmmakers or photographers) were admitted to the station
platform?’ And vyet, to greet the Countess of Balmoral, a band was at the ready to
perform 6God *TheRresidehtevas@uitedarsd® de t he Queen
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saloon for a private conversation, which a journaligtreg Daily Telegrapiheported
was held in Frenglwith the subject remaining a secfat.

InherjournalVi ct ori a wrote that she remar ke
very anxious timeandt hat pol i ti cal a f f°Thecomfersneee me d v
bet ween the two | eaders ostensibly was pi
matters were discussed. The train, which shielded Victoria from public view on her trips
aound Britain, also concealed the monarc
TheTelegraphr e por t er wr ote that 6é[ a] more inte
i ma g i*'Weedxhibition so vital to royal mobility was exacerbated by the congruent
display and masking of the carriage. Interioditwhat was imagined, and what
happened inside spaces that were not&exdfered an alternative kind of spectacle.

Also in 1897, public displayok centre stage when Victoria celebrated her
Diamond jubilee. Th@ubilee events were expected to attract larger numbers to London
than any public holiday held befoteTourists travelled by train to see the royal
procession, but how and where people watched from became problamatithe
crowds. Asaresult,landlasd i n t he capital commoditised
visitors wanting a good view. In a letter to a national newsps&pét Ryan of Borough
described how he was asked by his landlord to vacate a rented property over the jubilee
weekend. Asagoodwil gest ur e, Ryandés proprietor of
the event of the wi nddtseBitishfleisurehirelustnyo us e] |
expanded, even public spectacle was for sale. The sight of the royals was commoditised
and afforded thoseith a view economic power over those withotet on film (British
Pathé filmed the jubilee processiptile Queen barely was visibls a parasplnd the
traditional pageantry of horslrawn carriages and buntirghielded her from view/

The Greawestern Railway (GWR) presented Victoria with a new train to mark
her sixtieth year on the throne. There were six carriages to the vehicle, of which five
were specially constructed. The sixth, which sat fourth from the engine, was the
Queenods r Vigtaiad insistadlthatder old coach be retained and unaltered,
even as the other rolling stock was made afraictoria did allow electric light to be
installed in her carriage. But she drew |
introduced to corect the remaining coach&The advanced corridor design enabled
passengers on the royal train to pass from one carriage to another without stepping
outsidel a new device that improved interiority.

However, Victoria disliked this amendment, so attendeistsng her carriage

from any other part of the train were forced to wait until the vehicle was stationary
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before climbing down from their coaches
that expenditure on t,hdiist hledéyoed andbufieisn h ad
l ined with goldd and interiors de’tyetrated
for all the visible, material wealth on display, the new royal train was a relic from an
earlier time. Victor i aotaditomlmtglesthsidethd out m:
saloon, and inefficient thresholds, rendered her transport inferior to the technologically
advanced trains belonging to her counterparts in Eufbpe.

Throughout Victoriabs reign exchanges
connetions between interior and exterior, wersghasisedy new technologies and
design practices. In public, the Queen embraced technological change (the train, the
telegram, the lift}° She attended private meetings with heads oé stadliscuss public
maters, and pblic, governmentt r af t ed | egi sl ati on was wri
favoured the rights of the individual over the m&hgor example, in 1898, the
6Commons and Open Spaces Billé that refel
neighbourbo 0 d® defended the ri ghtBhelegislatorhe pri v
(which drew attention to the complexities of public and private space) coincided with
the Queenbés own preferences. Victoria fa
rather tlan stateowned homes and carriages that were not connected by corridors to the
rest of the train.

Elsewhere in British cultureyhat designated inside and outside space also
changed Industrial arenamfiltrated the domestic: toy trains became populahe
midl1890s, and a homeds proximity to a rai.l
t#

market.” The natural world was also invadingtherma de: Wil |l i am Morr

and-crafts plant designs were superseded by the floral patterns of art nouveau in th

6New | #*Chkaserand Levenson, meanwhil e, de:
fashionsforbrickh ui | t houses with éprotrudingd do
public space, 6 while simul“Taaditooalsl y encl

boundares demarking space were being redrawn. In February, t86ress excitedly

reported on two new means through which interior spaces were revealed-fayan x
experi ment at St Thomasés Hospital i n LoOI
the posiioomf a fractur e WintNaw York,a Drr€arketonsSimbri nger .
claimed to have exposed the 6whole inter.]
mix of sound, electric light and propulsidhDesign and technology were forcing once

private spces beyond the realms of the visible into the public domain.
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For example, companies ran newspaper adverts offering customers
6] p] hot ogr ap h%¥Techhologyteven revolutioniseéd hdwehe éveryday
realm of the home was seen: without suffitierificial light, interior spaces in the
nineteenth century were difficult to capture on camera. The canny photographer might
6expose f or *Butdiea fhe shadavd movesl foo quickly for depiction on
film: in 1898 an iatgriprdaoskininaty minate$Hn thastimdy e dr al
the sun had moved through tweitityo degrees. Trains, telegraphs and typewriters
proved that humans had overcome the @htnders of time and spatealthough a the
nineteenth century endgithe photographenside the cathedral was still at the mercy of
the elements. In a mechanised world the nimaityute exposure was too slow. For
filmmaker® whose frameates split seconds into fractién®n-location interior shots
were impossible without expensive (aodit) mercury lighting systemsiowever, by
the midtwentieth century electric lights and portable flashbulbs showed inside spaces

with ease?

The ontological status of both o 2T i-' L _i ! IR
photography and film was to e SO . YT TER A g

fundamentallymake visible the

imperceptible through exposing the

world as images. For example,

Eadweard Muybri dge
sequential shots of a gafling horse o
proved that when in motion, the animal  Fig 1:EadwearcMuy br i dg-e6s

] ] cinematic imageéHorses in Motion1878.
was lifted from the ground [figure $}.By

1899 films such as Kiss In the Tunnel g 2. A still fromGeorgeA | ber t ASr
Kiss in The Tunnefl899.

(in which a couple share a passionate

embrace inside a rail compartment as the

train enters a tunnel) revealed intimacy
to a public audience [figure 5.
According to Penny Sparke, the interio
emerged as an architectural concept in
the latenineteenth century’ The

interior defined closeff, inside spaces
within both public and private buildings
ranging from intimate drging rooms to

communal hotel lobbies.
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The concepbf the interiorwas also applied to both the physical and figurative
spaces inside the body, with advances in medical science investigating the enclosed
space within the human franfetepherkKern assertsiat technologies like the-pay led
to a oO0gener al reappraisal of what is pr o
mi nd, physical °Nbgreecavser ,ansi ginautndo nFsréeud 6 s
The Interpretation of Dreansosited thattherewas connecti on bet wee:

i nternal, private t hougetbusestatishedtinksd s wa k|
between interior and exterior realms that were also manifest in transport, medicine and
media.

Victoriads own r el i annwasaepartad whemshewasd i ¢ a |

taken ill at Osborne House in January 1901, and there was great public demand for
i nformation about her health. O0The eyes
one newspaper, whose repowhasef meungedat hi
by the r3VYiadtsdr isa@ad fpri vacy was bal anced
6empireds p'Thelddilycpressmediadpdhlic grief through text, making
visible with words the internal emotions people were expected to share. News reports
guided the publicbébs outward response to
health, and withthe Que n6s si ckness I mposing stasis
turned instead to her eldest son Edward, particularly focusing on his travels. While his
mother remained concealed in her personally owned profshtyard moved between
official royalresiden es i n t he capital. Hi s mobility
inertia; while she was hidden from sight
future. He was a tangible figure in uncertain timesdthough the heir to the throne did
not adhere to tintables.

During his nhePrmeedigpkyed thelprivatespower he wielded
over public services. At his request a London, Brighton and South Coast Railway
special train was placed on constant standhgl scheduled trains weregseheduled to
wait for errant royal traveller® Edward, along with the visiting German Kaiser,
changed their plans without notice, leaving locomotives waiting throughout the night at
Victoria statiom®A 6 wat chful and expectant crowd?®
eager to see this public figure in his private gffelewspaper reports delved inside
Edwarddéds inhabited spaces, describing ho
O0stepped br i slélthe Empetooandhts Roya ldighoessrsalutiaghe
ot her on Y bhe detaitcrossedkrem tife public realm into the private,

stepping over the threshold between the |
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that a journalist was present at this meeting: the anecdote was probablydueesrd

hand from a witness, or else embellished
decision to publish the article was a public revelation of an intimate moment in a private
space.

The Queenbdés death materi al | yindasfriégsect ed
and public spaces across the nation. Newspapers were printed with black columns
demarcating articles, delineating the divided spaces on the page and making visible the
usually indistinct margins betng&Seneb6st or i
The Daily Telegraplusedmetaphor to report the temporary shutting down of theatres,
law courts and public admission to royal pald®&ven clothing was affected, with
rules determining the colours and styles allowed at the royal Edtot. sk months,
| adi es wer e t ol[éwlaakshoéstahdagglovies, Wackdass feathers and
o r n a m@&After six ndonths, women could choose either coloured ornaments, or
white or grey dresses lined with blatkrhe nation exhibited what Charity $mmer
calls O6collective sorrowd; that is, a ty]
upheavaf® Internalised grief was made visible, publically exposing an affection that
some individuals may not have freiltat efchi s
feelings were adopted in the public domain.

Edwarddés short tenure as King was not
royals were still accorded privacy by the British media and existed on the peripheries of
public life. Edward occupied\dtal role as head of empire, but was only glimpsed in
public between engagements, always in motion as he travelled from a train station to a
palaceor in a car on official duty. His reign, though, was itself a threshold between the
traditional, privatelyorientated Victorian rule, and the more modern, publically
positioned monarchy that followed. Edward occupied both spatial and political territory
central to British culture. He stayed at Buckingham Palace when in London, inhabiting
the official royal relence Victoria sought to avofdIn 1902, he gifted her private
residence Osborne House to the nation, t|
6adequl@diaes uas e[ r ] oy%He whsralsodrwvalvdddnmpoliécs, taking a
particular interst in foreign affairS°"However, Edwardoés engagem
was carried out behind closed doors; the King guarded his privileged position and
continued royal wor k w?Roherample, iefore thepstate | i ¢ 6
opening of parliama in 1903 Edward expressed annoyance at the protocol for briefing

the press about the* Kingés Speech in adv:
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Another boundary between personal and communal life was blurred in the daily
60Court Circularso6 publ i s he d(cabigd reguatlyiino n a | |
bothThe TimesandTheDaily Telegraph reported information about both royal
movements and social events. During Edwal
afterthefact (the Queen travelled, the Princess took a train) twr&df The column
acted as an early celebrgpotting guide, informing the public when, and where, people
mi ght go to see t[@&pwillardve atVistaria ad430 this Pr i nce s
afternoon from Dover, and will drive direct to Marlborough Hoasepplied three
locations and an approximate timetable for curious spectators to see the mobil&royals.

In a similar veinThe Tmessnnounced that o&é[t] he King re
tomorrow from Newmarkdt ] by special train, which is timed to leave Newmarket at
4.10 and to arri veEheinf@ration upptie abau royalt 5. 5
travel carried risk, jeopardising the security of royal persons by giving notices to the
public.* That the newspapewere printing official intelligence supplied by the

monarchy suggests the risk was outweighed by the vital need for public attention.

Advance notices enabled the public to mobilise and form crowds to watch the royals.

The intersections between publicdarivate, seeing and being seemre evolving,

with motion at all times inscribed in th

Conceptions about what constituted the personal and communal also were
transforming British |Iife in ottkkaer Bwadyd.
sided with the rights of the individual. But between 1875 and 1905, public property
(land or structures owned by government) increased from five to fifteen per cent of
national wealtH® Historian Jose Harris argues that by 1911, the distinchietvseen
public and privateowned property were so confused by debt that it was difficult to
decide where wealth residédThe public and private spheres were not separate but
amorphous, their definitions relative and in flux. A 1906 guide to home deapratin
espoused a similar view, stating not onl"
but also that homes stuffed with furnitul
mu s e ( Arivabe domestic spaces were so filled with items on publicayigpht
dwellings resembled personalliections in a communal space, demonstrating that there
wereincreasinglyintricate connections between what was inside and out, concealed or
on display.

New technologies also continued to challenge concepts ofliigidnd
invisibility. In 1909, Thelllustrated London Newfeatured two gadgets that opened up

interior spaces to the exterior world. The first was a device using electric light and
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mirrors that enabled medical students to watch
surgery from outside theperating theatre: the
pupils looked in, while bacteria were kept &tiThe

second was the 6string gal
L rendered heat beats visibl
now know as a heart monitor) [figure 3]Both

machines exposed internal spaces, axgihe

1 | public fascination for the spectacle of the heretofore

‘ unseen that was also centr

The desire to turn objecand bodies into

' images extended to the royal family. Queen

Alexandra, the royal consort, was filmed in 1911 (the

Fig 3: A dogbos

di splayed on a year Edward Midied) as she boarded a tréfQueen
g al van dhedlusaated . )

London NewsMay 22, 1909.  Alexandrawas shot in France as the royal party

travelled to Italy®® In the film, Alexandra walks

toward the dormitory coach. Four women climb the exterior steps and disappear inside
as the Queen hurries back out of shot. S |
view mediated by the gaze of the men who stand between her and théhkefzotage
then cuts away as the Queen stands on t h
exterior location. The short clip shows us whatRogal Trainfragment did not: a
royal body.

It is a royal figure made public by watching crowds arelthc a mer adés gaz
body that rests on the space between inside and outside, uncertainly hovering in a
doorway.This is a mobile Queevisible in moving imagesow here but about to be
there, journeying on the peripheries of the public gaze. As with thergayal visit to
Sal ford, motion was r elptweetness, and suggestet dme r 0
urgency that in turn al | dodkmglprogress. Arndget,n at i
the production notes acknodwlneaceshefizhed .c | i |
now archives the instabilities that characterised contemporary British culture: a public
figure watched by many, but displayed to none, about to step inside but forever

remaining outside on the celluloid.

George V
On the royal train, a diagram outlining
the carriagesd inhabitants accompani ed e
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Fig 4: The LNWR royal train «
carriage train looked much journey, October 1901. Note carriages five through eight are joit
by throughcorridors.

London® The eleven

like earlier versions, with
one discernible difference: Geohraugh and M;
corridors. Victoriabds, and amosnoa rEdhwdasr dsoasl.
to the other coaches was changed to favour a more accessible design [figure 4]. This
gave passengers on the train greater access to the King and Queen. Thbetpasn
thecarriages wer@ined up, enabling people to inhabit the thresholds between their
designagd living quarters. The valet, two clerks, two dressers and seven footmen
residing in coach three, or even the railway officials in number ten, could walk along
the train at any point on a journey to attend the soveréfgns.

George VOs r eopgnng upoftpnvatesspaeed fortphbic viewing.
The royal family featured in numerous newsreel items, extensively travelled throughout
the empire and routinely made frgmiige news, their images abundant in cinemas and
newspapers. While Victoria shunngdblicity and Edward accepted it on his own
terms, George and Mary adapted to the pul
travelled and where they journeyed to took on greater significance: films about the
royals on foreign tours were screened adbilne world as yearlong diplomatic missions
replaced annual holidays. The royals were representatives for a modern Britain that
projected the image of a speedgy technologically advanced and wealthy nation to a
global audience. The marriage of the rayahge with cinematic and a railway
technology was one that promoted such ideals, while the appearance of the monarchy
attested to the nationdés traditional her |
the need for spoken language, offered mass iatiermal spectatorship and thus a useful
medium through which to represent the nation.

The First World War brought stasis and censorship to Britain, temporarily

eradicating the increased mobility and exposure that defined the years before and after.
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But there were side effects from the conflict that conteloluio changing perceptions of

inside and outside spaces. Shell shwek one such outcome. British psychiatrist

Charles Myers named the neurological condition in F8T%he effects of shell shock

were nternal (caused by mental trausmperiencedn battle) but wereisibly exposed
asmtientsdéd psychol ogi cal dysicelonovdments. wer e e
Doctors permitted cameramen to film the paséregactions to partical stimuli,in

doing socreatingvisual medical archive®. Historian Jay Winters contends that the
condition was based i n i mawhereagontawoewar wi t h i
narrative was played afit Shell shock opened up virtual spaces beyond the body while
closngdown t he mindods us uasassymptomaticinotontyof Th e
the conflict,but also the interconnections between conceptions of interior and exterior.

During the war, the King took his first ride on a London bus, stepping inside to
6exartiené ntt e Pilnaoing boe Gebrgercrossed the threshold between
privileged, private individual and a member of the public, which suggested his
proximity to everyday |ife. I n times of
preserved his status Esmder but also presented him as one of the people. Film and
railway technologies proved valuable resources in creating a myth about commonplace
ki ngship, and Georgeds own use of photogl
King was so angered bydhousekeeper moving furniture in a royal palace that he
ordered photographs be taken of the room to remind her how to organise th¥ space.

The camera i mposed Georgeds view of the
director on locationataflmhoot . As such, the camerads
archiving space for royal approval.

Queen Mary, Georgebds wife, also inter;
visited the New Gallery Cinema on Regent Street, London. The production company
Gaumont Gaphic made a short newsreel item to commemorate the &jenthe clip,

Mary appears on the pavement and moves toward the camera, with huge crowds
gathered around the royal figure as she makes her way toward the cinema entrance. The
film served to make Mry more accessible to the public in two ways. First, the

proximity of the camera to the Queen creates an illusory intimacy with the audience:
Mary looms large onscreen and so the audience is offered an unobstructed view that
provides closaip access to figure that wasin actuality both physically and socially

remote. Second, the viewer watches the Queen going to the cinema, an ordinary,

everyday activitythat wasopen to all classes in an inclusive space. Her filmed visit to
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the movie theatre portrayé¢de Queen as a woman just like any other, a crucial piece of
propaganda to ensure the monarchyods cont |
While the film does not show her inside the auditorium, there is interplay
between the publioess of the spaddary visits and the publicity surrounding the
private action of cinema going. The movie theatre is an egalitarian arena,
accommodating anyone who can purchase a ticket. But the moving image also serves to
distinguish Mary from those around her. Few peeplgte public attention enough to
warrant news reports on their cinema attendance. The crowd in the shots, the footman
opening the car dodrthese tropes set the Queen apart, marking her an individual in a
mob of O&6other & peophsensedr$edwarerneds ontrepastof al | |
the royal family. The panning cameaad oveithe-shoulder shots appear
choreographed, the meatdgreet with the public planned for celluloid posterity.
Inside the auditoriupiMary may even havieatured in alreadfilmed newsreels and so
watched her image dhescreen. The cinema thus served multiple purposes, promoting
inclusivity, supporting the established social hierarchy and aligning the monarch with
innovative technology that implied motion.
On movie setsas well as in theatrehe film industry not only was contributing
to changing conceptualisations of inside and out in moving images, but also in exposés
on production methods. In 192The lllustrated London Newsiblished an article by
Gordon Parker detailing how a film was mad@he piece revealed the complex
cinematic intersections between interior and exterior, from choices between studio or
location shots to the type of electric light used. Artificial illmation enabled people to
work on constructed interior sets: howev
combined lights [was] to make any surface veins on the hands and face come out black
i n theidhermcue etéh e n e @%\Whild sone indide spacesavkre
exposed others had to be covered up. Location shoots also required special attention, as
film companies sought to shoot in spaces that simultaneously were both public and
private. Parker singled out the railway station in his artlkexemplify a privately
owned, publicallyinhabited site, stating that such productions were usually given
per mi ssion because O[e]J]verybody seems i nf
Aimovi¥es. 06
Rail companies had a vested interest in the cinéoation shoots provided free
advertising in films and potentially increased revenues. But Parker also referred to the
desire fr osm BrMrt iasnhd PWrbclteencréporting thab passeyee e n o n

tried to get into the background of shots and appefilms®® Ordinary people desired
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the opportunity to get inside the production and inhabit the role of a screen performer.

Peopleds determination to be seen i n mov]

validating oneo6s apglpwaassenia te thanonadchyasiteer n, 6

nati onds rdpercreveds who taroniged around Mary on her trip to the
movie theatre were as much part of the cinematic speasadhe Queen, who also was
attendingboth to watch and be watched.

The mwies offered just one example of how vision increasingly was imagined
and enacted in public discourses within British culture. The Harrods Modern Home
Exhibition in 1922, like the Ideal Home Show, displayed the contents of houses in a
public, commoditisedpace with objects from the private sphere exposed outside the
traditional domestic settin). The expanding leisure industry also contributed to
forming a new, insid®@ut world. Beach huts in seaside resorts offered private
accommodation in a public spageoviding holidaymakers with a miniature home in an
incongruous landscapéLiners were built to give the impression that passengers
boarded 6some (¢r with tegularwindowsiraplgcing porthbles ardl so
domesticating the act of lookirl§Cinemas, meanwhile, created exotic spaces within

atriums and auditoriums to replicate the fantastical worlds that appeared on celluloid.

Jeffrey Richards cites Egyptian temples, Jacobean manor houses and Spanish haciendas
as Opr ovdifeléxtangmaof eahe dr eam *Eeenthad of the

di scovery of ancient Egyptian King Tut anl

for makingvisible what was hidden away. Badinchitecture and design opened up new
possibilities for experiencing the worlidviting consumers on journeys into interior
spaces.

During the period, the royal family literally were crossing boundaries into

foreign lands. In 192ZEdward the Prince of Walggeturned home from a thrgear

tour as Britai nbos ' dtemtneesvasaiden an offidial clicmplée r e 6

h i

h

as the nationds representative abroad,
nationbdbs | ooking forward to the future.
empire through his privileged statas a traveller in foreign lands, despite his moving
geographically outward from London to
journey was not only designed to shore up support for national interests in the colonies:

his travels (frequentlipy train) were filmed extensively and screened in UK cinemas.

The royal tour helped write a new narrat|

part in global politics. Footage focused on technology, transport and overwhelming

support for the monarchy overseas territory.
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Edwarddés trip began in Canada-patHi s mo

British Pathé news item, each segment lasting between fifteen and twenty rffthutes.
The series set up the four tropes common to royal news footage inettveainperiod:
inspection; crowds; mobility and thresholds. In every shot of Edwlaed/iewer sees
the Prince wearing a naval uniform, linking him to public servitude. His outward
appearance was representative not only of his military stattialso hs obligations to
his country and subjects. The uniform simultaneously lent authority to his inspecting
naval troops. In Part One of the newsreel footage, Edward surveys the men on board
Renownwhile in Part Two he looks over troops who served in the'%a4m.the fourth
part, he waves to villagers from the rai:

arl®He performed an act of |l ooking that st
superiority: he thus was represented both as a leader checkingdrdisates and the

eyes of the colonialist surveying the colonies. )

The Princebds ons¢
inspector confirmed Britiseuperiority to
those at home and reminded those abroad

they were being watchednd is if to

emphasi se Edwar dos mo d e |
royal, he was also depicted as a film
spectator: irCanada Tour Plus Other Prince
of Walehme appears 6as

) 4 ] R Fig 5: Edward Iookmg through the
[clinematograp e P™*&n art i st 6 s chrerXChnadianbrdur®lus Digemn d

. . . Prince of Wales(British Pathé, UK,

creates a line drawing of Edward holding a 1911-1925)
camerabefore the animation dissolves into a
phot ographed i mage that reveals the Prini

informality (he appears unaware of the camera wagchim and smokes a cigarette
throughout the sequence) is indicative of a personal interest in a medium by now

ubi quitous in British culture. But stand,i
gaze back on his subjedtsalways inspecting and atetiorefront of modern

technology.

Nevertheless, the flmmalkers pr esence reciprocated E
he travelled, cameras followed. From planting trees to unveiling a plague on the Great
Quebec Bridge, and from fishing to meeting local villags , t he Pri nceds
appearances were captured for cinema audiences. His public duty was to be looked at,

more so than his predecessors. All the films depicted vast crowds gathered to see
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Edward on his tour: in the third part, people scramble ontsw@ltatch a glimpse of

the royal persofh’® The swarming masses compose the background of shots throughout
the series. The crowds in the sequences,
royal familyds necessary tedibprewwayssof s pect
| ooking and visual t ec hnasbuongdieersp.i nTnheed ctrhoe
propagandi st nature; the eager watchers .
proved his worth to the people back home.

The royal fagnidaldsadwarmmement adverti s
the world. John M Mrahe Bridish Deing imperia) was Being hat
modern and that was the fundamen®Rroyal val u:
transport prominently featured imewsreel reports because the means by which Edward
travelled were demonstrative of both wealth and speed. He was filmed arriving in
Canada aboard HMBragonn, t he shi pb6s name i mplying tF
industries'®” He was chauffeured in an optap car bearing a royal standdf8And,
most frequently, he travelled by special royal train, his method of transport a consistent
remi nder of Britainds contributions to el
Canadian Pacific Specialjhich wasbuilt to accommodate the Prince on his tour. In
one news item, the screen is devoted to portrait shots of both the train and its staff,
emphasising the | ocomotiveds magnificenc:
human bodie$® The engine is in mediumase up, dominating the screen, and the
royal insignia is visible attached to the front. Anyone who passed this train knew who
was aboard. The vehicle was accordedisped st at us by buUtlerear d 6 s
was a degree of reciprocity in thatthe Peinfts pr esti ge was el evat
of the train.

Edwarddés final trip in the British Paf
on the railway''° He stands on a track to greet remote villagers, with no station in sight.

The train in the film physally brought the Prince closer to the masassany spectator

who wandered up the track was givhe right to look at himHis representation was a

a mobile traveller, which madedwardappeaidynamic in his roles as both royal

ambassador to empire aade of the people. Just as he easily moved from one place to
another, so he was able to assume different public personas. The newsreel then shows
Edward 6[s]aying [g]l]oodbye from [tMHe] [ o
stands on the expaseleckas the train pulls away, the space between the camera and

the vehicle inevitably filled by a waving crowd. The Canadian Pacific Special not only
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signified royal status, but also provided the Prince a performative space in which to

enact his public aties.

The Prince of Wales
The more Edward was in motion, journeying abroad in trains, airplanes and ships, the
more prominent a role the Prince played in media representations of the monarchy.
Moreover, a public gaze that moved steadily closer towarBthe nce 6s pri vat
also accompanied his increasing internationabifity. Yet Edward did noeven need

to appear onscreen to contribute to Brit:
Br it i s ICankdeanh To®fioms the Prince is seen in kiaus guises (hunting,
travelling, as a civilian) before the in
accompanies the Royal YTheréportcoitoto asshontakent o n
from an open train window. The cameraman is positioned in a cacoageor, his

camera pointing out to the landscape
rushing past the vehicle. The viewer is

seeing a film shot frormsidethe royal

train. The coachos eveal
in the short sequence. But the spectator
vicariously journeyed into the frric e 6 s
private space with the film crew. © BRITISH PATHE

As the train continues on its LAYOUT ONLY
journey, Captain M¥S 3 ; 5 neo
appears outside the windawalso travelling Fig 6: The view of |
screen right to left in a low manoeuvre that | N si de Ed @anadioour Plusa |

Other Prince of Wale@British Pathé, UK,

replicates the path taken by the locomotive 1911-1925)
[figure 6]. The newsreel 6s audience shar:

technology with the Prince. Spectatorstboto c cupi ed Edwar ddés spa
view. An overthes houl der shot of the trainbés guar
the illusion that this film privileged the ordinary person. The act of seeing Captain
Mayos flight f rasoestablished aRconnestiorebétaeen theaayat

family (and thus Britain) and exciting new transport technologies. The film shows

Britain on the threshold between the old and new, looking toward innovative

technologies (the airplane) from a traditional posifitke train). So congruent were

i mages of the royals and travel that the

through this display of velocity without having to show his face to the camera.
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The film broke with continuity by positioning the cameraniaside the royal
train. The privileged view afforded the spectator was a departure from the usual
mediumto-long-shots of royal saloons at stations, whereby the intermediary crowds
medi ated the camerads gaze. Brkingthish Pat ht
report: the cameraman not only stepped onto the train but also recorded the view
looking out from it while the royal vehicle was in motion. The crossing of thresholds
was a trope that continued to appear insrewl items about the roydlgouglout the
period. George V, Mary and the Prince of Wales routinely were shown arriving or
departing. For example, Prince of Wales Returrisdward was filmed as he returned
to Portsmouth from his tod?? In the film, e Prince disembarks froRenowrbefore
stepping onto a train. Royal travel necessitated arrivals and departures, hellos and
goodbyes, and so monarchical travellers occupied a liminal space that was neither here
nor there. The film portrays thimarginalityin a transition shot that establishibe
royal frain moving right to left athe Saith Railway Jetty at Portsmouth. The image
thendissolves to reveal the vehicle arriving at Victoria Station in London. There is
continuity, but also change. A threshold was crossed but much stayed the sease. It
now possible for film crews to occupy the inside of royal coaches in a move toward
inclusivity, but the royals nevertheless remained beyond reach and always appeared on
the move.

The British Path® camer amanostivecofao s s n
more pervasive move toward public accountability in Britain (for example, the
government intervened in railway service:
1923). It was no longer enough for the royals to project an image of wholesome,
middle-class homeliness: George V was required to rule the British public as one of the
people and the films from t heRoyaTourisid as s
at Wembleyzeorge and Mary were filmed on a miniature traffiThe monarchs perch
intoy-si zed carriages among oof-theireala peysonpaeop | e,
reinforced through his sitting opposite
around the track (probably part of the 1928P5 British Empire Exhibition), losing
sight of the King and Queen whehe eager crowd lean in to get a better view. George
and Maryds miniature train journey serve.
the railway, a symbol of democratised space, positioned the monarchs as ordinary
people. Fahermore, their position in thainiaturetrain allows for spectators to stand
taller. Even the filmmaker stared down on the passing carriages from a high angle,

positioning audiences so that they, too, looked down on their sovereigns.
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Also in 1925, the fnce of Wales visited the centenary celebration of the
Stockton to Darlington railway, where he told ieancial Timesh e oO6was of t he
opinion that the " edwardvimplictly duggesd thaenoterly | i f
did the trainrberatdodvinsdameedabut® al so t
The ability to travel increased peopl ebs
to use the train as a sign of the monar c|
Exhibition (discussed further | colonketapt er
display goods at a purpaseilt facility at Wembley. A track was laid to join each
nati onds s i Therdilwaystthateonmettdd eaurtries at the event were
more than just trade routes; these tracks were the lifebloathedlthy happy
population thatould travel around the empire on one Briighlt train.

The Kingés own health was suffering,
pl ayed out in public demonstrated change:
The Kig 6 s H e ai$ thelearliest extant film (to my knowledge) that depicts a
member of the royal familinsidea train carriagé®® In the clip, George and Mary
di sembark from a yacht and wait to board
reflective windavs, do not afford the audience a view of the interior as telegraph poles
are rdlected in the glass, a Schibeischian imagining of what the King saw looking out
from the train. The door to the compartment is open, offering audiences a glimpse of
corridorand the landscape behind the vehicle. Alreadyraber of visual thresholds
arecrossed in what usually was an enclosed space. In mediumuglpgamediated by
other spectators (another departure from standard protocol when filming the royals),
Maryand@or ge enter the train. The Kingbs f &
seat, and the camera remains fixed on George as he stares through the window, turning
away only to speak to someone on his left side.

The short sequence exposes little aboukthen g 6 s 1 nhabi t ati on
carriage. But the film now reveals to us
The newsreel depicts him returning from a trip to the Mediterranean ordered by doctors
to improve his declining health (if the railwalengthened life for ordinary people, it
was expected that travel would have si mi/|
representation as an equal to the Britis]|
ill health the public assumed ownersbiger him. Throughout history, British
sovereigns have existed on a threshold between public and private property: ordinary
people were not permitted to touch royal bodies without invitation, yet personal

biological details were produced for the masseasasright. Here, George was filmed
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closeup and in a heretofore exclusive space because his subjects deserved reassurances
as to his wellbeing. His right to privacy was suspended in favour of public interest.

The narrative about Georgeds physical
by media coverage of both Victoria and Ei
what is so compellingboutT he Ki ngdss élgadeén he TosurGeor geod
onscreengpresentation. The camera shows us an old man whose face is distorted by
reflections on the window. He does not glance at the cas®ige are unsuigs to
whether he knows he being watchela r emar kabl e uncertainty
power lay in theivisual control over their subjects. George gazes into the middle
distance, as if staring into the past. As spectators we know George must see the
telegraph poles reflected in the window, so we both look at, and share a view with, the

King. In comparisorwith the Prince of Wales, who was meanwhile depicted expressing

an interest in new aviation technol ogi es.
age!®The trainds restorative qualities had
Thiswassurepmot the royalsd intention, and for
conspired to represent the monarchoés i nei

I n the wake of Georgebés health scar e,
their attentions to the youngenoremobile royals. This is borne out in a sample of
newsreel subjectS? In 1924, British Pathé featured two films about George V while
two concerned Edward. In 1925, there were three clips about Edward but none referring
to the King. Tke Prince of Walesysnbolised anew generation, who, with their
fascination for airplanes (and in Edward
lead Britain into the future. The King, sitting within a static train, was being consigned
to the past.

When Edward did ustherailway, he demonstrated his increasing authority by
subverting the traditional organisation of the royal carriages. In 1927, on his return from
Canada, the Prince of Wales and his brother (the Duke of) Yegkested that their
arrival in Britain was incgnito*** The Daily Mirror reported that both princes wished
to 6be regar de & When thpirtrhiw arivee atp onderostaton the
pair exited not from the customary central carrjdoge rather through a door at the far
end of the vehicleThe waiting crowd did not even have time to cheer, so determined
were the royals to avoid being looked4tNevertheless, the royal brothers still created
spectacle.

The brothersdé use of the trainbds far

Edward recaofigured the railway space to suit his own agenda. His quick dash from the
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station also undermined the waiting specHi
speed and motion. The royalsd6 return was.
Edwar d @ powgr tathdr than his rights to privacy. His decision to travel as an
anonymous passenger was akin to Victori a:i
in the daily press and public sympathy. The details included in the newspaped article

that a crowl gathered at the station, that three halis@vn vans and a motor coach were
needed to transport their luggage, that Edward had ordered a net erected on the boat

train for his golf practic@ bel i ed bot h the Prince of Wal
publicity and his attempts to fit in with ordinary people. His alleged efforts to conceal

his identity and confuse those on the platform did not so much serve to demonstrate a
break with the past but to reinforce his superiority.

The young royaBcredentialsasthee ader s of Britainbs f
through association with new, mobile technologies. On September 1, 1927, the Princess
LowensteinWertheim made frorpage news when she became the first woman to
embark on a transatlantic flight as she set ofinfBritain to Canada, a daring feat that
wove the empire into its narrative through her choice of destin#fldiat same
month, George was in the news for his use of technology. He was reported to show an
interest in the movies, ordering a private viewarighe Coronel and Falkland Island
battle films at Balmoral?® But the Prince of Wales was meanwhile appearing on screen
in the British Legion pictur&emembranct® George was watching films; Edward was
starring in them.

By 1930, the Price of Wales had dispensed with the train in favour of newer
transport technologies: in the aptly nande: Prince Flies Homée was filmed
piloting his own plane back to Britain from his travels abraéHe also exhibited his
own documentary footage,fakh g hi s audi ence O6on safari 6
London'*Edwar d6s reputation as an adventurer
greatest commercial traveller of our day:
Schools'?° In 1931, his voyages were subject to further press coverage when he sailed
to Argentina for the British Trade Exhi b
ambassador for Britaili® In a picture article that challenged the boundaries of royal
privacy,thePr i nce of Wal es 6s Diopesawhych ganspartéde r s 0 |
him to South Americawere published ifThelllustrated London Newfigure 7]

Phot ographs exposed theniontdewuibor i oof t Bedwa
interestbutnotfori t . The future kingbs private sp:

inspection, demonstrating an informality that brought him closer to the ordinary British
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people while removing him from the confines of
tradition. The newspaper portrayed Edward as a
common, ifpublic, figure rather than the heir
apparent to a royal dynasty.

While the Prince of Wales embodied
Britainds modernity on
the King remained in a private, domestic setting. B
the cultural shift toward openness continued.
Buckingham Palaée6t he pri vate [
King andw®s eeulbject to hiﬁf%m“xm

in photographs that appeared in a weekly Fig 7: Inside E

magaziné*In 1932, Geo ge 6s v oi ce vf%noégﬁe,\?:m};eg?ﬁsrgaﬁfbﬁ t ed

for the first time in a Christmas radio broadcast. His

words, like his image, were now mediated and published to an audience far wider than

his predecessors could have anticipated. Radio offered a disembodied form of

communicatbn that rendered the speaker invisible, complicating how public visibility

and invisibility were conceived. Yet whil

public eye it simultaneously increased the reaclnigfcontact with the British people.
Soonafter, Georgeods dauagy h936ihe Mmesdparteda n e n

from inside the O6[s]ilent [s]tationbé as

Ki ng 6 s™ The eceremony followechonarchicatradition in that the railway was

integralt o t he event. The Kingds cof f.46randwas ¢

was prepared by the London and North Eastern Railway: the carriage was painted in

matte black and had its windows covered, sealing the coffin from outsidé3fiew.

Ge or g e O6as kirtg dad encanpassed technological, social and aesthetic

transformations to the ways that the public and private, inside and outside were

conceived. This was a king who o6raised t|

minority of his subjects who hdzken hitherto somewhat scornful of screen

entertainment,d and, the article dJPaimed.

Like Victoria before him, George ironically helped make fashionable a new, more

inclusive space through his privileged posittdftis world ircreasingly was exposed

on film and in photographyven in death the King occupied a threshold: his reign had

seen a massive cultural shift away from the private, but the deceased ruler was not

afforded a day of public mournirg’
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Edward and George VI

Edward was often visible in publich r oughout hi sHofweetvheer, 6 SE drwea
subsequent abdication was not anticipated, and the scandal that erupted in 1936
exacerbated the transformation ofnimhe r o
George VO6s reign. The King, whose gl amor
and in print, was now public property: t|
enjoyed was replaced by intimate, tabloid exposures. Reveatmyut what went on
behindEdwar dés <cl osed domoeckedimgyesasta mddatcompass n 6 s
within the empire (although conservative anger perversely undermined British efforts to

appear progressive in the modern world). From 1936 onwsedinema, newspapers

andi n George VIb6s case, the royal train, r
of control as public exposures under mi ne:i
Edwarddés private | ife had |l ong threat:

image!®* T h e p faseisatiod with his sleeping arrangements, from the 1931
photographs of his cabin @ropesato al937 article on Windsor Castlelfich
clai med O6King Edward VIII was the only Ki
to have sl ept) thleredad tmonabwethdédi d not di
affairs!*? His decision as Prince of Wales to permit the press to print images of his
bedroom provided the public with unprecedented access to his personal life. That
increased visibility was tempered big desire to travel incognito suggests Edward
retained overall control of his image; he determined how, and when, he appeared before
t he camer a. But newsreel producerso and |
was in accordance with the governntest wi shes t han Edwar dos ¢

TheBritish monarchy symbolised a utopian vision of Britain: the Windsors were
an institution whose adopted surname evoked the historic castle (the proverbial
OEngli shmanés homed6) and tr aydist irooneael sea
(particularly Edwarddés as the nationds c
international reputation was essential following the Great Depression in the early 1930s
and also intense industrial competition from Germany and the USA. thatre, a
royal with German ancestry, had his personal affairs (or in@dkdt, with a US
citizen) concealed from sight was cruci al
power.

On December 11, 1936, Edwar dansto deci si i
marry American divorcee Wallis Simpson w;

previously was o6wi dely r éPBotintBetain thepresd me r i
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abided by a government request trotbé Edwal
openly d¥Bhka skiemd@®ads announcemenaphsandecede
film clips showingeEdward and Wallis together. Thesetben archive images exposed

intimate moments shared by the King and Simpson at public eveit&rld Waits

with Wally, a British Pathé news item (featuring a novelty American voiceover to
emphasi se Simpssesposviewergnwere treated
leaning from their private box at the Grand Natiotal.

In a high angle shot Edward and Vi&lbeer offscreen, presumably toward the
horses. The couple do not acknowledge the camera pointing toward them and so the
audience cannot be certain the figures are aware that the filmmaker is watching. The
newsreel voiceover then announces that the seguaill be repeated, ostensibly to
draw viewerso6 attentions to Edwarddés chi:
Wal lis a better view). However, the repl:
voyeuristic gaze at the royal subject asahdience are givénand encouraged to
usdt he right to | ook at the protagonists
longer demarcated, even by the perimeter of his box at the racecourse. Public demand
for information came before any personalaigprerogative.

The abdication dominated British news, and newspapers and newsreels alike
consistentl y r epeattass, dontesti@tgand nhlieameoke.:.In Ed wa |
TheKing, the juxtaposition between movement and stasis was increagkdtagraphs
of Edward and Wallis superseded stock film footdjédrs Simpson and Belvedere
combined still and moving images of the couple wathiris affect, the oudlated visual
reference serving to age the pictures [figure 8]. The iris transformed the film footage
into static, portraitike shots*** While Prime Minister Stanley Baldwin and other
members of the royal family continued to mokeward vicariously was trapped by his
own image. Roland Barthes famously
argues thateidasgfthd e a E/Irishgimggso-sn an %rei,l\/vgdre@grigsi Mosvitetgn; !
phot od®lanphoh.ese f i INaWs UK 1838 .war d o s
motionless image was tantamount to a
visual deatksentence: that one newsret
comment ed oenn dtbh et o
affair emphasised further still the
connection between photography and

fatality.*® The newsreel companies




were sympathetic toward the King but their films foreshadowed his subsequent fall
from graceas changes taking place around Edward left Iehind in modern Britain.
Earlierin 1936Hi s Maj e srteywdesa | todmet he Kingodés Cal
to British Pathé audiencé¥.He stayed in a houdriilt by US actress Maxine Elliott,
evidence not only of his connections with American culture, but also his affiliations
with celebrity. During the abdication scandaik British residenceras the more
traditional Fort Belvedere in Berkshit& The propety prominently featured on film
and in print with the motif of the home |
private affairs and his public duty. The royal house was a space that no one had access
to, and yet media outlets were determined that people would see. Images of the

propertyos exterior were dHiquitous in n

Footage of Fort Belvedere Fig 9: An aerial shot

home at Fort Belveder&irs Simpson and
BelvederdBritish Movietone News, UK, 1936)

featured in newsreels for which the
cameraman obtained the film from an

airplane [figure 9]>° Aerial shots

offered audiences a literal chance tg
look down on the sovereign. The
King had commanded a plane when
he flew from France to Britajiut
here he was portrayed as grounded
and in many of the abdication films
Edward and Wallis remained static
figures. Before the scandal was made public, the King was represented as a mobile

figure travelling aboard shipgains, planes and cars. After his announcement, film

clips showed him merely walking (often in ceremonial dress) or chauffeured in a car;
Edward was represented using a passive form of movement that was at odds with his
piloting an aircratft.

Si mp s omedrsnveasatdiepresented through her domestic arrangements.
TheKingex posed the socialitebs old residenc:
current address on L dhThejuxtapesitiGhibenteenttiea nd T
voi ceover st ambleorginsdnd ampimagenobBuckihgham Palace
further emphasi sed Wahefilmfeadage aisoréfereditoo r b a c |
anxieties about the Americanisation of B

narrative was the train, a symbol ofitish power, engineering, and democratised
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mobility. In its stead, the Windsors were represented travelling by car: the arbiter of
autonomy, individuality and American industry.

Yetth e K iowngradgional, British heritage was suggestedobyh his
domesticity,andhis militarisationlInEn gl anddés A mé&heKingamThQueen?
King Abdicatesamong other newsreel clips, the King was shown dressed in his military

garb®?

Recalling Edwardodés 1919 trip to Canad
him as a traditional figure serving his country. The affect was twofold. The King was

shown in a sympathetic light, caught between his personal love for Simpson and his

public duty. In numerous sequences he inspected troops and attended state functions,
which served to create nostalgia in viewers. One voiceover poetically named Edward

6t he servantPBwtf thhe KinmgddhBmgihtdii gt ed Wal
Britishness. She was thedcdegtablé soaahgpher® of botha s
theroyal family and theBritish people. In whal he Illustrated London Neweslled the

6[ clonstit,dBtiimprsaln [walsr il 2iF®T hl ee dn etwhsep adp| ecr] das
pictorial spread f eat thsfedpréMads marrages, wedd i |
suggestindner promiscuity and defining her as heflexs s b an d s 5°Sperwasp e r t vy .
depicted as an invading force that upset British intefeatgertinent metaphor that
alluded to the USAO0s increasing economic

The public status the King cultivated not onlgae him a tangible figure both
onscreen and in the press, but also encouraged egalitarian depictions of the royal family.
Edward had become a ubiquitous screen presence, and anyone (with enough luck,
determination or talent) was able to achieve that posregardless of his or her birth.

Anyone mightaspg t o e mul at e E dtheancd grestigibusffoyalst y | e,
were revealed as redundant in a world in which celebrity was earned rather than
bestowed>® Altering depictions of the monarchy in Britishedia therefore

demonstrate an ideological shift toward greater equality. The abdication crisis also
exposed the cr gakyg eicrt eRr intoadienmts tsyel fThe n
royals signified progression, and yet ousting the King and his divoieeerican

mistress alluded to more traditional values.

Foll owing Edwardodos exile, George VI Ob6s
media intrusions that our contemporary celebrities are wont to face. Photographers
captured both private and unrehearsed momems t he royal sdé | i ves;
series of images printed when the abdication story broke showed the Windsors through
carwindows®>’The photographoés subjects were not

suggesting the royals did not consent to their pgstieing taken. Even Elizabeth (later
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Elizabeth 11, Edwarddos niece and then onl
despite her loose familial connection to the news story. Not only did the automobile
represent a shift away from the traditionaltBh space of the train, but also the car

ironically proved a more visible space in which to view private individuals.

Edwardodés di smissal from the British t|
not necessarily reflect the views of ordinary British peopor example, diarist Perdita
Perth (an eighteeyear old student living in London) resented the traditional pomp that
accompani ed Geb% gsd® adgor shat isamgested 6n
modern architecture, aeroplanes, speed and abseunoeexfessary decoration, the
coronationé ] should be automatically altered. Edward, | feel, would not have
submitt e d®®®eorgeawho played a maye. traditional, familial role in public
|l ife than his brother, coasafasivingfgurent ed Ed\
always on the move. In modern Britain, this was an anachronism.

Geor ge6s app aanoredrivatlyariéntedndnarehyawas
simultaneous with concerns about public intrusion into personal life. The 1937 Press
Inquiryinne st i gated reports that journalists w
privacy. That Mass Observation was also in operation at this time indicates that there
were complex social codes of conduct with regard to navigating public and private life.

The inquiry examined specific problems (for example, the rights of photographers to
take pictures at funerals) as well as et |
prohibit some for ms O%Yetihalhquity did notransivengoo p r |
many giestions as it asked and did not introduce legislation. The Council of the
Newspaper Proprietorsd Association respo
that public authorities (for example, the police) withheld, or were unavailable to

provide, infomation vital to the public interest. As a result, journalists called upon

private withesse¥’ The indeterminate nature of the probfemhere public interest

and private rights held equalswag ave voice to the nationos
to solve then.

In 1939 George and the queen consort, Elizabeth, travelled to the USA to meet
President Roosevelt and visit the World Fair. The trip was an opportunity for the
anachronistic King to shake off his stuffy image by journeying abroad and participating
in less formal, American culture. George was represented in a casual way: he swam
with the President and was reported to make horoeies of Elizabeth at the
Ro o s e v e | *¥Enéroyal cangalsosmiled toward the camera from a train

carriage as they rodbrough New York'®® That the coach was entirely open to public
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view marked a departure from the
enclosed interiority of British trains
[figure 10]. Here, there was no need fc
long shots through obscured windows.
George deliberately was on show, a
spectac for the watching crowds.
Moreover, the Kin

was replaced with a suit, more in

Then round the New York World's Fair on a tractor train. The

keeping with the idealised classlessne 55 L el el Vo L™t i “hesrs

of the USA. TheQueen 6 s war dr ﬂgtld.eeeorge and Elizabeth on an ojsated
meanwhile, was said to inspire Americarirain in New York.Daily Mail, June 23, 1939.

fashions and so flew the flag for British influence abrB4d.

Interest in the trip was fuelled by 25,000ft of newsreel footage and 1,900
photographs® British Movietone News advertised the speed (estimated to be within
forty-eight hours of despatch) with which audiences in Europe accessed the ifAages.

The films were sent by plane to ensure fast distribution: in an expanding global

economy, the train waso longer an efficient way to transport goddsspecially in

i ntercontinental transactions. These excl
voyage to the USA, r episnageanaworttl paversRathef t i |
than show the nain as a singular entity with superior resources, Britain was instead
portrayed as a parnon equal footing with the United Stat@&se trip established a

trade link between the countries based on exchange: Elizabeth inspired fashions, while
George sat ia clasdess open train carriage. British films were transported in an

American airplane, while the Coronation Scot engine was sent to the USA for display at
the World Fair*®” The increasing probability of a European war was a likely reason for

Br i t aterestdnsforming an alliance that would guarantee political and economic
support.

On September 1, 1939, Prime Minister Neville Chamberlain announced via
radio that Britain was at war with Germany. Newspapers and newsreels were no match
forthe immediacy f t he BBCO6s broadcasts over the
|l ess medium that di spensed with i mage ani
was a fitting means by which to go to war, for the ensuing conflict relied on both
subterfuge and the altyt to conceal identity, motive and location. While cinema and

print proved useful in creating visible propaganda, the radio was an efficient means of

80



making invisible what was actually going on. Wireless information was coded to ensure
no individual had pvate access to, or could publish, national plans.

The King and Queen were positioned on the threshold between public and
private: they needed to be visible to boost morale, but also concealed as they were
targets for enemy attack. Through both thewetand onscreen appearances, the royal
couple was portrayed as sharing the same experiences as their subjects: as was the case
in the First World War, class differences were downplayed to insinuate that George was
just like everybody elsd3ut maintainingan everyman image was difficult. In the 1939
British Pathé filmHer Majesty Inspects a Casualty TrakElizabeth explored a new
railway ambulancé®® The title of the news item echoed the motif of hierarchical
viewing prevalent in earlier films of George &, the Prince of Wales in Canada.
Unlike a member of the public, the Queen did not visit the train as a passenger but
rather surveyed it from a position of power. On arrival at the station (an undisclosed
|l ocation, which protéctzabdebabdHhalhhgealseab b al
prevented the customary spectators) her car drew up alongside the carriage on the
pl atform. Photographerdés flashbul bs and |

Once in the coach, Elizabeth conversed with a worker beside an ambulance bed.
While talking to the man (who remains off screen), she gesticulates toward the cot with
her right hand, ensuring her body @ square to the camera. As the camera pans left
the Queen glances briefly at the camer a,
conversation, her actions so perfectly timed as to feel reheMsegbverE|l i zabet ho
presence in the public spacene to civilians and military personnel, is incongruous
and her fashionable hat and pearls look out of place amid the sterile white bunks [figure
11]. At a time when railway operators were discouraging passengers from using
everyday train servicestohdlph e war ef fort, the Queends

departure) in a car further referenbes

Fig 11: Elizabeth inside the ambulance

priviege. Whi | e t he fi |l m s ufppieHerMaeshipspedsaagayar ¢ h 6 .
rain (British Pathé, UK, 1939).

role as an authoritarian inspector, Elizabeth,

like George V before her, was represented as
inhabiting a static w@in carriage, alluding to her
redundancy in wartime culture.

Nevertheless, theyaltrain was so vital

to the Ki nghatthecarnages me

© BRI
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became a second home, with George and
LAY Ol
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Eli zabeth using the vehicl evesarouhditlei r Or o

country’®The royal carriages gave 6simple but
Maj esti esd on t-twmoumeynspanrend 36:000dnilek between 1939
and1943°The royal sdé mobile, railway accommo

privilege of Buckingham Palace or Windsor Castle, and@ad have enabled the
couple to be representeda more prudent light to the British people. The Queen had a
line drawn around themeboard baths so no water was wasted in filling them (still
visible in the coach on display at the National Railway Museum). Telephones were
fitted so the King remained in contact with London and worked from the'traine
vehicle provided the Windsors thia fruga] homelyspace and a basic means of travel
that replicatedlomestic siteghabited by ordinary people.

Yett, f or secur it ytrapels wereorsperted after theefact The a |l s 6
royal train, known by t h etors, ovaseheref@emetad Gr o
visible symbol of GéBvenprsshedulpdaursnays)thdtrais a c r |
was forced to wait oudf-sight in tunnels during air raids. Without waiting crowds of
spectators the vehicle lost its potency in the pubdiagination. The monarch was in
motion, yet so far as the public could see, he was immobile. Thus while George was left
hiding in tunnels, Prime Minister Winston Churchill was seen flying, driving and sailing
i n his capacity as pleieanevesttamdanl®4€huictalla d e r .
was filmed flying a small plane on his return from a visit to Roosevelt in the '/SA.

The trip positioned him as successor to the royal family as the overseas
ambassador for Britain. In the film, the Prime Minister was recorded in artlaver
shoul der shot of at t éaannancingthabtheéadsrhado nt r
safely landed back horié: The angle of Fig 12: The Prime Minister appears in the train
the camera within the cramped space of doorway at Paddington Station, greeted by a lai
the aircraft invited a sense of intimacy K,Tngiggnz l(\eleng L}(e ;ngi42()a_ nriey(Brifsh v
bet ween the viewer and the fil mds
subject. Audiences witnessed him
steering the plane, a visual metapho
for his guiding the nation. In the
following sequence, Churchill is shown
taking a boat to Plymouth. He then
arrivesby trainat Paddingtorstation
where a vast crowd is gathered to greet

him on the platfornjfigure 12]. So great was the crush to seaifChill that politician
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