W) Check for updates

THE JOURNAL OF
TRANSPORT
Research Paper HISTORY

The Journal of Transport History
2024, Vol. 45(3) 768-799

Trai ns and cameras: © The Author(s) 2024
—(D
Photography and the Acrticle reus

creation of a railway DO 101177100225 268241264588
° journals.sagepub.com/home/jth
landscape in Portugal S Sage

(late nineteenth-early
twentieth centuries)

Hugo Silveira Pereira

CIUHCT - Interuniversity Centre for the History of Science

and Technology (NOVA School of Science and Technology), Portugal
University of York, UK

Abstract

This article analyses the construction and circulation of representations of Portuguese
mainland railways by photography in the illustrated press in the late nineteenth and
early twentieth centuries before World War |. The analysis uses a methodology combin-
ing semiotics with discourse analysis in journalism, which is applied to a sample of 406
photographs published in Portuguese magazines between 1872 and 1914. This study
shows how these photographs created a new railway landscape, different from that fab-
ricated previously by photographic albums (republished in the press as woodcuts),
where human agents were more present, the utilisation of railways is underscored
and dire aspects of the circulation of trains (namely train accidents) are more visible.
This article contributes to the field of transport history with a perspective from visual
culture and to the debate about the use of photography in historical research, as a reli-
able primary source, much more than a mere illustrative support.
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Introduction

Construction of railways in mainland Portugal began in the 1850s, one decade after the
first photographers opened their studios in the country. In the 1890s, when the main
trunks of the network were in operation, extending throughout over 2,000 km, the illu-
strated press began using photography profusely.’ In this article, I explore how the
Portuguese illustrated press represented railways in the photographs it published
between 1872 (when the first photograph was printed in the press) and the eve of
World War I and how it disseminated those representations nationwide to create a new
railway landscape. I analyse “perhaps the nineteenth century’s two most insidious
agents of social spatialization”, central tools of governance and nation-building.? T add
to the field of railway and transport history with a perspective from visual culture and
I contribute to the discussion about the role of photography to create landscapes
and its use in transportation history.’

The implementation of railways in mainland Portugal was a troubled process
initiated in the 1850s, when political and financial conditions allowed for large
investments in public works. The rhythm of construction was uneven, depending
on the political context and the availability of capital to invest and it was influenced
by different agendas of various historical actors (engineers, policymakers at govern-
mental level, army officers, private investors). The outcomes of the investment fell
short of the expectations touted by its promoters but improvements in transportation
were noticeable, with consequences on the unification of the market, circulation of
people, goods and ideas, industrialisation of the economy and the reinvention of
Portugal as a modern nation. The years between 1890 and the eve of World War
I, analysed in this article, were a period of crisis and recovery, marked by the con-
sequences of the 1892 partial default of the Portuguese treasury and the political
instability of the final years of the monarchy and its replacement by a republican
regime in 1910. Regardless, until 1914, the network grew more than 1,000 km
and the transportation of passengers and goods trebled.”

! Maria Fernanda Alegria, A organizacdo dos transportes em Portugal (1850—1910): as vias e o trdfego

(Lisbon: Centro de Estudos Geogrdficos, 1990), 239. Magda Pinheiro, “Transportes”, in Nuno Valério (ed.),
Estatisticas Historicas Portuguesas (Lisbon: Instituto Nacional de Estatistica, 2001), 357-98, here 373. Anténio
Sena, Histéria da Imagem Fotogrdfica em Portugal — 1839—1997 (Porto: Porto Editora, 1998), 27-33, 37-40,
and 45-51. Jorge Pedro Sousa, Veja! Nas Origens do Jornalismo Iconogrdfico em Portugal: Um Contributo
para uma Historia das Revistas llustradas Portuguesas (1835-1914) (Porto: Media XXI, 2017), 25-26 and 41.
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During the same period, photography evolved from a novelty for the wealthiest to a
work tool in different areas, such as cartography, geology, engineering, medicine, crim-
inology, crime or anthropology. Different improvements made photography simpler,
more portable and less expensive, accessible to the middle classes.’

Railway photography became a favourite of professional and amateur photographers,
motivated by the appeal of steaming locomotives as icons of technological and industrial
prowess and by the usefulness of cameras to engineering projects. It pioneered the field of
industrial photography and it became a central instrument to promote railway expansion,
industrial development and tourism. Railway companies often hired photographers to
create images to promote their tracks and present them as a modern and indispensable
infrastructures.®

In Portugal, railway photography was developed in the 1880s by the German photog-
rapher Karl Emil Biel, whose work has been analysed by different authors, underpinning
different aspects of his portfolio: the innovative features of his photographs, his role in
publicising an idea of progress advocated by the bourgeois elites in power, in endorsing
the triumph of human ingenuity (especially Portuguese engineers) over nature and in pro-
moting a technology-based nationalism and an idea of a modern Portugal. Many have
focused on the landscape created by Biel’s photographs: an anthropogenic and a techno-
logical landscape, centred in large technical infrastructures and objects, influenced by the
technical sublime, yet able to reconcile industrial prowess with natural landforms. Biel’s
works were circulated in the press through the publication of woodcuts of his photo-
graphs.” Figure 1 illustrates Biel’s works and the type of landscape his photographs
created.

Century”, Social Science History 45:2 (2021), 391-416. Hugo Silveira Pereira, “Expertise and policy-making:
Main actors, debates and outcomes in the making of the Portuguese railway network (1850-90)”, The Journal of
Transport History 42:1 (2021), 58-80. Pinheiro, “Transportes”, 373. Luis Anténio Lopes dos Santos, “Politica
Ferroviaria Ibérica: de Principios del Siglo XX a la Agrupacion de los Ferrocarriles (1901-1951)”, PhD dis-
sertation, Universidad Complutense de Madrid (Spain), 2011, 171-75 and 177-80.

Sena, Histéria da Imagem Fotogréfica, 147.

Siobhan Angus, “El Dorado in the White Pines. Representations of Wilderness on an Industrial Frontier”,
Radical History Review 132 (2018), 47-67, here 61. Nicoletta Leonardi, “With Eyes of Flesh and Glass Eyes:
Railroad Image-Objects and Fantasies of Human-Machine Hybridizations in the Mid-Nineteenth-Century
United States”, in Nicoletta Leonardi and Simone Natale (eds), Photography and Other Media in the Nineteenth
Century (University Park, PA: The Pennsylvania State University Press, 2018), 72-88, here 72. Eduardo
Romero Oliveira, “Photographic views of railroads: recording public works in nineteenth century Brazil”,
Historia, Ciéncias, Saiide — Manguinhos, 25:3 (2018), 695-723, here 696.

Paulo Baptista, A Casa Biel e as suas edigcdes fotogrdficas no Portugal de Oitocentos (Lisbon: Edi¢des
Colibri, 2010), 91, 109-14, 117-55, and 165-66. Paulo Baptista, “A new visual perspective of Portugal. Emilio
Biel’s Art and Nature in Portugal”, in The Portugal of Emilio Biel (Porto: Camara Municipal do Porto, 2015),
63—-84. Paulo Baptista, “Revealing Nature: Landscape Photographic Publication Before 1910”, Gardens &
Landscapes of Portugal, 2, 45-59. Leonel de Castro, “As fotografias de Biel sobre a linha do Tua: uma andlise
critica”, in Eduardo Beira (ed.), A linha do Tua, 1887, e as fotografias de E. Biel (Porto: FOZTUA, 2014), 59—
63. Marta Coelho de Macedo, Projectar e Construir a Nagdo. Engenheiros, ciéncia e territorio em Portugal no
século XIX (Lisbon: Imprensa de Ciéncias Sociais, 2012), 307-13 and 324-25. Ana Cardoso de Matos, “Os
testemunhos fotograficos da obra publica em Portugal”, in Inmaculada Aguilar and Sergi Doménech (eds),
Fotografia y Obra Piiblica (Valencia: Conselleria d’Infraestructures, Territori i Medi Ambient, 2014), 11-29,
here 12-15. Ana Cardoso de Matos, “Paisagem, Caminho-de-ferro e Patriménio: espacos, estruturas, imagens e
narrativas”, in Isabel Lopes Cardoso (ed.), Paisagem e Patriménio. Aproximagées Pluridisciplinares (Evora:
Dafne, 2013), 129-152, here 129 and 137-39. Hugo Silveira Pereira, “Herald of progress: Karl Emil Biel’s
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Figure |. A page from Occidente with several woodcuts from photographs of Emil Biel of the
Beira Alta railway in Portugal, 1882.
Source: Occidente, | December 1882, 268.

photographs of the technical modernisation of Portugal”, Photographies 15:1 (2022), 101-23, here 105, 111-
12. Maria do Carmo Serén, No Trilho dos Cavalos de Ferro (Coimbra: Encontros de Fotografia, 1993). Maria do
Carmo Serén, “Um discurso ou uma memoria”, in M. Tereza Siza and Peter Weieramr (eds), Livro de Viagens.
Fotografia Portuguesa 1854—-1997 (Zurich: Stemmle, 1997), 14-31, here 26 and 31.
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On a similar note, photographs of imperial railways in Portugal’s colonies contributed
to the creation of a landscape of progress, but also of the Europeanisation and domesti-
cation of the African territories and the civilisation of its inhabitants, although that vision
was limited to the narrow regions of Africa traversed by railways.®

By the end of the nineteenth century, with the invention of halftone, photography merged
with journalism, paving the way for photojournalism. With halftone, photographs were
photographed through a glass scored by a net of fine lines onto a zinc-coated plate,
which was covered with acid that would eat away the ink in the lighter areas leaving the
darker zones intact. Until then, newspapers seldom printed photographs, as this was technic-
ally difficult and expensive. For years, the press relied on woodcuts, an economical and
easier process that, however, did not benefit entirely from the authenticity given to photo-
graphs.” Woodcuts failed to offer the assurance of “having been there”, as French philoso-
pher Roland Barthes put it.'® In Portugal, the press began using halftone to print photographs
in the 1890s but it was in the following decade that the use of that technology became
common and that photography became a common resource in magazines.'’

Two titles excelled in the Portuguese press for the use they made of imagery:
O Occidente: Revista lllustrada de Portugal e do Estrangeiro (The West: Illustrated
Journal of Portugal and Abroad, henceforth Occidente) and mostly Illustracdo
Portugueza (Portuguese Illustration).

Occidente was first published in 1878. It was a generalist magazine that covered
assorted contemporary subjects. There is no information about its circulation figures,
but it had a network of distributors in Portugal and the overseas colonies. It was published
twice a month until 1880 and thrice a month thereafter. It published woodcuts until 1897,
when it used halftone print for the first time.'? As for Hlustracdo Portugueza, it was a
weekly magazine founded in 1903. It published 25,000 copies per issue, each making
an abundant use of photography (each number included dozens of photographs).'?

Both were expensive products, although affordable to many. A yearly subscription of
Occidente had of price 3,800 réis (around £60 today), whereas that of Illustragdo
Portugueza was 4,800 réis (roughly £100), accessible to both rural and industrial
workers, whose daily wages ranged from 288 to 600 réis.'* What is more, buyers of

8 Hugo Silveira Pereira, “The Camera and the Railway: Framing the Portuguese Empire and Technological

Landscapes in Angola and Mozambique, 1880s—1910s”, Technology and Culture 64:3 (2023), 737-59.

% Gerry Beegan, The Mass Image. A Social History of Photomechanical Reproduction in Victorian London
(Basingstoke: Palgrave Macmillan, 2008), 6 and 12. Irving Fang, A History of Mass Communication. Six
Information Revolutions (Boston: Focal Press, 1997), 54.

10 Roland Barthes, Camera Lucida. Reflections on Photography (New York: Hill & Wang, 1981), 40.

1. Sousa, Veja!, 19, 25-26, and 41. José Tengarrinha, Nova historia da imprensa portuguesa das origens a
1865 (Lisbon: Circulo de Leitores, 2013), 865-66.

12. Jorge Pedro Sousa, “O Jornalismo Iconogrifico em Portugal na Viragem do Século XIX para o XX: O
Ocidente (1875-1915)”, in Jorge Pedro Sousa (ed.), Noticias em Portugal: Estudos Sobre a Imprensa
Informativa (Séculos XVI-XX) (Lisbon: ICNOVA — Nova Institute of Communication, 2018), 215-38, here
219-22.

13- Fernando Costa and Maria do Carmo Serén, Hlustragdo Portugueza (Porto: Centro Portugués de Fotografia,
2004), 46.

14 Conceigio Andrade Martins, “Trabalho e condicdes de vida em Portugal (1850-1913)”, Andlise Social
32:142 (1997), 483-535, here 529-33. The tool Measuring Worth (www.measuringworth.com/calculators/
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Occidente and Illustragcdo Portugueza usually shared the issues and its contents with the
rest of the community, overcoming the illiteracy of the Portuguese population (70 per
cent by the end of the century).'® The copious use of photography also bypassed that obs-
tacle, as observing a photograph does not require any particular skills.'®

Occidente and especially lllustracdo Portugueza were the main providers of images to
the turn-of-the-century Portuguese visual economy (Chart 1). Besides them, I examined
other titles that did not have the same circulation span and that were directed to specific
audiences. These include A Construcgdo Moderna (Modern Construction, published
every three weeks, disseminated information about public works, construction and engin-
eering), Annuario da Sociedade dos Architectos Portuguezes (Yearbook of the
Portuguese Architects Society), Argus (another mundane publication), Panorama
Photographico de Portugal (Photographic Panorama of Portugal, another generalist
magazine), Revista de Obras Publicas e Minas (Journal of Public Works and Mines,
edited monthly by the Portuguese Civil Engineers Association) and Gazeta dos
Caminhos de Ferro de Portugal e Hespanha (Railway Gazette of Portugal and Spain,
edited every fortnight, published articles on transport and tourism).

Examining these titles, I created a database of 406 photographs using the online tool
STEMgram (www.stemgram.pt) that collects, classifies, labels and identifies people in
photographs of science, technology, engineering and medicine in Portugal (Chart 1
and Figure 2). The database represents 9 per cent of all the photographs depicting activ-
ities, objects or structures related to technology and engineering found on STEMgram
(industry, inventions, urban transportation, engineering works, automobility, etc.).

The collection includes record pictures and mostly promotional pictures. The former
includes those photographs that attempted to capture the scene in a way as neutral as pos-
sible, neither accentuating nor cloaking any detail; their objectives are not to influence the
response of the viewer but to make a strict record and matter-of-fact report for adminis-
trative or technical concerns, aimed at audiences of experts or investors, to jot down the
process of construction, including architectural and restoration details and confirm the
reliability of the investment. Promotional pictures, on the other hand, intend to
promote rather than report, by offering a composed image bolstering the impact of rail-
ways and highlighting the expertise of engineers and their agency in transforming the ter-
ritory, to manipulate or persuade the viewer. As it happened in other countries, record
pictures of Portuguese railways became increasingly rarer and formal or neutral compo-
sitions gave way to growingly informal and composed pictures.'’

ukcompare) calculates the relative value of the pound in 2021. The exchange rate Portuguese real-pounds
sterling was calculated by Maria Eugénia Mata, “Exchange Rate and Exchange Policy in Portugal, 1891-1931
Revisited”, Estudos de Economia 12:2 (1991), 33-41, here 39-40.

15. Tengarrinha, Nova historia da imprensa, 865—66. Anténio Candeias and Eduarda Simdes, “Alfabetizacdo e
escola em Portugal no século XX: Censos Nacionais e estudos de caso”, Andlise Psicoldogica 1:17 (1999), 163—
94, here 170.

Beegan, The Mass Image, 14.

Michael Collins, Record Pictures. Photographs from the Archives of the Institution of Civil Engineers
(London: Thomas Telford Publishing, 2004), 4 and 6. Simone Natale, “A Mirror with Wings: Photography and
the New Era of Communications”, in Nicoletta Leonardi and Simone Natale (eds), Photography and Other
Media in the Nineteenth Century. University Park, PA: The Pennsylvania State University Press, 34—46, here 39.

17.
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Chart |. Photographs published in the Portuguese illustrated press per year and per periodical.
Source: STEMgram and own making.

Figure 2 shows the geographical distribution of photographs published by these titles
between 1872 and 1914 (woodcuts not included). Panorama Photographico de Portugal
was the first publication to publish a railway photograph (in 1872, when the process of
photographic printing was expensive). Most of the images were printed after 1900, fol-
lowing the implementation of halftone in the Portuguese press, mostly in lllustracdo
Portugueza.

Methodology

This article draws from the assertion that throughout the nineteenth and early twentieth
centuries, photography was accepted as an objective product that observed the immutable
laws of Physics and Optics and therefore represented reality truthfully and objectively,
unlike drawings or paintings that resulted from the subjective views of its authors.'®
However, photography is a subjective practice that includes personal choices (angle,
objects and people portrayed, composition, etc.) and is influenced by the aims of the
photographers and their patrons.'® As a subjective practice accepted as a true depiction

Simone Natale, “Photography and Communication Media in the Nineteenth Century”, History of Photography,
36:4 (2012), 451456, here 454. Oliveira, “Photographic views of railroads”, 698, 703, 705, and 707-708.

18- Lorraine Daston and Peter Galison, Objectivity (New York: Zone Books, 2007), 121. Jens Jéger, “Picturing
Nations: Landscape Photography and National Identity in Britain and Germany in the Mid-Nineteenth Century”,
in Joan M. Schwartz and James R. Ryan (eds), Picturing Place. Photography and the Geographical Information
(London: Tauris, 2003), 117-40, here 119.

19 Gisele Freund, Photography & Society (Boston: David R. Godine, 1980), 4-5.
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Figure 2. Geographical distribution of photographs published in the Portuguese illustrated press
(woodcuts not included).
Source: STEMgram and own making.

Note: Circles without a number indicate a single photo at that location.

of reality, photography had the power to materialise abstract concepts and, therefore, to

shape public opinion and create ideology, especially if it found its way to the press.

20
20.

Roland Barthes, Camera Lucida. Reflections on Photography (New York: Hill & Wang, 1981), 17. Robin
Kelsey, “Is Landscape Photography”, in Gareth Doherty and Charles Waldheim (eds), Is Landscape...? Essays
on the Identity of Landscape (London: Routledge, 2016), 71-92, here 85 and 90. Sean Weiss, “Making
Engineering Visible: Photography and the Politics of Drinking Water in Modern Paris”, Technology and Culture
61:3 (2020), 739-71, here 743.
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The illustrated press was the main disseminator of news before the electronic age.
With halftone, the flow of photographs was hastened and readers were given the illusion
of a direct contact with reality, of an untampered chain of translation back to the photo-
graphic referent. Photographs in the press offered an unprecedented degree of verisimili-
tude, authenticity, and credibility that drawings and woodcuts never had. The recurring
printing of photographs led to the accumulation of small pieces of information that,
put together, offered readers an interpretation of society that they could easily understand.
By circulating nationwide, these publications contributed to the construction of a national
interpretative community sharing common views, particularly in those societies that, like
Portugal, had a limited number of periodicals in circulation in the visual economy, con-
sumed by a vastly illiterate community.>’

The analysis of photography lacks a specific methodology, as photography is, as
Barthes once wrote, a “message without a code”.>? However, Barthes suggests some
markers to interpret photographs, arguing that they have two distinct messages: the
denoted message, an analogue of reality, which includes the signifier, the elements in
the image; and the connoted message, how society interprets reality, including the signi-
fied, the representation that is conveyed. The accumulation of signified constructs the
sign and the myths.?

Bearing this distinction in mind, I use the methodology advanced by Brazilian com-
munication specialist Marcia Benetti to examine the journalistic communication,
adapted to the specific topic of research of this article (photographs of railways):

1. systematic inspection of the photographic discourses of the collection
2. classification of photographs with related features
3. iconographic analysis of the selected sample®*

Steps 1 and 2 were conducted using the online tool STEMgram. Focusing on the images’
signifiers and on the denoted messages, I looked for commonalities in the collection to
classify the photographs in different categories, namely the object/structure depicted
(infrastructure and rolling stock — Table 1) and the scene portrayed (Table 2).

For step 3, I used the Barthesian connoted message described above. To correctly
interpret it, it is necessary to ponder what Barthes calls the photographs’ studium, its
sociocultural and historical background. Barthes underscores the “historicity of the con-
notation code”, that is, the interpretation of photography demands that viewers know its
historical context.?® In this vein, literature on the topic is crucial to know the photographs

2l Beegan, The Mass Image, 1, 12-15, and 21-26. Geoffrey Belknap, “Photographs in Text. The Reproduction

of Photographs in Nineteenth-Century Scientific Communication”, in Nicoletta Leonardi and Simone Natale (eds),
Photography and Other Media in the Nineteenth Century, edited by (University Park, PA: The Pennsylvania State
University Press), 131-46, here 133. Leonardi, “With Eyes of Flesh and Glass Eyes”, 76.

> Roland Barthes, Image, Music, Text (London: Fontana Press, 1977), 17.

23 Barthes, Image, Music, Text, 37. Roland Barthes, Mythologies (New York: Noonday Press, 1972), 109-56.
24 Mdrcia Benetti, “Andlise do discurso em jornalismo: estudos de vozes e sentidos”, in Cldudia Lago and
Marcia Benetti (eds), Metodologia de pesquisa em jornalismo (Petrépolis: Editora Vozes, 2007), 107-63, here
112-13.

25 Barthes, Camera Lucida, 26-27. Barthes, Image, Music, Text, 28.
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Table |. Distribution of photographs according to the object/structure depicted.

All titles P Occid. Ry Gazette Others
# % # % # % # % # %
Infrastructure  Engineering 47 203% 36 179% 2 133% 5 50% 3 50%
Works
Permanent Way 59  254% 53 264% 4 267% 2 20% 0 0%
Stations 116 50% 104 51.7% 9 60% 3 30% I 16.7%
Workshops 10 4.3% 8 4% 0 0% 0 0% 2 33.3%
Sub-total 232 57.1% 201 573% I5 789% 10 345% 6 857%
Rolling Stock  Locomotives 33 19% 23 153% 0 0% 9 47.4% 1 100%
Coaches/ 89 S5LI% 79 527% | 25% 9 474% 0 0%
wagons
Trains 52 299% 48  32% 3 75% I 53% 0 0%
Sub-total 174 42.9%° 150 42.7% 4 21.1% 19 655% | [4.3%
Total 406 100% 351 100% 19 100% 29 100% 7 100%

Source: STEMgram and own making (bold signifies the categories with the highest number of photographs).
Note: *Percentage in relation to the entire sample.

Table 2. Distribution of photographs according to the scene depicted.

All titles IP Occid. Ry Gazette Others

# % # % # % # % # %
Construction 42 10.3% 39 1.1% 1 53% 2 69% 0 0%
Special events® 106 26.1% 93 26.5% 11 57.9% | 34% | 14.3%
Assembly/Repair/ 25 6.2% 20 57% | 53% 2 6.9% 2 28.6%

Maintenance

Use 128 31.5% 117 333% 5 26.3% 4 138% 2 28.6%
Disasters 45 11.1% 44 125% 0 0% [ 34% 0 0%
Static/Beauty shots® 60 14.8% 38 10.8% | 53% 19 655% 2 28.6%
Total 406 100% 351 100% 19 100% 25  100% 8 100%

Source: STEMgram and own making (bold signifies the categories with the highest number of photographs).

Notes: *Inaugurations and reception of public figures (monarchs, members of government and politicians).

®Panoramic pictures, details of engineering works or permanent way, catalogue photographs of rolling stock and all those that
do not fit in the previous categories.

studium. In this article, the photographs are from a semi-peripheral European nation, with
an underdeveloped transportation system that was facing financial and political chal-
lenges in the late nineteenth and early twentieth centuries.

Additionally, visual analysis of photography demands the analysis of written sources
that come with or surround the images (e.g.: news pieces that accompany photographs in
the press or parliamentary debates addressing the same topics as photographs). In this
sense, the caption of the photographs is a central element in the analysis, considering
that it underscores a detail, a reading or a concept in the image, influencing the
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interpretation by the observer.® Going back to Barthes’ approach, the caption underpins
the punctum, that concrete or abstract detail that emerges from the image and pierces the
mind of the observer.?” In sum, including written sources in the analysis helps to restrict
the influence of the researcher’s preconceived representations and contributes to identify
the signified that stands out the most in each photograph.”®

To conclude this section on methodology, I would like to emphasise the interconnec-
tions between photography and landscape, considering that I claim that photographs pub-
lished in the press contributed to the creation of a new railway landscape. Like
photography, landscape is a sociocultural construction too, intimately connected to the
history of a territory, its appropriation and its inhabitants.>> Authors like Jens Jiger or
Robin Kelsey have underscored that “landscape as a social practice has ever since
vested much of its fate in photographic reproduction”.* In previous works, I showed
how photography is able to produce specific landscapes by emphasising and reiterating
specific details in a group of images. This article focuses on railway landscapes, which
are those created by the railway, including static views dominated by railway elements
(engineering works, tunnels, cuttings, viaducts, bridges, workshops, warehouses,
rolling stock) or those seen from a moving train, not as rich in railway icons but inducing
the idea of movement in the mind of the observer.*'

Creating railway landscapes: Statistical approach

The creation of large databases of historical data permits statistical analysis, looking for
regularities, repetitions, consistencies but also exceptions and irregularities that contrib-
ute to characterise historical processes. For the purposes of this article, I am interested in
the geographical distribution of the sample, the people portrayed in the photographs and
the type of scene and structures/objects depicted.

Figure 2 illustrates the distribution of photographs throughout the Portuguese territory.
Table 3 and Figure 3 identify the railway lines that were photographed in the press.

Unsurprisingly, most of the photographs depict railway activity in Lisbon and in lines
that had their main stations in Lisbon (Figure 4), which account for almost half the
sample. Besides being the capital of Portugal, Lisbon had four central stations (Santa
Apoldnia, Rossio, Alcantara and Cais do Sodré) and five trunk lines (Northern,

26 Willeke Sandler, “Deutsche Heimat in Afrika: Colonial Revisionism and the Construction of Germanness

through Photography”, Journal of Women’s History, 25:1 (2013), 37-61, here 43.

2. Barthes, Camera Lucida, 26-27 and 42.

28 Barthes, Image, Music, Text, 25-26. Stephen Daniels and Denis Cosgrove, “Introduction: iconography and
landscape”, in Stephen Daniels and Denis Cosgrove (eds), The Iconography of Landscape. Essays on the
symbolic representation, design, and use of past environments (Cambridge: Cambridge University Press, 1989),
1-10, here 1.

Raymond Williams, The Country and the City (Oxford: Oxford University Press, 1973), 120.

Kelsey, “Is Landscape Photography”, 71. See also: Jager, “Picturing Nations”, 121.

Etienne Auphan, “Qu’est-ce que le paysage ferroviaire? Défrichement d’un concept”, Revue d’histoire des
chemins de fer 32-33 (2005), 1-22, here 2 and 5. Evelyne Lohr, “Le paysage ferroviaire en Seine-Saint-Denis,
un enjeu patrimonial et urbain”, Revue d’histoire des chemins de fer, 32-33 (2005), 147-176. Wolfgang
Schivelbusch, The Railway Journey. The Industrialization of Time and Space in the 1 9" Century (Albany, NY:
State University of New York Press, 1986), 23 and 31.

30.
31.
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Table 3. Distribution of photographs per railway line.

North Centre South

Line # % Line # % Line # %
Minho 41® 7.9% Northern 113 21.8% Southern® 36 6.9%
Pévoa 3 0.6% Vouga 12 2.3%

Porto’s Urban 3 0.6% Beira Alta 12 2.3% Others

Lixa 4 0.8% Beira Baixa 2 0.4% Line # %
Guimaries 21 4.1% Western 20 3.9% Other lines® 9 1.7%
Douro 20 3.9% Sintra 59 11.4%

Tamega 2 0.4% Cascais 18 3.5%

Corgo 13 2.5% Lisbon’s Urban® 94 18.1%

Tua 8 1.5% Setil 17 3.3%

Sabor | 0.2% Eastern 10 1.9%

Source: STEMgram and own making (bold signifies the lines with the highest number of photographs).

Notes: *The number of photographs exceeds the size of the database because some depict junction stations belonging to one or
more lines.

PIncludes all the lines south from the Tagus River (except the Eastern and Setil lines).

“Includes industrial, military, provisional and harbour railways.

9Includes the urban and belt line of Lisbon.

Western/Sintra, Cascais, urban and belt railways) and it was where the headquarters of the
magazines analysed in this article were located.

The Northern line was the most photographed railway in the press. It was the most
important of the entire network, with the highest volume of traffic of goods and passen-
gers, connecting the two major Portuguese cities: Lisbon and Porto (where another
important station — Campanhd — was located). In Lisbon, the attention devoted by
photographers to the urban and the Sintra lines is due to their central station, Rossio,
an imponent piece of engineering and architecture, with a Neo-Manueline facade
that evokes the historical period of the Discoveries, that became a calling card for
the emerging class of Portuguese architects,*? and a pivotal point in the city for mobil-
ity and social events (strikes, demonstrations, reception of kings, presidents and
rulers).

The other lines of the network represent around half of the sample, although if we look
at them individually, they are underrepresented, especially when compared to the
Northern, Sintra and Lisbon’s urban railways. For the most part, those infrastructures
only caught the eye of the photographers if something out of the ordinary happened (dis-
asters, inaugurations, strikes, etc.). The almost complete absence of photographs of cross-
border lines is noticeable. During the nineteenth century, stakeholders considered them
central to the success of the investment in the railway sector but by the end of the

32. Annuario da Sociedade dos Architectos Portuguezes, 1907, 77 and 79.
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Figure 3. Portuguese railway network in the beginning of the twentieth century, with the
indication of the lines photographed in the Portuguese illustrated press.
Source: sharemap.org, STEMgram and own making.

century transnational traffic remained negligible,” which accounted for the low interest
of photographers.

In Table 1, I divided the sample according to the object or structure depicted on each
image. A slight preference for photographs of infrastructure is noted in comparison to a
minor interest for pictures of rolling stock.

3. Magda Pinheiro, “L’Histoire d’un divorce: L’Integration des chemins de fer Portugais dans le réseau

Ibérique”, in Michele Merger, Albert Carreras, and Anflrea Giuntini (eds), Les réseaux européens transnatio-
naux XIXe-XXe siecles: quels enjeux? (Nantes: Ouest Editions, 1995), 335-49.
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Figure 4. A view of D. Jodo da Camara Square, crossed by two trams, the Rossio station (centre
left), the Avenida Palace hotel (centre right) and the D. Maria | theatre (right) visible. The station
was much more than the terminus of urban railways; standing between the Rossio square and the
Liberty Avenue (two central arteries of the capital), it became the centre of Lisbon, where trams
flocked, taking the elites to the theatre, tourists to the high-class Avenida Palace Hotel and
common people to multiple social and political events. Aptly enough, the original caption
underpins the “seduction of Lisbon”.

Source: [llustragdo Portugueza, 25 January 1909, 128.

The train station is clearly the preferred item of railway infrastructure appearing in
more than half of the total number of photographs (Figure 4). Travelling by railway
and railway photography had placed the spotlight on the station.** Combining engineer-
ing and architectural skills, especially the details of glass and steel and the traditional
Portuguese tiles,” train stations were the most symbolic icons of railway infrastructure,
hotspots with a visual and cultural impact in the communities they served.*® It was at sta-
tions that political dignitaries met the crowds. In 1910, shortly after the republican revo-
lution, the arrival of the minister of Home Affairs and the new dean of the University of
Coimbra to the city station was underscored in the caption of a photograph with the
expression: “A revolution in the University.”

34 Schivelbusch, The Railway Journey, 39.

35. Occidente, 28 February 1906, 45. Rafael Salinas Calado and Pedro Vieira de Almeida, Aspectos Azulejares
na Arquitectura Ferrovidria Portuguesa (Lisbon: CP — Caminhos de Ferro Portugueses, 2001).

36 Ppeter H. Christensen, Germany, and the Ottoman Railways. Art, Empire, and Infrastructure (New Haven,
CT: Yale University Press, 2017), 104. Cristina Purcar, “Photography, Railways and Landscape in
Transylvania, Romania: Case Studies in Digital Humanities”, in Thomas Coomans, Bieke Cattoor, and Krista de
Jonge (eds), Mapping Landscapes in Transformation. Multidisciplinary Methods for Historical Analysis
(Leuven: Leuven University Press, 2019), 149-174, here 154 and 156-57.
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In the Portuguese context, stations were still considered the “temples of material pro-
gress”,>” as Portuguese politician and writer Pinheiro Chagas once described them, gate-
ways to the cities and for travel, mobility, tourism and circulation of goods, commuters,
rulers, and heads of state,*® and critical infrastructure of paramount importance during the
conflicts that followed the implantation of the Republic in 1910 between partisans of the
monarchy and the ruling republicans.*

Permanent way and engineering works (completed or in construction), the stretches of
track between stations, also caught the attention of photographers and the press. They
were represented as hotlines in the territory,*® and as civilising works that conquered geo-
graphical obstacles that for eons had encumbered circulation and mobility across the ter-
ritory, thus contributing to its appropriation into a broader territorial unity.*' An example
is given by one bridge over the Tagus River, which besides being “grandiose and impos-
ing,” united with “indissoluble ties”” both margins of the Tagus and Lisbon, as journalists
present at its inauguration described it.*?

At the same time, those photographs underpinned and promoted the skills of engineers.**
Images of gravity-defying bridges and viaducts or railbeds and tunnel mouths on jagged
ridges were completed by narratives that paid textual tribute to the expertise of engineers
(Figure 5).** A good example is provided by the first railway bridge using Portland
cement (in a branch line of the Southern network) or the bridge of the Sabor line over
the Douro River, showcased by images and texts as innovations in construction and as
proofs that the Portuguese engineers skills were up to date.*’

Contrariwise, workshops and activities of construction, repair and maintenance are
underrepresented, evincing some lack of interest in this kind of work, despite its relevance
for railway operation (Figure 6). Nonetheless, it was the first time that these workers were
given visibility in the press and were seen by large groups of the population.

7. Quoted by Frederico de Quadros Abragdo, Cem anos do Caminho de Ferro na Literatura Portuguesa

(Lisbon: CP — Caminhos de Ferro Portugueses, 1956), 65.
38 Orvar Lofgren, “Motion and Emotion: Learning to be a Railway Traveller”, Mobilities, 3:3 (2008), 331-51.
Matos, “Paisagem, Caminho-de-ferro e Patriménio”, 131. Magda Pinheiro and Ana Cardoso de Matos, “O
progresso na cidade. As gares ferrovidrias — da modernizagdo urbana a pratica da engenharia”, in Ana Cardoso
de Matos and Magda Pinheiro, Histdria, Patrimonio e Infraestruturas do Caminho de Ferro: Visoes do Passado
e Perspetivas do Futuro (Lisbon: CEHC-IUL — Centro de Estudos de Histéria Contemporanea — IUL and
CIDEHUS - Centro Interdisciplinar de Histéria, Culturas e Sociedades da Universidade de Evora), 119-48.
Hllustragdo Portugueza, 22 July 1907, 97-99; 23 November 1908, 648; 30 August 1909, 268; 20 December
1909, 786-87; 22 September 1913, 370-72. Occidente, 10 December 1908, 255; 10 December 1909, 269-70.
39 Hllustragdo Portugueza, 5 February 1912, 177 and 181; 12 February 1912, 200-201; 19 February 1912,
233, 237-38, and 240-41.
40- Purcar, “Photography, Railways and Landscape”, 157.
41 Pereira, “Herald of progress”, 111.
2y, P., “Sant’ Anna a Vendas Novas”, Gazeta dos Caminhos de Ferro 16 November 1903, 375-76, here 376.
43 Ricardo Gonzalez, “Charles Clifford y la fotografia de obras piblicas”, in Inmaculada Aguilar and Sergi
Doménech (eds), Fotografia y Obra Piiblica (Valencia: Conselleria d’Infraestructures, Territori i Medi
Ambient, 2014), 67-79, here 68—69. Matos, “Os testemunhos fotograficos da obra piblica”, 14.

Amilcar de Sousa, “S. Salvador do Mundo: a Grande Romaria da Beira Alta”, Gazeta dos Caminhos de
Ferro, 1 October 1911, 299. Illlustragdo Portugueza, 26 August 1907, 264; 4 January 1909, 834-38.
4 Mello de Matos, “A ponte do Pocinho”, Gazeta dos Caminhos de Ferro, 1 October 1909, 292-94. Mello de
Matos, “Uma pequena construcgio de beton armado”, Gazeta dos Caminhos de Ferro, 16 April 1910, 115-17,
here 115. Occidente, 20 January 1904, 12
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Figure 5. D. Amélia bridge, over the Tagus River, on the Setil line. This engineering work
accomplished an objective sought by Portuguese policymakers since the mid-nineteenth century: the
connection between the two banks of the Tagus that cut Portugal in half. At the time of its
inauguration, it was the longest in the Iberian Peninsula. The length of the bridge is underscored by the
angle chosen by the photographer: viewers can see its beginning, but they cannot see where it ends.
Source: Gazeta dos Caminhos de Ferro, | January 1909, 3.

Figure 6. Workshops of the Southern railways, operated by the state. Despite their critical
importance for railway operation, these and other workshops (and their workers), were barely
visible in the visual economy of photography. People wanted to see trains circulating, not how or
why did they circulate.

Source: lllustragdo Portugueza, 22 February 1909, 250.
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Previously, in the 1880s, a railway photographic album of the construction of the Beira
Alta line showed multiple aspects of construction and its labourers;46 however, this
album was conceived as a gift to a local politician and to be distributed by small
groups of stakeholders, therefore, it never knew a wide dissemination.

Regarding the imagery of rolling stock, photographs of coaches and wagons surpass those
of locomotives and trains, which is surprising if we consider that the locomotive was the
spearhead of technological progress and the vehicle of the technical sublime that conquered
time and space and shrunk “the natural world by means of mechanical transportation”.*’

In the mid-nineteenth century, in Portugal and in other countries, locomotives took the
spotlight, often being presented as living beings, animalised and anthropomorphised.*®
One of those images was published in 1904 by Revista de Obras Publicas e Minas but
it was a reprinting of a photograph taken 40 years earlier, where eight engineers of the
Royal Company of Portuguese Railways stand on a locomotive.*’ The steamer is
shown as a steady and reliable machine that users could trust.”®

Decades later, in the turn of the century, locomotives appeared in less than half of the
photographs published in the Portuguese press, which hints at a fading of the technical
sublime and at a valorisation of the daily and common use of railways.

However, engineers like Fernando de Sousa, who wrote frequently in the press,”" still
placed locomotives under the spotlight, using images of steamers to promote the skills
and expertise of Portuguese ingenuity in assembling or overhauling them. An article in
Occidente stressed that this type of industrial work “occupied the first place in the indus-
trial sector.”>? Likewise, these photographs illustrated the modernity of the Portuguese
railway sector, underscoring its technical capacities, often with unfathomable terms for
the common people that added to their sublime.>®> What is more, some narratives under-
scored that the materials used in the construction had their origin in the Portuguese indus-
try,>* endorsing a technoindustrial nationalism,> especially in a time characterised by a

46- Centro Portugués de Fotografia, Colecdo Alcidia e Luis Viegas Belchior, Chemin de Fer Portugais de la

Beira Alta: Album Souvenir a Monsieur Joaquim Anténio Simées, PT/CPF/CNF-CALVB/0005, available on:
digitarq.cpf.arquivos.pt/details?id=86846.

47 Eric J. Hobsbawm, The Age of Capital (1848-1875) (London: Abacus, 2006), 57. John F. Kasson,
Civilizing the Machine: technology and republican values in America, 1776-1900 (New York: Grossman
Publishers, 1976), 172. David E. Nye, American Technological Sublime (Cambridge, MA: The MIT Press,
1999), 56-57. Schivelbusch, The Railway Journey, 10-11 and 37-38 (quote).

48 1 eonardi, “With Eyes of Flesh and Glass Eyes”, 80. Pereira, “Herald of progress”, 109.

49 Revista de Obras Publicas e Minas, October-November-December 1904, 592-93.

30 Cf. Leonardi, “With Eyes of Flesh and Glass Eyes”, 85.

St Hugo Silveira Pereira, “Sousa, José Fernando,” in Diciondrio Biogrdfico de Cientistas, Engenheiros e
Médicos em Portugal (Lisbon: CIUHCT, 2022), available in dicionario.ciuhct.org/sousa-jose-fernando-de/,
accessed on 3 January 2024.

32 Occidente, 28 February 1897, 45.

53 J. Fernando de Sousa, “As novas locomotivas do Minho e Douro”, Gazeta dos Caminhos de Ferro, 1
October 1912, 297-98. J. Fernando de Sousa, “O novo material circulante nas linhas portuguezas”, Gazeta dos
Caminhos de Ferro, 16 June 1912, 181-83. Gazeta dos Caminhos de Ferro, 16 December 1910, 375; 16 May
1911, 150-51. Illustragdo Portugueza, 22 June 1914, 793..

Matos, “A ponte do Pocinho”, 294. Illustragdo Portugueza, 26 September 1910, 398.

For this concept, see: Sulfikar Amir, “Nationalist rhetoric and technological development: The Indonesian
aircraft industry in the New Order regime”, Technology in Society 29 (2007), 283-93.
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policy of import substitution due to a financial crisis in the Portuguese economy.’®
Another dimension of this phenomenon included photographing industrial complexes
connected to or using railway technology.”’’ It was the case of the activities at the
ports of Lisbon and Porto or the Sdo Domingos mines in Southern Portugal, where loco-
motives and wagons were central instruments.”®

Table 2 shows the distribution of photographs according to the central happening
taking place therein: construction, assembly/maintenance of rolling stock, utilisation,
train accidents, inaugurations and other festivities and panoramic shots.

A preference for photographs of daily use is noticeable (Figures 7 and 8), in line with
what American historian of technology David Nye has characterised as a growing pref-
erence of users for the immediate experience of the power of locomotives rather than for
the social effects or the prosperity promised by railway promoters.”® It follows the same
trend found in the previous paragraphs and in the analysis of Table 1 (even though
Occidente and the Railway Gazette preferred special events and beauty shots,
respectively).

In the same sense, images of maintenance work (Figure 6) account for only 5.7 per
cent of the sample, although these are accompanied by somewhat detailed accounts of
that sort of labour (including descriptions of automated machinery, electric instrumenta-
tion, complex tasks, new technologies and improvements in the quality of the service).®
This suggests a taking for granted of the railway service, overwhelming all the other
background activities indispensable for the operation of the system.

A different perspective of use is provided by photographs of train wrecks, which are
portrayed in 45 snapshots (11.1 per cent of the sample). Accidents were not uncommon in
the railway sector of the late nineteenth and early twentieth centuries, which were illu-
strated by photography and the press.®' Representations of horror contain within a spe-
cific beauty and motivate feelings of aesthetical pleasure, meaning that while repelling,
they also attract — as a matter of fact, since the eighteenth century, accidents caught
the attention of artists and landscape designers, who depicted them in their creations.
Photography benefitted with the demand of shocking images of accidents that were
sought by publishers to increase the sales of magazines and newspapers.®” The
Portuguese press was not very different and it included photographs of different disasters,

56 Jaime Reis, “A industrializagdo num pafs de desenvolvimento lento e tardio: Portugal, 1870-1913”, Andlise

Social 23:96 (1987), 207-27, here 209.

57 Purcar, “Photography, Railways and Landscape”, 158.

Mello de Matos, “Os Caminhos de Ferro do Estado. As Officinas do Sul e Sueste no Barreiro”, lllustra¢do
Portugueza, 22 February 1909, 249-56. Adelino Mendes, “O Cobre em Portugal. A Mina de S. Domingos”,
Hlustragdo Portugueza, 7 October 1907, 457-62. Illustragdo Portugueza, 5 June 1911, 734; 26 August 1912,
266-67; 29 December 1913, 770 and 774. Occidente, 30 November 1908, 259 and 261.

39 Nye, American Technological Sublime, 71-72.

60. Matos, “Os Caminhos de Ferro do Estado”, 249-56. A Construc¢do Moderna, 10 May 1905, 70; 1 October
1905, 184.

61 Michael Foley, Britain’s Railway Disasters. Fatal Accidents from the 1830s to the Present Day (Barnsley:
Wharncliffe Transport, 2013), 99-128.

2 Paul Fyfe, “Illustrating the Accident: Railways and the Catastrophic Picturesque in The Illustrated London
News”, Victorian Periodicals Review, 46:1 (2013), 61-91, here 65. John Taylor. Body Horror.
Photojournalism, Catastrophe and War (New York: New York University Press, 1998), 8.
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Figure 7. A group of journalist poses for the photograph on the balcony of a coach at the rear of
a train. They were on the return journey to Lisbon, after covering the military manoeuvres of the
republican army against the campaign of a battalion of monarchic partisans led by captain Paiva
Couceiro. In the early twentieth century, news circulated by train, but those who created them
were also travelled in railways.

Source: lllustragdo Portugueza, 30 October 1911, 540.

Figure 8. The maiden voyage in the Guimaraes line, inaugurated in 1907. The angle of the
photograph, the blurriness of the forms on the sides, the passing smoke stress the mobility of the
train. For the first time, those who did not ride trains could see in the press what did it look like.
Source: lllustragdo Portugueza, 5 August 1907, 168.
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Figure 9. The aftermath of a derailment caused by speeding near Senhora da Hora station in the
Porto to Pévoa de Varzim railway. The double-engine Fairlie locomotive is derailed and behind it
three or four coaches are pilled in an unnatural position, transversally to the track. Surrounding
the rolling stock, several men, women and children observe the wreckage, probably in shock but
also in awe.

Source: [llustragdo Portugueza, 10 October 1910, 482.

either provoked by natural causes, like floods or by human action, including negligence
(Figure 9) and sabotage by railway workers on strike (particularly after the end of the
Monarchy). Some textual descriptions accompanying the photos of accidents are rather
lurid: one text informs that “out of the 300 passengers, 60 were injured; the engine
driver was hurled from the cabin when the locomotive stopped abruptly between the
tracks and the coaches derailed and rolled away amidst the greatest panic.”® .
However, for the most part they offer a factual version of the events, respecting the
workers right to strike or commending their work in repairing the damages.®®
Moreover, the photographs did not amount to a significant number to challenge the per-
ception that riding the train was more comfortable and safer than any other land transport.
That fear was diluted in the daily utilisation of trains.®’

In beauty shots and in some photographs of the utilisation of railways there is an
undeniable intent to promote tourism and leisure travelling. Railway photography illu-
strated how all kinds of people could reach secluded and picturesque locations by
train, comfortably, safely, quickly and affordably, motivating passengers to travel to

3. lllustragdo Portugueza, 10 October 1910, 482.

Gazeta dos Caminhos de Ferro, 1 January 1910, 6-8. Illustracdo Portugueza, 1 July 1907, 19; 28 October
1907, 570; 23 August 1908, 230; 23 January 1911, 104-109; 18 March 1912, 376; 23 June 1913, 828; 19
January 1914, 69-72; 26 January 1914, 121-22 and 124; 2 February 1914, 136; 2 March 1914, 288; 9 March
1914, 308-309; 29 June 1914, 828.

65 Schivelbusch, The Railway Journey, 129-130.
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those destinations.®® In Portugal, the Railway Gazette pioneered the use of railway pho-
tography to promote leisure and tourism.®” It was followed by other titles soon after.
Narratives in the press added a textual layer of compelling arguments about the
beauty, attractiveness and main attractions of different regions of Portugal where one
could travel to by train, namely the northern province of Minho, the Vouga and Douro
Rivers valleys or the regions of Guimaries, Cascais and Sintra, traversed by homonym-
ous railways and also the beaches of the north and the cities of Porto and Coimbra in the
route of the Northern line or the spas of Vidago, Entre-os-Rios or Caldas da Rainha,
where even King Charles would go to cure his own ailments.®®

To conclude this section, I would like to analyse the people included in the railway
photographs of the Portuguese press. Data on Chart 2 apparently does not contribute to
the pictorial valorisation of use, as only 3 per cent of the sample depicts passengers,
whereas the presence of passersby (different people not using the trains) is evident. This
may be explained by the fact that passengers are not always visible in passing trains and
therefore they were not accounted for. Moreover, many of the other classes of people
can be found in the images using station or trains. The depiction of railway workers is
limited (mostly in contexts of construction or repair of lines or rolling stock), which
goes in line with what I previously said about the underrepresentation of activities that
support the operation of railways and counters the heroic representation of railway
labourers that characterised railway photography in the mid-nineteenth century.®

Creating railway landscapes: Production of meanings

The alliance between railways and photography contributed to the creation of a new land-
scape, which included a new interpretation of space and time (standardised with trains
and timetables).”® Considering the predominance of technical, human-made, imponent
and imposing structures and objects, one can call it a technological landscape, or,
more specifically, a railway landscape.”’ The new landscape was much more than just
the permanent way, engineering works, stations and steaming trains added to the territory.

66 Foster, “Capturing and Losing the ‘Lie of the Land’”, 150. Leonardi, “With Eyes of Flesh and Glass Eyes”,
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Chart 2. People depicted in railway photographs.
Source: STEMgram and own making.

It included many additional layers of sociocultural and sociotechnical symbolism that
contributed to its resilience and naturalisation.

Different authors have emphasised the role of photography in promoting railways as a
business venture and as an infrastructure that conquered distances, thus contributing to
the unification of unconnected regions, to the creation of senses of community and cul-
tural identities, to the definition of new political territories and to “projects of media gov-
ernance and nation-building”.”® The symbolical value of railway photography and its
potential to create political propaganda has also been underscored. Overall, photography
has given materiality and visuality to the abstract concepts of circulation, progress or
modernity of societies and territories.”> The photographs analysed in this article follow
this trend. The press published images of locations in the outskirts of Lisbon (like
Amadora or Estoril) assuring readers that they had developed greatly just after the
arrival of trains.”* It was a landscape of progress.

72 Natale, “A Mirror with Wings”, 38. Natale, “Photography and Communication Media”, 453.

73 Foster, “Capturing and Losing the ‘Lie of the Land’”, 141-43 and 159. Gonzélez, “Charles Clifford”, 68—
69. Seguin, “Le paysage ferroviaire”, 69.
74 Hllustragdo Portugueza, 7 August 1905, 635; 4 September 1905, 699. Occidente, 20 June 1899, 136.
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Engineering works like the Eiffel Bridge over the Lima River in the Minho line or the
Audouard bridge over the Tagus River in the Setil line (Figure 5) were elevated to the
rank of national monuments, “best constructions of the kind in Portugal”, worthy of
the majesty of the rivers they traversed.”> The images of the new Montemor branch
line in the network of the South illustrated the conviction that the longest the railway
grid, the largest the development and the progress of a country. The press added that
with the new railway Montemor’s “agriculture and commerce has entered a new stage
and it can now expand and multiply its wealth.”’® Furthermore, a comparison was
made between the animal kingdom, where a well-developed arterial system carried nutri-
ents to the cells, and the territory, where railways took wealth, civilisation and well-being
to cities and towns. It was a landscape of circulation.

Other technical details, incomprehensible for the lay or highlighting the huge amounts
of material employed during construction or the large dimensions of the works, added to
the impact created by photography. For instance, while describing the railway workshops
at Barreiro, journalist Mello de Matos mentioned their “voltmeters, amperemeters (...),
motor Franco Tosi with 70 effective horsepower and the multipolar dynamo Siemens
& Haske with 50 kilowatts of normal output,” and how a machine was operated “by a
single man, who controls its 24 horse power, 220 volts, 91 amperes motor, which has
an output of 740 rotations per minute.””’ As mentioned earlier, the role of Portuguese
industry in supplying these enterprises was commended as patriotic acts.”® It was an
industrial landscape.

Photography turned itself into a vehicle that transported the regions connected to the
network to the readers of the press. In this vein, photographs promoted the territorial
appropriation of those territories, by illustrating, in a way accepted as truthful and object-
ive, the unchangeable route offered by the tracks and the continuous and constant utilisa-
tion of an area by a community that perceived it as its own.”” While the railway, with its
own territorial structure, transformed the territory, photography created a visual discourse
of those transformations.®° In this sense, a correlated, yet distinct, perspective is offered
by photographs of the manoeuvres of the republican army by train to subdue the monar-
chic insurrections in the north of the country and appropriate those territories to the new
republican unity.®' It was a political landscape.

Another iteration of these political landscapes were inauguration ceremonies, import-
ant moments of territorial appropriation, with photography underscoring the continuous
growth of the railway grid as a guarantee of prosperity, modernity and progress. They
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were dramatic stagings that announced future transformations and usually gathered the
interest of large fringes of population that shared a common perception of railways as pro-
gress.?? After the inauguration of the railway between Vila Real and Pedras Salgadas,
Occidente recounted how “the festive demonstrations of the localities traversed by the
line (...) are a proof of the great benefit that the railway brings to those populations.”®?

Other events counted with the presence of the head of state (king before 1910, presi-
dent of the republic after 1910), members of government or victorious military leaders of
colonial campaigns, who confirmed the importance of the railway for transport and
mobility in Portugal and emphasised stations (especially in Lisbon and Porto but also
in peripheral areas of the country) as social and political hotspots.®* The caption of
one of the photographs that documented the visit of King Manuel II to Braga highlighted
how the train was received “with intense demonstrations of enthusiasm [accompanied by]
hundreds of students of the city’s schools and seminars.”

While photography opened windows and offered glimpses at these events and the new
railways, news pieces completed the scenery, describing the soothing whistle of the loco-
motive, the immense crowds attending the ceremony, their enthusiasm, sundry technical
details of the new infrastructure and cheerful anticipations of the success of the
operation.®

Photography contributed to the naturalisation of the railway infrastructure in the land-
scape and of the railway landscape, by associating it with something good, like progress,
modernity, easiness of circulation, and, in the case of the inaugurations, enthusiasm and
joy. What is more, trains, engineering works and stations were represented as if not dis-
turbing the land, reconciled in harmony, balance and stability with nature and the terri-
tory, merging the technical sublime with the natural sublime, the natural wilderness
with the strict regularity of the tracks and the lineal forms of the infrastructure.®”
When, in 1910, a bridge in the Northern line was replaced, the press and the photographs
it published underscored how the gangs of workers formed an “admirable and picturesque
scenery,” how “the new bridge, magnificent (...) was hoisted and set in the place of the older
one,” or how after the operation was completed “the train to Vendas Novas appeared at the
appointed hour, traversing the bridge under applauses.” No mention is made to the
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8- Occidente, 30 June 1907, 162.
84 (. A., “Centenario da Guerra Peninsular. Inauguragido do Padrdo comemorativo da batalha do Vimeiro”,
Occidente, 30 August 1908, 186-87. lllustragdo Portugueza, 26 December 1904, 116-17; 23 September 1907,
391; 13 January 1908, 932; 8 June 1908, 722 and 727; 16 November 1908, 610-11; 30 November 1908, 676,
684, and 687; 7 December 1908, 710; 14 December 1908, 746; 7 March 1910, 307; 6 February 1911, 180-82; 5
June 1911, 719; 13 November 1911, 615; 10 February 1913, 185; 7 April 1913, 432-33; 24 June 1907, 786.
Occidente, 30 November 1908, 261; 10 December 1911, 268-69.

Hllustragdo Portugueza, 11 November 1908, 648.
86 Gazeta dos Caminhos de Ferro, 1 October 1911, 299; 16 September 1909, 273 and 277-78. Illustrag¢do
Portugueza, 22 July 1907, 97-99; 5 August 1907, 164-68; 4 January 1909, 834-38; 3 March 1913, 282-83; 20
April 1914, 501. Occidente, 20 January 1904, 9-10; 20 October 1908, 232; 10 October 1909, 224.

Leonardi, “With Eyes of Flesh and Glass Eyes”, 72. Jdger, “Picturing Nations”, 137. Seguin, “Le paysage
ferroviaire”, 72. Joel Snyder, “Territorial photography”, in W. J. T. Mitchell (ed.), Landscape and Power.
(Chicago, IL: The University of Chicago Press, 1994), pp. 175-201, here 187-88.



792 The Journal of Transport History 45(3)

disruption this engineering work caused in the landscape. The photographs close up on the
bridge and in the technicalities of the operation, veiling the natural details of its
surroundings.®®

Following the recommendation of Romanian architect Cristina Purcar of
looking into the details that photography does not show,®” it is important to under-
score that photography hid in plain sight the profoundly disruptive nature of rail-
ways in the territory, which included demolition of buildings, explosions to pave
way for the track, astonishing volumes of debris and the piercing sound of
moving trains.

This was accomplished in different, yet interconnected, dimensions. One of them was
the inclusion of older structures next to the brand-new tracks, bridges or stations to iden-
tify the past and point to the future. As Kelsey recalls, “landscape has always been a way
of moving into the future by reorienting oneself to the past.”*® The same was accom-
plished by photographing railway infrastructure and vehicles next to natural landforms,
juxtaposing the romanticism of nature with the modernity of technology, the disorderli-
ness of the land (suggesting chaos) with the geometrical accuracy of the tracks and engin-
eering works (hinting at order), the triumph of mechanical regularity over natural
irregularity.”’ The geometrical forms of railways are intrinsically modern, they suggest
infinity and issue what historian of photography Mary Warner Marien has called an
“Edenic calm”®2,

Another important feature of railway landscape is that photographs of lines and
trains, although static, suggested motion and speed (Figure 8).”* Velocity was one
of the most spectacular characteristics of the locomotive, surpassing the capacities
of ships or horses.”* By 1900, photographing speed had become an obsession for
photographers (resulting in improved shutter speeds). Those who could capture vel-
ocity would not only photograph progress; they would also be able to put in film that
that was not perceptible to the human eyes — machines would overcome the limita-
tions of the human body.”® Earlier photographs of Portuguese railways were able to
give the sensation of speed, but mostly they offered static views of railway activity
(panoramic shots of lines and engineering works, parked locomotives, group photo-
graphs).?® The press of late nineteenth century inaugurated a more accurate depiction
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of velocity, praising the “commercial average speeds of 72 km/h” achieved by new
“powerful machines.”’

Nevertheless, the most innovative perspective of the railway landscape was that seen from
inside the train (Figure 8), as emphasised in the caption of a photograph of the visit of King
Manuel II to the Minho Province in 1908, reading: “photograph taken from the inside of the
moving royal train.”®, German cultural historian Wolfgang Schivelbusch underscores how
train passengers no longer saw the landscape frontward but sideways and how landscape
seen from that perspective seemed like a different world, distorted by velocity.” This per-
spective, however, was captured in some photographs analysed in this article, offering
viewers the possibility of travelling across the territory as if they were riding the train them-
selves. As Italian art historian Nicoleta Leonardi argues, cameras, trains and observers were
bound to%gether in an exercise of virtual travelling with machines surrogating human
bodies.'

Conclusion

The introduction of halftone in the Portuguese press caused an exponential increase in the
number of photographs circulating in media and in the visual economy. Unsurprisingly,
technological developments (like automobiles, electric trams, industrial machinery) and
engineering works (bridges, factories, school buildings) caught the attention of photogra-
phers and magazine editors, as assets that represented progress and modernity and that
were in demand by the public. In this sense, railways were an important visual part of
that array of visual resources.

Railway photography had developed in Portugal since the 1880s and it circulated in
the press as woodcuts, contributing to the creation of an early railway landscape.
However, not only woodcuts lacked the truth-value given to photography, but also the
number of images in circulation was very limited. Consequently, the impact of halftone
prints of railway photography in the public and in the railway landscape in the late nine-
teenth and early twentieth centuries was far greater.

What is more, the characteristics of that railway landscape were largely changed.
Of course, there were some commonalities, like the advocation of railways as pro-
gress and order and a praise of the work of engineers; but whereas photographs
(and woodcuts) of the 1880s offered a static view of railway activity, focused on
the panoramic shots of infrastructure and on images of stationary vehicles, enhan-
cing the sublime of technological structures and objects, where the human presence
is almost invisible, halftone prints showed a much more active, dynamic and truthful
view of railways.

Arguably the biggest difference is the presence of human figures, ranging from
daily users to heads of state, rulers, military in campaign and railway workers (who
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despite being underrepresented were for the first time shown to the public). The
preference for moments of use superseded that for panoramic photographs that
sought to impress the viewers. Of course, the seduction of the technical sublime
was still present in several photographs that underline the dimension of engineering
works, the power of locomotives, and how both, representing human ingenuity,
tamed landforms and nature and publicised picturesque locations that tourists
could visit and enjoy. Nevertheless, different aspects of train travel are more fre-
quent, including perspectives from inside the coaches, depicting landscape as if
the observers were riding the train instead of merely reading the magazine in the
comfort of their homes or within their communities. This was caused not only by
an aesthetic change, but also by improvements in photographic technology. In
the 1880s, cameras were cumbersome, with low shutter speeds, unable to photo-
graph mobility. By the end of the nineteenth century, cameras were more portable
and capable of capturing movement more efficiently.

Moreover, halftone photography also offered glimpses of two events that were
present in the railway sector since the very beginning of the operation but that
were largely invisible to most: inauguration ceremonies and disasters. The former
had an immense political importance that thanks to photography and halftone trickled
down over much more people than those who witnessed the events in person. The
latter were not an uncommon feature of use. Train accidents, albeit infrequent,
were not rare. Photographers saw in them sellable assets that at the same time met
the need of the audience for shocking images that simultaneously repelled and
attracted. Figures of circulation mentioned at the beginning of this article show
that people used trains to travel in growing numbers, meaning that they were not
alarmed with what they saw depicted in the press. Disaster photography was a dis-
traction, not a concern.

The photographs analysed in this article show how railways were depicted and shown
to the Portuguese population, either that who rode trains and that who were too far away
from stations or stops to use them. Further studies using the same methodology could
follow, analysing the representations about other means of transportation, from trams
to automobiles and bicycles to understand how some were naturalised into society’s
mind and others were shunned away from the public mind.
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