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David Kordansky Gallery is pleased to announce Recent Sculpture, an exhibition of new work 
by Fred Eversley. The show opens at the gallery on March 20 and will be on view through May 
1, 2021.  
 
A key member of the group of artists associated with West Coast Light and Space, Fred 
Eversley spent his formative years as an engineer in the aerospace industry before developing 
a series of processes and specialized tools that enabled him to produce the first of his iconic 
Parabolic Lens sculptures in the late 1960s. The lenses, which he continues to refine and 
elaborate today, constitute a sustained body of research and investigation that has few equals 
in the postwar era. As visual and metaphysical focal points, they are immersive and enigmatic 
objects that are focused in presentation but cosmic in scope. Eversley’s ability to harness the 
naturally occurring energies brought into relation by the parabola results in effects of light and 
color that are responsive to a multitude of real-time factors: the ambient conditions of the 
viewing space; the position of the viewer’s body; and the psychological qualities and 
philosophical considerations that are inseparable from perception itself. 
 
Recent Sculpture features constellations of unique Parabolic Lenses made over the last two 
years in New York; Eversley returned to live and work on the East Coast full-time in 2019 after 
leaving the Venice, California studio he had previously occupied for five decades. This change 
in location has coincided with a period of great experimentation, as the artist has steadily 
increased the range of his color combinations and applied his procedural rigor to an ever-wider 
array of visual textures. While the first lenses were based entirely on a three-color system of 
magenta, yellow, and cyan that defined the work for many years, Eversley began to deviate 
from this structure during his final few years in California; upon moving to New York in 2019, he 
began employing an even more diverse set of hues, realizing combinations and intensities that 
he has been planning, in some cases, since 1969. As these new lenses began to take form, 
Eversley was able to test and refine hypotheses about energy and color that have informed his 
artistic career since its inception. 
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The exhibition also includes a group of rare horizontal Parabolic Lenses whose subtleties of 
pooled color provide a dynamic evolution of Eversley’s vocabulary and a means by which to 
further experience his concerns with energy. Produced in California just prior to his move, the 
horizontal lenses provide the artist with a forum in which to explore the Newtonian color wheel 
and the seven hues of the visible spectrum. But these works are about more than the 
mechanics of sight: as viewers of Eversley’s work have long noted, his work also addresses 
how people move and feel, and how they define their relationships to the spaces around them. 
The horizontal Parabolic Lenses accentuate the holistic nature of his project. Each represents a 
concentrated expression of formal and intellectual clarity amidst the ever-expanding complexity 
of the cosmos. 
 
Taken together, the works in the show find Eversley exploring new chromatic relationships and 
the broadest range of transparency and luminosity. As in any far-reaching study, his decision to 
hold some variables constant—size, shape, basic materiality—allows him to push against the 
boundaries of the known. Within the defined parameters of each lens, Eversley creates the 
potential for a microcosm of the visible universe to emerge: a set of phenomena whose 
universality is always rooted in the intimate, kinetic encounter between an abstract, primary form 
and its human subject. 
 
Fred Eversley (b. 1941, Brooklyn, New York) has been the subject of solo exhibitions at the 
Rose Art Museum, Brandeis University, Waltham, Massachusetts (2017); Art + Practice, Los 
Angeles (2016); National Academy of Science, Washington, D.C. (1981); Palm Springs Art 
Museum (1977); Orange County Museum of Art, Newport Beach, California (1976); and 
Whitney Museum of American Art, New York (1970). Over the last fifty years, he has also 
presented solo shows at the National Academy of Science, Washington, D.C. (1981); Oakland 
Museum of California (1977); and Santa Barbara Museum (1976). Recent group exhibitions 
include Duro Olowu: Seeing Chicago, Museum of Contemporary Art Chicago (2020); Soul of a 
Nation: Art in the Age of Black Power 1963–1983, multiple venues throughout the U.S. (2018–
2020); Space Shifters, Hayward Gallery, London (2018); Water & Power, The Underground 
Museum, Los Angeles (2018); Notations: Minimalism in Motion, Philadelphia Museum of Art 
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(2015); DYNAMO, A century of light and movement in art 1913-2013, Réunion des Musées Les 
Nationaux-Grand Palais, Paris (2013); Now Dig This!: Art and Black Los Angeles, 1960–1980, 
MoMA PS1, Long Island City, New York (2012) and Hammer Museum, Los Angeles (2011); and 
Pacific Standard Time: Crosscurrents in L.A. Painting and Sculpture, 1950-1970, Getty 
Foundation, Los Angeles (2011). Eversley’s work is included in over forty public collections 
worldwide. He lives and works in New York. 
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Fred Eversley
Untitled (parabolic lens), (1974) 2020
cast polyester
19 1/2 x 19 1/2 x 6 3/8 inches
(49.5 x 49.5 x 16.2 cm)
(Inv# FEV 20.065)

Fred Eversley
Untitled (parabolic lens), (1974) 2020
cast polyester
19 3/4 x 19 5/8 x 6 1/8 inches
(50.2 x 49.8 x 15.6 cm)
(Inv# FEV 20.056)

Fred Eversley
Untitled (parabolic lens), (1974) 2019
cast polyester
19 3/8 x 19 3/8 x 6 1/4 inches
(49.2 x 49.2 x 15.9 cm)
(Inv# FEV 20.010)

Fred Eversley
Untitled (parabolic lens), (1974) 2018
cast polyester
19 5/8 x 19 5/8 x 5 7/8 inches
(49.8 x 49.8 x 14.9 cm)
(Inv# FEV 20.013)



Fred Eversley
Untitled (parabolic lens), (1969) 2020
3-layer, 3-color cast polyester
19 1/8 x 19 1/8 x 6 1/8 inches
(48.6 x 48.6 x 15.6 cm)
(Inv# FEV 20.066)

Fred Eversley
Untitled (parabolic lens), 2018
cast polyester
4 3/4 x 22 1/2 x 22 1/2 inches
(12.1 x 57.2 x 57.2 cm)
(Inv# FEV 19.023)

Fred Eversley
Untitled (parabolic lens), 2018
cast polyester
4 1/2 x 22 1/2 x 22 1/2 inches
(11.4 x 57.2 x 57.2 cm)
(Inv# FEV 19.021)

Fred Eversley
Untitled (parabolic lens), 2018
cast polyester
4 x 22 1/4 x 22 1/4 inches
(10.2 x 56.5 x 56.5 cm)
(Inv# FEV 19.020)

Fred Eversley
Untitled (parabolic lens), 2018
cast polyester
5 x 21 5/8 x 21 5/8 inches
(12.7 x 54.9 x 54.9 cm)
(Inv# FEV 20.019)

Fred Eversley
Untitled (parabolic lens), 2018
cast polyester
4 1/2 x 22 1/4 x 22 1/4 inches
(11.4 x 56.5 x 56.5 cm)
(Inv# FEV 19.022)

Fred Eversley
Untitled (parabolic lens), (1969) 2020
2-layer, 2-color cast polyester
19 3/4 x 19 3/4 x 5 3/4 inches
(50.2 x 50.2 x 14.6 cm)
(Inv# FEV 20.068)



Fred Eversley
Untitled (parabolic lens), (1969) 2020
2-layer, 2-color cast polyester
19 1/2 x 19 1/2 x 5 3/8 inches
(49.5 x 49.5 x 13.7 cm)
(Inv# FEV 20.069)

Fred Eversley
Untitled (parabolic lens), (1969) 2020
3-layer, 3-color cast polyester
19 1/8 x 19 1/8 x 5 3/8 inches
(48.6 x 48.6 x 13.7 cm)
(Inv# FEV 20.070)

Fred Eversley
Untitled (parabolic lens), (1969) 2018
3-color, 3-layer cast polyester
19 1/2 x 19 1/2 x 6 3/8 inches
(49.5 x 49.5 x 16.2 cm)
(Inv# FEV 20.022)

Fred Eversley
Untitled (parabolic lens), (1974) 2020
cast polyester
19 5/8 x 19 1/2 x 5 1/8 inches
(49.8 x 49.5 x 13 cm)
(Inv# FEV 20.051)
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FRED EVERSLEY 

born 1941, Brooklyn, New York, NY 
lives and works in New York, NY 

EDUCATION 

1963 BS, Carnegie Mellon University (formerly the Carnegie Institute of Technology), 
Pittsburgh, PA 

SELECTED SOLO EXHIBITIONS 
(* indicates a publication) 

2021 Recent Sculpture, David Kordansky Gallery, Los Angeles, CA 

2019 Chromospheres, David Kordansky Gallery, Los Angeles, CA 

2017 *Fred Eversley, 50 Years An Artist: Light & Space & Energy, Muscarelle
Museum of Art, The College of William & Mary, Williamsburg, VA
Black, White, Gray, Rose Art Museum, Brandeis University, Waltham, MA

2016 Black, White, Gray, Art + Practice, Los Angeles, CA 

2012 David Richard Gallery, Santa Fe, NM 

2011  *William Turner Gallery, Santa Monica, CA

2010 LA Artcore Gallery, Los Angeles, CA 

2008 Quandro Gallery, Dubai, United Arab Emirates 

2004 *Osuna Gallery, Washington, D.C.
European Space Agency Gallery, The Hague, Netherlands

2003 Capa Esculturas, Brussels, Belgium 

1991 Eve Cohon Gallery, Chicago, IL 
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1988 Hokin Gallery, Palm Beach & Bal Harbor, FL 
  
1985 Loyola Marymount University, Los Angeles, CA 
  
1984 Bacardi Art Gallery, Miami, FL 

 
1983 Braunstein Gallery, San Francisco, CA 
  
1982 Pepperdine University Art Gallery, Malibu, CA 
  
1981 National Academy of Science, Washington, D.C. 

American Institute of Architects, Washington, D.C. 
  
1980 Artist in Residence Exhibition, National Air and Space Museum, Washington, 

D.C. 
  
1978 Palm Springs Art Museum, Palm Springs, CA 
  
1977 Oakland Museum of California, Oakland, CA 

Quay Gallery, San Francisco, CA 
  
1976 National Academy of Science, Washington, D.C. 

Los Angeles Institute of Contemporary Art, Los Angeles, CA 
*Santa Barbara Museum, Santa Barbara, CA 
Orange County Museum of Art, Newport Beach, CA 

  
1975 Andrew Crispo Gallery, New York, NY 
  
1973 J.L. Hudson Gallery, Detroit, MI 
  
1971 Morgan Gallery, Kansas City, MO 

Quay Gallery, San Francisco, CA 
  
1970 Whitney Museum of American Art, New York, NY 

Phyllis Kind Gallery, Chicago, IL 
0.K. Harris Gallery, New York, NY 
Jack Glenn Gallery, Corona Del Mar, CA 

 
 
SELECTED GROUP EXHIBITIONS  
(* indicates a publication) 
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2024 Pacific Standard Time 2024, Particles and Waves: Southern California 

Abstraction and Modern Physics, 1945 to 1980, curated by Sharrissa Iqbal, 
Laguna Art Museum, Laguna Beach, CA 

  
2022 Light, Space, Surface: Works from the Los Angeles County Museum of Art, 

organized by LACMA, Frist Art Museum, Nashville, TN 
  
2021 Light, Space, Surface: Works from the Los Angeles County Museum of Art, 

organized by LACMA, Addison Gallery of American Art, Phillips Academy, 
Andover, MA 
Plastic Heart: Surface All the Way Through, curated by Synthetic 
Collective, Art Museum at the University of Toronto, Toronto, Canada 
Multiples, Inc.: 1965-1992, Marian Goodman Gallery, New York, NY	

  
2020 Abstract! From Minimalism to Now, Tilton Gallery, New York, NY 

Duro Olowu: Seeing Chicago, curated by Duro Olowu and Naomi 
Beckwith, Museum of Contemporary Art Chicago, Chicago, IL 
*Soul of A Nation: Art in the Age of Black Power, The Museum of Fine 
Arts, Houston, TX 
Connecting Currents: Contemporary Art at the Museum of Fine Arts, 
Houston; Color into Light, Museum of Fine Arts, Houston, TX 

  
2019 Soul of a Nation: Art in the Age of Black Power, curated by Mark Godfrey, 

Zoe Whitley and Sarah Loyer, The Broad, Los Angeles, CA; Soul of a 
Nation: Art in the Age of Black Power, de Young museum, San Francisco, 
CA 

  
2018 Soul of A Nation: Art in the Age of Black Power, curated by Mark Godfrey, 

Zoe Whitley and Ashley James, Brooklyn Museum, Brooklyn, NY 
Radiant Space, Lesley University, VanDernoot Gallery, Cambridge, MA 
*Space Shifters, curated by Cliff Lauson, Tarini Malik and Thomas Sutton, 
Hayward Gallery, London, England 
Water & Power, The Underground Museum, Los Angeles, CA 

  
2016 Work Over School: Art from Margins of the Inside, Craft and Folk Art 

Museum, Los Angeles, CA 
Artworks by African Americans from the Collection, Smithsonian American 
Art Museum, Washington, DC 
Georgia Museum of Art, Athens, GA 
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2015 Notations: Minimalism in Motion, Philadelphia Museum of Art, Phildelphia, 
PA 
The Triumph of Love: Beth Rudin DeWoody Collects, Norton Museum of 
Art, FL 
Plastic: Art in an Era of Material Innovation, Neuberger Museum of Art, 
Purchase, NY 
Selections from the Permanent Collection of the Neubeger Museum of Art, 
Neubeger Museum of Art, Purchase, NY  
Past Futures - Science Fiction, Space Travel, and Postwar Art of the 
Americas, Bowdoin College Museum of Art, Brunswick, ME 
Selections from the Permanent Collection of the Orange County Museum 
of Art, Orange County Museum of Art, Newport Beach, CA  
Ethereal, William Turner Gallery, Santa Monica, CA 

  
2014 *African American Art: Harlem Renaissance, Civil Rights Era, and Beyond, 

Everson Museum of Art, Syracuse, NY; Crocker Art Museum, Sacramento, 
CA; Hunter Museum of American Art, Chattanooga, TN 
David Richard Gallery, Santa Fe, NM 

  
2013 *African American Art: Harlem Renaissance, Civil Rights Era, and Beyond, 

Albuquerque Museum, Albuquerque, NM; Peabody Essex Museum, 
Salem, MA; Menello Museum of American Art, Orlando, FL 
*Now Dig This! Art and Black Los Angeles, 1960-1980, the Williams 
College Museum of Art, Williamstown, MA 
*DYNAMO, A century of light and movement in art 1913-2013, Réunion 
des Musées Nationaux, Paris, France 
COLORS AND OPTICS, David Richard Gallery, Santa Fe, NM 

  
2012 For the Martian Chronicles, L&M Arts, Venice, CA 

African American Art: Harlem Renaissance, Civil Rights Era, and Beyond, 
Muscarelle Museum of Art, Williamsburg, VA; Smithsonian American Art 
Museum, Washington, D.C. 
*Now Dig This! Art and Black Los Angeles, 1960-1980, MoMA PS1, Long 
Island City, NY  
Smooth operations: Substance and Surface in Southern California Art, 
Lancaster’s Museum of Art and History (MOAH), Lancaster, CA 
Rodin to Now: Modern Sculpture, Palm Springs Art Museum, Palm Desert, 
CA 
Pacific Standard Time: Crosscurrents in L.A. Painting and Sculpture, 1950-
1970, The Martin Gropius Bau Museum, Berlin, Germany 
The Nelson-Atkins Museum of Art, Kansas City, MO 
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2011 The Gleam In The Young Bastards Eye, William Turner Gallery, Los 

Angeles, CA 
Pacific Standard Time // Paris, California Light, Space and Surface, 
Galerie Dominique Fiat, Paris, France 
Permanent Collection, Crystal Bridges Museum of American Art, 
Bentonville, AK  
Greetings from LA: Artists and Publics 1945-1980, Pacific Standard Time: 
Crosscurrents in L.A. Painting and Sculpture, 1950-1970, The Getty 
Center, Los Angeles, CA 
Places of Validation, Art and Progression, The Museum of African 
American Art (MAAA), Los Angeles, CA 
*Now Dig This! Art and Black Los Angeles, 1960-1980, Hammer Museum, 
Los Angeles, CA 

  
2010 The Last Plastics Show, Carldwell Jimmerson Gallery, Culver City, CA 

The Artist’s Museum, The Museum of Contemporary Art (MOCA), Los 
Angeles, CA 
Some (Old School) South Coast Guys, Robert Berman Gallery, Los 
Angeles, CA 

  
2009 Off the Wall, Manhattanville College Gallery of Fine Arts, Purchase, NY 

Modern & Contemporary, Jack Rutberg Gallery, Los Angeles, CA 
  
2007 American Sculpture, Art Pavillon-St-Urban, St. Urban, Switzerland 
  
2006 Energy/Experimentation: Black Artists and Abstraction 1964-1980, 

The Studio Museum in Harlem, New York, NY   
Austrian Biennale – 2006, Klagenfurt, Austria 
 

2005 Insatiable Desires, Fisher Gallery, University of Southern California, Los 
Angeles, CA 
Biennale Internationale Dell’Arte Contemporanea, Florence, Italy 
African American Artists in Los Angeles, A Survey Exhibition: Pathways 
(1966-1989), California African American Museum, Los Angeles, CA 

  
2004 Monocromos: de Malevich al presente, Museo Nacional Centro de Arte 

Reina Sofía, Madrid, Spain 
Rhythm of Structure-Mathematic Aesthetic, Kenkeleba Gallery, New York, 
NY 
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2003 Selections of Permanent Collection, Chelsea Art and Design, Sarasota, Fl 
Biennale Internationale Dell’Arte Contemporanea, Florence, Italy 
Plastic Fantastic, Exhibit A Gallery, New York, NY 

  
2002 Mathart/Artmath, Shelby Gallery, Ringling School of Art and Design, 

Sarasota, FL 
Mono-Chrome, Paul Rogers/9W Gallery, New York, NY  
Samadhi: The Contemplation of Space, Chelsea Art Museum, New York, 
NY 
Rhythm of Structure, Fire Patrol No.5 Gallery, New York, NY 

  
2000 Celebrating Modern Art: The Anderson Collection, San Francisco Museum 

of Modern Art, San Francisco, CA 
Permanent Collection, Orange County Museum of Art, Newport Beach, CA 
Sculpture Today 2000, Galerie Marie-Louise Wirth, Zurich, Switzerland 
Summer Show, Chatauqua Center for the Visual Arts, Chatauqua, NY 

  
1997 Feast On Art, Orange County Museum Of Art, Newport Beach, CA 
  
1995 Free Within Ourselves, Smithsonian American Art Museum, Smithsonian 

Institution, Washington D.C. 
  
1994 Highlights Of The Permanent Collection, Orange County Museum of Art, 

Newport Beach, CA 
  
1992 Fusion ‘93, Pauline Hirsh Gallery, Los Angeles, CA 

In Context, Boritzer/Gray Gallery, Santa Monica, CA 
  
1991 ARCO, Galerie Lorenzelli Arte, Madrid, Spain 

Art Miami, Eve Cohon Gallery, Miami, FL 
Baker Jaffe Gallery, Boca Raton, FL 
Finish Fetish, University of Southern California, Los Angeles, CA 
Constructive Concepts, Ersgard Gallery, Santa Monica, CA 

  
1990 Caro, Venet, Eversley, Elisabeth Franck Gallery, Knokke, Belgium 

FIAC presentation, Galerie Denise Rene, Paris, France 
  
1989 Celebrate Afro-American Art: Yesterday and Today, Connecticut Gallery of 

Marlborough, Hartfort, CT 
  
1988 Newport Beach Art Museum, Newport, CA 
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Highlights of the Simon Guggenheim Museum Collection, Columbia 
Museum of Art, Columbia, SC 
Constructivist Art, Museum Ludwig, Cologne, Germany 

  
1987 Artwalk ‘87 Salvo, Merging One Gallery, Santa Monica, CA 

Juda-Rowan Gallery, London, England 
Mathematik in der Kunst, Wilhelm-Hack Museum, Ludwigshafen, Germany 

  
1985 Light Games, Angels Gate Cultural Center, San Pedro, CA 
  
1984 Forgotten Dimension, Palo Alto Cultural Center, Palo Alto, CA 

Nevelson, Stella, Eversley, Hokin Gallery, Bay Harbor Islands, FL 
Forgotten Dimension, Visual Arts Gallery, Florida International University, 
Miami, FL 
A Broad Spectrum: Contemporary Los Angeles Painters and Sculptors-
84, Design Center of Los Angeles, Los Angeles, CA 
East West, California Afro-American Museum, Los Angeles, CA 
Juda Rowan Gallery, London, England 
Reflections, Lonny Gans & Associates, Marina del Rey, CA 

 
1983 An Artistic Conversation, Ulster Museum, Belfast, Ireland 

Michael Lord Gallery, Milwaukee, WI 
3-D Plus: Small Contemporary Sculpture, Braunstein Gallery, San 
Francisco, CA 
An American Art: Post-World War II Painting and Sculpture, Birmingham 
Museum of Art, Birmingham, AL 

  
1982 100 Years of California Sculpture, Oakland Museum of California, 

Oakland, CA 
Une Expérience Museographique: Echange entre Artistes 1931-1982 
Pologne - USA, Museum of Contemporary Art, Los Angeles, CA; Musée 
d’Art Moderne de la Ville de Paris, Paris, France; The Museum of Modern 
Art, Lodz, Poland; the Ulster Museum, Belfast, Ireland 
Forgotten Dimensions, Art Museum Association Traveling Exhibition, San 
Francisco, CA 

  
1980 Artist in Residence Exhibition, National Air and Space Museum, 

Washington, D.C. 
  
1978 Art of the Space Age, Huntsville Museum of Art, Huntsville, AL 

Selected Acquisitions, Solomon R. Guggenheim Museum, New York, NY 
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1977 Painting & Sculpture in California - The Modern Era, National Collection of 

Fine Arts, Washington, D.C. 
Inner Space, Mano Gallery, Chicago, IL 
Contemporary Black Artists, Otis Art Institute, Los Angeles, CA 
Contemporary Artists of the American West, Santa Fe Festival of the Arts, 
Santa Fe, NM 
Inaugural Exhibition, Orange County Museum of Art, Newport Beach, CA 
Materials of Art: Plastic, Joseloff Gallery, University of Hartford, West 
Hartford, CT 
The Magic Circle, The Bronx Museum of the Arts, Bronx, NY 

  
1976 A Tribute to Martin Luther King, Los Angeles Municipal Fine Arts, Los 

Angeles, CA 
Painting & Sculpture in California - The Modern Era, San Francisco 
Museum of Art, San Francisco, CA 
Carnegie-Mellon Alumni Exhibition, West Broadway Gallery, New York, 
NY 
Painting and Sculpture Today - 1976, Indianapolis Museum of Art, 
Indianapolis, IN 
Group Show, Lee Hoffman Gallery, Detroit, MI 

  
1975 Monumental Sculpture Competition, Society of the Four Arts, Palm Beach, 

FL 
Hard and Clear, Los Angeles County Museum of Art, Los Angeles, CA 
Contemporary American Sculpture, Virginia Museum, Richmond, VA 
*Creative America: forty-five American sculptures, Hong Kong Museum of 
Art, Hong Kong 

  
1974 Directions in Afro-American Art, Herbert F. Johnson Museum of Art, 

Cornell University, Ithaca, NY 
  
1973 Six Sculptors, University of Colorado Art Museum, Boulder, CO 

Blacks U.S.A. Now, New York Cultural Center, New York, NY 
Soft and Light, Taft Museum of Art, Cincinnati, OH 
Contemporary American Art, Andrew Crispo Gallery, New York, NY 
Illuminations and Reflections, Whitney Museum of American Art, New 
York, NY 

  
1972 Twentieth Century Sculpture From Southern California Collection, UCLA, 

Los Angeles, CA 
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Multi-Media, Richmond Art Center, Richmond, CA 
The Last Plastics Show, California Institute of Arts, Valencia, CA 
Group Show, Los Angeles County Museum of Art, Los Angeles, CA 
10th Annual Southern California Exhibitions, Long Beach Museum of Art, 
Long Beach, CA 
Group Show, Stanford University Museum of Art, Palo Alto, CA 
Art For Your Collection, Rhode Island Museum of Art, Providence, RI 
Act for McGovern, Pace Gallery, New York, NY 
Sculpture Show, Annely Juda Fine Arts, London, England 
Looking West, ACA Gallery, New York, NY 
Whitney Annual, Whitney Museum of American Art, New York, NY 

  
1971 Translucent and Transparent Art, Museum of Fine Arts, St. Petersburg, 

FL; Jacksonville Art Museum, Jacksonville, FL 
Contemporary Black Artists in America, Whitney Museum of American Art, 
New York, NY 
California Artists, Los Angeles County Museum of Art, Los Angeles, CA 
Highlights of 1971 Season, Aldrich Museum of Contemporary Art, 
Ridgefield, CT 
*Creative America: forty-five American sculptures, The American Center, 
Ankara, Turkey 
Plastic Possibilities, Jr. Art Gallery, Louisville, KY 
Afro-American Artists, Rath Museum, Geneva, Switzerland 
American Kunst, 1959-1970, Louisiana Museum of Modern Art, 
Humleback, Denmark 
73rd Western Annual, Denver Art Museum, Denver, CO 

  
1970 A Decade of California Color 1960-1970, Pace Gallery, New York, NY 

*Creative America: forty-five American sculptures, The American Center, 
Tokyo, Japan 
Fourth Annual California Image Exhibition, CA 
Plastic Presence, Milwaukee Art Museum, Milwaukee, WI; San Francisco 
Museum of Art, San Francisco, CA 
Dimensions in Black, Museum of Contemporary Art, La Jolla, CA 
Two Generations of Black Artists, California State College at Los Angeles, 
CA 
Art and Technology, Los Angeles County Museum of Art, Los Angeles, CA 
Permutations - Light and Color, Museum of Contemporary Art, Chicago, IL 
New Acquisitions, Whitney Museum of American Art, New York, NY 
Looking West, Joslyn Museum of Art, Omaha, NE 
Pierres De Fantasie, Oakland Museum of California, Oakland, CA 
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Whitney Sculpture Annual, Whitney Museum of American Art, New York, 
NY 
Sculpture, California State College at Long Beach, Long Beach, CA 

  
1969 Point of View, California State College of Los Angeles Limited Editions 

Gallery, Los Angeles, CA 
Plastic Art, San Pedro Municipal Gallery, San Pedro, CA 
New Directions in Art, Westside Jewish Center, Los Angeles, CA 
*Plastic Presence, Jewish Museum, New York, NY 
Painting and Sculpture Today- 1969, Indianapolis Museum of Art, 
Indianapolis, IN 

  
1968 Los Angeles Sculpture, Limited Editions Gallery, Los Angeles, CA 
  

 
 
SELECTED PUBLIC COMMISSIONS 
 

2003-
2004 

Katzen Center for the Arts, American University, Washington, D.C. 

  
1999 Atelier sul Mae, Castel Di Tusa, Sicily, Italy 

Rossini Sculpture Pak, Briosco (MI), Italy 
  
1996 U.S. Internal Revenue Service Headquarters – Entrance Sculpture, New 

Carrollton, MD 
  
1992 Pavillion of Saudi Arabia, Expo ’92, Sevilla, Spain 
  
1987 Barton Plaza, Rancho Cucamonga, CA  
  
1985 Rohm Corporation, Santa Clara, CA 
  
1984 Edmund D. Brown State Office Building, San Francisco, CA 

First Interstate Plaza, San Diego, CA 
  
1983 Bank of America, San Francisco, CA 

San Francisco International Airport, San Francisco, CA 
  
1980 Armand Hammer Award, The Cultural Commission, Los Angeles, CA 

Dade County International Airport, Miami, FL 
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Flour Corporation, Irvine, CA 
  
1976 International Business Machines General Systems Division, Atlanta, GA 
  
1975 Hyatt-Reunion Hotel, Dallas, TX 
  
1972 Genstar Ltd., San Francisco, CA 

Lenox Square, Atlanta, GA 
Lloyds Bank of California, Los Angeles, CA 

 
 
GRANTS, AWARDS AND RESIDENCIES 
 

2018 Lifetime Achievement Award, James A. Porter Colloquium, Howard 
University, Washington DC 

  
2010 Artist of The Year Award, LA Artcore, Los Angeles, CA 
  
2003 City of Florence Award, Biennale Internationale Dell’ Arte Contemporanea 

Florence, Italy 
  
2001 First Prize – Sculpture, Biennale Internationale Dell’ Arte Contemporanea 

Florence, Italy 
  
1977- 
1980 

First Artist in Residence, Smithsonian Institution, Washington, D. C. 

  
1972 First Purchase Prize, Tenth Annual Southern California Exhibition, Long 

Beach Museum of Art, Long Beach, CA 
Individual Artist Fellowship Grant, National Endowment for the Arts, 
Washington, D. C. 

  
1970 First Purchase Prize, Fourth Annual California Small Images Exhibition, 

California State College at Los Angeles, Los Angeles, CA 
 
 
SELECTED BIBLIOGRAPHY 
(* indicates non-periodical book, catalog, or other publication) 
 

2021 Koch, Amy Tara, “Miami’s Buoyant Art and Design Scene Proves Culture 
Can Thrive Amid the Pandemic,” ArchitecturalDigest.com, March 3, 2021 
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Russo, Carolyn, “The Science of Frederick Eversley’s Art,” 
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B. 1941, New York. Lives and works in New York.

Fred Eversley’s parabolic lens sculptures remind us of the wonder of being human in the vastness of the universe. His optically enticing works encourage 
self-reflection and shifts in perception.

In 1967, Eversley embarked on an art career in Los Angeles, employing many of the same tools, materials, and techniques he used in his previous profes-
sion as an engineer at NASA. His use of polished polyester resin for making sculptures anointed him into West Coast Minimalism, as well as the Light 
and Space movement, which focused on geometric shapes and the use of light.

Fred Eversley

Fred Eversley by Elon Schoenholz. Courtesy of David Kordansky Gallery, Los Angeles

Fred Eversley, Untitled (parabolic lens), (1969) 2018. Courtesy of David 
Kordansky Gallery, Los Angeles



“THE ARTISTS TO KNOW RIGHT NOW,” Artsy.net, The Artsy Vanguard 2019, September 16, 2019

Eversley experienced success early on, receiving a solo exhibition at the Whitney Museum of American Art in 1970 and a first-of-its-kind art residency 
in 1977 at the Smithsonian National Air and Space Museum. He’s seen a resurgence recently, as his sculptures were included in exhibitions such as “Space 
Shifters” at the Hayward Gallery at Southbank Centre in London and the traveling “Soul of a Nation: Art in the Age of Black Power 1963–1983.” Recently, 
Eversley joined the roster of David Kordansky Gallery in Los Angeles.

Kim Conaty, the Whitney Museum’s curator of drawings and prints who curated Eversley’s 2017 solo show at the Rose Art Museum, recalled that the 
artist had been dwelling on the future of his work in the 1970s. Eversley expressed hopes for people to live with his work for a long time, “pick it up, move 
it around, and really look at it as an ever-changing experience,” Conaty explained. “When I see his work, I always think of this, and the fascinating way 
that it unites the intimate and the cosmic.”

Fred Eversley, Untitled (Parabolic Lens), 1971. Hayward Gallery at South-
bank Centre

Fred Eversley, Untitled (parabolic lens), (1969) 2018. Courtesy of David Kordansky 
Gallery, Los Angeles

Fred Eversley, Untitled, 1969. Courtesy of David Kordansky Gallery, 
Los Angeles

Fred Eversley, Untitled (parabolic lens), 1978. Courtesy of David Kordansky Gallery, 
Los Angeles
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How Artist Fred Eversley Went From Consulting 
for NASA to Creating Otherworldly Sculptures

By Matt Stromberg | April 30, 2019 

Fred Eversley at home in New York City. Photo © 2019 Taylor Dafoe.

The artist, who recently located to New York full time, is the subject of a solo presentation at Frieze New 
York this week.

For 50 years, Fred Eversley’s studio in Venice, California served as a perfect encapsulation of his scientific 
approach to art. “It was an incredible hybrid of a science lab and an artist’s studio,” says Andrew Perchuk, 
deputy director of the Getty Research Institute. The studio, he adds, “was like an archaeology of Light and 
Space”—the West Coast brand of atmospheric minimalism pioneered by artists like Larry Bell, Robert 
Irwin, John McCracken, and, as the art world is increasingly coming to recognize, Eversley.

“You learned how he pioneered these different processes, because the kind of perceptual things he was 
looking for required an insane degree of precision,” Perchuk says. “It had a series of centrifuges, molds, 
casting equipment, flames—really magical.”
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show of new work at David Kordansky Gallery in Los Angeles, Chromospheres, and was included in two 
very different group shows: Soul of a Nation: Art in the Age of Black Power 1963-1983, now on view at 
the Broad in LA, and Space Shifters, a survey of minimalism and works that explore perception and optics, 
at London’s Hayward Gallery.

Kordansky will also be bringing a historical selection of his works from the ’60s through the ’80s to 
Frieze New York later this week for a solo booth, where the historic works will be on offer in the range of 
$350,000 to $400,000. Finally, LACMA recently acquired their first Eversley sculpture, one of his signa-
ture cast-resin parabolic lenses from 1972, bringing some hometown recognition to the artist who, until he 
was evicted in March, had maintained a studio in Venice for 50 years.

But were it not for a fortuitous accident, Eversley may never have become an artist at all.

Accidental Beginnings

Eversley’s journey to art began in an unlikely place: engineering school. Born and raised in Brooklyn (his 
New York accent is a giveaway), he studied electrical engineering at the Carnegie Institute of Technology 
(now Carnegie Mellon) in Pittsburgh before moving to LA in 1963 to work for Wyle Laboratories, where 
he built acoustical testing facilities for NASA.

Settling in Venice—one of the only neighborhoods that would rent to African Americans at the time—he 
was surrounded by artists even before he became one himself. In his spare time, he would help his artist 
neighbors, including Judy Chicago, solve their peskiest engineering problems.

Then, in 1967, disaster struck. He suffered a debilitating car accident, which he says almost killed him and 
put him on crutches for the better part of a year. He used the time off to explore making his own art—and 
never looked back. But though he did not return to engineering work, his art is infused with many of the 
themes that came up in his former day job: energy concentration, perception, reflection, and luminosity.

That magic came to an end ear-
lier this year after Eversley’s 
landlord refused to renew his 
lease, prompting him to relocate 
to New York full-time, where he 
has maintained a studio in SoHo 
for 43 years. Since his eviction, 
the Venice studio has received 
designation as a Historic-Cul-
tural Monument, a bittersweet 
recognition of its significant cre-
ative legacy.

Despite this disruption, Eversley 
is having a pretty good year. The 
77-year old Light and Space art-
ist (though he bristles at that la-
bel) had a virtually sold-out solo 

Fred Eversley, Untitled (1969) [detail]. Photo: Jeff McLane. Courtesy of David Kordansky Gallery, Los 
Angeles.
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These same concepts were at the heart of 
the work of many other West Coast artists, 
including Peter Alexander and John Mc-
Cracken, who were using polyester resins 
to develop a slick, distinctly West Coast-
flavored minimalism. Eversley’s earliest 
works were transparent cylinders cast in 
concentric layers of violet, amber, and blue, 
sliced at different angles to produce lumi-
nous, sharp-edged shapes.

“His life was running parallel to the art 
world and suddenly it truly intersects at 
precisely the moment and the place where 
artists were also becoming more interested 
in the questions that he had been interested 
in as an engineer,” notes the Whitney Mu-
seum’s prints and drawings curator Kim 
Conaty.

An Auspicious Rise

Just two years after he committed himself 
to art full-time, Eversley’s star was rising 
rapidly. In 1969, he took over a Frank Geh-
ry-designed studio in Venice formerly oc-
cupied by painter John Altoon. But fellow 
artist Robert Rauschenberg told him that if 
he really wanted to make it as an artist, he’d 
need gallery representation in New York.

“I said, ‘Where do I even start?’” Eversley recounts. “He shrugged his shoulders and said, ‘I started show-
ing with Betty Parsons, why don’t you go see Betty?’”

Although she bought a couple pieces for herself, the legendary dealer known as an early champion of Ab-
stract Expressionism wasn’t interested in showing Eversley, nor was the next dealer he approached, Leo 
Castelli. On that same trip to New York, however, he stopped at the Whitney Museum to see then-curator 
Marcia Tucker. (“We both hung out in the village in the ’50s,” Eversley explains.)

The stop would prove momentous. “Marcia loved my work and called the whole staff in,” he says. “They 
offered me a show six months later.”

Without a solo gallery show under his belt, Eversley landed a solo exhibition at the Whitney, which opened 
in May 1970, followed by shows at the Phyllis Kind Gallery in Chicago and at OK Harris that December. 
“It was a good year, 1970,” Eversley says.

Fred Eversley, Untitled (Rose Mist) (1984). Photo: Jeff McLane. Courtesy of David 
Kordansky Gallery, Los Angeles.
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Where Science Meets Art

In the 50 years since this auspicious debut, 
Eversley has rarely strayed from a single 
form: the parabola. Ever the engineer, he 
is fascinated by the fact that this shape can 
concentrate energy at a single focal point. 
Even as a teenager, he recalls, “I was mess-
ing around in my parents’ basement using a 
phonograph table and a pie pan to make a 
parabolic pond of water.”

This is essentially the same process by which 
he creates his lenses today, using a centri-
fuge to spin resins as they harden. “I often 
think of his sculptures along the lines of ce-
ramics: cast on a rotating wheel, intensely 
hands-on—engineering meets intuition,” 
says Eversley’s dealer David Kordansky.

The spinning process—which sometimes 
involves pouring multiple colors of resin at 
precisely the right moment so they proper-
ly blend together—is followed by repeated 
sanding and polishing to create a pristine 
surface. Over the years, Eversley has experi-
mented with numerous variations, so this 
single shape can range from a transparent 
pastel lens to an opaque, inky black mirror.

His lenses entice the viewer to move around them, watching as their perception of the object—and its re-
flection of the world around them—changes with each step. Eversley considers his works forms of kinetic 
art, although the spectator, rather than the art object, is the one moving. His goal, he has said, is to focus 
“the spectator into perceiving the complex nature of reality, both physical and social.”

At Frieze, Kordansky will present a selection of parabolic works ranging from magenta to smoke to mid-
night blue alongside Eversley’s earliest tricolor, cylindrical works, many of which have never been shown 
publicly.

A Late Renaissance

Despite his central position in the Light and Space movement, Eversley has not received the same level of 
recognition afforded some of his peers, such as Robert Irwin and John McCracken. “I have to attribute this, 
in part, to race and institutionalized blind spots and discrimination,” Kordansky says.

Fred Eversley at home in New York City. Photo © 2019 Taylor Dafoe.
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His work also does not fit neatly into art 
historical categories. Eversley’s focus on 
energy and physics was often at odds with 
the formal concerns of his fellow Light and 
Space contemporaries; at the same time, he 
was not considered part of the Black Arts 
Movement, which took a more explicitly 
political and figurative approach.

Conaty considers Eversley’s work to be 
more closely aligned with that of African 
American abstract painters like Sam Gil-
liam or Jack Whitten, “who seized upon 
abstraction as a broad language that was 
accessible for all… so in a way the politi-
cal gesture is in making space for one’s 
work within these vocabularies.”

To be sure, Eversley hasn’t been complete-
ly overlooked. He has had consistent solo 
shows every few years, though his labor-
intensive process has limited his output. 
His works are in the collections of more 
than 40 museums. But he has become 
much more visible over the past five to 10 
years following his prominent inclusion 
the inaugural Pacific Standard Time ini-
tiative in 2012, which made the case for a 
major reappraisal of West Coast art. New 

Fred Eversley, Untitled (parabolic lens) (1974). Photo: Jeff McLane. Courtesy of David 
Kordansky Gallery, Los Angeles.

York’s Museum of Modern Art acquired one of his lenses in 2017; LACMA followed suit earlier this year.

Then came his 2019 show with Kordansky, who Eversley says he knew nothing about when the dealer 
initially reached out. But after a studio visit, the artist recalls, “We basically fell in love with each other. 
He’s done very well by me.” His market is certainly gathering steam: In February, a tricolor polyester ring 
sold at auction for $281,250, more than five times its $50,000 high estimate. Smaller, monochrome rings 
sold for $43,750 in 2018 and just $600 in 2004.

It is perhaps surprising that an artist who has dedicated himself to exploring and refining the same form 
over five decades would still prize novelty. But Eversley can’t contain himself when he hears how crowds 
gathered around his work at the opening of Soul of a Nation in Los Angeles. One by one, they inched closer 
to find a sweet spot where the lens collected and amplified the space’s acoustics.

“Since it concentrates sound as well as light, and there’s a distance between your eyes and your ears, 
people always play a game of trying to get their eyes and ears at this focal point,” Eversley explains. “It’s 
impossible. So they play this game, going back and forth.” With a current of delight in his voice, he says, 
“It sucks people in.”
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“SOUL OF A NATION” AT THE BROAD
March 24, 2019

The Broad is generally a place with a high ratio of people dressed in black to black people. Not so 
this past weekend. The Tate Modern-originated “Soul of a Nation: Art in the Age of Black Power 
1963-1983” has just opened at the Broad, its final stop after London, Brooklyn, and Bentonville.

The Tate is not known for deep expertise in African-American art, and the Broad is the temple 
of market-validated art. Yet “Soul of a Nation” is original and informative throughout. It has 
big names and well-known works, from Betye Saar’s The Liberation of Aunt Jemima to Barkley 
Hendricks’ Brilliantly Endowed.  But the show is most notable for its astute selection of under-
recognized works. Some 60 artists are shown in ten rooms that are loosely chronological and 
geographical.

The Last Testament of Archibald Motley. Motley is known for comic depictions of black Chi-
cago, created for black audiences. LACMA’s 2014 Motley exhibition omitted his final painting, 
The First One Hundred Years… Ten years in the making, it’s a mordant political allegory that 
disenchanted some of the artist’s followers. Motley considered it his masterpiece, and I’d say we 
should believe him. It’s like Tyler Perry morphed into Jordan Peele for the last Madea movie.

Politics v. Abstraction. The show’s mainspring is the debate over whether black art must be 
political to be relevant. Abstraction commands a surprising amount of space. Jazz, held to be 
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the most “abstract” music, was a popular talking point among nonobjective artists. Some artists 
produced both abstract and explicitly political work: Norman Lewis segued from AbEx to painting 
Klansmen before Philip Guston did.

The single Alma Thomas, Mars Dust, is great. New to me is an elegantly linear abstraction by Vir-
ginia Jaramillo. It’s the not-so-political figurative artists who get short shrift. There are single works 
each by Bob Thompson and Beauford Delaney, and neither is the artist’s best or most characteristic.

Jay-Z’s David Hammons. Social media is buzzing that Jay-Z attended the Broad opening (solo) 
and talked up the work he lent, a print. That “print” is a unique David Hammons body print, Shine 
(1969). Credited  to “The Carter Collection,” it’s as fine a choice as any billionaire could hope for.

CAAM. Judging from the Broad survey, the really astute collector is the California African-Ameri-
can Museum. It has lent many of the pivotal L.A. works, such as Noah Purtifoy’s Watts Riot, David 
Hammons’ Admissions Office, and Betye Saar’s Sambo’s Banjo.

Archibald Motley, The First One Hundred Years: He Amongst 
You Who is Without Sin Shall Cast the First Stone; Forgive Them 
Father For They Know Not What They Do (c. 1963-72)

Norman Lewis, American the Beautiful (1960)

Virginia Jaramillo, untitled (1971) Bob Thompson, Le Roi Jones and his Family (1964)
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Have You Seen This Painting? No group show gets every work its curators wanted. “Soul of a Na-
tion” has a label asking for information on the whereabouts of a missing Phillip Lindsay Mason 
painting, The Deathmakers. With calavera cops, dead Malcolm X, and an op-inspired flag, it ought 
to be hard to miss.

Puryear and Eversley in the BroadCave. Abstract sculptures by Fred Eversley and Martin Puryear 
are installed in the Diller Scofidio + Renfro lobby. The Puryear could almost be site-specific.

David Hammons, Shine (1969)Noah Purifoy, Watts Riot (1966) Phillip Lindsay Mason , The Deathmakers, 1968

Fred Eversley, Monochrome, Transparent Black (1972) Martin Puryear, Self (1978)
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Evicted From His Home, Sculptor Fred Eversley Contemplates the Future
After spending over 50 years in Venice, California, the long-overlooked artist now must square up to 
leaving

Fred Eversley has been working out of the same 3,000-square-foot studio on Abbot Kinney Boulevard for the past 50 
years. The engineer-turned-artist moved to Venice in 1964. “It was the only place on the beach in Los Angeles where 
black people could get a lease,” he says. Eversley, 77, inherited his studio’s lease from the widow of his friend, the art-
ist John Altoon, after Altoon’s untimely death in 1969. Two years prior, the architect Frank Gehry had reconfigured 
the space for Altoon, separating the working area in front from the residence in back. Eversley was just a few doors 
down at the time, sharing a studio with the artist Charles Mattox. Other artists, including John McCracken, Larry 
Bell, Robert Irwin and James Turrell, were also nearby. Eversley recalls gathering in Turrell’s studio and talking art 
theory while sitting on a Navajo rug, smoking and listening to Turrell’s then-wife play the harp. “It used to be magic,” 
says Eversley. “I was lucky I found Venice. Without this community, I probably never would have become an artist.”

HUE DID IT Eversley at his studio in Venice, California, surrounded by the parabolic resin sculp-
tures he has been making since the early 1970s. The two on the left featured in his recent show 
at David Kordansky Gallery. PHOTO: ALESSANDRA SANGUINETTI FOR WSJ. MAGAZINE; 
ART FROM LEFT: FRED EVERSLEY, UNTITLED (PARABOLIC LENS), (1969) 2018, 2-COL-
OR, 2-LAYER CAST POLYESTER, 19 1/4 X 19 1/4 X 6 INCHES (48.9 X 48.9 X 15.2 CM); FRED 
EVERSLEY, UNTITLED (PARABOLIC LENS), (1974) 2018, CAST POLYESTER, 19 1/2 X 19 1/2 X 
6 INCHES (49.5 X 49.5 X 15.2 CM); FRED EVERSLEY, UNTITLED (PARABOLIC LENS), (1973) 
2018, CAST POLYESTER, 19 1/2 X 19 1/2 X 5 7/8 INCHES (49.5 X 49.5 X 14.9 CM)

By Howie Kahn | February 27, 2019
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Sculptures by Fred Eversley at his studio in Venice, California. PHOTO: ALESSANDRA SAGUINETTI FOR WSJ. MAGAZINE

Eversley grew up in Brooklyn. His father was an engineer for Republic Aviation before building a multimillion-dollar 
construction company, and his mother was a teacher. Eversley himself studied engineering at Carnegie Institute of 
Technology (now Carnegie Mellon University) in Pittsburgh. When he moved to L.A., he put his degree to use by 
working at Wyle Laboratories, helping to build acoustical testing facilities for NASA’s space flight program. He dated 
a UCLA M.F.A. student and soon recognized that his know-how as an engineer could be useful in making art, too. 
As a result, he joined a local, short-lived group called the Aesthetic Research Center, through which he helped artists 
around L.A. with engineering problems. “One of them was Judy Gerowitz,” Eversley says. “[She] became Judy Chica-
go.” Of Eversley’s former compatriots, only Bell still works in Venice, splitting his time between there and Taos, New 
Mexico. The strip of Abbot Kinney where Eversley operates has become valuable commercial property—his current 
neighbors sell single-origin espresso and organic bedding. “I’m the last one standing,” he says.

The popularity of Eversley’s signature parabolic lens sculptures has surged lately, with a recent, nearly sold-out show 
at Los Angeles’s David Kordansky Gallery. Each of the 10 new works there, roughly 20 inches in diameter and 6 inch-
es thick, is priced at $250,000. They range from jewel-toned to pearlescent to celestial. But as the show opened and 
Eversley’s collectors converged, he was also dealing with the possibility of removal from his studio and considering 
whether to remain in the city he credits with sparking his artistic career. Working and living in a rent-stabilized space 
means Eversley has paid well below market value. His landlord, ABCO LLC, has tried to raise his rent substantially 
since at least 1980, he says; a 2011 court ruling found it attempted to do so unlawfully. When Eversley’s most recent 
lease concluded last July, he was not offered a renewal. The City of Los Angeles Planning and Land Use Management 
committee recommended the City Council designate the building as a Historic-Cultural Monument on January 29 
in response to a petition from a conservation group led by friends. Eversley, who shares the space with his wife, the 
sculptor and architect Maria Larsson, was served an eviction notice on January 30; the court granted him until Feb-
ruary 11 to vacate. (ABCO LLC declined to comment.)

Eversley left his engineering career to pursue art full time in 1967. His leg had been crushed in a car accident, and 
while he was recovering away from his lab, he started devoting time to making his own pieces. He began by manipu-
lating polyester resin with the intention of encasing photo transparencies within small sculptures of his design. But 
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PHOTO: ALESSANDRA SANGUINETTI FOR WSJ. MAGAZINE

he became preoccupied with the metaphysical energy he attributed to the resin itself. His early casts manifested as 
tubes, bricks and objects resembling flying saucers and NASA space modules small enough to fit in one’s palm.
In 1970, on the recommendation of the artist Robert Rauschenberg, who decried the lack of opportunities for artists 
in L.A., Eversley paid a visit to the gallery of the powerful New York dealer Betty Parsons. At their meeting in Man-
hattan, Parsons bought a sculpture from the artist. On the same day, Eversley showed his work to his friend Marcia 
Tucker, then a curator at the Whitney Museum of American Art. “I showed her the pieces, she freaked out.... In five 
minutes the entire senior staff at the Whitney was standing in her office,” he recalls. Just three years into his new 
pursuit, the fledgling artist was offered a solo show at the Whitney. He was told he’d have three months to prepare. “I 
flew back here to the studio in Venice and worked nonstop.”

The Whitney exhibition launched a career that landed Eversley in the permanent collections of museums including 
the Los Angeles County Museum of Art and New York’s Museum of Modern Art; he would also complete almost 
two-dozen public commissions for places like the international airports in Miami and San Francisco and an Internal 
Revenue Service office.

Though Eversley is often associated with Light and Space—a Southern Californian art movement originating in the 
1960s—he says his work is more accurately about energy. While artists like Turrell and Irwin are often concerned 
with expansive experiences and the ways in which bodies are oriented in space, Eversley started working with para-
bolas because of his fascination with the way they concentrate energy through a single focal point. He spun his first 
parabolic lenses shortly after the Whitney show concluded in 1970, coloring liquid resin with dye or pigment and 
pouring it into a cylindrical mold on a turntable, which he would then set into motion. The faster the turntable spins, 
the greater the centrifugal and gravitational forces. The more centrifugal force exerted on the resin, the deeper the 
parabolic curve.

One of Eversley’s favorite placements for a sculpture was not in a museum or gallery, but rather at the end of a psych-
iatrist’s couch. The doctor, a collector, told him it helped patients with personal reflection. Though such works are 
merely a couple of feet in diameter, they give the impression that looking through them offers passage to another 
dimension.
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Laminated and convex sculptures by Fred Eversley. PHOTO: ALESSANDRA SANGUINETTI FOR WSJ. 
MAGAZINE
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David Kordansky, Eversley’s gallerist since 
last summer, believes the art world has over-
looked the power of his artist’s work. “We’re 
going to change that,” Kordansky says. The 
sculptures, he says, are both psychedelic and 
cosmic, “objects whose atmosphere super-
sedes their objecthood.” Like Kordansky, 
the multidisciplinary artist Kerry James 
Marshall considers Eversley to be of a piece 
with other seminal L.A. artists exploring 
the intersection of art, science, technology 
and futurism, except with one significant 
difference. “Fred was the only black artist 
I knew of who was doing the same things 
they were doing,” Marshall wrote, via email. 
“It is important to acknowledge the truth 
that there have always been black people in 
science and technology.”

Eversley steers the conversation back to-
ward energy when asked to discuss the relationship between race and his own work. “Take me for what I do,” he 
says. “Physical properties are not attuned to race. Gravity is the same for everyone. The work is more about looking 
at what’s universal rather than what’s different. The differences are really very small.”

One afternoon this past January, facing a possible February eviction, Eversley started casting new work. He monitored 
the spinning, solidifying resin over the course of 10 hours, concluding after midnight. Parts of another new piece 
stood in an adjacent workspace: 20 lenses in an array of colors, all in various phases of Eversley’s rigorous 14-step 
polishing process. He didn’t know if he’d be 
permitted to stay in the studio long enough 
to finish the piece. He has considered leav-
ing L.A. altogether and moving back to New 
York, where he owns a building in SoHo. He 
says he could also start over again elsewhere 
in L.A. “But no place I’ve lived has felt like 
Venice,” he says. “I’ve been influenced by the 
waves, the wind, the sun and how it all made 
people happy.” Eversley draws a deep breath. 
“That’s why the studio is here.”

Editor’s Note: Since this story went to press 
and legal proceedings concluded, Fred 
Eversley moved out of his Venice Beach stu-
dio and residence on Sunday, February 10th, 
2019. He is currently living and working 
in the property he owns in New York City 
while determining his next move.
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Undoubtedly, art today is viewed more on the 
screen of a computer or a phone than in person. 
And yet, the full impact of the art object requires 
bodily engagement in real time and space, as 
perspective shifts and details of color, texture, 
and form come into focus. Fred Eversley’s sculp-
tures—made of tinted cast polyester painstak-
ingly refined into lenses that bend and swerve 
the reflected environment—generate encounters 
in which the act of looking shapes our percep-
tions of ourselves or others.

Eversley left his career in aerospace engineer-
ing in the late ’60s to craft simple geometric art 
objects that use the optics of physics to refract 
and focus light, a signature approach that quick-
ly brought the artist recognition as a key play-
er in Los Angeles’ Light and Space movement. 
Chromospheres at David Kordansky Gallery, 
his first show with the gallery, consists of ten 
semi-transparent discs of varying colors that he 
conceived between 1969 and 1974—creating a 
set of molds for the work at that time—but didn’t 
actually cast until 2018. All of the works bear the 
same title, Untitled (parabolic lens), and size, ap-
proximately 20 inches in diameter and 6 inches 

Fred Eversley at David Kordansky Gallery
Snap Reviews

By Molly Larkey | February 21, 2019

deep. Placed at right angles on white plinths, and spaced so that a viewer can circumnavigate them, their surfaces are 
slippery reflections that shift in hue, depth, and saturation depending on her position.

Fred Eversley, Chromospheres (2019) (installation view). Image courtesy of the 
artist and David Kordansky Gallery, Los Angeles. Photo: Jeff McLane.

We can intellectually understand that the particular cultur-
al lenses through which we view the world shift our vision 
of ourselves and others; Eversley’s sculptures communicate 
this idea through embodied interaction. The absence of 
other people within the stark white gallery lessens the im-
pact—Eversley’s work is at its best when architecture, other 
bodies, and self-reflection become intermingled and dis-
torted within his sculptural lenses. Antithetical to looking 
at a screen or even a printed page—which is characterized 
by solitude and flatness—here, looking (at the object and 
ourselves) becomes looking through (at others), and vice 
versa. This combination of transparency, reflection, and 
distortion renders visible a process whereby cultural arti-
facts and ideas are in fact lenses that direct and shape our 
perceptions. In a cultural moment when our subjectivities 
are so deeply divergent—our viewpoints of the world based 
in radically different assumptions, interpretations and per-
spectives—these works compel a physical awareness of 
how cultural objects, and the experiences they engender, 
shape our subjectivity.

Fred Eversley, Untitled (parabolic lens), 1973 (2018). Cast polyester, 
20 x 20 x 6 inches. Image courtesy of the artist and David Kordansky 
Gallery, Los Angeles. Photo: Jeff McLane.



Osberg, Annabel, “Fred Eversley; Evan Holloway,” ArtilleryMag.com, February 20, 2019

FRED EVERSLEY; EVAN HOLLOWAY
By Annabel Osberg  | February 20, 2019

One transparent parabolic-lens sculpture by Fred Eversley offers a dynamic experience. Ten offer something closer to 
awe. Individually, they call forth orbicular celestial bodies; en masse, they encompass a galaxy of evocations. Each of 
his untitled resin sculptures in “Chromospheres” at David Kordansky maintains a unique identity: one evokes sunrise 
over the beach, another channels the striated pearlescence of a bowling ball, yet another appears to harbor a spiral 
nebula, and still another recalls afternoon sun rippling on the ocean’s surface seen from underwater. The artist refers to 
his works as kinetic sculptures, for on circumambulating each, the color, form, and character change in strange ways. 
Furthermore, individual sculptures’ dynamic qualities are intensified by the reflections and refractions of the others 
playing on one another and the architecture of the room. Spied through a blue lens, a doorway becomes the pupil of a 
giant’s icy eye. As one approaches an orange disk, the appearance of a solar corona gives way to the feeling of looking 
through lurid glasses at the sun over sea. I could have spent hours meditating on these sculptures that somehow seem 
so timeless yet contemporary, but was drawn away by a curious odor emanating from 28 Incense Sticks (2018, pictured 
above), a fragrantly spined loopy steel configuration in “Outdoor Sculpture,” Evan Holloway‘s neighboring show whose 
five quirkily embellished constituents reward inquisitive viewers with unexpected details and clever existential humor.

Evan Holloway, 28 Incense Sticks, 2018, aluminum, incense, 110 x 92 x 61 inches, (279.4 x 
233.7 x 154.9 cm), Courtesy of David Kordansky Gallery, Los Angeles
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Evan Holloway and Fred Eversley at Kordansky Gallery
by Hunter Drohojowska-Philp | January 10, 2019

Two artists at David Kordansky Gallery take on the history of modern sculpture but in 
very different ways: Evan Holloway and Fred Eversley.

In the early 20th century, Alberto Giacometti and Henry Moore, were titans of modern 
art. How does a contemporary artist, working today in Los Angeles, respond to that past? 
One answer can be seen in the newest work by Evan Holloway.

The L.A.-based Holloway, who got his undergraduate and graduate degrees at UCLA, 
has been tackling such issues since the 1990s, often combining the sorts of functional or 
funky materials that were far from the modernists’ consciousness in forms that alluded 
to that well known past.

To really operate in that realm, however, you have to go big and Holloway has taken max-
imum advantage of that opportunity in this show titled Outdoor Sculpture. 

Evan Holloway. Siblings, 2018. powder-coated aluminum, 
high-tempspray paint, bulbs, fixtures, wiring,and lighting con-
troller. 101 x 38 x 17 1/4 inches (256.5 x 96.5 x 43.8 cm)unique. 
Photography: Lee Thompson. Courtesy of David Kordansky Gal-
lery, Los Angeles
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Evan Holloway. Earth Angel, 2018. patinated bronze 84 1/2 x 79 x 54 inches (214.6 x 200.7 x 
137.2 cm) unique. Photography: Lee Thompson. Courtesy of David Kordansky Gallery, Los 
Angeles

There are five large pieces made for 
outdoor locations. Each is noticeably 
unique from the others yet each has ob-
vious references to the history of mod-
ern sculpture, including substantial ma-
terials meant to last for the ages.

Giacometti, known for his skinny sculp-
tures of people, such as his “walking 
man,” is the source for Holloway’s ex-
traordinary starburst of cast bronze. 

In this case, three legs support an oval 
from which long rays extend, each 
terminating in a molded narrow face. 
The faces are upright or upside down 
depending on their placement on the 
circle of rays. Titled Third Verse (2018) 
from The Book of the Law, the 1904 
writings of occultist Aleistair Crowley, 
it refers to the verse stating, “Every man 
and every woman can be a star.” 

A number of Southern California artists 

Evan Holloway. Third Verse, 2018. patinated bronze 127 x 87 3/4 
x 43 inches (322.6 x 222.9 x 109.2 cm) Edition of 3, with 1AP. 
Photography: Lee Thompson. Courtesy of David Kordansky Gallery, 
Los Angeles

have been interested in the unfettered lifestyle and theories of Crowley, who had lived 
here and had a devotee in Cal Tech scientist Jack Parsons. 

Holloway, however, in-
cludes the reference as 
part of an over-reach-
ing personal cosmol-
ogy and his desire to 
have sculptures carry-
ing multiple levels of 
meaning.

Henry Moore, known 
for voluptuous figura-
tive forms, is the start-
ing point for another 
sculpture by Holloway, 
Earth Angel (2018). 

Concave on one side, 
convex on the other, it 
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Evan Holloway. 28 Incense Sticks, 2018. aluminum, incense110 x 92 x 
61 inches (279.4 x 233.7 x 154.9 cm) unique (Inv# EH 18.031). Photog-
raphy: Lee Thompson. Courtesy of David Kordansky Gallery, Los An-
geles

looks like a rounded lump of asteroid 
covered with studs. 

On closer inspection, these turn out to 
be cast from actual batteries: nine volts, 
C and D size cylinders. 

Holloway previously embedded his 
plaster sculptures with such batteries 
that, he says, have a brief active life but 
a lengthy passive life with an impact on 
the environment. This musing on the 
fact and myth of power also manifests 
in his use of bronze as material connot-
ing wealth and prestige.

A third sculpture of cast aluminum is 
a serpentine mobius strip dotted with 
barely noticeable holes, 28 of them, to 
hold sticks of incense. 

They represent the 28 nights of the lu-
nar calendar with packets of myrrh in-

cense provided by the artist. The curvilinear forms look like rising smoke and their tough, 
reflective surface is in opposition to the fragility of a stick of incense.

Evan Holloway. Houseplant, 2018. patinated bronze75 x 63 x 
41 inches (190.5 x 160 x 104.1 cm) unique. Photography: Lee 
Thompson. Courtesy of David Kordansky Gallery, Los Angeles

A fourth sculpture will be most familiar to 
Holloway fans. Two columns of wildly col-
ored cartoon-like heads, stacked atop one 
another sideways, ear to ear, like wonky 
totem poles. It is lined with flashing lights, 
like something out of a carnival.

The fifth is a potted plant and a hanging 
plant suspended from an overhead sup-
port and cast in a green-toned bronze. It is 
both mundane and utterly strange, a way of 
bringing the indoors outdoors. 

Originally made of cardboard, it looks as 
though hastily assembled yet it is cast in a 
green-toned bronze.

Sculpture concerns volume in space, the 
physical relationship of the art to the view-
er. Holloway gears his pieces to his own 
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body and is cognizant of the impact 
from near and far perspectives.

The standards of formal sculpture 
are referenced while maintaining the 
hand-made, idiosyncracy that has 
long characterized his work.

In 2008, Holloway showed at Pomona 
College with the Light and Space artist 
James Turrell. At Kordansky, his work 
is paired with another artist from the 
period, Fred Eversley. The Venice- 
based artist gained recognition for his 
sculptures made of colored, polished 
resin as part of the Light and Space 
movement in Southern California of 
the 1960s.

His latest round discs, Chromo-
spheres, each close to two feet tall, 
have been hollowed out on one side 
so that rich color on the perimeter 
becomes translucent at the interior. 

Fred Eversley. Untitled (parabolic lens), (1973) 2018. cast polyester19 3/4 
x 19 3/4 x 6 3/8 inches (50.2 x 50.2 x 16.2 cm). Photography: Jeff McLane. 
Courtesy of David Kordansky Gallery, Los Angeles

They continue his lengthy concern with the “parabolic lens,” which concentrates yet dif-
fuses reflected light. 

In this installation, each disc is mounted on a white base of equal height so a viewer can 
look through a portal of color to see another sculpture. Red ruby, golden amber, smoky 
black, the color of each disc conveys a different visual experience. The shapes may be 
simple but the effect is intense and captivating. Both shows continue to March 2.
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In Paris, the Art Scene Is Happening. London Had Better 
Look Out.
By Scott Reyburn | October 19, 2018

“Ingres Wood,” a monumental spray-painted installation by the Berlin-based artist Katharina Grosse, was 
among the works displayed at the Grand Palais in Paris during the FIAC art fair. Credit 2018 Katharina 
Grosse und VG Bild-Kunst Bonn; Photograph by Zarko Vijatovic, via Gagosian

PARIS — October is the month 
when London and Paris go head-
to-head, vying with each other to 
attract collectors to their prestigious 
contemporary art fairs.

In recent years, London has had 
the edge, at least in terms of hype. 
The Frieze and Frieze Masters fairs 
have generated far more noise than 
Paris’s rival, the Foire Internationale 
d’Art Contemporain, or FIAC. In 
addition, the French capital suffered 
as a visitor destination following 
the 2015 terror attacks. With a two-
week gap between Frieze and FIAC, 
most art collectors traveling long 
distances have to choose between 
one or the other.

But Paris visitor numbers have 
bounced back. And with Britain’s 
economy and its art market facing 
an uncertain future outside the 
European Union after March, is than an opportunity for FIAC and its week of associated events?

“I don’t like the idea of profiting from others’ misfortunes,” said Jennifer Flay, FIAC’s director since 2010, at a preview on Wed-
nesday. “We’ve been trying to redress perceptions of the French art scene for years,” she added. “It’s taken a while to get things 
to become more competitive and international.”

President Emmanuel Macron of France seems to scent an opening. The president was scheduled to give a cocktail reception at 
the Élysée Palace on Friday “in honor of artists and creation” on the occasion of FIAC 2018 including fair exhibitors. No French 
president has hosted such an event since 1985, according to Ms. Flay.

The 45th edition of FIAC featured 195 galleries from 27 countries. The five-day fair, held in the majestic setting of the Grand 
Palais, combines contemporary and modern art under one soaring steel-and-glass roof, and attracts about 75,000 visitors, ac-
cording to the organizers. The Frieze and Frieze Masters fairs, which separate contemporary and modern, each attract 60,000.

Paris is certainly being perceived again as a place to do business by international art dealers. The London and Hong Kong-based 
gallerist Ben Brown of Ben Brown Fine Arts was one of 18 first-time exhibitors at the fair.

“It feels good here in Paris,” said Mr. Brown, who was offering an array of classic blue-chip works from the 1960s by Lucio Fon-
tana and Yves Klein. “We’re in for a rough time in England.”

Sales at FIAC have a reputation for taking longer than at Frieze, but despite the general air of uncertainty, collectors were mak-
ing decisions at the preview. By lunchtime, Gagosian had sold more than 10 of the spray-painted works on paper that the Ber-
lin-based artist Katharina Grosse had produced for FIAC, marked at 40,000 to 50,000 euros, or $46,000 to $57,000. Ms. Grosse’s 
centerpiece was the monumental “Ingres Wood,” a sumptuously pigmented installation of pine trunks on fabric using a recently 
felled tree planted in Rome by the 19th-century French painter Jean-Auguste-Dominique Ingres. It was priced at €550,000.
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Notable among FIAC’s confirmed early sales was 
the $250,000 paid at the booth of the Los Angeles 
dealer David Kordansky for the 2018 circular cast 
polyester sculpture “Untitled (Parabolic Lens)” 
by Fred Eversley. Mr. Eversley is a former NASA-
trained engineer who is included in the current 
Brooklyn Museum edition of the influential ex-
hibition “Soul of a Nation: Art in the Age of Black 
Power.” The work is a new version of a sculpture 
originally conceived in 1969.

When it comes to fair venues, FIAC wins hands 
down over Frieze. The Grand Palais is one of the 
world’s most spectacular settings for any cultur-
al event. But this signature building will close for 
renovation soon after the 2020 edition, and will 
then be used as a venue for the 2024 Paris Olym-
pics. During the renovation period, FIAC will 
occupy a temporary structure on the Champ de 
Mars, near the Eiffel Tower, according to Ms. Flay. 
Could that move compromise any shift of grav-
ity toward Paris? Possibly. But “FIAC Week,” like 
“Frieze Week,” is about a lot more than one art fair. 
Serious-minded satellite events are another im-
portant draw for collectors. London has the 1-54 
Contemporary African Art Fair; Paris has the Paris 
Internationale and Asia Now fairs, both four years 
old.

Paris Internationale is a pop-up event organized 
by smaller contemporary galleries seeking to keep 
costs low. This year’s fair was held in a vacant 
19th-century residential building overlooking Parc 

Monceau in northwest Paris. Forty-two dealers and eight nonprofit ventures squeezed into its rambling domestic spaces. “This 
is the best of the 10 things I’ve seen since the end of August,” the globe-trotting Belgian collector Alain Servais said at the 
crowded Tuesday preview. “Dealers are taking risks by bringing artists that have an institutional following, but not a commercial 
following.”
The reclusive Belgian conceptual artist Jef Geys, for example, who represented Belgium at the 2009 Venice Biennale and who 
died in February, has an auction high of just $13,125, according to the Artnet price database. At Paris Internationale, Galerie 
Max Mayer, based in Düsseldorf, Germany, presented Geys’s hauntingly ambiguous black lacquer sculpture, “Schildwachten 
(Darth Vader).” Dating from the early 1990s, it was priced at €55,000.

At the other end of the price spectrum, on view in a bathroom, 650mAh, a nonprofit based in Hove, England, was showing 
works by Hendrickje Schimmel, a Dutch contemporary artist who works in London. Ms. Schimmel makes pieces that “exist 
somewhere between sculpture and product,” questioning the preconceptions of the fashion industry. Unwearable shoe sculp-
tures found no early takers, but an altered found cotton shirt sold for €300.

Meanwhile, around the corner at Asia Now, in another chic residential setting, visitors were putting on headsets to experience 
the 2018 virtual reality piece “Happily Contained” by the young Chinese digital artist Miao Ying. One of an edition of three, this 
all-enveloping nightmare of 21st century consumerism was presented by the Paris-based DSLcollection. Another was available, 
priced at €45,000, from MadeIn Gallery, Shanghai, one of more than 40 Asian and Western galleries at the fair.

Also on display were lyrical collages incorporating vintage photographs by the New York-based Filipino artist Pinky Urmaza. 
Eight of these were presented by the Vinyl on Vinyl Gallery of the Philippines. Priced at €650 to €790, they quickly sold out. The 
sense that there’s plenty happening in the Paris art scene was further reinforced on Thursday with almost 130 art and design 
dealerships exhibiting at FIAC Week’s annual “Gallery Night.” Freedman Fitzpatrick, a Los Angeles gallery that opened near the 
Hotel de Ville in February, was showing politically charged sculptures by the young New York artist Diamond Stingily.

“We wanted to have a second gallery in Europe, and we do have a lot of clients in this region,” said Robbie Freedman, a co-
founder of the dealership, which was also exhibiting in the first-floor younger galleries section of FIAC. “Paris is a global hub.” 
Once Britain, and London, formally leave the European Union next March, Paris looks likely to become an increasingly com-
pelling destination in the art world. It certainly will if Mr. Macron has anything to do with it.

“Untitled (Parabolic Lens),” a cast polyester sculpture by Fred Eversely that sold at the 
booth of the David Kordansky Gallery at FIAC. The work was originally conceived in 
1969. Credit Fred Eversley, via David Kordansky Gallery, Los Angeles; Photograph by 
Jeff McLane
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David Kordansky Now Reps Fred Eversley
By Maximilíano Durón | September 26, 2018

Fred Eversley in front of his 1971 Untitled (Parabolic Lens), at the Museum of Modern Art, New York.
MARIA LARSSON

Artist Fred Eversley, who is based in New 
York and Venice, California, is now repre-
sented by Los Angeles’s David Kordansky 
Gallery. He will have his first solo exhibition 
at the gallery in spring 2019.

Eversley is best-known for his slick, often 
brightly hued curved sculptures, which he 
produces in various mediums, including 
resin, plastic, cast polyester, stainless steel, 
and bronze. They have an air of ease about 
them, and are directly informed by Eversley’s 
deep knowledge of science and technology. 
After graduating with a degree in electric-
al engineering from what is now Carnegie 
Mellon University, Eversley moved to the 
L.A. beach town of Venice in the 1960s and 
pursued work as an engineer, collaborating 
with NASA and aerospace companies in the 

He went on to become one of the members of the loosely affiliated South-
ern Californian movement Light and Space. A 1970 solo show at the 
Whitney Museum in New York propelled him to international renown. 
(In 2011, his work featured in three exhibitions across the Getty Founda-
tion’s inaugural Pacific Standard Time initiative, which sought to rectify 
the exclusion of West Coast artists from the traditional postwar art-his-
torical canon.)

Eversley’s work is currently on view at the Brooklyn Museum in “Soul of 
a Nation: Art in the Age of Black Power,” which will travel to the Broad in 
Los Angeles next year, and in “Space Shifters” at the Hayward Gallery in 
London. A traveling survey of his work, “Black, White, Gray,” made stops 
at Art+Practice in L.A.’s Leimert Park neighborhood and at Brandeis Uni-
versity’s Rose Art Museum in Waltham, Massachusetts.

“To be able to work with such a foundational and singular figure in L.A.’s 
art history is a tremendous honor,” gallerist David Kordansky told ART-
news in an email. “Equal parts art and science, Fred’s work—with a hori-
zonless approach to the fundamental pleasures of perception—embodies 
the universal promise of Southern California: its light and space and its 
radical free-thinking.”

Fred Eversley, Untitled (parabolic lens), (1969), 2018, two-
color, two-layer cast polyester.  JEFF MCLANE/COURTESY 
DAVID KORDANSKY GALLERY, LOS ANGELES, CA

area. He soon retired from that profession at the age of 25, and began pursuing an art career that was influenced by 
physics and other sciences. In 1977, he became the first artist-in-residence at the Smithsonian Institution’s Air and 
Space Museum.
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Art writers and curators often do somersaults 
to avoid talking about “energy” or any other 
New Age-y terms that may arise when writ-
ing about the California-based Light and Space 
movement. Light and Space has much in com-
mon with its East Coast cousin, Minimalism: 
stark, geometric forms made from industrial 
materials like luminous plastic, often polished 
to high-gloss effect. 

But while Minimalist artists resolutely rejected 
any possibility of illusion during the ’60s and 
’70s, Light and Space artists had a more re-
laxed relationship to the oddities of perception. 
Still, curators steer the focus toward the pro-
duction of these works rather than delve into 
any potential mystical or cosmic associations. 

And I get it—the manufacture of these works is 
intriguing, since sculptures by John McCrack-
en or Larry Bell look less like things made by 
human hands than monolithic alien spacecraft 
of the like seen in sci-fi movies such as Ku-
brick’s 2001 and, more recently, Denis Ville-
neuve’s Arrival.

Fred Eversley’s Black, White, Grey
By Claire Barliant

Fred Eversley. Untitled, 1974, cast polyester resin. All images cour-
tesy of the artist and Rose Art Museum. Photo by Joshua White.

This elegantly compact exhibition at the Rose brings together thirteen works by Fred Eversley made 
from polished resin during the mid-to-late ’70s. Of these, the most striking are six identically sized 
discs—each with a diameter of twenty inches. 
Resting on pedestals that put the works on eye 
level, the discs, which are untitled, have a fe-
tishistic vibe—they reminded me of ancient 
Celtic talismans. Some discs are concave: two 
have a transparent membrane at their center, 
while three others have been completely hol-
lowed out, leaving apertures of various sizes. 

Leaning down to look through an opening in 
one of the discs, which Eversley calls “lenses,” 
I could imagine a Stonehenge scenario in which 
they line up with the setting sun. Although the 
show is titled Black, White, Grey, in reference 
to the monochromatic neutral color scheme, 
this title almost seems like dry commentary—
since the rich shades and hues are more akin to 
rare materials such as dense ebony, ivory, and 
rose gold.

Of all the Light and Space artists, Brooklyn-
born Eversley may have the most street cred 

Model—Parabolic Flight, 1977, anodized aluminum. Photo by 
Joshua White.
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when it comes to the physics of light and space. He moved to Los Angeles to work in the aerospace 
industry in 1964 and, after realizing that landlords were turning him away because of his skin color, 
he landed in the bohemian, integrated neighborhood of Venice Beach. It wasn’t long before his artist 
neighbors such as Bell, James Turrell, Robert Irwin, and McCracken began pestering him for advice 
on technical problems, and Eversley eventually abandoned engineering for art.

Eversley casts his work by using, according to curator Kim Conaty’s brochure essay, a “salvaged 
turntable that produced casings for the first atomic bombs.” There is something chilling but also 
rebellious in using equipment built to make weapons of mass destruction to make fine art instead. 
Three of the other works in the show are wall-mounted crescent shapes composed of small pieces 
of resin, two of them made from alternating pieces of black and white resin. Slender and delicate in 
appearance, but also long (the largest is almost 100 inches tall), they resemble giant feathers. Another 
work made from layered pieces of black resin is pyramidal in shape. 

All seem dreamy and strange, inviting your gaze to linger and your mind to wander. When Eversley 
made these works, he wanted to evoke “stars expanding their energy and becoming black holes, 
white dwarfs, and neutron stars.” If you’re fantasizing about life in other realms, Eversley’s work 
may be just the ticket.

Installation view of Fred Eversley: Black, White, Gray, Rose Art Museum, Brandeis University, Waltham, Massachusetts. Photo by Charles 
Mayer.



Swenson, Kirsten, “Fred Eversley,” ArtInAmericaMagazine.com, May 26, 2017

FRED EVERSLEY
Kirsten Swenson | December 14, 2017

When I visited this exhibition of thirteen works by Fred Eversley, 
the black, white, and gray polyester resin and acrylic sculptures that 
serve as the show’s focus reflected the New England winter sun with 
scintillating brilliance. Made between 1974 and 1980 by the Los An-
geles–based artist, the objects here feel like transplants, born of the 
Southern California sun and perhaps having captured a bit of that ra-
diance within.

The high shine of the works is attuned to the concept of energy—the 
properties of light, the mechanics of solar energy, and the transcen-
dental quality of energy as life itself. The parabolic lens, with its ca-
pacity to reflect light toward its focus, is the leitmotif of the show, and 
indeed of Eversley’s career. A few of the sculptures on view are milky 
white or translucent black concave lenses that are densely pigmented 
at their thick perimeter walls and thin to a transparent, glassy central 
oculus, and a few are open rings of opaque gray or pinkish white. 
These various pieces lure the spectator to gaze through them while 
also taking in the inverted reflections they produce along their curv-
ing surfaces.

 The phenomenal effects are familiar—think of Dan Graham’s pavil-
ions or Robert Irwin’s acrylic columns. “Seeing yourself seeing,” in 
the words of Eversley’s Light and Space comrade James Turrell. But 
unlike the encompassing, environmentally scaled works that Evers-
ley’s contemporaries made, his objects are intimate. They concentrate 

WALTHAM, at the Rose Art Museum

Space Age optimism in shiny, perfect forms suggestive of Brancusi sculptures. Three works in the exhibition consist of 
halves of cylinders that have been sliced at an acute angle, the wedges (mostly shown individually, though in one instance 
displayed as a pair) standing upright so that the edges of the cut surfaces form parabolas that shoot upward and then back 
down. 

As an aerospace engineer during the Cold War, Eversley was cognizant of the implications of energy stored and deployed. 
He made the lenses using the centrifugal force of a repurposed turntable that had produced the casings for the first atomic 
bombs. Drawn to the bohemianism of Venice Beach, he redirected his technological and material investigations toward art; 
his meticulously polished forms were in dialogue with those by “finish fetish” figures with whom he worked and exhibited, 
such as Larry Bell and John McCracken, though his concerns are more deeply rooted in the physics and metaphysics of 
light. He made four of the show’s sculptures during a residency at the National Air and Space Museum in the late 1970s. 
Lacking the proper ventilation to work with liquid polyester, Eversley constructed these sculptures using precast pieces of 
acrylic. Two consist of triangular pieces layered and hinged to produce wall-bound arcs that evoke spinal columns of large 
beasts; a third—the only non-parabolic work on view—is a pyramid made from slabs of black acrylic. Despite Eversley’s 
technologically advanced material, these sculptures suggest ancient remains.

Eversley was the only African American participant in the Light and Space movement. The exhibition was curated by Kim 
Conaty of the Rose in partnership with Art + Practice, Mark Bradford’s art and education center in Los Angeles, where 
the show debuted last fall. At the Rose, which is located on the campus of Brandeis University, the show is the latest in 
a series of exhibitions of African American abstractionists of Eversley’s generation, including Jack Whitten and Melvin 
Edwards. These are major artists who, like Eversley, have not been viewed as central figures in their respective milieus, 
a misrepresentation that the Rose seeks to correct without introducing the polemics of race. Exquisitely installed in the 
Rose’s 1960s-era Brutalist jewel-box gallery, flooded with natural light from plate glass windows, Eversley’s exhibition is 
exemplary: meditative, harmonious with the historical architecture, and stridently contemporary.
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WALTHAM — Fred Eversley, the subject of a minimalist, cosmic show at the Rose Art Museum at 
Brandeis University, started out in life as an aerospace engineer. His sleek sculptures, crafted and 
finished with precision, have the lean economy of industrial design.

But these works don’t belong on a spacecraft — except, perhaps, to signal to an alien species the 
breadth of human consciousness. They are oracular. Their interplay of reflection and transparency 
and their elegant, straightforward forms hint that if you were to stare into one long enough, it might 
deliver divination.

In the mid 1960s, Eversley gave up his job at California’s Wyle Laboratories to become a sculptor. 
He was 25. By 1970, he had a solo show at New York’s Whitney Museum of American Art. The 
Rose exhibition, “Fred Eversley: Black, White, Gray,” spotlights work the artist made in the 1970s. 
Eversley found his technique quickly, casting liquid polyester resin to first make gleaming, translu-
cent blocks, cones, and arcs, then the wondrous parabolic circles he calls lenses. He formed round 
pieces with centrifugal force, on a huge turntable that once produced casings for atomic bombs. 
The warm, sunny tones you’d expect from an artist working in Venice Beach washed through these 
early sculptures.

Neighbors of his there included John McCracken and Larry Bell, artists in California’s Light and 
Space movement, of which James Turrell is the patron saint. They aimed to make viewers aware 
of the process of seeing. The art was less about the object and more about its effect on the eye, the 
brain, and the spirit. Eversley fit right in. McCracken gave the young sculptor a can of black paint, 
and the work that sprang from that companionable gesture makes up this show. Eversley set aside 
the seductions of emeralds, wine reds, and honeyed yellows for a starker palette. These sculptures 

At the Rose, oracular sleekness and a very different Sahara
Cate McQuaid | March 8, 2017

“Untitled” is among the works by Fred Eversley on 
display at Rose Art Museum at Brandeis University.

may be less intoxicating, but they are commanding, taking on life, death, and cosmology. The black pieces mirror, confront, and suck you in; 
black holes come to mind. White ones cradle and comfort. Gray ones are shrouds, sometimes parting to reveal whatever lies beyond.

The show’s installation, orchestrated by Rose curator Kim Conaty, is a marvel. Look through one work at an array of other ones (they are all 
untitled), and that frame shifts things: Suddenly, you’re not appraising objects in a gallery, but viewing another world, one both distant and 
intimate. The lenses act as gyres into the imagination. They stand on edge. In one suite of three, a nearly open gray circle sits between a black 
concave lens and a white one. The glossy inward slopes of the outer two slide us right to their centers, where the pigment clears. These small 
openings prompt the gaze of a spy through a keyhole, or a scientist through a scope. We’re discovering a world within. Peer through the black 
one, and the others resemble a lineup of planets. The wall sculpture beyond, a black-and-white arc, might be a falling star. The world within is 
galactic. Two arcing wall works have graceful, muscular lines, but they lack the lenses’ grip and sweep. The slender, sliced wedges of cylinders 
in another group, however, resemble small monoliths, sites of contemplation and worship. As with the lenses, translucency and mirroring make 
these objects magnetic — pulling us in, pushing us out, beckoning us through. 

From Eversley’s show, I went to the video projection that anchors “Tommy Hartung: King Solomon’s Mines,” the show in the Lower Rose 
Gallery. The first thing I saw was a lens encircling a glass sphere. “The eye is a two-way street,” a voice intoned. I felt I had slipped into one of 
Eversley’s black holes, and was now tumbling fast into a hot, frenetic alternative universe. Hartung crafts epic videos with animation and both 
original and found footage, and this one is an onslaught. It’s the second in a planned trio of King Solomon videos, which use the wealthy and 
wise biblical king as a springboard for themes of class and power. It’s set in the remote Tibesti region of the Sahara Desert, where human traf-
ficking perversely crosses paths with high-end tourism.

The exhibition is called “King Solomon’s Mines,” but the video’s title card reads “King Solomon’s Minds.” That fits: Hartung ricochets from 
one surreal image to the next, suggesting tenuously tethered dreams — not just of one man, but of society. He uses the rubble of old myths to 
build a new one. The narrator, an authoritative basso, warns against jinns, demons in Arab cultures. Jinns get under your skin, spark wicked 
impulses. The voice-over narration is incantatory and occasionally garbled, ruminating on robots, dance clubs, and the evil eye. I found it hard 
to follow as my eyes gobbled up the audacious visuals. Hartung scratches over some of his frames, electrifying images with staticky lines and 
smears of acidic color. If a finished painting could unfold over time, it would look like this: smudgy, abrasive, brilliant. We’re in a Land Rover 
speeding through the desert, then watching a child with fernlike appendages grapple up a steep incline; we’re listening to a turbaned man with 
a cloud-filled blue sky for a face.

It’s a breakneck video, gorgeous and confounding. I watched it twice, and could probably have seen it 10 times before it would coalesce. That’s 
OK. Dreamtime has its own logic, and it takes patience to feel your way into it.
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It wasn’t clear that night in January 1967 when Fred Eversley walked out of work that he was heading toward a turning point in his life. He was a 
rocket scientist — technically a senior instrumentation engineer for the aerospace firm Wyle Laboratories in El Segundo, California — designing 
and supervising construction of testing facilities for NASA’s Gemini and Apollo programs, the work leading up to the moon landings beginning 
two years later.

But by the end of 1967, Eversley would instead be on the path to becoming a major sculptor, known for creating translucent plastic discs, concave 
on one side like lenses, with hues of violet and amber and blue that can bring to mind sunsets and outer space. His very first solo exhibition would 
be at New York’s prestigious Whitney Museum of American Art in 1970. He’d be named the Smithsonian National Air and Space Museum’s 
first artist-in-residence in 1977. Today, his sculptures are recorded in art history books and featured in the collections of museums all across the 
country. And he’s now the subject of “Fred Eversley: Black, White, Gray,” an exhibition at Brandeis University’s Rose Art Museum in Waltham 
through June 11.

But on that January night in 1967, Eversely had just returned to Los Angeles after celebrating the holidays in New York, where he grew up. He 
had gotten a big promotion, so he’d bought himself a new three-piece suit that he was wearing on his first day back to work. He oversaw dozens 
of people on projects that did things like create labs to blast the components of spacecraft with intense sound to mimic the environment of space, 
especially the ship’s screaming reentry into earth’s atmosphere. He regularly worked long days, but to catch up after being off for two weeks, this 
day he put in an especially long day of 14 hours. He finally went out into the parking lot to head home around 11:30 that night. Only two cars 
were left: the company president’s Aston Martin and “my funky MG.”

But his car’s engine wouldn’t start. So he attempted a “push start,” sitting at the steering wheel with his foot hanging out of the open driver’s door 
to push against the pavement, hoping the forward motion would help the engine catch. It slipped his mind that there was a telephone pole in the 
parking lot. Until his door crashed into it. “It closed the open door on my leg, breaking my leg and thigh,” Eversley recalls. “I couldn’t control 
the car. It rolled to the edge of the parking lot, then down a gully and out of view.”

“I came very, very close to dying,” he says. He blinked the headlights and honked the MG’s horn trying to get someone’s — anyone’s — at-
tention. After some time, the company president, Frank Wyle, returned from a card game with company vice presidents and, luckily, was sober 
enough to realize something was terribly wrong. Wyle called the fire department. “They took me to the local county hospital where the doctor 
on-call never answered the call to come in and the nurse wouldn’t give me anything,” Eversley says. So he called his (then) girlfriend, who got 
back in touch with Wyle, who called his own orthopedic surgeon, waking him up at his Beverly Hills home around 3 in the morning. They moved 
Eversley to Cedars-Sinai Hospital.

“We’ll save your life,” the doctor told him. “We’re not sure we can save your leg.”

How Fred Eversley Went From NASA Engineer To Cosmic Artist In ‘60s LA
Greg Cook | March 8, 2017

Fred Eversely at his exhibit “Black, White, Gray” at Brandeis University’s Rose Art Museum. (Greg Cook/WBUR)
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‘I Was Always Interested In Energy’

Science and engineering ran in Eversley’s 
family.

Fred Eversley was born in 1941, the oldest of 
four siblings, and grew up in Brooklyn and 
Queens, New York. His ancestry includes Af-
rican-Americans, German Jews, Shinnecock 
Indians and the son of Martha Washington. 
His mother, Beatrice, was a New York school-
teacher. Her father, John Syphax, who lived 
nearby, was a pioneer of photography and 
an inventor, who kept around old radios and 
other gadgets from the 1910s and ‘20s that 
fascinated Eversley as a boy.

Eversley’s father, Frederick W. Eversley Jr., 
was born in Barbados, moved to New York 
with his family when he was 3, rose to de-
velop jet airplanes and then make headlines 
as the “black contractor” named “engineer-of-
the-year.” He ran “one of the largest construc-
tion businesses with minority-group owner-

ship in the New York area,” according to The New York Times. They built banks, churches, apartment buildings, an IBM factory, and an exhibit 
at the Bronx Zoo that was home to nocturnal animals.

“I always had a large workshop where I did my experiments in the basement of my parents’ house,” Eversley says. “I was always interested in 
energy — wind energy, water energy, solar energy.” He got an amateur radio license at age 8 and used it to converse with people about science, 
radio and photography via Morse code. He attended Brooklyn Tech High School, then studied electrical engineering at Carnegie Institute of 
Technology (now Carnegie Mellon University) in Pittsburgh, graduating in 1963. “I never sat in classrooms with a kid of a minority of any sort 
from kindergarten to university,” Eversley says. “The whole time I was an engineer, I never worked with another black engineer ever. … I was 
the only black in my corporation.”

After finishing at Carnegie Mellon, Eversley planned to study bio-medical engineering at the University of Pennsylvania School of Medicine. 
But his (then) girlfriend had signed up to study painting in Mexico. He craved to spend the summer with her, but his parents were against it and 
wouldn’t provide travel money. One of his college fraternity brothers was the son of Frank Wyle, the president of the California aerospace engi-
neering firm Wyle Laboratories. “In desperation,” he called the company executive and asked for a financial advance in exchange for pledging to 
work for his firm for six to 12 months. “If you’re schmuck enough to do it, I’m schmuck enough to send you the money,” Eversley recalls Wyle 
telling him. So Eversley tagged along with his girlfriend and pretended to study mural painting. “I went and looked at the wall almost every day,” 
he says. “I never did a thing. But at the end of the day, I signed the wall.”

Venice Beach

Eversley arrived in Los Angeles in 1964 and began working with Wyle Laboratories on projects for the French atomic energy commission, the 
European space agency, a U.S. weapons lab in Virginia, and NASA. With a Jewish friend, he tried to find a place where they could live together. 
His roommate would go out during the day and track down five or six possible rentals, but when Eversley went back with him in the evening, 
suddenly all the places were no longer available. A white co-worker finally clued him in — the problem was racist landlords didn’t want to rent 
to the African-American engineer.

So they ended up in Venice Beach. “It was the only beachfront community I was able to rent in,” Eversley says. “It was the only integrated beach 
community.” Venice Beach in those days was basically Greenwich Village moved west,” Eversley says. “It was the remnants of the Beats and 
jazz people, John Coltrane and Miles Davis. Dexter Gordon had already split from his wife and moved to Denmark, but his ex-wife and two 
daughters lived right next to me.”

The neighborhood was also home to Jim Morrison and other members of the band The Doors (Morrison wrote the first drafts of “The End” while 
hiding out under the nearby Santa Monica Pier) as well as blues guitarist Taj Mahal and the band Canned Heat. “Everyone went passing through, 
including Janis Joplin,” Eversley says. “In spare time that I had and on weekends, I’d hang out with my neighbors, including [artists] Larry Bell, 
Jim Turrell, Ed Moses, Bob Irwin, as well as John McCracken, John Altoon and Charles Mattox. And as an engineer, I would help them do little 
things, technical things.”

Fred Eversley’s untitled 1974 cast polyester resin lens (right) in the exhibit “Black, White, Gray,” an exhibition at 
Brandeis University’s Rose Art Museum. (Greg Cook/WBUR)
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Fred Eversley’s untitled 1974 cast polyester resin lens (center) in the exhibit “Black, White, Gray,” an exhibition at 
Brandeis University’s Rose Art Museum. (Greg Cook/WBUR)

The Los Angeles art scene was on the rise in the 1960s. Rico Lebrun, whom Everesley was introduced to by the Wyles when he moved to Cali-
fornia, gained prominence there as a cubist-inspired, “abject expressionist” painter (in curator Michael Duncan’s artful phrasing) in the decade 
following World War II. (Lebrun also tutored Disney animators in drawing, especially those working on “Bambi.”) During the 1950s, flat, hard-
edged, geometric abstract painting by John McLaughlin, Lorser Feitelson and Helen Lundeberg came to the fore. But all of these artists struggled 
to gain notice outside California.

That began to shift in the 1960s as California artists developed pop and minimalist styles with a local flavor influenced by the local climate, 
custom car culture, surfing, Hollywood, Disneyland, and the new plastics coming out of the aerospace industry that arose along the West Coast to 
fight World War II and continued to thrive during the Cold War — and employ Eversley. Venice Beach, “to be there, in ’67, ’68, ’69, with what’s 
going on in the world, I imagine that place being freedom,” says Kim Conaty, the Rose Art Museum curator who organized “Fred Eversley: 
Black, White, Gray.” Eversley “talks about the energy, but he also says you could do everything. Rent was really cheap. You could try something 
and fail and be OK.”

In studios in Venice Beach and next door in Santa Monica, Robert Irwin and James Turrell pioneered what became known as “Light and Space” 
art, making sculptures and installations in which the objects seemed to dematerialize, becoming immersive environments of light and shadow 
and glowing color. Larry Bell moved from painting geometric abstractions to fashioning glass and mirror cubes. Moses made abstract paint-
ings. McCracken crafted resin-coated planks that looked like they’d just been dipped in glossy paint — part of what became known as “Finish 
Fetish” art. Altoon made paintings that could be the love child of Arshile Gorky’s doodley surrealist abstractions and Playboy cartoons. Mattox 
constructed kinetic sculptures — mechanical devices that moved — such as a box with L-shaped bars on top that rocked back and forth. Ideas 
cross-pollinated through this Venice Beach art world of ambitious white guys (one 1964 group exhibition including Irwin and Moses was called 
“The Studs”) as they chatted and taught each other skills and competed. And the world — outside California, in New York even — began to take 
notice. The Ferus Gallery, Dwan Gallery and the Pasadena Art Museum championed new California art and brought in prominent New York and 
French modernists — creating relationships among artists, curators and collectors that helped raise the international profile of the Californians.

Eversely rubbed shoulders with these artists at studios, exhibition openings and museum receptions. There he met major New York artists — 
Robert Rauschenberg, Frank Stella, Carl Andre — and collectors. “LA is small. So all the museum directors, all the museum curators are all at 
these parties,” he says. After these bohemian escapades, Eversley says, “I put on a tie and jacket every day and went to the office.”

The First Technologist

Which is where he was when he crashed his car and broke his leg on that night in January 1967. The surgeon thought he could save Eversley’s 
life, but maybe not his leg. Eversley says, “They managed to save both.”

His injuries left him on crutches for 13 months. “The moment I had my accident, Charles [Mattox] said, ‘Why don’t you move into my loft.’ He 
had an empty loft in his studio. ‘I’ll give you free rent for helping me with my art.’ His [kinetic] sculptures were famous for falling apart,” Ever-
sley jokes. Inspired by the Experiments in Art and Technology project that Rauschenberg and engineer Billy Kluver started in New York, Mattox 
had launched similar collaborations between 
artists and scientists. Eversley says, “I was the 
first technologist.”

“My [Wyle] job kept me out of Vietnam — 
critical skills deferment,” Eversley notes. The 
year of recovery from the accident, “took me 
over my 26th birthday, which took me past the 
magic age in those days not to be drafted.”
So he left Wyle, moved in with Mattox, and 
began making art — “experiments,” he called 
them. He cast resin into rectangles with pho-
tos and electronics embedded inside. “I was 
transmitting the energy to these flat rectan-
gles by way of radio waves,” Eversley says. 
“While I was at NASA, I got this enormous 
box of rejects, these miniature neon lights that 
were made for Apollo that were perfectly fine 
except they didn’t meet the rigid requirements 
for space. … When I transmitted radio energy 
at them, they glowed.”

But he had trouble making the electronics 
work consistently and “I couldn’t nicely em-
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bed the photos into the plastic,” he says. Al-
toon and McCracken, who had studios nearby, 
would stop by “with some little problems” that 
he would help them sort out. He showed them 
what he was working on. “Forget the elec-
tronics. Forget the photographs,” Altoon said. 
“Those little pieces of yours are fantastic.”

Six months after Eversley moved into Mat-
tox’s studio, Mattox left for Albuquerque, to 
teach at the University of New Mexico, “and 
he never came back.” With the space to him-
self, Eversley focused on casting his resin 
sculptures. He moved onto space-capsule 
shapes. Then he cast resin inside a foot-wide 
pipe he spun around a horizontal axis on Mat-
tox’s lathe. “I pour in liquid plastic and I cast 
a tube,” Eversley says. The centripetal forces 
pushed the resin to the outside of the pipe. He 
cast it in layers, from the outside in  -- violet, 
amber, blue.

“When they’re first cast, they almost look like 
soap. They’re really, really rough,” Conaty 
says. Eversley sanded and polished them un-

til they gleamed. “The difficult part,” he says, “is the polishing, which is 99 percent of the work.” Sometimes he left the sculptures as tubes, 
sometimes he sliced them thinly to create translucent, curved wedges. “That work is the basis for my first one-man show at the Whitney in ’70,” 
Eversley says. “And immediately after that I started experimenting — well, I had been trying — in casting about the vertical axis.” Eversley’s 
studio neighbor Altoon died from a heart attack at age 43 in early 1969, and his widow Babs let Eversley take over the lease of his studio, just 
a few blocks from the beach, with its interior designed by their friend, the (now) celebrated architect Frank Gehry. (“I’m still there,” Eversley 
says. “It’s still a rental.”)

Working and living there, Eversley rigged a variable-speed motor to a potter’s wheel, allowing him to spin his castings around a vertical axis and 
create shapes with larger diameters. Out of this he developed his signature sculptures — translucent discs of radiant color. They’re usually about 
20 inches across and up to 7 inches deep, flat on one side and concave on the other, sometimes with the resin thinning to a hole in the center. With 
their saturated hues — deep blues, reds, yellows, amber browns — and holes, they can bring to mind giant Life Savers candy.

“They’re fascinating as these engineered things,” Conaty says. But they’re also “jewel like. … It’s basically plastic, but he creates these lens-
like sculptures that are intimate in a way, that are human scale, that encourage you to look and see yourself reflected in them. A lot of people see 
them as these sci-fi objects, these orbs,” Conaty says. “Going from the horizontal to the vertical allowed me to create perfect parabolic shapes,” 
Eversley says. “The parabola happens to be the only mathematic shape that concentrates all forms of known energy to the same single focal 
point.” “I’ve always been interested in the subject of energy, in the narrow scientific sense and in the broader metaphysical sense,” Eversley says. 
“Don’t forget the ‘60s and the ‘70s were the New Age years. So I was surrounded by the I Ching and this and that. I did everything everyone 
around me did.”

Eversley goes on, “The beach” — Venice Beach — “is all about energy. It’s the wind, the rain, the sun, the waves. You’re surrounded by the 
presence of energy. You’re also surrounded by everyone who comes to the beach, which ends up being — with very few exceptions — in a very 
positive, energetic state. I’m not claiming it was even all that conscious,” Eversley says. “All the artists that lived in that atmosphere — [the 
painter] Richard Diebenkorn with his stuff — everyone if you thought of it, the beach influenced them. The musicians sat on the beach and blew 
out sounds to the sunset and they blew out some positive sounds. … I had all my scientific knowledge and all my years of sitting in my parents’ 
basement laboratory and Carnegie Mellon, but you’re in this atmosphere with that background. I always considered that energy and how to har-
ness that energy to make people happy.”
Make Some Black Art

Eversley’s sculptures are often grouped with the “Finish Fetish” and “Light and Space” art emerging from Venice Beach — art that has been 
seen as apolitical. But Los Angeles artists were also producing some of the most politically charged American art of the 1960s and ‘70s. Betye 
Saar, David Hammons, Senga Nengudi, John Outterbridge, Noah Purifoy and other African-American artists around Los Angeles recycled found 
materials into assemblage sculptures — some of them even salvaging wreckage from the six-day Watts Rebellion/Riots in 1965 — that spoke 
about racism, civil rights and being black.

Fred Eversley’s untitled 1974 cast polyester resin lens (center) in the exhibit “Black, White, Gray,” an exhibition at 
Brandeis University’s Rose Art Museum. (Greg Cook/WBUR)
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These artworks were cousins to the assemblage sculptures Ed Kienholz, Wallace Berman, Bruce Conner and other white California artists had 
been making since the 1950s — often addressing the politics of the time, from fears of nuclear annihilation (part of what California’s aerospace 
industry was working on) to illegal, back alley abortions. The nun Sister Corita Kent riled Los Angeles’ Roman Catholic leadership with pop art 
screenprints that celebrated her faith, opposed the Vietnam war, and pushed for civil rights. Los Angeles was one of the birthplaces of feminist 
art, with artists Judy Chicago and Miriam Schapiro launching the Feminist Art Program at the California Institute of the Arts in Valencia, just 
north of LA, in 1971.

In his art, Eversley generally remained apart from these political developments, despite social pressure to be more obviously engaged. Instead he 
was in a category with Al Loving and Sam Gilliam — the rare African-American artists of the 1960s and ‘70s who found success in abstraction. 
To this day, it remains unusual for the top echelons of the white-dominated Western fine art world to embrace artists of color if they don’t make 
art that speaks about their racial identities.

Eversley has long and strongly resisted being pigeonholed as an African-American artist. “There’s certainly been criticism of me for not making 
art that talks about the black experience. ... I just keep doing what I do,” he says. “It’s not about being black.”

But in 1972, Eversley left the reds and violets and amber hues behind for a time and began making black discs, the starting point for his “Black, 
White, Gray” exhibition at Brandeis’ Rose Art Museum. He “began to explore the qualities and beauty of the color black,” Conaty writes.

Eversley says he arrived at his initial violets and ambers by chance: “They’re arbitrary colors. Two of the colors had been sitting on the shelf in 
Charlie’s studio when I walked in the door. I think I bought one more, the blue.”

His black sculptures, he says, began as a sort of joke about the pressure for him to make art about being African-American. “John McCracken at 
the time was doing black planks and decided he had made black sculptures long enough and he gave me has can [of black pigment],” Eversley 
says. “McCracken said, ‘You’re being heavily criticized for not making black art. Make some black art.’”

“When he gave me that can, I didn’t use it the next day,” Eversley says. “It sat there for a year. My first [black] piece, I used it because I messed 
up a casting and I wanted to save the work. But it came out very interesting.”

The black was luxurious and glimmering and sensual. Conaty says, “There was a real magic in the black that he hadn’t anticipated. It’s totally 
different because it’s no longer transparent,” Eversley says. “Now you’re dealing with a mirror, with some translucency in the center, but basi-
cally a mirror.”

Fred Eversley polishes a sculpture in 1970. (Courtesy of the artist)

He’d done four or five black pieces and then, so the 
story goes, when his white studio assistant joked that 
he should make white ones too for white folks, Evers-
ley began making milky white discs. And then cloudy 
gray ones too because, he jokes, “I’m half black and half 
white.”

So black and white and gray are just a gag?

Eversley says he was also thinking in cosmic terms, but 
not about race: “I was very much talking about black 
holes and white dwarfs.”

But Conaty says, “There is absolutely a component to 
those works that relates to identity.”

The sculptures seem to ask: How do you attribute mean-
ing to color? They seem to ask: When an African-Amer-
ican artist uses the color black, must you see it in terms 
of race?

“When he made the first good black lens, some people 
who knew him began to say, ‘Whether you understand 
it or not, these are your most important works,’” Conaty 
says. “I think he recognized the power of color, how 
people read it, how it resonates with their expectations, 
and how he might play with that.”
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