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76 | Harnham Ridge, Salisbury c. 1829

Oil on beige wove paper, mounted on canvas, 19.7 x
24.8 cm (sheet size), 20.5 x 25.7 cm (stretcher size)
Gift of the Manton Foundation in memory of Sir Edwin
and Lady Manton

2007.8.44

With its weighty expanse of cloud-filled sky above
a strip of land, Harnham Ridge, Salisbury is remi-
niscent of Constable’s studies of the sky above
Hampstead Heath. While the heath north of central
London was necessarily associated with his wife
Maria, Constable’s two visits to Salisbury in 1829
represented the artist’s attempt to recover from the
grief at her death in November 1828. As the seat first
of Bishop Fisher and then his nephew, who became
Archdeacon of Berkshire in 1817, Salisbury and its
environs provided Constable rich sustenance for his
artistic engagement with the landscape and personal
succor from his closest friend.

Even among the small number of locations aside
from Suffolk and London where Constable visited but
never lived, Salisbury has special significance. On
his first visit in September 1811, Constable stayed
with Bishop Fisher and became firm friends with the
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bishop’s nephew. Nine years later, Constable returned
with his wife and two children, John Charles and
Minna, to stay with the younger John Fisher. Constable
stayed with the archdeacon twice in 1829. In July, he
brought John Charles and Minna again (though now
they had five younger siblings) for a three-week visit.
Minna stayed behind until November, when the artist
returned to fetch her and stayed for another two weeks.
Extensive visual evidence of all three occasions
remains. Not surprisingly, views of the cathedral domi-
nate. Views of Harnham, to the south of the cathedral,
also form a recurring theme. Constable made a prac-
tice of painting from the windows of his family’s house
in East Bergholt. Similarly, Harnham Ridge, Salisbury
was probably painted from a window of John Fisher’s
residence of Leadenhall, on the grounds of Salisbury
Cathedral, most probably during Constable’s summer
visit in 1829. Although Constable annotated a num-
ber of drawings and oil sketches during this visit,? the
Clark sketch does not bear an inscription. Neverthe-
less, on the basis of the visibly active brushwork of the
clouds, Constable scholars have seen it as stylistically
closer to his work at the end of the decade.2
Harnham Ridge, Salisbury bears comparison with
another oil sketch, also on paper, with similarly tem-
pestuous cloud cover. Harnham Ridge from Archdea-
con Fisher’s House, Salisbury (1829; National Gallery



of Ireland, Dublin)3 also makes more explicit in its title
Constable’s vantage from a window looking outward.4
This sketch shows a more earthbound Constable inter-
ested in the details of the trees and houses beyond
the close. The artist of the Clark sketch, while clearly
looking in the same direction, has taken flight, depict-
ing the terrain of Wiltshire in macrocosm.

Sir Edwin acquired this sketch in 1958, making it
one of his earliest acquisitions. EP

PROVENANCE [Leggatt’s, London, sold to Manton 10 Sept.
1958]; Sir Edwin A. G. Manton, New York (1958-d. 2005);
Manton Family Art Foundation (2005-7, given to the Clark);
Sterling and Francine Clark Art Institute, 2007.

EXHIBITIONS New York 1988, p. 45, pl. 18; London 1991b,
pp. 261-62, no. 142, ill.; Williamstown 2007a, no cat.

REFERENCES Reynolds 1984, vol. 1, p. 208, no. 29.39,
vol. 2, pl. 739, as Harnham Ridge; Parris 1994, pp. 62—-63,
no. 21, ill.

TECHNICAL REPORT The supportis a beige wove paper with
an original crushed and creased right edge. The paper seems
to be quite lightweight, and the ground and paint layers were
applied after the paper was crushed. The paper is lined with
an aqueous adhesive to a moderate-weight linen having a
thread count of 16 x 19 threads per cm. The age of the lining
suggests that it may have been done just prior to the 1958
sale to Manton. The supports show some undulation, with
bulging in the center section due to slackness. One heavier
vertical thread has pressed upward into the paperand there
is some lumpiness due to the mounting. There are pinholes
in all four corners where the paper was pinned to a solid
surface to hold it flat during painting. Scattered debris in
the surface may be related to carrying the wet picture with
others in a paint box. The impastos are squashed from the
lining pressure. In 1990, John Bull cleaned the painting of
grime and varnish, but some old varnish residues remain
around the impastos, and there may be scattered abrasion
throughout. In ultraviolet light, there is some fluorescence
in the foreground, related to a thin layer of coating left in
place or possibly the underlying pigments. There is almost
no inpainting.

The ground layer is a pale pink color and skips over
the folds and creases in the paper, suggesting that it was
applied by the artist. Massive amounts of pink ground are
visible throughout, due to the very sketchy nature of the
image. There is no underdrawing. The paint was applied very
quickly, wet-into-wet, and is particularly thin in the sky. The
foreground colors are only slightly more substantial.

Imitator of Constable

1. For example, on the reverse of another oil sketch on
paper, Constable wrote in pencil: “Fisher’s—Library—
Salisbury Sunday July 12. 1829 4 o clock afternoon”
(Victorian and Albert Museum, London; R 29.14).

2. Although Graham Reynolds had only recently learned of
the sketch when he catalogued Constable’s later works
in 1984 and described it as one of the “views of Harn-
ham Ridge which Constable made in 1820 and 1829”
(Reynolds 1984, p. 208), in New York 1988, p. 45, the
date of 1829 is given with greater confidence. Parris and
Fleming-Williams likewise give the later date in London
1991b, p. 261, and Parris repeats this opinion in Parris
1994, p. 63.

3. R29.34.

4. The title of this work derives from the catalogue for Isabel
Constable’s 1892 sale at Christie’s, in which it was called
Salisbury: from my bedroom (Christie’s, London, 17 June
1892, no. 258).

Imitator of John Constable

77 | RiverView 19th century

Oil on canvas, 30 x 45.8 cm

Lower left: [Clonstable 1819

Gift of the Manton Foundation in memory of Sir Edwin
and Lady Manton

2007.20.5

This painting was Sir Edwin Manton’s first art purchase.
He aquired it as A View on the Stour, Suffolk by John
Constable when it was auctioned in March 1949 as part
of the collection of the late Oscar Bondy. Having dis-
missed the attribution to the artist, Leslie Parris also
noted that “there is little reason to think that the river
depicted is in fact the Stour.”? Although signed at the
lower left “Constable, 1819,” the composition and tech-
nique provide counterpoints to this false signature. The
lack of clarity in the foreground and the poor grasp of
perspective make it clear that this painting could not
have been executed by the artist who in that same year
was engaged in his path-breaking, six-foot canvas of
The White Horse (The Frick Collection, New York).2

The 1949 description of the painting, however, is
useful to quote as it repeats the characteristics associ-
ated with the English artist in the middle of the twen-
tieth century. In a passage that could describe any
of Constable’s depictions of Willy Lott’s cottage, the
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