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in Fred Hammersley's abstract painting organic and geometric
do not exist as polacrities, noe do bthey flourish side by side.
Appearing in oveles--black-and-white similacly alternating with
color; right angled contiguwrations with obligue--—each nourishes
and supports the other as 16 emerges in tuern. Over a career that
has besn in stride for more than thirbty-+tive vears, Hammersley's
work asserts the spirit of inguiry and appetite {for discovery
throuwgh exploring capbursd in & course of work in owhich fluid

seped Wi bh e2ase and naturalness

transitions are sxpre

o From oons tTo
the other with esase and elegance, awthority and authenticity.
This is demonstrated by the two groups of work in the
exhibition at Artists Space, the large geometrics, 19731981 and
the small-scale organics, 19841984, Yebt, Hammersley's ddentity
as a hard-edge painter, achieved with work like the polished,
rectilinear Mide & zpeak #12 (19735), might seem to be undermined
by the series beginning with Peride #3 (1984, I the latter, a
complex dmage of bhrush-textured forms vesrs away from the

ragularity, although it evolved, paradoxically, from that source.



The small paintings, none of which measure over 1E inches in

length or width, have their bas i bhe same geid strocbuore
wnderlying the sarlier, larger canvases, but precise order is
grverbakan in the labter by an intuitive venlturing out of
geometry's bounds., The cursive elements of Firsd borp #10 (1984)

mirror the sged thalt is thedir origin, enriching the work with

implications of fiourse and landsocape. Indesd, the very recent

Chorpws (L9984, continues to subvert a basio geid, wilth sensuously

hued, fresly conceived images of a dream landscape.

]

tharn his

Golbventuwre beckons MHammersley's palette no le
ahapas, revealing bthe Joy found in potent, svocabive huess,

whethser resonating in a swirl of blues and browns on Bhyming #15

(198&), or the swab of orange on the purple swelling on Nerve #I8

(1986 . Hammerslaey's 1s an unfailing eyve for harmony, and mors,
in bhe magioc that he oreates with coloe threoush bBis dnnate
Enoming. I owouw mix oa coloe and it Ffesls like there's a light
inside then that's the eight one. "

Hammersley's mashery of visual phenomenon that won him a

place in MOMA's Aesponsive Eve subhibition in 1985 carriss on here

from the alternating shape and field that ocours betwesn the
brroad plane of white and the black and red bars of Hide & speak
#iZ L9V E -—fvpical of provocabtive btruth-in-wit titles,
chiscovered through fres asocistion-—to the radiating esnergy of
crehiee and brown of 2 For ooneg #6 (1P8&), with images performing a
simi lar exchangs. s The latter work also reveals his unnerring

capacity for sndowing even neubral tones with the richness of
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chromatic hues, asserted earlier by the "army-blanket” brown that

warms the field of Compary Policy (19800, visually compelling for
the dymnamic tension of its red trianglesy  at one moment Flat at
the surface, at another, stretching back into illusional depth,
The curvelinear shapes of the more recent painting did not
emarags unprecedented, but recapbure the frestlowing spontaneity
o Mammersley's early "hunch” paintinas, a series which came

about i 19350 to mark the beginning of his caresr as a hard-edge

praintear. a protegs of Rico Lebrun,

who was the leading figuers in the southesen California art scene
of the 1940z and sarcly 19890z, Hammersley was abstracting from
sahill lidfes and seldf-portraits when he emnecged feom Jepson At
Trstitute in 1950, Tt was then that he found his direction,
whern, beginning a sslf-portrait for which he had divided the
canvas into sistesn rectanoulase units, he painted a bhlue shape
that appeared in his mind's eyve, following it with others in
simi larly intuilted hues, then completing the seriess. Tl wihole
thing camse without thinking, and I thought 4+ T could paint
without thinking, then that's for me, and so for this whole
period, "hunch” paintings were done Jjust on hunchy no derawing,
no preconcedved notiom. U

The "hunch"” paintings, executed with a palette knife for a
varisety of surface btexbures, evolved to works smployving more
preso i es geometry, dominsted by cirocles and rectanoles, as

surfaces snoothed to a strokeless polish in the later 1950s, a .

1 This and all following guotations were s inoan interview

with avthor, Albuguerogue. MOM. Apeil L7,



time Abstract Bxpressiondism was making inroads into the
comnsarvabtive artistic climate of Los Adnogeles. Hammepa ley was
then one of & rare breed; arbists antoached by that impact buat
painting in a radical departure from prevailing styvles. Working
in orelative isolation and unbeknownst to one another, four of
those painters made history in 1959, That ocourreed with the
exhibition Fouwr Absdract Clazzicizds organized by the Los Angeles
County Mussum. Joinding with Hammersely wers a voungsre ocolleasue,
Farl Benjamin, and two older artists, the already distinguished
Lorser Feitelson and the vel wuneecognized John Molaughiin, whose
reputation as a master would be bestowed only after his death.
Their work prooclaimed a new, original and vital conbeibution to
the course of modernism and the concept of hard-edge, the term
which the oridtic Jules Langsners codined and dedined in the
catalogues esssay for the suhibition

v fetract Dlassicist painting is harde-sdgs painting.

Forms are $fimite, flat, rimmed by a hard olean sdge. Thess
forms are nob intended bto oevoke in bthe speobabtor any
recollections of specific shapes he may have snoountered in
aome other conneciion. they are autonomous shapes,

aufficient unto themselves as shapes,®

2 » Langsner, Interoduction o catalogue, Four dbsdract

flassicristy, (Los fAngeles, Californias Los Angeles County Museum
arncd f Franscisco Muaseun of Art, 1953%). The exhibitionopened at
the Dan Francisco M wm ofF Art, July, 19 I e Conan by
Mussum, Seplbember,
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I mix the color and 1T ao farthesr than T owant 1t, and
thern I get btoo shoet, T okrew when T owas getbting loose when
the ocolor was not bad but I kmew than when I oput that colore
there all the others would be not good enough, so T oworbed
until T got that color, and it was riaght., That would breed
the nest color and that would be good becadse it would bhe in

relationshies o it.

Althouah the chamge from geometric to organic configurations
was not abrupt, the redoaction of scale ocourred acciental ly.
Fesling some discomfort about transfercing the images in his
notebook to his customary scale, the discovery of some small
salabs of birch, as ideal swefaces for suoch ddeas that werse
already "little paintings." Then, experiencing a visit to an

sxhibition  "drawings the size of yvouwr face,” by Leonardo, he was

convinoed of the way to go for the intimate confrontation the new
werks invited.

Hammersley's explorative spivit finds its fullest releasze in

drawing. A foray into computer graphics executed during his
teaching sojourn, marking him as a pionesr in that field, wers
exhibited internationally. but he has found that freehand
gestural sketoches hoth liberates his spiridt and enciches the
painting.  Elsgantly contoursd figurs drawings executed aftter the

mode ]l "open bhe gate” o uanleassh dnner sticvcings, while



aspontaneous automatist drawings in which

emarge, put him in bouch with bis anoonscious.,

Hammersley's work offers a presence that

with a rich superiences even within mindisouwls size,

paintings, both geometric and organic, are
' 3 = . 1

inogrowbhy, Flowing From o the rewards of a btirelsss

vimual form that micros miccors a spirit always

Futurs in Jovous anbicipation. Irndesd, 1t

Hamme s

presrme sl e lev's painting, youbh

promiss with ddeas still to reward the viswer who

the artist's joy.

e aros

sl

looking

will

strange mysterious heads

Bl i swer
i

I ELETT LM
foe

to the

ieovoubh that

that is undminished in its

ashare in



