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HE Club possesses about sixty pictures in oil and \iVater-colour, 
together with a few prints and etchings all acquired by way of 
gift or legacy . Those vvho had the good fortune to see the late 

Miss Ruth Draper on one of her appearances in London tnay remember 
her impersonation of a visitor to a picture gallery and the advice which 
she gave to her imaginary companion. The advice \vas first to look at 
the catalogue and note what title the artist gave to his picture; then, she 
said, you vvould know what the artist meant his picture to be. That 
advice, however appropriate in the case of many modern pictures, 
would be out of place so far as the Club's pictures are concerned; they 
are straightforward views of mountains. The Alps form the subject 
of the great majority; less than ten of them are scenes from the Hima
layas or the Caucasus; of only one is the subject British. About half 
are dated, and of these only three v.rere painted in the present century. 
The predominance of pictures from the first forty years of the Club's 
history seems to be due to the marked interest in pictures taken by 
prominent members of the Club in its early days, to the existence of a 
number of professional or full-time artists who devoted their attention 
wholly or chiefly to alpine scenes, and to the fact that the powers of the 
camera were only beginning to be explored. These facts are no doubt 
linked together. Mountaineers like to have something to recall their 
days in the hills, and, just as in the case of visitors to Venice in old days 
who bought vedute, mountaineers bought alpine pictures. This created 
a market for such pictures vvhich has no\v contracted because the great 
advance in photography has supplied an alternative way of providing 
a visual record of the scenes of their adventures. 

It was on Freshfield's motion in r876 that the rules of the Club were 
amended so as to put it beyond any possible doubt that artistic quali
fications alone could suffice for membership. Notes on pictures of 
alpine subjects, currently on view at the Royal Academy and other 
galleries, appeared in the JOURNAL from time to time, some of them 
with the initials of Freshfield, Conway or Dent, and some anonymous. 
The first of these notes is to be found in the second volume of the 
JouRNAL, and they continued to appear, though irregularly, until close 
to the end of the century. The opinions expressed were sometimes 
scathing; an anonymous note said of a picture of the Faulhorn that it 
was ' the most preposterous picture of its kind that ever disgraced the 
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walls of an exhibition ', and went on to speak of ' the painter of this 
miserable caricature '. Another note says that an artist who painted St. 
Paul's Cathedral and gave it a spire instead of a dome would properly 
be criticised, and that artists who grossly distort mountain form 
equally exposed themselves to stricture. This does not seem unreason
able criticism. But in general the comments are not unfavourable. 

Later the Club began to arrange exhibitions of pictures, of which the 
first seems to have been of works by Gabriel Loppe, called by Fresh
field' the favourite artist of the Alpine Club '. This was in 1873. At 
the annual dinner in 1875 pictures by two members, George Barnard 
and Arthur Croft, were shown; this appears to have inaugurated a 
fashion of exhibiting pictures at the winter dinner, arrangements 
sometimes being made for seeing them on the afternoon of the day of 
the function. In the JouRNAL for February 1888 there is a reference to 
' this annual custom which appears to be developing into an established 
tradition '. A few years later these annual showings were replaced by 
exhibitions which were open for several days, and sometimes included 
work by non-members, such as Ruskin, and by famous artists of a 
previous generation, such as Turner, Corot, Cox and Muller. When 
the Club moved to Sa vile Row in I 896, it was said that ' the new hall of 
the A.C., with its abundant wall space and excellent lighting, is admir
ably fitted for a picture gallery ', and the hope was expressed that there 
would be periodical exhibitions by members. Summer exhibitions 
were tried, but met with little success, and the Club soon reverted to 
winter exhibitions open for ten days or so. A special exhibition was 
arranged at the time of the Jubilee, consisting of works of living and 
deceased members and of well-known artists such as Turner. Inevit
ably the First World War brought about a halt; the first post-war 
exhibition was in 1922 and took the forn1 of a memorial to E. T. 
Compton. The practice of holding exhibitions was then revived, 
though sometimes at intervals of two years, and continued until I 934· 
The revival was largely due to the enthusiasm of Sydney Spencer, a 
keen amateur painter, who was the Honorary Secretary of the Club from 
1923-34. From the latter date the practice of holding exhibitions of 
pictures has ceased, though pictures have sometimes been shown with 
exhibitions of photographs. 

During the present century fe\tv painters have devoted attention to 
alpine subjects. That the contrast between this century and the last is 
not a simple case of the economics of supply and demand follows from 
the fact that, apart from Gabriel Loppe and Elijah Walton, the artists 
of the earlier period seem not to have relied on the sale of their works for 
a living. No doubt they, like all painters, liked to sell a picture when 
they could find a buyer; but what they needed as a stimulus and an 
encouragement was a public interested in alpine pictures, even if that 
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public was small. The members of the Club do not constitute such a 
public now, and it is therefore not ·surprising that alpine pictures are 
scarce today. 

It is of the work of full-time painters of the last century, career artjsts 
and others, that the Club's collection mostly consists. Of the two 
whom we may call career artists, Gabriel Loppe {I825-I9I3) and 
Elijah Walton ( I832- 8o ), the former is the only person to have been 
admitted to honorary membership on artistic qualifications alone. He 
passed his time between Geneva and Chamonix, and to him Leslie 
Stephen dedicated the second edition of The Playground of Europe. 
W alton is the only member of the Club who has gained a place in the 
Dictionary of National Biography solely on his merits as an artist, which 
also formed the ground for his admission to membership of the Club in 
I 863. He made his first visit to the AI ps in I 862 and often worked 
there during the next few years. It is an odd fact that there is no 
mention of him in connection with the Club's exhibitions in his lifetime; 
after his death in 1 88o his pictures were often shown, and received very 
favourable notice. Of the other full-time artists well represented at 
the Club, George Barnard (I807-9o), who was art master at Rugby 
from I843 to I88o, and Arthur Croft (I828-I902) were elected to 
membership solely on artistic qualifications, Colin Phillip (I855- I932) 
on a dual qualification, and E. T. Compton (I849- I92I) and Alfred 
Williams (1832- 1905) on climbing qualifications. Of them, Compton 
was the most distinguished as a mountaineer, having a number of first 
ascents to his credit. All these painters exhibited frequently in London 
galleries; Grave's Dictionary of Artists I76o to I893 records ninety-five 
exhibits by Barnard, eighty by Phillip, seventy-one by Croft, thirty-five 
by Walton, and thirty by Compton. Barnard, Compton, Croft, 
Walton and Williams are all represented in the collections of the 
Victoria and Albert Museum. 

The decades during which these artists were active do not appear, 
in retrospect, as a flourishing period in the history of British art; the 
pictures then most esteemed by the public are now regarded as of little 
worth. But these artists were genuine lovers of the Alps; they studied 
with care mountain form, rock structure, the texture of snow and ice, 
and atmospheric effects. This helped to shield them from some of the 
less fortunate aims and practices of their age. Moreover, they mostly 
employed the medium of water-colour. In British art there is a strong 
tradition of painting in this medium, in the use of, which British artists 
excel. It is a medium of limited possibilities, but those who employed 
it continued to pursue the older and sounder artistic ideals, in part, no 
doubt, because this medium does not lend itself, in the same measure as 

• 

does oil, to illusionism, which was one of the mistaken aims of those 
times. It would probablybegenerallyagreed that artists, like Compton, 
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who used both oil and water-colour, are at their best when they em
ploy the latter. Thus the work of these artists continues to give 
pleasure, though none of them is likely to be accorded a high place in 
British art. 

It is pleasant to remember that, though alpine artists are now rare, 
two among our present members have devoted themselves to painting 
.mountain scenes, T. H. Somervell and V. Coverley-Price; examples 
of their work were to be seen in the Club's Centenary Exhibition. 
Another painter of mountains still with us, though now resigned from 
the Club, is Cecil A. Hunt; he too exhibited at the recent exhibition, 
and one example of his work is to be seen on the Club's walls, as is also 
the case with Somervell, though not yet with Coverley-Price.1 

The Club possesses a picture in water-colour of the W etterhorn 
which clearly belongs to the first half of the last century. On the frame 
the attribution is to Bonington. It has been pointed out that this 
attribution cannot be correct since Bonington never painted in the 
Alps.2 Lately this picture has been examined by Mr. Croft Murray, 
the Keeper of Prints and Drawings at the British Museum, and he gave 
it as his opinion that it was the work of William Callow {I8I2-Igo8). 
Mr. Croft Murray suggested that Callow's Autob-iography be consulted 
with the object of finding out about his visits to Switzerland. The 
Autob-iography tells us that in 1838 Callow made a walking and sketching 
tour in Switzerland. He stayed at Wengern Alp and describes his 
subsequent route as follows: ' I left for the valley of Grindelwald, 
crossing the Scheidegg at the foot of the W etterhorn, and stopped at 
Rosenlaui, a very pretty place.' The book co?tains a list of his paint
ings which were exhibited at the Royal Society of Painters in Water 
Colour; in I 844 a picture was shown under the title of ' W etterhorn and 
Upper Glacier, Grinde-Iwald, Switzerland '. This places beyond doubt 
the authorship of the picture, and also its date ( 1838), since, while 
Callow passed rapidly through Switzerland in 1840, he did not stay 
again in the Alps until 1846. The previous attribution is easily under
stood because in certain respects the picture is reminiscent of :aoning
ton 's style; indeed, it possesses no little merit and has a claim to be 
among the best works in the collection. 

Some of the Club's pictures possess historical as well as other interest. 
Among them are three water-colours by Whymper which were pre
sented by Mrs. H. A. Longman in 1934. They are of the Eiger and the 

1 The latter, who has painted mountains in most parts of the world, has 
recently published his reminiscences, An Artist among Mountains (see A.J. 
61. 578). 

2 A.J. 56. 45· It would be more correct to say Bonington never painted the 
Alps. On his way to Italy in 1826, he made a sketch of the Bridge of St. 
Maurice, now in the Victoria and Albert Museum. 

• 
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Monch from Miirren, of the Bli.imlisalp from the Kiental, and of the 
Fletschhorn and the Weissmies from Saas Fee. The first two are 
dated I86o, and no doubt the third was painted in the same year. It 
will be remembered that William Longman commissioned Whymper 
to make sketches in the Alps; this led to Whymper's first visit to the 
Alps in I 86o, recorded in the opening chapter of his Scrambles. He 
approached the Oberland by way of the Lauterbrunnen valley, and then 
' crossed the Gemmi into the Valais, resting for a time by the beautiful 
Oeschinen See '. Then he made his way through Visp up the Saastal. 
Thus these sketches, which possess distinct charm, are records of the 
impression made upon Whyn1per by his first view of the Alps. '"fhere 
is also the picture of a sunset from the top of Mont Blanc by Loppe, 
the painting of which is described by Leslie Stephen in The Playground 
of Europe. Stephen had long wanted to see the sunset from the highest 
point in Europe; so in I 873 he made the ascent accompanied by his 
' old friend and comrade ' Gabriel I_joppe, who ' sat resolutely on the 
snow .... He worked " rith ever increasing frenzy in a desperate attempt 
to fix on canvas some of the major beauties of the scene.' Lastly there 
is the picture by Willink, founded on a sketch made on the spot by 
Captain (later Major-General Sir Charles) Powell, of the last bivouac 
of Donkin and Fox before they 'vere lost on an attempt to climb Dych
tau in the Caucasus. 

In the last number of the JouRNAL Mr. Douglas Milner described 
the extraordinary progress made in mountain photography during the 
Club's existence, and the examples chosen by him to illustrate his 
article show ho'v wonderful mountain photography can now be. 

• I 

Unlike Mr. Milner's article, this note deals only with the Club's 
possessions, and is not addressed to the treatment of mountains by 
artists. But one or two remarks may not be out of place. It is some
times forgotten that painting and photography are not rivals; their aims 
are different. Photography is objective; it tells us vvhat is seen. 
Painting is subjective; it communicates the artist's vision. This does 
not imply that photography offers little scope to the photographer. 
Quite the contrary; he chooses· his subject, the time of day, and waits 
for suitable vveather; moreover, by the use of filters and so on he can 
emphasise certain features and obscure others. But since the artist 
wants to communicate a personal vision, he uses a brush and not a lens. 

The subject of artists and the Alps is part of the larger subject of 
artists and mountains, ~rhich in turn is part of the still larger subject of 
artists and landscape. These matters have hardly been fully explored. 
On the last there are notable works, Sir Kenneth Clark's Landscape into 
Art, for example; of the treatment of mountains by artists Ruskin has 
much to say in Modern Painters which is oft err of great interest, though 
tinged with a certain perversity here and there. It seems to emerge 
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that artists have been more successful vvith what Ruskin calls the 
' inferior mountains ', the British hills for example, than with the Alps. 
A possible explanation is that artists have had a far greater opportunity 
of becoming truly familiar with the ' inferior mountains ' than with the 
greater; for an artist can hardly have a revealing vision except of scenes 
which he has thoroughly absorbed. Thus Constable's pictures of the 
Lake District, which he knew only as a visitor, are far less inspired than 
his pictures of East Anglia, which had penetrated his whole being. 
Whether or not there is anything in this explanation, it is a fact that, 
despite the romantic sketches of J. R. Cozens and the fascinating 
pictures of Turner, the latter being more often concerned with gorges 
and torrents rather than with summits, the Alps have not yet inspired 
great pictures.s 

3 See Sir Gavin de Beer's Speak£ng of Switzerland, chapter 7, for a discussion 
of the reason s why this is so . 
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