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Positioned in the entryway of Arthur Jafa’s jam-packed 
exhibition, Less Is Morbid, you will find Fred Eversley’s alluring 
Untitled (Parabolic Lens). The cast 20” disc rests on a pedestal 
at eye level, saturated in an electric blue that seeps into green, 
amber, and red. Its resin surface is polished to such clarity 
that it feels closer to a spiritual instrument than a sculpture. 
It hovers there, catching gleams of the overhead light, nearly 
slipping into abstraction. It’s easy to write off your encounter 
with Eversley’s lens as a pleasurable experience and continue 
on your way through the gallery. It is undeniably seductive—it 
looks like a gemstone mined from the earth—but to file it away 
as a decorative object is to drastically underestimate it. The 
work operates using a different logic. It is designed, as the 
artist has said, to “suck people in.”1 Look through it, and the 
walls bend.

The concave lens curves inward along a mathematically 
precise arc, compressing the gallery into its surface. Along 
the west wall, Romare Bearden’s The Dove bends inside 
it. Crouch down—without alarming the guards—and Wade 
Guyton’s black X bulges outward. The disc’s color gradations 
intensify this effect. Helio Oiticica’s Red Monochrome turns 
fuchsia. Step back and it sinks into deep red. Lean to the right 
and Mark Rothko’s No. 16 (Red, Brown, and Black) becomes 
nearly illegible. Seen through Eversley’s lens, Andy Warhol’s 
Race Riot fractures through blue and red, its brutality intact. 
Your own reflection appears somewhere in there, too, floating 
between Mies van der Rohe’s chrome column and Martin 
Puryear’s Trophy. The eye searches for a stable arrangement and finds only refraction. With each adjustment of 
your body the parabola recalibrates the relationships between objects.

Frederick Eversley. Untitled (Parabolic Lens). 1971. Side view. 
Three-color, three-layer cast polyester

Installation view of the exhibition Artist’s Choice: Arthur Jafa—Less Is Morbid
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Eversley, who passed away in 2025, spent his life chasing this 
effect. He explained that his objects and their “internal space 
and colors constantly change in relationship to ambient 
light, viewing angle, environment, and the spectator’s frame 
of mind.”2 The search began in a Brooklyn basement, when 
the artist was in his early teens. After reading an article on 
Newton’s bucket experiment in his father’s copy of Popular 
Mechanics, Eversley recreated it using an old turntable, a pie 
pan, and Jell-O.3 This was his first encounter with centripetal 
force—the law of motion Newton spent years rotating pails 
of water to describe. That law holds that, when subjected 
to the force of a centripetal pull, motion bends inward, 
forming a parabola: the ancient U-shaped curve that funnels 
all energy to a single point. It governs planetary orbits, 
telescopes probing deep space, radar systems, and solar 
fields concentrating light into energy. Throughout his career, 
Eversley was dedicated to energy in all of its guises, which he 
thought of as both a “physical and metaphysical concern.”4

Eversley trained as an engineer and relocated to Los Angeles 
in the mid-1960s to work in Southern California’s aerospace 
industry, leading projects for NASA during the Gemini 
and Apollo programs at the height of the Space Race. He 
employed parabolic forms as tools to develop acoustical 
chambers engineered to generate sound loud enough to 
simulate the violence of space.5 California was thick with 
new materials: Industrial and scientific- grade glass, coatings, 

and plastics flooded in from postwar contracts, and for a brief period these materials were revitalized in the 
hands of American artists. Polyester resin, a liquid plastic that could be cast, colored, and polished to optical 
clarity, became a primary material for many of them. A 1968 editorial in Modern Plastics predicted that artists 
would write the material’s next chapter, “blasting through the limitations of shape and form.”6 The substance 
became so embedded in studios during this period that, as Peter Plagens observed, “its chemical smell and the 
sight of a hardened drip on a 55-gallon drum were as familiar as Beaux-Arts studio decor as splattered floors 
and turpentine.”7

The Oakland Museum solo exhibition poster, 1977
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Peter Plagens reviews early Light and Space exhibition for Artforum, 1971

From these cylinders [Eversley] cut countless 
configurations of forms, each animated “by natural 
movement of people and light as opposed to physically 
moving itself.”
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Eversley settled in Venice Beach, the only integrated 
neighborhood where someone would rent to him. It 
was home to a loose network of artists experimenting 
with perception and industrial materials. Eversley’s 
neighbors included Larry Bell, Robert Irwin, James 
Turrell, John McCracken, De Wain Valentine, Ed Moses, 
John Altoon, and Charles Mattox. Bell was developing 
glass cubes that used aerospace vacuum technology. 
Alton was casting monochrome planks of resin. Turrell 
was sketching experiments with light. Eversley offered 
technical aid and quickly became indispensable. In 
1967, after a car accident broke Eversley’s leg and 
left him on crutches, Mattox invited Eversley to move 
into an unused loft in his studio in exchange for help, 
inspired by collaborations between artists and engineers 
developed by Experiments in Art and Technology. 
Mattox named him the group’s first “technologist.” The 
effort never panned out, but Eversley left engineering 
and committed fully to art.

Using Mattox’s lathe, Eversley began casting forms, pouring liquid resin into cylinders that rotated along a 
horizontal axis and were driven outward by centripetal force. He began with small sculptures consisting of 
shapes cut from transparent, three-color cast cylinders, dyeing them with pigments Mattox had on hand—
violet, amber, and blue—then sanding and rigorously polishing each surface to optical clarity. By varying the 
thickness and saturation of these layers, Eversley observed that light passing through the translucent band 
refracted, creating jewel-like optical effects. From these cylinders he cut countless configurations of forms, 
each animated “by natural movement of people and light as opposed to physically moving itself.”8

Portrait of Frederick Eversley by Frank J. Thomas, 1971

Fred Eversley in front of his Venice Beach studio, c. 1970
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After Altoon’s sudden death in 1969, Eversley took 
over his studio—a converted laundromat near the 
beach designed by Frank Gehry. There he scaled 
up, salvaging a turntable once used to manufacture 
casings for the first atomic bombs and a variable-
speed motor, and rigging them to allow him to 
spin resin vertically and create larger forms.9 From 
this apparatus emerged his signature parabolic 
discs, a form he would continue to refine for more 
than 50 years. What began as modest motion 
experiments evolved into a wide array of works—
discs, vertical cylinders, monochrome and black-hole 
lenses—spanning the color spectrum and ranging 
in scale from gallery works to monumental public 
commissions.

Shaped by the Los Angeles art scene of the 1960s 
and ’70s, Eversley emerged alongside a group of 
artists who were later labeled “Light and Space,” a 
term derived from the 1971 exhibition Transparency, 
Reflection, Light, Space at UCLA Art Galleries. It 
was a label that many of them resisted. Critics and 
institutions on the East Coast, where Minimalism 
was shaping the critical discourse, met the work with 
skepticism. One critic dismissed Light and Space 
as “nothing… just atmosphere,” attributing it to “too 
much sun, too many drugs.”10 The phrase “finish 
fetish” followed the work—sometimes descriptively, 
sometimes dismissively—suggesting indulgence 
and a preoccupation with polish. Eversley called it 
“a bullshit term.”11 The lenses could easily be folded 
into this dismissive reading— self-contained and 
ornamental, they were likened by early critics to 
“Fabergé eggs” or “crystal flowers.” 12

County Commissioners Barbara Carey and Ruth Shack with Fred 
Eversley at the dedication of Parabolic Flight, Miami International 
Airport, 1980

Footage from Young American Artist, a traveling exhibition by the United States Information Agency (USIA), featuring a film and 
artworks by 50 American artists; Fred Eversley filmed in Venice Beach, 1969–70
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Special thanks to Thomas Lax, Alex Halberstadt, Prudence Peiffer, and Jason Persse for their support and 
assistance in publishing this feature. 

Fred Eversley’s Untitled (Parabolic Lens) is on view at MoMA in Artists’s Choice: Arthur Jafa—Less Is Morbid 
through July 5, 2026. 
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Eversley believed the work’s aim was “seeing the
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(Parabolic Lens) finds itself in Arthur Jafa’s Less 
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implicates us.

Eversley viewing Untitled (Parabolic Lens) at MoMA, 2017
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