
        
            [image: cover]
        


 


The

Bay Reverie Series

A Reflection

By

Harry Calvin Ward

 








Copyright

2016

Harry Calvin Ward

All rights reserved. No part of this book may be
reproduced in any form whatsoever without the written permission of
the author.

Smashwords Edition

 


 



 


Foreword

Essay

By

C.E. Licka

 



 


DREAM TABLEAUX: THE ART OF HARRY WARD

 


What a mystery the past! And how true it is

that we immerse ourselves in the objects around

us! We think they aren't alive, yet they are:

and they live with the mysterious life we’ve

given them. At each stage of our life we shed

our entire being and forget it in some corner

of the world. All of those inexpressible things

which we were resides in the shadows...At last

one day, by chance, we see these objects once
more:

they unexpectedly rise up in front of us and,

suddenly, with the potency of reality, restore
our

past to us. It is like a burst of light; they

recognize us, they make themselves comprehensible

to us, they return us, whole and resplendent,

our memories' consignment.

 


---Victor Hugo, Alpes et
Pyrénées, August 11, 1843

 


For over a decade Harry Ward has been casting
a memory net into his past and trolling its unconscious
implications in an attempt to redeem and reconcile it with the
present. This Proustian gesture, when filtered through his
reveries, love of his early years in New Orleans and Bay St. Louis,
and the genealogical implications of his French and Spanish
heritage, are far removed from the insulated and aristocratic world
of Proust. Aside from the obvious disparities in terms of lineage,
both Ward and Proust have a great deal in common with their use of
details and the celebration of the senses by means of involuntary
memory flashes to reactivate the past.

 


 



 


Dream Tableaux Continued

 


The interior spaces of his rooms are resonant
with affinities to Cubist notions of space; the harmonious
decorative canvases of Matisse; the emblematic and formal usage of
windows as metaphors for the mind's eye and structural systems for
organizing space. His painterly-poetic lyricism also echoes the
dreamy ambience of Baudelaire's verse and the papier collés structure of Apollinaire's poems.

 


But there are other connections besides the
literary and art historical ones. There are the personal
relationships--such as his youthful preoccupation of taking
photographs since he was twelve. As aide-mémoires, these photographs and other objects he
has acquired over the years have been intuitively assimilated in
his work to give the viewer "pictures within pictures," or more to
the point, a mnemonic album of his subconscious and familial roots.
One thinks of Victorian memorabilia housed in a dream étager, or in
our own century, the "handpainted” dream photographs of Salvador
Dali without their incessant melodramatic Freudian
underpinnings.

 


In works such as View of the
Bay, Bay Reverie, or his study of
Delta Brilliant, his subject matter
consists of flashbacks to his childhood. All the visual components
of his interiors are meshed together into an organic whole with
patterns, lines and spatial passages played off one another in
whimsical and decorative ways. For example, in Bay
Reverie, a vase with a tendrilous flowering plant sprouting
from it, looms large in the foreground as it ascends. Its graceful
and serpentine gesture is like a tangent to a point on a circle as
it touches and intersects various points of the floral wallpaper in
the background. Form and line become the stimulus for this hothouse
experiment in decorative tropism.

 



 


Dream Tableaux Continued

 


The use of windows as a framing device is
more apparent in View of the Bay and the
Delta Brilliant study. In View of the Bay, one confronts the framed painting, and
then the symmetrically disposed windows like a pair of binoculars
focusing one's eyes on the outlying landscape. Delta Brilliant is more complex in its use of the
visual field. The eye enters into a more complicated space by
subtle perceptual shifts of planes. The window to the left draws
one into a nightscape with a bright neon theatre's sign in the
distance. Both the path leading to the theatre and the spread
curtains formally reflect the linear contours of the hanging lamp
seen in the mirror to the right. The white curtains also contrast
with the miniature radiant nocturnal scene of the theatre and frame
it like a precious jewel in a setting. In effect, the right side,
which is drained of intense light and color relationships,
emphasizes the transitions between the transparent planes of
lavenders, pinks and blues like a cinematic dissolve. As virtual
images, the spatial corridors of the mirror's reflection
dematerialize its content. The other half however, is more like a
frozen frame in a film, or the melancholic and enigmatic qualities
of a Dechirico piazza.

 


Mullet and Galette is
one of Harry Ward's more complex pieces to date. Hovering over a
jukebox is a picture of what appears to be a stylized art deco
fisherman throwing his net into the sea. With his upward motion,
the fisherman sets into motion a whole network of linear
connections cascading through the framed decorative swatch to the
right and spilling eventually on to the checkered floor. Subtle
relationships are created between the chairs' squarish shapes and
the checkerboard patterns of the tablecloth and the floor. The
jukebox appears to emerge from the background like a phantom and
reminds one of the figure-ground ambiguities of Bonnard during his
Nabis period. As in most of Harry Ward's work, his artificially
conceived worlds aren't inhabited by the presence of "real" people—
just memories. These theatrical fictions with their props and
objects from his childhood and distant past are akin to memento
mori and reminiscent of Baudelaire's effusions in "The Double
Room:"

 


The pieces of furniture have shapes stretched out,
prostrate, languid. The pieces of furniture have the air of
dreaming; one would say they were endowed with a sleep-walker's
life, like the vegetable and mineral. The materials speak a mute
language like flowers, skies and setting suns.

 


--- C. E. Licka

 



Preface

 


At the time of producing the paintings now
called The Bay Reverie Series, there was no time to reflect on the
totality of the images that had emerged. Through a small monograph
it is possible to put together selected images along with some
written material about the mages for what may be viewed as a
documentary of The Bay Reverie Series.
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