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FOREWORD

With the camera, it’s all or nothing. You either get what you're after at once, or what

you do has to be worthless. I don’t think the essence of photography has the hand in it

so much. The essence is done very quietly with a flash of the mind, and with a machine.

I think too that photography is editing, editing after the taking. After knowing what to

take, you have to do the editing.

Walker Evans in an interview with Leslie Katz, 1971

This book reveals not only the flashes of Walker Evans’s
mind but also the editing and darkroom labor that resulted
in so many memorable images. It is the first publication of
the J. Paul Getty Museum’s collection of Evans’s work,
nearly 1,200 prints and various manuscript materials, a
uniquely broad and varied record of his achievement. It
was formed initially through our purchase in 1984 of the
collection of Arnold Crane, then enlarged over the past ten
years by judicious purchases. Many of the images are
familiar, such as the photographs of tenant farmers Evans
made in Alabama in the 1930s, and many more are unfa-

miliar, such as the pictures of Florida in the early 1940s,

vii

or the Polaroid studies he made as a seventy-year-old with
an undiminished visual curiosity. In the wealth of contex-
tual and bibliographical information assembled here, even
readers who know Evans’s work well are bound to find
much that is new.

Over the past several years, Judith Keller has
undertaken the task of ordering and interpreting this
largely unstudied material. To her, and to those who

helped her assemble this book, I am deeply grateful.

John Walsh

Director
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PREFACE AND
ACKNOWLEDGMENTS

Walker Evans: The Getty Museum Collection documents the
J. Paul Getty Museum’s collection of 1,192 photographs by
Walker Evans, the largest group of rare prints held by an
American institution. In 1984, a Department of Photo-
graphs was founded at the Getty with the acquisition

of a number of private collections, among them those of
Arnold Crane, Samuel Wagstaff, Jr., and the team of
Volker Kahmen and Georg Heusch. The holdings of each
of these connoisseurs included sizable numbers of photo-
graphs by Evans, with a monumental group of 1,114 prints
coming from Crane and a smaller, but very select, cluster
of forty-one from Wagstaff and eighteen from Kahmen-
Heusch. Crane, a Chicago lawyer and photographer who
was one of the first serious American collectors of photogra-
phy, chose work from Evans’s studio in consultation with
the artist during the late 1960s. The collector has said that
the two men went through Evans’s lifework in an effort to
glean “those photographs which were the most important
and the finest for what, he agreed, would make up the most
comprehensive collection of his work.”! Wagstaff, an art
historian and former museum curator, did not develop the
same close relationship with Evans but did admire his
work and, soon after he began collecting in the mid-1970s,

obtained a wide-ranging selection composed of early New

ix

York pictures, 1930s images of sculpture, and subjects
from Fortune essays of the 1950s, such as “common tools”
and luxury ocean liners. Evans’s New York dealer Robert
Schoelkopf and the Connecticut vendor George Rinhart
were Wagstaff’s sources for these acquisitions; four prints
handled by Schoelkopf were actually from the collection of
Crane. The German collectors Kahmen and Heusch
brought Evans into their collection of primarily European
photography (with another exception being the work of
Lewis Hine) in the late 1970s, after seeing the offerings of
Harry H. Lunn, Jr., at international art fairs in Cologne
and Basel. The prints they purchased from Lunn reflect a
special affinity for the simple interiors that Evans favored
throughout his career.

The Getty’s representation of the work of
Walker Evans spans the five decades of his career, from
the late 1920s to the early 1970s. This being so, it was logi-
cal to organize this immense amount of material chronolog-
ically, from the 1927 photographs of the Lindbergh parade
in Manhattan to the final Polaroids of 1974. It was also
reasonable, given the contents of the Getty collection and
Evans’s many years of work as a Fortune photographer,
to construct the introductory texts with an emphasis on

Evans’s published work, that is, the images that appeared
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in journals and books from 1929 to 1966. Arnold Crane’s
interest in collecting had begun with books of photo-
graphic images and, in gathering Evans’s prints, he seems
to have been most sensitive to those materials related to
the original mock-up or layout for a publishing project.
Crane sometimes assembled numerous unused variants
that Evans apparently made while working through the
“cumulative meaning” of one of these series.? In addition
to placing the Getty collection pictures in the context of
Evans’s career as a professional photographer and his
development as an artist, | have attempted to situate them
in the broader context of the culture of his time, paying
particular attention to connections with popular culture.
Perhaps because of early exposure (his father was an
executive In the advertising business), or his friend James
Agee’s preoccupation with motion pictures, or the need to
make a living by satisfying magazine editors, Evans
became a discriminating recorder of popular culture.

I expect that most people encountering the more
than one thousand pictures contained in this catalogue
will be struck by the consistency of the themes and
imagery Evans employed or found congenial. Even in his
initial forays into the streets of New York, his major artis-
tic motifs announced themselves: signage and other
“found” objects, portraits, and architecture. This remark-
able thematic continuity over nearly fifty years creates an
impressive unity in the sequence of photographs in the
following pages.

This collection catalogue is not intended to supply
a full account of the artist’s life. Two works will help fill
this significant gap in the literature. Belinda Rathbone’s
Walker Evans: A Biography appeared just as my own book
was going to press; James Mellow’s study of Evans’s life
and career is now in preparation. For readers who are
unacquainted with the basic facts of Evans’s life, I have
provided a brief chronology.

I have arranged the Evans material chronologically

in five parts, dividing those parts into ten chapters. Each

introductory chapter is followed by a catalogue section of
the relevant Getty photographs and their documentation.
Regarding published works, those images closest to the
published image usually appear first, with variants follow-
ing. Duplicates in the Getty collection and selected close
variants are not reproduced; however, catalogue entries for
these prints will be found interspersed with the documenta-
tion for related illustrated material.

The ten chapters are followed by three appendixes.
They are: “Ephemera,” concerning the archival materials
related to Evans that were attached to the Crane collec-
tion; a listing of Getty prints involved in several 1938 proj-
ects for the Museum of Modern Art (MoMA) that were
connected to the American Photographs exhibition; and
an enumeration of one-person and group exhibitions of
Evans’s work. These are followed by a chronological Evans
bibliography (the most comprehensive to date) and an
index to the most important people, places, and monu-
ments referred to in the text and catalogue entries.

Walker Evans’s working technique and subject mat-
ter were well established by the mid-1930s. He used both
handheld and view cameras, from a “vest pocket” tourist
model to a 35mm Leica or an 8 x 10-inch Deardorff cam-
era. He created negatives on glass plates, sheet film, and
roll film, and positive in-camera images on Ektachrome
and Kodachrome transparencies and Polaroid SX-70
instant film. Jerry Thompson has expertly chronicled the
technical development of both Evans’s snapshot and for-
malist aesthetic in his 1982 essay “Walker Evans: Some
Notes on His Way of Working.” The reader is referred to
Thompson for further discussion of the photographer’s
darkroom technique and the arsenal of equipment with
which he practiced his art over the years. (At his death,
Evans owned twenty-one cameras, excluding antique speci-
mens.) As Thompson points out, Evans himself did not
like to be asked about technique or to talk about print qual-
ity as a goal in itself. On the other hand, in a 1971 inter-
view he stressed that printing technique, though it should



not be evident, is quite important.* The Getty collection is
made up principally of prints produced by Evans close to
the time of the negatives and thus provides a rare opportu-
nity to study the entire evolution of his printing style. The
photographs range in size from the 2%i6 x 1%2-inch abstrac-
tions of circa 1930 (some, like no. 76, in their original win-
dow mats) to a 13% x 9%-inch enlargement of a detail from
a 1936 Atlanta view (no. 499). The variety of Evans’s origi-
nal presentations is also found in the Getty pieces, ranging
from prints trimmed and mounted to lightweight board
with a small margin, to prints dry-mounted with the mount
trimmed to the image, to—in the case of a rare group of
pictures from his 1938 exhibition at MoMA—prints
mounted on Masonite with black tape concealing the
edges of this heavy board. Untrimmed prints that might be
considered work or proof prints are found in the collection
as well, sometimes bearing annotations about process. An
array of the signature and address stamps that Evans was
so fond of can be seen in the Getty prints; as explained
below (pp. xvi—xvii), these cannot consistently be used in
dating the prints, but they can be considered evidence of
the dates when the photographer was reviewing the work.

The Getty’s holdings are remarkably rich, not only
in terms of print quality but in the representation of many
variant versions Evans made of his subjects, both in
the field and in the darkroom, and in the revelation of
extended boundaries for familiar and little-known photo-
graphic series. I can only hope that I have in some mea-
sure given this bountiful resource its due.

As with any museum project, the making of this
book was very much a collaboration involving many indi-
viduals at the Getty and elsewhere. I owe a special debt to
Deborah Gribbon, Associate Director and Chief Curator,
and Weston Naef, Curator of the Department of Photo-
graphs, whose support made possible a leave from my
usual departmental responsibilities in the fall of 1993 and
a library office in which to spend that leave preparing this
manuscript. My thanks to them and to Julie Smith in the
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Director’s office and Jason Patt of Information Systems for
their part in facilitating this crucial arrangement. This
time devoted to final research and writing in the Getty
Library allowed me to discover just how impressive the
holdings and personnel of that department are; I would
like to thank Anne-Mieke Halbrook and, in particular,
Judith Edwards and Chris Jahnke of her staff, for patiently
handling all of my requests. Brent Sverdloff in the Getty’s
Department of Special Collections also deserves thanks for
assisting me with the journals and other rare publications
in that collection.

In the Department of Photographs, my chief collab-
orator has been Michael Hargraves, who has devotedly
assisted me in several revisions of the cataloguing records
and in many other aspects of the assemblage of the cata-
logue sections of this book. He has helped to draft the
chronology, revise and update the list of exhibitions
(Appendix C) and the bibliography, and prepare the index.
He has also provided unflagging energy in the search to
confirm dates, places, and other details of catalogue
entries. His optimism, and his persistence in the face of
sometimes uncooperative technology, have been invalu-
able to the realization of this project. Laura Muir, the
Department of Photographs Intern for 1993—-94, was also a
positive force in seeing this manuseript finished. In addi-
tion to assisting with research details such as the compila-
tion of Evans portfolio information (now part of the
bibliography), she prepared the essay on Evans documents
in the collection (Appendix A) and the listing of collection
prints related to the production of Walker Evans: American
Photographs (Appendix B).

The months spent by Carol Payne, Department of
Photographs Intern for 1989—90, in compiling a first draft
of the catalogue records for the Evans collection should be
acknowledged. The records she entered into the Museum’s
Collections Management System were the starting point
for our work. William Johnson, who was commissioned to

assemble an Evans bibliography in 1991, should be cred-
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ited with the first drafts of what are now the bibliography
and exhibitions sections.

Jean Smeader and Victoria Gray both gave their
careful attention to making numerous revisions of the
manuscript. Conservators James Evans, Marc Harnly,
Ernie Mack, and Nancy Reinhold have all, over the past
four years, contributed to the treatment and proper hous-
ing of the Evans collection. They often worked in collabora-
tion with Andrea Hales and Julian Cox to make sure that
the proper post-conservation photography was completed
for the catalogue. Ellen Rosenbery of the Museum’s Depart-
ment of Photographic Services carried out a most vital
element of this collection catalogue, the excellent
reproduction photography. In the same department,
Rebecca Vera-Martinez supervised the reprinting of more
than two thousand Walker Evans copy prints, most of
which were printed by Mari Umekubo. Charles Passela,
head of Photographic Services, worked with Amy
Armstrong and Julian Cox to make sure the Museum’s
high standards for illustration quality were met. Christine
Lee, Carla Williams, and Jeanie Won assisted Julian Cox
in the documentation process and put together several
drafts of the seventeen notebooks that eventually joined
catalogue entries to copy prints to form the working ver-
sion of this catalogue. For study purposes, Douglas
Benjamin of the Department of Photographic Services of
the Getty Center for the History of Art and the Humanities
produced Cibachrome prints from a selection of Evans
transparencies.

Designer Patrick Dooley is responsible for master-
fully fashioning an unwieldy mass of material into a clear
and useful book that honors Evans’s own taste for the
functional. He was fortunate to have the assistance of
Jeffrey Cohen, Eileen Delson, Leslie Fitch, Kurt Hauser,
and Vicki Karten. In the Museum’s Department of Publica-
tions, John Harris had the equally daunting task of wres-
tling with this oversized manuscript. His sensitive but

pragmatic editorial approach proved to be a good match

for the project. Amy Armstrong of Publication Services
played a vital role as the production coordinator of this
massive volume. She was ably assisted by Jessica
Hershorn.

During the course of my research, I benefited from
the generosity and efficient offices of many other museums
and archives including: the Amon Carter Museum, the
Art Institute of Chicago, the Harry Ransom Humanities
Research Center at the University of Texas, the Interna-
tional Museum of Photography at George Eastman House,
the Library of Congress, the Menil Collection, the Metro-
politan Museum of Art, the Museum of Modern Art, the
National Gallery of Art (Washington, D.C.), the National
Gallery of Canada, the New York Public Library, the San
Francisco Museum of Modern Art, the St. Louis Museum
of Art, and the University of Louisville Photographic
Archives. Among the staff at these institutions who took
time away from their own projects to assist me were
Jim Borcoman, Beverly Brannan, Verna Curtis,

Roy Flukinger, Nicole Friedler, Thomas Frontini,

Sarah Greenough, J. Russell Harris, Andrea Inselmann,
Wynne Phelan, Sandra Phillips, Rona Roob, Ann Thomas,
and Virginia-Lee Webb. Additional institutions furnished
me with information about their Evans holdings, including
the Addison Gallery of American Art, the Museum of Fine
Arts, Houston (Anne Tucker and Maggie Olvey), the
Minneapolis Museum of Art (Christian Peterson), the
Akron Museum of Art (Barbara Tannenbaum), and

the Smith College Museum of Art (Michael Goodison).

In correspondence and phone conversations, Deborah
Walk, Archivist at the John and Mable Ringling Museum
of Art, provided answers to many of my questions about
Sarasota, Karl Bickel, the Ringlings, and the history of
circus trains.

Private collectors on both the East and West
Coasts were extremely gracious in making their holdings
available to me for study. Those I visited include Timothy

Baum, Susan Ehrens and Leland Rice, Chip Gliedman,



Arthur and Carol Goldberg, Ben Hill, the Paul Sack
Collection (Cindy Herron, curator), and Clark Worswick.
Harry H. Lunn, Jr., and Howard Greenberg also shared
with me pictures by Evans from their personal collections,
and Rodger Kingston made available a listing of his exten-
sive library of Evans literature and ephemera.

I appreciate the time taken by John Hill, executor
of the Walker Evans Estate, and the three Estate benefici-
aries— Virginia Hubbard, Charles Lindley (by descent
from Frances Lindley), and Eliza Mabry—to visit the

Getty, review our collection, and talk with me about Evans.

Mr. Hill as well as Belinda Rathbone, Evans’s biographer,
have both willingly shared their expertise and offered
moral support while this catalogue was in process. [ am
also grateful to Jane Sargeant, to whom Evans was married
from 1941 to 1955, and Isabelle Storey, whom he married
in 1960, for their reminiscences about Evans and their
efforts to satisfy my questions about specific book projects
and trips represented in our collection.

Friends and printers of Evans’s have responded
conscientiously to my inquiries. I would like to thank Jim
Dow, Lee Friedlander, Ed Grazda, and, especially, Jerry
Thompson, for their advice in matters related to Evans’s
photographic techniques. Conversations with a handful of

colleagues, such as Claudia Bohn-Spector, John Gossage,
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Sarah Greenough, Jeff Rosenheim, Allan Sekula, William
Stott, and Clark Worswick, have furthered my understand-
ing of the major series found in our collection. Maria
Morris Hambourg’s early counsel to persevere with the con-
cept of a complete collection catalogue was continually
recalled as a source of encouragement. For their recollec-
tions and insights regarding the 1938 and 1966 Evans ex-
hibitions at the Museum of Modern Art, I owe a debt to
Beaumont Newhall and John Szarkowski. Harry H. Lunn,
Jr., who since 1975 has been the main source of Evans
prints to the market, provided an enlightening history of
the cache of prints that left the photographer’s hands
shortly before his death.

This catalogue was read in manuscript by Jay
Fisher, Diana Hulick, and Weston Naef, each of whom
made valuable comments that helped me improve its form
and content.

Finally, I would like to thank my husband, Ken
Breisch, who always believed this book could be done and

was worth doing. It is dedicated to him and to my son,

Rush Clinger.

Judith Keller
Associate Curator

Department of Photographs

NOTES

1. Walker Evans, introduction by
Arnold H. Crane (New York:
Sidney Janis Gallery, 1978), n.p.

2. Walker Evans at Work, with an
essay by Jerry Thompson (New York:
Harper and Row, 1982), 15.

3. Ibid., 9-17.

4. Leslie Katz, “Interview with
Walker Evans,” Art in America 59
(Mar./Apr. 1971), 86.



NOTES TOTHE READER

Catalogue entries include title, date, dimensions, acces-
sion number, marks and inscriptions, references, and
exhibitions where applicable. They are sequenced as
described in the statement that introduces each of the ten
catalogue sections.

Unbracketed titles are believed to be those estab-
lished by Evans. Square brackets around titles indicate
that they are assigned or descriptive titles supplied by the
author. If different titles are found in two or more reliable
sources, all titles are listed and separated with a slash.
One or more asterisks following a title indicate that it was
taken from a book or other published source that appears
in the references section for the entry. Evans’s spelling
and punctuation have been retained, as have the spelling
and punctuation of titles in their published form.

The majority of the Getty Collection prints are
those made by Evans close to the time of the negative;
therefore the date for each entry refers to that established
for both negative and print by the photographer’s inscrip-
tion or a published source. Where dating was not available
through inscription or previous publication, an approxi-
mate date has been established by the author. In a few

cases, where a separate printing date is specifically

xiv

known, dates for both negative and print are given. A print
thought to have been made by Evans, or under his supervi-
sion, at a substantially later unknown date is designated as
“printed later” and the given date is that of the negative
only. These later prints probably date in most cases to the
late 1960s or early 1970s, when the demand for Evans’s
work for sale and exhibition had escalated; he was then
reprinting earlier negatives in preparation for such events
as his 1971 MoMA retrospective. Except for prints used at
Fortune for page layouts, Evans made his own prints until
the late 1960s—early 1970s, when he came to depend on
professional printers and friends to carry out this work
following his directions.

All images are gelatin silver prints except where
noted. If the medium indicated is color transparency, the
reference is to roll film cut irregularly between the frames
and lacking sprocket holes, with an image size that is uni-
formly 2% x 2 %4 inches.

Dimensions of the image are given in centimeters,
followed by dimensions in inches in parentheses, with
height preceding width. Measurements are given in the fol-
lowing order: image, sheet, mount. Sheet size is indicated

only where it differs from that of the image; otherwise,



image size equals sheet size. A mount thought to be
assembled by Evans near the time of the printing for ini-
tial presentation of the photograph is referred to as an
“original mount.” A mount of unknown date or appearing
to be later than the time of the print is listed simply as
“mount.” With a few Getty prints from circa 1930, photo-
graphs are found in Evans’s own mats, cut from a heavy-
weight paper, with an opening that overmats the
photographic sheet; these rare examples of Evans’s early
style of presentation are indicated as “original window
mat” in the catalogue entries and their outside dimensions
are given.

Accession numbers reflect the Museum’s standard
way of designating the year of acquisition, the object type,
the lot number, and the individual number for each collec-
tion item. The majority of prints in the Evans collection
were acquired in 1984 and will therefore have accession
numbers beginning “84.” The Museum refers to single
prints from monographic suites as “XM,” those single
prints from mixed lots are assigned an “XP” number, and a
few items in this catalogue bear the identification of “XG,”
meaning they come from lots composed of several object
types (transparencies, archival materials, etc.). Most of the
Evans collection items in this last category are described
in Appendix A rather than in the catalogue sections. The
lot numbers are a key to provenance as well as to a unit
designated by the registrar. For instance, lots “84.XM.956”
and “84.XG.963” refer exclusively to prints obtained from
the Arnold Crane collection.

Marks and inscriptions are recorded according to
location on the object, with those appearing on the print
preceding those on the mount, and recto preceding verso.
Any mat inscriptions appear last. (Mats, unless otherwise
stated, are not Evans’s but rather those of the collector
Arnold Crane or a vendor. In several instances, the Crane

mats contain multiple prints; the inscriptions that appear
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on those mats are repeated in the entries for each of the
photographs affected.) The photographer’s inscriptions pre-
cede all others. 1If not specifically noted, all inscriptions
are by an unknown hand or the collector. All inscriptions
are italicized. The following abbreviations are used:

u. = upper; . = lower. Inscriptions precede stamps and
labels. Stamps and labels have been abbreviated (see
below, pp. xvi—xvii).

The provenance is Arnold Crane unless other-
wise noted.

References cited are either to the first published
source of an image or to one of the basic Evans books
cited in the list of abbreviations (pp. xviii—xix).

In most cases, references to publications have to
do with the appearance of a particular image rather than
the Getty print per se. A published source followed by
“(variant)” means that the Getty print comes from the
same negative but represents a cropping that differs in
either minor or significant ways from that which has
already appeared on the printed page. In some cases, the
slight differences may be due to trimming by designers or
printers in the production process. “Variant” is also used
in the several instances of reverse printing that occur in
the Getty collection.

References to exhibitions indicate that the Getty
print was the print included in that exhibition. For informa-
tion about those prints loaned by Evans to the Museum of
Modern Art for the 1938 exhibition Walker Evans: Ameri-
can Photographs, see Appendix B.

Those images not illustrated are Getty variants or
duplicates. By “Getty variant” is meant a print that repre-
sents a different cropping from the same negative that
produced the Getty print described in the preceding
catalogue entry. A duplicate print has the same cropping
and displays printing effects identical or very similar to

those in the entry that precedes it.



Stamps and Labels

With the help of Evans biographer Belinda Rathbone, we
have tried to establish dates for the stamps that incorpo-

rate the addresses of the photographer’s different studios

and residences over the years. However, the signature

stamps are difficult to date, Evans seems to have reused

Walker Evans

Stamp A (not dated) Stamp B (not dated)

WALKER EVANS

stamps throughout his career, and some of the Getty prints
bear more than one stamp. Therefore, the fourteen stamps
found on Getty prints cannot always be used as reliable
guides to the dating of the photographs. All are wet stamps
in black ink.

WALKER EVANS

Stamp C (not dated)

PHOTOGRAPH
PROPERTY OF WALKER EVANS e
WALKER EVANS 179 COLUMBIA HEIGHTS 163 EAST 94th STREET
BROOKLYN NEW YORK 28, N. Y,

Stamp D (not dated)

Stamp E (ca. 1928-30)

WALKER EVANS
124 EAST 85th ST.

NEW YORK 28, N.Y. NEW YORK

Stamp G (1963 -65) Stamp H (1941—ca. 1963)

Stamp J (1966-75) Stamp K {1966~75)

WALKR EVANS
ROX 310 RTE. 3
OLD LYME, CONN.

Stamp N (1973-75)

WALKER EVANS
163 EAST 94th ST.
NEW YORK 28, N. Y.

Stamp M (1960~63)

xvi

WALKER EVANS
1681 YORK AVE.

Stamp F {1960-63}

28, N. Y,

Stamp [ (ca. 1963-71)

WALKER EVANS
BOX 310 RTE. 3
OLD LYME, CONN. 06371

WALKER EVANS

Stamp L (not dated)



Waléer 89«::{1!

=

Lunn Gallery stamp (1975)

According to Harry H. Lunn, Jr., in Sep-
tember 1974, George Rinhart and Tom
Bergen acquired what was essentially the
contents of the photographer’s studio at
the time. Lunn then purchased 5,500
prints from Rinhart and Bergen in Febru-
ary 1975. Since Evans was too il at the
time of these negotiations to sign this
large archive of prints, it was decided that

an “Estate Stamp” would be created, with
Evans’s approval, as a means of authenti-
cation for these photographs. The stamp
was produced by Rinhart; the completion
of the category (see key provided by Lunn
below) and gallery reference numbers
(indicated in the two-part box below the
“signature”) was carried out for the Lunn
Gallery inventory by Lunn and Maurizia

THE MUSEUH OF HODERN AET

11 WEST 53rD STREET

AnmsTEVANS *f@-f) tI]r' i;?

h’ﬁfﬁw T = :
TITLE 'ETCHESTER, NEW YORK, FARM HOUSE

WALKER EVANS

cIRCULATING ExiBiTion No. 1483 EAST 94th STRERY

MUSEUM N'o. 38.2945

MoMA label (1938)

NEW YORK 28, N, ¥,
soxwe: GR- TV

'COLLECTION
ARNOLD H. CRANE, CHICAGO, U. 3. A.

CRANE stamp {not dated)
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(ANA-WE) that accompany 477 original photographs by Evans
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the bibliography.



WALKER EVANS: A CHRONOLOGY

1903 Born November 3 in St. Louis, Missouri, the son of
Walker Evans, Jr., and Jessie Crane. Raised in Toledo, Ohio;
Kenilworth, Illinois; and New York City.

1922-23  After attending the Loomis School, Windsor, Con-
necticut, studies literature and languages at Phillips Acad-
emy, Andover, Massachusetts, and later at Williams College,

Williamstown, Massachusetts.

1923-26 Works odd jobs in New York at a bookshop and
the New York Public Library.

1926-27 Travels in Europe. Attends literature lectures
at the Sorbonne. Takes snapshots with a Kodak Vest Pocket

roll-film camera. Occasionally works in the former studio

of Nadar.

1927-28 Returns to New York and lives in Brooklyn
Heights. Meets Hart Crane, who moves into the same neigh-
borhood. Continues to photograph with a roll-film camera and
a borrowed Leica. Works nights as a clerk for a Wall Street
brokerage firm until 1929.

1929 Develops friendship with Lincoln Kirstein.

1930 First publication of three photographs in The Bridge
by Hart Crane. Photographs published in Hound & Horn,

Architectural Review, and Creative Art. Begins to work with
large-format camera (6 2 x 8 Y% inches), initially with glass-

plate negatives.

1931 Photographs Victorian architecture while traveling
with Kirstein and John Brooks Wheelwright through Boston,
the north shore of Massachusetts, Martha’s Vineyard, North-
ampton, Greenfield, and Sarasota Springs, New York. Exhib-
its with Margaret Bourke-White and Ralph Steiner at John
Becker Gallery, New York.

1931-32 Shares Greenwich Village studio with Ben
Shahn.

1932 Two-man show with George Platt Lynes at Julien
Levy Gallery, New York. On board private yacht, travels to

Tahiti with still camera and movie equipment.

1933 Makes photographs in Cuba during May and June for
book The Crime of Cuba by Carleton Beals, published later
that year. Meets Ernest Hemingway. First solo exhibition at
MoMA entitled Walker Evans: Photographs of Nineteenth-

Century Houses. Begins to use 8 x 10-inch format camera.

1934 First story for Fortune magazine: “The Communist
Party.” Visits Florida. Diego Rivera’s Portrait of America

appears, containing several of Evans’s photographs of



Rivera’s New York murals.

1935 Commissioned to photograph African Negro Art exhi-
bition at MoMA; an exhibition selected from these photo-
graphs circulates to sixteen sites between 1935 and 1937.
Travels to New Orleans to make photographs of antebellum
architecture. Meets Jane Smith Ninas. In June, July, and
November makes photographs for Resettlement Administra-
tion (RA) in West Virginia and Pennsylvania. From October
continues photographic work for the RA (later the Farm Secu-
rity Administration [FSA]), primarily in the South, as an offi-
cial staff photographer working under Roy Stryker.

1936 Continues photographing for Stryker in Mississippi,
Georgia, and South Carolina. Takes three weeks off in July
and August for a Fortune assignment with the writer James
Agee, reporting on white sharecropper families in Alabama.
Though Fortune rejects the work, their collaboration eventu-

ally results in Let Us Now Praise Famous Men (1941).

1937 On a last trip for the FSA, travels in February with
photographer Edwin Locke, documenting flood areas in

Arkansas and Tennessee.

1938 Exhibition at MoMA entitled Walker Evans: American

Photographs, accompanied by the publication American Pho-
tographs, with an essay by Kirstein. The exhibition ¢irculates
to ten venues over the next two years. Begins subway series

in New York using a concealed 35mm Contax camera.

1940-41 Receives Guggenheim Fellowship and com-
pletes subway series. Marries Jane Smith Ninas. Publication
of Let Us Now Praise Famous Men. Makes photographs on
commission in Florida, Bridgeport (Connecticut), and Norton
(Massachusetts). Begins to use 2 Y4-inch twin-lens reflex

camera.

1942 Publication of The Mangrove Coast by Karl Bickel,
with photographic illustrations by WE.

CHRONOLOGY «xxi

1943-45  As staff writer prepares book reviews for Time

magazine.

1945 Becomes staff photographer at Fortune. In 1948, with
the new title of Special Photographic Editor, is given the task
of creating a distinctive photographic style for the journal.
His title is again changed, to Associate Editor, in the 1950s.
Makes numerous photographic and text contributions

until 1965 (see bibliography); color work appears from

1945 on.

1947 Retrospective exhibition at the Art Institute of

Chicago.

1950 For Fortune makes photographic series of the Ameri-
can industrial landscape as seen though the window of a

moving train.

1953 InAfrican Folktales and Sculpture, Bollingen Founda-
tion publishes 113 photographic illustrations by WE of Afri-

can art made in 1935.

1955 Divorces Jane Smith Ninas. Death of James Agee.
Fortune essay “The Congressional” (November), with photo-

graphs by Robert Frank and text by WE.

1956  First appearance of the subway portraits in i.e. The
Cambridge Review.

1959 Receives second Guggenheim Fellowship.

1960 Let Us Now Praise Famous Men is reissued with
twice the number of illustrations by WE. Marries Isabelle

Boeschenstein von Steiger.

1960s-70s
Maine, New Hampshire, and Cape May, New Jersey.

Makes personal photographs in Nova Scotia,

1962 New edition of American Photographs, accompanied
by an exhibition at MoMA. Receives Carnegie Corporation
Award.



xxii CHRONOLOGY

1965 Leaves Fortune. Appointed to position of Professor of
Photography/Graphic Design at School of Art and Architec-

ture, Yale University, New Haven, Connecticut.

1966 Publication of Many Are Called and Message from the
Intertor. Exhibition of Walker Evans: Subway Photographs at
MoMA and another selection of forty prints at the Robert
Schoelkopf Gallery, New York. First paperback edition of Let

Us Now Praise Famous Men.

1968 Receives honorary degree from Williams College,
Williamstown, Massachusetts. Becomes Fellow, American

Academy of Arts and Letters.

1971 Retrospective exhibition at MoMA, organized by John
Szarkowski, with an accompanying monograph. First portfo-
lio, Walker Evans: Fourteen Photographs, issued by Ives-

Sillman.

1972  Artist-in-residence, Dartmouth College, Hanover,

New Hampshire.

1973 Receives a grant from Mark Rothko Foundation.
Photographs with Polaroid SX-70 camera.

1974 Becomes Professor Emeritus, Yale University. A sec-
ond portfolio, Walker Evans: Selected Photographs, published
by Double Elephant Press, with fifteen gelatin silver prints.

Injured in a fall, cannot make photographs.

1975 Dies April 10 in New Haven, Connecticut.

NOTE

This compilation was created, in part, by consulting

the following existing chronologies:

Auer, Michele and Michel. Photographers Encyclopaedia
International, 1839 to the Present. Hermance, Switzerland:
Editions Camera Obscura, 1985.

Brix, Michael, and Birgit Mayer, eds. Walker Evans
America. New York: Rizzoli, 1991.

Greenough, Sarah. Walker Evans: Subways and Streets.
Washington, D.C.: National Gallery of Art, 1991.

Mora, Gilles, and John T. Hill. Walker Evans: The Hungry
Eye. New York: Harry N. Abrams, 1993.

Walker Evans. Millerton, N.Y.: Aperture, 1979.
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CIRCA 1930:
AND NEW

NEW YORK
ENGLAND

The police estimated that between three million and four and a half million people

were out in the streets-—so many, in fact, that they issued a special warning to

householders not to leave their homes unguarded. Ticker tape and confetti rained

down on the open car, with the bareheaded Lindbergh and the silk-hatted Mayor

perched on top of the rear seat. New York had never seen anything like the storm of

paper. It far exceeded the Armistice Day celebration that ended World War 1.

Walter S. Ross, The Last Hero: Charles A. Lindbergh'

In the spring of 1927, Walker Evans, then a young man of
twenty-three, returned to New York after more than a year
spent in Paris attending classes at the Sorbonne, reading
French literature, meditating on plans for a writing career,
and making a few photographs. It was the spring of
Charles Lindbergh’s solo nonstop flight across the Atlan-
tic. The ticker-tape parade held in his honor (nos. 2—4)
seems to have presented Evans with his first opportunity
for taking out his camera and exploring this American city.
He is known to have made a few photographs while in
Europe, including the rather tentative self-portrait in the
Getty collection (no. 1), but the earliest dated U.S. images
are the views of marching-band members assembled on
confetti-littered streets (no. 3). Perhaps the shy novice pho-
tographer felt that he needed the protection of the crowd to
begin working on the street; he would be inconspicuous
among the throngs hoping for a glance at the young aviator
(who was, coincidentally, Evans’s exact contemporary),

and he would not attempt to photograph individuals, only

Walker Evans. Lindbergh Day Parade (detail),
June 13, 1924 [no. 3].

the parade. He inscribed one of the Getty prints “Waiting
for the parade to start, downtown, Lindbergh day, June
13.”2 Foreshadowing the style of his mature work, the
mood of Evans’s picture is understated, more that of the
calm and quiet that follow a parade, reflecting nothing of
the energy and excitement that must have filled the air as
New Yorkers welcomed home their new hero. Lindbergh’s
fame, based on this single achievement, would be perva-
sive and long-standing. One historian has proposed that
the importance of Lindbergh’s heroic role was its duality:
he represented both the past and the future.® He was cele-
brated by some as a self-sufficient individual, a pioneer
who came out of the Old West. For others, he represented
the progress of American industry and the exciting poten-
tial of the machine.

Lindbergh’s celebrity—like the contradictory atti-
tudes it embodied—was only one aspect of the world in
which Evans began to operate as an image maker. In inter-
national politics, Leon Trotsky was expelled from the
Soviet Communist Party in 1927, the same year that the
Surrealists Aragon, Breton, and Eluard became members
of the French Communist Party and the Mexican artist

Diego Rivera attended May Day celebrations in Moscow,
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watched closely by J. Edgar Hoover as he passed through
New York en route to Russia. Chiang Kai-shek instigated
civil war in China, and the anarchists Nicola Sacco and
Bartolomeo Vanzetti were executed in Massachusetts.
Henry Ford governed the most successful company in
American history, but that spring, to the horror of Wall
Street, he shut down his assembly line in order to retool
for a new product: the Model A. In 1927, expanding his
empire, Ford founded the town of Fordlandia in Brazil,
whose purpose would be to supply his massive factory,
the Rouge, with cheap rubber. He also hired the painter-
photographer Charles Sheeler to document the physical
plant as well as the assembly-line production at the enor-
mous Rouge works outside Detroit.

In 1927, the world of literature saw the publication
of Marcel Proust’s final volume of A la Recherche du temps
perdu and Ernest Hemingway’s collection of short stories
Men Without Women; Hart Crane completed the “subway”
section (“The River”) of his epic poem, The Bridge. Two
small literary journals appeared, Hound & Horn and Tran-
sition. Evans would be a regular contributor to Hound &
Horn, which was begun at Harvard by an enterprising
undergraduate named Lincoln Kirstein; Transition, also
a venue for photography, was patronized by the wealthy
aspiring poet and sometime photographer Harry Crosby,
who with his wife, Caresse, founded the Black Sun Press
that year. In entertainment, Hollywood issued its first film
with synchronized sound, The Jazz Singer, Mae West
brought her production of Sex to the stage, Fritz Lang
created his Expressionist masterwork Metropolis, and
Isadora Duncan, the pioneer of modern dance, met with
her famous demise. The year Evans began to photograph
New York was also the year the chronicler of Paris,
Eugeéne Atget, died. It was at this same time that Evans
may have met Ralph Steiner, a photographer who, like
Atget, would exert considerable influence on his early
work.* Evans probably first encountered Kirstein and

Steiner at the salon of Muriel Draper, one of the chief

organizers of the Machine-Age Exposition, a show of 444
drawings, sculptures, photographs, and architects’ models,
as well as machine guns, crankshafts, propellers, and
engines, held in New York that May.

In the South, the circus entrepreneur John Ringling
began construction in Sarasota, Florida, on the art
museum that would house his collection of Baroque
paintings. More relevant to Evans’s future projects was
Ringling’s decision to invest in Sarasota as the new winter
quarters for his “Greatest Show on Earth.” Closer to home,
the Graybar Building, one of the Manhattan skyscrapers
that would become a subject for Evans’s camera, was recog-
nized as “the largest office building in the world” and
boasted a capacity of 20,000 on thirty-three floors.> Mid-
town New York would soon become the site of John D.
Rockefeller, Jr.’s, “Radio City” (or Rockefeller Center), an
unprecedented building program calling for the construc-
tion of fourteen Modernist structures and requiring the
demolition of 229 brownsto;les. Negotiations for what
would be the home of the seventy-story RCA building and
Radio City Music Hall began in 1928, but before Rockefel-
ler started planning this “modern ideal of the skyscraper
metropolis,” he became involved with an Episcopalian
clergyman from Virginia and a project to restore Colonial
Williamsburg.® He met with the Reverend William A. R.
Goodwin in May of 1927 and agreed to begin purchasing
strategic property; the shared vision of Goodwin and
Rockefeller eventually brought about the “most ambitious
restoration project ever undertaken in America,” or what
James Agee, in a 1935 essay for Fortune magazine, would
call “Mr. Rockefeller’s $14,000,000 Idyl.”’

If the adventurous young Lindbergh was revered as
a symbol of a nostalgia for the past that simultaneously pro-
moted faith in a mass-produced future, Rockefeller was
perhaps that future’s most powerful enactor. Although it
is not known if Evans photographed the construction of
Rockefeller Center, his most important exhibition, Ameri-
can Photographs of 1938, was held in the Time-Life Build-



ing there. It was housed in the temporary quarters of the
Museum of Modern Art (MoMA), an institution founded

in 1929 by Rockefeller’s wife, Abby Aldrich Rockefeller
(together with Mrs. Cornelius Sullivan and Miss Lizzie
Bliss), and one to which Evans’s escalating reputation
would be closely tied. Mrs. Rockefeller was an early collec-
tor of American folk art; MOMA’s pioneering 1932—33 show
American Folk Art: The Art of the Common Man, 1750~
1900 was assembled largely from her holdings and no
doubt stimulated Evans’s bent for this genre, which would
later manifest itself in his images of naive sign-painting
and homemade grave markers. In 1933, Evans would
observe the infamous ordeal of Diego Rivera’s commis-
sioned murals for the RCA building—murals created and
then quickly destroyed at the behest of his patrons, the
Rockefeller family, because of their subversive political
content—and for more than twenty years he would work in
this same complex, Rockefeller Center, as an employee of
both Time and Fortune magazines.® In the first years of his
work in photography, as he wrestled with the International
Style and its application to that most American of sub-
jects, the skyscraper, Evans would also be infected with

Rockefeller’s passion for America’s past.

Evans took a night job on Wall Street in order to support
his serious daytime pursuit of the art of photography. From
his apartment in Brooklyn Heights, he wandered along the
waterfront, up to the piers of that engineering marvel the
Brooklyn Bridge, photographing and sometimes talking
with his friend and neighbor Hart Crane. The resulting
views of the bridge and the New York skyline seen from its
span have been reproduced and discussed in Alan Tracht-
enberg’s Brooklyn Bridge: Fact and Symbol.? Trachtenberg
and others have presented these images in the context of
Crane’s structuring of his epic poem, The Bridge, which
the photographs illustrated in lieu of the paintings by
Joseph Stella that the writer had originally hoped to use.'
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Two of the three pictures that finally appeared as gravure
plates in the 1930 Black Sun Press deluxe edition of The
Bridge are found at the Getty (nos. 17-18), along with four
variant croppings of the image used for the frontispiece to
the first American edition (nos. 19—22), four prints closely
related to the other views included by Trachtenberg

(nos. 13-16), a few more radically Constructivist composi-
tions derived from the deceptively fragile-looking elements
of this massive form (nos. 11-12), and six unpublished
views of the city (nos. 5-10), apparently made from a
perch somewhere on the bridge.

This work of circa 1929, in which Evans seems
to be reducing the basic elements of a major American
monument to the fragmentary, two-dimensional aspects of
European Modernism, was nonetheless seen by some as
prefiguring his later collaborations with American writers,
such as James Agee. His friend of these early years,
Lincoln Kirstein, wrote in his afterword to Evans’s 1938
American Photographs: “It is no chance that, after Crane,
Walker Evans should have worked with James Agee, the
author of Permit Me Voyage, whose verse, springing at
once from Catholic liturgy, moving pictures, music and
spoken language, is our purest diction since Eliot. Walker
Evans’s eye is a poet’s eye. It finds corroboration in the
poet’s voice.”"! As we will see, the Brooklyn Bridge pic-
tures can be read as prophetic; the images that Evans
would publish in at least four different journals around
1930 might also be said to foreshadow his career in photo-
journalism and his twenty-year tenure at Fortune.

Evans’s New York images are well represented at
the Getty, including rooftop billboards, people lingering
on street corners, and skyscrapers under construction,
photographs that were credited to Evans in issues of the
art-world journal Creative Art (nos. 49-51, 68—69, 92—93);
“the quarterly magazine of the American scene,” USA
(nos. 66—67); the small literary journal Hound & Horn
(nos. 29-30, 82, 94, 143, 169-71, 227-28, 233, 237-38);

and the monthly publication on architecture, Architectural
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Record (nos. 70, 116). From the brief texts that occasion-
ally ran with the Evans portfolios or the rare reviews of his
exhibited work, one obtains a contemporary view of his
evolving style and reputation. Walter Knowlton, critiquing
a spring 1931 show of photographs by Evans, Ralph
Steiner, and Margaret Bourke-White at the John Becker

Gallery, sized Evans up as a formalist:

Walker Evans is a patternist. Faces, reflections

in store windows, shadows, bare, brick walls are
worked up by him into often wonderful contra-
posttions. Often he is precious; occasionally he is
exceptionally poetic. Sometimes he lets the signifi-
cance of the thing in its daily function play an inter-
esting counter-point to its significance in the picture.
Mostly he sees nature not socially but pictorially;

as an assemblage of lights, lines and forms to be

caught in an interesting arrangement.'?

Less than six months earlier, the same journal, Creative
Art, had run a photo-essay of four pictures, “Mr. Walker
Evans records a City’s scene,” that surprisingly introduced
Evans by emphasizing his associations with the business

rather than the art world of New York:

Mr. Walker Evans is a Commercial Photographer,
working in New York. He has been in Europe where
he studied modern Continental methods, and has
since spent some time in experimenting. He now
records in a vivid and peculiarly appropriate man-

ner the scene of which he is a product.'®

The commentator for Creative Art no doubt bor-
rowed from the notes on contributors printed in USA the
previous summer, when Evans’s work appeared there. This
short-lived magazine of literature, art, politics, industrial
design, and just about anything else the editors felt

reflected the special character of the “American Scene,”

billed Evans as someone who had “studied in Europe,
experimented for several years and now has set out to inter-
pret with vivid and fresh inspiration the scene of which he
is a product.”* Though at this point the critics were refer-
ring to his “city scene” or New York imagery, it is notewor-
thy that by 1930 Evans was being praised as an artist who,
after spending time abroad, had embraced the national or

American scene as his subject.

USA had chosen one of Evans’s Brooklyn Bridge pictures
as the cover image for their summer 1930 number, an
issue that also contained the photographic work of
Edward Weston, Ralph Steiner, and Willard Morgan. This
view (not at the Getty) of the underside of the massive
nineteenth-century structure was made from the same spot
as the first plate in The Bridge (no. 17) and shows the
prow of the same ocean-going vessel seen moving past the
bridge in the latter image. Evans apparently maintained
this vantage point on the embankment for some time,
watching the river traffic and keeping the belly of the
bridge centered in his sights while making at least four
other negatives.' Among the most dramatic is one not pub-
lished until 1979 (and not among the Getty prints) that
daringly presents the rushing diagonals of the bridge bed
disappearing into the smoke of river tugs.!® Foreground
and background are confused by clouds of smoke bil-
lowing across the lower portion of the picture. The black,
hard-edged form of the bridge that dominates three-
quarters of the composition dissolves into the familiar
picturesque image of the city skyline; Evans’s creation,
though it has a definite Constructivist edge, is finally
reminiscent of Pictorialist Alvin Langdon Coburn’s 1910
collection of New York views."

Inside this issue of USA, a second Evans image,
captioned “Sky Webs,” fills an entire page and is con-
structed of the web or infrastructure of several huge,
rooftop neon signs (no. 66). Probably made atop the
twenty-one-story U.S. Rubber Company building then at



Broadway and Fifty-seventh Street, this image seems to
have been Evans’s first effort to work with signage on a
grand scale. The geometric skeleton of the enormous
signs counterbalances the curvilinear shapes of the “U.S.
RUBBER” sign, seen forward and backward." In addition
to a large print of the USA image, the Getty collection
includes a second, much smaller photograph (no. 67) that
appears to be from the same negative but is considerably
less cropped on the right side and displays in the bottom
quarter a whole section of elaborate shadows cast by the
foreground signs, which Evans eliminated from the pub-
lished image.

In the fall of 1930, Hound & Horn featured an
Evans portfolio, “New York City,” in an issue that offered
essays on the writing of Henry Adams, the art of Pisanello,
and Vsevolod Meyerhold’s theater, as well as short fiction
by Erskine Caldwell and Kay Boyle." The four photo-
graphs in the portfolio were largely attempts to apply
elements of the New Vision advocated by Laszl6 Moholy-
Nagy and other European artist-photographers to subjects
Evans had found on Manhattan streets, near the tene-
ments, and at the Port of New York (nos. 29, 82). However,
the first plate, titled simply Sixth Avenue (no. 94), was
something of a portrait, albeit an anonymous image of a
pedestrian caught by chance in the midst of city traffic.
This is the sort of street portrait that Evans would favor
throughout his career and that can be seen at the Getty in
other prints of the period (such as nos. 87, 96, 98-99, 108,
110, 113). Evans’s close-up view of an unidentified New
York resident may be seen as a radical updating of
Coburn’s portrayal of city life (fig. 1). The photographer
has brazenly closed in on this African American stranger,
whose face is framed in an abundant fur collar, by crop-
ping the image somewhat at the bottom edge and substan-
tially more at the left. For Coburn, it was important to
present the everyday activity of the street against a back-
drop of distinguished Manhattan architecture; for Evans,

the goal was to record a glimpse of random faces against
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Figure 1. Alvin Langdon Coburn (British, born
United States, 1882-1966). The Holland House.

Photogravure from the book New York
(London: Duckworth and Co., 1910), pl. 5.
20 x 14.6 cm (6% x 5% in.). JPGM 84.X0.1133.5.

the chaos of crowds, automobiles, and mass transit. In this
Sixth Avenue view, the entrance to the elevated train that
anchors the right edge of the picture proved to be more
than an interesting background detail. As another Getty
print reveals (no. 95), Evans devoted one more negative to
the sign-covered staircase itself, allowing the repeated
announcements for “ROYAL BAKING POWDER” to create a
decorative pattern that is cleverly enhanced by the irregu-
lar interruptions of shadows from a cast-iron railing.
Perhaps more in the vein of the contemporary
European avant-garde was a selection of five architectural

views Evans published in the fall of 1930, in the Architec-
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tural Record.® The group of halftones, headed “Photo-
graphic Studies,” was laid out one to a page and enlarged
to as much as 10%% x 7% inches. Abstracted details of
office buildings (no. 116) and industrial exteriors photo-
graphed from extreme angles comprise the majority, with
the fourth plate (no. 70), a view of the crisscrossing of
gigantic grain-elevator components, being the most promi-
nent reference to earlier work by the German architect
Erich Mendelsohn, whose photographs Evans probably
knew from his 1926 collection Amerika, and the American
painter Charles Sheeler, whose Precisionist views of Ford’s
Rouge plant were available in the same journals to which
Evans was contributing.?' Besides this published picture,
the Getty possesses four additional compositions based on
the elaborate cylinders and rectangles of grain elevators
or other unidentified factory structures. The most severe
of these (no. 74) is a small (4 %16 x 2%16-inch) print repre-
senting the intersection of two factory shafts, one a narrow,
vertical, whitewashed tower with two small square win-
dows that seems to stand on a precarious diagonal, the
other a dark, shallow horizontal that comes in from the
upper right and appears to neatly buttress the white tower
against the picture frame. The stark elegance of this indus-
trial subject is comparable to the best of the work pro-
duced by European practitioners of the New Vision, like
Albert Renger-Patzsch’s revolutionary, worm’s-eye view

of a soaring factory chimney of circa 1925 (fig. 2).%

Later in this year, when Evans’s career as a pub-
lished photographer seemed to be taking shape, Creative
Art also featured a contribution from him: four views pref-
aced by a collage of typeface spelling out the essential
qualities of modern city life.”® The first of these, Broadway
Composition (no. 68), a photomontage created from several
Leica negatives, can be found at the Getty in a large
(9% x 8 %s6-inch) photograph, as well as in a variant print-
ing (no. 69) that includes the large neon letter N, added to
the composition at the upper left. As he did with the “U.S.

Rubber” picture, Evans is again composing entirely with

signs, here illuminated ones isolated against the black of
night. This prototypical Jazz Age piece may have been a
tribute to the latest “photoplays,” but in retrospect it
seems to have been inspired by Evans’s fascination with
the title of a new jailbreak melodrama, The Big House
(1930), starring Wallace Beery and Robert Montgomery.
The unembellished, almost boxy shape of the letters, in
combination with the subject they implied (although actu-
ally referring to a prison rather than a private residence),
understandably attracted the notice of someone who would
soon take up the theme of American vernacular architec-
ture, and the large Victorian dwelling specifically. The
graphic, as well as iconographic, potential of this miscel-
lany of Broadway signage was not lost on Evans. The last
plate, New York City’s Quick Lunch, featuring three men
eating at a storefront lunch counter, is represented at the
Getty by two slight variations on the published image

(nos. 92—93). The diners appear completely involved in get-
ting a fast bite to eat, entertained all the while by activity
on the street, but apparently not distracted by the photogra-
pher’s presence directly opposite them on the sidewalk.
Despite the difficulties posed by the reflections on the
large glass window, Evans evidently enjoyed this post out-
side the busy lunch counter. He stayed to photograph
several other trios of crowded customers, as revealed by
two prints in the Getty collection (nos. 90-91).

From its first issue in 1927, architecture was dis-
cussed regularly in the pages of Hound & Horn. Two Evans
pictures, apparently commissioned for the purpose, accom-
panied an installment of what was called the “Architecture
Chronicle” in the April-June 1931 issue.? This piece by
Lyman Paine was subtitled “Is Character Necessary?” and
took two new buildings—the New York chapter of the
American Red Cross and the new home of the New School
for Social Research—as comparative examples. Paine’s
point was that the Red Cross building, which he charac-
terized as having the appearance of “a miniature sky-

scraper,” had no character, while Joseph Urban’s New



School, “a small, steel skeleton building” that is closeted
in “an envelope of brick and glass,” was “intense and
assertive,” “decisive, unambiguous.”” Although trying to
give it height, Evans’s view of the ill-proportioned Red
Cross building is nearly as undistinguished as its architec-
ture; on the other hand, his representation of the New
School is not as dynamic as the modern structure but does
emphasize its striking difference from the surrounding
neighborhood of three-story row houses and its prominent
use of glass as a design element.

These two Hound & Horn pictures are not part of
the Getty collection, but numerous other views of New
York architecture from about 1930 are, including five
prints related to an image that appeared as an illustration
for Frank Lloyd Wright’s “The Tyranny of the Skyscraper”
(nos. 47-51).% Wright’s piece, actually one of his recent
Kahn lectures for Princeton that had just appeared in the
monograph Modern Architecture, was being reprinted by
Creative Art with six new illustrations. These included two
skyscraper views by Evans, one panorama of the city
provided by Wide World Photos, two Expressionist litho-
graphs of cavernous city streets by Adriaan Lubbers, and
one architectural photograph by Ralph Steiner deliber-
ately made from an exaggerated angle in order, it would
seem, to emphasize Wright’s caption: “All skyscrapers
have been whittled to a point.”?” As the title of Wright’s
essay suggests, he was highly critical of the skyscrapers
being constructed in the late twenties, and, after saying a
few good things about what he refers to as the first sky-
scraper, the Wainwright Building (1890-91) designed by
his mentor, Louis Sullivan, he launches into a tirade
against the increased congestion and the “dull craze for
verticality and vertigo” that the “vogue of the skyscraper”
and the attendant real-estate boom had generated.? Call-
ing the newest high-rises monotonous and barbaric, derid-
ing the “clumsy imitation masonry” of their inappropriate
historicizing styles, Wright, who believed that skyscrapers

should only be built on the spacious prairies in an honest,
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Figure 2. Albert Renger-Patzsch (German,
1897-1966). Factory Smokestack, ca. 1925. Gelatin
silver print, 23.3 x 17.1 ¢cm (9%6 x 6% in.).
JPGM 84.XM.138.32.

functional style, closed with a gloomy pronouncement on
this still-popular architectural form: “Space as a becoming
psychic element of the American city is gone. Instead of
this fine sense is come the tall and narrow stricture. The
skyscraper envelope is not ethical, beautiful, or perma-
nent. It is a commercial exploit or a mere expedient. It has
no higher ideal of unity than commercial success.””
The Evans illustration (no. 51) represented in
prints at the Getty shows the construction site for the
fifty-three-story Lincoln Building that was erected at
Forty-second Street and Park Avenue in 1930. The con-

struction company that completed this one-million-square-

foot “aristocrat among New York office buildings” ran a
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full-page advertisement in Fortune immediately before
that journal began an extensive six-part series on every
aspect of the building of skyscrapers.* Although it was
becoming more commonplace, the scale of this peculiarly
American invention continued to escalate and was still

a source of fascination for businessmen, as well as the
man on the street. Probably encouraged by his European
friends and roommates of the late twenties, the architect-
photographer Paul Grotz and the artist-poet Hans Skolle,
Evans took up the skyscraper as a challenge for his inexpe-
rienced eye. Images he made of the Graybar, Chrysler,
International Telephone, and Flatiron buildings are among
the Getty’s holdings (nos. 36-37, 42, 45, 75). Some of these
skyscraper studies, in fact, exist in prints he made as
proofs to identify the negatives and remain affixed to their
original negative sleeves (see nos. 46, 48—-49, 52, 56). It is
possible that Evans photographed some of these other mod-
ern colossi, as well as the Lincoln Building, in conjunction
with the Wright article, but, since Creative Art credits the
Becker Galleries (where the photographer’s work was coin-
cidentally on view) for the use of the May 1931 images, it
1s more likely that the journal’s editors found what they
liked in a preexisting group of prints. The Evans plate that
introduces the article, though unidentified, appears to be a
vertiginous, high-angle view of the massive facade of the
thirty-three-floor Graybar Building. This 1927 structure
covering almost an entire city square is represented at

the Getty not by this image but by a view, titled by Evans
Skyscraper Detail Abstract (no. 46), that more completely
reduces it to a two-dimensional, gridlike arrangement.

Of more interest in regard to the Getty collection
is the second Evans illustration (no. 51), which represents
the Lincoln Building construction area and is captioned
“What beauty the whole has is haphazard.” The editors,
or Wright himself, no doubt selected this composition not
only for its suggestion of the burgeoning construction busi-
ness but also for the layers of stepped-back Italianate

towers (the very thing the author abhorred) topping the

older, already densely packed skyscrapers of the back-
ground. Two other Getty pieces (nos. 49-50), each a very
different and more complete printing of the negative, are
evidence of Evans’s often uninhibited cropping, a tech-
nique that he adopted whenever necessary “to obtain a bet-
ter picture.”' In addition to this panoramic sweep of the
upper reaches of the construction zone at Forty-second
Street and Park Avenue, Evans made a vertical view high-
lighting a gigantic crane at the site (no. 47). Silhouetted
against the sky, it has greater height and more graceful
lines than the surrounding Beaux-Arts high-rises of

1920s Manhattan.

The publication of these skyscraper compositions
was significant, especially in conjunction with Wright’s
highly critical commentary on the state of contemporary
urban architecture, for Evans had recently become
engaged in a project to document nineteenth-century
houses of New York State and New England.?? The idea,
and funds, for this documentation effort came from Hound
& Horn founder Lincoln Kirstein. Kirstein, son of a
wealthy Boston merchant, apparently persuaded Evans
and the socialist poet John Brooks Wheelwright, whose
father had been an important Boston architect, to travel
through Massachusetts with him in search of domestic
Victorian architecture, in particular, the Gothic, Greek,
and Gingerbread styles of that eclectic era.

Although a young man just out of Harvard with
strong ties to the newly formed Museum of Modern Art,
Kirstein was obsessed with the historian Henry Adams,
the events of the Civil War, and the possibility of creating
on film “a monumental history of the American art of build-
ing in its most imaginative and impermanent period.”*
The book that Kirstein envisioned Evans illustrating never
appeared, but thirty-nine of the views Evans obtained dur-
ing these rather informal “research” trips were eventually
assembled in the fall of 1933 in an exhibition at MoMA,
Walker Evans: Photographs of Nineteenth-Century Houses.

The exhibition prints, along with sixty-one other photo-



graphs from the project, were donated to MoMA that year
by Kirstein. The Getty holds three prints of exhibition
images (nos. 154 [reversed], 157, 194); one print (no. 156),
though not exhibited, was among the images in the
Kirstein gift.

This exhibition, though hanging in New York for a
brief three weeks, circulated to fourteen other venues from
Vermont to Illinois to West Virginia and was part of a wave
of nostalgia then spawning ambitious public and private
preservation projects, such as Rockefeller’s Williamsburg,
Henry Ford’s Greenfield Village (dedicated in 1929), and
the Historic American Buildings Survey, a federal program
chartered the month Evans’s pictures went on view.**
Announcing the show in MoMA’s Bulletin of December
1933, Kirstein declared Evans’s images of historic struc-
tures “perfect documents” and described the way in which

they were achieved:

Evans’ style is based on moral virtues of patience,
surgical accuracy and self-effacement. In order to
force details into their firmest relief, he could only
work in brilliant sunlight, and the sun had to be on
the correct side of the streets. Often many trips to the
same house were necessary to avoid shadows cast by
trees or other houses; only the spring and fall were
favorable seasons. The forms were sharpened until
so precise an image was achieved, that many of the
houses seem to exist in an airless nostalgia for the
past to which Edward Hopper in his noble canvases

pays a more personal tribute.®

A retrospective exhibition of Hopper’s paintings,
in fact, hung concurrently at MoMA; the Hopper cata-
logue was written by another artist of the American Scene,
Charles Burchfield.* The work of Hopper and Burchfield,
already known for their distinctive treatment of the theme
of the Victorian house, as well as the work of the photogra-

pher Ralph Steiner, all probably contributed to Evans’s
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Figure 3. Ralph Steiner (American, 1899-1986).
Residence on Elmwood Street, ca. 1929. Halftone
from USA (Spring 1930), 21.6 x 17.2 cm
(8% x 6% in.). © Murray Weiss.

early enthusiasm for nineteenth-century subjects. In fact,
Burchfield and Steiner illustrated a May 1930 Fortune
essay called “Vanishing Backyards,” ironically based on
the efforts of Mrs. Rockefeller and Mrs. Henry Ford to
clean up American roadsides.”” While commending the
millionaires’ wives, the author gives praise to “the record
of things that are passing” put together by Burchfield and
Steiner: “They have assembled a record—not of the new
America, its skyscrapers, its airplanes, its dynamos—but
of the America which remains unregenerate, its back
porches and backyards, its ugliness and its waste.”*
Steiner, a professional photographer also recog-
nized for his experimental motion-picture work, was, like
Evans, featured in the pages of USA; the spring 1930 issue

of that quarterly ran his elaborate gingerbread facade Resi-
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dence on Elmwood Avenue (fig. 3) adjacent to an article
titled “Sentimentality and Mechanism” and a one-page lay-
out of four pictures with the caption: “The Touch of a Van-
ished Hand, Fugitive glimpses of an America that is
almost gone.” Like the Fortune essay, the latter con-
tained what has become a classic in Steiner’s oeuvre, the
rocking-chair image now called American Baroque but
then designated as Observation Post in Mohawk County.
This photograph of a finely crafted wicker rocker on an old
frame porch, casting elaborate shadows on aged wooden
slats, had appeared in the pages of Kirstein’s Hound &
Horn in the fall of 1929.% The simple antiquated subject,
representing a sophisticated piece of folk art as well as the
severe lines of rural architecture in upper New York State,
may well have suggested new directions to Evans before

he launched into the tour planned by Kirstein and

own style; his influence might be discerned in the best of
the images from the Victorian house project, as seen in a
tew Getty examples, such as the impenetrable-looking
Greek Revival house from Upstate New York (no. 158), the
small Gothic Massachusetts house with its decorated gable
and prominent “For Sale” sign (no. 155), and the Ginger-
bread pump house found in Kennebunkport that Evans
would modestly dub The Maine Pump (no. 194). The popu-
larity of Victorian vernacular architecture would vacillate
over the decades, but Evans would continue to investigate
its peculiar design possibilities for the rest of his career,
photographing barns, mills, railroad stations, water towers,
and residences. In 1955, John Maass, one of the earliest
architectural historians to speak in defense of the Victo-
rian house, would remark that the photographer was
unique in his persistent efforts to take “a close look™ at

these structures created by “forgotten carpenters” rather

Wheelwright. In later years, Steiner would be one of the

few photographers Evans would credit as a source for his
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1926-1934

Circa 1930: New York and New England

Excluding the Cuban work of 1933 represented in the next
chapter, the photographs that follow cover the years 1926
to 1934 and are arranged in a loosely chronological fashion
in six categories: Lindbergh parade pictures, the Brooklyn
Bridge, architectural studies, street pictures (people and
shop fronts), Victorian architecture (including domestic

interiors), and miscellaneous subjects dating to 1934.

1

[Self-Portrait, Paris], September 1926
Image: 10.5x 6.9 cm (4 Y8 x 22%52 In.);
original window mat: 33 x 21.5 cm
(13x8%in.)

89.XM.48

MARKS & INSCRIPTIONS: {Recto) on

1.25 x 3.5 cm (V16 x 1 %16 in.) typed
label affixed to mat, at . right, SELF
[-]JPORTRAITIPARIS 1926.

PROVENANCE: Paul Grotz; Eugene
Prakapas.

REFERENCES: WEAW, p. 18 (variant).



2

Waiting for Parade to Start, Down-
town, Lindbergh Day, June 13, 1927
3.4x5.9cm (1% x2%sin.)
84.XM.956.39

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in black ink, by
Evans: Waiting for paradel/to start,
downtown,/Lindbergh day, June 13,
192— [last number cut off]; at L. left,
Evans stamp A; at |. right, stamped in
black ink, 83; imprinted at l. right,
VELOX; at 1. left, in pencil, Crane
no. L65.58(Fvans).

3

[Lindbergh Day Parade], June 13, 1927
10 x 16.3 ¢cm (3 %16 x 6 % In.)
84.XM.956.40

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp A, and in pencil, Crane
no. 165.59(Evans).

4

[Lindbergh Day Parade?], June 13,
1927

14.8 x 23.1 cm (5 %2 x 9 Y5 in.) [on origi-
nal mount trimmed to image}
84.XM.956.41
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MARKS & INSCRIPTIONS: (Verso) at
u. right, Evans stamp A; at L. left, in
pencil, Crane no. L65.65(Evans).

5

[Manhattan Skyline with Brooklyn
Bridge Trussing], October 1928
3.7x5.8 em (1 1o x 2 %6 in.)
84.XM.956.80

MARKS & INSCRIPTIONS: { Verso) dated at
u. center, in black ink, by Evans: Oct
1928; at center, partial Evans stamp K;
at . right, wet stamp, in black ink, 23.

6

[Manhattan Skyline from Brooklyn
Bridge], ca. 1928-30

7.8x55cm (3% x 2% in.)
84.XM.956.79

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; (recto, mat) at left
edge, in pencil, 5,6,7; at . left, in pen-
cil, Crane nos. L65.29,.30,.32.
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7

[Manhattan Skyline from Brooklyn
Bridge], ca. 1929-30

8.7x11.4 cm (3 %6 x 4 Y2 1n.)
84.XM.956.71

MARKS & INSCRIPTIONS: (Recto, mat) at
I. right, in pencil, 36; at 1. left, in
pencil, Crane no. L65.3(Evans).

8

[Manhattan Skyline from Brooklyn
Bridge], ca. 1928-30
39x5.4cm(1%6x2Ysin.)
84.XM.956.78

MARKS & INSCRIPTIONS: (Ver'so) at center,

partial Evans stamp K; (recto, mat) at
left edge, in pencil, 5,6,7; at 1. left, in
pencil, Crane nos. L65.29,.30.,.32.

9

[Brooklyn Bridge], 1929

14.8 x 14.1 em (5 %16 x 5 %16 in.)
84.XM.956.10

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, H4717; at center, in
pencil, S. S neg & pos; at center, in pen-
cil, F-3 [inverted]; at u. right, SS; at

1. right, for/ Fortune; at 1. center, in
blue ink, H-4717; at center, in blue
crayon, WF4-26 [inverted]; at . right,

Evans stamp A; (recto, mat) at 1. left,
in pencil, Crane no. L65.1.

10

{Brooklyn Bridge], 1929

6x9.8cm (2% x 3% in.)

84.XM.956.9

MARKS & INSCRIPTIONS: {Verso) at

1. right, Evans stamp A; and in pencil,
forlFortune; (recto, mat) at 1. left, in
pencil, Crane no. L65.45(Evans).

11
[Brooklyn Bridge), 1929
6.3 x4 cm (2 ¥2x 1 %e in.)

84.XM.956.3

MARKS & INSCRIPTIONS: (Verso) at center,
partial Evans stamp B; at L. left, in
pencil, Crane no. 32 [circled]/
L65.18(Evans).

REFERENCES: WEAW, p. 42 (variant).

12

[Brooklyn Bridge], 1929
6x3.8cm(2%x1%in.)

84.XM.956.4

MARKS & INSCRIPTIONS: (Verso) at center,
partial Evans stamp B; at left edge, in
pencil, 10-28, and stamped in blue
ink, 2, and partial Evans stamp B; at



1. left, 30 [circled]; at bottom edge,
in pencil, Crane no. L65.17(Evans).
REFERENCES: WEAW, p. 42 (variant); BB,

n.p.

13

[Brooklyn Bridge], 1929

6.2x4.1 cm (2% x 1% in.)
84.XM.956.1

MARKS & INSCRIPTIONS: {Verso) at u. cen-
ter, partial Evans stamp B; at 1. left,

in pencil, Crane no. L65.42(Evans).
REFERENCES: WEAW, p. 43 (variant,

u. right).

14

[Brooklyn Bridge], 1929

9.5x7.8cm 3% x2'Vis1n.)
84.XM.956.5

MARKS & INSCRIPTIONS: (Verso) at center,
partial Evans stamp B; at L. left, in
pencil, Crane no. L65.43(Evans).
REFERENCES: BB, n.p. (variant).

15

[Brooklyn Bridge], ca. 1929

9.2x13.6 cm (3% x 5% in.)
84.XM.956.7

MARKS & INSCRIPTIONS: (Verso) at

L. right, in pencil, FROM [Evans stamp
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A)/FORTUNE; at 1. left, in pencil,
Crane no. L65.41(Evans).

16

[Brooklyn Bridge], ca. 1929
8.8x13.5cm (3% x 5%e in.)
84.XM.956.8

MARKS & INSCRIPTIONS: (Verso) at . left,
Evans stamp A; at center, in pencil, 8
[circled]; at L. left, in pencil, Crane
no. L65.40(Evans).

NoTE: Not illustrated; variant of no. 15.

17

Brooklyn Bridge, 1929

10.2x 6.1 em (4 x 2 %16 in.)
84.XM.956.6

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Brooklyn Bridge/
1929; along right edge, Evans stamp
B; at l. left, in pencil, Crane

no. L65.78(Evans).

REFERENCES: BRIDGE, pl. 1 (variant);
WEAW, p. 40 (variant, |. right image).
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18

East River, New York City, 1930
Image: 23.2 x 15.2 cm

(9 Y8 x 5 %6 in.); sheet: 25.8 x 17.6 cm
(10 ¥8 x 6 %6 in.)

84.XM.956.72

MARKS & INSCRIPTIONS: (Verso) titled,
signed and dated at center, in pencil,
by Evans, East River NYC/1930/
Walker Evans; at 1. right, Crane stamp;
at u. left, in pencil, by Arnold Crane,
AHCrane Coll; (recto, mat) at 1. right,
in pencil, 45; on white paper label, in
pencil, New York City 1930-/Scene-7
[illegible; last two words crossed out]

View from the Brooklyn Bridge/One of
Hlustrations from “The Bridge”/Hart
Crane; at 1. left, in pencil, Crane

no. L65.2(Evans).

REFERENCES: BRIDGE, pl. 2 (variant);
BB, n.p.

19

[Brooklyn Bridge], 1928—29
14.9x23.1 cm (5% x 9 Y8 in.)
84.XM.956.138

MARKS & INSCRIPTIONS: (Verso) signed
and dated at left, in pencil, by Evans,
Walker Evans/1928; at right, in pencil,
Crane no. 165.34.

REFERENCES: BRIDGE-AM, frontispiece;
BB, n.p. (variant).

20

The Bridge, 1928-29

Image: 8.2 x 12.8 em (3 ¥4 x 5 Y16 in.);
original mount: 17.9 x 23 cm

(7 Y16 x 9 V16 In.)

84.XM.956.70

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at . right, in pencil,
by Evans, Walker Evans 1929; at
center top edge, in pencil, by Evans,
Reproduce entire photo: no signature.
[last two words underlined]; at . left,

The Bridge; (verso, mount) at u. left, in
pencil, by Armold Crane, A H Crane
Collection; at center, in pencil, Brook-
lyn/The/Bridge N.Y. 192913 Y4 x 5"/
[arrow pointing upward]/CUT 17 [num-
ber circled] Full Scale; at center,
Crane stamp; (recto, mat)

at 1. right, in pencil, 26; at 1. left, in
pencil, Crane no. L65.107(Evans).
REFERENCES: CRANE, no. 26; BB, n.p.
~noTE: Not illustrated; variant of no. 19.

21
[Brooklyn Bridge], 1929
3.9x5.6 cm (1 %6 x 2 %6 1n.)



84.XM.956.2
MARKS & INSCRIPTIONS: (Verso) at

u. edge, Evans stamp A; at u. left, in
pencil, 250W10S; at 1. center, in pencil,
by Arnold Crane, withdrawn 12/71
AHC; at center, Crane stamp; at 1. left,
in pencil, Crane no. L65.38(Evans).

22

[Brooklyn Bridge, ca. 1928—29
3.9x6.2 cm (1 %6 x 2 %6 in.)
84.XM.488.11

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp A twice [one partial]; at

center, Crane stamp; at bottom, in pen-
cil, by Arnold Crane, Donated to Art
Inst. of Chicago Dec. 69/A H Crane.
PROVENANCE: Arnold Crane; Robert
Schoelkopf; Samuel Wagstaff, Jr.

NoTE: Not illustrated; variant of no. 21.

23

[Brooklyn Bridge], 1929

4x57cm (1%6x 2% in) fon AZO
postcard stock]

84.XM.488.7

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A and in pencil, 6°.
PROVENANCE: Arnold Crane; Robert
Schoelkopf; Samuel Wagstalf, Jr.
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24

[Brooklyn Bridge), 1929
4.1x57cm (17 x2% in.)
84.XM.956.33

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at center, in
pencil, 5; at L. left, in pencil, Crane
no. L65.39(Evans).

REFERENCES: CRANE, no 5.

NoTE: Not illustrated; duplicate of
no. 23.

25

Brooklyn Bridge, 1929

Image: 11.2 x 17.2 cm (4 %16 x 6 %52 1n.);
original mount: 27.9 x 22.7 em

(10 "6 x 8 1% in.)

84.XM.956.120

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right, in pencil, by Evans,
Walker Evans; at 1. left, in pencil, by
Evans, Brooklyn Bridge 1929; (verso,
mount) at center, Evans stamp K;
(recto, mat) at L. right, in pencil, 27; at
L. left, in pencil, Crane

no. L65.117(Evans).

26

[Railroad Track Detail, New York],
1929

8.2x14.7cm (3 Y x 5 e in.)
84.XM.956.36

MARKS & INSCRIPTIONS: {Verso) at 1. left,
Evans stamp A; at 1. left, in pencil,
Crane no. L65.44(Evans).

REFERENCES: CRANE, no. 15.

27

[Railroad Track Detail, New York],
1929

3.5x6cm(l¥x2%in.)
84.XM.956.119

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, in pencil, by Evans, N.Y. 1929; at

L. left, Evans stamp A; at center, in
pencil, 52 [inverted]; at u. left, in pen-
cil, #15; at u. right, [arrow pointing
upward]; at r. center, in pencil,

1% x 2%"; at 1. left, in pencil, Crane
no. L65.112{Evans).

REFERENCES: CRANE, no. 15.

NoTE: Not illustrated; variant of no. 26.

28

[Railroad Track Detail, New York],
ca. 1929

Image: 8 x 14.2 cm (3 %16 x 5 V16 In.);
original mount: 27.9 x 22.9 em

(10 16 x 9 in.)

84.XM.488.8

MARKS & INSCRIPTIONS: {Verso, mount)
signed at center, in pencil, Walker
Evans; at 1. center, in pencil, 600-;

at |. right, in pencil, Wagstaff

no. W. Evans 5.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

29

[Port of New York*], ca. 192829
Image: 13 x 22.6 cm (5 ¥4 x 8 % in.);
original mount: 18.2 x 25.8 cm

{7 Y6 x 10 %10 In.)

84.XM.956.43

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp I; at . right, Crane
stamp; at 1. left, in pencil, Crane

no. L65.77.

REFERENCES: *“New York City,”
Hound & Horn, Oct.—Dec. 1930, n.p.
(variant); WEAW, p. 39 (variant).

30

[Port of New York*], ca. 1928-29
Image: 6.3x 10.8 cm (22 x 4 V4 in);
original mount: 28.2 x 19.5 cm

(11 Y x 7'W16 in.)

84.XM.488.4

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated, at . right, Walker
Evans 1928; (verso, mount) at . right,
in pencil, Manhattan/1929, 118, X,
and Wagstaff no. W. Evans 12.
PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: *“New York City,” Hound
& Horn, Oct.~Dec. 1930, n.p.(variant);
WEAW, p. 39 (variant).

NoTE: Not illustrated; variant of no. 29.

31

[Port of New York*], ca. 1928—29

6.3.x 10.7cm (22 x 4 V4 in.)
84.XM.956.115

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; at l. center, in pencil,
by Arnold Crane, Withdrawn AHC/12/
71; at u. left, 29/AHC; at . right, Crane
stamp; (recto, mat) at |. right, in pen-
cil, 2; at L. left, in pencil, Crane

no. L65.119(Evans).

REFERENCEs: *“New York City,” Hound
& Horn, Oct.~Dec. 1930, n.p. {vari-
ant); WEAW, p. 39 (variant).

notk: Not illustrated; duplicate of

no. 30.

32

Manhattan Dock, 1928
6.4x38cm(2%x1%in)
84.XM.956.114

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, MANHATTAN/ DOCK/ 1928/

2% x 1Y5; (recto, mat) at 1. left, in pen-
cil, Crane no. L65.121(FEvans); at

1. center, in pencil on white paper
taped to mat, Marnhatten (sic) Dock/
Slip 1928 [underlined]/Orig. Format
used/by W.E. = (orig./condition).
REFERENCES: CRANE, no. 1.
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33

[Manhattan Dock], 1928
6.3x3.8(2%x1%in.)

84.XM.956.37

MARKS & INSCRIPTIONS: {Verso) at center,
Evans stamp 1; at center, in pencil, 21;
at left, 50W155; at 1. left, in pencil,
Crane no. 165.67(Evans).

noTE: Not illustrated; duplicate of

no. 32.

34

[Manhattan Dock], 1928

18.1x 11.9 em (7 Y6 x 4 V4o In.) [on
original mount trimmed to image]

84.XM.956.38

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp B and in pencil, Crane
no. L65.68(Evans).

35

[Detail of Ship, New York], 1928

20.3 x 30.4 cm (8 x 12 in.) [on original
mount trimmed to image]
84.XM.956.65

MARKS & (NSCRIPTIONS: (Verso) at

u. right, in pencil, by Evans, #4/N.Y.
1928; at 1. left, in pencil, CUT 5 [space]
9" {arrow pointing to right] WIDE; at

u. right, Evans stamp A twice [one par-

tial]; also, in pencil, line from u. left to
L. right; at 1. right, in pencil, CROP
[crossed out in black ink], with arrow
to line; from top right to bottom right,
ruled pencil line % in. from edge;
(recto, mat) at L. right, in pencil, 4; at
L. left, in pencil, Crane

no. L65.6{Evans).

REFERENCES: CRANE, no. 4.

36

Chrysler Building, ca. 1929-30
Image: 16.8 x 11.9 cm

(6 %8 x 4 %6 in.); sheet:

17.6 x 12.6 cm (6 %16 x 43Y52 in.)

84.XM.956.135

MARKS & INSCRIPTIONS: (Verso) titled at
center, in pencil, by Evans, Chrysler
Bldg.; at 1. center, Evans stamp J; at

L. left, in pencil, Crane no. L65.49.

37

[Chrysler Building Construction, New
York*], 1930

15.7x 11.3 cm (6 %16 x 4 %6 1n.)
84.XM.956.136

MARKS & INSCRIPTIONS: (Verso) Evans
stamp B; at 1. left, in pencil, Crane
no. L65.50.

REFERENCES: *APERTURE, p. 25.
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EXHIBITIONS: Experimental Photogra-
phy: The Machine Age, J. Paul Getty
Museum, Malibu, Calif., Sept. 26—
Dec. 10, 1989.

38

[View of Mid-Town Manhattan], 1930

Image: 12.9 x 8.3 cm (5 Y5 x 3 %15 In.);

original mount: 19.1 x 15.3 cm

(7%2x 6 V16 1n.)

84.XM.956.89

MARKS & INSCRIPTIONS: (Recto, mount)

signed and dated at 1. right, in pencil,
by Evans, Walker Evans/1930; (verso,
mount) at |. center, Crane stamp;

39

(recto, mat) at |. right, in pencil, 44; at
I. left, in pencil, L65.12(Evans).

39

[Cityscape with “Stepped” Building],
ca. 1928-29

7.8 x 5.5 ¢cm (3 Vie x 2 %6 in.) [on AZO
postcard stock]

84.XM.488.6

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp A; at center, in pencil by
Arnold Crane, Donated to Art Inst. of
Chicago 1969/Arnold Crane; at center,
in pencil, 2; at right, Crane stamp.
PROVENANCE: Arnold Crane; Robert
Schoelkopf; Samuel Wagstaff, Jr.

40

[Cityscape with “Stepped” Building],
ca. 1928-29

7.9x 5.5 cm (3 Y8 x 2% in.) [on AZO
postcard stock]

84.XM.956.91

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 23; at center, Evans stamp
A; (recto, mat) at L. right, in pencil,
8,9; at L. left, in pencil, Crane

nos. L65.33/065.35 (Evans).

NoTE: Not illustrated; duplicate of
no. 39.

41

[Manhattan), 1929

9.6 x 4.3 cm (32%2x 1 'is in.)
84.XM.956.128

MARKS & INSCRIPTIONS: (Recto, mat) at

1. right, in pencil, 33; at L. left, in
pencil, Crane no. L65.118(Fvans); on
white paper taped to mat, at 1. center,
in pencil, Manhatter [sic] 1929 [under-
lined]/Orig format.

42

[Architectural Study, International
Telephone Building], October 1928
6.1 x4 cm (2% x 1%se in.)
84.XM.956.117

MARKS & INSCRIPTIONS: (Verso) at center,
in black ink, by Evans, From S. Wil-
ltam St./near Broad St./Rear view of
International/Telephone Bldg./(Oct
1928); along right edge, in pencil,
Crane no. 165.110(Evans).

43

[Architectural Study, International
Telephone Building], October 1928
6.2 x 3.9 cm (2 V6 x 1 Y16 1n.)
84.XM.956.20

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at u. center, in
pencil, 35 [inverted]; at L. left, in
pencil, Crane no. L65.62(Evans).
~oTE: Not illustrated; duplicate of
no. 42.

44

[Architectural Study, International
Telephone Building], October 1928
6.3x3.9cm (2%2x1%s1n.)
84.XM.956.22

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at right center, in
pencil, 27; at . left, in pencil, Crane
no. L65.61(Evans); (recto, mat) on
white paper taped at L. center, in pen-
cil, from S. William St./ near Broad
St./Rear view of Inter/National Tele-
phone/Bldg. {Oct 1928).

NoTe: Not illustrated; duplicate of

no. 42.

45

Graybar Building, 1929

17.7x 12.1 em (7 x 4% in.) [on original
mount trimmed to image]
84.XM.956.26

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, possibly by Evans,
W. Evans; titled and dated at u. right,
by Evans, Graybar Bldg 1929; at

I. left, Evans stamp A; at 1. left, in
pencil, Crane no. 165.79(Evans).
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46

Skyscraper Detail Abstract, Graybar
Building, ca. 1929

Image: 6.3x3.9cm (22 x 1 72 1in.);
original mount [negative sleeve]:
26.6 x 21.8 cm (10 2 x 8 %16 in.)
84.XM.956.28

MARKS & INSCRIPTIONS: {Recto, mount)
titled and dated at u. left, in pencil,
by Evans, Skyscraper detail abstract/
Graybar Bldg 19297 [space] vest
pocket; (verso, mount) at 1. left, in pen-
cil, 35 and Crane no. L65.80(Evans).
note: Not illustrated; variant of

no. 45.

47

[New York City, Lincoln Building Con-
struction, Forty-second Street and Park
Avenue], 1929-30

9.1x5.7cm (3% x 2V in.) [on AZO
postcard stock]

84.XM.956.82

MARKS & INSCRIPTIONS: {Verso) at right,
Evans stamp B; at . left, in pencil,
Crane no. L65.15(Evans).

48

[New York City, Lincoln Building Con-
struction, Forty-second Street and Park
Avenue], ca. 1929-30

Image: 9.4 x 5.6 cm (3 V1o x 2 Y4 In.);
original mount [negative sleeve]:

26.6 x 21.8 cm (10 ¥ x 8 %6 in.)
84.XM.956.30

MARKS & INSCRIPTIONS: (Recto, mount)
titled at u. left, in pencil, by Evans,
NEW YORK CITY/Lincoln bldg construc-
tion; at center, in pencil, by Evans,

2 Y4 x 4 Y4 (mount, verso)

at 1. left, in pencil, 33 and Crane

no. 465.36(Evans).

NOTE: Not illustrated; variant of no. 47.

49

[New York City, Lincoln Building Con-
struction, Forty-second Street and Park
Avenue], 1929-30

Image: 6.5 x 9.1 cm (2 %6 x 3 %6 in.);
original mount [negative sleeve]:

26.6 x 21.8 cm (10 Yo x 8 %o in.)
84.XM.956.32

MARKS & INSCRIPTIONS: {Recto, mount)
at u. left, in pencil, by Evans, NEW
YORK CITY/Lincoln Bldg construction;
and at u. right, by Evans, 2 Ve x 4 /4,
(verso, mount) at 1. left, in pencil, 34
and Crane no. L65.83 (Evans).



REFERENCES: Frank Lloyd Wright, “The
Tyranny of the Skyscraper,” Creative
Art, vol. 8, no. 5 (May 1931), p. 328
(variant); WEAW, p. 27 (variant).

50

[New York City, Lincoln Building Con-
struction, Forty-second Street and Park
Avenue], 1929-30

6.3x9.3cm (2% x3%in.)
84.XM.956.90

MARKS & INSCRIPTIONS: (Verso) at . left,
Evans stamp A; (recto, mat) at 1. right,
in pencil, 8,9; at L. left, in pencil,
Crane nos. 165.33/165.35 (Evans).

REFERENCES: Frank Lloyd Wright, “The
Tyranny of the Skyscraper,” Creative
Art, vol. 8, no. 5 (May 1931), p. 328
(variant); WEAW, p. 27 (variant).

51

[New York City, Lincoln Building Con-
struction, Forty-second Street and Park
Avenue], 1929-30

139x15.8cm (5% x 6 Y4 in.)
84.XM.956.25

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp E; at center, wet stamp,
in black ink, 2361; at . left, in pencil,
Crane no. L65.34(Evans).

REFERENCES: Frank Lloyd Wright, “The
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Tyranny of the Skyscraper,” Creative
Art 8 (May 1931), p. 328 (variant);
WEAW, p. 27 (variant).

52

New York City, Skyscrapers, Abstract
Detail, ca. 1929

Image: 6.4 x 10.8 cm (2%16 x 4 Y4 In.);
original mount [negative sleeve]:
26.6 x 21.8 cm (10 % x 8 %o in.)
84.XM.956.31

MARKS & INSCRIPTIONS: (Recto, mount)
titled at u. left, in pencil, by Evans,
NEW YORK CITY/skyscrapers, abstract
detail; and at u. right, 2 V4 x 4 /4,
(verso, mount) at 1. right, in pencil,
[10); at 1. left, in pencil, Crane

no. L65.81{Evans).

53

[New York City, Skyscrapers, Abstract
Detail], ca. 1929

Image: 15 x 24.5 cm (5 ¥16 x 92Y52 In.);
sheet: 17.9 x 25.3 cm (7 V16 x 9342 in.)
84.XM.956.132

MARKS & INSCRIPTIONS: {Verso) at r. cen-
ter, Evans stamp A; at u. center, in
pencil, arrow pointing upward, NO
CROPPING/SHOW ALL + MARGINS; at

u. left, in pencil, #236 CHICAGO, N.D.;
at . left, CUT 4 [circled] 9" [arrow
pointing to right] WIDE/165.82 {last
line is Crane no.]; in pencil, diagonal
line from u. left to L. right.
REFERENCES: CRANE, no. 228 (incor-
rectly titled Chicago).

NoTE: Not illustrated; variant of no. 52.

54

[Architectural Study] ca. 1928—29
6.1 x5.4 cm (2%6x2 Y 1in.)
84.XM.956.83

MARKS & INSCRIPTIONS: (Verso), at
center, Evans stamp A
[inverted].

55

East 14th Street, October 1928

3.8x 5.9 cm (1 %16 x 2 %16 In.}
84.XM.956.84

MARKS & INSCRIPTIONS: {Verso) titled at
u. left, in black ink, by Evans, E14ST/
10-28; at center, Evans stamp A; at

1. right, wet stamp, in black ink, 23;
(recto, mat) in pencil, Crane

nos. Mpls./165.19.22,23(Evans).

56

Construction Detail of Skyscraper/[East
14th Street], 1928

Image: 4 x 6 cm (1 %16 x 2% In.);
original mount [negative sleeve]:

26.6 x 21.8 cm (10 ¥2 x 8 %6 in.)
84.XM.956.29

MARKS & INSCRIPTIONS: {Recto, mount)
at u. left, in pencil, by Evans, construc-
tion detail of skyscraper; (verso, mount)
at 1. left, in pencil, 36 and Crane

no. L65.21(Evans).

~notE: Not illustrated; variant of no. 55.

57

[East Fourteenth Street], ca. 1928—29
9.1xl4em{3%x5Y%in.)
84.XM.956.23

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp E; at center, wet stamp,
in black ink, 2369; at 1. left, in pencil,
Crane no. L65.20(Evans).

~oTE: Not illustrated; variant of no. 55.

58

[Architectural Study with Cranes and
Cables], ca. 1928-29

6.2 x4 cm (276 x 1 %6 in.)
84.XM.956.118

MARKS & INSCRIPTIONS: (Verso) at

1. center, Evans stamp A; at center,
in pencil, 30; at 1. left, in pencil,
Crane no. 65.111{Evans).
REFERENCES: WEAW, p. 26 (variant).

59

[Architectural Study with Cranes and
Cables], ca. 1928-29
6.3x4.1cm(2Y%2x1%in.)
84.XM.956.19

MARKS & INSCRIPTIONS: {Verso) at

u. center, Evans stamp A; at u. center,
in pencil, 31; at 1. left, in pencil,
Crane no. L65.64(FEvans).
REFERENCES: WEAW, p. 26 (variant).
NoTE: Not illustrated; duplicate of
no. 58.
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60

[Architectural Study with Crane and
Cables], ca. 1928-29

6.3x4.1 cm (2% x 1% in.)
84.XM.956.21

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at center, in pencil:
32; at 1. left, in pencil, Crane

no. L65.31(Evans).

REFERENCES: WEAW, p. 26 (variant).
noTE: Not illustrated; duplicate of
no. 58.

61
[Architectural Study with Crane],
ca. 1928-29

64

—

6.5 x 7.8 cm (2 %16 x 3 Ve in.)
84.XM.956.85

MARKS & INSCRIPTIONS: {Verso) at 1. left,
Evans stamp A; (recto, mat) at 1. left,
in pencil, Crane nos. Mpls./
165.19,.22,.23(Evans).

62

[Architectural Study, Construction Site
with Welders], ca. 1928-29

Image: 54x83cm (2% x 3% in.)
84.XM.488.3

MARKS & INSCRIPTIONS: (Verso) at
center, Evans stamp A.

PROVENANCE: Arnold Crane; Robert
Schoelkopf; Samuel Wagstaff, Jr.

63

[Architectural Study, Construction Site
with Welders], ca. 1928-29
5.3x8.7cm (2% x 3 %6 1n.)
84.XM.956.86

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp A; (recto, mat) at

L. left, in pencil, Crane nos. Mpls./
L65.1 9,.22,.23(Evans).
~NoTE: Not illustrated; variant of no. 62.

64

Bronx, New York City, ca. 192829
15x 12.7 em (5 %8 x 5 in.); original
mount 15x 12.7 em (5% x 5 in.)
84.XM.956.24

MARKS & INSCRIPTIONS: {Verso, mount)
at center, in pencil, by Evans, Bronx,
N.Y.C.; at center, Evans stamp B; at
L. left, in pencil, Crane no. L65.56
(Evans).



68

EXHIBITIONS: Neither Speech Nor Lan-
guage: Photography and the Written
Word, J. Paul Getty Museum, Malibu,
Calif., Feb. 28—May 12, 1991.

65

Outdoor Advertisements, ca. 1929
21.9x 14.4 cm (8% x 5 V46 in.)
84.XM.956.137

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in ink, by Evans, OUTDOOR
ADVERTISEMENTS; at center, in ink, by
Evans, WALKER EVANS/63 PARK AVE.

7 o
=
Iy
[
N

N.Y.C; in pencil: Walker Evans; at 1.
center, in pencil, Shown in the exhibi-
tion of photographs/for Commerce
Industry and Sciencelof the National
Alliance of Art/and Industry.; at

L. right, in ink, 3 [circled]; at . left, in
pencil, Crane no. L65.47.

REFERENCES: WEAW, p. 30 (variant,

L. right).

EXHIBITIONS: Experimental Photogra-
phy: The Machine Age, J. Paul Getty
Museum, Malibu, Calif., Sept. 26—
Dec. 10, 1989.
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66

[Manhattan*], ca. 1928-30

Image: 23.4 x 15.6 cm (9 52 x 6 Ya In.);
original mount: 29.1 x 20.4 cm

(11 % x 8 Y52 in.)

84.XM.956.49

MARKS & INSCRIPTIONS: (Verso, mount)
signed at L. right, in

pencil, by Evans, Walker Evans; at

u. center, in peneil: 17#/New York,

ca. 1929; in pencil, cropping marks
outlining print with diagonal line from
u. left to u. right corners.

REFERENCES: Walker Evans, “Sky

Webs,” USA, Summer 1930, p. 102;
*FAL, pl. 4 (variant).

EXHIBITIONS: Neither Speech Nor Lan-
guage: Photography and the Written
Word, J. Paul Getty Museum, Malibu,
Calif., Feb. 28-May 12, 1991.

67

[Manhattan*], ca. 1928-30

Image: 10.5x 6.1 cm (4 Y6 x 2% in.);
original mount: 11.5x 9 c¢m

(4Y2x 3%0 1n.)

84.XM.956.48

MARKS & INSCRIPTIONS: (Recto, mount)
dated at u. left, in pencil, by Evans,
1930; at right edge, Evans stamp A;
{verso, mount) at center, Evans stamp
A; (recto, mat) at L. left, in pencil,
Crane no. L65.46(Evans).
REFERENCES: *FAL, p. 4 (variant).

68

Times Square/|Broadway Composi-
tion*], 1930

24.8x 21.8 cm (9% x 8 %16 in.) [on
mount trimmed to image]
84.XM.488.10

MARKS & INSCRIPTIONS: (Verso) signed at
1. right, in pencil, by Evans, Walker
FEvans; at u. center, in pencil, by
Evans, Times Square, 1931 (?}/Compo-
sition of 2 Leica snapshots, enlarged.;
at u. left, ?; at center, — 5in —; at
right center: T-4; at L. right, Evans—6;
at right center, wet stamp, in red ink,
No Line and wet stamp, in blue ink,
101017.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: *“Mr. Walker Evans
Records a City’s Scene,” Creative Art,
Dec. 1930, p. 454 (variant).

69

[Times Square)/|Broadway Composi-
tion*], 1930

27 x 23.4 cm (10 % x 9 Y4 in.) [on origi-
nal mount trimmed to image}
84.XM.956.46

MARKS & INSCRIPTIONS: (Verso) signed at
L. right, in pencil, by Evans,

Walker Evans; at u. right, in pencil, 4
BROADWAYI/WALKER EVANS/CARE JULIEN
LEVY/602 MADISON AVEINEW YORK; at

1. left, in pencil, Crane no. L65.76
(Evans).

REFERENCES: ¥*WEAW, p. 31 (variant).
EXHIBITIONS: Experimental Photogra-
phy: The Machine Age, J. Paul Getty
Museum, Malibu, Calif., Sept. 26—
Dec. 10, 1989.
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70

[Industrial Architecture], ca. 1929-30
19.6 x 13.7 em (7% x 5% in.)
84.XM.956.134

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at 1. left, in pencil,
Crane no. 165.48.

REFERENCES: “Photographic Studies,”
Architectural Record, Sept. 1930,

p. 197; WEAW, p. 39 (variant).

71

Grain Elevator, ca. 1930

Image: 22.2 x 14.5 cm

(8% x 56 in.); original mount:
226 x 16.4 cm (8 %6 x 6 Y2 in.)

84.XM.956.96

MARKS & INSCRIPTIONS: (Verso, mount) at
center, in black ink, by Evans, no. 6/
GRAIN ELEVATOR/BY WALKER EVANS/63
PARK AVE., N.Y.C./Industrial photo;
intended as/study of industrial architec-
ture/price of prints $15.-—; at u. left, in
pencil, #38; at center, in pencil, ca.
1930; at 1. left, in ink, arrow pointing
to left/crop white margins; at 1. left, in
pencil, cut 97" [arrow pointing
upward] HIGH; in pencil, rectangular
box drawn to indicate edges of print
with diagonal line from u. left to bot-
tom right; (recto, mat) at 1. right, in

pencil, 38; at L. left, in pencil, Crane
no. L65.11(Evans).
REFERENCES: CRANE, no. 38.

72

[Grain Elevator with Conveyors,
Possibly Canadal, 1931

Image: 13.5x 10.4 cm

(5 %16 x 4 %2 in.); original mount:
16.7 x 13.5 cm (6 %16 X 5 %6 in.)
84.XM.488.17

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at 1. right below
print, in pencil, by Evans,

Walker Evans 1931.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

73

[Factory with Conveyors]/[Montreal
Grain Elevators*], ca. 1930
12.1x11.5cm (4% x4 Y2 in.)
84.XM.956.35

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp K; at 1. left, in pencil,
Crane no. L65.57(Evans).

ReFERENCES: Titled *Montreal Grain
Elevators in Crane inventory list.
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[ Factory Tower, New York], ca. 1930
Image: 11 x 6.5 cm (4 %16 x 2 %16 In.);
sheet: 11.2x 6.8 cm

(4% x 26 1n.)

84.XM.956.129

MARKS & INSCRIPTIONS: {Verso) at center,
Evans stamp B; at r. center, Crane
stamp; at L. left in pencil, AZ04/45 S.
50W, (recto, mat) at 1. right, in pencil,
39; at 1. left, in pencil, Crane

no. L65.122(Evans).
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75

[Flat Iron Building, New York],

ca. 1928-29

55x4.1cm (2% x 1% in.)
84.XM.956.81

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L65.14(Evans).

76

Bronx, 1928

Image: 6.2 x 3.8 cm (2%16 x 1 Y2 1n);
original window mat: 27.8 x 21.5 cm
(11 x 8 V16 in.)

84.XM.488.2

MARKS & INsCRIPTIONS: (Recto, mat)
signed inside, in pencil below print,
Walker Evans; at |. left, in pencil, N.Y./
1928; at 1. right, by Evans, Bronx/
1928; (verso, mat) blindstamped out-
side at u. left, BAINBRIDGE/DRAWING
PAPER N° G-61; at bottom center, in pen-
cil, 650; at 1. right, in pencil, Wagstaff
no. W Evans 13 [space] 7.
PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

77

Manhattan, October 1928

Image: 3.8 x6.3 cm (1 %2 x 2% in.);
original window mat: 27 x 21.6 cm
(10%x 8% in.)

84.XM.956.27

MARKS & INSCRIPTIONS: (Verso) at top
edge, in black ink and pencil, by
Evans, 44st betw 2nd & Ist [space]
10-28; at 1. right, wet stamp, in black
ink, I; at l. left, in pencil, Crane

no. L65.72(Evans); (recto, mat) at

L. right, in pencil, by Evans, Manhat-
tan/1928; (verso, mat) at . center,
Evans stamp A; at u. left, in pencil,
B49/5; at L. right, in pencil, 6; at 1. left,
in pencil, Crane no. L65.72(Evans).

78

[Glass Roof of Pennsylvania Station,
New York City], ca. 1928-29

3.9x 5.3 cm (1 %6 x 2 Y16 in.)
84.XM.488.5

MARKS & INSCRIPTIONS: (Recto and
verso, mat) at L. right on both, in
pencil, Wagstaff no. W. Evans 16.
PROVENANCE: Arnold Crane; Robert
Schoelkopf; Samuel Wagstaff, Jr.
REFERENCES: WEAW, p. 39 (variant, cen-
ter left image).

79

Wall Street Windows, ca. 1929
29.9x 19.2 cm (11 % x 7% in.) [on
original mount trimmed to image]
84.XM.956.116

MARKS & INSCRIPTIONS: (Verso) titled,
signed and dated at u. center, in
pencil, by Evans, Wall St. Windows,
19297/ Walker Evans; at |. right, Crane
stamp; at 1. left, in pencil, Crane
no. 165.126 and Arnold H.

Crane Collection.

80

[Wall Street Windows), ca. 1929

29.2x 19 cm (11 ¥ x 7% in.) [on origi-
nal mount trimmed to image]
84.XP.208.22

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, 8 [eircled]; at u. right,
NS 35; at 1. center, XIV-105/c.1929; at

L. left, #2; at 1. center, Lunn Gallery
stamp, and within boxes, in pencil,
X1V and 105.

pPROVENANCE: Daniel Wolf.

~oTe: Not illustrated; duplicate of

no. 79.
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[Detail of Mooring Chains, New Bed-
ford, Massachusetts], 1928

Image: 5.5 x 8.8 cm (2 %6 x 3 Y2 In.);
original mount: 8 x 11.2 cm
(BYsx4%in.)

84.XM.488.9

MARKS & INSCRIPTIONS: {Recto, mount)
signed and dated at |. right, in pen-
cil, by Evans, Walker Fvans 1928;
(verso, mount) at center, I [circled];
at |. right, in pencil, Wagstaff

no. W. Evans 11.

pPROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: MoMA, p. 27 (variant,
dated 1931).

82

Washington Street, New York City/
[Wash Day*], ca. 1930

27.5x%x20.3 cm (10 %2 x 81in.)
84.XM.956.45

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Washington St.
NYC:; at |. center, Evans stamp A; at

L. right, in pencil, Arnold Crane Collec-
tton; at 1. left, in pencil, Crane

no. L65.71 (Evans).

REFERENCES: *“New York City,” Hound
& Horn, Oct.—Dec. 1930, n.p.; APER-
TURE, p. 11 (variant).

83

[Clothesline and Smokestacks],

ca. 1930

Image: 13.2 x 19.5 ¢m

(5 ¥4 x 7 'Wie in.); original mount:
17.4x 25.7 ¢cm (6 *¥16 x 10 Y3 in.)
84.XM.956.42

MARKS & INSCRIPTIONS: (Verso, mount)
at center, Evans stamp E; at L. right,
Crane stamp.

84

[Clothesline and Smokestacks],

ca. 1930

19.9x 13.3 cm (72%52x 5 Y4 in.)
84.XM.956.112

MARKS & INSCRIPTIONS: {Verso) at

l. right, Evans stamp A.; (recto, mat)
at 1. left, in pencil, Crane no. 165.120
(Evans).

85

Longshoreman, South Street, New York
City, 1928

20x 14 em (7% x 5% in.)
84.XM.956.52

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Longshoreman/



South Street NYC/photo 1928; at

1. right, Evans stamp A; at 1. left, in
pencil, Crane no. 65.52(Evans).
REFERENCES: WEAW, p. 22 (variant).

86

[Longshoreman), 1928

6.2x4.1 cm (2%6x 1% in.)
84.XM.956.127

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; (recto, mat) at !. right,
in pencil, 66, 67; at 1. left, in pencil,
Crane nos. L65.123.124(Evans).
REFERENCES: WEAW, p. 22.

NOTE: Not illustrated; variant of no. 85.

91

87

[Three Workmen Eating Lunch],

ca. 1928-29

11.8x 17.5 em (4 Y16 x 6 73 in.)
84.XM.956.56

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; at L. left, in
pencil, Crane no. L65.54(Evans).

88

[Workmen Eating Lunch], ca. 1928—29
5.6x4.1cm(2%2x 1'%z in.)
84.XM.956.126

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, in pencil, by Evans, 71/-28 and
Evans stamp A; (recto, mat) at |. right,
in pencil, 66, 67; at . left, in pencil,
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Crane nos. L65.123 124(Evans).
REFERENCES: WEAW, p. 22 (variant).

89

[Workmen Eating Lunch], ca. 1928-29
Image: 19x 14.9 cm (72 x 5% in.);
sheet: 19 x 14.9 c¢m (7 '%16 x 6 Vie in.)
84.XM.956.53

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at . left, in
pencil, Crane no. L65.53(Evans).
REFERENCES: WEAW, p. 22 (variant).

NoTE: Not illustrated; variant of no. 88.

920
[New York Lunch Counter], ca. 1930
14.7 x 22.5 ¢cm (5 %16 x 8 %1 in.)

29

84.XM.956.62

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; (recto, mat) at
1. left, in pencil, Crane no. L65.25
(Evans).

91

[New York Lunch Counter], ca. 1930
12.5x 17.4 ¢cm (4 '%16 x 6272 in.) [on
original mount trimmed to image]|
84.XM.956.68

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; (recto, mat) at L. left,
in pencil, Crane no. L65.24(Evans).
REFERENCES: FAL, p. 14 (variant).
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92

New York Lunch Counter, ca. 1930
12.5% 20.0 cm (4 %16 x 7 %8 1n.) [on
original mount trimmed to image]
84.XM.956.125

MARKS & INSCRIPTIONS: (Verso) at center,
in black ink, by Evans, NEW YORK
LUNCH COUNTER/PHOTOGRAPH BY
WALKER EVANS; at u. center, Evans
stamp K; at 1. right, Crane stamp;
(recto, mat) at l. left, in pencil, 53 and
Crane no. L65.113(Fvans).
REFERENCES: “Mr. Walker Evans
Records a City’s Scene,” Creative Art,
Dec. 1930, p. 456 (variant, titled

“‘Hurry up please, it’s time.” New York
City’s quick lunch . . . 7); WEAW, p. 47
(variant, . right).

93

[New York Lunch Counter], ca. 1930
12.2 x 18 cm (4 %16 x 7 Y16 in.) [on
mount trimmed to image]
84.XM.956.57

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at L. left, in
pencil, Crane no. L65.26(Evans).
REFERENCEs: “Mr. Walker Evans
Records a City’s Scene,” Creative Art,
Dec. 1930, p. 456 (variant, titled

“‘Hurry up please, it’s time,” New York
City’s quick lunch ... 7).

94

6th Avenuel/[Forty-second Street*],
1929

Image: 12 x 18.5 cm (4 % x 7 %6 In.);
original mount: 18.7 x 21.7 em

(7% x 8% in.)

84.XM.956.506

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; dated at 1. left, in pen-
cil, by Evans, 1931; (verso, mount) at

u. left, in pencil, 6th Ave./1929; at

1. center, Crane stamp; (recto, mat)

at L. right, in pencil, 63; at 1. left, in
pencil, Crane no. 168.13(Evans); at

L. center, in pencil on white label
taped down, N.Y. 1931/Pubd in/
HOUND & HORN/Also American
Photographs.

REFERENCES: “New York City,” Hound
& Horn, Oct.—Dec. 1930, n.p. (first pub-
lication of image); *AMP, 1938, Part I,
no. 19 (variant); FAL, p. 12 (variant);
APERTURE, p. 21 (variant); WEAW,

p- 45 (variant).



CIRCA1930: NEWYORK AND NEW ENGLAND 31

'AKING Pown
L 'AKING Pow

L 'AKING Po >t

L, ‘AKINC PowDER

MLUTELY nE

U\ WY e

98

95

[Royal Baking Powder Steps], 1929
19.7 x 14.1 cm (7 % x 5 %16 In.) [on orig-
inal mount trimmed to image]
84.XM.956.64

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; (recto,

mat) at 1. right, in pencil, 64; at |. left,
in pencil, Crane no. L65.5(Evans).
REFERENCES: WEAW, p. 38 (variant).

96

[Girlin Fulton Street, New York*], 1929
17 x 13.6 cm (6 'Vis x 5% in.) [on origi-
nal mount trimmed to image]

84.XM.956.490

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp F; at |. right, Crane
stamp; at u. right, in pencil, on white
label, 1 17; (recto, mat) at l. left, in pen-
cil, Crane no. L68.12(Evans); on white
label taped to mat, in pencil, Girl in
Fulton St./N.Y. 1929/AMER PHOTOS
P43/HOUND & HORN.

REFERENCES: ¥*AMP, Part I, no. 17 (vari-
ant); FAL, p. 13 (variant); APERTURE,
p- 23; WEAW, p. 45 (variant).

97

[“Who is God?” Street Preacher’s
Wagon, New York], ca. 1929

11.6 x 16.1 em (4 %16 x 6 ' V52 In.)
84.XM.956.333

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; (recto, mat) at
L. right, 239; at 1. left, in pencil, Crane
no. L78.4(Evans).

98

[Female Pedestrian, New York|,

ca. 1929-31

14.5x 16.6 ¢cm (516 x 6 Y16 1n.) [on
original mount trimmed to image]

84.XM.956.88

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp [; at u. right,
in pencil, #62 N.Y. ca.1931; at 1. left,
CUT 25 [circled] 344" |arrow pointing
upward| HIGH; at |. right, Crane stamp;
in pencil, diagonal line from

u. left to L. right corner; (recto, mat)
at l. right, in pencil, 62; at 1. left, in
pencil, Crane no. 165.8(Fvans).
REFERENCES: CRANE, no. 61 (dated
1931).
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99

[Couple in Front of Newberry’s, New
York City], ca. 1930

15.1 x 21.3 em (5 '¥i6 x 8 Y16 in.) [on
original mount trimmed to image]
84.XM.956.102

MARKS & INSCRIPTIONS: (Verso} at

u. left, Evans stamp A; at L. left,

in pencil, Crane no. L78.26. [Note: no.
814 previously affixed to verso mount.]
REFERENCES: FAL, p. 17 (variant);
WEAW, p. 45 (variant).

103

100

[Woman in Front of Newberry’s, New
York City], ca. 1930

Image: 11.7 x 9 cm (4 %2 x 3 %2 in.);
original mount:

12.9x 9.6 cm (5 V16 x 3 '%6 in.)
84.XM.956.101

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, Evans stamp A; at . left, in
pencil, Crane no. L78.27(Evans).
REFERENCES: FAL, p. 17 (variant);
WEAW, p. 45 (variant).

101
[Coney Island], ca. 1928—29
27.8 x 19.7 cm (10 %6 x 7% in.) [on

104

original mount trimmed to image]
84.XM.956.11

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, Crane no.
L65.75(Evans).

REFERENCES: WEAW, p. 35 (variant).

102

[Couple at Coney Island*}, 1928

18.6 x 15.5 cm (7 %16 X 6 Y16 in.)
84.XM.956.464

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at center, in pencil, 14
[circled]; at L. left, in pencil, Crane

no. L68.28(Evans) and 1104.
REFERENCES: *AMP, Part I, no. 41 (vari-
ant); FAL, p. 11 (variant).

EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989.

103

[Coney Island*], 1929

23.3 x 14.8 cm (9 %16 x 5 %6 in.) {on
Masonite trimmed to image]
84.XM.956.435

MARKS & INSCRIPTIONS: (Verso, mount)
signed at l. center, in pencil, by
Evans, Walker Evans; at 1. center, in
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pencil, A.P. I: I-11; at center, Evans
stamp F; on MoMA label, at u. center,
in pencil, A.P. 1: I-11/eleven; on MoMA
label, at L. right, in blue ink, GR.V;
typed on label, EVANS/CONEY ISLAND
BOARDWALK, 1929/40/38.2299; at 1. left,
in pencil, Crane no. L69.2(Evans).
REFERENCES: *FAL, p. 10 (variant);
WEAW, p. 24 (variant).

104

[Coney Island Boardwalk*], 1929
Image: 21.4 x 14.4 cm

(8 716 x 52Y52 in.); original hole-

107

punched mount: 27.9 x 21.6 cm

(11 x 8% in.)

84.XM.956.462

MARKS & INSCRIPTIONS: (Recto, mount)
at l. center, in black ink, Part One.
#11. Coney Island ‘Boardwalk|[’]/1929;
at u. right, in pencil, 99.3 [next to right
angle and crossed out]; at |. left, OK
to/Retouch; at center, I to 8 /a; at

L. right, I-11 [circled]; at I. right, 11; at
1. right, in red pencil, S.; (verso,
mount) at u. center, in pencil, I-11; at
l. center, H2416-86/86/NO [within a
box] 150 h; at L. right, 11; at center,
Evans stamp A; at . left, in pencil,

Crane no. 168.8(Evans).
REFERENCES: ¥*AMP, Part I, no. 11;
WEAW, p. 24 (variant).

105

[Coney Island Beach], ca. 1929
22.5x 30.9 cm (8 % x 12 %16 in.)
84.XM.956.121

MARKS & INSCRIPTIONS: (Verso) at

I. right, Evans stamp A; (recto, mat)
at 1. left, in pencil, 24 and in pencil,
Crane no. L65.114(Evans).

106

Coney Sands, 1930

30.8x 18.3 cm (12 V6 x 7 %6 in.)
84.XM.956.13

MARKS & INSCRIPTIONS: {Verso) titled,
dated and signed at center, in pencil,
by Evans, Coney Sands 1930/enlarged
snapshot/by/w/Walker Evans; at u. left,
in pencil, CROP [arrow pointing up]/
#12; at 1. left, in pencil, 12 CUT 27 (27
is circled] 5 %4 [arrow pointing
upward] HIGH/—CROP [arrow pointing
down] 1S [space] 43.-15-140; in pencil,
diagonal line from u. left to 1. right; at
1. left, in pencil, on white label, Crane
no. L65.69/{Evans).

REFERENCES: CRANE, no. 236; WEAW,

p- 25 (dated 1928-29).

107

[Coney Sands], 1930

20.1x 17.5 cm (7 %16 x 6 ¥s in.) [on
mount trimmed to image]
84.XM.956.12

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at u. left, partial
Evans stamp B; at . left, in pencil,
Crane no. L65.70(Evans)
REFERENCES: WEAW, p. 25 (variant,
dated 1928-29).
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108

[Two Men and a Woman at Amusement
Park], ca. 1929

15.4 x 21 em (6 Y16 x 8 %16 in.) [on origi-
nal mount trimmed to image]
84.XM.956.92

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp I; at u. left, in
pencil, by Amold Crane, Brooklyn
Amusement Pk/1934; at 1. right,

Crane stamp; at L. left, in pencil,
Crane no. L65.84.(Evans); (recto,

mat) at L. left, in pencil, Crane

no. L65.84(Evans).

REFERENCES: WEAW, p. 47 (variant).

109

[Two Women at a Hot Dog Stand, Pos-
sibly Coney Island], ca. 1930

15.3 x 20.2 cm (6 x 7 %16 in.) [on origi-
nal mount trimmed to image]
84.XM.956.694

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at |. left, in
pencil, Crane no. L78.15(Fvans).

110

59th Street, New York City/{Construc-
tion of Bloomingdale’s), ca. 1929-30
20.1 x 29.8 cm (7 W6 x 11 %4 in.)
84.XM.956.50

MARKS & INSCRIPTIONS: (Verso) titled at
center, in pencil, by Evans, 59th St.
NYC; at 1. left, Evans stamp A, and in
pencil, Crane no. L65.73(Evans).

111

[Fifty-ninth Street, New York City,
Construction of Bloomingdale’],

ca. 1929-30

20.1 x 17.7 c¢m (7 %16 x 6 %16 in.) [on
original mount trimmed to image}
84.XM.956.55

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamps A and B;

at 1. left, in pencil, Crane no. L65.74
(Evans).

112

We Are Building a New and Bigger
Bloomingdale’s, ca. 1929-30

Image: 30.6 x 20.8 cm

(13 %16 x 8 %16 in.); original mount:
35.4x27.5cm (14 x 10 % 1n.)
84.XM.956.131

MARKS & INSCRIPTIONS: (Recto, mount)
Signed and dated at 1. right, in pencil,
by Evans, Walker Evans 1931; (verso,
mount) at u. center, in pencil, by
Evans, We are building a new and big-
ger Bloomingdale’s/19317; at 1. right,
Evans stamp A; at 1. left, in pencil,
Crane no. [65.51.
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116

[Abstraction, New York*], 1929

Image: 12.6 x 18.6 cmm

(4 Y52 x 7 %6 in.); original mount [F &
R Monogram Board]: 27.9 x 21.2 em
(11 x 8 %o in.)

84.XM.956.122

MARKS & INSCRIPTIONS: (Verso, mount) at
center, Evans stamp K and in pencil,
#21 Abstraction, N.Y. 1929; at 1. left,
CUT 10 [circled] 3 %" [arrow pointing

116 upward] HIGH; at center bottom edge,
72.5-20-145; at |. center, Crane stamp
twice; (recto, mat) at l. right, in pencil,

- 27; at 1. left, in pencil, Crane
‘ no. L65.115(Evans); on white paper
taped to mat, in pencil, Abstraction/
1929/NY.

113 114 115 REFERENCES: “Photographic Studies,”

[Man Wearing Sandwich-Board Sign [New York City Street Corner, High [New York City Street Corner, High Architectural Record, Sept. 1930,

Advertising Washington Street Photo Angle View], 1929 Angle View], ca. 1929 p- 194 (vertical orientation); *CRANE,

Studio], ca. 1930 18.3 x 12.7 cm (7 Y4 x 5 in.) {on mount 6.6x4cm (2% x1%in.) no. 21 (reversed); WEAW, p. 39 (variant,

19.6 x 12.2 cm (7 % x 4 %6 in.) trimmed to image] 84.XM.956.34 vertical orientation).

84.XM.956.66 84.XM.956.47 MARKS & INSCRIPTIONS: (Verso) at u. cen-

MARKS & INSCRIPTIONS: (Verso) at MARKS & INSCRIPTIONS: (Verso) signed ter, Evans stamp A; at l. center, in 117

u. right, Evans stamp I twice; at at |. right, in pencil, by Evans, pencil, NYC-29; at center, 56; at |. left, [Abstraction with Shadow and Grating

1. right, Crane stamp; (recto, mat) Walker Evans; at u. left, in pencil, in pencil, Crane no. L65.60(Evans). Paztterns], 1930

at 1. right, in pencil, Crane no. 165.7 Arnold Crane Collection; at center, REFERENCES: WEAW, p. 29 (variant, 16.5x 10.9 cm (6 2 x 4 V4 in.)

(Evans). Crane stamp; (recto, mat) on white 1. left). 84.XM.956.75

paper taped to mat, in pencil, VY. MARKS & INSCRIPTIONS: { Verso) at center,
1929/ From/Hound & Horn. partial Evans stamp B; (recto, mat) at
REFERENCES: WEAW, p. 29 (variant, 1. right, in pencil, 52; at 1. left, in pen-

l. center). cil, Crane no. L65.9(Fvans).
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119

120

118

[Walker Evans’s Darkroom, 92 Fifth
Avenue, New York City], 1930

20 x 14.8 cm (7 8 x 5 Wie in.)
84.XM.956.73

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp A; (recto, mat) at

1. right, in pencil, 41; at 1. left, in
pencil, Crane no. L65.13(Evans).
REFERENCES: WEAW, p. 64 (variant).

119

92-5th Ave. Darkroom, 1930
Image: 19.6 x 14.7 cm

(7% x 5 %6 in.); original mount:

22.8x17.3 cm (9x 6 % in.)
84.XM.956.97

MARKS & INSCRIPTIONS: (recto, mount)
signed at |. right, in pencil, by Evans,
Walker Evans; at 1. left, in pencil, by
Evans, 92-5th Ave. darkroom 1930;
(recto, mat) at 1. right, 40; at 1. left,

in pencil, Crane no. L65.4(Evans).
REFERENCES: WEAW, p. 64 (variant).

120

[Votive Candles, New York City*}/
[South Street, New York City**],
ca. 1929

Image: 25.2x 17.4 cm

(9 %6 x 6 8 in.); sheet: 25.2 x 20.2 cm
(9 %6 x 7352 in.)

84.XM.956.44

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at 1. left, in pencil,
Crane no. L65.103(Evans).

REFERENCES: *FAL, p. 8; **APERTURE,
p. 17 (variant, dated 1932).

121

[Votive Candles, New York City*],

ca. 1929

Image: 25.1x17.5cm (9 % x 6 %5 in.);
sheet: 25.1 x 20.1 cm

(9 78 x 7% in.); original mount:

26.4 x 20.9 cm (10 %6 x 8 V4 in.)
84.XM.488.12

MARKS & INSCRIPTIONS: (Verso, mount)
signed at center, in pencil,

Walker Evans; at u. center, in pencil,
MoMA loan number, 38.2382/Evans;
at |. center, in pencil, 650; at 1. right,
in pencil, Wagstaff no. W. Evans 2.
PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: *FAL, p. 8 (variant);
WEAW, p. 46 (variant).

~oTE: Not illustrated; duplicate of
no. 120.



124

122

[Secondhand Shop Window], 1930
Image: 11.5 x 16.3 cm (4 Y2 x 6 %16 in.);
original mount: 29.8 x 25.7 ¢cm

(11%4 x 10 Y6 in.)

84.XM.956.63

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right, in pencil, by Evans,
Walker Evans; at left, in pencil, by
Evans, 1930; (verso, mount) at 1. cen-
ter, Crane stamp twice; (recto, mat)
at 1. right, in pencil, 43; at 1. left, in
pencil, Crane no. L65.27(Evans).

123

Sam Loveman, 1929

Image: 15.5x 11.2 cm

(6 Y16 x 4 10 in.); original mount:
23.9x 22.4 cm (9% x 8% in.)
84.XM.956.74

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at L. right, in pencil,
by Evans, Walker Evans 1929; at 1. left,
in pencil, by Evans, “Sam Loveman™;
(verso, mount) at center, Crane stamp;
(recto, mat) on inside, at 1. left, in pen-
cil, Crane no. L65.28(Evans).
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124

[Photomontage Portrait of Berenice
Abbott], ca. 1929-30

11.1x11.9 cm (4 % x 4 1o 1n.)
86.XM.519

MARKS & INSCRIPTIONS: {Verso) signed at
1. left, in pencil, by Evans, Walker
Evans.

PROVENANCE: Brent Sikkema [Vision
Gallery].

125

|Two Horses], 1929

8.2x108cm (3% x4%ain)
84.XM.956.60

MARKS & INSCRIPTIONS: (Verso) signed
and dated at u. left, in pencil, by
Evans, Walker Evans 1929; at 1. left, in
pencil, Crane no. L65.63(Evans).

126

[Torso of @ Woman by Wilhelm
Lehmbruck], 1929-30

Image: 22.5 x 17.5cm (8 ¥ x 6 2%521n.);
original mount

{F & R Monogram Board]:

28.9 x 38 cm (15 16 x 11 in.)
84.XM.488.15

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at right below print,
in pencil, by Evans, Walker Evans
1929; (verso, mount) at u. center, in
pencil, Photo of “Torso of a Woman”
by Wilhelm Lehmbruck/belonging to
Smith College! (#7 in Museum of Mod-
ern Art Sculpture Catalog)/Taken by
Walker Evans/Gift to Museum—April
1930; at u. right, in orange crayon,
14.30 [crossed out] and in pencil,
17.30 [circled]; at 1. right, in pencil,
Wagstaff no. W. Evans 8.
PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

126

127

[Political Poster, Massachusetts
Village*], 1929

Image: 15.5 x 10.6 cm (6 Y6 x 4 %52 in.);
original hole-punched mount:
27.9x21.6 cm (11 x 8% in.)
84.XM.956.495

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part One/#4; at
1. center, Political Poster,/Mass. Vil-
lage, 1929; at center, in pencil, S.5.; at
1. right, 4; at L. right, in red pencil, S.;
(verso, mount) at center, Evans stamp
B; at L. right, in pencil, H2416-86/86/
NO [within a box] 150h; at 1. center,
Crane stamp; (recto, mat) at l. left, in
pencil, AP16; at L. right, 34; at L. left, in
pencil, Crane no. L68.64(Evans).
REFERENCES: *AMP, Part I, no. 4, (vari-
ant); FAL, p. 49 (variant); APERTURE,
p. 41 (variant); WEAW, p. 68 (l. right
image, dated 1930-31).
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128

[Stamped-Tin Relic*], 1929

Image: 11.4x 16.2 cm (4 Y2 x 6 ¥ in.);
original mount: 19.5 x 23.7 cm

(72Y52 x 9 %16 In.)

84.XM.488.16

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated [incorrectly] at

1. right below print, in pencil, by
Evans, Walker Evans 1931; at u. right
and . right, in blue ink, by Evans,
1I-1; (verso, mount) at u. right, in blue
ink, by Evans, /I-1; at 1. right, in pen-
cil, X92; at |. right, in pencil, Wagstaff
no. W.Evans 7.

136

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: *AMP, Part I, no. 1 (vari-
ant); FAL, p. 59 (variant, dated 1929).

129

[Stamped-Tin Relic*], 1929

Image: 11.4 x 16.4 cm (4 %2 x 6 '¥521in.);
original mount: 25.8 x 39 cm

(18 x 15 in.)

84.XM.956.509

MARKS & INSCRIPTIONS: {Recto, mount)
signed at r. center below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, in pencil, by Evans,

Crane; at center, Evans stamp K; at
1. center, RIGHTS RESERVED; at

L. left, in pencil, Crane no. L68.34
(Evans).

REFERENCES: ¥AMP, Part II, no. 1; FAL,
p- 59 (variant).

NoTE: Not illustrated; duplicate of
no. 128.

130

[Stamped-Tin Relic*}, 1929

10.8 x 16 cm (4 %2 x 6 %16 in.) {on
Masonite trimmed to image]
84.XM.956.445

MARKS & INSCRIPTIONS: (Verso, mount)

signed on MoMA label, at r. center, by
Evans, Walker Evans; typed on MoMA
label, EVANS/STAMPED TIN RELIC, 1929/
87/38.2947; at u. right, in pencil on
MoMA label, /I-1; at 1. right, in black
ink on MoMA label, GR XVIII; at 1. left,
in pencil, Crane no. L69.7(Evans).
REFERENCES: *AMP, Part 11, no. 1; FAL,
p. 59 {variant).

NoTE: Not illustrated; variant of

no. 128.

131
[Tin Relic*], 1930
Image: 15.4 x 18.3 cm



(6 V16 x 7 %6 in.); original hole-
punched mount: 27.9 x 21.6 cm
(11x8% in.)

84.XM.956.478

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Twol/#37;
at L. center, Tin Relic/1930; at . cen-
ter, in pencil, S§ and OK [mostly
erased]; at l. right, 86; (verso, mount)
at . center, in pencil, H2416—86/86/
NO [in a box] 150 h; at 1. right, 86; at
center, Evans stamp B; at I. center,
Crane stamp; (recto, mat) at 1. left, in
pencil, AP 184; at L. left, in pencil,
Crane no. L68.60(Evans).
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REFERENCES: *AMP, Part 11, no. 37 (vari-
ant); SP, pl. 12 (variant); FAL, p. 20

¢ (variant).

132

[Wheet of a Carriage], 1930

Image: 11.1 x 15.6 cm (4% x 6 V5 in.)
[sight]; original overmat [affixed to
print face and original mount]:

18.2 x 26.6 cm (7 %16 x 10 '%2 in.)
84.XM.488.14

MARKS & INSCRIPTIONS: (Recto, mat)
signed and dated at 1. right below
print, in pencil, by Evans, Walker
Evans 1930; (verso, mat) at |. right, in

pencil, Wagstaff no. W. Evans 9.
PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

133

[Window of a Shingled House],
ca. 1930

Image: 16.4 x 11.5 cm

(6 V16 x 41732 in.); original mount:
22 x 14.7 ecm (8 V16 x 5%%32 1n.)
84.XM.956.103

MARKS & INSCRIPTIONS: {Verso, mount)
signed at r. center, in pencil, by
Evans, Walker Evans; at 1. left, in
pencil, Crane no. L78.43(Evans).

134

[Wood Shingles], ca. 1930

Image: 16.2 x 11.5cm (6 % x 4 '7321n.);
original mount [F & R Monogram
Board), 22.8 x 19.2 cm (9 x 7 %6 in.)
84.XM.956.100

MARKS & INSCRIPTIONS: (Verso, mount) at
l. left, Evans stamp A and in pencil,
Crane no. L78.44(Evans).

135

[Wood Shingles], 1930

Image: 16.5x 11.5cm (6 Y2 x 4 %52 in.);
original mount [F & R Monogram
Board]: 35.4 x 27.9 cm (14 16 x 11 in.)
84.XM.488.13

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at L. right below
print, in pencil, by Evans, Walker
Evans 1930; (verso, mount) at u. left,
in pencil, by Evans, Hang to dry at
1:30; at L. right, in pencil, Wagstaff
no. W.E. 10.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

136

[Hudson Street Boardinghouse Detail,
New York*), 1931

14.2 x 18.3 cm (5 % x 7 %52 In.} [on orig-
inal mount trimmed to image]
84.XM.956.483

MARKS & INSCRIPTIONS: (Verso) dated at
center, in pencil, by Evans, 1931; at
center, Evans stamp F; at . right,
Crane stamp; at u. right, in pencil, on
white label, 7 43; at 1. left, in pencil,
Crane no. L68.29(Evans); (recto, mat)
at 1. left, in pencil, Crane no. L68.29
(Evans).

REFERENCES: ¥*AMP, Part I, no. 43.

137

[New York State Farm Interior*], 1931
14.8 x 20 cm (52752 x 72%2 1n.) [on
original mount trimmed to image]
84.XM956.499

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp F; at u. right, in pencil,
on white label, I 15; (recto, mat) at

1. left, in pencil, Crane no. L68.11
(Evans).

REFERENCES: ¥*AMP, Part [, no. 15
(variant).

138

[Interior with Mirror and Framed
Mementos), ca. 1930-31

21.5x 16.5 cm (8 Y16 x 6 Y2 1n.)
84.XM.956.51

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at L. left, in
pencil, Crane no. L65.89(Evans).
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139

139

[Kitchen, Truro, Massachusetts*],
ca. 1931

Image: 13 x 10.5 cm {5 Y x 4 Y5 in.);
original mount: 20.3 x 15.1 cm

8x 5 Yo in.)

84.XM.956.69

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp B; (recto, mat)
at 1. left, in pencil, Crane no. L65.91
(Evans).

REFERENCES: *MoMA, p. 35 {variant);
WEAW, p. 71 (variant).

140

144

140

[Bed and Stove, Truro, Massachu-
setts*|/[ Truro, Massachusetts**], 1931
Image: 15.3 x 19.6 cm

(6 Y52 x 72¥%32 in.); [on mount trimmed
to image affixed to second mount]; sec-
ond mount: 43.2 x 38 cm

(17 x 17 W6 1n.)

84.XM.956.130

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Fvans; (verso, mount) at center,
Evans stamp C; at center, in pencil,
The Iron Bed, 1931; at L. left, in pencil,
Crane no. L65.100.

REFERENCES: *FOURTEEN, p. 3; **FAL,

p. 52 (variant); APERTURE, p. 43 (vari-
ant); WEAW, p. 71 (variant).

141

The Cactus Plant/[Interior Detail of a
Portuguese House, Truro, Massachu-
setts], 1930-31

19.9 x 15.1 c¢m (7 %16 x 5 %6 in.) [on
original mount trimmed to image]
84.XM.956.467

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, The Cactus Plant/1931; at

1. center, Evans stamp B; at center,
in pencil, I-38; at 1. left, in pencil,
Crane no. 168.27(Evans).

REFERENCES: AMP, Part I, no. 38 (dated
1930); FAL, p. 53 (variant); WEAW,
p- 70.

142

[The Cactus Plant}/[Interior Detail of a
Portuguese House, Truro, Massachu-
setts], 1930—31; printed November 9,
1967, by Jim Dow

Image: 20.3 x 15.6 cm (8 x 6 %16 in.);
sheet: 25.1 x 20 cm (9 %6 x 7 % in.)
84.XM.129.1

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Jim Dow, J.D./Agfa Bro-



vira I, 4/11/9/67; at . left, E16; at

1. right, 12 [circled]; at 1. right, Lunn
Gallery stamp, and within boxes, in
pencil, I and 84.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: WEAW, p. 70 (variant);
AMP, Part I, no. 38 (variant); FAL, p. 53
(variant); WEBR, p. 15, no. 16 (titled in
German and dated, Haus eines Portu-
giesen, 1930).

exHiBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

NoTE: Not illustrated; variant of

no. 141.

143

[Ossining: New York: 1932*)/[People in
Summer, New York State Town**]/
[Town People, Ossining, New York),
1930-32

15.6x11.4 cm (6 Y6 x 4 Y2 in.)
[mounted on Masonite trimmed to
image]

84.XM.956.442

MARKS & INSCRIPTIONS: (Verso, mount)
signed at center right, in pencil on
MoMA label, by Evans, Walker Evans;
at L. left, in pencil, Crane no. L69.6
(Evans); at 1. center, Crane stamp;
typed on MoMA label, EVANS/TOWN
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PEOPLE, 1931/102/38.3055; in pencil,
on MoMA label, [Ossining, N.Y.]; in
ink, at L. right, on MoMA label, GR I11.
REFERENCES: **“Photographs by Walker
Evans,” Hound & Horn, Apr.—June
1933 (variant, dated 1932); **AMP
(1938), Part I, no. 45 (variant, dated
1930); FAL, p. 22 (variant).

144

[View of Ossining, New York*], 1930
11.5x 19.9 cm (4 %2 x 7%%2 in.) [on
Masonite trimmed to image)]
84.XM.956.436

MARKS & INSCRIPTIONS: (Verso, mount)

signed at I. right, in pencil, by Evans,
Walker Evans; at 1. right, Evans stamp
F; typed on MoMA label, EVANS/VIEW
OF OSSINING, 1930/101/38.3045; at

u. right, in pencil, on MoMA label, A.P.
II- 4; at 1. right, in black ink, on MoMA
label, GR.II; at right, on MoMA label,
Evans stamp F; at 1. left, in pencil,
Crane no. L69.8(Evans).

REFERENCES: ¥AMP, Part II, no. 4
(variant).

145

[Cottage], 1930

14.2x19.3 cm (5% x 7 ¥ in.)
84.XM.956.14

MARKS & INSCRIPTIONS: (Verso) at left
edge, Evans stamp B; at 1. left, in
pencil, Crane no. L65.93(Evans).
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146

[Roofs of Two Cottages], 1930
15.2x19.7 cm (6 x 7% in.)
84.XM.956.139

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, Evans stamp K; at L. left, in peneil,
Crane no. L65.92.

147

[Ossining, New York*], 1931

12.5 x 18.9 em (4 %16 x 7 V16 1n.) [on
original mount trimmed to image|
84.XM.956.87

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, WE; at l. right, Evans stamp

AR RS e 1 ]

Py
L e

A; (recto, mat) at L. right, in pencil,
54; at 1. left, in pencil, Crane

no. L65.95(Evans)

REFERENCES: *MoMA, p. 44 (variant);
CRANE, no. 54.

148

[House, Ossining, New York], 1931
Image: 14.1 x 18.5 cm

(5%s x 7 %s in.); original mount:

17.6 x 20.9 cm (6 %16 x 8 ¥4 in.)
84.XM.956.16

MARKS & INSCRIPTIONS: (Verso, mount) at
center, Evans stamp A; at 1. left, in
pencil, Crane no. L65.96 (Evans).

149

[Westchester, New York, Farmhouse],
1931

17.4x 21.8 ¢m (6 ¥ x 8 %16 1n.) [on
Masonite trimmed to image]
84.XM.956.441

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, No number/Evans;
(verso, original detached paper mount)
at u. center, in pencil, No number
{crossed out]/Evans; at center, in pen-
cil, no. 14 [space] 1931 [space]
38.2945/Evans/#14; at 1. right, in pen-
cil, W.; (verso, Masonite mount) signed
at center on MoMA label, in pencil, by

Evans, Walker Evans; typed on MoMA
label, EVANS/WESTCHESTER, NEW YORK,
FARM HOUSE!14/38.2945; on MoMA
label, in black ink, GR-1V; at center on
MoMA label and at 1. right on mount,
Evans stamp F; at l. center, in pencil,
A.P-1I-8; at L. left, in pencil, Crane

no. L69.9.

REFERENCES: WEAW, p. 56.
EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989.
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150

[Westchester, New York, Farmhouse*],
1931

18.9 x 22.7 cm (7 16 x 8 W16 1n.)
84.XM.956.511

MARKS & INSCRIPTIONS: {Verso) at 1. cen-
ter, Evans stamp F; at u. center, in
pencil, Ep #4/4.A.A. Sequence; at

u. right, in pencil, on white label, 17 8;
at 1. left, in pencil, Crane no. 1L68.39.
REFERENCES: ¥*AMP, Part 2, no. 8 (vari-
ant); FOURTEEN, p. 13 (variant); FAL,
p- 48 (variant); APERTURE, p. 39 (vari-
ant); WEAW, p. 57 (top image).

151

[Jigsaw House at Ocean City, New
Jersey*], 1931

14.8x 17.4 cm (5 %16 x 6 % In.) [on
original mount trimmed to image]
84.XM.956.471

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at 1. right, Crane
stamp; at u. right, on white label, in
pencil, I 33; at . left, in pencil, Crane
no. L68.58(FEvans).

REFERENCES: ¥*AMP, Part 11, no. 33
(variant).
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152

[Gothic Cottage near Poughkeepsie,
New York], 1931

Image: 15.7 x 19.8 em

(6 %16 x 7 W6 n.); original hole-
punched mount: 27.9 x 21.6 cm

(11 x8 % in.)

84.XM.956.461

MARKS & INSCRIPTIONS: (Recto, mount)

at u. right, in black ink, Part Two/Cat.

No. 28; at 1. center, 28. Gothic Cottage
near/Poughkeepsie, N.Y, 1931; at

u. right, in pencil, 92.5 [beside a right
angle]; at L. right, 78; (verso, mount)
at L. right, in pencil, 78; at . center,

AND NEW ENGLAND 43

H2416-86 [underlined]/86/No. [within
a box] 150 h; at 1. left, in pencil, Crane
no. L68.56(Evans).

REFERENCES: AMP, Part 1, no. 28.

153

[Gothic Gate Cottage near Poughkeep-
ste, New York*], 1931

16.4 x 21.1 cm (6 ‘%2 x 8 %16 1n.);
sheet: 19.7x 24.6 cm

(72%52x 9 'Wie In.)

84.XM.956.480

MARKS & INSCRIPTIONS: {Verso) initialled
at center, in pencil, by Evans, WE
[sideways]; at |. center, Evans stamp
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B; at u. right, in pencil, on white label,
1128; typed on MoMA-2 label, 38.2271/
Evans; (recto, mat) at l. right, in pen-
cil, 55; at . left, in pencil, Crane

no. L68.57(Evans).

REFERENCES: ¥AMP, Part 11, no. 28
(variant).

NOTE: Not illustrated; variant of no. 152.

154

[Wooden Gothic House, Near Nyack,
New York], 1931

Image: 15.3 x 19.8 cm

(6 Y32 x 7 %6 in.); original hole-
punched mount: 27.9 x 21.6 cm
(11x8%in.)

84.XM.956.481

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#35;
at 1. center, Wooden Gothic House/ Near
Nyack, N.Y./1931; at u. right, in pen-
cil, 92.0 [within a box]; at 1. right,
___a_i[circled, illegible inscription];
at 1. right, 84; (verso, mount) at center,
Evans stamp A; at 1. right, in pencil,
H2416-86/86/86/N0 [within box] 150 h;
at l. right, 84; (recto, mat) at 1. right, in
pencil, 56; at l. left, in pencil, Crane
no. L68.59(Evans).

REFERENCES: AMP, Part 11, no. 35;
WEAW, p. 52 (variant).

b

155

[Wooden Gothic House, Massachusetts],
1930

Image: 13.3 x 11.1 em (5 %32 x 4 %3 in.);
original hole-punched mount:
27.9x21.6 cm (11 x 8 Y2 in.)
84.XM.956.486

MARKS & INSCRIPTIONS: (Recto, mount)
at u. right, in black ink, Part Two/Cat.
No. 26; at 1. center, 26. Wooden Gothic
House,/Mass., 1930; at 1. right, in
pencil, 76; (verso, mount) at center,
Evans stamp A, at |. right, in pencil,
H2416-86/86/NO {in a box] 150 h; at

1. right, 76; (recto, mat) at 1. right, in

pencil, 51; at 1. left, in pencil, Crane
no. L68.54(Evans).
REFERENCES: AMP, Part 11, no. 26.

156

Massachusetts, Vicinity Boston/
[Samuel Haven House, Dedham, 1795,
Extensively Altered], 1931

15.6 x 21.6 cm (6 V6 x 8 % in.)
94.XM.6.1

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Massachusetts,
vicinity Boston; at l. center, Evans
stamp A; at L. left corner, in pencil,
#4; at 1. right corner, in pencil, 416; at
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u. left, in pencil, 19th C. Greek House,
Dedham, Mass, 1931/used in 1933
MoMA4 show; at right center, Lunn
Gallery stamp, and within boxes, in
pencil, IX and 38.

PROVENANCE: George Rinhart and Tom
Bergen; Harry H. Lunn, Jr.

157

[Gingerbread, Side View, Dedham, Mas-
sachusetts], ca. 1930-31

7.8x134cm (3% x5Y% in.)
84.XM.956.77

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, WE; at |. left, Evans stamp
A; (recto, mat) at 1. left, in pencil,
Crane no. mpls-/165.94(Evans).

158

Greek Revival House, Upstate New
York, ca. 1930-31

19x 149 em (7% x 5% in.)
84.XM.956.18

MARKS & INSCRIPTIONS: {Verso) at center,
in pencil, by Evans, Greek revival
house [illegible] upstate N.Y. and
Evans stamp A; on % x % in. white
label, at 1. left, Crane no. L65.97/
Evans.

REFERENCES: “Homes of Americans,”
Fortune, Apr. 1946, p. 154 (variant,
titled Residence near Cherry Valley,
New York [nineteenth centuryl).
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159

[lonic Doorway, New York State*], 1931
Image: 21 x 16.3 cm (8 Y4 x 6 %2 in.);
sheet: 24.5 x 19.3 cm {92V52 x 7 %6 in.)
84.XM.956.331

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at |. right, Crane
stamp; at 1. left, in pencil, Crane

no. L67.52.

REFERENCES: *FAL, p. 58 (variant).

160

South Boston Street/{ Wooden Houses,
Boston*], 1930

Image: 11.1 x 14.4 ecm

(4% x 52V In.); original mount:
19.8x 18.2 cm (7 % x 7 %0 in.)
84.XM.956.489

MARKS & INSCRIPTIONS: (Verso, mount)
signed at u. center, in pencil, by
Evans, Walker Evans; at center, in pen-
cil, by Evans, South Boston Street; at

L. right, in pencil, EVANS/53.497;

at center, Crane stamp; at 1. left, in
pencil, Crane no. L68.55(Evans);
(recto, mat) at 1. left, in pencil, Crane
no. L68.55(Evans).

REFERENCES: *AMP, Part 11, no. 27 (vari-
ant); American Photographs, 1962 ed.,
dust-jacket cover image (variant).
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161

[Millworkers” Houses in Willimantic,
Connecticut*], 1931

Image: 14.6 x 18.8 cm (5% x 7 %2 in.)
[on original mount trimmed to image];
second original hole-punched mount:
28x21.6 em (11 x 8% in.)
84.XM.956.458

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#21,
at center, Millworkers’ houses in/Willi-
mantic, Conn./1931.; at u. right, in
pencil, 97.5 [beside a right angle]; at
L. right, 71; at |. center, 7% x 5 %16
[mostly erased] and —7 /4—— [mostly

2 ARERURLLAY

erased]; at |. right, in red pencil: §.;
(verso, mount) at L. center, Evans
stamp B; at L. right, 71 and H2416-86/
86 NO [within a box] 150 h.; at L. left,
in pencil, Crane no. L68.50(Evans).
REFERENCES: *AMP, Part II, no. 21;
WEAW, p. 55 (variant).

162

[Rip Van Dam Hotel, Saratoga Springs,

New York], ca. 1930-31

Image: 15.4 x 18.3 cm

(6 Y16 x 7 Y32 in.}); original mount
[Royal Crest Illustrating Board]:
16.5x 19.7 cm (6 Y2 x 7% in.)

84.XM.956.124

MARKS & INSCRIPTIONS: {Verso, mount)
at u. center, Evans stamp A and in pen-
cil, MoMA no. 38.2375/Evans.

163

Grand Union Hotel, Courtyard, Sara-
toga, New York, 1930

15.4 x 20.3 cm (6 Yis x 8 in.)
84.XM.956.15

MARKS & INSCRIPTIONS: (Verso) at

u. right, in pencil, by Evans, Grand
Union Hotel/Courtyard/Saratoga NY;,
at center, Evans stamp K; at L. left, in
pencil, Crane no. L65.101(Evans).

164

[Porch of Hotel, Saratoga Springs, New
York], ca. 1930

15.1x 13.1 em (5 %6 x 5 %6 in.)
84.XM.956.94

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at |. center, in
pencil, 53 1/2[space)/3 3/4[space]/67
1/4; (recto, mat) at L. right, in pencil,
48; at 1. left, Crane no. L65.99(Fvans).
REFERENCES: WEAW, p. 59 (variant).

165
[Porch of Hotel, Saratoga Springs, New
York}], 1930
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167

Image: 19.7x 16 cm (7% x 6 Y4 in.);
sheet: 23.4 x 18.7 cm (9 %6 x 7% in.)
84.XM.956.113

MARKS & INSCRIPTIONS: {Verso) at u. left,
Evans stamp K inverted; at 1. left, in
pencil, Crane no. L65.125.
REFERENCES: WEAW, p. 62 (variant).

166

[Factory Street, Amsterdam, New
York*], 1930

Image: 14 x 18.2 cm (5 %2 x 7 %16 in.);
original hole-punched mount:
27.9x21.6 cm (11 x 8 Y2 in.)
84.XM.956.494

166

MARKS & INSCRIPTIONS: {Recto, mount)
at 1. left, in black ink, Part Two/#12;
at 1. center, Factory Street in/Amster-
dam, N.Y., 1930; at u. right, in pencil,
100; at 1. right, 62. (verso, mount) at u.
center, in pencil, #50 Factory Street/
Amsterdam, N.Y. 1930; in pencil, crop-
ping marks outlining print edges with
diagonal line from u. left to |. right;

at 1. left, CUT 2 [eircled] 7 %4” [arrow
pointing to right] WIDE; at l. center,
H2416-86/86/N0O [in a box] 150 h; at

L. right, 62; (recto, mat) at 1. right, 50;
at | left, in pencil, Crane no. 168.42
(Evans).

REFERENCES: AMP, Part 1, no. 12 (vari-
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ant); FAL, p. 21 (variant); Crane,
no. 50; *APERTURE, p. 29.

167

[Street Scene, Brooklyn*], ca. 1931
11.5% 16.2 cm (4 % x 6 % in.)
84.XM.956.58

MARKS & INSCRIPTIONS: (Verso) at u. left,
partial Evans stamp K inverted; at

1. left, in pencil, Crane no. L65.55
(Evans).

REFERENCES: ¥MoMA, p. 32 (variant).

168
[Lunch Wagon Detail, New York*],
1931

47

Image: 19.7 x 13.7 cm (7% x 5% in.)
[on original mount trimmed to image];
second original hole-punched mount:
279x21.6cm (11 x8% in.)
84.XM.956.516

MARKS & INSCRIPTIONS: (Recto, mount)
at I. left, in black ink, Part one #9; at
l. center, Lunch Wagon Detail/New
York, 1931; at 1. center, in pencil, S.S.;
at . right, 9; (verso, mount) at |. cen-
ter, Evans stamp A and in pencil,
H2416-86/86/NO [in a box] 150 h; at

1. left, in pencil, Crane no. L68.7.
REFERENCES: *AMP, Part I, no. 9.
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169

[Second Avenue Lunch: 1933%*]/[Posed
Portraits, New York**], 1931

18.3x 14.9 em (7 %16 x 5 ¥s in.) [on
Masonite trimmed to image]
84.XM.956.439

MARKS & INSCRIPTIONS: (Verso, mount) at
center, in pencil, MoMA no. 38.2335/
#38 [sideways]; typed on MoMA label,
EVANS/POSED PORTRAITS, NEW YORK,
1931/38/38.2335; in ink on MoMA
label, GR ViII; at 1. center, in pencil on
MoMA label, 0418690; at L. left, in pen-
cil, Crane no. L69.5(Evans).

REFERENCES: *Hound & Horn,
Apr.—June 1933 (variant); **AMP, Part
I, no. 40 (variant); SP, pl. 11 (variant);
FAL, p. 60 (variant); APERTURE, p. 49
(variant).

170

[Second Avenue Lunch: 1933*]/[Posed
Portraits, New York City**], 1931
20.3x 14 cm (8x 5% in.)
84.XM.956.503

MARKS & INSCRIPTIONS: {Verso) at center,
Evans stamp B and Crane stamp.
REFERENCES: *Hound & Horn,
Apr.—June 1933 (variant); **AMP, Part

I, no. 40 (variant); SP, pl. 11 (variant);
FAL, p. 60 (variant); APERTURE, p. 49
(variant).

EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989.

NoTE: Not illustrated; variant of

no. 169.

171

[South Street, New York*], 1932

14.2 x 18.7 em (5 %32 x 6 V32 in.) [on
original mount trimmed to image]
84.XM.956.513

MARKS & INSCRIPTIONS: (Verso) at center,

Evans stamp B; at 1. center, Crane
stamp; at L. left, in pencil, Crane

no. L68.32.

REFERENCES: Hound & Horn, Oct.—Dec.
1932 (variant); *AMP, Part I, no. 48
(variant).

172

[South Street, New York*], 1932;
printed later

Image: 15.5 x 20.5 cm (6 ¥%5 x 8 Y16 in.);
sheet: 19.6 x 24.7 cm (7 V16 x 9% in.)
84.XM.956.504

MARKS & INSCRIPTIONS: (Recto) at left,
in negative, EASTMAN-SAFETY-
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KODAK 130; (verso) at l. center, in pen-
cil, by Evans, South Street NYC/1931;
at u. center, Evans stamp D; at center,
Evans stamp F; at right center, in pen-
cil, 1/2; at u. right, in pencil, on white
label, 7 49; (recto, mat) at u. left, in
pencil, AP106; at 1. right, 60; at 1. left,
in pencil, Crane no. L68.65(Evans).
REFERENCES: *AMP, Part I, no. 49 (vari-
ant); FAL, p. 9.

173

[South Street, New York*), 1932;
printed later

Image: 16 x 20.4 cm (6 %16 x 8 Va2 in.)
sheet: 19.6 x 24.6 cm

(7252 x 9 W16 in.)

84.XM.956.455

MARKS & INSCRIPTIONS: (Recto) at left,
in negative, EASTMAN-SAFETY-
KODAK 130 [reversed]; (verso) at

u. right, Evans stamp B; at left edge,
in pencil, South St. N.Y.C—1931 [date
underlined]; at r. center, 2/1; at

L. right, in pencil, by Arnold Crane,
withdrawn/AH Crane; at 1. left, in

’
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pencil, Crane no. L68.33(Evans).
REFERENCES: ¥*AMP, Part I, no. 49
(variant); FAL, p. 9.

NoTE: Not illustrated; duplicate of
no. 172.

174

[Bridge of the “Cressida” with Two Sail-
ors, Voyage to Tahiti], 1932

16.5x% 21.5 cm (6 Y2 x 8 V2 in.)
84.XM.956.110

MARKS & INSCRIPTIONS: (Verso) at center,
partial Evans stamp A; at 1. left, in
pencil, Crane no. L78.46(Evans).

175

[Mast of the “Cressida,” Voyage to
Tahiti), 1932

Image: 21.5x 12.4 em (8 Yis x 4 5 in.);
original mount: 34.2 x 25.6 cm

(13 % x 10 ¥ in.)

84.XM.956.111

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at 1. right, in pencil,
by Evans, Walker Evans 1932; (verso,
mount) at u. center, in pencil, by
Evans, Cressida, 1932/ Kodak snap-
shot, enlarged; (recto, mat) at 1. left,
in pencil, Crane no. L78.47(Evans).

176

[Male Portrait, Tahiti], 1932

15.7 x 11.8 em (6 %s x 42V42 in.)
84.XM.956.253

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at | left,
Crane no. L66.31.

REFERENCES: WEAW, p. 76, (variant).

177

[Two Chairs), ca. 1932

20.5x 15.3 cm (8 Y16 x 6 in.)
84.XM.956.95

MARKS & INSCRIPTIONS: (Verso) at center,
partial Evans stamp K; (recto, mat) at
1. left, in pencil, Crane no. L65.10
(Evans).

178

[Two Stainless Steel Lamps], ca. 1932
Image: 18.4 x 24 cm (7 Y4 x 8 716 in.);
sheet: 20.4 x 25.4 cm (8 Y16 x 9 %6 in.}
84.XM.129.2

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, p.51; at L. left, by Evans,
#847 Lamps; at center, p51; at |. right,
E17; at 1. center, Lunn Gallery stamp,
and within boxes, in pencil, XII and
#847.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: WEBR, p. 14, no. 17 (titled
in German and dated, Lampen, New
York, 1932).

EXHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.
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179

[Cary Ross’s Bedroom, New York*],
1932; printed later

Image: 21.3 x 16.3 cm (6 %5 x 6 % in.);
sheet: 20.2 x 25.2 cm (8 x 9 '%6 in.)
84.XM.129.3

MARKS & INSCRIPTIONS: (Recto) at right
edge, in negative, EASTMAN-SAFETY-

KODAK 130; (verso) at L. left, in pencil:

M-38; at L. right, 11 [circled)/E15; at
L. right, Lunn Gallery stamp, and
within boxes, in pencil, /7 and 36.
PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.

REFERENCES: *MoMA, p. 37; WEBR,
p- 14, no. 15 (titled in German and
dated, Schlafzimmer von Cary Ross,
New York, 1932).

ExHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

180

[Jennings Carriages)/[Detail of a
Jennings Carriage Wagon Wheel], 1933
Image: 21 x 15.7 cm (8 Ya x 6 %16 in.);
sheet: 24.6 x 19.2 em

(9242 x 7'%:2 in.)

84.XM.956.104

183

MARKS & INSCRIPTIONS: (Verso) at right
center, partial Evans stamp A; at
1. left, in pencil, Crane no. 1.78.55.

181

Jennings Carriages/[High-Angle View
of Buckboard-Style Carriage], 1933
Image: 15x 19.8 em (52%2x 7% in.);
mount: 30.3 x 25.4 cm (11 %6 x 10 in.)
[Note: mount hinged to no. 185]
84.XM.956.105

MARKS & INSCRIPTIONS: {Verso, mount)
titled at u. center, in pencil, by Evans,
JENNINGS/CARRIAGES.

182

[Jennings Carriages)/[ Detail of a
Coach?}, 1933

Image: 19.6 x 14.8 ¢m (7 %4 x 52742 in.)
[on original mount trimmed to image|;
original second mount: 30.4 x 25.9 cm
(12 x 10 ¥ in.) [Note: mount hinged to
nos. 183-84]

84.XM.956.106

MARKS & INSCRIPTIONS: {Verso, mount)
at L. left, in pencil, Crane no. L78.50
(Evans).



183

[Jennings Carriages|/[View of a Jen-
nings Carriage], 1933

Image: 15.2 x 15.4 em (6 x 6 Ve in.);
mount: 30.2 x 25.5 cm

(12 x 10 Y16 in.) [Note: image mounted
with no. 184. and hinged to no. 182]
84.XM.956.107

MARKS & INSCRIPTIONS: (Recto, mount)
signed and dated at L. right, in pencil,
by Evans, Walker Evans 1933; (verso,
mount) at 1. left, in pencil, Crane

no. L78.51-52.

185

184

[Jennings Carriages|/| Detail of a
Coupé Style Carriage: Two Side
Wheels], 1933

Image: 13.3 x 19.7 cm {5 Y4 x 7% in.);
mount: 30.2 x 25.5 ¢cm (12 x 10 V15 in.)
[Note: image mounted with no. 183
and mount hinged to no. 182]
84.XM.956.108 [JGPM negative no. 189]
MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans 1933; (verso, mount) at
L. left, in pencil, Crane no. L78.51-52.
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185

[Jennings Carriages]/[Detail of a
Coupé Style Carriage: Front Left
Wheel], 1933

Image: 18.3 x 15.3 cm (7 %32 x 6 Y32 in.)
[on original mount trimmed to image];
original second mount: 30.3 x 25.5 cm
(11 %6 x 10 Y16 in.) [Note: mount
hinged to no. 181]

84.XM.956.109 [JGPM negative no. 186]
MARKS & INSCRIPTIONS: {Recto, mount)
signed and dated at 1. right, in pencil,
by Evans, Walker Evans 1933; (verso,
mount) at 1. left, in pencil, Crane

no. L78.53(Evans).

186

[Jennings Carriages|/|Detail of a
Jennings Carriage: Front Left Wheel],
1933

MEDILM: Negative

21.3x 16.2 cm (8% x 6 % in.)
84.XG.963.1 [JGPM print no. 185]
MARKS & INSCRIPTIONS: (Verso)
embossed at bottom edge, 166
[inverted]; on white label affixed to
plastic sleeve, in pencil, Crane

no. L81.1/Evans.

~oTE: Not illustrated.

187

[Jennings Carriages)/|Detail of a
Jennings Carriage: Carriage Seats],
1933

MEDIUM: Negative

21.3x16.2 em (8% x 6 ¥ in.)
84.XG.963.2

MARKS & INSCRIPTIONS: (Verso)
embossed at bottom edge, 166
[inverted]; on white label affixed to
plastic sleeve, in pencil, Crane

no. L81.2/Evans.

Note: Not illustrated.

188

[Jennings Carriages|/[Detail of a
Jennings Carriage: Lamp and Two Side
Wheels], 1933

MEDIUM: Negative

21.3x 16.2 cm (8% x 6 %3 in.)
84.XG.963.3

MARKS & INSCRIPTIONS: {Verso)
embossed at I. left edge, 166
[inverted]; on white label affixed to
plastic sleeve, in pencil, Crane

no. L81.3/Evans.

~oTE: Not illustrated.

189

[Jennings Carriages]/[Detail of a
Jennings Carriage: Two Side Wheels],
1933

MeDpILM: Negative

16.2x 21.3 cm (6% x 8 % in.)
84.XG.963.4 [JGPM print no. 184]
MARKS & INSCRIPTIONS: (Verso)
embossed at 1. left edge, 166 and EAST-
MAN; on white label affixed to plastic
sleeve, in pencil, Crane no. L81.4.
~otE: Not illustrated.

190

[Jennings Carriages)/[Detail of Car-
riage from Above], 1933

MEDIUM: Negative

16.2x21.3 cm (6% x 8% In.)
84.XG.963.5

MARKS & INSCRIPTIONS: {Verso)
embossed at u. right edge, 303; on
white label affixed to plastic sleeve, in
pencil, Crane no. L81.6/Evans.
NoTE: Not illustrated.
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191

[Jennings Carriages)/[Detail of a
Jennings Carriage: Two Side Wheels,
Basket and Lamp), 1933

MEDIUM: Negative

21.3x 16.2 cm (8% x 6 % 1In.)
84.XG.963.6

MARKS & INSCRIPTIONS: (Verso)
embossed at bottom edge, 166
[inverted]; on white label affixed to
plastic sleeve, in pencil, Crane

no. L81.5/Evans.

NoTE: Not illustrated.

193

192

[A Bench in the Bronx on Sunday*],
1933

13.2x19.5 em (572 x 7 Ve in.)
84.XM.956.493

MARKS & INSCRIPTIONS: (Verso) at left
center, Evans stamp D; at 1. left,
Evans stamp F; at u. center, in pencil,
[-12; at right center, in china marker,
Agfa W5/12 s plus man’s f- [cut off}/
5s; (recto, mat) at L. left, in pencil,
Crane no. L68.9(Evans).

REFERENCES: ¥*AMP, Part I, no. 12
(variant).

193

[A Bench in the Bronx on Sunday™],
1933

Image: 18.8 x 17.3 cm (7% x 6 % in.);
original mount: 23.0 x 18.1

(9Yiex 7V in))

94.XM.27.2

MARKS & INSCRIPTIONS: (Verso, mount) at
u. right, in pencil, L-123; at 1. right, in
pencil, 136.

PROVENANCE: Estate of James Agee;
Light Gallery; Unidentified Private
Collector; Carole Thompson.
REFERENCES: *AMP, Part I, no. 12
(variant).

194

[Gingerbread, Pump House, Kenne-
bunk, Maine)/(Maine Pump)/[Pump,
Wedding-Cake House, Kennebunkport,
Maine*], 1933

18.9 x 14.5 cm (7 %16 x 546 in.)
[mounted on Masonite trimmed to
image]

84.XM.956.440

MARKS & INSCRIPTIONS: (Verso, mount) at
L. right, Evans stamp F; at center, in
pencil, #65 [partially covered by MoMA
label]; at 1. center, in pencil, II-32; at
1. left, in pencil, CUT 8 [8 circled] 4 %"
[arrow pointing upward within rectan-



gle] HIGH; at 1. right, in pencil, 64.5
25-185; typed on MoMA label, EVANS/
MAINE PUMP, 1933/65/38.2377; at

u. left, in pencil, #120; at u. center, in
pencil, A.P. [I-32; at center, in ink,
[KENNEBUNKPORT]; at l. right, in pen-
cil, 197 [sideways]; at l. right, in ink,
GRII; in pencil, diagonal line from u.
left to 1. right; at center, Crane stamp;
at 1. left, in pencil, Crane no. £L69.12
(Evans).

REFERENCES: *AMP Part II, no. 32 (vari-
ant); SP, pl. 2 (variant); CRANE,

no. 118; APERTURE, p. 47 (variant).

195

[New York County Town Bedroom]/
[Interior Near Copake, New York*|,
1933

19.2x 14.2 cm (7% x 5 %z in.)
[mounted on Masonite trimmed to
image]

84.XM.956.450

MARKS & INSCRIPTIONS: (Verso, mount)
signed at l. center, in pencil, by
Evans, Walker Evans; at center, in pen-
cil, 3049/106 [sideways]; typed on
MoMA label, EVANS/N.Y. COUNTY TOWN
BEDROOM/106/38.3049; at 1. right, in
black ink, GR.1V; at 1. left, in pencil,
Crane no. 169.14(Evans).
REFERENCES: *MoMA, p. 75 (variant).
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196

[Connecticut Frame House*), 1933
Image: 11.1 x 13.8 cm (4% x 5 %6 in.);
original hole-punched mount:
279x21.6 cm (11 x 8% in.)
84.XM.956.487

MARKS & INSCRIPTIONS: (Recto, mount)
at center right, in pencil, SS; at

L. right, in pencil, 70; at 1. right, in red
pencil, S; (verso, mount) at center,
Evans stamp A; at l. right, in pencil,
H2416-86/86/N0 [within a box | 150 h;
at |. right, in pencil, 70; (recto, mat) at
1. center, in pencil, CONNECTICUT
FRAME HOUSE, 1933/(AMERICAN PHOTO-

GRAPHS p. 146); at |. left, in pencil,
Crane no. L68.49(Evans).
REFERENCES: ¥*AMP, Part II, no. 20.

197

[View of a Bedroom Through a Door-
way], ca. 1933

Image: 19.9 x 12.5 cm

(7 "o x 4 ¥s in.); original mount:
23.4x 14.5 em (9 Y4 x 5 Wie in.)
84.XM.956.76

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (recto, mat) at 1. left, in
pencil, Crane no. L65.90(Evans).
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198

[White House Garage, New York],

ca. 1934

14.4 x 23.0 cm (5 V16 x 9 Y32 in.)
84.XM.956.67

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp B; at 1. right,
Crane stamp; (recto, mat) at 1. right, in
pencil, 122; at 1. left, in pencil, Crane
no. L65.106(Evans).

ROCITTO
E SERVICE »

198

199

199

[Palumbo Public Ice-Fuel Corp. Truck,
New York], ca. 1934

Image: 17.8 x 23.4 ¢cm (7x 9 Y4 in.);
original mount: 44.7 x 34.5 cm

(17 %16 x 13 Y6 in.)

84.XM.488.19

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at . right, in pencil, Wagstaff
no. W. Evans 21.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: FAL, p. 61.

200

[Mechanic with Palumbo Public Ice-
Fuel Corp. Truck, New York), ca. 1934
15 x 9.5 cm (5 %16 x 3 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.59

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp B; at L. left, in pencil,
Crane no. L65.102(Evans).

REFERENCES: FAL, p. 61 (variant).

201

[Used Clothing Store Facade with
“Fist” Sign, New York], ca. 1934

13.9x 8.8 cm (5'%2 x 3%z in.)
84.XM.956.374

MARKS & INSCRIPTIONS: (Verso) at . cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L67.87(Evans).



203

202

South Street, New York City, 1934
18.8x 14.5cm (7% x 5% in.)
84.XM.956.93

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, South St NYC, 1934; at . center,
Evans stamp A; (recto, mat) at 1. left,
in pencil, Crane no. L65.86 (Evans).

ccia

10ES ~CLOTHING

201

203

[Abandoned Building with Movie
Posters], 1934; printed later

Image: 18.5x 15.5cm (7% x 6 ¥4 in.);
sheet: 25.2x19.8 ¢cm (9% x 7% in.)
84.XM.956.54

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp A; at |. left edge, in
pencil, 2 [space] 23 /2 and at L. left,
Crane no. L65.85(FEvans).
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204

[Men Gathered on a New York City
Street], 1934

25.2x20.2 em (9 %16 x 73V42 In.)
84.XM.956.1077

MARKS & INSCRIPTIONS: (Verso) at 1.
center, Evans stamp A; at 1. right,
in pencil, b; at 1. left, in pencil,
Crane no. L78.25.

205

[License Photo Studio, New York*],
1934

Image: 18.2 x 14.4 cm

(7 %6 x 5 Wie in.); original hole-
punched mount: 27.9 x 21.6 cm

(11 x 8 % in.)

84.XM.956.456

MARKS & INSCRIPTIONS: (Mount, recto)
below print, in black ink, Part I no. 1
License Photo Studio/New York, 1934;
at 1. right, in pencil, S.S; (verso,
mount) at |. center, Evans stamp B; at
1. left, in pencil, H24/6-86/86/No 150

PHOTOS
" 2

APPLICATIONS
CARS FOR ROAD TEST

NOTARY

FUBLIC

h; at 1. left, in pencil, Crane no. L68.1
(Evans).

REFERENCES: ¥*AMP, Part I, no. 1; APER-
TURE, p. 27 (variant).

EXHIBITIONS: Neither Speech Nor Lan-
guage: Photography and the Written
Word, J. Paul Getty Museum, Malibu,
Calif., Feb. 28—-May 12, 1991.

206

Massachusetts Town, 1934

15 x 19.6 cm (52%:2 x 7%%:2 in.)
84.XM.956.61

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, Massachusetts Town 1934; at
1. right, Evans stamp A; at L. left, in
pencil, Crane no. L65.104(Evans).
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207

[Massachusetts Town)/[Leveille’s Weld-
ing Shop], 1934

Image: 14.3 x 19.4 cm

(5% x 72Vs2 in.); original mount:

18.9 x 25.3 e¢m (7 %16 x 9 '%16 in.)
84.XM.956.133

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right, in pencil, by Evans,
Walker Evans; at 1. left, in pencil,
Crane no. L65.105.

208

[Hotel Billboard and Sign Painters,
Florida], 1934

18.9 x 22 cm (7 716 x 8%V52 1n.)
84.XM.956.99

MARKS & INSCRIPTIONS: (Verso) signed at
right center, in pencil, by Evans,
WALKER EVANS/441 E. 92nd ST/NEW
YORK CITY; at L. center, Evans stamp B;
at l. right, Crane stamp; at u. left, in
pencil, 2/3; at 1. left, in pencil, Crane
no. L78.56.

REFERENCES: LUNN, p. 10 (variant).

209

[Shells], ca. 1934

Image: 16.2 x 11.4 cm (6% x 4 Y2 in.);
original mount: 27.8 x 11.4 cm

(10 '%16 x 8 %6 in.)

84.XM.488.18

MARKS & INSCRIPTIONS: {Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at 1. left, in pencil, 600;

at |. right, in pencil, Wagstaff

no. Evans 4.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: WEAW, p. 67 (variant).






CUBA

Except for certain morning shopping hours, Havana is still largely a male city.

Carleton Beals, The Crime of Cuba, 1933!

During the Depression, culture and politics, especially left-
ist politics, were close comrades; in the thirties, Socialist
writer Upton Sinclair would be a serious candidate for gov-
ernor of California and the painter Barnett Newman would
run for mayor of New York City. This revived interest in
the relationship between art and the public good focused
attention on Latin America, especially the murals, work-
shops, and other creative enterprises of artists in Mexico.
Encouraged by grants from the Guggenheim Foundation,
many artists—painters, filmmakers, and photographers—
found themselves traveling in Central and South America,
including Josef Albers, Andrew Dasburg, Philip Guston,
Marsden Hartley, Stefan Hirsch, Yasuo Kuniyoshi, Sergei
Eisenstein, Paul Strand, Laura Gilpin, Anton Bruehl,

and Henri Cartier-Bresson. Others, in their search for a
simpler way of life, something closer to paradise, went

to the South Pacific; filmmakers Robert Flaherty and

F. W. Murnau produced Tabu there, and Walker Evans trav-
eled with movie camera to Tahiti. Evans seems to have

been disappointed with the resulting footage and, judging

Walker Evans. Havana Street (detail),
1933 [no. 212].

59

from the lack of surviving vintage prints, with the small
number of still photographs he made.

The year following his Tahiti voyage, the photogra-
pher was asked by the publisher J. B. Lippincott, through
the influence of his author-editor friend Ernestine Evans,
to produce photographs for a book about Cuba by the radi-
cal journalist Carleton Beals. Beals, who had spent the
fall of 1932 in Havana, had already published three books
on Mexico and had a reputation as a defender of the
oppressed in Latin America. Gilles Mora’s 1989 essay for
the book Walker Evans: Havana 1933 and the recent Beals
biography by John Britton both discuss the preparations of
the photographer and writer, working independently, for
the fall 1933 publication The Crime of Cuba.? Neither of
these sources, however, makes mention of the small cul-
tural revolution taking place in New York on the eve of
Evans’s departure for another center of unrest.

Diego Rivera, Mexican painter and muralist, was
also a Communist and made no excuses for his use of art
as propaganda. The Museum of Modern Art gave him a
one-man show in 1931, the same year he was asked to cre-
ate a mural for the San Francisco Art Institute. In 1932, he
was invited to Detroit to paint a fresco cycle on the subject
of the automotive industry for the great hall of the Institute
of Arts. In the spring of 1933, he returned to New York to
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begin his commission for the RCA Building, the center-
piece of the massive Rockefeller Center complex.
Rivera’s popularity as an artist and activist was a sign of
the times.

Less than a month after it began, Rivera’s work on
his Rockefeller Center mural, Man at the Crossroads, was
disrupted by his patrons because the artist had included in
its iconography a portrait of Lenin. In May, as Evans was
preparing to leave for nearly a month in Cuba, the huge,
partially finished mural was boarded up. Rivera was paid
and asked to leave. This highly publicized controversy
inspired demonstrations and petition-signing, with artists
and intellectuals such as Rockwell Kent, H. L. Mencken,
Lewis Mumford, John Sloan, Niles Spencer, and Walter
Pach, as well as Evans’s friends Lou Block, Ben Shahn,
and Ernestine Evans, involved in the protests.® Shahn, in
fact, had been one of the artists assisting Rivera, and
Evans’s interest in the progress of this project went well
beyond following it in the New York press. A note of April
20, 1933, to fellow photographer and poet Hans Skolle,
reflects his enthusiasm for Rivera’s public art: “Shahn is
working with Rivera on a mural (fresco) in Radio City, and
that is exciting. I go up often and watch the procedure.”
Appearing in the mural next to the inflammatory portrait of
Lenin was a large, individualized head of a laborer who,
though representing the ideal Soviet citizen, also seemed
to possess the qualities of Rivera’s central figure, a young
man in overalls operating an unidentified machine of over-
whelming proportions. In a prospectus for the ill-fated
mural that would be knocked to rubble in early 1934, the
muralist described this figure as Man “expressed in
his triple aspect”: “the Peasant who develops from the
Earth the products which are the origin and base of all the
riches of mankind, the Worker of the cities who transforms
and distributes the raw material given by the earth, and
the Soldier who, under the Ethical Force that produces

martyrs in religions and wars, represents Sacrifice.”

Rivera’s imagery, dominated by the Latin male
peasant or laborer, was, no doubt, a vivid memory for
Evans as he began photographing in the streets of a city on
the brink of revolt. Appropriately, pictures of a wreath-
laying ceremony in Havana’s Central Park (nos. 227-28)
may be among the first he made, the ritual in question pos-
sibly being a commemoration of revolutionary hero José
Marti’s violent death on May 19, 1895. This politically
loaded, subtly composed photograph is not one of the
thirty-one pictures finally selected for the portfolio of pho-
tographs that appeared in the last pages of Beals’s 1933
book The Crime of Cuba.® A good number of the portfolio
images do, nonetheless, echo the author’s scathing indict-
ment of the regime of Cuban President Gerardo Machado
(1925—33) and the long-standing exploitation of this vulner-
able country by its powerful North American neighbor.
Most explicit of these would be the last six plates (repre-
sented at the Getty by no. 211, a variant of the book’s
pl. 31) that include three pictures from local newspaper
files, appropriated by Evans and credited as Anonymous
Photograph.” But the majority of the published Evans
images do present Cuba’s widespread poverty, thus
reflecting in a more general, indirect way the imperialistic
policies of which Beals was so critical. Plate twenty-two,
Unofficial Village of Havana Poor, is a strong example of
Evans’s attention to this side of Cuban society and served
as ammunition for one reviewer, who declared that the
United States had made the country “an economic fief.”*
(See no. 327 for a similar view of the same community.)
This, in fact, was the front-page image accompanying the
review by Harold Denny published on August 20, 1933, in
the New York Times Book Review, which began: “Seldom
has a tale of greed, misery, bloodshed and futility been
placed between the covers of a book as is told in this new
volume by Mr. Beals.”® Denny goes on to give Beals credit
for breadth as well as depth in his ambitious coverage of
present-day conditions and his depiction of centuries of

Cuban history:



He tells a sufficiently full history of Cuba from the
days of the Spanish conquerors who exterminated
the Indians and brought in Negroes to slave in the
Srelds and mines through the many revolts of the
Cubans against their Spanish masters and the gro-
tesquely managed war by which the United States
expelled the Spanish, on down through the “Dance
of the Millions,” the collapse of sugar, and the
desperate efforts of Machado to remain in the sad-
dle. With his factual and interpretative material,
Mr. Beals has included brilliant character sketches,
illuminating incidents, and some acute observations
on the intellectual and social behavior of the

Cubans.™®

After recounting how Beals outlines the damage done by
the notorious Platt Amendment of 1901, which insured
United States control over the island’s economic as well as
foreign policy, and the State Department’s determination
to maintain the status quo at whatever cost to the Cuban
people, Denny praises Beals for not offering a glib solution
for this country’s woes and ends with a special mention of
Evans’s work, saying that the photographs “form an appen-
dix of thirty views of Cuban life, including two or three
dreadful mementos of the horror.”"" On the same day that
Denny’s column appeared, the New York Herald Tribune
Books section presented another review of The Crime of
Cuba, this one by Ernest Gruening, who faulted Beals for
evidence of hasty research but then discounted his own
criticisms, noting the understandable urgency in getting
the book out. (Gerardo Machado’s regime, previously sup-
ported by the United States government, was toppled on
August 12, 1933.)"? Gruening mentions Evans’s contribu-
tion early on, stating in his second paragraph: “Amply but-
tressed by four hundred pages of text, the effect of which
is heightened by some thirty-one aquatone illustrations
from photographs by Walker Evans, Mr. Beals develops his
thesis that the United States has made Cuba what she is
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Figure 1. E. H. Suydam (American, 1885-1940).
Scene in Havana from New York Herald Tribune,
August 20, 1933. Halftone from block print,
11.8 x 8.4 (4%6 x 3%6 1n.).

today.”"® His acknowledgment of Evans notwithstanding,
the subject of Gruening’s text is represented by an ink
drawing of an intense-looking Beals and a block print by
E. H. Suydam, entitled Scene in Havana (fig. 1), rather
than by a photograph from the book. Suydam’s compo-
sition is a broadly drawn impressionistic representation
of a “typical” Latin city street scene, looking more
nineteenth- than twentieth-century, with heavy palm
leaves draping the foreground and women, burros, sombre-
roed men, and large quantities of woven baskets filling the
arched portals in the background. This romanticized, and
probably completely fictional, view of life in Havana was

to be expected from a printmaker/illustrator of numerous
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travel books on the southern United States, the Southwest,
and Mexico, but it was the antithesis of what mattered to
Gruening, Beals, or Evans.!* In stark contrast to the mood
of this hand-drawn image is a “typical” Evans street
scene, a Havana shop front for a general store (no. 262).
The type of merchandise offered is spelled out plainly in
large, highlighted letters, in simply stylized drawings, in
exaggerated replicas, and in the display of the objects
themselves at the wide entryways. Two men in ubiquitous
straw Panamas pass the time in front of the shop but do
not interrupt our view of, or Evans’s fascination with,
this clearly presented information. The facades of small
shops—their signs and often empty doorways—were a
favorite subject in Evans’s Havana work (such as nos. 261,
264, 272, 276, 280). Another of his preferred themes from
the streets of Havana was the movie house and its posters
and marquees.

A composition built around this subject appears
as plate eight in The Crime of Cuba (no. 269 represents a
variant of the negative, less cropped than the book image).
Prominent in the picture are posters for two American dra-
mas, one starring the gangster hero Edward G. Robinson;
the car, a well-kept luxury model conspicuous in the fore-
ground, is a great rarity in the Havana pictures. Another
theater front appears in several negatives and is found at
the Getty in a print entitled Havana Cinema (no. 268).
Near the center of the composition is a poster for Adios a
las Armas (A Farewell to Arms), the American film based
on the 1929 novel by Ernest Hemingway and starring
Helen Hayes and Hemingway’s American friend Gary
Cooper. James Mellow, one of Hemingway’s biographers,
has suggested that the Hemingway connection is no coinci-
dence.’ In Havana, Evans spent considerable time with
Hemingway (who, like Evans, had grown up in a Chicago
suburb); Evans may even have received financial aid from
Hemingway in order to extend his stay. Whatever the case,
Evans’s documentation of this theater would seem to be a

memento of the two men’s friendship.

It seems probable that Hemingway and his writing
exerted a considerable influence on the photographer’s
work at that time. Already acclaimed for his terse, unem-
bellished style, in 1933 Hemingway was living in Key West
and doing most of his writing in Havana. He would publish
his third collection of short fiction, Winner Take Nothing,
that year, and he was collecting Cuban material for the
Harry Morgan stories that would finally appear together in
1937 as To Have and Have Not, as well as adventures
of deep-sea fishing that he would later retell in The Old
Man and the Sea (1952). The year before Evans’s visit,
Hemingway’s encyclopedic work on the bullfight, Death
in the Afiernoon, was issued with sixty-four photographic
illustrations, including five images of dead or wounded
matadors.'® In the first chapter of this chronicle covering
every aspect of the ancient but “impermanent” art of the
bullfight, Hemingway explains that he went to Spain
because “I was trying to learn to write, commencing with
the simplest things, and one of the simplest things of all
and the most fundamental is violent death.”'” He contin-
ues: “So I went to Spain to see bullfights and to try to write
about them for myself. I thought they would be simple and
barbarous and cruel and that I would not like them.”®
Evans may have admired not only Hemingway’s style of
reporting his response to the bullfight but the pictures he
chose to represent his subject. The brutal image of the
heroic Joselito dead of a goring in the ring, or the frenzied
crowd scene of an amateur fight in Pamplona, might have
influenced the photographer’s thinking while watching the
public spectacles of Havana and combing its newspaper
files for evidence of political terror.

Evans’s fondness for Hemingway as a friend and
author would come out in the seventies in several pub-
lished interviews. In trying to explain to Paul Cummings
why he thought some writers were “unconscious photogra-
phers,” he described James Joyce as a realist and “partly
a reporter,” going on to say: “Photography is reporting,
too. . . . I am interested in reporting, but I think that



reporting at its worst is journalism. But Hemingway was a
hell of a good reporter, did it to begin with, and was always
grounded in that.”" In the same interview, in a discussion
of photographic portraiture and why he disapproved of pho-
tographing celebrities, he again spoke of Hemingway: “I
was around Hemingway a little bit, but I would never bring
out a camera and photograph him, out of regard for him
really, as too obvious a thing to do.”” In 1974, remember-
ing how he had avoided all Americans, especially the “big
names,” when he was a timid young man in Paris in the
twenties, Evans brought up Hemingway as a peer of

F. Scott Fitzgerald’s, but one, unlike Fitzgerald, whose
work and personality he liked: “I met Hemingway later
and became friends with him, and was interested in and
close to his experiences. And I thought he was a sensitive
and superior man. When I met him he was nice to me; he
knew exactly who | was and what [ was doing.”*' Such
lines as the one that introduces the author’s “Banal Story”
(issued in 1927 in the collection Men Without Women)—
“So he ate an orange, slowly spitting out the seeds”?—
would certainly have appealed to the photographer who
reminisced that in the early thirties he was “doing some
things that I thought were too plain to be works of art. |
began to wonder. | knew I wanted to be an artist, but I won-
dered if I really was an artist.”* Hemingway went to Spain
to learn to write; for Evans it was on the streets of Havana
that his style and subject meshed and he found his own
way as a photographer. Havana was Spain for Evans. As

we shall see, it was also his Paris.

He had escaped to Paris in 1926 after leaving Williams Col-
lege, rejecting the United States for all things French and
hoping to indulge his literary aspirations; as he recalled,
he was at that time “almost a pathological bibliophile.”*
In 1933, he was not in search of the French but of a city
that he could take on as a subject in the same way Eugene
Atget had approached Paris, documenting it between the

1890s and his death in 1927. It is hard to say how much of
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the French photographer’s work Evans had seen before his
Havana assignment, but we do know that he was quite
familiar with the 1930 publication Atget: Photographe de
Paris, which he reviewed along with five other new photog-
raphy books for Hound & Horn in the fall of 1931.% Evans
portrays Atget as a kind of isolated, naive artist, who in his
obliviousness “worked right through a period of utter

9926

decadence in photography.”* He points out, possibly in
response to the Surrealists’ promotion of Atget as one of
their own, that it is possible to read into Atget’s work
“things he may never have formulated to himself.” But
Evans’s reading of the photographs is that they offer “a lyri-
cal understanding of the street, trained observation to it,
special feeling for patina, eye for revealing detail,” all pre-
sented with the stamp of Atget’s personal poetry.”

Since that 1930 volume appeared, Atget’s oeuvre
has been much more thoroughly analyzed; his systematic
business of recording Vieux Paris for the files of artists,
architects, designers, antiquarians, museums, and librar-
ies has been researched and reassembled. His style, too,
has been dissected, with the conclusion of recent scholar-
ship being very close to that of the German critic Walter
Benjamin, who in his own 1931 analysis of Atget’s photo-
graphs stated that “the remarkable thing about these pic-
tures, however, is their emptiness. . . . They are not lonely,
but they lack atmosphere; the city in these pictures is
empty in the manner of a flat which has not yet found a
new occupant.”? But Benjamin goes on to categorize this
special quality as Surrealist, where contemporary histori-
ans tend to attribute it to Atget’s desire to create the look
or the style of a “document,” or what Molly Nesbit has

2 These images—which

called the “authorial document.
could be employed as information or background detail—
served as the starting point for still other narratives.
According to Nesbit, Atget’s documents were “meant to be
incomplete.”® This element of emptiness or absence, ubig-
uitous in Atget’s Paris series, Nesbit points to as particu-

larly significant in his work documenting modernity, that
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Figure 2. Eugene Atget (French, 1857-1927).

Kiosque de fleurs, n.d. Toned gravure from Atget:
Photographe de Paris (Paris: H. Jonquiéres;
New York: E. Weyhe, 1930), pl. 74.

21 x 16.6 cm (8Y4 x 61732 in.).

is, the meeurs of twentieth-century Paris. Of such series as
the “Intérieurs parisiens” and “La Voiture a Paris,” both
begun about 1910, she says: “The development of empti-
ness was the precondition for Atget’s work on modern
life.”* In his last work on what Nesbit calls the “third
city” of Paris—that is, the Paris inhabited by ragpickers,
street peddlers, and barge laborers—this sense of
emptiness would be exacerbated, as Atget increasingly
presented modernity “as vacant hollow space.”*

The characteristic emptiness of Atget’s modern doc-
ument (whether intended for the archive or not) permeates
much of Evans’s Havana work, as does the earlier photogra-
pher’s antiquarian sense. The many series that madé up
Atget’s study of Old Paris—*“Environs de Paris,” “Topogra-
phie du Vieux Paris,” “Paris pittoresque,” “L’Art dans le

Vieux Paris” —as well as his pictures of modern life—
including the shop fronts, window displays, and signage of
“Métiers, boutiques et étalages de Paris” and “Enseignes
et vieilles boutiques de Paris”— were reflected in the post-
humous volume Photographe de Paris (1930), as was the
series on “Fortifications de Paris” and the “Zoniers” about
the chiffonniers (or ragpickers) and their surroundings. In
the ninety-six plates of Photographe de Paris, which we
know Evans had at hand, may be found the inspiration for
many of the Havana subjects: the sidewalk displays of
small tradesmen (such as no. 270); the signage of urban
store fronts (no. 275); the abundant street offerings of fresh
produce (no. 256); the decorative balconies of old house-
fronts (no. 287); the vacant entryways and courtyards of
private buildings (no. 259); the many studies of archaic,
horse-drawn wagons and carriages isolated from automo-
bile traffic (no. 248); the portraits of women who appear to
be prostitutes (no. 306)—all subjects equally accessible to
a street photographer in Havana or in Paris.

Another relevant image from this first retrospective
of the late photographer’s work (who died, it should be
remembered, in 1927, the year Evans began photographing
in New York) is plate 74 from Atget’s book (fig. 2). This
photograph fits, no doubt, into Atget’s category of petits
métiers, but it is more interesting for our purposes because
it seems to anticipate Evans’s own intent observation of the
habits of men on city streets. It may be compared to a
group of pictures Evans made at a street-corner newsstand
in Havana (nos. 233-36), the finest of which is a composi-
tion (no. 233; fig. 3) featuring a tall black man in a linen
suit and Panama hat, a sophisticated, nonchalant figure set
against a backdrop of movie magazines, shoeshine boys,
and the grand, classical columns of an old Havana arcade
(perhaps that of the Prado). This Havana Citizen, as the
photographer titled the image, might be seen as Evans’s
updating of Charles Baudelaire’s dandy, someone “whose
solitary profession is elegance,” who is “blasé, or pretends

to be so,” or even stoic, whose natural element is the



crowd, and who represented for the Frenchman, as well as
perhaps for this twentieth-century American, “the last
spark of heroism amid decadence.”® Evans, himself trying
to live up to Baudelaire’s expectations for the ideal flaneur,
captured in this anonymous portrait, as well as in many
others not eventually included in The Crime of Cuba, the
extraordinary mixing of races present in Cuban culture
that is the subject of “Pattern,” Part I of Beals’s book.*
Before he launches into a recounting of Cuba’s long
struggle for independence, the journalist vividly describes
the inhabitants of “Black Cuba” and “White Cuba,” and
in interviews with residents of African, Amer-Indian, and
Spanish heritage, he discusses contemporary Cuban soci-
ety. Among other characteristics, he reports on the mas-
culine quality of Havana’s streets: “Except for certain
morning shopping hours, Havana is still largely a male
city. The tide of pedestrians along narrow Obispo Street,
with its cavernous cool dark stores, or under the Prado por-
tals, wall-papered with magazines and multicolored lottery
tickets, the idlers in the open-air cafes—nearly all are
men in white linen, now and then a bright tie under a dark
chin shaded by a straw hat tilted effectively.”*

Beals’s observations could certainly be confirmed
by the one hundred and thirty-eight Cuban pictures con-
tained in the Getty collection, the majority of which, when
they do contain signs of life, feature the male population
—street vendors with their carts; lottery-ticket sellers con-
versing; the Havana bums Hemingway wrote about, asleep
in the early morning sun; the stevedores whom Evans por-
trayed both en masse and as individuals; the newsboys;
military men solemnly decorating Marti’s monument; the
craftsmen and civil servants, barbers, cobblers, trolley
conductors, and farmers; the crowd at a Public Spectacle,
which is so overwhelmingly male. The images of women
are scarce—a young mother begging with three children;
women who are probably prostitutes, shown behind barred
windows; and members of a breadline. This emphasis on

the male subject may have been an appropriate reflection
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Figure 3. Walker Evans. Havana Citizen,

1933 [no. 233].

of street life in Havana, as suggested by Beals’s narrative;
it may to some extent come from the images of Rivera’s
heroic laborers and Hemingway’s gallery of soldiers, box-
ers, matadors, and gangsters. Whatever the source, male
imagery suited Evans’s needs, and his style flourished in
its presence.

Havana Citizen (nos. 233-34), though not among
the thirty-one illustrations in The Crime of Cuba, proved
to be one of Evans’s favorite Havana images. The role it
played in other projects of the thirties is a gauge of the
picture’s importance to Evans and his evolving style. To

celebrate Machado’s long-anticipated downfall, the July—
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September 1934 issue of Hound & Horn ran a portfolio,
“Cuba Libre: Photos,” consisting of three Evans pictures
(see nos. 227, 233, 237, for close variants of the three
plates); Havana Citizen was one of them. When in 1938 he
made selections for a one-man show at the Museum of
Modern Art to be exhibited under the title American Photo-
graphs, Evans again chose this Cuban image to appear in
both the exhibition and the accompanying book (which
presented a sequence of photographs quite different than
that presented in the galleries; see Appendix B).* At the
museum, Citizen in Downtown Havana, as it was now
called, appeared in a grouping with another newsstand
image of four young men in Panamas (no. 237, variant
cropping) and a single stevedore portrait (no. 295). Also
included in the show were the Village of Havana Poor or
Squatters’ Village (no. 327), the picture Family (no. 317)
that appeared in the 1933 volume, and a young girl, pos-
sibly a prostitute, in Cuban Girl Looking Through Window
Bars (no. 309). The last three photographs were installed
among images of the rural American South and city
dwellers in the Bronx sunning themselves. According to
museum loan numbers and labels found on five other Getty
prints, Havana pictures of a breadline family (Country
Family, no. 313), a beggar (no. 322), another of the coal
dockworkers (no. 293), a Havana courtyard containing an
iron jockey (no. 257), and a vacant, two-story facade
entitled simply Housefront, Havana (no. 275) were at one
point among the prints being considered for hanging.*” The
group of eighty-seven plates making up the published vol-
ume American Photographs was a substantially different
selection, but, as he did for the exhibition, Evans assimi-
lated the man in Havana into his image of Main Street
America, inserting Citizen in Downtown Havana (pl. 20 of
American Photographs), as well as two other distinctive
portraits of Cuban types— Havana Policeman (pl. 30;

no. 298) and Coal Dock Worker (pl. 33; no. 292)—among
his American Legionnaires, Civil War sculptures, and

images from the rural South.*®

By 1938, Cuba had apparently become, as far as
Evans was concerned, a part of the American Scene, that
popular Depression-era theme. His inclusion of these
faces from a small, impoverished country, ninety miles off
the coast of Florida, which most New Yorkers thought of
only as a vacation spot, may also have been intended as a
tribute to the people of Havana and an acknowledgment of
their predicament.® The title of Havana Citizen might well
be somewhat ironic, referring as it does to a member of a
disenfranchised population that, according to Beals, felt
like exiles in their own land. The man-of-the-world Evans
portrays, then, can be said to represent an idea rather than
a reality. Cuban natives, and even longtime resident aliens
like Graham Greene’s Jim Wormold, British vacuum-
cleaner salesman and unorthodox secret agent, longed for
the self-assured composure and peace of mind embodied
in Evans’s remarkable dandy. In Greene’s cold-war novel
Our Man in Havana, the naive, blundering Wormold, on a
rare visit to the exclusive Havana Club, achieves his ulti-
mate goal: “In the club he felt himself, as in the Wonder

Bar, a citizen of Havana.”*

The lessons of Rivera, Hemingway, and, particularly, Atget
that Evans put into practice during his brief stay in Cuba
proved to be excellent preparation for a bigger assignment:
to document the details of “Middletown U. S. A.,” or at
least a southeastern version of it, for the federal govern-
ment. Evans would take full advantage of the New Deal’s
resources to refine this unblinking style of observation as
he traveled through the rural South. But before he was
offered the opportunity to apply his mature style in a free-
ranging way, he would need to sustain himself with a very
different commission, one closely connected to his interest
in the black culture of Cuba. Photographing the major
survey African Negro Art at the Museum of Modern Art in
1935 would put him back into the studio and test his skills

as an interpreter of others’ art.



1. Carleton Beals, The Crime of Cuba,
with 31 photographs by Walker Evans
(Philadelphia: J. B. Lippincott,

1933), 76.

2. Gilles Mora, “Havana, 1933: A Sem-
inal Work,” in Gilles Mora and John
Hill, Walker Evans: Havana 1933 (New
York: Pantheon Books, 1989), 8-23,
and John A. Britton, Carleton Beals: A
Radical Journalist in Latin America
(Albuquerque: University of New Mex-
ico Press, 1987), 103—-22. Mora and
Hill reproduce in quite small dimen-
sions the complete portfolio for The
Crime of Cuba and in text illustrations
and large plates another selection
(some duplicating images in the 1933
book) of some ninety-two posthumous
prints, made (usually full-plate) for
this new publication from the Evans
negatives still held by the

Walker Evans Estate.

3. Ernestine Evans, author of The
Frescoes of Diego Rivera (New York:
Harcourt, Brace, 1929), is listed as
“Ernestina Evans” in the New York
Times (May 28, 1933), in an article
regarding a letter sent by artists and
writers to John D. Rockefeller oppos-
ing his treatment of Rivera, quoted in
Irene Herner de Larrea, Diego Rivera:
Paraiso Perdido en Rockefeller Center
(Mexico, D.F.: Edicupes, 1986), 124.

4. Evans to Skolle, Apr. 20, 1933,
quoted in Walker Evans at Work, with
an essay by Jerry L. Thompson (New
York: Harper and Row, 1982), 95.

5. Diego Rivera: A Retrospective (New
York: Founders Society Detroit Insti-
tute of Arts, in association with

W. W. Norton, 1986), 295.

6. Twenty-one prints in the Getty col-
lection are from negatives used for the
thirty-one illustrations that finally
accompanied Beals’s text for The
Crime of Cuba: nos. 211-12, 214, 225~
26, 239, 243, 259, 269, 296, 308, 311,
312 (variant of 311), 313, 317, 322,
325-26, 333, 336, and 339. According
to Mora and Hill (Walker Evans:
Havana 1933, 9) and Evans/Beals cor-
respondence quoted in their foreword,
in taking this commission, Evans
required that he be allowed to select
and sequence the images used and
that he be permitted to submit twice
the number of pictures to be used,
sixty-four prints, thirty-two of which
he expected to be reproduced. Only
thirty-one were included in the book;
it is not known whether the publisher
honored Evans’s contract in terms of

NOTES

the final sequencing of those that do
appear. Among the Getty prints are six-
teen photographs not included in the
published portfolio that bear Evans’s
numbers in pencil at the upper center,
verso. These prints, with numbers
between 8 and 48, suggest that the
photographer may have had another
sequence in mind, whether it was that
proposed to Lippincott or not. These
designations would layout nos. 276,
274, 272, 273, and 242 as plates 8
through 12, respectively. Nos. 270,
227, and 236 would form another group-
ing as plates 22, 23, and 24. Other
Getty prints that might have formed
part of this original (or alternate)
design are: nos. 256 (Evans “18”), 253
(Evans “19”), 318 (Evans “29”), 315
(Evans “307), 324 (Evans “377),

282 (Evans “427), 332 (Evans “447),
and 219 (Evans “48”).

7. See Beals, Crime of Cuba, pl. 26, A
Document of the Terror; pl. 28, Gonza-
lez Rubiera; and pl. 30, Terrorist Stu-
dents in Jail.

8. Harold N. Denny, “Cuba, The Cruci-
fied Republic: Carleton Beals Indicts
the Machado Regime and American
Penetration,” The New York Times
Book Review, Aug. 20, 1933, 1.

9. Ibid., 1 and 14.
10. Ibid., 1.
11. Ibid., 14.

12. Ernest Gruening, “How Cuba
Became What She Is Today: Carleton
Beals Lays Blame on the United States
and the Platt Amendment,” New York
Herald Tribune Books 9:50 (Aug. 20,
1933), 3.

13. Ibid.

14. Edward Howard Suydam illus-
trated at least seventeen books, includ-
ing Lyle Saxon’s Fabulous New
Orleans (1928) and Old Louisiana
(1929), and Hawaii: Isle of Enchant-
ment (1937) and Pattern of Mexico
(1941) by Clifford Gessler, who reports
the artist’s then-recent death.

15. James Mellow, Hemingway: A Life
Without Consequences (Boston:
Houghton Mifftin, 1992), 425-26, and
see the unpaginated plate section for a
reproduction made from another nega-
tive documenting the same theater
front. The Getty picture has not pre-
viously been published, but a variant
of the Mellow image is found in
Walker Evans at Work, 19.

16. Ernest Hemingway, Death in

the Afternoon (New York: Charles
Scribner’s Sons, 1932). The photo-
graphic plates, identified as being by
Vandel and Rodero, appear in unpagi-
nated fashion after the main text and
before the explanatory glossary.

17. Ibid., 2.
18. Ibid., 3.

19. “Walker Evans,” a 1971 interview
published in Paul Cummings, Arzists
in. Their Own Words: Conversations
with Twelve American Artists (New
York: St. Martin’s Press, 1979), 99.

20. Ibid., 97.

21. “A Visit with Walker Evans,” in
Bill Ferris and Carol Lynn Yellin,
eds., Images of the South: Visits with
Eudora Welty and Walker Evans, South-
ern Folklore Reports 1 (Memphis,
Tenn.: Center for Southern Folklore,
1977), 29.

22. Ernest Hemingway, Men Without
Women (New York: Charles Scribner’s
Sons, 1927; Scribner Classic/Collier
Edition, 1986), 126.

23. Cummings, “Walker Evans,” 99.
24. Ibid., 83.

25. Pierre MacOrlan, Atget: Photo-
graphe de Paris (Paris and Leipzig:
Jonquiéres, 1930; New York:

E. Weyhe, 1930). Evans’s review of
this and the recent publications
Steichen the Photographer, Die Welt ist
Schon, Photo-Eye, Arts et Métiers
Graphique, and Antlitz der Zeit
appeared under the title “The Reap-
pearance of Photography” in Hound &
Horn, Oct.—Dec. 1931, 125-28.

26. Ibid., 126.
27. Ibid.

28. Walter Benjamin, “A Short His-
tory of Photography,” translated by
Stanley Mitchell, Screen 10 (Spring
1972), 21. Benjamin’s article first
appeared in Literarische Welt in 1931
and seems to have been a review of
five new books, including Atget
Lichtbilder, the German edition of the
MacOrlan book critiqued by Evans.

29. Molly Nesbit, Atget’s Seven Albums
(New Haven, Conn.: Yale University
Press, 1992), 35. Nesbit’s is one of the
most complete accounts to date of
Atget’s methods; her interpretation of
what the term document means in
regard to Atget’s images is exhaustive,
and much of it could be applied to

CUBA 67

Evans’s work in a more lengthy
study.

30. Ibid., 117.
31. Ibid., 133.
32. Ibid.

33. Charles Baudelaire, The Painter
of Modern Life and Other Essays, trans-
lated and edited by Jonathan Mayne
(London: Phaidon Press, 1964; Da
Capo Press Paberback, 1986), with
quoted phrases from pp. 26, 9, 28,
respectively.

34. Beals, Crime of Cuba, 17-92.
35. Tbid., 76.

36. With the publication in Gilles
Mora and John T. Hill, Walker Evans:
The Hungry Eye (New York: Harry N.
Abrams, 1993), 162—-97, of a re-
creation (based on Evans’s own hastily
made installation views) of the MoMA
show, it is possible for the first time to
see the selected images and the wall
groupings of the exhibition and to
compare them to those long known in
the published work American
Photographs.

37. See Appendix B for a complete
listing of JPGM prints associated with
the 1938 exhibition and book.

38. Walker Evans, American Photo-
graphs, with an essay by Lincoln
Kirstein (New York: Museum of
Modern Art, 1938).

39. The “all-inclusive” Havana
cruises of the new ships Morro Castle
and Oriente offered by the Ward Line
were featured in streamlined advertise-
ments in the early thirties; in 1937,
when Walker Evans and James Agee
prepared the article “Six Days at Sea
... on a ‘good average’ cruise to
Havana” for Fortune (vol. 16 [Sept.
1937], 117-20, 210-12, 214, 216, 219—
20), the Oriente, their ship for the
cruise, made fifty trips from New York
to Havana each year, “carrying freight,
mail, and passengers, of whom a
strong preponderance are cruising.”

40. Graham Greene, Our Man in
Havana (London: William Heinemann,
1958; Penguin Books, 1991), 153. The
1991 edition displays one of Evans’s
Havana photographs on its cover

(an image that is not in the Getty
collection).



68 1926-1934

Cuba

All of the following photographs appear to have been made
during Evans’s 1933 trip to Cuba. The majority were made
in Havana and are sequenced to introduce the reader to
that urban environment through views of major monu-
ments, like Columbus Cathedral and Morro Castle, fol-
lowed by images of shop fronts, street vendors, balconied

residences, and horse-and-carriage traffic in the city’s nar-

210

row avenues. A group of portraits of Havana tradesmen
and beggars precedes a final section of rural scenes

made in the island’s interior. Twenty-one of these prints
(nos. 211, 212, 214, 225, 226, 239, 243, 259, 269, 296, 308,
311, 312 [variant of 311], 313, 317, 322, 325, 326, 333, 336,
and 339) are from the negatives used for the thirty-one
illustrations by Evans that accompanied Carleton Beals’s

text for The Crime of Cuba (1933).
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211

212

210

[Detail of an Ocean Liner, En Route to
Havana], 1933

23.5x 14.2 cm (9 %32 x 5%z in.)
84.XM.956.698

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp B; at 1. left, in
pencil, Crane no. L78.14(Evans).

211

[Wallwriting. We Support the Strike of
the Cigar Workers. Down with the Impe-
rialist War.*], 1933

14.5x 23.2 cm (5% x 9 %6 in.)
84.XM.956.162

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp H; at |. left, in
pencil, Crane no. L66.83(Evans).
REFERENCES: *CUBA, pl. 31 (variant);
HAVANA, p. 111 (variant).

212

[Havana Street*], 1933

23.5x 158 cm (9 Y4 x 6 Y4 in.)
84.XM.956.152

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, Crane

no. L66.68(Evans).

REFERENCES: ¥*CUBA, pl. 1 and front
cover of dust jacket (variant).

213
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215

213

[Produce Trucks at Market], 1933
18.5 x 25.3 cm (7 %16 x 9 %46 in.)
84.XM.956.170

MARKS & INSCRIPTIONS: (Verso) at right,
Evans stamp A; at 1. left, in pencil,
Crane no. L66.93(Evans).

214

[Public Spectacle*], 1933

17.4x 23.2 cm (6 %5 x 9 %16 in.)
84.XM.956.156

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at |. left, in
pencil, Crane no. L66.78(Evans).
REFERENCES: *CUBA, pl. 17 (variant).

215

[Spectacle, Capital Steps, Possibly Inde-
pendence Day, May 20%*], 1933

19.7 x 25.3 em (7 % x 9342 in.)
84.XM.956.231

MARKS & INSCRIPTIONS: (Verso) signed at
right center, in pencil, by Evans,
Walker Evans; at |. left, in pencil,
Crane no. L66.60(Evans).

REFERENCES: *HAVANA, pp. 26-27
(variant).



70 1926-1934

218

216

View of Havana/[Plaza del Vapor, Mar-
ket Area, Havana*], 1933

14.3 x 23.6 cm (5 % x 9 %52 in.) [on orig-
inal mount trimmed to image)
84.XM.956.278

MARKS & INSCRIPTIONS: {Verso) titled
and signed at center, in black ink, by
Evans, VIEW OF HAVANA/Walker Evans;
(recto, mat) at L. right, in pencil, 75; at
1. left, in pencil, Crane no. 166.2
(Evans).

REFERENCES: *HAVANA, pp. 36-37
(variant).

217

View of Havana from the New Tele-
phone Company Tower, 1933
15.5%23.6 cm (6 Y8 x 9 %6 in.) [on orig-
inal mount trimmed to image]
84.XM.956.191

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, VIEW OF HAVANA/FROM THE NEW
TELEPHONE CO. TOWER/Walker Evans/
23 Bethune St.; at 1. left, in pencil,
Crane no. L66.92(Evans).

218

[Havana Street with Topiaries], 1933
23.2x 14.8 cm (9 Y% x 516 in.) [on
original mount trimmed to image]
84.XM.956.843

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L66.104(Evans).

219

[Detail: The Cathedral, Havanal/
[Detail: Columbus Cathedral (La Cate-
dral de la Virgen Maria de la
Concepcion)], 1933

16 x 14.7 cm (6 ¥1s x 5 %6 in.) [on origi-
nal mount trimmed to image]

84.XM.956.238

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans,

Walker Evans; at u. center, in pencil,
by Evans, 48.; at 1. left, in pencil,
Crane no. L66.117(Evans).

220

[Detail: The Cathedral, Havanal/
[Detail: Columbus Cathedral (La Cate-
dral de la Virgen Maria de la
Concepcién)], 1933

19.2 x 25.1 cm (7 %16 x 92%:2 in.)
84.XM.956.186

MARKS & INSCRIPTIONS: (Verso) at right



center, Evans stamp A; at 1. left, in
pencil, Crane no. L66.114(Fvans).

221

[Detail: The Cathedral, Havanal/
[Detail: Columbus Cathedral (La
Catedral de la Virgen Maria de la Con-
cepcion)], 1933

24.5 x 18.2 em (9 % x 7 %6 in.) [on orig-
inal mount trimmed to image]
84.XM.956.185

MARKS & INSCRIPTIONS: (Verso) at right
center, partial Evans stamp A; at

1. left, in pencil, Crane no. L66.115
(Evans).

225

222

[Detail: The Cathedral, Havanal/
[Detail: Columbus Cathedral (La
Catedral de la Virgen Maria de la Con-
cepcion)], 1933

Image: 25.2 x 19.8 cm

(9 7% x 7 %6 in.); sheet: 25.3 x 20 cm
(93%52x 775 1n.)

84.XM.956.182

MARKS & INSCRIPTIONS: (Verso) at u. left,
partial Evans stamp A; at 1. right, in
pencil, by Arnold Crane, Cuba/AHC
and Withdrawn 12/71 AHC; at right cen-
ter, Crane stamp; at 1. left, in pencil,
Crane no. L66.116(Evans).

NOTE: Not illustrated; variant of
no. 221.

223

[The Cathedral, Havana)/[ Columbus
Cathedral (La Catedral de la Virgen
Maria de la Concepcion)], 1933

18.8 x 24.4 cm (7 Y16 x 9% in.)
84.XM.956.187

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at 1. left, in
pencil, Crane no. L66.113(Evans).
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224

[Cuban Religious Shrine], 1933

Image: 18.8 x 11.3 em

(7 W42 x 4 %2 in.); original mount:
22.8 x 15.6 cm (83%52 x 6 %32 in.)
84.XM.956.216

MARKS & INSCRIPTIONS: (Verso mount) at
center, Evans stamp B; at 1. left, in
pencil, Crane no. L66.105(Evans).

225

[Patron Saint*]/[Patron Saint,

St. Rock**], 1933

Image: 20.1 x 15.3 cm

(7 %6 x 6 Y16 1n.); original mount:
23.2x18.6 cm (98 x 7% in.)
84.XM.956.149

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at

1. right, Evans stamp A; at 1. left, in
pencil, Crane no. L66.70(Evans).
REFERENCES: ¥*CUBA, pl. 3 (variant);
FAL, p. 45; ¥**HAVANA, p. 71.
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226

226

[Parque Central I*)/[Parque Central,
Galician Center in Background**)/
[National Opera House and the Ingla-
terra Hotel, Havana), 1933

22.5x 14.6 em (8 %16 x 5% in.)
84.XM.956.150

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at 1. left, in
pencil, Crane no. L66.73(Evans).
REFERENCES: *CUBA, pl. 6 (variant);
**HAVANA, p. 88 (variant).

227

227

Public Ceremony, Havana, Central
Park/[Wreathlaying, Havana*]/
{Wreathlaying at the José Marti Statue,
Havana], 1933

13.3x22.9 cm (5% x 9 V42 in.)
84.XM.956.188

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink,

by Evans, PUBLIC CEREMONY, HAVANA,
CENTRAL PARK/Walker Evans/23
Bethune St.; at u. center, in pencil, by
Evans, 23; at |. left, in pencil, Crane
no. L66.111(Evans).

REFERENCES: *“Cuba Libre,” Hound &

230

Horn, vol. 7, no. 4 (July—Sept. 1934),
n.p. (variant); HAVANA, pp. 30-31
(variant).

228

[Wreathlaying, Havana*)/[Wreath-
laying, Hotel Inglaterra in
Background**)/[Wreathlaying at the
José Marti Statue, Havanal, 1933
22.5x19.3 cm (5% x 7% in.)
84.XM.956.155

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at 1. left, in
pencil, Crane no. L66.112(Fvans).
REFERENCES: *“Cuba Libre,” Hound &

Horn, vol. 7, no. 4 (July—Sept. 1934),
n.p. (variant); **HAVANA, pp. 30-31
(variant).

229

[Two Cubans in Uniform Standing
Beside a Havana Monument], 1933
25.3 x 19.4 cm (9332 x 72Y52 in.)
84.XM.956.217

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at L. left, in
pencil, Crane no. L66.102(Evans).



231

233

230

Morro Castle, Havana, 1933

14.5x 22.5 cm (5 Y16 x 8 Y8 in.) [on
original mount trimmed to image]
84.XM.956.214

MARKS & INSCRIPTIONS: (Verso) titled at
center, in black ink, by Evans, MORRO
CASTLE, HAVANA; at 1. right, Evans
stamp A; at |. left, in pencil, Crane
no. L66.123(Evans).

231

“La Fuerza” Havana Fortress, 1933
14.3 x 23.8 cm (5 % x 9% in.} {on origi-
nal mount trimmed to image]

232

234

84.XM.956.171

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, “LA FUERZA” HAVANA FORTRESS/
Walker Evans/23 Bethune St.; at 1. left,
in pencil, Crane no. L66.97(Evans).

232

Havana Fortress, 1933

17.2 x 22.8 em (6 %16 x 9 in.) [on origi-
nal mount trimmed to image]
84.XM.956.276

MARKS & INSCRIPTIONS: (Verso) titled
and signed at |. center, in black ink,

by Evans, HAVANA FORTRESS/

Walker Evans/23 Bethune St.; (recto,
mat) at L. left, in pencil, Crane

no. L66.17(Evans); at bottom on white
paper taped to mat, in pencil, Z4
FUERZA (The Fortress).

233

[Havana Citizen]/[Citizen in Downtown
Havana*], 1933

Image: 22.3 x 11.8 cm (8% x 4 % in.);
original hole-punched mount:
27.9x29.6 cm (11 x 8 %2 in.)
84.XM.956.484
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MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part One/#20./
Citizen in/Downtown/Havana/1932; at
u. right, in pencil, 95.0; at right, in
pencil, 8 ¥4 [with lengthwise line along
side]; at . right, in pencil, 20;

at . right, in red pencil, S; (verso,
mount) at center, in pencil, I-20; at

1. center, Evans stamp B; at 1. right,

in pencil, 20; at 1. right, in pencil,
H2416-86/86/NO [within in a box] 150
h; (recto, mat) at 1. right, in pencil, 97;
at l. left, in pencil, Crane no. AP48/
L68.61(Evans).

REFERENCES: **Cuba Libre,” Hound &
Horn, vol. 7, no. 4 (July—Sept. 1934),
n.p. (variant); AMP, Part I, no. 20 (vari-
ant); FAL, p. 32; APERTURE, p. 33
(variant); WEAW, p. 88; HAVANA, p. 85.

234

[Havana Citizen*}, 1933

24.2x 15.7 cm (9 %2 x 6 %16 in.) [on orig-
inal mount trimmed to image]
84.XM.956.264

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; at 1. right, Crane
stamp; (recto, mat) at L. left, in pencil,
Crane no. L66.58(Evans).

REFERENCES: WEAW, p. 88 (variant,
left); *HAVANA, p. 14 (variant).
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238

235

Havana Shopping District, 1933

24.4x 15.5 ¢cm (9 ¥ x 6 %32 in.) [on orig-
inal mount trimmed to image]
84.XM.956.215

MARKS & INSCRIPTIONS: (Verso) titled
and signed at u. center, in black ink,
by Evans, HAVANA SHOPPING DISTRICT/
Walker Evans/23 Bethune St.; at 1. left,
in pencil, Crane. no. L66.57(Evans).
REFERENCES: WEAW, p. 88.

236

Bootblack Stand, Havana, 1933
22.8x 13.6 cm (83Y52 x 5% in.) [on
original mount trimmed to image]
84.XM.956.210

MARKS & INSCRIPTIONS: (Verso) titled
at u. center, in black ink, by Evans,
BOOTBIACK STAND, HAVANA; at

u. center, in pencil, by Evans, 24.; at
L. right, Evans stamp A; at 1. left, in
pencil, Crane no. L66.56(Evans).

237
[People in Downtown Havana*]/
[People in Downtown Havana,

239

Shoeshine Newsstand**], 1933
Image: 12.7 x 18.4 cm (5 x 7 4 in.);
sheet: 12.7 x 20.1 cm (5 x 72%z2 in.)
84.XM.956.192

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at . left, in
pencil, Crane no. L66.62(Evans).
REFERENCES: **“Cuba Libre,” Hound &
Horn, vol. 7, no. 4 (July—-Sept. 1934),
n.p. (variant); FAL, p. 41 (variant);
**HAVANA, pp. 82—83 (variant).

238

[People in Downtown Havana*|/
[People in Downtown Havana Shoe-
shine Newsstand**), 1933

Image: 18 x 13.5 cm (7 Y8 x 5 %6 In.);
original mount: 20.6 x 13.8 cm

(86 x 5% in.)

84.XM.956.226

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) signed
at L. center, in pencil, Walker

Evans; at 1. left, in pencil, Crane

no. L66.61(EVANS).

REFERENCES: *“Cuba Libre,” Hound &
Horn, vol. 7, no. 4 (July—Sept. 1934),
n.p. (variant); FAL, p. 41 (variant);
**HAVANA, pp. 82—83 (variant).
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239

[City People*)/[City People, Trolley
Stop**], 1933

17.7 x 22.9 em (6 %52 x 9 Y5z in.)
84.XM.956.244

MARKS & INSCRIPTIONS: (Verso) signed
at center, in black ink, by Evans,
Walker Evans; at 1. left, in pencil,
Crane no. L66.42.

REFERENCES: *CUBA, pl. 13 (variant);
**HAVANA, pp. 56—57 (variant).

240
[Havana Street Corner, Pedestrians
Under Ninth Symphony Poster], 1933

18.3 x 25.2 em (7 ¥5 x 9 % in.)
84.XM.956.153

MARKS & INSCRIPTIONS: (Verso) at right,
Evans stamp A; at |. left, in pencil,
Crane no. L66.96(Evans).
REFERENCES: HAVANA, p. 20 (variant).

241

[Asturian Center*}/[Three Men on a
Havana Street}], 1933

24.8x 15.2 em (9% x 6 in.) [on original
mount trimmed to image]
84.XM.956.229

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; at L. left, in

241

pencil, Crane no. L66.59(EVANS).
REFERENCES: *HAVANA, p. 28 (variant).

242

Colonnade Shop, Havana, 1933

17 x 23.7 cm (6 Y16 x 9 %16 in.) [on origi-
nal mount trimmed to image|
84.XM.956.266

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, COLONNADE SHOP, HAVANA/
Walker Evans/23 Bethune St.; at

1. right, Evans stamp A; at u. center, in
pencil, by Evans, 12; (recto, mat)

CUBA 75

at L. right, in pencil, 80; at 1. left, in
pencil, Crane no. L66.12(Evans).

243

[Lottery Ticket Vendors*], 1933
19.5x22.2 cm (7 *Y16 x 8% in.)
84.XM.956.157

MARKS & INSCRIPTIONS: (Verso) at right,
Evans stamp A twice; at 1. left, in
pencil, Crane no. L66.72(Evans).
REFERENCES: ¥*CUBA, pl. 5 (variant).
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244

Havana, 1933

14.6 x 22.6 cm (5 ¥4 x 8 2%z in.) [on
original mount trimmed to image]
84.XM.956.249

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA/WALKER EVANS; signed
at right center, in pencil, by Evans,
Walker Evans; at 1. left, in pencil,
Crane no. L66.38.

245

[Mule, Wagon, and Two Men, Havanal],
1933

13.8 x 21 cm (5 %16 x 8 %32 in.) [on origi-
nal mount trimmed to image]
84.XM.956.247

MARKS & INSCRIPTIONS: (Verso) signed

at center, in pencil, by Evans, Walker
Evans [sideways]; at L. left, in pencil,
Crane no. L66.41.

REFERENCES: HAVANA, p. 92 (variant).

246
[Mule, Carriage, and Driver, Havana),
1933

12.7x 17.7 cm (5 x 6 352 in.)
84.XM.956.274

MARKS & INSCRIPTIONS: (Verso) signed

at right center, in pencil, by Evans,
Walker Evans [inverted]; (recto, mat) at
1. left, in pencil, Crane no. L66.18
(Evans).

247

[Mule Harnessed to Carriage, Havanal,
1933

13.7x12.2 cm (5% x 4 2%2 1n.)
84.XM.956.206

MARKS & INSCRIPTIONS: (Verso) titled
and signed at . center, in black ink,

yanNS-4 )

by Evans [first part cut off |—MAN,
HAVANA/Walker Evans; at 1. center,
in pencil, Crane no. L66.19(Evans);
at 1. right, in pencil, £ 5 [number
circled]; at u. left, in pencil, 14.

248

[Horse Carriage, Havana*}, 1933
13.4x 21.3 cm (5% x 8 %52 in.) [on
original mount trimmed to image]|
84.XM.956.240

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp I; at u. left, in
pencil, #86/HORSE CARRIAGES, HAVANA/
1932; at L. left, in pencil, CUT 21 6"



250

[arrow pointing to the right] WIDE; in
pencil [diagonal line from

u. left to L. right]; at 1. left, in pencil,
Crane no. L66.40.

REFERENCES: ¥*CRANE, no. 84.

249

Cuban Village, 1933

16.5x 23.5 ¢cm (6 Y2 x 9 Y4 in.) [on origi-
nal mount trimmed to image]
84.XM.956.272

MARKS & INSCRIPTIONS: {Verso) titled
and signed at center, in black ink, by
Evans, CUBAN VILLAGE/Walker Evans;
(recto, mat) at 1. left, in pencil, Crane
no. L66.15{Evans).

250

Havana Street Vendors, 1933

17.5 x 23.6 cm (6 2%32 x 9 %42 in.) [on
original mount trimmed to image]
84.XM.956.230

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA STREET VENDORS/
Walker Evans/23 Bethune St; at 1. left,
in pencil, Crane no. L66.50(Evans).
REFERENCES: WEAW, p. 92 (variant,
bottom left image).
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251

[Fruit Vendor’s Wagon, Havana Street],
1933

14.7 x 23.1 em (5 % x 9 Y16 in.) [on orig-
inal mount trimmed to image]
84.XM.956.218

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans {sideways]; at 1. left, in pencil,
Crane no. L66.49(EVANS).

252

[Havana Fruit Vendor with Cart)], 1933
14.6 x 22.6 cm (5% x 8 % in.) [on origi-
nal mount trimmed to image]

84.XM.956.248

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans,

Walker Evans [sideways]; at 1. left, in
pencil, Crane no. L66.39.

253

Havana Fruitstand, 1933

23.5x 14.1 cm (9 ¥4 x 5%z in.) [on
original mount trimmed to image]
84.XM.956.232

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; titled at u. center, in black ink,
by Evans, HAVANA FRUITSTAND; at u.

center, in pencil, by Evans, 19. [this
number appears to have been changed
from 17.]; at L. left, in pencil, Crane
no. L66.52(Evans).

REFERENCES: FAL, p. 28 (variant);
WEAW, p. 92 (variant, u. left image).

254

Havana Policeman, 1933

24.4x 15.3 cm (9 % x 6 Y32 in.) [on orig-
inal mount trimmed to image]
84.XM.956.227

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA POLICEMAN! Walker

Evans/23 Bethune St.; at 1. left, in pen-
cil, Crane no. L66.53(EVANS).

255

Havana Police, 1933

23.1 x 13.8 cm (9 Y16 x 5 %6 1n.) [on
original mount trimmed to image]
84.XM.956.228

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; titled at u. center, in black ink,
by Evans, HAVANA POLICE; at 1. left, in
pencil, Crane no. L66.55(Evans); at

1. right, Crane stamp.



256

Havana Fruitstand, 1933

22.3 x 14.8 em (9%16 x 5 s in.)
84.XM.956.225

MARKS & INSCRIPTIONS: (Verso) titled
and signed at u. center, in black ink,
by Evans, HAVANA FRUITSTAND/
Walker Evans/23 Bethune St.; at u. cen-
ter, in pencil, by Evans, 18.; at 1. left,
in pencil, Crane no. L66.54(Evans).
REFERENCES: WEAW, p. 92 (variant,

u. center image).

257

[Havana Courtyard], 1933

24.3 x 17 cm (9 %16 x 6 2%52 in.) [on origi-
nal mount trimmed to image]
84.XM.956.268

MARKS & INSCRIPTIONS: (Verso) signed at
1. right, in pencil, by Evans, Walker
Evans; at u. center, in pencil, MoMA
no. 38.2300; (recto, mat) at |. right, in
pencil, 77; at 1. left, in pencil, Crane
no. L66.9(Evans).

258
[Cuban Courtyard Kitchen], 1933
23x 15 ¢cm (9 Vie x 5% in.)

84.XM.956.270

MARKS & INSCRIPTIONS: {Verso) signed at
u. center, in pencil, by Evans, Walker
Evans [inverted}; (recto, mat) at

L. right, in pencil, 71; at . left, in pen-
cil, Crane no. L66.13(Evans).
REFERENCES: HAVANA, p. 58 (variant).

259

[Patio*}/[Patio, Tenement**], 1933
19.2 x 14.8 cm (7 %16 x 5 %6 in.) [on
original mount trimmed to image]
84.XM.956.165

MARKS & INSCRIPTIONS: (Verso) at

CUBA 79

u. right, Evans stamp A; at u. center,
in pencil, MoMA no. 38.2359/Evans; at
L. left, in pencil, Crane no. L66.79
(Evans).

REFERENCES: *CUBA, pl. 19 (variant);
**HAVANA, p. 38 (variant).
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260

262

260

Havana Shop, 1933

14.3x 21.4 cm (52%52x 8 % in.) [on
original mount trimmed to image]
84.XM.956.193

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA SHOP/Walker Evans/23
Bethune St.; at 1. left, in pencil, Crane
no. L66.108(Evans).

261

[Two Cuban Doorways}, 1933

15.3x 19.1 cm (6 Y16 x 7%z in.) [on
original mount trimmed to image]
84.XM.956.221

MARKS & INSCRIPTIONS: (Verso) signed at
u. right, in pencil, by Evans, Walker
Evans [inverted]; at 1. left, in pencil,
Crane no. L66.106(Evans).

262

Havana, 1933

Image: 15.4 x 17.9 cm

(6 V16 x 7 Y16 in.); original mount:
18.5x19.3 cm (7 ¥4 x 7% in.)
84.XM.956.146

MARKS & INSCRIPTIONS: (Recto, mount)
signed at |. right, in pencil, by Evans,
Walker Evans; (verso, mount) titled
and dated at u. center, in pencil, by

261

263

Evans, Havana 1933; at |. left, in pen-
cil, Crane no. L66.95 (Evans).

263

[Doorway with Hanging Pots, Kitchen-
ware Shop, Havana), 1933
23.5x16.5cm (9% x 6 Y2 in.)
84.XM.956.148

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans [sideways]; at L. left, in pencil,
Crane no. L66.86(Evans).

PLLLERISTA CHA
SEUL REGALARAUN

10 NS ks
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264

Havana Shopfront, 1933

14.8 x 23.2 em (52732 x 9 %2 in.) [on
original mount trimmed to image]
84.XM.956.189

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink,

by Evans, HAVANA SHOPFRONT/

Walker Evans/23 Bethune St.; at 1. left,
in pencil, Crane no. L66.110(Evans).



266

265

Havana Street, 1933

11.4x 14.1 cm (4 Y2 x 572 in.)
84.XM.956.245

MARKS & INSCRIPTIONS: {Verso) titled
and signed at center, in black ink,
by Evans, HAVANA STREET/ Walker
Evans/23 Bethune St.; at 1. left, in
pencil, Crane no. L66.45.

266

[Cuban Children], 1933

22.5x% 16.5 cm (8 7% x 6 Y2 in.) [on origi-
nal mount trimmed to image]
84.XM.956.144

MARKS & INSCRIPTIONS: {Verso) signed
at center, in pencil by Evans, Walker
Fuvans; at 1. left, in pencil, Crane

no. L66.94(Evans).

267

Havana, 1933

10.7 x 18.1 cm (4 752 x 7 Y& in.) [on orig-
inal mount trimmed to image]
84.XM.956.205

MARKS & INSCRIPTIONS:(Verso) titled and
signed at center, in black ink, by
Evans, HAVANA/ Walker Evans; at 1. left,
in pencil, Crane no. L66.124(Evans).

CUBA 381

267

268

268

Havana Cinema, 1933

14.7 x 23.4 cm (5 %6 x 9 ¥4 in.) [on
original mount trimmed to image]
84.XM.956.142

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; titled at 1. center, in black ink,
by Evans, HAVANA CINEMA; at 1. left, in
pencil, Crane no. L66.109(Evans).
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270
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269

[Cinema*], 1933

Image: 14.4 x 17.4 cm

(516 x 6 8 in.); original mount:

16.5 x 17.6 cm (6 ¥2 x 7 %6 in.)
84.XM.956.158

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at u. left,
Evans stamp A; at 1. left, Crane stamp
and in pencil, Crane no. L66.75
(Evans).

REFERENCES: *CUBA, pl. 8 (variant);
HAVANA, p. 33 (variant).

270

Shopfront Detail, Havana Suburb, 1933
22.6 x 14.8 cm (8 76 x 5% in.) [on
original mount trimmed to image]
84.XM.956.267

MARKS & INSCRIPTIONS: (Verso) titled at
u. center, in black ink, by Evans,
SHOPFRONT DETAIL, HAVANA SUBURB;
signed at L. center, in pencil, by
Evans, Walker Evans; at u. center, in
pencil, by Evans, 22; (recto, mat) at
1. right, in pencil, 78; at 1. left, in
pencil, Crane no. L66.10(Evans).
REFERENCES: WEAW, p. 85 (variant,

u. right image).

P Y LY Y X

271

[Shopfront Detail, Havana Suburb],
1933

18.3 x 14.6 cm (7 %16 x 5% in.)
84.XM.956.174

MARKS & INSCRIPTIONS: {Verso) signed at
center, in pencil, by Evans,

Walker Evans [inverted]; at 1. left, in
pencil, Crane no. L66.11(Evans).
REFERENCES: WEAW, p. 85 (variant,
u. right image).

272

Havana Shopfronts, 1933

17.1 x 24 cm (6 % x 9 1%2 in.) [on origi-
nal mount trimmed to image]

84.XM.956.259

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA SHOPFRONTS/

Walker Evans/23 Bethune St.; at u. cen-
ter, in pencil, by Evans, 10.; (recto,
mat) at L. right, in pencil, 79; at |. left,
in pencil, Crane no. L66.1({Evans).
REFERENCES: HAVANA, p. 23 (variant).

273

Fruitcart, Havana, 1933

15 x 22.8 cm (52%2 x 9 in.) [on original
mount trimmed to image]
84.XM.956.211



MARKS & INSCRIPTIONS: (Verso) titled
and signed at right center, in black
ink, by Evans, FRUITCART, HAVANA/
Walker Evans/23 Bethune St; at u. cen-
ter, in pencil, by Evans, 11. at l. left,
in pencil, Crane no. L66.51 (Evans).
REFERENCES: WEAW, p. 92, (variant, cen-
ter left image).

274

Old Havana Housefronts, 1933
17.7 x 22.7 cm {6 '%16 x 8 %16 in.)
84.XM.956.258

MARKS & INSCRIPTIONS: {Verso) titled

and signed at center, in black ink, by
Evans, OLD HAVANA HOUSE-
FRONTS/Walker Evans/23 Bethune St.;
at right center, Evans stamp K; at

u. center, in pencil, by Evans, 9.; at
L left, in pencil, Crane no. L66.37.

275

Housefront, Havana, 1933

19.8 x 12.5 em (7 %16 x 42%:2 in.) [on
original mount trimmed to image]
84.XM.956.250

MARKS & INSCRIPTIONS: (Verso) titled
and signed at u. center, in black
ink, by Evans, 2. HOUSEFRONT,

L rlITEN.

HAVANA/ Walker Evans/23 Bethune St.;
at right, in pencil, MoMA no. 38.2395;
at left, in pencil, 3; at 1. left, in pencil,
Crane no. L66.36.

276

Small Restaurant, Havana, 1933

15.3 x 18.6 cm (6 Y32 x 7 V42 in.)
84.XM.956.261

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink,

by Evans, SMALL RESTAURANT, HAVANA/
Walker Evans; at u. center, in pencil,
by Evans, 8.; (recto, mat) at L. right, in

CUBA 83

pencil, 81; at 1. left, Crane no. L66.5
(Evans).

REFERENCES: WEAW, p. 84 (variant,

L. left image); HAVANA, p. 21 (variant).

277

[Small Restaurant, Havanal, 1933

18.3 x 15.2 em (7 ¥4 x 5 s in.)
84.XM.956.172

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at L. left, in pencil,
Crane no. L66.7(Evans).



84 1926-1934

279

280

278

[Small Restaurant, Havanal, 1933
Image/Sheet: 18.4 x 12.1 cm;

(7 Y4 x 42%2 in.); original mount:
23.9x17.2 cm (9 %16 x 6 2%52 In.)
84.XM.956.209

MARKS & INSCRIPTIONS: (Mount, recto)
signed at |. right, in pencil, by Evans,
Walker Evans; (mount, verso) at 1. left,
in pencil, Crane no. L66.6{Evans).

281

279

[Butcher Shop*], 1933

19.1x15.4 ecm (7 Y2 x 6 V16 in.)
84.XM.956.141

MARKS & INSCRIPTIONS: {Verso) at center,
Evans stamp K; at u. center, in pencil,
by Arnold Crane, withdrawn/ AH
Crane [inverted}; at . left, in pencil,
Crane no. L66.84(Evans).

REFERENCES: ¥*CUBA, pl. 14 (different

neg.).

280

[Havana Corner}, 1933

20 x 15.2 ¢cm (7 %8 x 53Y52in.)
84.XM.956.262

282

MARKS & INSCRIPTIONS: (Verso) signed
at 1. right, in pencil, by Evans, Walker
Evans; (recto, mat) at L. right, in pen-
cil, 82; at 1. left, in pencil, Crane

no. L66.3(Evans).

281

Havana Corner, 1933

19.6 x 12.3 ¢m (7 % x 4 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.168

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA CORNER/Walker Evans;
at 1. left, in pencil, Crane no. 166.4
(Evans).

282

Cuban Country Town, 1933
23.7x17.3 cm (9 V52 x 6 %16 In.) [on
original mount trimmed to image]
84.XM.956.181

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, CUBAN COUNTRY TOWN/
Walker Evans/23 Bethune St.; at u. cen-
ter, in pencil, by Evans, 42; at . left,
in pencil, Crane no. L66.101(Evans).



283

284

283

[Corner of Havana Building with Deco-
rative Iron Grillwork], 1933

24 x 14.9 cm (9 16 x 5 78 in.)
84.XM.956.275

MARKS & INSCRIPTIONS: (Verso) signed at
u. right, in pencil, by Evans, Walker
Evans [inverted]; (recto, mat) at 1. left,
in pencil, Crane no. L66.16(Evans).

284

Cuban Small Town Doorway, 1933
12.6 x 12.7 em (5 x 5 in.) {on original
mount trimmed to image]
84.XM.956.208

MARKS & INSCRIPTIONS: (Verso) titled
and signed at top, in black ink, by
Evans, CUBAN SMALL TOWN DOORWAY/
WALKER EVANS; at u. right, in pencil,
by Evans, 1932; at |. right, in pencil,
W 5 [number circled] at L. left, in pen-
cil, Crane no. L66.85{Evans).

286

285

[Facades of Two Buildings with Balcon-
tes, Havanal, 1933

Image: 10.8 x 18.2 cm (4 Ya x 7 %2 in.);
original mount: 13.4 x 19.1 cm

(5%e6x 772 1n.)

84.XM.956.235

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at

L. right, in pencil, MoMA no. 38.2321/
FEvans; at L. left, in pencil, Crane

no. L66.22(Evans).

CUBA 85

286

[nterior of Plaza del Vapor*], 1933
Image/Sheet: 17.2 x 24.7 cm

(4'%2 x 7% In.); original

mount: 17.2 x 24.7 cm (6 % x 9 W6 in.)
84.XM.956.184

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at 1. left,
in pencil, Crane no. L66.20(Evans).
REFERENCES: *HAVANA, p. 39 (variant).
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287

[Building Facade, Havana), 1933

12.1 x 17.1 em {4 %6 x 6% in.} [on
original mount trimmed to image]
84.XM.956.236

MARKS & INSCRIPTIONS: {Mount, verso)
signed at right center, in pencil, by
Evans, Walker Evans; at 1. left, in pen-
cil, Crane no. L66.21 (Evans).

288

[Balcony Spectators*], 1933

20.2 x 25.2 cm (7 %6 x 9 %6 in.)
84.XM.956.159

MARKS & INSCRIPTIONS: (Recto) at 1. left,

in pencil, 6-5; (verso) at right, Evans
stamp A; at l. left, in pencil, Crane
no. L66.87(Evans).

REFERENCES: *HAVANA, p. 29 (variant).

289

[Balcony Spectators, Detail], 1933
Image: 10.1 x 14.3 em (4 x 6 Y16 In.);
sheet: 13 x 20.2 cm (5% x 7 e in.)
84.XM.956.160

MARKS & INSCRIPTIONS: {Recto) signed at
L. right, in pencil, by Evans, Walker
Evans; (verso) signed at center, in pen-
cil, by Evans, Walker Evans; at 1. left,

in pencil, Crane no. L66.88(Evans).
REFERENCES: HAVANA, p. 29 (variant).

290

[Coal Dockworkers, Havanal, 1933
Image: 15.6 x 21 cm (6 Y6 x 8 %6 in.);
original mount: 20.2 x 22.4 cm

(7 %16 x 8 %16 in.)

84.XM.956.167

MARKS & INSCRIPTIONS: (Recto, mount)
signed at |. right, in pencil, by Evans,
Walker Evans; (verso mount) at 1. left,
in pencil, Crane no. L66.33(Evans).
REFERENCES: WEAW, p. 80 (variant,
middle left image).

291

[Coal Dockworkers, Havanal, 1933
12.7x 17.7 cm (5 x 6342 in.)
84.XM.956.257

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans {sideways]; at L. left, in pencil,
Crane no. L66.28.

REFERENCES: WEAW, p. 80 (variant,
middle left image).

292

Coal Loader, Havana, 1933
17.1 x 12.2 em (6 % x 4 o in.)
84.XM.956.474



291

293

MARKS & INSCRIPTIONS: (Verso) titled
and dated at u. center, in pencil, by
Evans, COAL LOADER, HAVANA/1932; at
u. center and I. center, Evans stamp B;
at left edge, Crane stamp; at center, in
pencil, 7-33; at L. left, in pencil, Crane
no. L68.22.

REFERENCES: AMP, Part I, no. 33; FOUR-
TEEN, p. 5 (variant); WEAW, p. 80
(variant, 1. right image); HAVANA, p. 77
(variant).

293
[Coal Dockworker, Havana], 1933
8.7x13.7 em (316 x 5% in.)

{on postcard stock]

84.XM.956.256

MARKS & INSCRIPTiONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; at 1. right, typed on imprinted
MoMA label, 38.2288/Evans at 1. left, in
pencil, Crane no. L66.27.

REFERENCES: MOMA, p. 55 (variant);
WEAW, pp. 80-81 (variant).

294

Havana Stevedore, 1933

23.7x 15.3 cm (9% x 6 Y16 in.) [on orig-
inal mount trimmed to image|
84.XM.956.263

292

294

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; titled at u. center, in black ink,
by Evans, HAVANA STEVEDORE; (recto,
mat) at 1. left, in pencil, Crane

no. L66.32(Evans).

295

Coal Stevedore, Havana/[ Dockworker,
Havana*], 1933

20.1x15.3 em (7 %16 x 6 in.)
84.XM.956.242

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, COAL STEVEDORE, HAVANA/

CUBA 87

Walker Evans; signed at center, in
pencil, by Evans, Walker Evans; at
u. center, in pencil, by Evans, 36.; at
1. right, in pencil, £ 8 [number 8 is
circled]; at 1. left, in pencil, Crane
no. 166.138 and Crane stamp.
REFERENCES: FAL, p. 83; *APERTURE,
p. 35 (dated 1932); WEAW, p. 83 (vari-
ant); HAVANA, p. 79 (variant).
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298

296

[Stevedore*), 1933

20.1 x 15.1 em (7 %2 x 5% in.)
84.XM.956.243

MARKS & INSCRIPTIONS: (Verso) signed
and dated at L. center, in pencil, by
Evans, Walker Evans/1932; at . right,
in pencil, E 3 [3 crossed out] and E 2
[2 circled]; at 1. left, in pencil, Crane
no. L66.139 and Crane stamp.
REFERENCES: *CUBA, pl. 25 (variant);
FAL, p. 26 (variant); HAVANA, p. 78.

299

297

[Male Portrait, Cuba], 1933
17.7x12.7 em (7 x 5 in.)
84.XM.956.254

MARKS & INSCRIPTIONS: (Verso) at
L. right, Evans stamp A; at L. left,
Crane no. L66.30.

298

[Havana Policeman*}, 1933

19.5x 13.2 em (7 Wis x 5 %2 in.) [on
original mount trimmed to image]
84.XM.956.465

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp F; at center, Evans

stamp B; at u. center, in pencil, I-30;
at 1. left, in pencil, Crane no. 168.19
(Evans).

REFERENCES: *AMP, Part [, no. 30;
HAVANA, p. 32 (variant).

299

Cuban Farmer, 1933

13.7 x 20 cm (5% x 7 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.255

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink,

by Evans, CUBAN FARMER! Walker
Evans; at right center, Evans stamp A;
at L. left, in pencil, Crane no. 166.29.

300

Cuban Sugarcane Worker, 1933

12 x 19.8 cm (4 % x 72%2 in.) [on origi-
nal mount trimmed to image]
84.XM.956.203

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink,

by Evans, CUBAN SUGARCANE WORKER/
Walker Evans; at . left, in pencil,
Crane no. L66.89(Evans).

301

[Man in Cuban Shoe Repair Shop],
1933

14.9x24.8 cm (5% x 9% in.)



CUBA 89

300

301

84.XM.956.220

MARKS & INSCRIPTIONS: (Verso) signed at
right center, in pencil, by Evans,
Walker Evans; at 1. left, in pencil,
Crane no. L66.118{Evans).

302

[Streetcar, Havanal], 1933

24.8x 19.2 em (9% x 7172 in.)
84.XM.956.271

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; (recto, mat)
at 1. right, in pencil, 85; at 1. left, in
pencil, Crane no. 166.14(Evans).

303

303

[Havana Barbershop}l, 1933

20.1 x 18.7 cm (7 e x 7 Va2 in.)
84.XM.956.323

MARKS & INSCRIPTIONS: (Verso) signed
at center, in pencil, by Evans, Walker
Evans; at 1. right, Evans stamp A; at
1. left, in pencil, Crane no. L67.95.

304

[Havana Barbershop], 1933

19.6 x 18 cm (7 % x 7 ¥s in.) [on origi-
nal mount trimmed to image]
84.XM.956.340

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at |. right, in
pencil, 954; at 1. left, in pencil, Crane
no. L67.83(Evans).

NOTE: Not illustrated; variant of

no. 303.

305

[Woman on the Street, Havanal, 1933
24.6 x 14.7 cm (9 Y16 x 5% in.) [on
original mount trimmed to image]
84.XM.956.145

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at L. left, in pencil,
Crane no. 166.47(Evans).
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308

306

[Woman in a Courtyard*], 1933
25.3 x 16.2 cm (93%52x 6% in.)
84.XM.956.196

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at 1. left, in
pencil, Crane no. L66.48(Evans).

REFERENCES: *HAVANA, p. 44 (variant).

307

[Seated Well-Dressed Young Womanl],
1933

24.7 x 15.1 cm (92%52 x 5 %6 in.})
84.XM.956.195

306

309

MARKS & INSCRIPTIONS: (Verso) at
L. right, Evans stamp A; at L. left, in
pencil, Crane no. L66.46 (Evans).

308

Courtyard in Havana/|Girl in Window,
Havana*], 1933

19.7 x 14.8 em (7 % x 5 ¥is in.)
84.XM.956.265

MARKS & INSCRIPTIONS: (Verso) signed
at center, in pencil, by Evans, Walker
Evans; titled and dated at top, in
pencil, by Evans, COURTYARD IN
HAVANA/1932; (recto, mat) at l. left, in
pencil, 93 and Crane no. L66.69
(Evans).

REFERENCES: CUBA, pl. 2 (variant);
LUNN, p. 5 (variant); FAL, p. 37 (vari-
ant); *APERTURE (variant, dated 1932);
HAVANA, p. 40 (variant).

309

[Cuban Girl Looking Through Window
Bars], 1933

Image: 13.7 x 23.9 cm

(5% x 9 %6 in.); original mount:

14.7 x 25.3 em (5 %6 x 9 1%6 in.)
84.XM.956.175

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) signed

307

(== v s—

at center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, Crane
no. L66.23(Evans).

310

Breadline, Havana, 1933

18 x 22.6 cm (7 V16 x 8 '¥16 in.)
84.XM.956.163

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; titled and
signed at center, in black ink, by
Evans, BREADLINE, HAVANA/

Walker Evans/23 Bethune St.; at 1. left,
in pencil, Crane no. L66.67(Evans).



312

311

[Breadline, Havanal, 1933

15x 23.1 cm (5 %16 x 9 %32 in.)
84.XM.956.237

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at |. left,
in pencil, Crane no. L66.65(Evans).
REFERENCES: CUBA, pl. 18 (variant);
HAVANA, p. 15 (variant, top image).

312

[Breadline, Havanal, 1933

Image: 19.7 x 15.9 cm (7% x 6 %2 in.);
sheet: 20.2 x 15.9 cm (73V52 x 6 %2 in.)
84.XM.956.223

313

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; at l. left, in pencil, Crane

no. 1L66.66(Evans).

REFERENCES: CUBA, pl. 18 (variant);
HAVANA, p. 15 (variant, top image).

313

[Havana: Country Family*), 1933
17.8x 22.5 cm (7 x 8 %3 in.) [on original
mount trimmed to image|
84.XM.956.239

MARKS & INSCRIPTIONS: (Verso) signed

at right center, in pencil, by Evans,
Walker Evans; at 1. right, in pencil,

GIRATH

g -

EPAnid o

MoMA no. 38.2426/Evans; at 1. right,
Crane stamp twice; at L. left, in pencil,
Crane no. L66.63(EVANS).

REFERENCES: *CUBA, pl. 16 (variant);
HAVANA, pp. 90-91 (variant).

CUBA 091



92 1926-1934

316

314

[Negro Child, Havanal, 1933

Image: 19.8 x 13.2 cm

(7 %6 x 5 %6 in.); original mount:
23.6 x 15.3 cm (9 %16 x 6 Y52 in.)
84.XM.956.269

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (recto, mat) at 1. left, in
pencil, Crane no. L66.24(Evans).

315

Negro Child, Havana, 1933

19.5 x 14.7 em (7 16 x 5 %6 in.) [on
original mount trimmed to image]

84.XM.956.147

MARKS & INSCRIPTIONS: (Verso) titled at
center, in black ink, by Evans, NEGRO
CHILD, HAVANA; at u. center, in pencil,
by Evans, 30 [appears to have been
written over the partially erased “24”];
at 1. center, Evans stamp K; at |. right,
88 [circled]; at L. left, in pencil, Crane
no. L66.25(Evans).

316

[Two Women Sleeping on a Havana
Park Bench], 1933

13.8x 19.4 cm (5 %16 x 7'Vi6 Inn.)

317

84.XM.956.161

MARKS & INSCRIPTIONS: {Verso) signed at
center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, Crane

no. L66.100(Evans).

REFERENCES: WEAW, p. 91 (variant,

u. right image).

317

[Family*)/[Woman and Children,
Havana**], 1933

7.5 x 14.5 em (2 *%16 x 5% in.); original
mount [Royal Crest board]:

16.8 x 20.3 em (6 s x 8 1n.)
84.XM.956.260

MARKS & INSCRIPTIONS: (Recto, mount)

signed at right, in pencil, by Evans,
Walker Evans; at L. right, Evans stamp
A; (verso, mount) at center, in pencil,
by Arnold Crane, Abandoned family,
Havanal/1932/AHC; (recto, mat) at

1. right, in pencil, 107; at . left, in
pencil, Crane no. L66.77(Evans).
REFERENCES: *CUBA, pl. 11 (variant);
**MoMA, p. 51 (variant); HAVANA,

p- 89.
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318

320

322

318

Havana Peddler, 1933

24.5x 14.1 cm (9 V16 x 5 %6 in.) [on
original mount trimmed to image]
84.XM.956.183

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, by Evans, 29.; titled at
u. center, in ink, by Evans, HAVANA
PEDDLER; at center, Evans stamp K; at
L. left, in pencil, Crane no. L66.104
(Evans).

319

[Man on Crutches, Cuba], 1933

20.4x 12.7 cm (8 Y16 x 5 in.) [on origi-
nal mount trimmed to image]

84.XM.956.143

MARKS & INSCRIPTIONS: {Verso) signed at
l. center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, Crane

no. L66.107(Evans).

320

[Seated Beggar with Cup Attached to
Walking Cane], 1933

22.1x 16 cm (8 Y16 x 6 %6 in.)
84.XM.956.179

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at |. left, in
pencil, Crane no. L66.126(Evans); at
L. center, in pencil, [arrow pointing to
right] Evans.

321

[Seated Beggar with Cup Attached to
Walking Cane), 1933

22.8 x 16.9 cm (83%52 x 62%42 in.)
84.XM.956.180

MARKS & INSCRIPTIONS: {Verso) at

u. right, Evans stamp C; at |. left, in
pencil, Crane no. 166.127(Evans); at
1. right, in pencil, [arrow pointing to
right] Evans.

noTE: Not illustrated; duplicate of
no. 320.

322

[Beggar*], 1933

18.3 x 23.9 cm (7 %16 x 9 1342 1n.) [on
original mount trimmed to image}
84.XM.956.273

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; at u. left, in
pencil, MoMA no. 38.2419/Fvans;

at 1. left, in pencil, 3; (recto, mat) at
L. right, in pencil, 98; at 1. left, in
pencil, Crane no. L66.76(Evans).
REFERENCES: *CUBA, pl. 9 (variant);
HAVANA, pp. 68—69 (variant).
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323

323

Havana Beggar, 1933

14.7 x 22.8 cm (5 %16 x 8 %16 1n.) [on
original mount trimmed to image]
84.XM.956.177

MARKS & INscrIPTIONS: (Verso) titled
and signed at u. center, in black ink,
by Evans, HAVANA BEGGAR/ Walker
FEvans/23 Bethune St; at 1. left, in pen-
cil, Crane no. L66.125(Evans).
REFERENCES: HAVANA, p. 15 (variant,
center left image).

324

Vagrant in the Prado of Havana, 1933
17.2x 23.6 cm (6% x 9 %2 1n.)
84.XM.956.222

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, VAGRANT IN THE PRADO OF
HAVANA/ Walker Evans/23 Bethune St.;
at u. center, in pencil, by Evans, 37.;
at 1. left, in pencil, Crane

no. L66.64(EVANS).

REFERENCES: WEAW, p. 91 (variant);
HAVANA, p. 15 (variant).

324

325

[Parque Central 11*], 1933

15 x 23 em (5 %16 x 9 V6 in.)
84.XM.956.166

MARKS & INSCR1PTIONS: {Verso) at right
center, Evans stamp A; at 1. left, in
pencil, Crane no. L66.74(Evans).
REFERENCES: *CUBA, pl. 7 (variant);
WEAW, p. 90 (variant, middle right
image); HAVANA, p. 65 (variant).

326

[Public Square*], 1933

16.7 x 23 c¢m (6 %16 x 9 Vie in.)
84.XM.956.169

MAKKS & INSCRIPTIONS: {Verso) at right
center, Evans stamp A; at L. left, in
pencil, Crane no. L66.71{Evans).
REFERENCES: ¥*CUBA, pl. 4 (variant);
WEAW, p. 91 (variant); HAVANA, p. 67
(variant).
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328

327

[Village of Havana Poor}, 1933

18.9 x 24.6 cm (7 %6 x 9 W16 in.)
84.XM.956.277

MARKS & INSCRIPTIONS: (Verso) signed at
1. right, in pencil, by Evans, Walker
Evans [slanted]; (recto, mat) at |. right,
in pencil, 76; at 1. left, in pencil,
Crane no. L66.8(Evans).

329

328

[Porch with Drying Laundry, Village of
Havana Poor], 1933

17.7x24.1 em (7 x 9 Y2 in.)
84.XM.956.241

MARKS & INSCRIPTIONS: {Verso) at center
right, Evans stamp A; at L. left, in pen-
cil, Crane no. 166.26.

329

Typical Town, Interior of Cuba, 1933
17.7x 12.6 cm (6%V32 x 43Y32 in.)
84.XM.956.252

MARKS & INSCRIPTIONS: (Verso) titled
and signed at u. center, in black ink,
by Evans, TYPICAL TOWN INTERIOR OF
CUBA/Walker Evans/23 Bethune St.; at
L. left, in pencil, Crane no. L66.34.

95
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(%

330

Country Store, Cuba, 1933

12.7x17.7 cm (5 x 6 3V32 in.)
84.XM.956.251

MARKS & INSCRIPTIONS: {Verso) signed at
center, in pencil, by Evans, Walker
Evans; titled at u. center, in black ink,
by Evans, COUNTRY STORE CUBA; at

1. left, in pencil, Crane no. 166.35.

331

Cuban Country Town, 1933
11.8x 16.8 em (42V52 x 6 % in.)
84.XM.956.204

| VIVERES YLICOR

MARKS & INSCRIPTIONS: {Verso) signed at
1. center, in pencil, by Evans, Walker
Evans; titled at u. center, in black ink,
by Evans, CUBAN COUNTRY TOWN; at
left, in pencil, Crane no. L66.90
(Evans).

332

Cuban Country Town, 1933

12.3 x 16.8 cm (4 % x 6 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.190

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, CUBAN COUNTRY TOWN/

Walker Evans/23 Bethune St; at u. cen-
ter, in pencil, by Evans, 44; at 1. left,
in pencil, Crane no. 166.91(Evans).

333

[Bohio*], 1933

15.1 x 18.5 cm (5 %16 x 7 %16 in.)
84.XM.956.176

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at |. left, in
pencil, Crane no. L66.82(Evans).
REFERENCES: *CUBA, pl. 23 (variant);
HAVANA, p. 104.

334

Cuban Bohio, 1933

13.5x 20 cm (5 %16 x 7 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.173

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, CUBAN BOHIO! Walker Evans; at
1. left, in pencil, Crane no. 166.98
(Evans).

335

Cuban Farmers and Bohios, 1933

16.1 x 23.2 cm (6 % x 9 ¥i6 in.) [on orig-
inal mount trimmed to image]



84.XM.956.154

MARKS & INSCRIPTIONS: (Verso) signed
at right center, in pencil, by Evans,
Walker Evans; titled at u. center, in
black ink, by Evans, CUBAN FARMERS
AND BOHIOS; at . left, in pencil, Crane
no. L66.99(Evans).

336

[Country Town*]/[Small Village,
Regla**], 1933

15x19.4 em (5% x 7% in.)
84.XM.956.164

MARKS & INSCRIPTIONS: (Verso) signed
at right center, in pencil, by Evans,

Walker Evans; at 1. left, in pencil,
Crane no. L66.81 (Evans).
REFERENCES: *CUBA, pl. 21 (variant);
CRANE, no. 235; FAL, p. 42 (variant);
**HAVANA, pp. 98-99 (variant).

337

[House, Regla, Cuba], 1933

13.7x 15 c¢m (5 %16 x 52%2 in.)
84.XM.956.224

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans [sideways]; at . left, in pencil,
Crane no. L66.133(EVANS).

CUBA 97
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339

338

[Harbor Side Street, Casablanca,
Cubal, 1933

14 x 23.8 cm (5 %2 x 9 '%2 in.) [on origi-
nal mount trimmed to image]
84.XM.956.234

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at 1. left, Crane
no. L66.134(EVANS).

339

[Small Town*], 1933

20.3 x 25.2 cm (8 x 9 %6 in.)
84.XM.956.151

MARKS & INSCRIPTIONS: (Verso) at right

center, Evans stamp A; at L. left, in
pencil, L66.80(Evans).
REFERENCES: *CUBA, pl. 20 (variant).

340

[Cuban Country Town], 1933
12.7x17.7 cm (5 x 63V52 in.)
84.XM.956.233

MARKS & INSCRIPTIONS: (Verso) signed
at right center, in pencil, by Evans,
Walker Evans; at 1. left, in pencil,
Crane no. L66.135(EVANS).

el 1
g

340

341

[Central Conchita, Wall Painting by
Adolfo Gdlvez], 1933

Image: 12.1 x 18.9 cm (4% x 7 %16 in.);
original mount: 24.9 x 19.8 ¢cm

(9 %16 x 7 %16 in.)

84.XM.956.140

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right, in pencil, by Evans,
Walker Evans; (verso, mount) at l. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L66.128(Evans).

342

Havana Mural Painting/[Watercolor
Copy by Adolfo Gdlvez of Central
Conchita Mural Painting}/{Central
Conchita, Painting by A. Galvez*),
1933

8.4x15.6 cm (3 ¥4 x 6 Y5 in.) [on origi-
nal mount trimmed to image]
84.XM.956.207

MARKS & INSCRIPTIONS: (Verso) titled
and signed at center, in black ink, by
Evans, HAVANA MURAL PAINTING/
Walker Evans; at . left, in pencil,
Crane no. L66.119(Evans).
REFERENCES: ¥*HAVANA, p. 106
(variant).



341

342

343

[Central Conchita, Painting by

A. Galvez*], 1933

19.6 x 24.7 cm (7 %52 x 9 %42 in.)
84.XM.956.213

MARKS & INSCRIPTIONS: {Recto) in nega-
tive, at |. edge, EASTMAN-SAFETY-
KO[DAK] [reversed]; (verso) at 1. right,
Evans stamp A; at u. left, in pencil,
4/5 [inverted]; at 1. left, in pencil,
Crane no. L66.121(Evans).
REFERENCES: *HAVANA, p. 106
(variant).

344

[Central Conchita, Painting by

A. Galvez*], 1933

18.2x23.2 cm (7%6x 9 Y5 in.)
84.XM.956.212

MARKS & INSCRIPTIONS: {Recto) in nega-
tive, at . edge, EASTMAN-SAFETY-
KO[DAK] [reversed]; (verso) at right
center, Evans stamp A; at 1. right, in
pencil, 11 [space] 7.; at L. left, in pen-
cil, Crane no. L66.122(Evans).
REFERENCES: ¥*HAVANA, p. 106 (var-
lant).

~ote: Not illustrated; duplicate of

no. 343.
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345

[Central Conchita, Painting by

A. Gdlvez*}, 1933

18.1x22.9 cm (7% x 9 in.)
84.XM.956.197

MARKS & INSCRIPTIONS: (Recto) at left
center, EASTMAN-SAFETY-KO[DAK]
[reversed]; (verso) at u. right, Evans
stamp B; at L. left, in pencil, Crane
no. L66.120(Evans).

REFERENCES: ¥*HAVANA, p. 106
(variant).

noTE: Not illustrated; duplicate of
no. 343.
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346

350
351
347
350
[Matador, from a Mural by Adolfo
Galvez], 1933
20.3x 19.4 cm (8 x 7242 in.)
84.XM.956.201
346 MARKS & INSCRIPTIONS: (Verso) at no. L66.137(Evans). MARKS & INSCRIPTIONS: (Verso) at right
[Picador and Matador Mural by Adolfo 1. right, Evans stamp A; at . left, in NoTE: Not illustrated; duplicate of center, Evans stamp A; at . left, in
Gdlvez], 1933 pencil, Crane no. L66.131(Evans). no. 347. pencil, Crane no. L66.132(Evans).
15.6 x 23.4 cm (6 V5 x 9 ¥4 in.) [on origi-
nal mount trimmed to image] 348 349 351
84.XM.956.199 [Picador, from a Mural by Adolfo [Picador, from a Mural by Adolfo [Roast Pork, Country Style*]/
MARKS & INSCRIPTIONS: (Verso) at Gdlvez], 1933 Gdlvez], 1933 [Self-Portrait], 1933
1. right, Evans stamp A; at L left, in 20.8x 10.1 cm (8 %16 x 3342 in.) 20.5x 13.8 cm (8 Y16 x 5 Y6 in.) Image: 25.2x 15.8 cm
pencil, Crane no. L66.129(Evans). 84.XM.956.202 84.XM.956.198 (9'%16 x 6 %16 in.); sheet: 25.3 x 18.4 cm
MARKS & INSCRIPTIONS: (Verso) at u. cen- MARKS & INSCRIPTIONS: (Verso) at (9 %16 x 7V in.)
347 ter, Evans stamp B; at center, in L. right, Evans stamp A; at 1. left, in 84.XM.956.219
[Picador, from a Mural by Adolfo pencil, Cuba °33; at 1. center, Crane pencil, Crane no. L66.130(Evans). MARKS & INSCRIPTIONS: (Verso) at 1. cen-
Gdlvez), 1933 stamp, in pencil, below Crane stamp, NoTE: Not illustrated; variant of ter, Evans stamp A; at L. left, in pencil,
20.8x 10.2 cm (8 %16 x 4 V32 in.) by Arnold Crane, withdrawn/12/71/ no. 347. Crane no. L66.103(Evans).

84.XM.956.200 AHC; at 1. left, in pencil, Crane REFERENCES: *HAVANA, frontispiece.
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“How old are these things” is the question most often asked by visitors to the

exhibition. It is impossible to give a very definite answer.

Alfred H. Barr, Jr., on the antiquity of African sculpture, 1935’

During the summer of 1933, after Evans returned from
Havana, the Mexican muralist Diego Rivera began work
on a series of sixteen panels to decorate the New Workers
School of New York, choosing to use his fee from the
aborted Rockefeller Center project on paintings for the
city’s citizens. Evans’s friend Ben Shahn was again
assisting the muralist, and Evans observed with his cam-
era; some of his photographs appeared the next year in
Rivera’s book Portrait of America, which illustrated these
as well as the artist’s murals in Detroit, in California, and
those shown in 1931 at the Museum of Modern Art.?
Nineteen thirty-four would prove to be a year of
varied, if not lucrative, commissions and publications for
the photographer. In addition to providing illustrations
for Fortune’s September essay on the Communist Party,
Evans photographed a private collection of carriages
(nos. 180-85), probably that of Mr. Oliver Jennings, who
financed his filmmaking trip to Tahiti, and he traveled to
Florida to photograph the deluxe Island Inn, recently
acquired by an acquaintance.® Three Havana pictures and

two of his portraits of Hart Crane were featured in the

Walker Evans. Head. Benin,
British Nigeria (detail), 1935 [no. 395].
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July—September issue of Hound & Horn and at least one
of his images of tourist-camp vernacular accompanied
James Agee’s piece on “The Great American Roadside”
for Fortune that fall.*

The careful details Evans made of Rivera’s murals
were most likely done on his own time; he was clearly
interested in the process and the style, since he spent part
of the spring as well as the summer watching the artist’s
team at work. In Cuba, Evans had photographed more mod-
est and naive murals (nos. 341, 346), whether landscapes
or portraits of bullfighters, wherever he found them, in
addition to recording the anonymous sculptures decorating
cathedrals, such as the figure of St. Roche seen in a Getty
collection print (no. 225).

Like his contemporary Charles Sheeler, Evans also
did work for hire in galleries and museums. Some of this
work he enjoyed, as he told a poet friend in a letter of
1933: “The work I have been doing for cash wouldn’t inter-
est you any more than it does me. At the moment, though,
there is a lot of 50 copies to be made for the Downtown Gal-
lery, of American folk paintings and objects, and that job
not so bad. . . . I could support myself copying paintings I
think but don’t relish the work.”

Evans’s early connections with MoMA, principally

through his friend Lincoln Kirstein and the Hound & Horn
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circle, have already been discussed, and there seems to be
evidence that he photographed objects, particularly sculp-
ture, on display there during the first year of the museum’s
existence. A Getty print representing a portion of the Ger-
man sculptor Wilhelm Lehmbruck’s undated Torso of a
Woman (no. 126) seems to be from a group of photographs
Evans made of the Lehmbruck pieces on exhibition at
MoMA in the spring of 1930.° This forty-inch sculpture
from the collection of Smith College was on loan to the
exhibition Wilhelm Lehmbruck—Sculpture—Aristide
Maillol and is represented in a full-length frontal view in
the MoMA catalogue.” The Getty image, which eliminates
the lower half of the figure and the fragmentary neck cre-
ated by the artist to suggest a ruined antique piece, empha-
sizes the bust area, almost suggesting a face, with the
small round breasts as eyes. Evans has also chosen to high-
light the rough surface of the “composition” or Kunststein
medium, which a Smith College collection catalogue
describes as having been worked over “previous to the
final hardening” of the material.® The 1930 MoMA cata-
logue does not credit the illustrations, and Evans’s role in
interpreting this sculpture is unexplained, as is his dating
of the Getty image to 1929.° It is interesting, nevertheless,
not only as perhaps the closest thing to a female nude
known by him, but as an early example of Evans’s involve-
ment with sculpture and with the documentation of works
of art.

The studies Evans made of Lehmbruck’s sculpture,
and the copy work he did at the Downtown Gallery and
elsewhere, were good preparation for the large commission
MoMA bestowed upon him in 1935. The occasion was an
exhibition organized for the museum by James Johnson
Sweeney entitled African Negro Art, held at the museum
between March 18 and May 19, 1935. A groundbreaking
show of 603 objects selected with the assistance of director
Alfred H. Barr, Jr., from ethnographic museums in Ger-
many and France, as well as from private collections of art-

ists and scholars, African Negro Art attempted to present

art from Africa on purely aesthetic terms. In his catalogue
essay, Sweeney argued that “Picturesque or exotic features
as well as historical and ethnographic considerations have
a tendency to blind us” to the true value of what he called
“Negro art.”'® Emphasizing by choice and display the all-
important plastic qualities of the work, the exhibition
sought to justify Sweeney’s declaration that “the art of
Negro Africa is a sculptor’s art. As a sculptural tradition in
the last century it has had no rival. It is as sculpture we
should approach it.”!!

In a 1991 article for the journal African Arts,
Virginia-Lee Webb lays out the history of this exhibition
and the evolution of Evans’s essential participation in mak-
ing it available to an even wider audience than the one
thousand daily visitors recorded during its two-month
run.'? She quotes from Barr’s proposal to the General Edu-
cation Board of the Rockefeller Foundation for funding to

employ a photographer:

The exhibition of African Negro Art assembled for
the Museum . . . is the most important of its kind
ever held. . . . It would be a great waste were this
exhibition to be dispersed without adequate docu-
mentation. Following the precedent of the Photo-
graphic Corpus of Theatre Art prepared by the
Museum in 1934 it is proposed to photograph about
450 of the 600 objects in the exhibition."™

MoMA had already produced a small catalogue with
an essay by Sweeney, a brief listing of all of the pieces and
their lenders, and selected illustrations made from photo-
graphs supplied by lenders or those made by the museum’s
official photographer, Soichi Sunami. What Barr wanted
Evans to do was to photograph the exhibition while it was
installed at MoMA—he would work in the evenings with
the help of Dorothy Miller, then an assistant curator—so
that a portfolio of these images could be put together

before the objects were again dispersed throughout Europe



and the United States. The museum’s plan was to donate
sets of these photographs to African American colleges
and libraries; a few others would be sold to ethnographic
museums and libraries, as well as the exhibition organiz-
ers. The museum would retain one set for its records. In
addition, a selection of seventy-five enlargements would
be assembled for a circulating exhibition that was able to
travel more extensively than the original show.

The Board of General Education approved both the
portfolio and exhibition projects. Evans and Miller worked
in the galleries about six hours every night after closing;
John Cheever (the future author of The Wapshot Chronicle),
Peter Sekaer, and J. Russack were employed to assist with
the printmaking at Evans’s Bethune Street studio. Eventu-
ally, seventeen sets of 477 prints were assembled in both
mounted and unmounted formats, contained in blue-gray
portfolio covers or bound in four volumes, such as the set
found at MoMA.'"* Miller also prepared what amounted
to a second catalogue for the exhibition—one that was to
accompany Evans’s photographs—entitled African Negro
Art: A Corpus of Photographs by Walker Evans.** Highly
detailed and existing only in typescript form, Miller’s list-
ing follows a different order than that of the published cata-
logue, with the numbers of the first book cross-referenced
in each entry. Although Webb reports that the pieces
comprising the MoMA show, African Negro Art, were not
scheduled for travel, the MoMA Archives show that the
exhibition did circulate to seven sites in 1935—36, includ-
ing San Francisco, Chicago, Cleveland, and Baltimore.’
Photographs of African Negro Art by Walker Evans, on the
other hand, toured to sixteen venues between 1935 and
1937, visiting a number of Southern colleges. According to
MoMA Archives records, this exhibition finally consisted of
twenty-five enlargements and fifty small photographs. The
Photography Department at MoMA still possesses at least
three of these large exhibition prints, ranging from
18% x 13 % to 21 %8 x 10 % inches."”

Miller recollects that Evans’s attitude toward this
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massive job was one of dedicated meticulousness: “Evans
was crazy about the objects. He was crazy about the
job. ... He was very fussy when setting up each piece.”'®
She remembers that he liked to use “movable paper stands
and a medium-tone seamless paper” for the background
on some pieces.'” He also wanted to avoid creating strong
sharp shadows around a piece; the light source, in other
words, should be ambiguous. Therefore, according to

John Hill, a photographer and Evans Estate executor, he
used the technique of continuously moving the lights in a
circular motion while the shutter was open (no. 393).
Miller reports that his work, all done with an 8 x 10-inch
camera, progressed slowly, taking many weeks; the contact
printing of hundreds of negatives by Evans and his col-
leagues went on for many months. The work was still going
on in the summer of 1935, when John Carter, head of the
Information Division of the Resettlement Administration
(RA), contracted with Evans to do some photographing in
West Virginia and Pennsylvania. Evans undertook this
work in June and July but wrote to Carter in frustration in
August, saying his work at MoMA had kept him so “fully
occupied” he had not been able to continue with the RA
series, which he was keenly interested in and which
would, some years later, overshadow his work with the Afri-
can art show, not to mention everything else he had done
up to that point.* Evans was officially employed by the RA
in September of 1935 and was making trips through the
South for Roy Stryker that fall; back in New York, Sekaer,
Cheever, Russack, and E. Deis continued to print and spot
the thousands of photographs that would make up the

final portfolios.

The Getty collection of prints from this project is
not a complete portfolio but is rather a miscellaneous selec-
tion of sixty-five images (plus four duplicate prints) from
two different sources. Among the ten photographs from
the collection of Samuel Wagstaff, Jr., are untrimmed,
unmounted contact prints; the remaining fifty-five, which

Arnold Crane obtained from Evans himself, are all
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mounted on lightweight, off-white board measuring

12 %16 x 10 %16 inches, with one exception on a

12 x 10-inch mount. The prints from Crane entered the
Getty collection with one of the blue-gray portfolio cases
(12%4 x 10% inches). Each image, originally from an

8 x 10-inch negative, has been trimmed to some extent,
sometimes closing in quite severely on the pictured object
and eliminating most vestiges of background space.

Webb remarks upon Evans’s preference for stark
frontal, rear, or profile views, rather than the more subtle
three-quarter view often employed by photographers to
enhance the curves or sharp corners of a carved piece.
Getty prints illustrating this practice include three images
of wooden ancestral figures identified as coming from
the French Sudan and the Southern Cameroon region
(nos. 352-53, 398).% Prints exemplifying the “edge-to-edge
parallel placement” that Webb points out as another char-
acteristic of Evans’s style are also contained in the Getty
group.” Among the Wagstaff photographs are the magnifi-
cent bronze head from Benin thought to be a portrait of a
queen mother (no. 395), a wooden mask from the Ivory
Coast that was lent by the artist Paul Guillaume (no. 361),
and a twenty-inch-long bronze head of a serpent or croco-
dile, also from Benin (no. 396). Although there are many
examples of this tight, in-camera framing among the Getty
prints, the image of the cedar mask once owned by the art
critic Roger Fry (no. 420) represents perhaps the most
effective use of the technique, making this twenty-inch
piece seem monumental indeed.

Other striking illustrations of Evans’s sympathetic
but sometimes unorthodox manner of communicating the
“third-dimensional effect” that Barr praised when he first
recommended the photographer can be found in prints
such as the Mask, Surmounted by Bird (no. 356), a photo-
graph displaying soft shadows and a radiant, solarized
appearance that suggests light emanating from the mask
itself or some other typically inscrutable source.?® A print

exhibiting a bronze, fourteen-inch Benin bell (no. 378),

though photographed straight on, shows off not only the vol-
ume of the conical shape but the hard, shiny, well-worn
surface of this elegantly decorated piece. It is reminiscent
in some ways of the series of pictures Evans did for his
Fortune photo-essay “Beauties of the Common Tool” (July
1955), represented at the Getty by twenty-five prints (see
no. 1080 and other images in the chapter “At Fortune,”
below).?® Often the African pieces he photographed in

1935 seem to float against a blank background, a white
void that destroys all sense of scale and context (nos. 359,
363—64). He would use this ingenious combination of light-
ing, background, and darkroom manipulation again with
the “ordinary hand tools” he would lovingly portray as
proto-Minimalist sculpture in the 1955 essay for Fortune
(nos. 1077, 1087, 1093).

Evans’s pictures from the MoMA project should be
compared to the African Negro Sculpture portfolio of
Charles Sheeler that is also in the Getty collection.?” This
group of twenty photographs, bound into a deluxe book of
fewer than twenty-five copies, was put together in 1918 to
document the exhibition presented by Marius de Zayas’s
Modern Gallery and entitled African Negro Sculpture.

De Zayas had previously collaborated with Alfred Stieglitz
at his 291 gallery on the show Statuary in Wood by African
Savages: The Roots of Modern Art, held in 1914.% Both
Stieglitz and de Zayas continued to show African art, alter-
nating it as well as combining it with the work of European
painters, such as Picasso, in their galleries during the
1910s. Stieglitz himself photographed the installations
held at 291, recording the resemblances between Euro-
pean and African art and certain natural configurations,
like the wasps’ nest seen in a Getty print (fig. 1). Sheeler,
who continued to do a substantial business in document-
ing art for collectors and dealers after de Zayas’s gallery
had closed, approached the African pieces as he did his
work as a painter. One critic has pointed out that he
“seems to have been the first American photographer to

use African art as a vehicle for abstraction;”? in his ren-
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Figure 1. Alfred Stieglitz (American, 1864—1946).
The Picasso Exhibition at “291” (Detail),
January 1915. Platinum print, 19.5 x 24.8 cm
(7"Vhe x 9% in.). JPGM 86.XM.622.2.

dering of fractured, overlapping shadows to create more
ephemeral geometric shapes—which are counterpoised
to the solid, wooden pieces reflecting the harsh artificial
light—his debt to analytic Cubism seems clear (fig. 2).*
The well-defined shadows produced by the raking light on
two masks from that 1918 show give the sculpture and its
silhouette a hard-edged definition that echoes Sheeler’s
Precisionist style in painting.* In his introduction to the
African Negro Sculpture portfolio, de Zayas, referring to
the Cubist innovations of circa 1907, gives African sculp-
ture much of the credit for this revolution in Western art:
“Negro sculpture has been the stepping stone for a fecund

evolution in our art. It brought to us a new form of expres-

Figure 2. Charles Sheeler (American, 1883-1965).
Unidentified African Sculpture, 1918.

Toned gelatin silver print from African

Negro Sculpture (New York: Marius de Zayas
and Charles Sheeler, 1918), pl. 9.
23 x 17 ¢cm (9 Yie x 6 V16 in.). JPGM 88.XB.23.9.

sion and a new expression of form.” And he cites Sheeler

as the one who made evident these qualities: “Sheeler has
used the light to project the Negro vision. He photographs
Negro sculpture in its plurality of form and effect.”*

In contrast to Sheeler’s rarefied, limited-edition
book of twenty prints meant to be contemplated by artists
and collectors, Evans’s immense production based on the
MoMA exhibition constituted a file of documents meant
to be put to use in libraries, colleges, museums, and
archives, such as the Photograph Study Collection in the
Department of the Arts of Africa, Oceania, and the Ameri-
cas at the Metropolitan Museum. As Virginia-Lee Webb,

the archivist of that collection, has said, experts still
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Figure 3. Walker Evans. Figure. Hammered Brass.
Abomey, Dahomey, 1935 [no. 371].

consider the objects brought together for the 1935 show the
canon of African art; Evans’s pictures are, therefore, still
in demand as a tool for the study of these important cul-
tural artifacts.® It may seem a little odd, then, that the 477
prints are available only in those institutions holding the
sets commissioned by MoMA the year of the exhibition.
Though the photographs have never been reproduced

in their entirety, they were employed in illustrating the
1952 African Folktales and Sculpture, coauthored by

Paul Radin, Elinore Marvel, and James Johnson Sweeney.
By placing his essay “African Negro Sculpture” in the
same volume with a retelling of folktales, Sweeney was
acknowledging a change of attitude in terms of the proper
study of this art: “If we are serious in our effort to enjoy
African art with any degree of discernment, our view of it
must combine ethnographic and aesthetic considerations,
not rely on one or the other in isolation.”?*

Although critical of his own earlier approach, as

well as that of the first painter-amateurs who looked at Afri-
can art, Sweeney apparently still thought highly of Evans’s
1935 work; nearly three-quarters of the plates selected for
African Folktales and Sculpture came from his MoMA port-
folio. Among them are two Getty images (nos. 370-71) that
reflect Evans’s special talent for animating these revered
figures in wood and metal. Portraying a 41 Y4-inch ham-
mered brass “god of war” from the treasure of Behanzin,
last king of Dahomey, Evans first allowed the standing fig-
ure to fill the entire frame of his large negative; he turned
it slightly to one side so that it would appear to be in
motion, walking forward.* For a second view of the same
piece (fig. 3), Evans approached the figure from the back
and close up, so that the form and surface of its shoulders,
neck, and head are experienced in a shallow space, con-
fronting the viewer as hyper-real and at the same time
appearing to move away from the picture plane where
Evans’s camera has seized it.

The use of Evans’s photographs of objects that,
though artful, were very much a part of the everyday ritual
of life and death in Africa seems completely appropriate in
a book that also considers the importance of folktales on
that continent. Evans was probably equally satisfied by an
event that took place at United States Customs when the
African loans first arrived in New York for the 1935 exhibi-
tion. As would be the case with a number of pieces in
MoMA’s Cubism and Abstract Art exhibition of the next
year, many of the African loans were refused the free
entrance usually accorded works of art. Referring to the

latter incident of 1936, Thomas Mabry explained:

These difficulties were not new to the Museum.
Many objects in its exhibition of African Negro Art
had been refused free entrance because it was impos-
sible to prove that certain sculptures were not more
than second replicas, or because the artist’s signa-
ture could not be produced, or because no date of

manufacture could be found, or because ancient



bells, drums, spoons, necklaces, fans, stools and

head rests were considered by the examiners to be

objects of utility and not works of art.*

Like the African artisan, Evans was not interested

in making a distinction between a work of art and a utilitar-

ian object. His photographs of the next two years, made in

1. A. H. B., Jr. [Alfred H. Barr],
“Antiquity of African Sculpture,” Bul-
letin of the Museum of Modern Art
2:6—7 (Mar.—Apr. 1935), n.p.

2. See Diego Rivera, Portrait of
America (New York: Covici, Friede,
1934), with an “Explanatory Text” by
Bertram D. Wolfe, director of the New
Workers’ School of New York.

3. The Fortune essay was “The Com-
munist Party,” Fortune 10 (Sept. 1934},
6974, 154, 156, 159-60, 162. The Jen-
nings carriages may have belonged to
the family of Oliver Jennings, head of
Bethlehem Steel Corporation. [ am
grateful to Belinda Rathbone for this
information about Evans’s Florida com-
mission in 1934.

4. See Walker Evans, “Cuba Libre:
Photos™ and “Hart Crane: Brooklyn:
1929” (two portraits) accompanying
Hart Crane, “‘The Bridge™ Letters,”
both in Hound & Horn 111:4 (July—
Sept., 1934), n.p. James Agee, “The
Great American Roadside,” Fortune
10 (Sept. 1934), 58—63, 172, 174, 177.

5. Evans’s letter to Hans Skolle of
Apr. 20, 1933, quoted in Walker Evans
at Work (New York: Harper and Row,
1982), 95.

6. For related prints by Evans see
MoMA, Photography Department
506.80, 507.80, 508.80, and 509.80. All
of these appear to be photographs
Evans made in about 1930 of
Lehmbruck sculpture in the MoMA
exhibition; 509.80 is another view of
the torso seen in the Getty print.

7. Wilhelm Lehmbruck—Sculpture—
Aristide Maillol (New York: Museum of
Modern Art, 1930), pl. 7, cat. no. 7.

8. Smith College Museum of Art Cata-
logue (Northampton, Mass.: Smith Col-
lege Museum of Art, 1937), 35.
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the employ of the New Deal’s Resettlement Administra-

tion, would reflect a preoccupation with the ordinary

details of day-to-day living. Twenty years later, in the

1955 Fortune essay mentioned above, he would turn his

8 x 10-inch view camera on trowels, wrenches, chisels, and

tin snips. The result would be an even more austere and

plainspoken affirmation of the value of handwork.

NOTES

9. Evans may have signed and dated
this piece at a much later time, incor-
rectly assigning it to 1929. The inscrip-
tion on the verso of the mount
correctly gives the sculpture’s title and
creator and refers to the catalogue
number in the 1930 MoMA catalogue.
Coincidentally, after its showing at
MoMA, the piece was sent on to the
Harvard Society for Contemporary Art,
a venue overseen by Evans’s friend
Lincoln Kirstein and the site of an
exhibition that included Evans’s own
work that same year.

10. James Johnson Sweeney, ed., Afri-
can Negro Art (New York: Museum of
Modern Art, 1935), 21.

11. Ibid.

12. See Virginia-Lee Webb, “Art as
Information: The African portfolios of
Charles Sheeler and Walker Evans,”
African Arts XXIV:1 (Jan. 1991}, 56—63,
103. I am grateful to Ms. Webb of the
Photograph Study Collection, Depart-
ment of the Arts of Africa, Oceania,
and the Americas, the Metropolitan
Museum, for her valuable essay,

as well as for her assistance with my
research into this part of the Getty col-
lection. I would also like to thank her
assistant Thomas Frontini for his help
in the spring of 1993. Information on
attendance during the run of African
Negro Art was gleaned from the Bulle-
tin of the Museum of Modern Art 2:6-7
(Mar.—Apr. 1935), n.p.

13. Webb, “Art as Information,” 58.

14. See Webb, “Art as Information,”
103, fn. 22, for the final distribution of
these sets. The unmounted set once
owned by Robert Goldwater, who
assisted with various aspects of assem-
bling the cataloguing data, is now at
the Metropolitan Museum in the Photo-
graph Collection of the Department of

the Arts of Africa, Oceania, and the
Americas. The Photography Depart-
ment at MOMA possesses a set bound
in four volumes.

15. Miller’s forty-five-page listing with
477 entries is available at the Metro-
politan Museum and at MoMA.

16. For this and the following infor-
mation about the itinerary for both
shows, see the following MoMA files:
The Museum of Modern Art Archives,
New York: Department of Circulating
Exhibitions, [1.1/33 (2) and 11.1/91 (7).

17. See MoMA 382.41, 383.41, and
384.41.

18. Webb, “Art as Information,” 59.
19. Ibid., 60.
20. Ibid., 60 and 103, fn. 19.

21. Evans to John Carter, Aug. 17,
1935, in Roy Stryker Papers (1912—
1972), edited by David Horvath (Uni-
versity of Louisville Photographic
Archives, 1982). [Microfilm edition
by Chadwick-Healey; reel 1.]

22. Walker Evans at Work, 117, quotes
from Sekaer correspondence with
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those requiring a salary for his work
on the project.

23. For the purposes of this book,
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the African pieces seen in Evans’s
images is based on the 1935 cata-
logues (both Sweeney and Miller), that
is, on attributions from the time of the
photographs. The difference between
Evans’s direct approach to the object
and the more traditionally accepted
dramatization of a piece is made clear
if one compares his rendering of a
wooden sculpture thought in 1935 to
represent an ancestral figure of a her-

maphrodite (no. 352) to that of a more
recent photographer, who supplied the
illustration of the same piece for the
1984 MoMA catalogue “Primitivism” in
Twentieth-Century Art (see vol. II, pl.
436).

24. Webb, “Art as Information,” 59.
25. Ibid.

26. See Walker Evans, “Beauties of
the Common Tool,” Fortune 52 (July
1955), 103—7. This figure of twenty-five
photographs at the Getty includes two
duplicate prints.

27. See JPGM 88.XB.23.1-20. The
Getty book is number seven in the
edition of twenty-two.

28. See Webb, “Art as Information,”
56, as well as Camera Work 48 (1916)
for this collaboration.

29. Webb, “Art as Information,” 57.
30. Ibid.

31. See African Negro Sculpture, JPGM
88.XB.23.8 and .18.

32. M. de Zayas, introduction to Afri-
can Negro Sculpture, 1918, n.p.
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Apr. 5, 1993.

34. African Folktales and Sculpture
(New York: Pantheon Books, 1952;
second printing, 1953), 325.

35. See Sweeney, African Negro Art,
pl. 238, for a completely different inter-
pretation of this “god of war.”

36. T. D. M., “The United States Gov-
ernment and Abstract Art,” Bulletin
of the Museum of Modern Art 3:1 (Apr.
1936), 2. This April issue was entitled
“The Government Defines Art.”
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African Negro Art

The sixty-nine Getty prints related to Evans’s 1935 commis-
sion to document the African Negro Art exhibition are
sequenced here in keeping with the listing of 477 objects
found in the typescript catalogue originally prepared by
Dorothy Canning Miller to accompany a complete set of
Evans’s photographs. This unpublished catalogue is
referred to in the following entries as ANA-WE.

352

{Ancestral Figure Representing Her-
maphrodite; French Sudan, Region of
Bandiagara. Dogon. Front View.*)/
[Figure of Hermaphrodite. Dogon,
Region of Bandiagara.**], 1935

23.1 x 14.2 em (9 %52 x 5 %6 in.) [on
original mount trimmed to image]
84.XM.956.400

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, PL2/CI; at 1. left,
Evans stamp A; at |. left, in pencil,
Crane no. L73.9(Evans).

REFERENCES: ¥*ANA-WE, no. 2
(**ANA-JJS, no. 1).
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353

355 356
353 354 355 356
[Ancestral Figure. French Sudan.*], [Mask Representing an Animal. French [Mask Representing Animal with Horn. [Mask, Surmounted by Bird. French
1935 Sudan. Dogon.*], 1935 Possibly Sudan.*], 1935 Sudan near Ivory Coast. Senufo (?)*],
Image: 23.3 x 15.6 cm (9 %16 x 6 V5 in.); Image: 24.2 x 18.2 cm Image: 22.7 x 12.8 cm 1935
original mount: 31.4 x 25.9 cm (9 %52 x 7 %6 in.); original mount: (8 %16 x 5 Y52 in.); original mount: 23.6x 18.7 cm (9 %16 x 7% in.)
(12 %16 x 10 %16 in.) 31.5x 26 cm (12 Y16 x 10 Y4 in.) 31.5x 25.9 ¢m (12 %16 x 10 %6 in.) 84.XM.488.23
84.XM.956.380 84.XM.956.391 84.XM.956.381 MARKS & INSCRIPTIONS: {Verso) at center,
MARKS & INSCRIPTIONS: (Verso, mount) MARKS & INSCRIPTIONS: (Verso, mount) MARKS & INSCRIPTIONS: (Verso, mount) in pencil, 33 [sideways]; at center,
at L. right, in pencil, by Evans, at 1. left, Evans stamp A; at 1. left, in at L. right, in pencil, by Evans, pl. 31/ Lunn Gallery stamp, and within boxes,
PL8/C4; at 1. left, in pencil, Crane pencil, Crane no. L73.12(Evans). CAT.30; at 1. left, in pencil, Crane in pencil, XX and 33; at 1. right, in
no. L72.20(Fvans). REFERENCES: ¥*ANA-WE, no. 26 no. L72.9(Evans). pencil, Wagstaff no. Evans 31.
REFERENCES: *ANA-WE, no. 8 (ANA-JIS, no. 27). REFERENCES: ¥*ANA-WE, no. 31 PROVENANCE: Lunn Gallery/Graph-
(ANA-JIS, no. 4). (ANA-JIS, no. 30). ics International, Ltd.; Samuel

Wagstaff, Jr.
REFERENCES: ¥*ANA-WE, no. 35
(ANA-JJS, no. 33).
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357
[Door, Probably of a Granary; French

Sudan. Dogon.*]/[Door. Wood. Dogon.

French Sudan**], 1935

Image: 24.2x 15.3 cm

(9 %6 x 6 V52 In.); original mount:
31.5x% 25.9 cm (12 %16 x 10 %6 in.)
84.XM.956.413

MARKS & INSCRIPTIONS: (Recto, mount)
at |. left, in pencil, P; at L. right, in
pencil, 35; (verso, mount) at . left, in
pencil, Crane no. L72.33(Evans).
REFERENCES: *ANA-WE, no. 39
(ANA-IJS, no. 35); **AFAS, no. 44.

358

358

[Figure. Ivory Coast. Baule*|/[Figure
of Man. Baoulé. **], 1935

Image: 24.5x 8.8 cm (9% x 3 %2 in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %16 In.)

84.XM.956.402

MARKS & INSCRIPTIONS: (Recto, mount)
at u. right, in pencil, Discard ?; at

1. left, in pencil, Discard/73/69; (verso,
mount) at . left, in pencil, Crane

no. L72.28(Evans).

REFERENCES: ¥*ANA-WE, no. 72
(**ANA-IJS, no. 69).

i59

360

359

[Mask. Ivory Coast.*}/[Mask with
Horns**], 1935

Image: 24.1 x 11.4 ¢m

(9 Y2 x 4 %2 in.); original mount:
31.5x25.9 cm (12 V16 x 10 %6 in.)
84.XM.956.407

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. right, in pencil, by Evans, pl 79/
CAT.74; at L. left, in pencil, Crane
no. L72.44(Evans).

REFERENCES: *ANA-WE, no. 79
(**ANA-JJS, no. 74).

360

[Mask. lvory Coast. Dan.*|/[Mask with
Three Noses. “Man.”**], 1935
Image: 24.1 x 16.5 cm

(9 %2 x 6 %2 in.); original mount:
31.5x 25.9 ¢cm (12 Y16 x 10 %6 in.)
84.XM.956.421

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. left, in pencil, Crane no. £72.3
(Evans).

REFERENCES: ¥*ANA-WE, no. 93
(**ANA-JJS, no. 85).



361

364

361

[Mask. Ivory Coast.*], 1935

24.3x 18.8 cm (9 %6 x 7'¥16 in.)
84.XM.488.22

MARKS & INSCRIPTIONS: {Verso) at center,
in pencil, G2/blue tinted; at 1. center,
in pencil, 2-10 + 4-25 [inverted];

at center, Lunn Gallery stamp, and
within boxes, in pencil, XX and

96; at L. right, in pencil, Wagstaff
no. Evans 32.

PROVENANCE: Lunn Gallery/Graph-
ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: *ANA-WE, no. 97
(ANA-JIS, no. 96).

362

362

[Mask. Ivory Coast. Dan.*], 1935
Image: 23.8x 9.2 cm (9% x 3 % in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %6 in.)

84.XM.956.430

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 100; {(verso, mount)
at L. left, in pencil, Crane no. L72.21
(Evans).

REFERENCES: *ANA-WE, no. 100
(ANA-JJS, no. 89).
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363

363

{Mask. Ivory Coast. Dan.*], 1935
25.3x 20.3 cm (93V52 x 7342 in.)
84.XM.488.28

MARKS & INSCRIPTIONS: (Recto) in pen-
cil {lines to mark cropping]; (verso)
at center, in pencil, 123; at L. center,
Lunn Gallery stamp, and within boxes,
in pencil, XX and 123; at 1. right,

in pencil, Wagstaff no. Evans 33.
PROVENANCE: Lunn Gallery/Graph-
ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: *ANA-WE, no. 101
(ANA-JIS, no. 123); AFAS, no. 5.

364

[Mask. Ivory Coast.*]/{Mask with
Feather Beard**], 1935

Image: 23.7 x 14.1 cm

(9 V52 x 5% in.); original mount:
31.5x25.9 cm (12 %6 x 10 %16 in.)
84.XM.956.431

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, in pencil, by Evans, pl.113/
CAT.73 at L. left, in pencil, Crane
no. L72.8(Evans).

REFERENCES: *ANA-WE, no. 113
(**ANA-JJS, no. 73).
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365

365

[Mask. lvory Coast. Baule.*|/[Mask
with Horns. Baoulé.**], 1935

Image: 24.1 x 18 cm (9 Y2 x 7 %2 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.419

MARKS & INSCRIPTIONS: (Verso, mount) at
1. left, in pencil, Crane no. L72.4
(Evans).

REFERENCES: *ANA-WE, no. 114
(**ANA-JJS, no. 92).

367

366

[Two Bobbins. lvory Coast. Baule.*),
1935

Image: 18.8x 21.2 em

(7 %16 x 8 Y42 In.); original mount:
31.5x 25.9 em {12 Y6 x 10 %16 in.)
84.XM.956.375

MARKS & INSCRIPTIONS: {Recto, mount)
at . left, in pencil, P; at L. right, in
pencil, 63.126; (verso, mount) at 1. left,
in pencil, Crane no. L72.27(Evans).
REFERENCES: ¥ANA-WE, no. 129
(ANA-JIS, left to right, nos. 126, 63).

367

[Two Bobbins; lvory Coast*], 1935
18.9x 22 em (7 16 x 81V16 In.)
84.XM.488.25

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 135—41 [inverted]; at center,
Lunn Gallery stamp, and within boxes,
in pencil, XX and 135-41.
PROVENANCE: Lunn Gallery/Graph-

ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: *ANA-WE, no. 133 (ANA-
J1S, nos. 135, 141); AFAS, nos. 57-58.

368

[Box with Equestrian Figure on Cover.
Gold Coast. Ashanti.*]/[Box with Ani-
mal on Cover. Ashanti. Gold Coast.**],
1935

Image: 20.1 x 13.8 cm

(7 %16 x 5 %16 in.); original mount:
31.5 x 25.9 em (12 %6 x 10 %6 in.)
84.XM.956.416

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. left, in pencil, Crane no. L72.41
(Evans); at u. left, in pencil,
CH3-1758.

REFERENCES: ¥*ANA-WE, no. 146
(**ANA-JJS, no. 166).



369

370

369

[Three Weights for Measuring Gold
Dust. lvory Coast (Baule) or Gold Coast
(Ashanti)*], 1935

Image: 9.5 x 23.8 cm (3 2%52x 9% in.);
original mount: 26 x 31.5 cm

(10 Y4 x 12 % in.)

84.XM.956.388

MARKS & InscripTIONS: (Recto) at

u. right, in pencil, S5-L; (mount, verso)
at left center, Evans stamp A [side-
ways|; (mat, recto) at u. left, in pencil,
Crane no. L73.4(Fvans).

REFERENCES: *ANA-WE, no. 160
(ANA-JJS, nos. 188-90).

370

|Figure, So-Called God of War.
Dahomey. Abomey. *)/[Figure. Ham-
mered Brass. Abomey, Dahomey**],
1935

Image: 21.6 x 12.5 cm

(8%2 x 4 %6 in.); original mount:
31.5x 25.9 cm (12 V16 x 10 %16 in.)
84.XM.956.426

MARKS & INSCRIPTIONS: {Verso, mount) at
L. right, in pencil, by Evans, pl.169/
CAT.238; at 1. left, in pencil, Crane
no. L72.16(Evans).

REFERENCES: *ANA-WE, no. 169
(ANA-JJS, no. 238); **AFAS, no. 112.
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371

[Figure, So-Called God of War. Daho-
mey. Abomey. *|/[ Figure. Hammered
Brass. Abomey, Dahomey**), 1935
23.6x19.1 cm (9% x 7% in.)
84.XM.956.386

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, 62/25/238 [space] M75.
REFERENCES: ¥*ANA-WE no. 170
(ANA-JJS, no. 238), **AFAS, no. 113.
EXHIBITIONS: . . . images that yet/Fresh
images beget . . ., J. Paul Getty
Museum, Malibu, Calif., Sept. 15-Nov.
15, 1987.

372

[Figure, So-Called God of War. Daho-
mey. Abomey. *|/[Figure. Hammered
Brass. Abomey, Dahomey**], 1935
25.2x 20.2 cm (9 %16 x 73V52 in.)
84.XM.488.30

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, 238 and €2/1 S/M75;

at l. center, Lunn Gallery stamp, and
within boxes, in pencil, XX and 238;
at L. right, in pencil, Wagstaff

no. Evans 35.

PROVENANCE: Lunn Gallery/Graph-
ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: ¥*ANA-WE, no. 170 (ANA-
JJS, no. 238); **AFAS, no. 113.

~NOTE: Not illustrated; variant of

no. 371.
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373

[Equestrian Figure. Dahomey. Yor-
uba.*)/[Polychrome Equestrian Figure.
Yoruba**}/[Equestrian

Figure. Polychrome Wood. Yoruba,
Dahomey. ¥**], 1935

Image: 23.9x 17.6 cm

(9 %42 x 6 %16 in.); original mount:
31.5x 25.9 cm (12 %16 x 10 %6 in.)
84.XM.956.409

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. right, in pencil, by Evans, PLI72/
CAT 239; (verso, mount) at center, in
pencil, by Evans, Pl 172 [underlined]/
Cat 239 [within a box]; at 1. left, in pen-
cil, Crane no. L72.42 (Evans).
REFERENCES: *ANA-WE, no. 172
(**ANA-JJS, no. 239); ***AFAS, no. 59.

’
N
ﬁ,

374

[Kneeling Figure. Dahomey. Yoruba*/
[Kneeling Woman (Top of Sceptre).
Yoruba.**}], 1935

Image: 23.4 x 12.5em (9 752 x 4 s in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.394

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 176; (verso, mount)
at 1. center, Evans stamp A; at 1. left,
in pencil, L73.3(Evans).

REFERENCES: *ANA-WE, no. 176
(**ANA-JJS, no. 243).

375

[Figure of a Trumpeter. Benin, British
Nigeria.*|/[Figure. Bronze. Benin,
Nigeria. Full view, Front.**], 1935
Image: 23.3 x 14.7 cm (9 %16 x 5 %16 in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %16 1n.)

84.XM.956.422

MARKS & INSCRIPTIONS: (Verso, mount) at
L. right, in pencil, by Evans, pl.196/
CAT.272; at 1. left, in pencil, Crane

no. L72.2(Evans).

REFERENCES: ¥*ANA-WE, no. 196
(ANA-JJS, no. 272); **AFAS, no. 128.
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379

376

[Relief with Hunter. Benin. British
Nigeria*]/[Plaque: Hunter. Bronze.
Benin, Nigeria**], 1935

Image: 23.3 x 17 cm (9 %16 x 6 252 in.);
original mount: 31.5 x 25.9 ¢cm

(12 %6 x 10 %6 in.)

84.XM.956.408

MARKS & INSCRIPTIONS: {Verso, mount) at
L. right, in pencil, by Evans, pl. 201/
CAT.255(2537); at 1. left, in pencil,
Crane no. L72.45(Evans).
REFERENCES: ¥*ANA-WE, no. 201
(ANA-JJS, no. 255); **AFAS, no. 116.

378

377

[Leopard. Benin. British Nigeria.*],
1935

Image: 16.3 x 22.6 cm

(6 %32 x 82%:2 in.); original mount:
31.5x 25.9 cm (12 %16 x 10 %6 in.)
84.XM.956.384

MARKS & INSCRIPTIONS: { Verso, mount) at
1. right, in pencil, by Evans, PL212/
CAT.280; at 1. left, in pencil, Crane
no. L72.35(Evans).

REFERENCES: ¥*ANA-WE, no. 212
(ANA-JJS, no. 280).

378

[Bell. Benin, British Nigeria*], 1935
25.3 x 20.1 em (93Y52 x 7'%46 in.)
84.XM.488.29

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, 2/4/2S; at u. center, in pen-
cil, 273; at 1. center, Lunn Gallery
stamp, and within boxes, in pencil, XX
and 273; at |. left, in pencil, Wagstaff
no. Evans 38.

PROVENANCE: Lunn Gallery/Graphics
International, Lid.; Samuel Wagstaff,
Jr.

REFERENCES: ¥*ANA-WE, no. 220
(ANA-JJS, no. 273).

379

[Belt Ornament in Form of Leopard.
Benin, British Nigeria.*], 1935
Image: 12.1 x 23 cm (4 2%2 x 9 Vis in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %6 in.)

84.XM.956.425

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, p; at L. right, 287;
(verso, mount) at L. left, in pencil,
Crane no. L72.6(Evans).

REFERENCES: *ANA-WE, no. 226
(ANA-IJS, no. 287).
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382

380

[Necklet. Benin, British Nigeria.*]/
[Collar. Benin.**], 1935

Image: 11.2 x 21.7 ¢m (4 %52 x 8 %6 in.);
original mount: 31.5x 25.9 cm

(12 %16 x 10 %6 1n.)

84.XM.956.418

MARKS & INSCRIPTIONS: (Verso, mount) at
L. right, in pencil, by Evans, PL.227/
CAT.289; at 1. left, in pencil, Crane

no. L72.40(Evans).

REFERENCES: *ANA-WE, no. 227
(**ANA-JJS, no. 289).

381

[Seat with Figures. Cameroon. Yoko.*],
1935

Image: 16.1 x 14.2 cm

(6 52 x 51%2 in.); original mount:
31.5x 25.9 em (12 %16 x 10 %16 in.)
84.XM.956.414

MARKS & INSCRIPTIONS: {(Recto, mount)
at 1. left, in pencil, E; at L. right, in
pencil, 336; (verso, mount) at . left,
in pencil, Crane no. L72.24(Evans).
REFERENCES: ¥*ANA-WE, no. 288
(ANA-JJS, no. 336); AFAS, no. 69.

382

[Necklet. Benin. British Nigeria*],
1935

Image: 11.9 x 21.5 cm

(4232 x 8 Y16 in.); original mount:
31.5x 25.9 ¢cm (12 V16 x 10 %6 in.)
84.XM.956.405

MARKS & INSCRIPTIONS: (Verso, mount) at
L. right, in pencil, by Evans, PL.228/
CAT.291; at L. left, in pencil, Crane
no. L72.36(Evans).

REFERENCES: ¥*ANA-WE, no. 228
(ANA-JJS, no. 291).

383

[Armlet. Benin. British Nigeria*], 1935
Image: 12.2 x 16.6 cm

(4 16 x 6 Y16 in.); original mount:

31.5 x 25.9 em (12 16 x 10 %6 in.)
84.XM.956.404

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, in pencil, by Evans, pl.229/
CAT.288; at . left, in pencil, Crane

no. L72.38(Evans).

REFERENCES: *ANA-WE, no. 229
(ANA-JJS, no. 288).



383

384

[Armlet. Benin. British Nigeria.*),
1935

Image: 13.9 x 17.6 cm (5 2 x 6 s in.);
original mount: 31.5 x 25.9 cm

(12 7/16 x 10 %16 in.)

84.XM.956.383

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, in pencil, by Evans, pl. 230/
CAT.290; at . left, in pencil, Crane

no. L72.37(Evans).

REFERENCES: ¥*ANA-WE, no. 230
(ANA-JIS, no. 290).

385

[Head. (Plaster Reproduction). Ife, Brit-
ish Nigeria. Yoruba.*)/[Plaster Cast of
Terra Cotta Head. Yoruba.**], 1935
Image: 30.1 x 16.4 cm (7 '%6 x 6 Y16 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %6 in.)

84.XM.956.406

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 236; (verso, mount)
at 1. left, in pencil, Crane no. L72.43
(Evans).

REFERENCES: ¥*ANA-WE, no. 236
(**ANA-JJS, no. 294).
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384

386

[Head (Plaster Reproduction); Ife, Brit-
ish Nigeria; Yoruba*)/[Plaster Cast of
Terracotta Head; Yoruba**], 1935

Image: 20.1 x 16.4 ¢cm (7 %16 x 6 Y161n.);

original mount: 31.5 x 25.9 ¢cm

(12 %6 x 10 %6 in.)

84.XM.956.399

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, 236; (verso, mount)
at l. center, Evans stamp A; at 1. left,
in pencil, Crane no. L73.6(Evans).
REFERENCES: *ANA-WE, no. 236
(**ANA-JJS, no. 294).

NoTE: Not illustrated; duplicate of
no. 385.

119

387

(Head. (Plaster Reproduction). Ife, Brit-
ish Nigeria. Yoruba.*], 1935

Image: 20.3 x 12.4 cm (8 x 4 73 in.);
original mount: 31.4 x 26 cm

(12% x 10 %z in.)

84.XM.956.389

MARKS & INSCRIPTIONS: (Recto) at

u. right, in pencil, L; (verso, mount)
at |. center, Evans stamp A; at 1. left,
in pencil, Crane no. L73.10(Evans).
REFERENCES: ¥ANA-WE, no. 239
(ANA-JJS, no. 296); WEAW, p. 116
(variant, u. right image).
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388

[Head. (Plaster Reproduction). Ife, Brit-
ish Nigeria. Yoruba. Profile View*)/
[Plaster Cast of Terra Cotta Head.
Yoruba. ¥*], 1935

Image: 18.1 x 17.5cm (7 Y6 x 6 %3 1n.);
original mount: 31.5 x 25.9 ¢cm

(12 %6 x 10 %16 in.)

84.XM.956.420

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, in pencil, by Evans, PL.240/
CAT.296 at 1. left, in pencil, Crane

no. L72.39(Evans).

REFERENCES: *ANA-WE, no. 240
(**ANA-JJS, no. 296).

389

[Head. (Plaster Reproduction). Ife, Brit-
ish Nigeria. Yoruba. Profile View*])/
[Plaster Cast of Terra Cotta Head.
Yoruba.**], 1935

Image: 21 x 16.4 cm (8 %2 x 6 '¥521in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.398

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, wet stamp, 240; (verso,
mount) at u. center, Evans stamp A; at
L. center, in pencil, Crane no. L73.7
(Evans).

REFERENCES: *ANA-WE, no. 240
(**ANA-JJS, no. 296).

NOTE: Not illustrated; variant of
no. 388.

390

[Head. (Plaster Reproduction); Ife, Brit-
ish Nigeria; Yoruba*)/[Plaster Cast of
Terra Cotta Head; Yoruba**], 1935
Image: 18.6 x 13.6 cm

(7 Y52 x 5 Y42 in.); original mount:
31.5x 25.9 cm (12 7o x 10 %o in.)
84.XM.956.397

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 242; (verso, mount)
at . center, Evans stamp A; at L. left,
in pencil, Crane no. L73.8(Evans).
REFERENCES: ¥*ANA-WE, no. 242
(**ANA-JIS, no. 297).

391

[Head. (Plaster Reproduction). Ife, Brit-
ish Nigeria. Yoruba. Profile View.*]/
[Plaster Cast of Terra Cotta Head.
Yoruba.**)

1935



394

395

Image: 18.6 x 13.8 cm (7 %16 X 5 Y16 In.);
original mount:

31.5x 25.9 cm (12 %6 x 10 %16 in.)
84.XM.956.432

MARKS & INSCRIPTIONS: (Verso, mount) at
L. left, in pencil, Crane no. L72.17
(Evans).

REFERENCES: *ANA-WE, no. 242
(**ANA-JJS, no. 297).

NoTE: Not illustrated; duplicate of

no. 390.

396

392

[Seated Figure with Bowl. Cameroon.
Bangwa.*)/[Seated Figure of Woman.
Bangwa.**)/[Mendicant Figure with
a Bowl, Bangwa, French Cameroons.
Front View.***], 1935

Image: 23.8 x 8.1 cm (9 %2 x 3 %161n.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %6 in.)

84.XM.956.412

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 323; (verso, mount)
at 1. left, in pencil, Crane no. L72.31
(Evans).
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REFERENCES: ¥*ANA-WE, no. 260
(**ANA-JJS, no. 323); ***AFAS, no. 67.

393

[Seated Figure with Bowl. Cameroon.
Bangwa. Profile View.*)/[Seated
Figure of Woman. Cameroon.**]/
[Mendicant Figure with Bowl. Wood.
Bangwa. French Cameroons***], 1935
Image: 23.6 x 9.6 cm (9 %16 x 32%42 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.411

121

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, 323; (verso, mount)
at L. left, in pencil, Crane no. L72.30
(Evans).

REFERENCES: ¥*ANA-WE, no. 261
(**ANA-JJS, no. 323); ***AFAS, no. 66.

394

[Seated Figure with Bowl. Cameroon.
Bamileke. Profile View.*], 1935
Image: 23.3 x 13.8 cm (9 %16 x 5 Y16 In.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %16 in.)

84.XM.956.427

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 264; (verso, mount)
at |. left, in pencil, Crane no. L72.15
(Evans).

REFERENCES: *ANA-WE, no. 264
(ANA-JIS, no. 320).

395

[Head. Benin. British Nigeria*], 1935
25.3x 20.1 cm (93%2 x 72%:2 in.)
84.XM.488.24

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 264/6 [sideways]; at right
center, Lunn Gallery stamp, and
within boxes, in pencil, XX and

264; at 1. right, in pencil, Wagstaff

no. Evans 37.

PROVENANCE: Lunn Gallery/Graph-
ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES; *ANA-WE, no. 191
(ANA-JJS, no. 264); AFAS, no. 126.

396

[Head of Serpent or Crocodile. Benin,
British Nigeria*)/[Reptile Head.
Bronze. Benin, Nigeria**], 1935
25.2 x 20.2 cm (9 %6 x 73Y52 in.)
84.XM.488.31

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, at u. left top edge, DEFENDER
SAFETY BASE; (verso) at L. right, in
pencil, Lunn Gallery stamp, and
within boxes, in pencil, XX and 250
and Wagstaff no. Evans.36.
PROVENANCE: Lunn Gallery/Graph-
ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: ¥*ANA-WE, no. 214
(ANA-JJS, no. 250); **AFAS, no. 121.
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397

397

[Mask. British Nigeria.*]/[Polychrome
Mask.**], 1935

Image: 24.4 x 17.2 cm (9 % x 6 2%52 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.424

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, p; at l. right, in
pencil, 304; (verso, mount) at |. left,
in pencil, Crane no. L72.10(Evans).
REFERENCES: *ANA-WE, no. 249
(**ANA-JIS, no. 304).

d98

398

[Ancestral Figure, Southern Cameroon,
Border of Gabun. Profile View.*], 1935
Image: 24 x 10.7 cm (9 Y2 x 4 752 in.);
original mount: 31.5 x 25.9 cm

{12 %16 x 10 %16 in.)

84.XM.956.376

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, P; at L. right, in
pencil, 322; (verso, mount) at l. left,
in pencil, Crane no. L72.25(Evans).
REFERENCES: ¥*ANA-WE, no. 268
(ANA-JJS, no. 322).

W

401

399

[Ancestral Figure. Southern Cameroon,
Border of Gabun. Profile View.*], 1935
Image: 23.6 x 8.9 cm (9 %2 x 3 Y2 in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %16 in.)

84.XM.956.423

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 268; (verso, mount)
at 1. left, in pencil, Crane no. L72.1
(Evans).

REFERENCES: ¥*ANA-WE, no. 268
(ANA-JJS, no. 322).

~oTE: Not illustrated; duplicate of

no. 398.

400

[Head. Cameroon.*|/[Head with Traces
of Polychrome.**], 1935

Image: 18.5 x 18.8 cm (7 %52 x 7 ¥s1n.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %6 1n.)

84.XM.956.401

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. right, in pencil, 317; (verso,
mount) at l. left, in pencil, Crane

no. L72.26(Evans).

REFERENCES: *ANA-WE, no. 269
(**ANA-J]S, no. 317).
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[Mask. Cameroon.*], 1935

Image: 23.8 x 16.2 cm (9% x 6 716 1n.);
original mount: 31.5 x 26 cm

(12 %6 x 10 V4 in.)

84.XM.956.393

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at I. left, in pencil,
Crane no. L73.2(Evans).

REFERENCES: ¥*ANA-WE, no. 277
(ANA-JS, no. 328).

402

{Janus Head. Cross River. Cameroon.
Ekoi.*, 1935

24x18.1cm (9% x 7% in.)
84.XM.488.26

MARKS & INSCRIPTIONS: (Verso) at L. cen-
ter, in pencil, a2, 12s, 25 w [inverted];
at right center, Lunn Gallery stamp,
and within boxes, in pencil, XX and
332; at 1. right, in pencil, Wagstaff
no. Evans 39.

PROVENANCE: Lunn Gallery/Graphics
International, Ltd.; Samuel Wagstaff,
Jr.

REFERENCES: *ANA-WE, no. 282
{ANA-JJS, no. 332).
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[Janus Head. Cameroon.*/{ Janus
Mask.*%], 1935

Image: 24.9 x 13.2 em (9 1342 x 5 %32 in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %6 in.)

84.XM.956.410

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 325; (verso, mount)
at 1. left, in pencil, Crane no. L72.32
(Evans).

REFERENCES: *ANA-WE, no. 284
(**ANA-JJS, no. 325).
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404

[Pipe Bowl. Cameroon. Bamum (?y*}/
[Pipe Bowl in Form of Head**}, 1935
Image: 24.2 x 14.5 cm

(9 %52 x 522 in.); original mount:
31.5x 25.9 ecm (12 %6 x 10 %6 in.)
84.XM.956.415

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, P; at 1. right, in
pencil, 341; (verso, mount) at 1. left,
in pencil, Crane no. 172.34(Evans).
REFERENCES: *ANA-WE, no. 295
(**ANA-JIS, no. 341).

405

[Ancestral Figure. Gabun. Pahouin
(Fan).*), 1935

Image: 23.5x8.9 cm (9% x 3 % in.);
original mount: 31.5 x 25.9 cm

(12 %6 x 10 %6 in.)

84.XM.956.396

MARKS & INSCRIPTIONS: {Recto) at

u. right, in pencil, S; (verso, mount)
at l. center, Evans stamp A; at . left,
in pencil, Crane no. L73.11(Evans).
REFERENCES: ¥*ANA-WE, no. 307
(ANA-JJS, no. 357).



124 1935-1938

406

[Ancestral Figure. Head. Gabun.
Pahouin (Fan).*], 1935

Image: 23.4 x 13.9cm (9 V4 x 51%:21n.);
original mount: 31.5 x 25.9 em

(12 %6 x 10 %16 1n.)

84.XM.956.428

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 313; (verso, mount)
at 1. left, in pencil, Crane no. L72.14
(Evans).

REFERENCES: *ANA-WE, no. 313
(ANA-JIS, no. 363).

407

[Ancestral Figure, Head. Gabun.
Pahouin (Fan).*], 1935

Image: 22.4 x 16.2 cm

(82742 x 6 42 in.); original mount:
31.5x 25.9 em (12 i x 10 %6 in.)
84.XM.956.377

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, in pencil, by Evans, PL.314/
CAT.365 at 1. left, in pencil, Crane
no. L72.18(Evans).

REFERENCES: ¥*ANA-WE, no. 314
(ANA-JJS, no. 365).

411

408

[Necklet. Gabun. Pahouin (Fan).*),
1935

Image: 12.4 x 18 cm (4 %6 x 7 %52 in.);
original mount: 25.4 x 30.5 cm

(10 x 12 in.)

84.XM.956.387

MARKS & INSCRIPTIONS: {Verso, mount) at
right center, Evans stamp A; (recto,
mat) at L. left, in pencil, Crane

no. L73.5(Evans).

REFERENCES: ¥*ANA-WE, no. 334
(ANA-JJS, no. 390).

409

[Mask/ French Congo*|/[Mask. Poly-
chrome Wood. French Middle
Congo**],1935

Image: 18.3 x 19.3 cm (7 %16 x 7 %16 In.);
original mount: 31.4 x 25.8 em

(12% x 10 %6 in.)

84.XM.956.379

MARKS & INSCRIPTIONS: (Recto, mount)
at |. left, in pencil, 414; (verso, mount)
at . left, in pencil, Crane no.
L72.11(Evans).

REFERENCES: *ANA-WE, no. 358
(ANA-JJS, no. 414); **AFAS, no. 21.



410

[Four Musical Instruments. French
Congo. Loango (?)*], 1935

Image:, 19.6 x 19.2 cm (7% x 7 %6 in.);
original mount: 31.5 x 25.9 cm

(12 V16 x 10 %16 in.)

84.XM.956.403

MARKS & INSCRIPTIONS: (Verso, mount) at
1. left, in pencil, Crane no. 1.72.29
(Evans).

REFERENCES: *ANA-WE, no. 363
(ANA-JJS, nos. 424-27).

410

411

[Figure Stuck with Nails. Belgian
Congo. Region of Cabinda.*)/[Figure
Studded with Nails, Called “Konde.”
Cabinda Region.**), 1935

Image: 24.2 x 10.4 ¢cm (9 %6 x 4 Y16 In.);
original mount: 31.5 x 25.9 ¢cm

(12 %16 x 10 %16 1n.)

84.XM.956.433

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, E [crossed out]; at
I. right, in pencil, 436; at |. left, in
pencil, Crane no. L72.23(Evans).
REFERENCES: *ANA-WE, no. 376
(**ANA-JJS, no. 436).
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412

[Figure. Belgian Congo. Badjok. Pro-
Sile View. *]/[Figure of Woman. Possibly
From Vimbundu. Southern Angola.**),
1935

Image: 23.8 x 11.3 cm (9% x 4 %421in.);
original mount: 31.4 x 25.9 ¢cm

(12 % x 10 %6 in.)

84.XM.956.390

MARKS & INSCRIPTIONS: (Verso, mount) at
|. center, Evans stamp A; at L. right, in
pencil, PL4662 (pref )/ CAT.586; at 1. left,
in pencil, Crane no. L73.14(Evans)
[number 4 partially erased].
REFERENCES: *ANA-WE, no. 380
(**ANA-JIS, no. 586).
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413

[Figure, Surmounting a Calabash. Bel-
gian Congo. Urua.*)/[Figure. Wood.
Surmounting a Calabash, with Shells.
Warua, Belgian Congo**], 1935

18.2 x 23.3 cm (7 %16 x 9 %16 In.)
84.XM.488.27

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 489; at center, Lunn Gallery
stamp, and within boxes, in peneil, XX
and 489.

PROVENANCE: Lunn Gallery/Graph-

ics International, Ltd.; Samuel
Wagstaff, Jr.

REFERENCES: *ANA-WE, no. 382
(ANA-JIS, no. 489); **AFAS, no. 96.
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414

[Figure, Surmounting a Calabash. Bel-
gian Congo. Urua. Back View.*], 1935
Image: 24.3 x 19.2 cm (9 %16 x 7 %16 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 1n.)

84.XM.956.378

MARKS & INSCRIPTIONS: {Verso, mount) at
L. right, in pencil, by Evans, PL.383/
CAT.489 at 1. left, in pencil, Crane

no. L72.7(Evans).

REFERENCES: *ANA-WE, no. 383
(ANA-JIS, no. 489); AFAS, no. 97.

415

[Woman and Child. Belgian Congo.
WaRegga. Profile View.*], 1935

Image: 20.1 x 10.6 cm (72%2 x 4 %161n.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %16 in.)

84.XM.956.395

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in pencil, 400; (verso, mount)
at u. center, Evans stamp B and Crane
stamp; at center, in pencil, by Arnold
Crane, African Primitive Art/1936; at
u. center, in pencil by Arnold Crane,
withdrawn/12/71/AHC [all erased];

at | left, in pencil, Crane no. L73.1
(Evans).

REFERENCES: *ANA-WE, no. 400
(ANA-JJS, no. 516).

416

[Head. Belgian Congo. WaRegga.*)/
[Head. Ivory. Warega. Belgian
Congo**}, 1935

Image: 17.7 x 12.3 cm (7 x 4%%52 in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %6 1n.)

84.XM.956.385

MARKS & INSCRIPTIONS: (Recto, mount)
at |. right, in pencil, 515; (verso,
mount) at |. left, in pencil, Crane
no. L72.22(Evans).

REFERENCES: ¥*ANA-WE, no. 404
(ANA-JIS, no. 515); **AFAS, no. 157.

417

[Mask. Belgian Congo.*)/[Polychrome
Mask. **)/{Mask. Polychrome Wood.
Basonge Mino, Belgian Congo***/
[Mask. Teke. People’s Republic of the
Congol, 1935

Image: 19.2 x 18.6 cm

(7 %6 x 7% in.); original mount:
31.5x% 25.9 em (12 %16 x 10 %6 in.)
84.XM.956.417

MARKS & INSCRIPTIONS: (Verso, mount) at
L. right, in pencil, by Evans, PL.410/



419

CAT.458; at L. left, in pencil, Crane

no. L72.5(Evans).

REFERENCES: *ANA-WE, no. 410
(**ANA-JJS, no. 458); ***AFAS, no. 29.

418

[Mask. Belgian Congo. BaYaka. Profile
View.*], 1935

Image: 16.6 x 22.1 em

(6 %52 x 82%52 in.); original mount:
31.5x 25.9 cm (12 %6 x 10 %16 in.)
84.XM.956.382

MARKS & INSCRIPTIONS: {Verso, mount) at
L. right, in pencil, by Evans, PL.423/

420

CAT417 at 1. left, in pencil, Crane
no. L72.19(Evans).

REFERENCES: *ANA-WE, no. 424
(ANA-JJS, no. 417).

419

[Cylindrical Box with Cover. Belgian
Congo. Mangbetu.*)/[Box with
Woman’s Head on Cover. Mang-
betu. **], 1935

Image: 24.2 x 11.7 cm

(9 %2 x 4 %3 in.); original mount:
31.5x 25.9 cm (12 Y16 x 10 %6 in.)
84.XM.956.429

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. right, in pencil, 502; (verso,
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mount) at 1. left, in pencil, Crane
no. L72.13(Evans).

REFERENCES: ¥*ANA-WE, no. 446
(**ANA-JIS, no. 502).

420

[Mask. British East Africa. Tanganytka
Lake District. Three-Quarter View.*],
1935

Image: 24 x 17.2 em (9 %42 x 6 ¥ in.);
original mount: 31.5 x 25.9 cm

(12 %16 x 10 %6 in.)

84.XM.956.392

MARKS & INSCRIPTIONS: (Verso, mount) at

l. center, Evans stamp A; at 1. right,

in pencil, by Evans, PL.471.3/4 view/
CAT.592; at L. left, in pencil, Crane
no. L73.13(Evans).

REFERENCES: ¥*ANA-WE, no. 472
(ANA-JJS, no. 592).






AMERICAN PHOTOGRAPHS":
EVANS IN MIDDLETOWN

Tom Mabry of the Museum of Modern Art was in my place the other day looking at

pictures and he said he would like to have some he picked out simply as a group of

photographs for the Museum to have in its collection. Among the choices were about

twenty prints of work I have done at Resettlement. I thought that would be OK by you,

but just let me know, will you. It’s not very important as the pictures will not travel or

be exhibited, just be there for anyone who is interested.

Walker Evans to Roy Stryker, April 12, 19382

The Museum of Modern Art was very interested indeed in
Walker Evans’s work, and things happened quickly for him
there. The files of the registrar at the museum reveal that a
little more than two weeks after the above communication
between Evans and Stryker, Thomas Mabry, then Execu-
tive Director, wrote to Lincoln Kirstein, reminding him
that he had agreed to prepare an essay on Evans’s work.
Mabry also offered rather specific suggestions as to the

content of that promised piece:

You know much more about Walker’s work than 1
do. However I should think that you might want to
define as simply and clearly as possible the differ-
ence between Walker’s work and the majority of pho-
tographers both “documentary” and “lyric.” Also |
think that the article should not have an in memo-
riam flavor. The canonization of the commonplace

that documentary photography has turned into

Walker Evans. Independence Day,
Terra Alta, West Virginia (detail), 1935 [no. 432].
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(Margaret Bourke-White, “Life” photographers, and
much of the Federal Art Project photography) is just
as bad to me as any kind of Herald Tribune beauti-
Sful baby contest photography. Also, turning the com-
monplace into something precious, exquisite, etched
and fabulous (Weston and Strand, to a degree) is
equally bad. Incidentally, I think that some of Stieg-

litz’s early work is very good.?

Kirstein, then director of the American Ballet
Company, is often credited with orchestrating the book and
exhibition that have become known as American Photo-
graphs.* However, it would seem that Mabry, another mem-
ber of Evans’s circle, was actually the moving force behind
MoMA’s sponsorship of these two important events of 1938.
A Harvard-educated Tennessean who had contributed
poetry and book reviews to Kirstein’s Hound & Horn,
Mabry was associated with the Marie Sterner Galleries and
was a cofounder of the John Becker Gallery before joining
the Museum’s staff in 1935. He would be a lifelong friend
of Evans’s; his efforts to promote the photographer’s work

in 1938 were a watershed.? In an article on the exhibition
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that Mabry himself prepared for the November 1938 issue
of Harper’s Bazaar, he boldly predicted the power of this

venue:

During the month of October, the Museum of
Modern Art opened its first one-man show of photog-
raphy: the work of the American photographer,
Walker Evans. Until recently known only to compar-
atively few people, Evans possesses perhaps the
purest “eye” of any photographer of our generation.
The exhibition at the Museum, which has attracted
an unusual amount of interest among diverse types
of people, is also accompanied by the production of
a book of Evans’s work, “American Photographs,”
which more than anything else will acquaint the

public with the unique quality of his photographs.*

The director had also, apparently over Evans’s objections,
submitted a biographical sketch to Harper’s that empha-
sized his Midwestern upbringing and Mabry’s belief that,
although he had spent time in Europe, Evans “never for a
moment became Europeanized” or tried to “identify him-
self with the European mind.”” In his November article,
Mabry dwells on the American characteristics of Evans’s
pictures, particularly those of architecture, pointing to
the “unique American buildings, not the skyscraper (you
won'’t find a skyscraper here) but the wooden ones” such

2?2 6

as “the series of wooden churches,” “those elaborate New

England Gothic memories,” and the “Louisiana Greek
revival long lost.”®

For Evans, these events at MoMA meant an opportu-
nity to exhibit and publish his photographs, especially
those made since 1935 for the United States Resettlement
Administration (RA), in a format of his own choosing.’ In
a June 1938 letter to Roy Stryker, his former boss at the
RA—a letter that, surprisingly, does not mention the Ameri-

can Photographs exhibition—Evans expresses his delight

in this possibility: “The Mus. Mod. Art wants to publish
me covering the range of ten years work. I am accepting
although the book has to be arranged quickly. I have most
of the Resettlement prints I want included here, no time to
come to Washington about it. [ told them to write to you
about it, for permission, etc. It’s a good idea, good as
corrective. Hope you'll like it.”°

When Evans was officially hired in October 1935
as an Information Specialist by the Historical Section
of the Resettlement Administration, his duties were
described as follows: “Under the general supervision of
the Chief of the Historical Section with wide latitude for
the exercise of independent judgement and decision as
Senior Information Specialist to carry out special assign-
ments in the field; collect, compile and create photo-
graphic material to illustrate factual and interpretive news
releases and other informational material upon all prob-
lems, progress and activities of the Resettlement Adminis-
tration.”! Evans was to make liberal use of his right to
exercise “independent judgement” during his time with
the RA, and he perpetually resisted the idea that his pur-
pose there was to gather illustrations for the promotion of
the RA’ (that is, the federal government’s New Deal) pro-
grams. While considering a position with the RA in the
spring of 1935, he jotted down those things he would
require of his employer, including the “guarantee of one-
man performance,” and what he would provide, adding
that he should not be asked to do anything more in the way
of political propaganda: “[I] Mean never [to] make photo-
graphic statements for the government or do photographic
chores for gov or anyone in gov, no matter how powerful —
this is pure record not propaganda. The value and, if
you like, even the propaganda value for the government
lies in the record itself which in the long run will prove
an intelligent and farsighted thing to have done. NO
POLITICS whatever.”'?

Because his pictures had been issued by the
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agency with policy-approved captions for the past three
years, Evans felt the need in 1938 to distance himself from
that establishment, as well as the world of commercial pub-
lishing, by prefacing American Photographs with this state-
ment: “The responsibility for the selection of the pictures
used in this book has rested with the author, and the
choice has been determined by his opinion: therefore they
are presented without sponsorship or connection with the
policies, aesthetic or political, of any of the institutions,
publications or government agencies for which some of the
work has been done.”" Stryker’s business was to provide
informative images to the mass media, and he and Evans
would always disagree about the most appropriate vehicle
for the latter’s photographs, as well as the definition of
“documentary.” But when the photography project of the
RA began, the two men were able to agree on its primary
subject: American history as exemplified by life in the
average American town. Evans’s vision for documenting
American life had begun to form much earlier; a letter
drafted to his friend Ermestine Evans, an editor at

J. B. Lippincott, in February of 1934, makes clear

his aspirations:

What do I want to do? . . . I know now is the time
for picture books. An American city is the best, Pitts-
burgh better than Washington. I know more about
such a place. I would want to visit several besides
Pittsburgh before deciding. Something perhaps
smaller. Toledo, Ohio, maybe. Then I'm not sure
a book of photos should be identified locally.
American city is what I'm after. . . .

People, all classes, surrounded by bunches of
the new down-and-out.

Automobiles and the automobile landscape.

Architecture, American urban taste, com-
merce, small scale, large scale, the city street

atmosphere, the street smell, the hateful stuff,

women’s clubs, fake culture, bad education, reli-

gion in decay. .. ."

Evans no doubt shared ideas like these with Stryker dur-
ing their first conversations. The former Columbia Univer-
sity economics student recalls that soon after he came to
Washington, he met with Evans: “I saw his pictures, |
walked at night with him and I talked to him. He told me
about what the photographer was for, what a photographer
should do, and he gave me his rationale for pictures. It was
extremely interesting because it was opening up a whole
new field of ideas.””

The two men could find common ground in part
due to the widespread influence of the 1929 publication
Middletown: A Study in Modern American Culture by
Robert and Helen Lynd, professors of sociology at Colum-
bia and Sarah Lawrence, respectively. A 550-page field
investigation by social anthropologists with subject head-
ings including “What Middletown does to get its living”
and “The houses in which Middletown lives,” this pio-
neering project attempted an objective analysis of life in a
small Midwestern American city (Muncie, Indiana). The
Lynds’ study was hailed as a very accessible report that
was most appealing because it made “no attempt to prove
anything” but simply recorded “what was observed.”'® The
Lynds introduced their topic by saying their goal “was to
study synchronously the interwoven trends that are the
life of a small American city. A typical city, strictly speak-
ing, does not exist, but the city studied was selected as
having many features in common to a wide group
of communities.”"’

The “Outline Memorandum” that Evans prepared
in October 1935, probably at Stryker’s request, laying
out plans for an eight-week automobile trip through the

Southeast, makes reference to Middletown and presents

thoughts similar to the photographer’s musings of 1934:
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First objective, Pittsburgh and vicinity, one week;
photography, documentary in style, of industrial
subjects, emphasis on housing and home life of

working-class people. . . .

Ohio Valley: rural architecture, including the his-
torical, contemporary “Middletown” subjects; Cinci-
natti [sic] housing; notes on style of Victorian

prosperous period. . . .

Indiana, Kentucky, lllinois river towns, gather
typical documents, main streets, etc., in passing.
Ditto Mississippi river towns. Select one of these
towns, such as Hannibal, Missouri, for more thor-

ough treatment, if time allows.'®

This document goes on to list antebellum plantation archi-
tecture in Natchez, Mississippi; small rural French towns
in Teche Parish, Louisiana; industrial themes in Birming-
ham, Alabama; and a cotton plantation in South Carolina,
as objectives of the proposed trip for gathering still photog-
raphy of a “general sociological nature.” In early 1936, one
of Middletown’s authors had a chance to directly affect the
RA’s Photography Section: Stryker showed Robert Lynd, a
former Columbia colleague, some RA pictures and asked
for his opinion while lunching with him in New York. The
result was a “shooting script” for “things which should

be photographed as American Background,” issued by
Stryker to his team of photographers. The script contains
an extensive listing of items like “People on and off the
job,” “How do people look?,” “The wall decoration in
homes as an index to the different income groups and their
reactions,” and “A photographic study of use of leisure
time 1n various income groups.”*

Evans’s work for the RA actually began in the sum-
mer of 1935, when John Carter, who preceded Stryker, con-
tracted with the photographer to travel to West Virginia
and Pennsylvania to photograph some of the Farm Security

Administration’s Subsistence Homestead Projects and

gather related material.* On this early assignment, he
photographed miners’ homes, local residents at an Inde-
pendence Day celebration, and main streets (exam-

ples of which are seen in nos. 422, 430, and 432). Once
Evans was officially on staff, his first trip under Stryker’s
direction seems to have been an extended fall visit to
Bethlehem, Pennsylvania, where steel mills, workers’
housing, parading legionnaires, and elaborate gravestones
(nos. 437-39, 442) were his subjects. Between November
1935 and April 1936, Evans made two lengthy road trips
that would account for the bulk of his entire production
for the RA and many of the 169 mid-thirties pictures that
follow this essay. From November to mid-January, he
returned to industrial centers in Pennsylvania, finally
spending some time in Pittsburgh, and went on to Ohio,
Kentucky, Tennessee, Alabama, Mississippi, and Louisi-
ana, following to some extent the course outlined in the
memorandum above. In February 1936, he left again, with
a completely Southern itinerary that would take him
through many small cities, some of them renowned for ante-
bellum architecture and Civil War battles, in Louisiana,
Mississippi, Alabama, Georgia, Florida, the Carolinas, and
Virginia.

In the spring of 1936, funds were evidently scarce
for Stryker’s photographic forays: a two-week trip to West
Virginia, Pennsylvania, New Jersey, and Maryland was
authorized for Evans in mid-June, but it is unclear from
Stryker’s papers whether this assignment was ever com-
pleted. A visit to New England was also in the works for
that summer, but the trip was canceled. Instead, Stryker
approved a furlough for Evans to work on a Fortune story
with James Agee. This leave for mid-July through mid-
September allowed Evans to return to the “middle south”
with Agee to prepare “an article on cotton tenantry in the
United States, in the form of a photographic and verbal
record of the daily lives and environment of an average
white family of tenant farmers” (nos. 530—67). ' According

to the terms of Stryker’s arrangement with Fortune’s art edi-
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tor, the pictures Evans produced on this job would become
the property of the RA after the magazine had run the fin-
ished essay in a fall issue.

Once Evans returned from this trip south, during
which he and Agee documented the lives of the Bur-
roughs, Fields, and Tengle families in Alabama, he spent
September and October printing his pictures and prepar-
ing presentations for both Fortune and Stryker.? Stryker
again talked about a New England trip, on which he
planned to accompany the photographer, but it did not
materialize, and Evans was once more sent to the South,
this time to photograph the catastrophe of flooding in
Arkansas and Tennessee. An unusual and demanding
assignment for Evans, this trip of late January and Febru-
ary 1937 was made with another RA photographer, Edwin
Locke, and required that he spend considerable time in
the affected area, photographing the flood victims and
their temporary shelters (nos. 576—81).

Although stricken with flu while in Arkansas,
Evans apparently spent time in Kentucky, Virginia, and
West Virginia towns before completing this trip. This
would be his last travel for the RA, an agency that was
absorbed into the Farm Security Administration at about
this time.* Evans’s contributions to the RA's documenta-
tion of Depression-era America had essentially been
obtained between the summer of 1935 and the spring of
1936, a period of less than a year. The Alabama pictures
made while on leave to Fortune would become his best-
known photographs and, ironically, those most closely

identified with his work as a New Deal photographer.

The events generated by the Museum of Modern Art in the
fall of 1938 could be viewed as the culmination of a highly
productive period made possible by the patronage of

the federal government. The sequences of images that
appeared in the exhibition and book of American Photo-
graphs, though composed of different selections and

gleaned from a decade of the photographer’s work, might

just as appropriately have appeared under the title of
“Middletown.” In fact, Kirstein refers to the Lynds’
Middletown in his American Photographs essay, suggesting
that, although Evans’s work should not be considered
merely “illustrative accompaniment,” a study such as
theirs “might have been more effective had it also been
plotted in visual terms.”** An article by Anthony West
entitled “Middletown and Main Street,” one of the most
insightful contemporary comments on Evans’s subject
matter, appeared in Architectural Review to mark the pub-
lication of American Photographs.?

Evans’s RA images were actually supplied with
three prominent vehicles for exposure by the Museum of
Modern Art’s decision to mount this first one-man show
of photographs in 1938. Walker Evans: American Photo-
graphs, an exhibition of one hundred pictures, was pre-
sented at MoMA between September 28 and November 18,
1938; the book, American Photographs, a selection of
eighty-seven images, thirty-three of which were not seen in
the show, was published simultaneously by the museum;
and American Photographs by Walker Evans, a circulating
exhibition of eighty-eight prints, sixteen of which did not
appear at MOMA, traveled to ten venues across the country
after the show closed in New York.* (See Appendix B for a
listing of Getty prints involved in each event.)

When one examines the makeup of each of these
productions—the installation sequence of the MoMA show
now available in the 1993 monograph Walker Evans: The
Hungry Eye; the groupings designated for the circulating
show selections accessible in MoMA files; and the book
(reissued in a 1989 anniversary edition)—the complexities
of carrying out the entire project become obvious. Intri-
guing questions of the influence of Mabry, Kirstein, and
possibly Beaumont Newhall, then librarian at MoMA, on
the installation of the shows and the sequencing of the
book, are likewise multiplied.?” But Evans’s original exhibi-
tion prints should not be lost sight of in an attempt to sort

out the intense activity of 1938.
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Figure 1. Walker Evans. License Photo Studio,
New York, 1934 [no. 205].

Within the Getty collection, it is possible to exam-
ine at least forty-one of the prints, identified by their
MoMA loan numbers and/or labels, created by Evans for
the New York show or the traveling exhibition. Based on
the images published by Hill and Mora and the installa-
tion list for the circulating show contained in MoMA files,
it would appear that at least twenty-three of these pictures
were finally included in the New York venue, and eighteen
of them (such as nos. 498 and 530) were also part of the
circulating show. Three other prints were among those
inserted into the group to circulate when the exhibition
was trimmed in size and reconfigured (with the purpose,
it seems, of adding more New York and New England
images), but it has not been determined how or whether
the remaining fifteen prints were used while on loan to

MoMA. Although lacking loan numbers, an additional

group of three Getty prints bear other inscriptions that
suggest they were on loan to MoMA in 1938.%

Regarding production of the publication American
Photographs, another selection of thirty-two prints on
11 x 8 1/2-inch, three-hole mounts (fig. 1), with ink inscrip-
tions in an unidentified hand designating the title, date,
book part, and plate number, are found at the Getty.
Acquired from the photographer by Arnold Crane, these
prints seem to be part of the book dummy first assembled
to indicate the sequence and captioning of the planned
publication. They probably also served as the images from
which the reproduction plates were made.

A closer look at two little-known RA images—
one that appeared in both exhibition formats and one that
appeared only in the book—provides a glimpse of how
much the exhibitions and publication differed and of the
way in which Evans went about editing his own work.
Appearing almost in the very middle of the New York
installation of American Photographs were two 1937
images of Arkansas flood refugees. One of them—a young
African American woman asleep under a quilt in a heavy,
metal-frame bed—is found in an almost square Getty
print bearing an incomplete MoMA loan number (no. 577).
A second image of almost the same size—a person who
looks more like an African American man, partially con-
cealed behind a boldly patterned makeshift curtain—is
also found at the Getty (no. 576; fig. 2), but this print,
apparently of the same vintage, does not possess a loan
number or label. Both images have been severely cropped
from the original negative.? Prints of the two images hung
as pendants in the New York show between a photograph
of a poor Cuban family from 1933 and a picture of the Ten-
gle family in Hale County, Alabama, singing hymns. The
installation list for the circulating version of American Pho-
tographs calls for these two images to appear together, only
this time toward the end of the show, in group XV (of eigh-
teen groupings specified), where they would be part of a

larger selection of seven pictures, including three Ala-
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Figure 2. Walker Evans. Flood Refugee,
Forrest City, Arkansas, 1937 [no. 576].

bama tenant farmer images, two Cuban pictures of working
men and women, and views of factories in Louisiana and
wooden stores in Mississippi.

For the book, however, Evans chose a vertically
oriented print from another negative of the sleeping
woman seen in no. 577. This image (no. 578), which might
seem more invasive than intimate, is even more startling
and unorthodox than the first. It presents the weary flood
victim at bedside level, awake but nestled under the quilt.
Below her on the floor of the old cotton warehouse that is
supplying emergency shelter are a few items of clothing
and a bedpan. Occurring at almost the exact center of the
book—that is, as plate forty-four in a sequence of eighty-
seven images—it falls between a van Gogh-like interior
entitled Hudson Street Boarding House Detail, New York
(no. 136) and a portrait of three working-class neighbors
passing the time together in People in Summer, New York
State Town (no. 143). As comparative material from this

winter of 1937 Arkansas assignment, three other prints in

the the Getty collection depict African American women
displaced by the flood and huddled in or near a bed due to
cold and illness (nos. 579-81). Like the two images chosen
for the MoMA show, these three reflect substantial cropping
of the negatives in an effort to close in on a single figure
and eliminate the barnlike interior of this uncomfortable
temporary home.** Always after portraits of “the anony-
mous people” of Middletown, Evans seems to have taken
full advantage of the unusual vulnerability of these resi-
dents of Forrest City, Arkansas.

Evans had company on this RA assignment, which
must have been one of the hardest emotionally as well as
technically of his career. The report submitted to Stryker
by his more communicative colleague, Edwin Locke, gives
an immediate picture of the conditions the two men found
and the way they attempted to record them. It also con-
firms Evans’s perfectionist nature, his persistent determi-
nation to get the right picture, and the reasons why Roy
Stryker, like Tom Mabry, valued his work so highly. The

handwritten letter on hotel stationery reads in part:

My God, we are tired tonight! Got up at 6 this morn-
ing, worked until 5:30 pm, made the 6:20 pM train
back to Memphis, having covered the refugee camps
as well as we could without flashes. And now a word
about the camps:

1. White camp (about 2 miles away from Negro
camp—uwe covered this twice on foot with equip-
ment): well run, adequate tent space, good (regular
army) food. A detachment of soldiers from Fort
Leavenworth are running the outfit along with
the CCC. . . .

2. The Negro camp: Overcrowded. There are
many more negroes than whites affected by flood
in this area. Found 11 in one tent. They are not
“happy-go-lucky” about it, but dazed, apathetic,
and hopeless. There is a good deal of illness: excruci-

ating coughs, pneumonia and influenza cases lay-
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ing in a dark cotton warehouse. I shot in there with

the Leica, but Walker said it was too dark. He

bought photoflashes and shot with the 4 x 5, but is

afraid that the exposures were wrong. He will

undoubtedly want to go back. . . '

1. Although it has become known
simply as American Photographs, the
exhibition held at MoMA in the fall

of 1938 was originally titled Walker
Evans: American Photographs; the cir-
culating exhibition, of a slightly differ-
ent composition, was called American
Photographs by Walker Evans. The
book published by MoMA to accom-
pany the two exhibitions was listed by
some contemporary reviewers as
Walker Evans: American Photographs;
librarians sometimes catalogue the
book as Walker Evans, American Photo-
graphs. The title page of the book pres-
ents Evans’s name in slightly smaller
type above the words “American
Photographs,” thus making the exact
reading of the title ambiguous and
contributing to the continuing contro-
versy over Evans’s authorial role. But
the book is recorded in the National
Union Catalogue as American Photo-
graphs, with Walker Evans given as
the author. Throughout this chapter
and in the rest of this catalogue, the
MoMA exhibition, book, and related
traveling exhibition will all be referred
to as American Photographs.

2. Walker Evans to Roy Stryker, Apr.
12, 1938, in Roy Stryker Papers (1912~
1972), edited by David Horvath (Uni-
versity of Louisville, Photographic
Archives, 1982). Microfilm edition by
Chadwick-Healy, reel 1. Hereafter
referred to as Stryker Papers.

3. Thomas Mabry to Lincoln Kirstein,
Apr. 29, 1938. A letter in the exhibi-
tion files for American Photographs by
Walker Evans, used by permission of
the Office of the Registrar, Museum of
Modern Art, New York.

4. By virtue of the postscript essay he
contributed to American Photographs,
Kirstein has always been associated

Evans and Stryker parted ways, mostly because

of the bureaucratic requirements that Stryker adhered to.

Working under difficult conditions was certainly not some-

thing the photographer shied away from, particularly when

he was after the archetypal portrait of “Everyman” that he

treasured. In pursuit of this goal, for his next major series

Evans would contrive to photograph only by remote shutter

release while riding the New York subway in winter.

NOTES

with the show, and Russell Lynes in
Good Old Modern: An Intimate Por-
trait of the Museum of Modern Art
(New York: Athenaeum, 1973), 158,
credits him and Thomas Mabry with
putting the exhibition together (saying
Beaumont Newhall was not involved
in any way). Recent scholarship has
tended to emphasize Kirstein’s role.

In “Walker Evans’ American Photo-
graphs,” an unpublished 1983 thesis
for the University of California at
Berkeley, Amanda Wick Bowen calls
Kirstein the “moving force behind
Evans’ 1938 show” and goes on to
state that Kirstein played a major part
in the initiation of the show and in the
final selection and installation. Bowen
also suggests that it is Kirstein’s vision
that is reflected in the sequencing of
plates in the book. By With To &
From: A Lincoln Kirstein Reader,
edited by Nicholas Jenkins (New York:
Farrar, Straus & Giroux, 1991), simply
states in the introduction that Kirstein
was the organizer of the 1938 show.
Douglas R. Nickel in a 1992 article,
“American Photographs Revisited”
(American Art 6:2 [Spring 1992], 78—
97), does not mention Mabry but cred-
its Kirstein with assisting Evans in the
installation of the show at MoMA. More
importantly, in focusing on the issue
of collaboration in Evans’s oeuvre,
Nickel calls Kirstein the coauthor of
American Photographs and reports
that he was “largely responsible for
the image selection and distinctive pic-
torial sequencing long credited exclu-
sively to Evans.” Citing Director
Mabry’s support for Kirstein’s project,
Mora and Hill in Walker Evans: The
Hungry Eye (New York: Harry N.
Abrams, 1993), 160, again name
Kirstein as the force behind the show.
However, Mora and Hill give Newhall

the responsibility for organizing and
initially installing the show; Evans
receives sole authorship of the com-
plete last-minute rehanging.

5. Mabry (1903-1969) would leave
MoMA the next year, finding employ-
ment in the 1940s and 1950s in the
Office of War Information, at Time,
Inc., and as a teacher at the Iowa Writ-
ers” Workshop. Four of his short sto-
ries from this period are collected in
The White Hound: Stories by Ward
Dorrance and Thomas Mabry (Colum-
bia: University of Missouri Press,
1959). A brief biography in The White
Hound states that in the late fifties
Mabry was living on a farm near
Allensville, Kentucky, and raising
cattle, hogs, and tobacco. His daugh-
ter, Eliza, would eventually be named
by Evans as a beneficiary of his estate.
I am grateful to Belinda Rathbone for
sharing with me the year of Mabry’s
death as well as other details of his
education, time spent in Europe, and
early career in New York.

6. Thomas Dabney Mabry,
“Walker Evans’s Photographs of
America,” Harper’s Bazaar 71
(Nov. 1, 1938), 84.

7. Thomas Mabry to George Davis at
Harper’s Bazaar, Oct. 6, 1938. A letter
in the exhibition files for American
Photographs by Walker Evans, used by
permission of the Office of the Regis-
trar, Museum of Modern Art, New
York.

8. Mabry, “Walker Evans’s Photo-
graphs of America,” 140.

9. The workings of the Historical
Section-Photographic of the New
Deal’s Resettlement Administration
(later part of the Farm Security Admin-
istration) and Evans’s involvement

with it have been described in a multi-
tude of general histories including:
Maren Stange, Symbols of Ideal Life:
Social Documentary Photography in
America, 1890—1950 (New York:
Cambridge University Press, 1989);
Carl Fleischhauer and Beverly
Brannan, eds., Documenting America
{Berkeley: University of California
Press, 1988); Hank O’Neal, ed., A
Vision Shared: A Classic Portrait of
America and Its People, 1935-1943
(New York: St. Martin’s Press, 1976);
Roy Stryker and Nancy Wood, eds., In
This Proud Land: America, 1935—1942,
As Seen in the FSA Photographs (Green-
wich, Conn.: New York Graphic Soci-
ety, 1973); William Stott, Documentary
Expression and Thirties America (New
York: Oxford University Press, 1973);
F. Jack Hurley, Portrait of a Decade:
Roy Stryker and the Development of
Documentary Photography in the Thir-
ties (Baton Rouge: Louisiana State
University Press, 1972); and Thomas
Garver, ed., Just Before the War (New
York: October House, 1968). The only
publication devoted entirely to Evans’s
work for the FSA is the 1973 volume
Walker Evans: Photographs for

the Farm Security Administration,
1935-1938, illustrating the negatives
contained in the Farm Security
Administration-Office of War
Information collection, Prints and Pho-
tographs Division, Library of Con-
gress. A private enterprise, this
incomplete catalogue of the Library

of Congress’ Evans collection contains
a brief introduction by Jerald Maddox,
then curator of photography at the
library, and was intended to be as
much a guide to purchasing prints
from the library’s negatives as an
instructive account of FSA
photography.



10. Walker Evans to Roy Stryker, let-
ter of June 15, 1938, Stryker Papers.

11. Memorandum from Roy E.
Stryker, Division of Information,
Resettlement Administration, to Miss
McKinney, Division of Information,
Oct. 9, 1935, Stryker Papers.

12. Memorandum draft by Walker
Evans, reproduced in Walker Evans
at Work, (New York: Harper and
Row, 1982), 112.

13. Walker Evans, American Photo-
graphs (New York: Museum of Modern
Art 1938}, n.p.

14. Walker Evans to Ernestine Evans,
unfinished two-page letter in black ink
on hotel stationery, dated Feb. 1934,
first published in Walker Evans at
Work, 98. This letter is part of the
Evans Collection at the Getty (JPGM
84.XG.963.42).

15. Garver, Just Before the War, n.p.

16. From a review by W. B. Shaw,
quoted in Book Review Digest: Books
of 1929 (New York: H. W. Wilson,
1930), 591.

17. Robert S. Lynd and Helen Merrell
Lynd, Middletown: A Study in Ameri-
can Culture (San Diego: Harcourt
Brace Jovanovich, 1929; reprint, Har-
vest/HBJ, 1956), 3.

18. Walker Evans to Roy Stryker,
“Outline Memorandum,” ca. Oct.
1935, Stryker Papers. Also published
in Walker Evans at Work, 113.

19. Roy Stryker to all FSA (then RA)
photographers, outline for “Sugges-
tions recently made by Robert Lynd
for things which should be photo-
graphed as ‘American Background,””
dated by Stryker to early 1936, first
published in Garver, Just Before the
War, n.p.

20. Information for the following chro-
nology of Evans’s work for the Reset-
tlement Administration was taken
primarily from letters and memoranda
documenting authorizations and travel
expenses contained in the Stryker
Papers for 1935-38. Walker Evans:
Photographs for the Farm Security
Administration (New York: Da Capo
Press, 1973) was also a source in
determining the dating of Evans’s trav-
els for the RA, but because it is orga-
nized by state (or city) rather than by
trip, it presents a more fractured and
somewhat misleading view of Evans’s
brief, but intense, term of employment
with this federal agency.

21. James Agee and Walker Evans,
Let Us Now Praise Famous Men: Three
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Tenant Families (Boston: Houghton
Mifflin, 1941), viii. This book, the final
result of the Agee-Evans collabora-
tion, was reviewed widely upon publi-
cation (see bibliography); numerous
later interpretations have appeared,
including those in William Stott, Docu-
mentary Expression and Thirties
America (New York: Oxford University
Press, 1973); J. A. Ward, American
Silences: The Realism of James Agee,
Walker Evans, and Edward Hopper
(Baton Rouge and London: Louisiana
State University Press, 1985); and
James Curtis, Mind’s Eye, Mind’s
Truth: FSA Photography Reconsidered
(Philadelphia: Temple University
Press, 1989). Thirty-one pictures were
included in the first edition of Let Us
Now Praise Famous Men, sixty-two in
the 1960 edition. For a more extensive
look at the images Evans brought back
from the Fortune assignment, see

nos. 530—67 in this volume; Walker
Evans: Photographs for the Farm
Security Administration, 1935—-1938;
and the Evans collection at the Harry
Ransom Humanities Research Center,
University of Texas at Austin.

22. For more background on this Ala-
bama series and a discussion of two
photograph albums in the collection of
the Prints and Photographs Division of
the Library of Congress thought to be
Evans’s “first draft” for Fortune, see
Judith Keller and Beverly Brannan,
“Walker Evans: Two Albums in the
Library of Congress,” History of Pho-
tography 19:1 (Spring 1995).

23. A summer 1938 series on New
York tenements in the current Farm
Security Administration-Office of War
Information files in the Library of Con-
gress is attributed to Evans, but there
is still some skepticism among schol-
ars as to his authorship of these
images. The architectural views in par-
ticular seem atypical of his work of the
time. If these street photographs are
indeed by Evans, then they may not

be up to his usual standards simply
because he took less interest in this
New York assignment than he did in
his travels in the South.

24. Lincoln Kirstein, “Photographs of
America: Walker Evans,” American
Photographs (New York: Museum of
Modern Art, 1938), 196.

25. Anthony West, “Middletown and
Main Street,” Architectural Review 85
(May 1939), 218-20.

26. The itinerary for American Photo-
graphs is found in the Museum of Mod-
ern Art Archives: P.I. Scrapbook 112.
It lists the following as venues: the

Chouinard School, Los Angeles; Smith
College Museum of Art, Northampton;
Society of Arts and Crafts, Detroit;
Duke University, Durham; The Garret
Club, Buffalo; Honolulu Academy of
Art; Brown University, Providence;
Kauffmann Department Stores, Inc.,
Pittsburgh; Harvard University, Cam-
bridge; University of Louisiana, Baton
Rouge. The installation list for the
reduced version of the show that circu-
lated is available in the Office of the
Registrar and is recorded in the MoMA
archives as: The Museum of Modern
Art Archives, New York: Department
of Circulations Exhibition Records, II.
1/34(12).

27. Mora and Hill, Walker Evans: The
Hungry Eye, 160, report that Newhall
(librarian at MoMA from 1935 to 1942)
first installed the show, but Evans,
unhappy with that arrangement,
“turned Newhall’s initial hanging of
the show inside out.” In conversation
with the author, May 17, 1991,
Newhall recounted the genesis of the
exhibition in different terms, stating
that he had nothing to do with it (he
had organized a major survey exhibi-
tion, Photography, 1839—1937, for the
museum the year before) and that
Evans had agreed to the idea of the
show only if he could hang it himself.
The photographer worked at night in
the gallery, an interim space in the
subterranean levels of Rockefeller
Center, in the company of a museum
technician. He asked for a paper cut-
ter and cropped his prints, some of
them severely, there in the gallery
before attaching them to the walls.
Newhall also recalled that once the
show was up he received a letter from
Edward Weston, saying he was anx-
ious to obtain a copy of American Pho-
tographs and voicing his longstanding
admiration for Evans’s work: “When I
see a picture [ like, it is usually by
Walker Evans.”

28. See nos. 489, 503, 562.

29. See Maddox, Walker Evans: Photo-
graphs for the Farm Security Adminis-
tration, 19351938, ill. nos. 432-33.

30. See Maddox, 429-31, for a more
complete lock at these three negatives.

31. Edwin Locke to Roy Stryker, six-
page letter on hotel stationery, Feb. 4,
1937, Stryker Papers. Seven days after
this letter, the two photographers are
still in Mempbhis; Locke notifies
Stryker that Evans is ill with a serious
case of the flu but refuses to be taken
to the hospital. Locke to Stryker,
two-page letter on notecards, Feb. 11,
1937, Stryker Papers.
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American Photographs: Evans in Middletown

In this section of images dating from 1935 to 1938, the
prints have been arranged chronologically and geographi-
cally according to Evans’s travels of the period. His first
two trips in the employ of the Resettlement Administration
(RA), to West Virginia and Pennsylvania, are followed by
pictures of 1935-36 from Louisiana and Mississippi made
during a privately funded project to record southern ante-
bellum architecture and on assignment for the federal gov-
ernment; these photographs are sequenced primarily by

subject. Other RA trips to Georgia, South Carolina, Ala-

bama, Tennessee, and Arkansas appear according to
Evans’s itineraries and Jerald Maddox’s 1973 publication
of his RA/FSA work in the Library of Congress collection
(see FSA in references). Within the Alabama section,
those images made in the Hale County area of three
tenant-farmer families are organized by family
(Burroughs, Fields, or Tengle), with a few prints (of such
subjects as farm animals and graves) falling into a more
general category. Eight miscellaneous pictures, seemingly
outside the RA work and in a few cases identified as New

York images, close this section.
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Rowlesburg, Preston County, West
Virginia, June 1935

17x 23.3 cm (6 Y16 x 9 Y5 in.)
84.XM.956.318

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, Rowlesburg/Preston Co./W. Va/
June, 1935/FS4; at right edge, Evans
stamp A; at left of center, in pencil,
144 [circled]; at right center, in pencil,
144; at L. left, in pencil, €2/105/

75W: at L. left, in pencil, Crane

no. L67.28; typed on white label
[partially destroyed], at u. center,
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LESBURG, PRESTON COU /_une,
1935.
REFERENCES: FSA, no. 22 (variant).

422

[Company Houses, Scott’s Run, West Vir-
ginia*}/[Company Houses for Miners,
Osage, West Virginia**], 1935

Image: 18 x 23.1 em (7 Y16 x 9 %52 in.);
original hole-punched mount:
31.3x25.8 cm (12 % x 10 %16 in.)
84.XM.956.488

MARKS & INSCRIPTIONS: (Recto, mount)
at u. right, in pencil, 79.4 [beside a

right angle}; at 1. center, -7 /4-; at

I. right, 63; at 1. right, in red pencil, S;
(verso, mount) signed at center, in pen-
cil, by Evans, Walker Evans; at 1. right,
in pencil, H2416-86/86/N0 [within a
box] 150 h and 63; (recto, mat) at

L. right, in pencil, 130; at L. left, Crane
no. L68.43 (Evans).

REFERENCES: *AMP, Part 11, no. 13;
**FSA, no. 14 (variant, negative dated
July 1935).
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423

[Mining Camp, Osage, West Virginia*],
1935

14.9% 20.6 cm (5 % x 8 Vs in.)
84.XM.956.296

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at u. right,

in pencil, 20; at L. center, in pencil, 20
[circled]; at L. left, in pencil, €3/1/25/_
5W: at 1. right, WALKER EVANS [box
around namel]; typed on white label, at
u. center, [text lacking] 0. SCOTT’S
RUN, MINING [text lacking] AR MORGAN-
TOWN W. VA./View near Osage. [text
lacking] 5; (recto, mat) at 1. left, in pen-
cil, Crane no. L67.46(Evans).
REFERENCES: *FSA, no. 13 (variant, neg-
ative dated July 1935).

424

[Highway Corner, Reedsville, West
Virginia*], 1935

25.4x 20.6 cm (10 x 8 Y5 in.)
84.XM.129.5

MARKS & INSCRIPTIONS: (Verso) at

1. right, Lunn Gallery stamp and
within boxes, in pencil, /I and 116; at
u. left, in pencil, d-18(Fs4); at . left,
in pencil, £2; at 1. right, in pencil, 23
[circled].

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *FSA, no. 21 (negative
dated June 1935); WEBR, p. 5, no. 2
(titled and dated in German, Tanks-
telle, Reedsuville [West Virginia], June
1935).

exHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978; Art of Photography,
Museum of Fine Art, Houston, Tex.,
Feb. 11-Apr. 30, 1989.

425

[Roadside Barn, Monongalia County,
West Virginia*], June 1935

25.2 x 20 em (9 %16 x 72%:2 in.)
84.XM.956.308

MARKS & INSCRIPTIONS: {Verso) at center,
in black crayon, by Evans, 9.; at L. cen-
ter, Evans stamp J [three times]; at

1. left, in pencil, Crane no. L67.32.
REFERENCES: *¥FSA, no. 19 (variant,
negative dated June 1935).
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[Interior Detail, West Virginia Coal
Miner’s House*)/[Coal Miner’s House,
Scotts Run, West Virginia**], 1935
23.6x 16 cm (9 %16 x 6 %52 in.)
84.XM.956.518

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, Evans stamp H; at u. center, in
pencil, Interior Detail, West Viriginia/
Coal Miner’s House, 193_/(cropped/
part 95" x 754",/ Walker Evans; at
right center, in pencil, Reproduced

p- 54/Museum of Modern/

Walker Evans/Am Photographs c.
193_; at 1. center, in pencil, 23

129

[circled]; at L. right, in pencil, €2/___
[sideways]; at L. left, in pencil, Crane
no. L68.16.

REFERENCES: *AMP, Part I, no. 23 (vari-
ant); FSA, no. 15 (variant, negative
dated July 1935); FAL, p. 113 (variant);
**APERTURE, p. 79 (variant).

427

[Residential Area, Morgantown, West
Virginia*], 1935

Image: 16.4 x 22.4 cm

(6 %42 x 8356 in.); original mount:
19.5 x 24.8 cm (7 Y52 x 92%2 in.)
84.XM.956.355

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso mount) at center
right, Evans stamp B; at L. left, in
pencil, Crane no. L67.55(Evans).
REFERENCES: *FSA, no. 3 (variant, neg-
ative dated June 1935).

428

[Main Street Faces*]/[Street Scene,
Morgantown, West Virginia**], 1935
14.8x 17.7 cm (52%52 x 6 1% in.) [on
Masonite trimmed to image]
84.XM.956.438

MARKS & INSCRIPTIONS: {Verso, mount)
signed on MoMA label, at u. right, in
pencil, by Evans, Walker Evans; at

u. left, Evans stamp C; at 1. left, Evans
stamp H; on MoMA label, wet stamp, at
1. left, in black ink, RIGHTS RESERVED:;
typed on MoMA label, EVANS/MAIN
STREET FACES, 1935/33/38.2273; on
MoMA label, in black ink, at I. right,
GRV: at L. left, in pencil, Crane

no. L69.4(Fvans).

REFERENCES: *AMP, Part I, no. 39 (vari-
ant); **FSA, no. 8 (variant, negative
dated July 1935).
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[Mining Camp Residents, Morgantown,
West Virginia], 1935

20.1 x 25.1 cm (7 %16 x 9 Y in.)
94.XM.6.2

MARKS & INSCRIPTIONS: (Verso) at

u. right, in pencil, 1-9; at 1. left corner,
in pencil, no. 2; at 1. right, Lunn Gal-
lery stamp, and within boxes, in
pencil, /1] and 6.

PROVENANCE: George Rinhart and Tom
Bergen; Harry H. Lunn, Jr.
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430

Main Street at Kingwood, West
Virginia, June 1935

20.1x25.2 cm (7% x 9% in.)

94.XM.7

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Main Street at
Kingwood W. Va June 1935; at center,
in pencil, 23 [circled]; at L. left corner,
in pencil, #1353; at right center, Lunn
Gallery stamp, and within boxes, in
pencil, W, 111 and 17.

PROVENANCE: George Rinhart; Harry
H. Lunn, Jr.; Bonni Benrubi.
REFERENCES: FSA, no. 17 (negative
dated July 1935).

431

[Independence Day, Terra Alta, West
Virginia*], 1935

Image: 15.3 x 22.8 ¢cm (6 Y16 x 9 In.);
sheet: 18.9 x 24.5 em (7 % x 9% in.)
84.XM.956.352

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B, at |. left, in
pencil, Crane no. L67.77(Evans).
REFERENCES: *FSA, no. 25 (variant,
negative dated July 4, 1935); WEAW,
p- 115 (variant).

432

[Independence Day, Terra Alta, West
Virginia], 1935

20.1x 25.1 cm (7 %16 x 9 7 in.)

93.XM 40

MARKS & INSCRIPTIONS: {Verso) at u. left
corner, in pencil, BL 743; at bottom left
corner, in pencil, EHG/0.89 [sideways];
at bottom right corner, in pencil, #1
[sideways]; at right center, Lunn Gal-
lery stamp [sideways], and within two
boxes, in pencil, /Il and 24A.
PROVENANCE: George Rinhart; Harry H.
Lunn, Jr., New York; Bonni Benrubi.

433

[Woman with Black Hat, Possibly Terra
Alta, West Virginia], 1935

14.7 x 18.6 em (5 %16 x 7 %6 in.) [on
original mount trimmed to image]
84.XM.956.916

MARKS & INSCRIPTIONS: (Verso) signed
at center, in pencil, by Evans, Walker
Evans; at 1. left, in pencil, S [or pos-
sibly the letter “P”] and Crane

no. L76.47(Evans).
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434

[Coal Miner’s House, Scott’s Run, West
Virginia*)/[A Miner’s House, Vicinity
Morgantown, West Virginia**}], 1935
Image: 19.3 x 24 cm (7 %5 x 9 V2 in.);
sheet: 20.1 x 25.2 cm (7 %16 X 9 '%61n.)
84.XM.956.322

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans [sideways]; at 1. right, in pencil,
2.7; at . left, in pencil, Crane

no. L67.29; at right edge, Crane stamp
twice [one partial].

REFERENCES: ¥*MoMA, p. 127 (variant,
dated 1936); **FSA, no. 10 (variant,

negative dated July 1935); FAL, pl. 112
(variant); APERTURE, p. 77 (variant).

435

[Part of Phillipsburg, New Jersey*),
1935

Image: 18.5 x 23.3 cm (7 %2 x 9 %16 in.);
original hole-punched mount:
31.3x25.8 cm (12 % x 10 %16 in.)
84.XM.956.496

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#3; at
1. center, in black ink, Part of Phil-
lipsburg, N.J., 1936; at u. right, in

438

pencil, 78.5 [within a box]; at . left, in
pencil, 9 % x 7 Ya and 7 Y x 5 %s; at

1. right, in pencil, 53; (verso, mount)
signed at center, in pencil, by Evans,
Walker Evans; at 1. center, H2416-86/
86/NO [within a box] 150 h; at 1. right,
in pencil, 53; (recto, mat), at |. right,
in pencil, 135; at 1. left, in pencil,
Crane no. L68.35(Evans).

REFERENCES: *AMP, Part II, no. 3 (vari-~
ant, dated 1936); FSA, no. 48 (variant,
negative dated Nov. 1935); FAL, p. 117
(variant, dated 1936); APERTURE, p. 81
(variant, dated 1936).

436

[Main Street of Pennsylvania Town*)/
[World War I Monument on Main St.,
M. Pleasant, Pennsylvania**], 1935
Image: 20.4 x 17.8 cm (8 Y52 x 7 in.);
original hole-punched mount:

27.1 x 21.6 cm (10%%32x 8 %2 in.)
84.XM.956.491

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part One/#28;
at 1. center, in black ink, Main Street
of Penna. Town/1935; at 1. center, in
pencil, SS; at 1. right, in pencil, 28; in
red pencil, at 1. right, S; (verso, mount)
at center, Evans stamp B; at u. left, in
pencil, #124/Main Street, Pa 1935; at
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441

center, in pencil, I-28; at 1. left, in pen-
cil, CUT 1 [circled] 7" [arrow pointing
to right] WIDE; at 1. center, in pencil,
H2416-86/86 NO [within a box] 150 h;
at l. right, 28 (over 29); at l. center,
Crane stamp; also, [pencil lines defin-
ing outer edge of print and one diag-
onal line from u. left to . right corner];
(recto, mat) at L. right, in pencil, 124;
at L. left, in pencil, Crane no. L68.17
(Evans).

REFERENCES: ¥*AMP, Part I, no. 28;
**FSA, no. 35 (variant, negative dated
July 1935); CRANE, no. 122.

437

[American Legionnaire*], 1935

18.9x 17.2 em (7 %452 x 6 %32 in.) [on
original mount trimmed to image; origi-
nally on a second larger mount that
has been cut down]

84.XM.956.466

MARKS & INSCRIPTIONS: (Verso, mount)
signed at l. center, in pencil, by
Evans, Walker Evans; in black ink on
paper from original second mount now
taped down, Part One/#32/[space]
American Legionnaire/1936; at 1. left,
in pencil, Crane no. L68.21 (Evans);

at |. center, Crane stamp.

REFERENCES: ¥*AMP, Part [, no. 32
(dated 1936); FSA, no. 65 (variant, nega-
tive dated Nov. 1935).

438

[American Legionnaire*], 1935

Image: 14.9 x 22.3 cm

(5 %8 x 8 %6 in.); sheet: 20.2 x 25.0 cm
(7'%6x 9% in.)

94.XM.27.1

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, L-48; at l. right, in pencil,
134/8500.00.

PROVENANCE: Estate of James Agee;
Light Gallery; Unidentified Private
Collector; Carole Thompson.
REFERENCES: *AMP, Part I, no. 32 (vari-
ant, dated 1936); FSA, no. 65 (variant,
negative dated Nov. 1935).

143

439

[Sons of the American Legion,
Bethlehem, Pennsylvania*], 1935
Image: 16.6 x 18.3 cm

(6 %16 x 7 42 in.); original hole-
punched mount: 27.9 x 21.6 cm

(11 x8% in.)

84.XM.956.459

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; at u. right, in pencil,
98/5; at 1. right, in pencil, 31; at 1. cen-
ter, in pencil, —7 %— [mostly
erased]; at L. center, in pencil, I % OK
[mostly erased]; below print, in black
ink, Part One/#31 and Sons of the
American Legion/1936; (verso, mount)
at l. center, Evans stamp A; at 1. right,
in pencil, 31; at 1. right, in pencil,
H2416-86/86/N0 [within a box] 150 h;
at right center, Crane stamp; at 1. left,
in pencil, Crane no. L68.20(Evans).
REFERENCES: *AMP, Part I, no. 31
(dated 1936); FSA, no. 66 (variant, nega-
tive dated Nov. 1935).

440

[Window Display, Bethlehem, Pennsyl-
vania*], 1935

Image: 22.5x 17.2 cm

(8 ¥ x 6 2%:2 In.); original mount:
25.5x19.2 em (10 x 7%z in.)
84.XM.956.282

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (recto, mat) at L. right,
126; at 1. left, in pencil, Crane

no. L67.40(Evans).

REFERENCES: *FSA, no. 64 (negative
dated Nov. 1935).

441

[Graveyard, Houses and Steel Mill,
Bethlehem, Pennsylvania*], 1935;
printed later

20.3 x 25.3 cm (8 x 19 %6 In.)
84.XM.129.7

MARKS & INSCRIPTIONS: (Verso) at

1. right, in pencil, Kahmen/Heusch
no. E 7; at L. left, in pencil, #811 Beth-
lehem, Pennsylvania, 1936; at 1. right,
Lunn Gallery stamp and in pencil, I/
and 142-3; below boxes, in pencil, 1]
and 61.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *FSA, no. 61 (negative
dated Dec. 1935); WEBR, p. 9, no. 7
(titled and dated, Bethlehem [Pennsyl-
vania], Nov. 1935); WEAW, p. 122
(middle image).
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exHiBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

442

Bethlehem, Pennsylvania, 1935
Image: 19.8 x 17.6 cm

(7% x 6 %6 in.); mount: 43.1 x 38 cm
(17 x 15 in.)

84.XM.956.334

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) titled and dated at center, in
pencil, by Evans, Bethlehem, Pa.,

442

1936; at center, Evans stamp C; at
1. left, in pencil, 75 and Crane no.
167.88(Fvans).

REFERENCES: FSA, no. 62 (negative
dated Nov. 1935).

443

[Street and Graveyard in Bethlehem,
Pennsylvania*], 1935

Image: 18.9 x 23.9 cm (7 716 x 9 ¥ in.);
original hole-punched mount:

31.3x 25.8 cm (12 % x 10 %6 in.)
84.XM.956.512

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#5; at

L. center, Street and Graveyard in Beth-
lehem/Penna., 1936; at u. right, in
pencil, 76.5 [underlined]; at 1. left,

in pencil, 7 % x 5 ¥s; at 1. center,
—7Y—; at 1. right, in pencil, 55;
(verso, mount) at 1. center, Evans
stamp B; at . right, in pencil, H2416-
86/86/NO [within a box] 150 h; at

L. right, in pencil, 55; at 1. left, in
pencil, Crane no. L68.36.

REFERENCES: *AMP, Part II, no. 5 (dated
1936); FSA, no. 52 (negative dated Nov.
1935); WEAW, p. 122 (variant, u. left
image, dated 1936).

444

[Two-Family Houses in Bethlehem,
Pennsylvania*), 1935; printed later
20.3 x 25.2 cm (8 x 9 ¥ in.)
84.XM.129.6

MARKS & INSCRIPTIONS: (Verso) at 1. left,
in pencil, Kahmen/Heusch no. E6; at
u. left, in pencil, 50; at L. center, Lunn
Gallery stamp, and within boxes, in
pencil, [ and 122.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *AMP, Part I, no. 6 (vari-
ant, dated 1936); FSA, no. 53 (variant,
negative dated Nov. 1935); WEBR, p. 9,



no. 6 (titled in German and dated,
Zweifamilienhduser in Bethlehem
[Pennsylvania], Nov. 1935); WEAW,
p. 123 (variant, u. left image).
ExHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany,

Oct. 5-Nov. 30, 1978.

445

[Two-Family Houses in Bethlehem,
Pennsylvania*], 1935

Image: 17.9 x 20.9 cm (7 Y52 x 8 V4 in.);
original hole-punched mount:

31.3 x 26.8 cm (12 % x 10 ¥s in.)
84.XM.956.485
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MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#6; at
center, in black ink, Two-Family
Houses in/Bethelehem, Pa., 1936; at

u. left, 1. left, u. right, and 1. right,
check mark; at |. right, in pencil, 56
[crossed out]; at L. right, in red pencil,
s [crossed out]; at u. right, in china
marker, 49-2 [crossed out]; at L. center,
wet stamp, in black ink, ART [circled]
(verso, mount) at 1. center, Evans
stamp A; at . right, wet stamp, in red
ink, OCT 2-1938; at |. right, in pencil,
H2416-86/86/N0 [in a box] 150 h; at

L. right, in pencil, 56 [crossed out];
(recto, mat) at l. right, in pencil, 136;

at 1. left, in pencil, Crane no. 168.67
(Evans) and AP122; on white label
taped to l. center [unrelated to this
image}, in pencil, Pier-1929/Illustrated
in magazine/ HOUND & HORN.
REFERENCES: *AMP, Part II, no. 6 [dated
1936]; FSA, no. 53 (variant, negative
dated Nov. 1935); WEAW, p. 123 (vari-
ant, u. left image).

446

Bethlehem, Pennsylvania, Street, 1935
Image: 8.6 x13.3c¢cm (3% x5 V4 in.)
[on posteard stock]; original mount:
11.7x17.2 cm (4% x 6 % in.)
84.XM.956.470

149

145

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in pencil, by Evans, 1I-6;
(verso, mount) at L. right, Evans stamp
B; at center, in pencil, by Evans, 1I-6/
Bethlehem Pa. Street/1935; at 1. left,
in pencil, Crane no. L68.37(Evans).
REFERENCES: AMP, Part I1, no. 6 (vari-
ant); FSA, no. 53 (variant, negative
dated Nov. 1935); WEAW, p. 123 (vari-
ant, u. left image).

447

[Miners’ Town, Pennsylvania], 1935
13.2 x 16.6 cm (5%16 x 6 %16 in.) [on
original mount trimmed to image]
84.XM.956.281

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; at center,

in pencil, MoMA no. 38.304/Evans;
(recto, mat) at 1. left, in pencil, Crane
no. L67.48(Evans).

448

[View of Easton, Pennsylvania], 1935
17.7 x 20.4 cm (6 %16 x 8 Y16 in.) [on
Masonite trimmed to image)
84.XM.956.451

MARKS & INSCRIPTIONS: (Verso, mount)
typed on MoMA label: EVANS/VIEW OF
EASTON, PENNSYLVANIA, 1936/98/
38.2254; at 1. right, in black ink

on MoMA label, GR.X; at 1. left, in
pencil, Crane no. L69.18(Evans).
REFERENCES: FSA, no. 46 (variant).

449

“Joe’s Auto Graveyard,” Pennsylvania,
1935

10.3 x 12.9 em (4 Y16 x 5 ' Y46 in.)
84.XM.956.469

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, by Evans, Walker Evans/
please return to/*“JOE'S AUTO GRAVE-
YARD,” (Pennsylvania); at right edge,
Evans stamp A; at left, in pencil, 125
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[crossed out]; at L. right, in pencil,
146+; at L. right corner, in pencil,
EVANS/53.495; at L. left, in pen-

cil, Crane no. L68.6 (Evans).
REFERENCES: AMP, Part [, no. 7 (variant,
dated 1936); FOURTEEN, p. 4 (variant);
FSA, no. 50 (variant, negative Nov.
1935); FAL, p. 103 (variant, dated
1936).

450

[“Joe’s Auto Graveyard,” Vicinity of
Easton, Pennsylvania), 1935

13.6 x20.9 cm (5% x 8 ¥4 in.)
84.XM.956.358

453

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp B; at L. right, Crane
stamp; at center, in pencil, 90; at

L. left, in pencil, Crane no. L67.76
(Evans).

451

[Louisiana Factory and Houses*], 1935
Image: 17.2 x 22.4 cm

(6 2542 x 82742 in.); original hole-
punched mount: 31.3 x 25.8 cm

(12 % x 10 %6 in.)

84.XM.956.497

MARKS & INSCRIPTIONS: (Recto, mount)
at u. right, in pencil, 81.5 [beside a
right angle]; at 1. left, in pencil,

7Y x 5 Y; at 1. center, in pencil,

— 74" — ; at L. right, 10/60 [60 has
been crossed out]; at 1. right, in red
pencil, S; (verso, mount) signed at cen-
ter, in pencil, by Evans, Walker Fvans;
at L. right, in pencil, H2416-86/86/NO
{within a box] 150 h and 60; at u. right,
P; (recto, mat) at 1. left, in pencil,
Crane no. L68.41 (Evans).

REFERENCES: *AMP, Part 11, no. 10.

452

[New Orleans Boardinghouse}, 1935
Image: 18.6 x 17 cm (7 1%2 x 6 Ve in.);
original hole-punched mount:

27.9x21.6 cm (11 x 8% in.)
84.XM.956.482

MARKS & INSCRIPTIONS: {Recto, mount)
at 1. left, in black ink, Part One/#37;
at 1. center, in black ink, New Orleans
Boarding House/1935; at |. center, in
pencil, SS; at right, in pencil, 37; at

1. right, in red pencil, S; (verso,
mount) at 1. center, Evans stamp A; at
1. center, in pencil, H2416-86/86/NO
[within a box] 150 h; at 1. right, in
pencil, 37; (recto, mat) at L. right, in
pencil, 132; at 1. left, in pencil, Crane
no. L68.26(Evans).

REFERENCES: AMP, Part 1, no. 37.
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453

[New Orleans Houses*], 1936

Image: 13.8 x 17.5 cm (5 %16 x 6 75 In.);
original hole-punched mount:

28 x 21.6 cm (11 x 8 Y2 in.)
84.XM.956.502

MARKS & INSCRIPTIONS: (Recto, mount)
at center right, in pencil, SS; at

1. right, in pencil, 74; (mount, verso) at
1. center, Evans stamp A, at 1. center,
in pencil, H2416-86/86/NO [within a
box] 150h; at 1. right, in pencil, 74;
(recto, mat) at L. right, in pencil, 147;
at 1. left, in pencil, Crane no. L68.53
(Evans).
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REFERENCES: ¥*AMP, Part I1, no. 24
(dated 1935); FSA, no. 74 (variant, nega-
tive dated Feb. 1936).

454

[House with Cast Iron Grill Work, New
Orleans, Louisiana*], 1936

8.7x13.1 cm (3 16 x 5 %2 in.)
84.XM.956.366

MARKS & INSCRIPTIONS: (Verso) initialled
at center, in pencil, by Evans, WE; at
1. left, in pencil, Crane no. L67.82
(Evans).

REFERENCES: ¥FSA, no. 75 (variant, neg-
ative dated Jan. 1936).

455

[French Quarter House in New
Orleans*], 1935

17.2 x 21.1 cm (6 %%32 x 8 Y16 In.) [on
Masonite board trimmed to image]
84.XM.956.449

MARKS & INSCRIPTIONS: (Verso, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. right, Evans stamp
F; at . center, in pencil, AP 1I-36;
typed on MoMA label: EVANS/FRENCH
QUARTER HOUSE IN NEW/ORLEANS,
1935/72/38.2950; at 1. right, in black
ink, on MoMA label, GR IT; at 1. left, in
pencil, Crane no. L69.13(Evans).

147

REFERENCES: *AMP, Part II, no. 36
(variant).

456

[Doorway, New Orleans], 1935

15.1 x 10.1 em (5%6 x 4 in.)
84.XM.956.17

MARKS & INSCRIPTIONS: (Verso) at

1. right, partial Evans stamp A; at cen-
ter, in pencil, 40s/303/25W, at 1. left, in
pencil, Crane no. 165.87(Evans).

457

[Doorway, New Orleans], 1935

13.6x 9 cm (5% x 3 %16 in.)
84.XM.956.98

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 30/1303/317; at . center,
Evans stamp A; at 1. left, in pencil on
white label, Crane no. L65.88Evans;
(recto, mat) at 1. left, in pencil, Crane
no. Mpls/L65.88(Evans).

REFERENCES: FAL, p. 46.

NoTE: Not illustrated; variant of

no. 456.

458

[Sidewalk and Shopfront, New
Orleans*], 1935

25.2 x 20.2 cm (9 e x 7342 In.)
84.XM.956.453

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B [sideways]; at . left,
in pencil, FRENCH BARBER SHOP

ca. 1936/withdrawn/Arnold H. Crane;
at u. right, in pencil, on white label, I
[space] 5; at u. right, in pencil, 2/2 V/2;
at |. left, in pencil, Cut 18 [circled] 4
[arrow in box] %" HIGH; at |. left edge,
in pencil, 47.5 27-187; in pencil, lines
defining the outer perimeter with two
lines crossing diagonally at center; at
L. left, Crane no. L68.4(Evans).
REFERENCES: *AMP, Part I, no. 5 (vari-
ant); FOURTEEN, p. 11 (variant);
CRANE, no. 234; FAL, p. 122; APER-
TURE, p. 85, (variant).

459

[Sidewalk and Shop Front, New
Orleans), 1935

15.4 x 10.9 ¢cm (6 Y16 x 4 %2 in.)
84.XM.956.476

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp A; at left of cen-
ter, in pencil, C4/105/75W: at right
edge, Crane stamp; at L. left, in pencil,
Crane no. 168.5(Evans).

EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989.
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460

[Street Scene, New Orleans], 1935;
printed later

20.7 x 25.4 cm (8 %16 x 10 in.)
84.XM.129.8

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, at u. right edge, RA-1273-A
[reversed]; (verso) at u. right, in pencil,
d-21 (FSA); along bottom edge, in pen-
cil, #797 Street Scene, New Orleans,
La. December 1935; at 1. right, in pen-
cil, E5; at 1. left edge, Lunn Gallery
stamp, and within boxes, in pencil,
11l and 72 [check mark].

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.

462

463

REFERENCES: WEBR, p. 8, no. 5 (titled
in German and dated, StraBenszene,
New Orleans [Louisiana), Dezember
1935).

exHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978; Neither Speech Nor
Language: Photography and the
Written Word, J. Paul Getty Museum,
Malibu, Calif., Feb. 28-May 12, 1991.

461

[Uncle Sam Plantation, Convent, Loui-
stanal, 1935

21.9x18.1 cm 8% x 7 Y& in.)
84.XM.956.315

464

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans [inverted]; at center, Evans
stamp A [sideways]; at |. right, in
pencil, 3 %2 + %/ E [crossed out] s I
[1 circled].

462

[Belle Grove Plantation, Near New
Orleans], 1935

15.7x 19.3 cm (6 %16 x 7% 1n.)
84.XM.956.357

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at 1. right, in pencil,

s 4 [number circled]; at u. right, in

black ink, 81. [crossed out in pencil];
at 1. left, in pencil, Crane no. L67.80
(Evans).

REFERENCES: WEAW, p. 109 (variant).

463

[Breakfast Room at Belle Grove Planta-
tion, White Chapel, Louisiana*], 1935
17 x 21.8 em (6 Y16 x 8 %16 in.)
84.XM.129.4

MARKS & INSCRIPTIONS: (Verso) at |. left,
in pencil, Kahmen/Heusch no. E 14; at
u. left, in pencil, 16 [circled}; at cen-
ter, in pencil, No number/Evans; at

1. right, Lunn Gallery stamp; in pencil,
Il and 76.
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PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: MFTI, pl. 3 (variant);
*MoMA, p. 77 (variant); SP, pl. 3 (vari-
ant); FAL, p. 125 (variant); WEBR,

p- 18, no. 14 (titled in German and
dated, Friihstiickszimmer, Belle Grove
Plantation, White Chapel [Louisianal,
Mirz 1935); WEAW, p. 110 (variant).
ExHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

464

The Breakfast Room at Belle Grove,
1935

18.2 x 23.9 em (7 %52 x 9 Y16 1n.)
84.XM.956.330

MARKS & INSCRIPTIONS: (Verso) along left
edge, Evans stamp B; at center, in
pencil, by Evans, THE BREAKFAST
ROOM AT BELLE GROVE/935; at

1. center, in pencil, Cl 75 W/D 73; at
L. left, in pencil, Crane no. L67.30.
REFERENCES: MFTI, pl. 3 (variant);
MoMA, p. 77 (variant); SP, pl. 3 (vari-
ant); FAL, p. 125 (variant); WEAW,

p- 110 (variant).

465

[Seven Oaks Plantation Near New
Orleans], 1935

18.5x 23.8 cm (7%2x 9% in.)
84.XM.956.285

MARKS & INSCRIPTIONS: (Verso) signed
at center, in pencil, Walker Evans; at

1. center, Evans stamp A [inverted];
at u. right, in pencil, 2/20/25 W
[inverted]; {recto, mat) at 1. left, in
pencil, Crane no. L67.47(Evans).

466
[Three Members of a Prison Work
Gang, Possibly Louisiana], ca. 1935

13.1 x 19.4 em (5 %6 x 7252 in.)
84.XM.956.891

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp A [sideways]; at 1. center,
in pencil, 48 %4/16; at 1. right, in pen-
cil, E3; at 1. left, in pencil, Crane

no. L76.123(Evans).

467

[Two Members of a Prison Work Gang,
Possibly Louisianal, ca. 1935

Image: 15.6 x 20.4 cm (6 752 x 8 in.);
sheet: 19.7 x 24.9 cm

(7232 x 9 1% In.)

84.XM.956.892

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp K; at 1. left, in pencil,
Crane no. L76.122(Evans).

468

[Two Members of a Prison Work Gang,
Possibly Louisianal, ca. 1935

Image: 14 x 10.4 cm (5 %2 x 4 %2 1n.);
sheet: 17.8x11.4 cm (7 x4 Y2 in.)
84.XM.956.847

MARKS & INSCRIPTIONS: (Verso) at

l. right, Evans stamp A; at L. left, in
pencil, Crane no. L76.120(Evans).

469

[Guard and Five Members of a Prison
Work Gang], ca. 1935

14.5x 19.4 em (52%52 x 7% in.) [on
remnant of original mount]
84.XM.956.893

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at 1. lefl, in pencil,
Crane no. L76.121(Evans).
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470

[Roadside Sandwich Shop, Poncha-
toula, Louisianal, 1936

20.2 x 25.3 cm (7 '%is x 9342 in.)
84.XM.129.14

MARKS & INSCRIPTIONS: (Verso) at

1. right, in pencil, Kahmen/Heusch
no. E 4; at 1. left, in pencil, #808 ca.
1936; at 1. center, Lunn Gallery stamp,
and within boxes, in pencil, /X and 1.
PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: Lunn Gallery, cat. no. 5,
no. 130; WEBR, p. 8, no. 4 (titled and
dated, George’s Place [Mississippi],
1936); WEAW, p. 11 (variant, bottom
image).

ExHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

471

[Longwood Plantation, Near Natchez,
Mississippi], ca. 1935

16.5x 18.2 cm (6 Y2 x 7 %2 in.)
84.XM.956.915

MARKS & INSCRIPTIONS: (Verso) at

u. right, in black ink, by Evans, 119.;
at center and 1. right, Evans stamp A;
at 1. right, Crane stamp; at L. left, in
pencil, Crane no. L76.46 (Evans).

472

{Stable, Natchez, Mississippi], 1935
17.5x 20.9 cm (6 % x 8 ¥ in.) [on origi-
nal mount trimmed to image]
84.XM.956.332

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at u. left, in
pencil, MoMA no. 38.2357/Evans;

at L. left, in pencil, horse - front and
Crane no. L67.22.

473

Mississippi Gulf Coast Landscape, 1935
Image: 19 x 23.9 cm (7 %16 x 9 %2 in.);
original mount: 19.9 x 27.3 cm

(77 x10% in.)

84.XM.956.342

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso) titled and dated
at center, in pencil, by Evans, Missis-
sippt, Gulf Coast landscapel1935; at

1. left, in pencil, Crane no. L67.91
(Evans).

REFERENCES: MOMA, p. 145.



476

474

Mississippt Gulf Coast Landscape, 1935
19.3 x 25.1 em (7% x 9 ¥s in.); original
mount: 19.3 x 27 em (7 %5 x 10% in.)
84.XM.956.338

MARKS & INSCRIPTIONS: (Verso) titled at
1. right, in black ink, by Evans, Missis-
sippt Gulf Coast Landscape; (recto,
mount) at 1. left, Evans stamp A; at

u. center, in pencil, MoMA no. 38.2262/
Evans; at right center, in pencil, 1935
[underlined]; at 1. left, in pencil,
Crane no. 167.61 (Evans).

REFERENCES: MoMA, p. 145.

NoTE: Not illustrated; variant of

no. 473.
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475

Mississippi Gulf Coast Landscape, 1935
19.6 x 25.3 ¢m (7 Wi x 9 3%z in.); origi-
nal mount: 19.6 x 26.7 cm

(7 W16 x 101%2 In.)

84.XM.956.337

MARKS & INSCRIPTIONS: (Verso) titled
and dated at center, in pencil, by
Evans, Mississippt Gulf Coast land-
scapel1935; at u. center, in pencil,
MoMA no. 38.2285/Evans.

476

[Houses in Negro Quarter of Tupelo,
Mississippi*], 1936

Image: 18.3 x 23.3 cm

(7 %16 x 9 %16 1n.); original hole-
punched mount: 31.3 x 25.8 cm
(12% x 10%6 in.)

84.XM.956.500

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in black ink, Part Onel/#21,
at center, in pencil, Houses in Negro
Quarter ofl Tupelo, Miss. 1936; at

u. right, in pencil, 78.5 [beside a
right angle]; at L. right, in pencil, 21;
at 1. left, in pencil, 9 /s x 7 ¥is/

7Y % 5 Visy (verso, mount) signed

at right center, in pencil, by Evans,
Walker Evans; at 1. right, in pencil,
H2416.86/86/NO [within a box] 150 h;
at l. right, in pencil, 21; (recto, mat) at
L. center, in pencil, AP50; at . left, in
pencil, Crane no. L68.14(Evans).
REFERENCES: *AMP, Part 1, no. 21; FSA,
no. 125 (negative dated Mar. 1936);
APERTURE, p. 57.

477

[Butcher Sign, Mississippi*), 1936
8.6 x 13.7 cm (3 %2 x 5% in.) [on
AZO postcard stock]

84.XM.956.372

MARKS & INSCRIPTIONS: {Verso) at

1. right, Evans stamp A; at u. right,
in pencil, by Evans, Mr. Barth/Resdt
of VA 34676/Mrs. Hoover; at 1. cen-
ter, in pencil, by Arnold Crane, with-
drawn/A H Crane; at 1. left, Crane
no. L67.89(Evans).

REFERENCES: ¥*AMP, Part II, no. 31
(variant); FSA, no. 116 (variant, nega-
tive dated Mar. 1936).



152 1935-1938

478

480

478

[Butcher Sign, Mississippi*], 1936
17.6 x 19.8 cm (6 %16 x 7 2%2 in.) [on
Masonite trimmed to image)
84.XM.956.446

MARKS & INSCRIPTIONS: (Verso, mount)
signed on MoMA label, at right center,
in pencil, by Evans, Walker Evans; at
right center, Evans stamp F; at center,
in pencil, A-P [I-31; at u. left, on
manila card, #92; at center, on manila
card, 38.2424/Evans; at top center,
typed on MoMA label, EVANS/BUTCHER
SIGN, MISSISSIPPI, 1936/92/38.2424; at
u. right, in pencil, AP II-31; at 1. right,

in black ink, GR VI; at 1. left, in pencil,
Crane no. L69.11 (Evans).

REFERENCES: *AMP, Part 11, no. 31 (vari-
ant); FSA, no. 116 (variant).
EXHIBITIONS: . . . tmages that yet/
Fresh images beget . . .” J. Paul Getty
Museum, Malibu, Calif., Sept. 15—
Dec. 15, 1987.

479

[Railroad Station, Edwards, Missts-
sippi*], 1936

19.8 x 25.2 em (7 *¥is x 9 '%6 1n.) [pos-
sibly a RA/FSA print]

84.XM.956.311

479

181

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp C; at center, on
label, in pencil, 59 [circled]; at center,
on label, in blue pencil, 61 [circled];
at center, typed on white label,

Walker Evans/clo Fortune Magazine/
Time & Life Building/9 Rockefeller
Plaza/New York, New York; at 1. center,
in pencil, 59 [circled]; at u. center, in
blue pencil, 61 [circled and crossed
out]; at right center, in pencil, 4 %6 h;
at center, in pencil, sideways; at right
center, in red pencil, 65%; at right cen-
ter, in blue ink, 65; at u. right, wet
stamp, in purple ink, x 395 [inverted];
at 1. left, in pencil, Crane no. L67.1.

oo ORdPIN

CAFEKELY]

REFERENCES: *FSA, no. 109 (variant,
negative dated Feb. 1936).

480

[Storefronts, Edwards, Mississippi*],
1936

8.7x 13.7 em (3 %16 x 5'%2 in.) [on AZO
postcard stock]

84.XM.956.367

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at L. left, in
pencil, Crane no. L67.65(Evans).
REFERENCES: *FSA, no. 112 (variant,
negative dated Mar. 1936).
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485

481

[Storefronts, Edwards, Mississippi*],
1936

13.7x 8.7 cm (5 %42 x 3 %42 in.) [on
AZO posteard stock]

84.XM.956.365

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A twice; at

1. left, in pencil, Crane no. L67.64
(Evans).

REFERENCES: *FSA, no. 112 (variant,
negative dated Mar. 1936).

482
[Greek Temple Building, Natchez,
Mississippi*]/[Old Commercial Build-

ing, Erected 1809, 206 Main Street,
Natchez, Mississippt], 1936

Image: 16 x 19.7 cm (6 %16 x 7 %4 in.);
original hole-punched mount:
279x21.6 cm (11 x 8% in.)
84.XM.956.492

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in black ink, Part Two/#18;
at 1. center, in pencil, Greek Temple
Bldg./Natchez, Miss./1936; at u. right,
in pencil, 92.7 [beside a right angle];
at u. left, in pencil, X; at 1. center, in
pencil, R-7/8; at L. right, in pencil,
68; (verso, mount) at l. center, Evans
stamp B; at 1. center, in pencil, H2416-
86/86/NO [within a box] 150h; (recto,

mat) at I. right, in pencil, 145; at
1. left, in pencil, Crane no. L68.46
(Evans).

REFERENCES: ¥*AMP, Part 11, no. 18.

483

[Mississippi Land*]/[Farm Scene,
Jackson, Mississippi**], 1936

Image: 13.3 x 22.1 cm

(5 ¥4 x 82%2 in.); original hole-
punched mount: 21.8 x 25.9 ¢cm

(8 %16 x 10 %16 1n.)

84.XM.956.457

MARKS & INSCRIPTIONS: {Recto, mount)
at 1. left, in black ink, Part Twol/#9; at
center, in black ink, Mississippi Land/
1936; at L. right, in pencil, 1I-9; at

u. right, in pencil, 82.7 [next to a right
angle]; (verso, mount) at right center,
Evans stamp A; at u. right, in pencil,
P; at center, in pencil, /I-9; at L. left, in
pencil, Crane no. L68.40(Evans).
REFERENCES: ¥*AMP, Part 11, no. 9;
**FSA, no. 108 (variant, negative dated
Mar. 1936).

484

[Mississippi Sternwheeler at Vicksburg,
Mississippt], 1936

Image: 18.9 x 23.4 cm

(7 %42 x 9 %16 in.); original hole-
punched mount: 31.2 x 25.8 cm

(12 % x 10 Y5 in.)

84.XM.956.514

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in black ink, Part Twol#15;
at 1. center, in black ink, Mississippi
Sternwheeler at/Vicksburg, Penna./
1936; at 1. right, in pencil, by Evans,
[indecipherable inscription]; at

u. right, in pencil, 78.4 [with a right
angle drawn to the side]; at . right, 65;
(verso, mount) signed at center, in
pencil, by Evans, Walker Evans; at

u. right, in pencil, P; at 1. right, in
pencil, 65; at I. right, in pencil,
H2416-86/86/ No [within a box] 150h;
at right center, Crane stamp; at L. left,
in pencil, Crane no. L68.63.
REFERENCES: AMP, Part 11, no. 15 (vari-
ant, incorrectly titled Mississippt
Sternwheeler at Vicksburg, Pennsylva-
nia, but corrected in errata).

485

[Ferry Landing, Vicksburg, Missis-
sippi*], 1936

8.5x 13.7 cm (3% x 5% in.) [on post-
card stock]

84.XM.956.284

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; (recto, mat) in
pencil, 144; at 1. left, in pencil, Crane
no. L67.41{Evans).

REFERENCES: *FSA, no. 148 (variant,
negative dated Feb. 1936).
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488

486

[Seed Store, Interior, Vicksburg, Missis-
sippi*], 1936; printed later

24 x 19.2 cm (9 %16 x 7 %6 In.)
84.XM.956.309

MARKS & INSCRIPTIONS: (Verso) signed
and dated at center, in pencil, by
Evans, Walker Evans/1936; at 1. left,
in pencil, Crane no. L67.33.
REFERENCES: ¥FSA, no. 135 (variant,
negative dated Mar. 1936).

487

[Street Scene, Vicksburg, Mississippi),
1936

14.3x 18.9 cm (516 x 7'%:2 in.) fon
original mount trimmed to image]
84.XM.956.289

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; at u. center, in
pencil, MoMA no. 38.2412/Evans/#75;
(recto, mat) at 1. left, in pencil, Crane
no. L67.43(Evans).

REFERENCES: WEAW, p. 140 (variant,

1. left image).

487

488

[Street Scene, Vicksburg, Mississippi],
1936

12.1x 18 cm (4% x 7 %2 in.)
84.XM.956.369

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp A; at 1. left, in pencil,
Crane no. L67.70(Evans).

489

Mississippi Town Negro Street/[Street
Scene, Vicksburg, Mississippi*], 1936
8.7x13.8 cm (3 %2 x 5'%21n.) [on
postcard stock]

84.XM.956.305

MARKS & INSCRIPTIONS: (Verso) initialled
and inscribed at u. center, in black
ink, by Evans, W.E./c/o Mr. Mabry/
Museum of Modern Art; at 1. left, in
black ink, by Evans, 8. Mississippi
Town negro street; at 1. left, in pencil,
Crane no. L67.25.

REFERENCES: *FSA, no. 133 (variant,
negative dated Mar. 1936).

490

[Sidewalk Portrait of Three Men, Vicks-
burg, Mississippt], 1936

Image: 17.7 x 24 cm (7 x 9 %6 In.); orig-
inal mount: 18.2 x 24 cm

(7 %32 x 9 %6 In.)

84.XM.956.303



490

491

MARKS & INSCRIPTIONS: (Verso, mount) at
L. center, Evans stamp B; at center, in
black crayon, 44; at 1. left, in pencil,
Crane no. L67.27.

EXHIBITIONS: Neither Speech Nor Lan-
guage: Photography and the Written
Word, J. Paul Getty Museum, Malibu,
Calif., Feb. 28—May 12, 1991.

491

[Barbershop Facade, Vicksburg, Missis-
sippt], 1936

13.8x 8.6 cm (5 %16 x 3 %42 in.) [on
postcard stock]

84.XM.956.306
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492

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp B; at L. left, in
pencil, Crane no. L67.26.

492

[Savoy Barber Shop, Vicksburg, Missis-
sippt], 1936

13.2x 11.4 cm (5 %6 x 4 Y2 in.) [on orig-
inal mount trimmed to image]
84.XM.956.304

MARKS & INSCRIPTIONS: {Verso, mount) at
u. center, Evans stamp B; at . left, in
pencil, Crane no. L67.24.

EXHIBITIONS: Neither Speech Nor Lan-
guage: Photography and the Written

493

Word, J. Paul Getty Museum, Malibu,
Calif., Feb. 28—May 12, 1991.

493

Vicksburg Battlefield Monument/|Brig-
adier General Lloyd Tilghman, Killed
May 16, 1863, The Battle of Champi-
ons Hill, Mississippt], 1936

18 x 17.5 em (7 Y16 x 6 %5 in.) [on origi-
nal mount trimmed to image)]
84.XM.956.468

MARKS & INSCRIPTIONS: (Verso, mount)
titled and dated at center, in blue ink,
by Evans, VICKSBURG BATTLEFIELD
MONUMENT/1935; at left center, Evans
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stamp F; at right center, Evans stamp
A; at u. right, in pencil, on white
label, 129; at 1. left, in pencil, Crane
no. L68.18(Evans).

REFERENCES: AMP, Part I, no. 29 (vari-
ant, titled and dated Battle field
Monument, Vicksburg, Pennsylvania
[sic], 1936); FSA, no. 160 (variant, nega-
tive dated Mar. 1936).
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494

496

494

[Battlefield Monument, Vicksburg,
Mississippi*}/[Rhode Island
Monument, Vicksburg National Mili-
tary Park], 1936

22.4x 15 cm (82%2 x 52%:2 in.) [on
original mount trimmed to image]
84.XM.956.343

MARKS & INSCRIPTIONS: (Verso) at left
center, Evans stamp A; at u. left, in
pencil, [indecipherable)/LE4 [space]
7433/5:45 [space] 32 [space] Tues; at
center, in pencil, Vicksburg; at 1. left,
in pencil, Crane no. L67.78(Evans).
REFERENCES: *FSA, no. 159 (variant,
negative dated Mar. 1936).

495

{Battlefield Monument, Vicksburg,
Mississippi*]/{Ohio Monument, Vicks-
burg Nattonal Military Park], 1936
18.1 x 17.9 em (7 Y& x 7 Y16 in.) [on orig-
inal mount trimmed to image]
84.XM.956.347

MARKS & INSCRIPTIONS: {Verso) at

L. right, Evans stamp A; at 1. left in
pencil, Crane no. L67.68.
REFERENCES: *FSA, no. 161 (negative
dated Mar. 1936).

496
[Savannah Negro Quarter*], 1936
Image: 10.2 x 16.8 cm (4 Y52 x 6 ¥ in.);

497

original hole-punched mount:
27.9x21.6 cm (11 x 8 %2 in.)
84.XM.956.508

MARKS & INSCRIPTIONS: (Recto, mount)
at L. left, in black ink, Part One/#36;
at 1. center, in black ink, Savannah
Negro Quarter/1935; at 1. center, in
pencil, SS; at 1. right, in pencil, 36;
(verso, mount) signed at center, in
pencil, by Evans, Walker Evans; at

1. center, in pencil, H2416-86/86/NO
[within a box] 750 h; at L. right, in
pencil, 36; (recto, mat) at L. right, in
pencil, 149; at L. left, in pencil, Crane
no. L68.25(Evans).

REFERENCES: ¥*AMP, Part I, no. 36
(dated 1935).

497

[Negro Barbershop Interior, Atlanta*],
1936

18.3x23.4 cm (7% x9 Y in.) {on
Masonite trimmed to image]
84.XM.956.434

MARKS & INSCRIPTIONS: (Verso, mount)
at u. left, Evans stamp C; at l. right,
Evans stamp F and Evans stamp H; at
center, typed on MoMA label, EVANS/
NEGRO BARBERSHOP INTERIOR/
ATLANTA, 1936/26/38.233; at u. right,
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signed in pencil on MoMA label, by
Evans, Walker Evans; at center, in
pencil, on MoMA label, 4P i-6 and
0A18690; at 1. right, in ink, on MoMA
label, GR VIII; at center, in pencil, #26;
at |. left, in pencil, I-6; at 1. center, wet
stamp, RIGHTS RESERVED; at 1. right, in
pencil, Crane no. L69.1 (Evans).
REFERENCES: *AMP, Part I, no. 6 (vari-
ant); FSA, no. 170 (variant, negative
dated Mar. 1936).

RTS ST
WOl

499

498

[Garage in Southern City Outskirts*]/
[Garage, Atlanta, Georgia**], 1936
17.4 x 17.6 cm (6 2732 x 6 %6 in.) {on
Masonite trimmed to image]
84.XM.056.447

MARKS & INSCRIPTIONS: (Verso, mount) at
center, typed on MoMA label: EVANS/
GARAGE IN SOUTHERN CITY OUTSKIRTS/
68/38.2258; at right center, in ink, on
MoMA label, 1936; at L. right, in black
ink, on MoMA label, GR X; at 1. left, in
pencil, Crane no. L69.3(Evans).
REFERENCES: ¥*AMP, Part I, no. 25 (vari-

ant); SP, pl. 7 (variant); **FSA, no. 171
(variant); FAL, p. 97 (variant).

499

[Garage in Southern City Outskirts)/
[Garage, Atlanta, Georgia], 1936
Image: 34 x 25.1 cm (13% x 9 % in.);
sheet: 35.3 x 27.8 cm

(13 % x 10 ¥is in.)

90.XM.69

MARKS & INSCRIPTIONS: {Verso) at

1. right, Lunn Gallery stamp, and
within boxes, in pencil, 7 and 58

[check mark].
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PROVENANCE: Swann Galleries;
Daniel Wolf.
REFERENCES: WEAW, p. 138 (variant).

500

[Garage in Southern City Outskirts)/
[Garage, Atlanta, Georgia], 1936
25.2x 20.3 em (9 %16 x 73V52 In.)
84.XM.956.319

MARKS & INSCRIPTIONS: {Verso) at . left,
Evans stamp A; at center, in pencil,
1-25; at 1. left, in pencil, Crane

no. L67.14.

REFERENCES: WEAW, p. 138 (variant).



158 1935-1938
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503

501

[Wooden Church, South Carolina*®|,
1936

20.9 x 18.2 cm (8 %52 x 7 %16 1n.) [on
Masonite trimmed to image]
84.XM.956.448

MARKS & INSCRIPTIONS: (Verso, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at right center, Evans
stamp H; at u. left, in pencil, AR 1:11
17; at L. center, in pencil, AP.1: II-17; at
center, typed on MoMA label: EVANS/
WOODEN CHURCH, SOUTH CAROLINA/31/
38.2369; at center, in pencil, on MoMA
label, API 1I-17; at 1. right, in black

505

ink, on MoMA label, GR X17; at 1. left, in
pencil, Crane no. L69.10(Evans).
REFERENCES: *AMP, Part I, no. 17 (vari-
ant); FOURTEEN, p. 7 (variant); FSA,
no. 196 (variant, negative dated Mar.
1936); FAL, p. 85 (variant); APERTURE,
p- 67 (variant).

502

[Wooden Church, South Carolina*},
1936; printed later

Image: 22 x 19.5 cm (8 % x 72V42 in.);
possibly original window mat [taped to
recto]: 25.6 x 24.2 cm (10 Y16 x 9 %2 in.)
84.XM.956.454

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp [; at |. center, Evans
stamp I; at center, Evans stamp G [sec-
ond line has been crossed out with
black marker]; at u. center, in pencil,
$150.00; at center right, in black
marker, $150.00; at 1. left, on white
label, in pencil, L68.45/Evans.
REFERENCES: ¥*AMP, Part I1, no. 17 (vari-
ant); FSA, no. 196 (variant, negative
dated Mar. 1936); FAL, p. 85 (variant);
APERTURE, p. 67.

NoTE: Not illustrated; duplicate of

no. 501.

503

[Negroes’ Church, South Carolina*)/
[Country Church, South Carolina**],
1936

25.3 x 20 cm (93V52 x 72%52 in.)
84.XM.956.320

MARKS & INSCRIPTIONS: {Recto) in nega-
tive, at u. left, AGFA SAFTEY FILM;
(verso) at u. left, partial Evans stamp
A; at u. right, in pencil, ¢ [circled]/this
was used/Am. Photographs/MMA 1938;
at center, in pencil, F: Walker Evans-
Credit/RE. Church Gallery-Dec.; at
right center, in pencil, S.5. POS.; at
center, in blue pencil, F7; at |. right,
in red ink, L608; at 1. center, Crane
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509

510

stamp; at 1. left, Crane no. L67.17.
REFERENCES: “Primitive Churches,”
Architectural Forum, Dec. 1961, p. 105
(variant); *FSA, no. 195 (variant, nega-
tive dated Mar. 1936); **APERTURE,

p-. 65 (variant).

504

[Detail of Negroes’ Church, South
Carolinal, 1936

13.7x 8.7 cm (5 %2 x 3 %6 in.) [on
postcard stock]

84.XM.956.473

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at 1. left, in
pencil, Crane no. L68.47(Evans).

REFERENCES: AMP, Part 11, no. 19 (vari-
ant); FSA, no. 194 (variant, negative
dated Mar. 1936).

505

[Detail of Negroes’ Church, South
Carolinal, 1936

13.7x 8.7 cm (5% x 3 Y42 in.) [on post-
card stock]

84.XM.956.475

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp [, at 1. left, in
pencil, Crane no. L68.48(Evans).
REFERENCES: AMP, Part I, no. 19 (vari-
ant); FSA, no. 194 (variant, negative
dated Mar. 1936).

506

[Gilded Pediment Eagle, Charleston,
South Carolinal, 1936

8.7x13.7 cm (3 Y16 x 5 %42 1n.) [on
AZO postcard stock]

84.XM.956.368

MARKS & INSCRIPTIONS: {Verso) at

1. right, Evans stamp B; at 1. left, in
pencil, Crane no. L67.63(Evans).
REFERENCES: FSA, no. 199 (variant,
negative dated Mar. 1936).

507

[Roadside View, Alabama Coal Area
Company Town*], 1935

Image: 18.3 x 22.4 cm

(7 %6 x 8 '¥6 1n.); original hole-
punched mount: 31.3 x 25.8 em

(12 %16 x 10 %16 in.)

84.XM.956.498

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two/#7; at
l. center, in black ink, Roadside View,
Alabama Coal/Area Co. Town, 1936; at
u. right, 81.7 [beside a right angle]; at
l. center, 8" [space] 8/4"; at L. right, in
pencil, 97 [circled]; at |. right, in pen-
cil, 57 [crossed out]; {verso, mount)
signed at center, in pencil, by Evans,
Walker Evans; at 1. right, in pencil,
H2416-86/86/N0 [within a box] 150 h
and 57 (over 56).

REFERENCES: ¥*AMP, Part II, no. 7; FSA,
no. 224 (variant, negative dated Nov.
1935); LUNN, p. 3 (variant); APERTURE,
p. 75 (variant, dated 1936).
ExHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

508

[Sidewalk Scene, Selma, Alabama™],
1935

184x23.5¢cm (7% x 9% in.)
84.XM.956.317

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at u. left, in
pencil, 42/2 4% s shade top w glacine/
25 W [inverted]; at L. left, in pencil,
Crane no. L67.12.

REFERENCES: *FSA, no. 210 (variant,
negative dated Dec. 1935).
EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7~June 21, 1992.

309

The Paperdealers/[Sidewalk Scene,
Selma, Alabama*], 1935

8.9x9.7 cm (3 %2 x 3 '%s in.) [on origi-
nal mount trimmed to image]
84.XM.956.283

MARKS & INSCRIPTIONS: (Verso) at

l. edge, in pencil, by Evans, THE
PAPERDEALERS; at u. edge, in pencil,
Evans; at center, in pencil, #84;

at center, in pencil MoMA loan

no. 38.2948/ Walker Evans 1937.
REFERENCES: ¥*FSA, no. 205 (variant,
negative dated Dec. 1935).
exHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

510

[Two Elderly Men Conversing], 1936
15.1 x 21.8 cm (53Y32 x 8 %2 in.)
84.XM.956.293

MARKS & INSCRIPTIONS: (Verso) signed
at . right, in black ink, by Evans,
WALKER EVANS/441 E. 92nd ST. N.X.C.
[*N.Y.C.” crossed out in pencil]; at

L. right, Evans stamp C; at u. left, in
pencil, 2.46 [circled];
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514

at u. center, 45794 [underlined]/6
[underlined]/2 [entire inscription
crossed out]; at center, in pencil,

10" wide; at 1. center, E 85 [circled];
at u. right, Crane stamp.
REFERENCES: LUNPFM-60, no. 46
(variant).

exHiBITIONS; Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

511

[Two Elderly Men Conversing], 1936
Image: 15.7 x 23.1 em

(6 %16 x 9 V16 in.); sheet: 18.1 x 24.2 cm
(7 Y2 x 9%s in.)

84.XM.956.313

=¥ HonestiWeiahts,SQ

-

MARKS & INSCRIPTIONS: (Recto) at

1. right, Evans stamp C; at 1. right, in
pencil, 2-46; (verso) at right center,
Evans stamp C; at center, in pencil,
2-46; at 1. left, in pencil, Crane

no. L67.8.

REFERENCES: LUNPFM-60, pl. no. 46.
NoTE: Not illustrated; variant of

no. 510.

512

[Roadside Store, Near Selma, Ala-
bama], 1935

13.5x 18.1 em (5 %16 x 7 Y3 in.) [on orig-
inal mount trimmed to image]
84.XM.956.361

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp C; at 1. left, in
pencil, Crane no. 167.57{Evans); at left
of center, in black crayon, 2-49;

at right center, in black crayon, 10.
REFERENCES: FSA, no. 207 (variant,
negative dated Dec. 1935).
exHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

513

[Roadside Stand Near Birmingham*]/
[Roadside Store Between Tuscaloosa
and Greensboro, Alabama**], 1936
18.4 x 22.4 cm (7 V4 x 8 %6 in.)
84.XM.956.519

are Dealin&s

MARKS & INSCRIPTIONS: (Verso) signed at
u. center, in pencil, by Evans, arrow
pointing to the right, WALKER EVANS; at
center, in pencil, by Evans, Alabama
(Birmingham Suburb); at center, in red
pencil, by Evans, for FS4; at center,
Evans stamp B; at u. right, in pencil,

on white label, / 35; at u. left, in pen-
cil, #155/Roadside Stand/
Birmingham, Ala. 1936; at 1. left, in
pencil, CROP/[arrow pointing to left]
[space] CUT 26 [circled] 3 %" [arrow
pointing upward] HIGH; in pencil,
[crop lines along left edge and diago-
nally from u. left to L. right]; at 1. right,
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517

518

Crane stamp; at 1. left, in pencil,
Crane no. L68.24.

REFERENCES: *AMP, Part [, #35 (vari-
ant); FOURTEEN, p. 9 (variant); FSA,
no. 216 (variant); CRANE no. 153; FAL,
p- 100 (variant); **APERTURE, p. 73
(variant).

exHiBITiONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

514

[Birmingham Boarding House*], 1936
Image: 18.4x 22.9 cm (7 Y4 x 9 in.);
original hole-punched mount:

31.3 x 25.8 cm (12 % x 10 %6 in.)
84.XM.956.505

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part One/#46;
at l. center, in pencil, Birmingham
Boarding House /1936; at 1. right, in
pencil, 46; (verso, mount) signed at l.
center, in pencil, by Evans, Walker
Evans; at u. left, in pencil, #157; at
1. left, in pencil, CUT 7 [7 circled] 5"
{arrow pointing to the right] WIDE; at

L. right, in pencil, #2416-86/86/NO

[within a box] 150 h.; at 1. right, in pen-

cil, 46.

REFERENCES: ¥*AMP, Part I, no. 46; FOUR-

TEEN, p. 2 (variant); FSA, no. 228
(variant, negative dated Mar. 1936);
CRANE no. 55.

exHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

515

[Steel Millworkers, Birmingham,
Alabamal, 1936

Image: 22.2x 19 cm (8% x 7 Y2 1n.);

sheet: 25 x 20 cm (9 7% x 8 ¥ in.); origi-

nal mount: 26.6 x 20 cm

(10 Y6 x 8 %3 in.)

84.XM.956.341

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at u. center,
in pencil, MoMA no. 38.2312/Evans;
at L. left, in pencil, Crane no. L67.71
(Evans).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

516

[Houses and Cemetery, Birmingham,
Alabama¥*], 1936

Image: 15.9 x 18 em (6 %32 x 7 ¥ in.);
original mount: 16.6 x 18.8 cm
(6752 x 7% In.)

84.XM.956.312

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp J; at !. right, Crane
stamp; at L. left, in pencil, Crane
no. L67.19.

REFERENCES: *FSA, no. 227 (variant,
negative dated Mar: 1936).

exHisrTions: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

517

[Penny Picture Display, Savannah*)/
[Photographer’s Window Display,
Birmingham, Alabama**]/[Studio Por-
traits, Birmingham, Alabama***),
1936

25.6 x 19.9 cm (10 V1o x 7 2%z in.)
84.XM.956.477

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, in pencil, I-2; at l. center, Crane
stamp.

REFERENCES: *AMP, Part I, no. 2 (vari-
ant); **FSA, no. 229 (negative dated
Mar. 1936); SP, pl. 7 (variant); FAL,

no. 127; ***APERTURE, p. 89 (variant).
EXHIBITIONS: “ . . images that yet/
Fresh images beget . . .,” J. Paul Getty
Museum, Malibu, Sept. 15-Nov. 15,
1987; Neither Speech Nor Language:
Photography and the Written Word,

J. Paul Getty Museum, Malibu, Calif.,
Feb. 28—May 12, 1991.

518

[Penny Picture Display, Savannah*]/
[Photographer’s Window Display,
Birmingham, Alabama**], 1936

20.2 x 25.4 cm (7352 x 9%V42 in)
84.XP.208.21

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, L.C.229; at u. right, in
pencil, L-135; at L. left, in pencil,

4 [circled]; at L. right, in pencil, 83; at
1. right, in pencil, $2000.—; at L. cen-
ter, in pencil, Birmingham, Alabama:
March 1936.

PROVENANCE: Daniel Wolf.
REFERENCES: *AMP, Part I, no. 2 (vari-
ant); **FSA, no. 229 (variant, negative
dated Mar. 1936); FAL, p. 127 (variant);
APERTURE, p. 89 (variant).

519

Photographer’s Window, Savannah/
[Penny Picture Display, Savannah*}/
[Photographer’s Window Display, Bir-
mingham, Alabama**], 1936

17.9 x 21.4 cm (7 Y16 X 8 Y16 in.) [on
original mount trimmed to image]
84.XM.956.463

MARKS & INSCRIPTIONS: (Verso, mount)
signed, titled and dated at u. left, in
blue ink, by Evans, Walker Evans/Pho-
tographers Window, Savannah/1936/
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8 x 10 [crossed out] this print for repro-
duction; at u. left, in pencil, cat ____
[missing]/37.835 [crossed out]; at cen-
ter, in pencil, 38.2949/Evans # 77 and
6 /2 [with horizontal lines to either
side]; at L. right, in pencil, F 308; at

1. left, in pencil, Crane no. 168.3
(Evans).

REFERENCES: *AMP, Part [, no. 2 (vari-
ant); **FSA, no. 229 (variant, negative
dated Mar. 1936); FAL, p. 127 (variant);
APERTURE, p. 89 (variant).

520

[Miners® Houses, Vicinity Birmingham,
Alabama*}, 1935

7.3x17.5cm (2% x 6% in.)
84.XM.956.280

MARKS & INSCRIPTIONS: {Verso) at left,
Evans stamp J.

REFERENCES: *FSA, no. 225 (variant,
negative dated Dec. 1935).
EXHIBITIONS: Walker Evans: An Ala-
bama Record, ]J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

521
[Two Children, Probably Alabamal,
ca. 1936

Image: 14.4 x 21.1 cm

(52%52 x 8 %6 in.); sheet: 20.1 x 25.1 cm
(7%%2 x 9%%:2 in.)

84.XM.956.295

MARKS & INSCRIPTIONS: (Verso) at center
right, Evans stamp A; at u. right, in
pencil, Walker Evans.

exHiBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Apr. 7-June 21, 1992.

522

Greensboro, Alabama, 1936
20 x 25.3 em (7 Yo x 93V52 1n.)
84.XM.956.316

MARKS & INSCRIPTIONS: (Verso) titled
and dated at u. center, in pencil, by
Evans, Greensboro, Ala. 1936; at

L. right, Evans stamp C; at 1. left, in
pencil, Crane no. L67.16.
exHiBiTioNs: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

523

[Roadside Store Between Tuscaloosa
and Greensboro, Alabama*], 1936;
printed later

Image: 19.4 x 24.4 cm



(7 %6 x 9 %2 in.); sheet: 20.4 x 25.2 cm
(8 X 9342 in.)

84.XM.129.9

MARKS & INSCRIPTIONS: (Verso) at

u. right, in pencil, 14. [underlined]; at
center, in pencil, 168; at . left, in
pencil, E3; at 1. right, in pencil, 25
[circled]; at L. right, Lunn Gallery
stamp, and within boxes, in pencil, /7
and 114.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *MoMA, p. 115; FSA,

no. 369 (variant, negative dated Sum-
mer 1936); FAL, p. 101; WEBR, p. 7,
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¢ Jo
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HIEANDDANC F

no. 3 (titled in German and dated,
Laden an der Strafe zwischen Tusca-
loosa und Greensboro [Alabamal,
Sommer 1936).

exHisITIONs: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

524

[Corrugated Tin Facade*)/[Tin Build-
ing, Mounduille, Alabama**], 1936
Image: 16.9 x 23.2 cm

(6 *Y16 x 9 ¥ 1n.); sheet: 20.3 x 25.2 cm
(8x 9% in.)

84.XM.129.10

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, at u. right edge, GFA SAFETY FILM
[reversed and lacking first letter]; at

1. right edge, RA-8160-A [reversed];
(verso) at 1. left, in pencil, Kahmen/
Heusch no. E8; at L. right, in pencil, 35
[circled]; at 1. center, Lunn Gallery
stamp twice, and within two boxes of
one stamp, in pencil, /I and 102.
PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *MoMA, p. 103 (variant);
SP, pl. 13 (variant); **FSA, no. 241
(variant, negative dated Summer
1936); FAL, p. 96 (variant); WEBR, p. 6,
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no. 8 (titled in German and dated, Well-
blechfassade, Mounduville [Alabamal,
Sommer 1936); APERTURE, p. 71
(variant).

exHiBiTIONs: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

525

[Alabama City Block, Teague Hard-
ware Company], 1936

14 x 15.5 cm (5 % x 6 %52 in.) [on origi-
nal mount trimmed to image]
84.XM.956.349

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at u. center, in
pencil, #83; at u. right, in pencil,
Evans/38.2339; at right center, on
label, MoMA no. no. 83/38.2339/Evans;
on label, at l. center, in

black ink, by Evans, COURTESY RE-
SETTLEMENT ADMINISTRATION/
WASHINGTON; typed on label,

Walker Evans/Alabama City Block/
1936 at |. left, in pencil, Crane

no. L67.69 (Evans).

526

[Excursion Sign*], 1936

11.3 x 12.2 cm (4 '¥52 x 42%2 in.) [on
original mount trimmed to image]
84.XM.956.373

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B; at 1. left, in pencil,
Crane no. L67.67 (Evans).
REFERENCES: *FSA, no. 362 (variant,
negative Summer 1936).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

527

[Minstrel Show Bull*)/[Minstrel Poster,
Alabama**], 1936

19x 16 cm (7 Y2 x 6 %2 in.)
84.XM.956.479

MARKS & INSCRIPTIONS: (Verso) at . cen-
ter, Evans stamp F; at top center, in
blue pencil, W. Evans/37-1054; at

1. left, in pencil, AD#76; at L. center,
Crane stamp; at L. left, in pencil,
Crane no. L68.32(Evans).

REFERENCES: *AMP, Part I, no. 34; SP,
pl. 4 (variant); **FSA, no. 379 (vari-
ant); APERTURE, p. 51 (variant).
ExHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.
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[ SILAS GREEN SHOW
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528

529

528

[Mule Team and Poster, Demopolis,
Alabama], 1936

20.1 x 25.3 cm (7 %8 x 9 %6 in.)
84.XM.956.354

MARKS & INSCRIPTIONS: {Verso) at

L. right, Evans stamp A; at center,
in pencil, 2-57; at . left, in pencil,
Crane no. L67.58(Evans).
REFERENCES: LUNPFM-60, pl. no. 57
(variant); FSA, no. 384 (variant).

529

[Show Bill, Demopolis, Alabama*]/
[Poster, Alabama**], 1936

15.6 x 21.8 cm (6 Y2 x 8 %16 in.)
84.XM.956.294

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp A; at u. left,

in pencil, #154/Poster, Ala. 1936; at

L. left, in pencil, 6” [arrow in box point-
ing to right] WIDE/Cut 20; at L. right, in
pencil, A2/208/25W: in pencil, line
from u. left to . right corners.
REFERENCES: *MoMA, p. 123 (variant);
**FSA, no. 385 (variant); CRANE

no. 152.

530

[Church Organ with Pews]/[The
Church Organ, Alabama*]/[Church
Interior, Alabama**], 1936

19x 21.9 em (7 Y2 x 8% in.) [on
Masonite trimmed to image]

84.XM.956.452

MARKS & INSCRIPTIONS: {Verso, mount)
signed at l. center, in pencil, by
Evans, Walker Evans; at u. left, Evans
stamp C; at |. center, Evans stamp [;
at u. right, wet stamp, RIGHTS
RESERVED:; at u. center, typed on MoMA
label, EVANS/CHURCH ORGAN AND PEWS,
1936/23/38.2352; at u. left, in pencil,
on MoMA label, #153; at |. right, in
black ink, on MoMA label, GR23; at

L. left, in pencil, CUT 3 [3 is circled]

8 Y% [arrow pointing to the right]

WIDE; at 1. left, in pencil, 98.5 [space]
11-186; at 1. left, in pencil, Crane

no. L69.17(Evans).

REFERENCES: *MFTI, pl. 5 (variant);
LUNN, p. 10 (variant); **FAL, p. 89
(variant); CRANE no. 151; APERTURE,
p. 69 (variant).

exHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

531

[Floyd Burroughs, A Cotton Share-
cropper, Hale County, Alabama*]/
[George Gudger], 1936

24.4x 20 cm (9 Wis x 7 Y3 in.)
84.XM.956.300
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534

532

MARKS & INSCRIPTIONS: (Verso) at left
center, Evans stamp B; at center, in
pencil, 2-2/8138 4; at 1. right, Crane
stamp; at 1. left, in pencil, Crane

no. L67.11.

REFERENCES: LUNPFM-41, pl. 2 (vari-
ant); LUNPFM-60, pl. 2 (variant); *FSA,
no. 249 (negative dated Summer 1936);
APERTURE, p. 53; WEAW, p. 126 (1. left
image).

532

[Allie Mae Burroughs, Wife of a Cotton
Sharecropper, Hale County, Alabamal/
[Annie Mae Gudger], 1936

25.2 x 20.2 cm {9 %16 x 7 %6 In.)
84.XM.956.301

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp A; at center, typed
on label, Walker Evans/% Fortune
Magazine/ Time & Life Building/9
Rockefeller Plaza/New York, New York;
at 1. right, wet stamp, in purple ink, X
395; at 1. left, in pencil, 56 [sideways];
at u. center, in blue pencil, 3 [circled];
at 1. center, 754" h; at |. left, in pencil,
Crane no. 167.15; at L. center, on label,
in pencil, 3 [circled]; at center, on
label, in red pencil, 74%.

REFERENCES: LUNPFM-41, pl. no. 3 (vari-
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o

ant); LUNPFM-60, pl. no. 3 {variant);
FOURTEEN, p. 12; APERTURE, p. 55
(variant).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

533

[Alabama Cotton Tenant Farmer
Wife*)/[Allie Mae Burroughs, Wife of a
Sharecropper, Hale County, Ala-
bama**|/[Annie Mae Gudger], 1936;
printed later

24.9 x 20.2 ¢cm (9232 x 73V42 in.)
84.XM.956.517

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp C; at L. left, in
pencil, Crane no. L68.10.

REFERENCES: ¥*AMP, Part I, no. 14 (vari-
ant); **FSA, no. 250 (negative dated
Summer 1936); WEAW, p. 127 (u. left
image).

exHIBITION: Walker Evans: An Alabama
Record, J. Paul Getty Museum, Mal-
ibu, Calif., Apr. 7-June 21, 1992.

534

[Bed, Tenant Farmhouse, Hale County,
Alabama*)/[Floyd Burroughs’ Bed-
room, Hale County, Alabama**\/ [The
Rear Bedroom, the Gudger House],
1936

17.8x22.2 cm {7 x 8 ¥4 1n.)
84.XM.956.350

MARKS & INSCRIPTIONS: (Verso) at center,
in ink, 2-4; at 1. left, in pencil, Crane
no. L67.53(Evans).

REFERENCES: LUNPFM-60, pl. 4 (vari-
ant); ¥*MoMA, p. 95 (variant); **FSA,
no. 267 (variant, negative dated
Summer 1936).

EXHIBITIONS: Art of Photography.
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989; Walker Evans:
An Alabama Record, ]. Paul Getty
Museum, Malibu, Calif., Apr. 7-June
21, 1992.

535

[Lucille Burroughs, Hale County, Ala-
bama*}/[Maggie Louise Gudger], 1936
Image: 17.8 x 22.8 cm (7 x 9 in.); frag-
mentary original hole-punched mount:
19.4x 25.4 (7% x 10 in.)

84.XM.488.32

MARKS & INSCRIPTIONS: {Recto, mount)
at |. right, in pencil, R-2050; at u. left,
in pencil, 2-6; (verso, mount) at
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L. right, Evans stamp C; at u. left, in
pencil, 7; at center, in pencil, 2-6; at

L. right, in pencil, R-2050; at 1. center,
Lunn Gallery stamp, and within boxes,
in pencil, /Il and 251.

PROVENANCE: George Rinhart; Samuel
Wagstaff, Jr.

REFERENCES: LUNPFM-41 and LUNPFM-
60, pl. 6 (variants); *FSA, no. 251 (nega-
tive dated Summer 1936); WEAW,

p- 131 (variant).

exHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7~June 21, 1992.

540

536

[Floyd and Lucille Burroughs, Hale
County, Alabamal/[Floyd Burroughs
and His Daughter, Hale County, Ala-
bama*}/[George and Maggie Louise
Gudger], 1936

[mage: 19.1 x 21.5 c¢cm (7 % x 8 %16 in.);
mount: 44.5 x 36.7 cm

(17 Ve x 14 % in.)

84.XM.956.336

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, in pencil, Alabama
1936; at center, Evans stamp C; at

L. left, in pencil, Crane no. L67.49
(Evans).

REFERENCES: WEAW, p. 126 (variant);
*APERTURE, cover.

EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,

Feb. 11-Apr. 30, 1989; Walker Evans:

An Alabama Record, ]. Paul Getty
Museum, Malibu, Calif., Apr. 7-June
21, 1992.

537

[Floyd and Lucille Burroughs, Hale
County, Alabamal, 1936

19.8 x 24.8 c¢m (7 W16 x 92%2 in.)
84.XM.956.288

541

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp B [sideways]; at . right,
Crane stamp; at 1. left, in pencil,
Crane no. L67.92(EVANS).

REFERENCES: WEAW, p. 126 (top
image).

NOTE: Not illustrated; variant of

no. 536.

538

Farmer’s Child, Alabama/[Othel Lee
(Squeakie) Burroughs, Hale County
Alabama*}/[Valley Few (Squinchy)
Gudger], 1936

19.5x 12.9 cm (7 Y46 x 5 V16 1n.)
84.XM.956.290
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MARKS & INSCRIPTIONS: {Verso) titled
and dated at center, in pencil, by
Evans, FARMER’S CHILD, ALABAMA/ 1936
at |. right, Evans stamp C; at 1. left,
Crane stamp; at center, in pencil, 2-8;
at . center, in pencil, 2-8; at I. left, in
pencil, Crane no. L67.35(Evans).
REFERENCES: LUNPFM-41, pl. 5;
LUNPFM-60, pl. 8; *FSA, no. 257 (vari-
ant, negative dated Summer 1936).
eXHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

AMERICAN PHOTOGRAPHS: EVANSINMIDDLETOWN

539

[Othel Lee (Squeakie) Burroughs, Hale
County, Alabama*\/[Valley Few
(Squinchy) Gudger], 1936, printed later
by The Library of Congress

Image: 24 x 18.2 cm (9 W42 x 7 %32 in.);
sheet: 25.3 x 19.8 cm (10 x 7 %42 in.)
84.XM.956.363

MARKS & INSCRIPTIONS: (Verso) at

u. right, in pencil, 31334M/#4; at

u. center, wet stamp, in black ink,
This photograph is not known to be
copyrighted/or restricted in [illegible).
However, it is not/accompanied by any
{illegible] commerciallsense) [illegible]

The Library of Congress/limits [illeg-
ible] to furnish/photographs [illegible]
lieu of theloriginal. The Library can
assume no responsibility/for the subse-
quent use of pictures so obtained.; at

1. left, in pencil, Crane no. L67.36
(Evans).

REFERENCES: LUNPFM-41, pl. 5 (vari-
ant); LUNPFM-60, pl. 8 (variant); *FSA,
no. 257 (variant, negative dated Sum-
mer 1936).

540

[Fireplace and Objects in a Bedroom of
Floyd Burroughs’ Home, Hale County,
Alabama*)/[In the Front Bedroom, the
Gudger House], 1936

Image: 21.9x 16.2 cm (8 % x 6 ¥ in.);
original mount: 22.8 x 16.9 cm

(9x 622 in.)

84.XM.956.279

MARKS & INSCRIPTIONS: (Verso, mount)
at |. right, Evans stamp C; at center,
typed on label, Walker Evans/% For-
tune Magazine/Time & Life Building/9
Rockefeller Plaza/New York, New York;
at u. right, in blue pencil, 9 [circled];
at center, in pencil, 4 %" W; on label,
in pencil, 9 [circled]; at center, in red
pencil, 79+ %; at 1. left, wet stamp, in
purple ink, X 395; at L. right, on white
label, in black ink, 9.

REFERENCES: LUNPFM-41, pl. 8 (vari-
ant); LUNPFM-60, pl. 9 (variant); MoMA,
p. 87 (variant); ¥*FSA, no. 262 (variant,
negative Summer 1936).

ExHIBITIONS: Walker Evans: An Ala-
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bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

541

[Alabama Country Fireplace*)/[Fire-
place, Burroughs House, Hale County,
Alabama**)/|Interior, Gudger Home],
1936

24.4x 20.2 cm (9 % x 71%46 1n.)
84.XM.956.307

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp H; at u. center, in
pencil, Alabama Country Fireplace/
1936, 9%" x 774" (cropped/part)/
Walker Evans/Reproduced # 9 in Mes-
sage From the [all underlined]/Interior
[underlined] by Mr. Evans-/Published
in 1966/by the Eakins Press/in New
York; at 1. left, in pencil, Crane

no. L67.21.

REFERENCES: *MFTI, pl. 9 (variant);
**FAL, p. 78 (variant).

542

Alabamal[{Washroom in the Dog Run of
Floyd Burroughs’ Home, Hale County,
Alabama*]/[Burroughs’ Kitchen, Hale
County, Alabama**)/[In the Hallway,
the Gudger House], 1936

Image: 23.5 x 16.7 cm (9 Y4 x 6 Y2 in.);
mount: 44.5 x 37 cm (17 Y2 x 14%/16 in.)
84.XM.956.335

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; at center, in
pencil, by Evans, Alabama 1936; at
center, Evans stamp C; at L. left, in
pencil, Crane no. L67.50(Evans); at

1. left, Strathmore blindstamp.
REFERENCES: *¥FSA, no. 261 (variant,
negative dated Summer 1936); **APER-
TURE, p. 61 (variant); WEAW, p. 128
(variant, u. left image).

EXHIBITIONS: Art of Photography,
Museum of Fine Arts, Houston, Tex.,
Feb. 11-Apr. 30, 1989; Walker Evans:
An Alabama Record, ]J. Paul Getty
Museum, Malibu, Calif., Apr. 7—June
21, 1992.

543

[Chicken Coop on Floyd Burroughs’
Farm, Hale County, Alabama*|/
[Chicken Coop, the Gudger Farm],
1936

20.1 x 25.3 cm (7 %16 x 9 '¥16 In.)
84.XM.956.326

MARKS & INSCRIPTIONS: (Verso) at

l. right, Evans stamp C; at u. center, in
pencil, 2-13; at . left, in pencil,
Crane no. L67.4.

REFERENCES: LUNPFM-60, no. 13 (vari-
ant); *FSA, no. 268 (variant, negative
dated Summer 1936).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.
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544

[Sharecropper’s Family, Hale County,
Alabama*)/[Burroughs Family, Hale
County, Alabama**]/[The Gudger
Family], 1936; printed later

Image: 19.1 x 24.1 em (7 %6 x 9 2 in.);
sheet: 20.3 x 25.2 cm (8 x 9% in.)
84.XM.129.12

MARKS & INSCRIPTIONS: {Verso) at 1. left,
in pencil, #817/Floyd Burroughs Fam-
ily/Hale County, Alabama 1936; at

1. right, pencil, Kahmen/Heusch no. E
10; at 1. right, Lunn Gallery stamp,
and within boxes, in pencil,

I1 and 88.

PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: ¥*MoMA, p. 89; **FAL,

p- 75 (variant); WEBR, p. 10, no. 10
(titled in German and dated,
Landarbeiterfamilie, Hale County [Ala-
bamal, 1936).

exHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978; Walker Evans: An
Alabama Record, ]. Paul Getty
Museum, Malibu, Calif., Apr. 7-June
21, 1992.

545

547

545

[William Edward (Bud) Fields, A
Cotton Sharecropper, Hale County, Ala-
bama)/[Bud Woods, Tenant Farmer],
1936

22.1x 17.8 cm (8 Y16 x 7 in.)
84.XM.956.321

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp H; at u. center, in pencil,
Alabama Cotton Tenant Farmer [all
underlined)/ 1936, 8 %" x 7"/ Walker
Evans; at center Crane stamp; at

1. left, in pencil, Crane no. L67.18.

546

[Bud Fields with His Wife and
Daughter, Hale County, Alabama*]/
[Bud Woods with Ivy and Ellen], 1936
19.9x 25.3 cm (7 % x 9 %6 in.)
84.XM.956.302

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B and Crane
stamp; at L. left, in pencil, Crane

no. L67.20.

REFERENCES: LUNPFM-41, pl. 14 (vari-
ant); ¥*FSA, no. 326 (variant, negative
dated Summer 1936).

ExHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.
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550

547

[Sharecropper’s Family, Hale County,
Alabama*]/[Bud Fields and His
Family, Hale County, Alabama**)/
[Bud Woods and His Family], 1936
20 x 24.7 em (7 /8 x 9%%2 in.)
84.XM.956.299

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp C; at center, in
pencil, 2 + 19; at 1. left, in pencil,
Crane no. L67-9.

REFERENCES: LUNPFM-41, pl. 15 (vari-
ant); LUNPFM-60, pl. 19 (variant);
*MoMA, p. 79; ¥*FSA, no. 327 and
cover image (variants, negative dated

AMERICAN PHOTOGRAPHS:
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Summer 1936); APERTURE, p. 59 (vari-
ant); WEAW, p. 133.

EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

548

Alabama Tenant Farmer’s Kitchen
Near Mounduille/|Kitchen of Bud
Fields’ (Bud Woods) Home, Hale
County, Alabama}, 1936

19.2 x 24.7 cm (8 %16 x 9 %42 in.)
84.XM.956.310

MARKS & INSCRIPTIONS: {Verso) at right
center, Evans stamp A; at L. right,
Evans stamp C; at center, in pencil,

by Evans, Alabama tenant farmer’s
kitchen/near Moundville/ 1936; at

l. center, in pencil, 2-20 [all circled];
at . left, in pencil, Crane no. L67.2.
REFERENCES: LUNPFM-41, pl. 16 (vari-
ant); LUNPFM-60, pl. 20 (variant); FSA,
no. 337 (variant, negative dated Sum-
mer 1936); WEAW, p. 129 (variant).

549

[Kitchen Wall, Alabama Farmstead*)/
[Kitchen Wall in Bud Fields’ Home,
Hale County, Alabama**]/[Kitchen
Wall in the Woods Home], 1936

16.5x 17.9 cm (6 Y2 x 7 %16 in.) [on
Masonite trimmed to image]
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84.XM.956.443

MARKS & INSCRIPTIONS: (Verso, mount) at
right center, Evans stamp C; at u. cen-
ter, typed on MoMA label, EVANS/FARM
KITCHEN WALL, Alabama, 1936/58/
38.2358; at 1. right, on MoMA label, in
blue ink, GRIX; at u. right, on MoMA
label, in pencil, 2-30; at 1. left, in pen-
cil, Crane no. L69.16(Evans).
REFERENCES: LUNPFM-41, pl. 17 (vari-
ant); LUNPFM-60, pl. 30 (variant);
*MoMA, p. 100 (variant); SP, pl. 8 (vari-
ant); FSA, no. 338 (variant);
**APERTURE, p. 63 (variant).
EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

550

[Frank Tengle, A Cotton Sharecropper,
Hale County, Alabama*)/[Fred
Ricketts, Cotton Tenant Farmer], 1936
19.9 x 12.3 em (7 %16 x 4 2%z In.)
84.XM.956.286

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp B; at u. center, in
pencil, #164/FRANK TENGLE/COTTON
SHARECROPPER/HALE COUNTY, ALA./
1936; at left edge, in penell, 64 13-173
[sideways along edge]; at L. left, in pen-
cil, cUT 22

[circled] 5" [arrow pointing upward]
HIGH; at u. left, Crane stamp.
REFERENCES: *FSA, no. 280 (variant,
negative dated Summer 1936).
EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

551

[Sharecropper’s Wife, Hale County, Ala-
bama*)/[Mrs. Frank Tengle, Wife of a
Cotton Sharecropper, Hale County, Ala-
bama**)/[Sadie Ricketts], 1936;
printed later

Image: 19.6 x 7.3 cm (72%52x 2 78 in.);
sheet: 22.3 x 10.2 cm (82%2 x 4 V52 in.)
84.XM.956.348

MARKS & INSCRIPTIONS: (Verso) at

1. center, Evans stamp C; at u. left, in
pencil, R4 8178E; at center, in pencil,
2-28; at l. center, Crane stamp [three
times]; at L. left, Crane no. L67.60
(Evans).

REFERENCES: LUNPFM-41, pl. 20 (vari-
ant); LUNPFM-60, pl. 28
(variant);*MoMA, p. 97 (variant);
**FSA, no. 282 (variant, negative dated
Summer 1936).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, }. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.



170

1935-1938

WALKER EVANS

552

[Laura Minnie Lee Tengle, Hale
County, Alabama*)/[Clair Bell
Ricketts], 1936

Image: 18.8 x 23 cm (7 %16 x 8 2%32 in.);
sheet: 20.1 x 25.1 c¢cm (72%2x 9 % in.)
84.XM.956.359

MARKS & INSCRIPTIONS: (Recto) at left
edge, Evans stamp C; (verso) at

1. right, Evans stamp C; at center, in
pencil, 2-31; at . left, in pencil, Crane
no. L67.79(Evans).

REFERENCES: LUNPFM-41, pl. 24;
LUNPFM-60, pl. 31; ¥FSA, no. 298 (vari-
ant, negative dated Summer 1936).

554

exHiBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr.—June 21, 1992,

553

[Laura Minnie Lee Tengle, Hale
County, Alabama*)/[Clair Bell
Ricketts], 1936

16.6 x 11 cm (6 %16 x 4 %16 in.) [on origi-
nal mount trimmed to image]
84.XM.956.291

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. right, Evans stamp C and Evans
stamp A; at center, in pencil, 2-31; at
u. center, Crane stamp.

553

REFERENCES: LUNPFM-41, pl. 24 (vari-
ant); LUNPFM-60, pl. 31 (variant);

*FSA, no. 298 (variant, negative dated

Summer 1936).

exHiBITIONS: Walker Evans: An Ala-
bama Record, ]J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

554

[Laura Minnie Lee Tengle, Hale
County, Alabama*}/[Clair Bell
Ricketts], 1936

15.2 x 10.1 cm (53Y32 x 3342 in.) [on
original mount trimmed to image]
84.XM.956.287

MARKS & INSCRIPTIONS: (Verso, mount) at
u. left edge, Evans stamp A.
REFERENCES: LUNPFM-41, pl. 25 (vari-
ant); LUNPFM-60, pl. 32 (variant);
*FSA, no. 313 (variant, negative dated
1936).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

555

[Elizabeth Tengle at the Kitchen Table]/
[Paralee Ricketts Working in the
Kitchen], 1936

17.5x22.5cm (6 Y6 x 8 /3 in.)
84.XM.956.325
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557

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp C; at u. left,

in pencil, Walker Evans/Let us Now
Praise Famous Men/ c/o Readers Sub-
scription/ 1140 Broadway [inscription
crossed out in pencil]; at center, in
pencil, 2-39 [all circled]; at 1. left, in
pencil, Crane no. 67.5.

REFERENCES: LUNPFM-60, pl. no. 39
(variant).

ExHIBITIONS: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

556

{The Cotton Room at Frank Tengle’s
Farm, Hale County, Alabama*)/[The
Cotton Room, the Ricketts House], 1936
25.2 x 20.2 cm (9 e x 7342 in.)
84.XM.956.353

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, RA-8151-A [reversed]; (verso) at

L. left, Evans stamp A; at 1. left, in
pencil, Crane no. L67.59(Evans).
REFERENCES: LUNPFM-60, pl. no. 40
(variant); *FSA, no. 316 (negative
dated Summer 1936).

exHiBITION: Walker Evans: An Alabama
Record, ]. Paul Getty Museum, Mal-
ibu, Calif., Apr. 7-June 21, 1992.

557

[Wall in Farmer’s House, Alabamal/
[Fireplace in Frank Tengle’s Home,
Hale County, Alabama*]/[Front Room,
the Ricketts House), 1936

23 x 18.5 cm (9 Vie x 7%= in.) [on
Masonite trimmed to image]
84.XM.956.444

MARKS & INSCRIPTIONS: (Verso, mount) at
1. center, Evans stamp C; at u. center,
in pencil, 2nd-41; at right center, in
pencil, 2-41 [sideways]; at u. center,
typed on MoMA label, EVANS/WALL IN
FARMER’S HOUSE,/Alabama, 1936/59/
38.2368; at 1. right, in black ink, on

MoMA label, GR XV; at 1. left, in pencil,
Crane no. L69.15(Evans).

REFERENCES: LUNPFM-60, pl. 41 (vari-
ant); *FSA, no. 315 (variant, negative
dated Summer 1936).

ExHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

558

[Barns on Frank Tengle’s Farm]/{Barns
on the Ricketts Farm], 1936

Image: 15.6 x 23.5 cm (6 %16 x 9 %52 1n.);
original mount: 16.2 x 24.1 cm

(6% x9%in.)

84.XM.956.351
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MARKS & INSCRIPTIONS: (Recto, mount)
at |. right, Evans stamp A; (verso,
mount) at center, Evans stamp A; at
1. left, in pencil, Crane no. L67.66
(FEvans).

ExHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

559

[Alabama Tenant Farmer Family Sing-
ing Hymns*|/[The Tengle Family, Hale
County, Alabamal/[The Ricketts Fam-
ily Singing Hymns), 1936

13.4x 18.6 cm (5 Y4 x 7 %6 in.) [on orig-
inal mount trimmed to image]
84.XM.956.507

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, I-22; at]. right, Crane stamp.
REFERENCES: *AMP, Part I, no. 22.
exHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

560

[Two Mules, Hale County, Alabamal,
1936

19.9 x 25.2 cm (7% x 9 '%6 in.)
84.XM.956.314

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp C; at center, in
pencil, 2-47; at 1. left, in pencil, Crane
no. L67.7.

REFERENCES: LUNPFM-60, pl. no. 47.
EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

561

[A Mule, Hale County, Alabama*],
1936; printed later

Image: 19 x 11.6 cm (7 %2 x 4 %6 in.);
sheet: 22.7 x 18.7 em (8 %16 x 7 % in.)
84.XM.956.356

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp C; at center, in
pencil, 2-47; at u. right, Crane stamp;
at |. left, 167.81(Evans).

REFERENCES: *¥FSA, no. 352 (variant,
negative dated Summer 1936).

562

[St. Matthew School, Alabama*], 1936
Image: 19.3 x 23.4 cm

(7 '%52 x 9 752 in.); sheet: 20 x 25 cm
(7 %6 x 92%2 in.); original mount:

20.3 x 28.8 cm (8 x 11 'Yz in.)
84.XM.956.339
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MARKS & INSCRIPTIONS: (Recto) at 1. left
edge, Evans stamp C; (recto, mount) at
1. left edge, Evans stamp C; (verso,
mount) at . right, Evans stamp C; at
u. center, in pencil, by MoMA staff, No
number/Evans; at center, in pencil, by
Evans, 2nd Ed./#54 [all circled]; at

1. right, in pencil, W; at 1. left, in
pencil, Crane no. L67.56(Evans).
REFERENCES: LUNPFM-60, pl. 54 (vari-
ant); ¥*FSA, no. 368 (variant).
EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

563

[Gleanhill School House, Hale County,
Alabama], 1936

19.8 x 24.8 cm (7 16 x 9% in.)
84.XM.956.324

MARKS & INSCRIPTIONS: (Verso) at

|. right, Evans stamp C; at center, in
pencil, 2-58; at 1. right, in pencil, 4/5

Y4 at 1. left, in pencil, Crane no. 167.6.

REFERENCES: LUNPFM-60, pl. no. 58
(variant).

EXHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

564

[A Child’s Grave, Hale County, Ala-
bama*|/|A Baptist Grave, Hale
County], 1936

15.6 x 22.5 em (6 Y6 x 8 % 1n.) [on
Masonite trimmed to image]
84.XM.956.437

MARKS & INSCRIPTIONS: (Verso, mount) at
center, in pencil, MoMA no. 38.2325/
#54; at L. left, on white label, in pen-
cil, Crane no. L69.19{Evans).
REFERENCES: LUNPFM-60, pl. 61 (vari-
ant); *FSA, no. 345 (variant, negative
dated Summer 1936); FAL, p. 82
(variant).

173

exuisiTions: Walker Evans: An Ala-
bama Record, ]. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

565

[A Child’s Grave, Hale County, Ala-
bama*)/[A Baptist Grave, Hale
County], 1936

Image: 20.1 x 25 cm (7 '%16e x 9 %5 In.);
original mount: 20.2 x 27.8 cm

(7 l'_’/l(; x 10 l5/10 m)

84.XM.956.329

MARKS & INSCRIPTIONS: (Recto, mount)
at right edge, Evans stamp C; at

l. right, in pencil, 2-61; (verso, mount)
at . center, Evans stamp C; at u. cen-
ter, in pencil, No numbers/Evans; at
center, 2-61; at . right, in pencil, w;
at L. left, in pencil, Crane no. L67.10.
REFERENCES: LUNPFM-60, pl. no. 61;
*FSA, no. 345 (negative dated Summer
1936); FAL, p. 82.

NoTE: Not illustrated; variant of

no. 564.

566

[A Child’s Grave, Hale County,
Alabama*], 1936

Image: 18.7 x 23.8 cm

(7 Y52 x 9 %16 In.); mount:

21.3x 29.3 cm (8% x 10 %2 in.)
84.XM.129.11

MARKS & INSCRIPTIONS: (Verso) at u. left,
in pencil, I [circled]; at . right, in pen-
cil, RA81764; at |. right, in pencil,
Kahmen/Heusch no. E 13; at L. right,
Lunn Gallery stamp, and within boxes,
in pencil, /I and 346; (verso, mount)
at |. right, in pencil, Kahmen/Heusch
no. £ 13.

prROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *FSA, no. 346 (negative
dated Summer 1936); WEBR, p. 18,

no. 13, (titled in German and dated,
Kindergrab, Hale County [Alabamal,
Sommer 1936).

exuisirions: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978; Walker Evans: An
Alabama Record, ). Paul Getty
Museum, Malibu, Calif., Apr. 7-June
21, 1992,
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567

[A Gourd Tree for Martins, Hale Co.,
Alabama*], 1936

25.1x 20 em (92%2x 72%2in.)
84.XM.956.298

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, at u. right edge, RA - 81694
[reversed]; (verso), at 1. center, Evans
stamp A; at center, in pencil, R4
81694; at . left, in pencil, Crane

no. L67.3.

REFERENCES: LUNPFM-60, pl. 62; *FSA,
no. 350 (negative dated Summer 1936);
WEAW, p. 137.

exHIBITIONS: Walker Evans: An Ala-
bama Record, J. Paul Getty Museum,
Malibu, Calif., Apr. 7-June 21, 1992.

568

[Frame Houses in Virginia*], 1936
Image: 15.8 x 20.3 ¢cm (6 4 x 8 %6 in.);
sheet: 19.3 x 24.9 cm (7% x 9 %6 in.)
[on original mount trimmed to sheet]
84.XM.956.515

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp F; at L. center, Evans
stamp D; at u. right, in pencil, on
white label, /] 23; at u. center, in pen-
cil, MOMA no. 38.2330/Evans; at 1. left,
in pencil, Crane no. L68.62.
REFERENCES: *AMP, Part II, no. 23
(variant).

CHURCH
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569

[Frame Houses in Virginia*}, 1936
Image: 11.5 x 20.4 cm (4 ¥4 x 8 Y52 in.);
original hole-punched mount:

31.3 x 25.8 cm (12 % x 10 %6 in.)
84.XM.956.501

MARKS & INSCRIPTIONS: (Recto, mount)
at I. left, in black ink, Part Twol/#23;
at l. center, in pencil, Frame Houses in
Virginia, 1936; at u. right, in pencil,
89.5 [beside a right angle]; at 1. right,
in pencil, 73; (mount, verso) at u. cen-
ter, Evans stamp B; at L. right, in
pencil, H2416-86/86/NO [within a box]
150h; at 1. right, in pencil, 73; at

u. right, in pencil, on white label, I/

23; at center, Crane stamp; (recto, mat)
at L. right, in pencil, 148; at |. left, in
pencil, Crane no. L68.52(Evans).
REFERENCES: *AMP, Part II, no. 23.

570

[Frame Houses in Virginia*], 1936
13.7x 8.7 cm (5'¥%2 x 3 %2 in.) [on
AZO postcard stock]

84.XM.956.472

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp B [sideways]; at . left, in
pencil, Crane no. 1L68.51(Evans).
REFERENCES: ¥*AMP, Part II, no. 22
(variant).
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571

[Shoeshine Sign in a Southern Town*]/
[Shoeshine Stand Detail, Southeastern
U.S.**], 1936

20.3 x 25.2 cm (8 x 9 %46 in.)
84.XM.956.327

MARKS & INSCRIPTIONS: (Recto) in nega-
tive, AGFA SAFETY FILM [in reverse];
(verso) at left center, Evans stamp B;
at center, in pencil, 4/2 [inverted]; at
1. left, in pencil, Crane no. L67.23.
REFERENCES: *MoMA, p. 122 (variant);
SP, pl. 5 (variant); **FSA, no. 389;
APERTURE, p. 93 (variant).
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572

[Church of the Nazarene, Tennessee*],
1936

Image: 18.3 x 23.2 cm (7 %16 x 9 Y5 in.);
fragmentary original hole-punched
mount: 19.4 x 24.1 cm (7% x 9 %2 in.)
84.XM.956.510

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part Two
(cropped off) [space] Church of the
Nazarene [space] Il 16; (mount, verso)
at u. left, Evans stamp D; at center,
Evans stamp F; at u. center, in pencil,
CROP [arrow pointing upward]; at right
center, in pencil, /] 16; at |. center, in

pencil, #152/Country Church/Ten-
nessee 1936; at 1. left, in pencil, CUT 4
[arrow pointing upward] HIGH/29; in
pencil, {line from u. left to

1. right]; at 1. left, in pencil, Crane
no. L68.44.

REFERENCES: *AMP, Part II, no. 16;
“Primitive Churches.” Architectural
Forum, Dec. 1961, p. 102 (variant);
FSA, no. 396 (variant); CRANE no. 50.

573

[Church of the Nazarene, Tennessee*],
1936

20.3 x 25.3 cm (8 x 9 %6 in.)
84.XM.129.13

175

MARKS & INSCRIPTIONS: (Verso) at 1. left,
in pencil, Kahmen/Heusch no. E9.
PROVENANCE: Lunn Gallery; Volker
Kahmen and Georg Heusch.
REFERENCES: *AMP, Part II, no. 16 (vari-
ant); “Primitive Churches.”
Architectural Forum, Dec. 1961, p. 102
(variant); FSA, no. 396 (variant); WEBR,
p- 10, no. 9 {titled in German and
dated, Landkirche [Tennessee], 1936).
EXHIBITIONS: Walker Evans, Bahnhof
Rolandseck, West Germany, Oct. 5—
Nov. 30, 1978.

NOTE: Not illustrated; variant of

no. 372.

574

[Tennessee Board-and-Batten], 1936
17x 21 em (6 Y16 x 8 Y4 in.)
84.XM.956.297

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp [; (recto, mat) at 1. left, in
pencil, Crane no. L67.90(Evans).

575

Tennessee Board-And-Batten, 1936;
printed 1937

14.5x 12.1 cm (5% x 4 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.370

MARKS & INSCRIPTIONS: (Verso) dated at
L. right, in blue ink, by Evans, 1937;
titled at center, in blue ink, by Evans,
TENNESSEE BOARD-AND-BATTEN; at

1. right, Evans stamp A; at l. left, in
pencil, Crane no. L67.54(Evans).
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577

576

[Flood Refugee, Forrest City, Arkan-
sas*], 1937

19.9 x 17.5 em (7 %16 x 6 2%2 in.) [on
original mount trimmed to image]
84.XM.956.292

MARKS & INSCRIPTIONS: (Verso) signed
at L. center, in pencil, by Evans,
Walker Evans; at 1. center, Crane
stamp; at l. left, in pencil, Crane
no. L67.51(Evans); (recto, mat) at

1. left, in pencil, Crane no. L67.51
(Evans).

REFERENCES: *FSA, no. 433 (variant,
negative dated Feb. 1937).

578

577

[Flood Refugee, Forrest City,
Arkansas*), 1937

18.2x 17.8 cm (7 %16 x 7 in.) [on origi-
nal mount trimmed to image]
84.XM.956.344

MARKS & INSCRIPTIONS: (Verso, mount)
at |. right, in pencil, on MoMA label,
Museum o___/LOAN; at L. right, typed
on MoMA label, 38.22__ /Evans; at

1. left, in pencil, Crane no. L67.72
(Evans).

REFERENCES: *FSA, no. 432 (variant,
negative dated Feb. 1937).

578

[Arkansas Flood Refugee*], 1937
Image: 19.5 x 12.9 cm

(7 'i6 x 5 Y16 in.) [on original mount
trimmed to image]; second original
hole-punched mount: 27.9 x 21.6 cm
(11x 8% in.)

84.XM.956.460

MARKS & INSCRIPTIONS: (Recto, mount)
at 1. left, in black ink, Part One/#44;
at l. center, in black ink, Arkansas
Flood Refugee/1937; at |. right, in pen-
cil, SS; at L. right, in pencil, I Proof
[last word is underlined}; at L. right, in
pencil, 44; at 1. right, in red pencil, S;

(verso, mount) at . center, Evans
stamp A; at l. right, in pencil, 44; at

L. center, in pencil, H2416-86/86/[box]
150h; at 1. left, in pencil, Crane

no. L68.30(Evans).

REFERENCES: ¥*AMP, Part I, no. 44.

579

[Flood Refugee, Forrest City, Arkan-
sas*], 1937

18.8 x 22.1 em (7 716 x 8 *Vi6 in.) [on
original mount trimmed to image]
84.XM.956.345
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MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp B; at 1. left, in
pencil, Crane no. L67.75(Evans).
REFERENCES: *FSA, no. 430 (vanant,
negative dated Feb. 1937).

580

[Flood Refugee, Forrest City, Arkan-
sas*), 1937

17.9x 21 em (7 Y16 x 8 %52 in.)
84.XM.956.360

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at 1. left, in
pencil, Crane no. 167.73(Evans).
REFERENCES: *¥FSA, no. 431 (variant,
negative dated Feb. 1937).
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581

[Flood Refugee, Forrest City,
Arkansas*), 1937

17.3x 17.8 cm (6 2%52 x 63%52 in.) [on
original mount trimmed to image]
84.XM.956.362

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; at 1. left, in
pencil, Crane no. L67.74 (Evans).
REFERENCES: *FSA, no. 429 (variant,
negative dated Feb. 1937).

582

[Street Scene, Southern City], ca. 1936
Image: 15.6 x 16.8 ¢cm (6 Y5 x 6 % in.);
sheet: 18.3 x 19 cm (7 %6 x 7 Y2 in.)

84.XM.956.328

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp A twice; at L. left, Crane
stamps; at L. left, in pencil, Crane

no. L67.13.

583

[“Madam Adele,” Palmistry Sign,
Southern United States], ca. 1936

14 x 18.8 cm (5 Y2 x 3 %2 in.) [on
AGFA ANSCO postcard stock]
84.XM.956.371

MARKS & INSCRIPTIONS: (Verso) at . cen-
ter, Evans stamp A [sideways] ; at

1. left, in pencil, Crane no. 167.85
(Evans).

584

[“The Grand Man” Wall Mural],

ca. 1935

Image: 16.3 x 11.3 cm

(6 %16 x 4 %16 in.); mount:

44.2 x 37.9 em (17 x 14 %6 in.)
84.XM.956.1074

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C; at L. left, in pencil,
Crane no. L78.42(Evans).
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585

[“Fresh and Smoked” Butcher’s Sign),
ca. 1936

8.8x13.9 cm (3'%2x 5'%2 in.) [on
AGFA ANSCO postcard stock]
84.XM.956.364

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp B; at center right, Crane
stamp; at 1. left, in pencil, Crane

no. L67.86(Evans).

586

[House on Fire in a Southern State],
ca. 1935

Image: 12.5 x 10 cm (4 %16 x 32%:2 in.);

original mount: 18.2 x 26.9 cm

(7 %6 x 10 %32 in.)

84.XM.956.697

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at 1. left, in pencil,
Crane no. L78.45(Evans).

587

[New York City*], 1937

22.2x 15.4 cm (8% x 6 Yis in.)
84.XM.956.1078

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp B.

REFERENCES: *FAL, p. 157 (variant).

588

Doorway, New York City, 1938

Image: 15.1 x 8.3 cm (5 %16 x 3 %2 in.);
[en mount trimmed to image affixed to
second mount] second mount:

44.4x 36.8 cm (17 Y2 x 14 %2 in.)
84.XP.459.2

MARKS & INSCRIPTIONS: {Recto, mount)
signed and dated below print, in pen-
cil, by Evans, Walker Evans 1938;
(verso, mount) at center, in pencil, by
Evans, Doorway, New York City, 1938;
at center, Evans stamp C; at right cen-
ter, in pencil, Doorway-1033; at 1. left,
in pencil, #1033; at |. right, in pencil,

KI1760 [space] #42; at u. left, typed on
white label, Doorway and Funeral
Wreath,/New York, 1938/photograph,
516" x 3 16" by Walker Evans; at

L. right, Lunn Gallery stamp, and
within boxes, in pencil, XI4 and 107;
(recto, mat) at left side, 1. right, in
pencil, I2E.

PROVENANCE: Lunn Gallery; unidenti-
fied European collector; Sotheby’s,
New York; Samuel Wagstaff, Jr.
EXHIBITIONS: Flower Show: Photo-
graphs from the J. Paul Getty Museum,
Selected by Sam Wagstaff, The Detroit
Institute of Art, Apr. 14—June 16,
1985.

589

[Street Scene with Horse-Drawn

Wagon, Possibly New York City],

ca. 1930s

14.8 x 11.8 em (5 2%z x 4 s in.) [on
original mount trimmed to image]
84.XM.956.690

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp J; at L. left, in pencil,
Crane no. L78.45(Evans).
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THE MAKING OF
MANY ARE CALLED'

Those who use the New York subways are several millions. The facts about them are so

commonplace that they have become almost as meaningless, as impossible to realize,

as death in war. These facts—who they are, and the particular thing that happens to

them in the subway-—need brief reviewing, and careful meditation.

James Agee, introduction to Many Are Called®

In 1966, Walker Evans published a collection of eighty-
nine photographs from negatives made in the subways

of New York at least twenty-five years before. As Sarah
Greenough reminds us in her 1991 exhibition catalogue
Walker Evans: Subways and Streets, the appearance of this
collection, Many Are Called, was accompanied that fall by
an exhibition at the Museum of Modern Art of forty images
from the same project.® The 223 Getty prints related to the
circa 1940 subway project, including ten prints lent to
MoMA for the 1966 show (nos. 620, 625, 636, 660, 677, 686,
722, 731, 736, 791), allow us to study the production of this
series and the 1966 publication in great detail. Prints dat-
ing from the early forties to the sixties illustrate the numer-
ous, sometimes radical croppings Evans applied to these
negatives; verso inscriptions suggest the variety of individ-
uals he might have photographed on any given day; and a
set of prints evidently made in the sixties especially for
reproduction in the book displays in final form his think-
ing about both subject and technique over a period of

twenty-five years.* The startling, mysterious picture of a

Walker Evans. Subway Portrait:
Sixteen Women (detail), 1938—41;
probably assembled ca. 1959 [no. 775].
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blind accordion player singing to a full car of disinterested
passengers that closes the volume is represented in the
Getty collection by four prints from two related negatives
(nos. 771-74). Evans’s treatment of this image, perhaps the
most poignant and meaningful of the series, may serve to
illustrate the complexity of his process while exhibiting
the depth of the Getty collection.

Getty print no. 773 (fig. 1) presents the entire
negative from which the book’s final image (no. 771)
was made. A third picture from this negative (no. 772)
is a print from the 1940s, 3%4 x 7342 inches on an
11 x 8 Y%-inch mount, with three holes at the left edge for
use in a loose-leaf binder. It gives us an indication of
Evans’s first meditations on the subject of the blind musi-
cian and his early intention to include it in a mock-up
(thus the three-hole mount) for possible publication.® From
no. 773, it is clear that Evans was attempting to take in the
entire length and width of this particular subway car by
standing at one end of the aisle and shooting from what
seems to be higher than eye level toward the other end.
The curvature of the car’s ceiling, the one-point perspec-
tive of the camera’s lens, and the shadow of the photog-
rapher’s coat intruding on the image at the right all
contribute to the making of a distinctively claustrophobic,

tunnel-like interior. Although this aura of harsh light and
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Figure 1. Walker Evans. Subway Portrait,
1938—41 [no. 773].

crowded quarters would seem an appropriate setting for
our last glimpse of these subterranean travelers, Evans
apparently preferred to direct our attention to individuals
rather than atmosphere, and in a print made soon after the
negative, he severely cropped the image on all sides, con-
centrating our view on the singing musician and a few pas-
sengers seated at his left who ignore him to focus on their
newspapers (no. 772).

The same kind of concentration on anonymous,
individual faces can be seen in two prints, one at the Getty
(no. 774), from a second negative Evans managed to obtain

from what must have been a fairly conspicuous stance in

the center of the car. The Getty print allows for only bust-
length views of passengers seated along the left side of the
car, and the blind musician’s body is truncated at the bot-
tom edge of his accordion. This view seems to have been
made from a more elevated and even less stable vantage
point; the emphasis here is on the speed and constant
side-to-side movement of the train rather than the close
quarters in each car. Another print from this negative was
exhibited in 1991 at the National Gallery of Art in Wash-
ington, D.C. It has been cropped substantially at the right
side, so that the figure of the singing musician is now

prominently featured in the immediate foreground; at
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Figure 2. Walker Evans. Subway Portrait,
January 1941 [no. 811].

left, juxtaposed to him in uncomfortably tight quarters,
are the heads of eight fellow travelers, one of whom
actually appears to be attentively listening to the blind
man’s music.®

Evans also cropped this image radically at the top,
with the result that, instead of seeing the overhead fans
mounted in the car, the viewer’s attention is on the harsh
glare from several rows of overhead lightbulbs. The unat-
tractive artificial illumination provided by the New York
Transit Authority was all that was available to this photog-
rapher, who preferred working out on the street in natural

light. But dealing with available light was just one of the

difficulties Evans created for himself when he set out
on this subway project; he was, from the beginning,
“shooting blind.”

A Getty print dated in the photographer’s hand
“1/7/41” is an especially good example of this self-
imposed predicament and, because of other notations in
the top margin, it is also an unusual piece of evidence
about how Evans worked through the technical problems
he was facing (no. 811; fig. 2). Additionally, this print may
possibly suggest when the project began in earnest. Since
it was clearly an experiment, this picture contains notes,

such as “6ft+, moving train,” that record the distance at



184 1938-1941

which Evans made the exposure while seated opposite an
unsuspecting passenger. As Evans himself described it,
his aim in going into the New York subway to photograph
was to put into practice the purity of “the record method”
by photographing a series of people who would uncon-
sciously come “into range before an impersonal fixed
recording machine during a certain time period.”” The
recording machine was “a hidden camera,” a Contax cam-
era concealed beneath his coat, “strapped to the chest and
connected to a long wire strung down the right sleeve.™
This print of January 7, 1941, appears to be the earliest
among the subway pictures at the Getty to be dated by
Evans; its date would indicate that he began serious work
on the series just as a grant he had received from the
Guggenheim Foundation took effect.'® A winter date for
the series seems completely appropriate, since the success
of the project depended on a camera being concealed
under heavy clothing.

The composition itself is, of course, less than mas-
terful; the top of the subject’s head has been cut off, and
the seat he rests on seems to be tilting downhill. The pic-
ture, in addition to being very dark, is slightly out of focus.
Evans’s lack of control, at least in these first forays into the
trains, is obvious here. Though he claimed that these por-
traits would, ideally, be made “without any human selec-
tion for the moment of lens exposure,”! the majority of the
Getty pictures testify to the fact that over time the photog-
rapher became much more adept at manipulating his hid-
den camera and, in the darkroom, he took the selection
process still further.

The subject of the blind musician and the idea
of photographing those without sight was evidently much
on Evans’s mind at this time. As early as 1934, while in
Florida, Evans had made several different portraits of an
elderly man who appears to be blind, posed outside his
home in Florida.'? Now, in 1941, he not only captured the
accordion player performing in the depths of the New York

subway but, on excursions to Chicago and again to Florida,

he photographed blind couples he encountered
on the street.

The pair of blind musicians he found in Chicago
are represented in three Getty images (nos. 1013-15), one
of them (no. 1015) titled simply Chicago, with a date
stamped “Nov 2 1941.”"® While the man plays the guitar,
his companion seems to be singing. They maintain their
station next to a bridal shop, while pedestrians pass them
on either side trying to ignore their tin cup (no. 1013). Two
of these passers-by, who appear to be mother and daugh-
ter, have their eyes downeast in such a manner that they,
too, appear to be blind. Not only is the subject once more
a blind musician, but, according to Greenough, the Novem-
ber 2, 1941, date on the Chicago print is the same as that
found on another photograph of the New York subway
accordionist she has located in a private collection.!*
While she proposes that this may mean the accordionist
picture was among the last made by Evans in the subway,
the fact that prints of these two different images bear the
same date might suggest that the date refers, not to the neg-
ative in either case, but rather to the day on which both
prints were made.

Whatever the case, later in the fall of 1941, Evans
traveled to Florida on commission to produce illustrations
for The Mangrove Coast, a book by Karl Bickel published
the next year.”® Blind Couple in Tampa City Hall Square
(no. 959) appears to have been prepared by Evans for sub-
mission to the publishers; it is a severely cropped version
of a print that also exists in the Getty collection in an
almost square format (no. 960). In this version, the man
and woman are seen in the larger context of the public
space; they are seated on the sidewalk behind a small
table, with a corner of the city hall and its well-manicured
lawns visible in the background. Although thirty-two
photographs, including at least six sidewalk scenes with
acquaintances or relations deep in conversation, did
finally appear in The Mangrove Coast, the Blind Couple

is not among them.
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Figure 3. Paul Strand (American, 1890—1976).
New York, 1916. Photogravure from Camera Work,
nos. 49-50 (June 1917), pl. 3.

92.4 % 16.8 cm (8 'io x 6%z in.). JPGM 93.XB.26.51.3.

If, at the time of the subway project, Evans seems
to have been pursuing sightless subjects for his lens, he
also seems to have expected encounters with the blind to
be a predictable part of his rapid-transit experience. In
one pre-1966 draft of an introductory text for his subway
portraits, Evans included “the inevitable familiar inven-
tive blind man making his way down the rocking aisle” in
a list of experiences—like “the noise, sense of speed,
useful motion, the smell”—that, in retrospect, he felt
passengers of 1941 actually enjoyed about their time on
the train.’® But the way in which he chose to use the image
of the blind accordionist as the summation of a long and

powerful progression of anonymous faces and the fact that

Figure 4. Paul Strand (American, 1890-1976).
New York, 1916. Photogravure from Camera Work,
nos. 4950 (June 1917), pl. 1.
22.5x 16.8 cm (82752 x 6% in.). JPGM 93.XB.26.51.1.

its composition is so entirely different from that of the
eighty-eight preceding images of seated passengers, all of
whom are presented individually (as seen in no. 590) or in
selective groups of twos or threes, give this picture special
significance.

In a discussion of Evans’s subway pictures, Peter
Conrad has called this concluding image an “homage to
Strand,” seeing it as a reference to Paul Strand’s 1916 pic-
ture of a blind newspaper vendor (fig. 3)."” In an interview
in 1971, Evans himself admitted to the wrenching effect of
Strand’s photograph: “I remember coming across Paul
Strand’s Blind Woman when I was very young, and that

really bowled me over. I’d already been in that and wanted
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to do that. It’s a very powerful picture. I saw it in the New
York Public Library file of Camera Work, and I remember
going out of there overstimulated.”*® A Strand portrait of a
yawning woman (fig. 4) also appeared in the June 1917
issue of Camera Work. Conrad suggests that a second
plate in Many Are Called (no. 682), which humorously
presents a man yawning directly into Evans’s camera
while a somber young man sits beside him, may be vyet
another knowing reference to this same, and final, issue
of Camera Work." |

Evans may well have had Strand’s work in mind
when he rode the New York subway or, later, as he labored
over his negatives in the darkroom. Some of the individual
female portraits, such as the first plate of Many Are Called
(no. 590) or the Getty’s sixteen small, closely cropped
heads of female passengers (mounted together for an ear-
lier maquette [no. 775]), are quite reminiscent of Strand’s
blind newspaper vendor. But it is perhaps too easy to attri-
bute this brutal last image to Evans’s appreciation of the
earlier Strand picture. Evans’s close involvement with
Hart Crane and James Agee may in fact have inspired the
image of the blind accordionist, and the subway project of

which it is a part.

It is more than likely that—in addition to creating many
views of the Brooklyn Bridge that Crane good-naturedly
commandeered for his epic poem, The Bridge— Evans dis-
cussed the poet’s ambitious project with him. The first edi-
tion of this poem, published in Paris in 1930 by Harry and
Caresse Crosby’s Black Sun Press, was accompanied by
three of Evans’s photographs printed in gravure. (See chap-
ter one, “Circa 1930: New York and New England,” for a
discussion of Getty prints related to the Brooklyn Bridge
subject.) There were 275 copies of this deluxe publication
printed; of the eight additional special copies marked A to
H, the Getty possesses copy C, which bears the imprint on
%320

the colophon page: “Special Copy for Walker Evans.
A poem in eight parts, The Bridge includes a sev-

enth section entitled “The Tunnel” that describes a night-
marish ride on the subway. Writing to his patron Otto Kahn
in 1926, Crane divided the subject matter of The Bridge,
an immensely complex work, into seven topics, the sixth of
which was: “Subway—The encroachment of machinery on
humanity; a kind of purgatory in relation to the open sky of

last section.”

This section, of course, was to be about the
Brooklyn Bridge itself as a “symbol of consciousness span-
ning time and space.”” Around 1929, Evans had photo-
graphed this structure from many angles, then made views
of the city and the river as seen from its span. Crane’s har-
rowing vision may have planted an idea in Evans’s mind so
that, by the end of the thirties, he felt himself ready to take
on the subject of the subway. Far beneath the Brooklyn
Bridge, the subway represented the antithesis of Crane’s
heroic symbol of Modernism.

Alan Trachtenberg has proposed that “The Tunnel”
or subway section of The Bridge “seems to deliver dam-
nation,” with a presiding spirit that Crane calls “the
Daemon” and Trachtenberg reads as a symbol of “the omni-
presence of evil.”? Though a daemon may be a super-
human power of either good or evil, Crane’s character
appears to be definitely maleficent: “Whose hideous laugh-
ter is a bellows mirth/Or the muffled slaughter of a day in
birth.”?* Although Evans may not have intended such omi-
nous overtones for his subway sequence as published in
Many Are Called, the cumulative impact of this extensive
series of trancelike faces is to suggest a journey toward
death, if not damnation, a macabre apparition, not unlike
the vision of the dead Edgar Allan Poe that appears to

Crane’s protagonist in this section of The Bridge:

Whose head is swinging from the swollen strap?
Whose body smokes along the bitten rails,
Bursts from a smoldering bundle far behind

In back forks of the chasms of the brain,—
Puffs from a riven stump far out behind

In interborough fissures of the mind . . . ?



And why do I often meet your visage here,

Your eyes like agate lanterns—on and on

Below the toothpaste and the dandruff ads ?

—And did their riding eyes right through your side,
And did their eyes like unwashed platters ride?

And Death, aloft,—gigantically down

Probing through you—toward me, O evermore!*

Standing alone with his music, the blind accordionist com-
mands attention, bizarrely taking on the role of a leader
who may himself be blind to his followers” impending
doom. “Let them alone; they are blind guides. And if a
blind man leads a blind man, both will fall into a pit,”
reads the Gospel of Matthew (15:14), the same New Testa-
ment book from which Evans borrowed the final title for
his project, Many Are Called.

Similar imagery, sinister and at times surreal,
fills “Rapid Transit,” a poem published by James Agee
m 1937:

Squealing under city stone
The millions on the millions run,
Every one a life alone,

Every one a soul undone:

There all the poisons of the heart
Branch and abound like whirling
brooks
And there through every useless art

Like spotled meats on a butcher’s

hooks

Pour forth upon their frightful kind
The faces of each ruined child:
The wrecked demeanors of the mind

That now is tamed, and once was wild.*

That Evans had discussed this project with James Agee

seems certain. The extent of their collaboration is less
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clear. By early 1937, when Agee published his poem, the
two men were close friends. They had recently completed
the Hale County, Alabama, project for Fortune and, since
the journal had rejected their work, were awaiting the
release of that material so they could begin planning for
a larger undertaking: the book-length Let Us Now Praise
Famous Men, finally issued in 1941. It cannot be assumed
that Agee discussed all of his writing projects with Evans,
but, given their regular communication and many mutual
interests, it is not unlikely that Evans was aware of the
publication of “Rapid Transit.” In 1956, for example,
Evans’s portfolio of eight subway pictures included in the
i.e. The Cambridge Review’s posthumous tribute to Agee
appeared under the same title.” In addition, these selected
subway images, the first of the series to be made public,
were accompanied by a short essay written by Agee.?
Although published with the date “October 1940,”
the Agee essay begins with the statement that these sub-
way photographs were made “during the late thirties and

929

early forties.”® This assertion, and the fact that the essay
did not appear until long after its completion, has caused
its dating to remain somewhat controversial. Sarah
Greenough speculates that the essay may have been pre-
pared “in support of Evans’s application in late 1940 to
renew his Guggenheim fellowship.”*® It may also be the
case that Evans and Agee, as they worked on the final
stages of Let Us Now Praise Famous Men, were putting
together a possible publication about the subway pic-
tures. If the two men had plans to publish their work in
the early forties, soon after Evans had produced a body
of prints, the onset of World War II and Evans’s concern
about adverse reactions from some of his unsuspecting
sitters caused them to defer the idea indefinitely.
However, after Agee’s death, Evans was to use his
friend’s essay in two of the three forms in which he chose
to publish his subway photographs, the first being the
“Rapid Transit” portfolio of 1956 and the second being the
1966 book Many Are Called, which Evans dedicated “To
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James Agee (1909-1955).” It must be taken as significant
that, although he himself drafted at least six different intro-
ductory texts and jotted down at least nine different titles
between 1956 and 1966, Evans ultimately chose for this
book to reuse Agee’s earlier text and to use as his title

a biblical quotation that may have originated with the
deeply religious writer.?!

The quotation is taken from the parable of the mar-
riage feast in the Gospel of Matthew, in which Jesus says:
“The kingdom of heaven may be compared to a king who
gave a marriage feast for his son, and sent his servants to
call those who were invited to the marriage; but they would
not come” (Matthew 22:1-3). Although the king makes sev-
eral attempts to attract the invited guests, not only are they
indifferent and ungrateful, but they respond by killing the
king’s messengers. In retaliation, the king sends his troops
to destroy the wedding guests’ city. Then he dispatches his
servants a second time, now with these orders: ““The wed-
ding is ready, but those invited were not worthy. Go there-
fore to the thoroughfares, and invite to the marriage feast

as many as you find.” And those servants went out into the

streets and gathered all whom they found, both bad and
good; so the wedding hall was filled with guests” (Matthew
22:8-10). Upon encountering a man “who has no wedding
garment,” the king asks how he got into the wedding cele-
bration, but the man has no answer. The king then has
him ejected from the hall and thrown “into the outer dark-
ness,” because, Jesus explains, “many are called, but few
are chosen” (Matthew 22:14).

Like this biblical parable, Evans’s book gathers
unknown faces from the cities’ thoroughfares and confronts
them (us) with their inevitable mortality. It is probably no
accident that the final image in this volume, the blind
accordionist, recalls another passage from this same Gos-
pel, the parable of the blind leading the blind.?> When
applied to Evans’s twentieth-century image, the parable
adds moral and political significance to this important pho-
tograph. As Evans suggests in one of his own introductory
drafts for Many Are Called, speculation about the faces on
these pages is the prerogative of the reader, who is free to
draw her or his own conclusions, including the possibility

that “what America needs is a political revolution.”*

1. This essay appeared in an
expanded version as “Walker Evans
and Many Are Called: Shooting
Blind,” in History of Photography
XVIL:2 (Summer 1993), 152—65.

2. James Agee, introduction to
Walker Evans, Many Are Called (Bos-
ton: Houghton Mifflin, 1966), n.p.
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has a shutter-speed setting of Vs sec-
ond, whereas the settings of the older
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Y50 second.
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The Making of Many Are Called

The first 185 entries in this section of images made in the
New York subway follow the sequencing established by
Evans for his 1966 book Many Are Called, with the excep-
tion of nos. 708 and 732, which follow related images that
fall earlier in the published sequence of plates. The
entries include the eighty-nine photographs (each dis-
playing printer’s marks) made circa 195565 to illustrate

7LSAVE LOCAL
SOUTH FERRY ¥
+- 145™ ST LENOX AVE.

W,

this publication. These prints occasionally differ in minor
ways from the published image (and, therefore, are
referred to as variants), owing simply to the trimming that
took place as part of the book production process. The
prints have been assembled here in book order with their
related images, usually 1940s prints of different croppings
from the same negative or photographs from different nega-

tives of the same subject, inserted after them for immedi-
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ate reference or comparison. The last thirty-eight subway
entries fall outside of Evans’s 1966 book selection and are
organized arbitrarily by subject, with women preceding
men. Two other portraits, one of the photographer’s first
wife from the year of their marriage, ends this catalogue

section.
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590

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 25.2 x 20 cm (10 x 7 % in.);
sheet: 35.4 x 28 em (14 x 11 Y6 in.)
[mounted to second sheet]
84.XM.956.562

MARKS & INSCRIPTIONS: (Recto) signed
below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp
I; in pencil, 185/12 [horizontal line]/73
and at L. right center, in pencil, 66 /%;
(verso, mount) at center, Evans stamp
[; at L. left, in pencil, Crane no. L71.1
(Evans).

REFERENCES: MAC, p. 1; WEAW, p. 154
(variant, middle right image).

591

[Subway Portrait], 1938—41

Image: 12.5x 19.2 cm

(4 %6 x 7 %6 in.); sheet: 20 x 24.8 cm
(7% x9% in.)

84.XM.956.654

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp B; at |. right, in
pencil, XX; at . left in pencil, Crane
no. L70.67(Evans).

REFERENCES: MAC, p. 1 (variant); WEAW,
p. 154 (variant, middle right image).

592

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 20 x 25.6 em (7 %3 x 10 Vs in.);
sheet: 35.3 x 28 cm (13 %6 x 11 Y6 in.)
[mounted to second sheet]
84.XM.956.563

MARKS & INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; at L. right, in pencil, 170/13 [hori-
zontal line] /57; (verso, mount) at
center, Evans stamp [; at |. center, in
pencil, 2 [circled])/50% off/2" HEAD; at
L. left, in pencil, Crane no. L71.2
(Evans).

REFERENCES: MAC, p. 3.

593

[Subway Portrait], 1938—41

14.8 x 23.5 cm (5 %16 x 9 V4 in.)
84.XM.956.786

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp A; at 1. left,
in pencil, Crane no. L70.76.
REFERENCES: WEAW, pp. 152 and 156
(variants).

594

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 17 x 15.6 cm (6 Y16 x 6 %32 in.);
original mount: 32 x 25.5 cm

(12% x 10 %16 in.)

84.XM.956.564

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in ink,
by Evans, Walker Evans; at 1. right,
Evans stamp I; at L. center, in pencil,
180-10-170; at |. right, in pencil, 90;
(verso, mount) at center, Evans stamp
L; at L. center, in pencil, 3 [circled}/
55" WIDE/ 12" HEAD; at 1. left, in pen-
cil, Crane no. L71.3(Evans).
REFERENCES: MAC, p. 5; WEAW, p. 153
(variant, top image).

595

{Subway Portrait], 1938—41
Image: 12.2x 12.1 cm

(4 %6 x 4% in.); original mount:
28.7 x 21.4 em (11 %o x 8 %6 in.)
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596

G

84.XM.956.681

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at L. left, in pencil,
Crane no. L70.40(Evans).

REFERENCES: MAC, p. 5 (variant); WEAW,
p. 153 (variant, top image).

596

[Subway Portrait)], 1938—41

Image: 12 x 13.9 cm (4 2%2 x 5 %16 in.);
original mount: 28.7 x 21.3 cm

(11 %6 x 8132 in.)

84.XM.956.706

601

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, in red ink,
return this print to [arrow]; at L. left, in
pencil, Crane no. L70.45(Evans).

597

[Subway Portrait], 1938—41; printed
ca. 195565

Image: 16.9x 18.3 cm

(6 W16 x 7 %52 in.); original mount:
32.2x25.4 cm (12 % x 10 in.)
84.XM.956.565

597

602

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in ink, by Evans,
Walker Evans; at L. right, Evans stamp
I; atl. right, in pencil, 188/12 [under-
lined]/176; (verso, mount) at center,
Evans stamp I; at |. center, in pencil, 4
[circled}/1/4 OFF/1 V%" HEAD; at 1. left,
in pencil, Crane no. L71.4(Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 22 (variant);
MAC, p. 7.

598

[Subway Portrait], 1938—41

Image: 12 x 10.5 cm (3 % x 4 ¥ in.);
original mount: 28.7 x 21.3 cm

(11 %16 x 8 %16 in.)

84.XM.956.768

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;
(recto, mat) at . left, in pencil, Crane
no. L70.26(Evans).

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 22 (variant);
MAC, p. 7 (variant).
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599

[Subway Portrait], 1938—41

10 x 7.7 ¢m {3 %16 x 3 in.) [on original
mount trimmed to image]
84.XM.956.747

MARKS & INSCRIPTIONS: (Verso, mount) at
L. center, Evans stamp A; at u. center,
in ink, by Evans, B #18; (recto, mat) at
L. right, in pencil, 207, 208; at l. left, in
pencil, Crane nos. L70.57-58(Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 22 (variant);
MAC, p. 7 (variant).

600

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 16 x 16 cm (6 %16 x 6 %16 In.);
original mount: 30.8 x 25.4 cm

(12 % x 10 in.)

84.XM.956.566

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in ink,
by Evans, Walker Evans; at 1. right,
Evans stamp [; at 1. left, in pencil,
195/13; at L. right below print, in
pencil, 183/10; at 1. edge, in pencil,
175-13-182; (verso, mount) at center,
Evans stamp [; at 1. center, in pencil, 5

[circled]/SAME SIZE/1" HEAD; at 1. left,
in pencil, Crane no. L71.5(Evans).
REFERENCES: MAC, p. 9; WEAW, p. 154
(variant, u. left image).

601

[Subway Portrait], 1938—41

Image: 10.3 x 12.4 cm (4 %16 x 4 73 in.);
mount: 27.1 x 21.1 cm

(10 W16 x 8 %16 in.)

84.XM.956.755

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at
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center, in pencil, JIS [illegible}; (recto,
mat) at L. left, in pencil, Crane

no. L70.91(Fvans).

REFERENCES: MAC, p. 9 (variant); WEAW,
p. 154 (variant, u. left image}).

602

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 15.6 x 20.9 cm (6 Y6 x 8 ¥4 in.);
original mount: 32 x 25.5 cm

(12% x 10 Vie in.)

84.XM.956.567

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at center, in pencil, 180/11 [under-
lined]/179; (verso, mount) at center,
Evans stamp [; at center, in pencil, 6
[circled)¥ OFF/1%4" HEAD; at 1. left, in
pencil, Crane no. L71.6(Evans).
REFERENCES: MAC, p. 11 (variant).

603

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 18.3 x 14.8 cm

(7 %6 x 5 %6 in.); original mount:
32.5x 25.4 cm (12 '%6 x 10 in.)
84.XM.956.568

MARKS & INSCRIPTIONS: {Recto, mount)
signed below print, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at L. center, in ink, 80%; at 1. right,
in pencil, 166/12 [underlined}/154
[all erased]; (verso, mount) at center,
Evans stamp I; at center, in pencil, 7
[circled)/10% OFF/34" HEAD; at 1. left,
in pencil, Crane no. L71.7(Evans).
REFERENCES: MAC, p. 13 (variant).

604

[Subway Portrait], 1938—41

Image: 10.9 x 15.6 cm (4 ¥4 x 6 %16 in.);
original mount: 11.6 x 16.1 cm

(4 %6 x 6% in.)

84.XM.956.715

MARKS & INSCRIPTIONS: (Verso, mount) at
right edge, Evans stamp A; at 1. left, in
pencil, Crane no. L70.17(Evans).
REFERENCES: MAC, p. 13 (variant);
WEAW, pp. 152 and 156 (variants).
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610

605

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 19 x 25.5 cm (7 Y2 x 10 Y15 in.);
sheet: 35.3 x 28 cm (13 W16 x 11 Yio in.)
[mounted to second sheet]
84.XM.956.569

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at . right, Evans stamp
I; at L. right, in pencil, 191/10 [under-
lined]/181; (verso, mount) at center,
Evans stamp ; at |. center, in pencil, 8
[eircled]/6” WIDE/2” HEAD; at L. left, in
pencil, Crane no. L71.8(Evans).
REFERENCES: MAC, p. 15.

611

606

[Subway Portrait], 1938—41

Image: 11.1 x 17 cm (4 %6 x 6 V1o In.);
original mount: 28.8 x 21.4 ¢m

(11 %16 x 8 V16 In.)

84.XM.956.750

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below sheet, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;
(recto, mat) at 1. left, in pencil, Crane
no. L70.88(Evans).

REFERENCES: MAC, p. 15 {variant).

6ibH

I

CITY HALL

PBGHAM BAY PARK |y,
]

612

607

[Subway Portrait], January 17, 1941;
printed ca. 1955~65

Image: 17 x 15.3 c¢m (6 % x 6 in.); origi-
nal mount: 30.7 x 25.5 em

(12 Y4 x 10 Y in.)

84.XM.956.570

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right below print, in ink,
by Evans, Walker Evans; at . right,
Evans stamp [; at L. right, in pencil,
196/13 [underlined]/183; (verso,
mount) at center, in peneil, 9 [circled)/
10% OFF/1" HEAD; at 1. left, in pencil,
Crane no. L71.9(Evans).

|

REFERENCES: MAC, p. 17; WEAW, p. 157
(variant, center right image).

608

[Subway Portrait], 1941

Image: 13.4x 9.6 cm (5 Y4 x 3% in.);
original mount: 28.6 x 21.6 cm

(1% x 8% in.)

84.XM.956.770

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right below print, by
Evans, Walker Evans; (verso, mount) at
center, in ink, by Evans, 1-17 #24; at
center, Evans stamp I; (recto, mat) at
1. left, in pencil, Crane no. L70.96
(Evans).
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608

CITY HALL

PBLHAM BAY PARK &

613

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 24 (variant);
MAC, p. 17 (variant); WEAW, p. 157 (cen-
ter right image).

609

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 16.7 x 15 em (6 %16 x 5 %6 in.);
original mount: 31.2 x 25.4 cm

(12 %16 x 10 Vie in.)

84.XM.956.571

o

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in ink,
by Evans, Walker Evans; at 1. right,
Evans stamp [; at L. right, in pencil,
178/12 [underlined]/166; (verso,
mount) at center, Evans stamp I; at
1. center, in pencil, 10 [cireled)/10%
OFF/1" HEAD; at 1. left, in pencil,
Crane no. L71.10(Evans).
REFERENCES: MAC, p. 19; WEAW,

pp. 152, 156 (variants).

609

610

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 16.9 x 17.8 cm (6 Y16 x 7 in.);
original mount: 31.5 x 25.4 cm
(12%x 10 in.)

84.XM.956.572

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in ink, by
Evans, Walker Evans; at 1. right, Evans
stamp I; at 1. right, in pencil, 179/11
[underlined}/168; (verso, mount) at

L. right, Evans stamp I; at . center, in

pencil, 11 [circled)/20% OFF/1 V4"
HEAD; at 1. left, in pencil, Crane

no. 71.11(Evans).

REFERENCES: MAC, p. 21; WEAW, p. 152
and 156 (variants).

611

[Subway Portrait}, 1938—41

Image: 12.7 x 11 em (5 x 4 V52 in.);
original mount: 28.7 x 21.2 cm

(11 %16 x 8% in.)

84.XM.956.703

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at L. left, in pencil,
Crane no. L70.33(Evans).

REFERENCES: MAC, p. 21 (variant);
WEAW, pp. 152, 156 (variants).

612

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.4 x 25.6 cm

(6 %6 x 10 Y16 in.); sheet: 35.3 x 28 cm
(13 %6 x 11 Y16 in.) [mounted on sec-
ond sheet]

84.XM.956.573

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at L right, in pencil, 7193/13 [under-
lined]/180; (verso, mount) at l. right,
Evans stamp H; at L. center,

in pencil, 12 (circled}/40% OFF/2"
HEAD; at 1. left, in pencil, Crane

no. L71.12(Evans).

REFERENCES: MAC, p. 23.

613

[Subway Portrait], 1941

Image: 11.4 x 12.6 cm

(4 V2 x 4 %6 in.); original mount:
28.8x 21.4 cm (11 %6 x 8%s in.)
84.XM.956.769

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, in ink, by Evans,
1-21 #22; at center, Evans stamp [;
(recto, mat) at l. right, in pencil, 203;
at 1. left, in pencil, Crane no. L70.95
(Evans).

REFERENCES: MAC, p. 23 (variant).
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619

614

[Subway Portrait], 1938—41; printed
ca. 1955—-65

Image: 16.9x 15.3 cm (6% x 6 in.);
original mount: 31.2 x 25.3 cm
(12%6x 10 in.)

84.XM.956.574

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in ink, by
Evans, Walker Evans; at . right, Evans
stamp [; (verso, mount) at center,
Evans stamp [; at 1. center, in pencil,
13 [circled]/1/6 OFF/1 /4" HEAD; at

1. left, in pencil, Crane no. L71.12
(Evans).

615

620

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 125 (variant); MAC,
pl. 25; WEAW, p. 157 (variant).

615

[Subway Portrait}, 1938—-41

Image: 12.6 x 11.6 cm

(4 %s x 4 %6 in.); original mount:
27.3x20.7 ¢cm (10% x 8 Y& in.)
84.XM.956.756

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at

6lo

center, in pencil, [[/24[??]; (recto,
mat) at |. left, in pencil, Crane

no. L70.107(Evans).

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 125 (variant); MAC, p. 25
(variant); WEAW, p. 157.

616

[Subway Portrait], 1941; printed

ca. 1955-65

Image: 16.6 x 15.3 cm (6 Y2 x 6 Vis in.);
original mount: 31.2 x 25.6 cm

(12 %6 x 10 in.)

84.XM.956.575

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in ink,
by Evans, Walker Evans; at |. right,
Evans stamp I; at 1. left, in pencil,
37 Y2 9; (verso, mount) at center,
Evans stamp [; at |. center, in pencil,
14 [circled)/"/s OFF/1 44" HEAD; at

1. left, in pencil, Crane no. L71.14
(Evans).

REFERENCES: MAC, p. 27.
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618

617

[Subway Portrait], 1941

Image: 12.9 x 19.7 cm (5 Y16 x 7% in.);
original mount: 34 x 25.5 cm

(13 % x 10 V46 in.)

84.XM.956.761

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at
center, in ink, by Evans, 1-25 [space]
#28-39; (recto, mat) on a piece of
paper taped to mount, in pencil, 1939-
40/N.Y. Subways; at 1. right, in pencil,
186; at 1. left, in pencil, Crane

no. L70.109(Evans).

622

618

[Subway Portrait], 1941

Image: 17 x 17.5 cm (6 Y16 x 6 75 in.);
original mount: 31.5 x 23 cm

(12 %16 x 9 Vie in.)

84.XM.956.684

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, in ink, by
Evans, 1-25 #28-29; at 1. left, in
pencil, Crane no. L70/29{Evans).

623

619

[Subway Portrait], 1938-41; printed
ca. 1955-65

Image: 16.8 x 19.3 cm (6% x 7 % in.);
original mount: 31 x 25.5 ¢cm

(12 %4 x 10 Y in.)

84.XM.956.576

MARKS & INSCRIPTIONS: {Recto, mount)
signed at L. right, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at . center, in pencil, 178-11-167
[erased]; at 1. right, in pencil, 72%;
(verso, mount) at center, Evans stamp
I; at 1. center, in pencil, 15 [circled]/
51 WIDE/2" HEAD and 28% OFF;

at |. left, in pencil, Crane no. L75.15
(Evans).

REFERENCES: MAC, p. 29; WEAW, p. 153
(variant, bottom right image).

620

[Subway Portrait], 1938—41

Image: 17.4 x 22.3 cm (6 % x 8 % in.);
original mount: 33 x 24.8 cm

(13 x 92%2 in.)

84.XM.956.685

MARKS & INSCRIPTIONS: (Verso, mount) at
center, Evans stamp [; at u. right, in

pencil, MoMA loan no. 66.1121; at
1. center, in pencil, 30; at 1. left, in
pencil, Crane no. L70.83(Evans).
REFERENCES: MAC, p. 29 (variant);
WEAW, p. 153.

exHiBiTiONS: Walker Evans’ Subway,
Museum of Modern Art, New York,
Oct. 5-Dec. 11, 1966.

621

[Subway Portrait], 1938—41; printed
ca. 1955—-65

Image: 16.3x 17.2 cm

(6 Y2 x 6 1%¢ in.); original mount:
31x25.3cm (12% x 10 in.)
84.XM.956.577

MARKS & INSCRIPTIONS: {Recto, mount)
signed at 1. right, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
1; at L. right, in pencil, 202/10 [under-
lined] 192; at right next to print, in
pencil, 81.5; (verso, mount) at center,
Evans stamp [; at L. center, in pencil,
16 [circled)/5 Y2 WIDE/1 V4" HEAD;

at |. left, in pencil, Crane no. L71.16
(Evans).

REFERENCES: MAC, p. 31.

622

[Subway Portrait], 1938—41

Image: 15.8 x 14 em (6 Yax 52 in.);
original mount: 17.7 x 14.4 cm

(6 1%16 x 5116 in.)

84.XM.956.763

MARKS & INSCRIPTIONS: (Verso, mount) at
L. center, Evans stamp A; at u. center,
in pencil, 2/2 [with 3 written over] 8;
(recto, mat) at 1. left, in pencil, Crane
no. L70.51(Evans).

REFERENCES: MAC, p. 31 (variant).

623

[Subway Portrait], 1938—41

10 x 6.5 cm (3 '%16 x 2 %6 in.)
84.XM.956.721

MARKS & INSCRIPTIONS: (Verso) at . left,
in pencil, Crane no. L70.14(Evans).
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CITY HALL

628

624

[Subway Portrait], 1941; printed

ca. 1955—-65

Image: 15.7x 17 cm (6 Y4 x 6 % in.);
original mount: 31 x 25.5 cm

(12 Y4 x 10 Y16 in.)

84.XM.956.578

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at I. margin, in pencil, 193/12
[underlined]/181; (verso, mount) at
center, Evans stamp [; at |. center, in
pencil, 17 [circled)/5 V2 WIDEI1 /"
HEAD; at |. left, in pencil, Crane

630

no. L71.17(Evans).
REFERENCES: MAC, p. 33.

625

[Subway Portrait], 1941

Image: 12 x 17.6 cm (4% x 6 %6 in.);
original mount: 28.8 x 21.3 cm

(11 %5 x 8 %16 in.)

84.XM.956.776

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;

at u. left, in pencil, MoMA loan

no. 66.1135; at center, Crane stamp;

CITY HALL

631

(recto, mat) at 1. left, in pencil, Crane
no. L70.93(Evans).
REFERENCES: MAC, p. 33 (variant).

626

[Subway Portrait], 1941

Image: 18.6 x 15.6 ¢cm

(7 W52 x 6 %52 in.); original mount:
28.5x 24.6 cm (11 %16 x 9 *Yi6 in.)
84.XM.956.707

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at 1. center, in ink, by
Evans, 1-26 #24a; at 1. left, in pencil,
Crane no. L70.30(Evans).

627

[Subway Portrait], 1941

Image: 12.8 x 12 em (5 Y42 x 4 %%42 in.);
original mount: 38.9 x 21.5 cm

(11% x 81%2 in.)

84.XM.956.671

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at
1. left, in pencil, Crane no. L70.37
(Evans).



626

628

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 16.3 x 12 ¢cm (6 Y2 x 4 % in.);
original mount: 32 x 25.5 cm

(12% x 10 in.)

84.XM.956.579

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in ink, by
Evans, Walker Evans; at |. right, Evans
stamp I; at L. right, in pencil, 193/12
[underlined]/181; (verso, mount) at
center, Evans stamp [; at |. center, in
pencil, 18 [circled]/SAME SIZE/1"

HEAD; at 1. left, in pencil, Crane
no. L71.18(Evans).
REFERENCES: MAC, p. 35.

629

[Subway Portrait), 1938—41

Image: 14.8x 9.7 cm

(5 6 x 3 %6 in.); original mount:
15.9x10.5cm (6 Yax 4 Y6 in.)
84.XM.956.711

MARKS & INSCRIPTIONS: (Verso, mount) at
1. right, Evans stamp A [sideways];

at center, in pencil, 2/38 (over 28)

and Crane no. L70.121{Evans).
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REFERENCES: MAC, p. 35 (variant).
NOTE: Not illustrated; variant of
no. 628.

630

[Subway Portrait], 1938—-41

18.1 x 24.3 cm (7 Y8 x 9 %6 in.)
84.XM.956.651

MARKS & INSCRIPTIONS: {Verso) at right
of center, Evans stamp A; at L. left, in
pencil, Crane no. L70.123(Evans).
REFERENCES: MAC, p. 35 (variant).
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631

[Subway Portrait], 1938—41

Image: 12.7 x 12.6 c¢m (5 x 5 in.); sheet:
15.6x 12.7 cm (6 Y8 x 5 in.)
84.XM.956.746

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at l. center, in
pencil, W5/4 1/2 s [inverted]; (recto,
mat) at |. left, in pencil, Crane

no. L70.53(Evans).

REFERENCES: MAC, p. 35 (variant).

632

[Subway Portrait], 1938—41; printed
ca. 1955-65

Image: 16 x 18 cm (6 %5 x 7 Y& in.); orig-
inal mount: 31.8 x 25.5 cm

(12%2x 10 %16 in.)

84.XM.956.580

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in ink, by
Evans, Walker Evans; at 1. right, Evans
stamp I; at 1. right, in pencil, 186/12
[underlined]/174; (verso, mount) at
center, Evans stamp H; at 1. center, in
pencil, 19 [circled]/"/s OFF/1 %" HEAD:;
at L. left, in pencil, Crane no. L71.19
(Evans).

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 21 (variant);
MAC, p. 37; WEAW, p. 159 (variant,
bottom image).

633

[Subway Portrait], 1938-41

Image: 12.1 x 14.1 em (4 % x 5% in.);
original mount: 33.2 x 24.3 cm

(13% x 10 in.)

84.XM.956.759

MARKS & INSCRIPTIONS: {(Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
center, in pencil, I [underlined twice]/
36; at L. left, in pencil, S; (recto, mat)
at . right, in pencil, 189; at 1. left, in
pencil, Crane no. L70.111(Evans).
REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 124 (variant); MAC, p. 37
(variant); WEAW, p. 159 (variant, bot-
tom image).

NoTE: Not illustrated; variant of

no. 632.

634

[Subway Portrait], 1938—41

Image: 11.4 x 12.5¢cm (4 %2 x 4 %6 in.);
original mount: 34.2 x 25.3 cm

(13 Y2 x 93V52 in.)

84.XM.956.702

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at 1. right, in pencil,
N.Y. Subway/1939—40; at 1. left, in pen-
cil, S; at center, Crane stamp; at L. left,
in pencil, Crane no. L70.19(Evans).
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3/ ™ ST.BROA

640

635

[Subway Portrait], 1941; printed

ca. 1955-65

Image: 16.7 x 16.3 cm (6 %5 x 6 V16 in.);
original mount: 31.7 x 25.5 cm

(12 V6 x 10 Vs in.)

84.XM.956.581

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in ink, by
Evans, Walker Evans; at 1. right, Evans
stamp [; at |. right, in pencil, 181/11
[underlined]/170; (verso, mount) at
center, Evans stamp [; at |. center, in
pencil, 20 [circled] 5 " WIDE/1 V4"

636

HEAD and 15% * OFF; at . left, in pen-
cil, Crene no. L71.20(Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 21 (variant);
MAC, p. 39.

636

[Subway Portrait], 1941

Image: 17.6 x 16 cm (6 %16 x 6 V4 in.);
original mount: 33 x 24.8 cm

(13 x 9% in.) [laid into 1966 MOMA win-
dow mat]

84.XM.956.778

637

641

MARKS & INSCRIPTIONS: (Recto, mount)
at right, in pencil, 4; (verso, mount) at
center right, Evans stamp I; at L. cen-
ter, in pencil, 36; at u. right, in pencil,
MoMA loan no. 66.1128; at 1. left,
Crane no. L70.81(Evans).

ReFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 21 {(variant);
MAC, p. 39 (variant).

exHIBITIONS: Walker Evans’ Subway,
Museum of Modern Art, New York,
Oct. 5-Dec. 11, 1966.

642

637

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 20.1 x 25.5 ¢m (8 x 10 V16 In.);
sheet: 35.2x 28 cm (13 7% x 11 Ve in.)
[mounted to second sheet]
84.XM.956.582

MARKS & INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at l. center, Evans
stamp I; at |. right, in pencil, 194/13
[underlined]/181; (verso, mount) at
center, Evans stamp I; at L. center, in
pencil, 21 [circled] 40% OFF/1 V%"



638

643

HEAD:; at 1. left, in pencil, Crane

no. L71.21(Evans).

REFERENCES: MAC, p. 41; LUNN, p. 11
(variant); WEAW, p. 157 (variant, bot-
tom left image).

638

[Subway Portrait], 1938—41

Image: 11 x 14.5 cm (4 %16 x 5 Wis in.);
original mount: 28.7 x 21.4 ¢m

(11 %16 x 8 /16 in.)

84.XM.956.774

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at

639

641

center, Crane stamp; (recto, mat) at
1. right, in pencil, 204; at L. left, in
pencil, Crane no. L70.106(Evans).
REFERENCES: MAC, p. 41 (variant);
WEAW, p. 157 (bottom left image).

639

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.6 cm

(6 %16 x 10 Y5 in.); sheet: 35.3 x 28 cm
(14 x 11 Y16 in.) [mounted to second
sheet]

84.XM.956.583
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MARKS & INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at l. center, in pencil,
179/12 [underlined]/167; (verso,
mount) at center, Evans stamp I; at

l. center, in pencil, 22 [circled])/40%
OFF/1 2" HEAD; at \. left, in pencil,
Crane no. L71.22(Evans).

REFERENCES: MAC, p. 43; WEAW, p. 158
(variant, center left image).

640

[Subway Portrait], February 15, 1938;
printed ca. 1965

Image: 19 x 25.5 em (7 %2 x 10 Yis in.);

sheet: 35.3 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.584

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at |. right, in pencil, 171/12 [under-
lined] 159; (verso, mount) at center,
Evans stamp I; at l. center, in pencil,
23 [circled])/40% OFF/2" HEAD; at

1. left, in pencil, Crane no. 1L71.23
(Evans).

REFERENCES: MAC, p. 45 (variant).

641

[Subway Portrait], 1938

6.9x5cm (2% x 1'% in.)
84.XM.956.723

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.4 (Evans).

REFERENCES: MAC, p. 45 (variant).

642

[Subway Portrait], 1938

99x6.4cm (3%x2%in.)
84.XM.956.744

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; (recto, mat) at 1. right,
in pencil, 209, 210, 211; at L. left, in
pencil, Crane nos. L70.54-56(Evans).
REFERENCES: MAC, p. 45 (variant).

643

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5x 25.5 cm

{6 %16 x 10 Y16 in.); sheet:

35.5x 27.9 cm (14 x 11 in.) [mounted
to second sheet]

84.XM.956.585

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at l. center, in pencil, 192/12 {under-
lined]/180; (verso, mount) at center,
Evans stamp [; at 1. center, in pencil,
24 [circled] 40% OFF/2" HEAD; at

1. left, in pencil, Crane no. L71.24
(Evans).

REFERENCES: MAC, p. 47.

644

[Subway Portrait], 1941

Image: 12.2 x 12.2 cm

(4 %6 x 4 %6 in.); original mount:
28.8x 21.3 em (11 % x 8% in.)
84.XM.956.760

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
center, in ink, by Evans, 1-17 #22;
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649

at center, Crane stamp; (recto, mat) at
1. center, on torn white paper taped to
mat, in pencil, 1939-40/N.Y. Subway; at
1. right, in pencil, 192; at 1. left, in pen-
cil, Crane no. L70.112(Evans).
REFERENCES: MAC, p. 47 (variant).

645

[Subway Portrait], 1938; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 16 in.); sheet: 35.3 x 28 cm
(13 '%6 x 11 in.) [mounted to second
sheet]

84.XM.956.586

MARKS & INSCRIPTIONS: (Recto) signed
at right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at L. center, in pencil, 184/12 [under-
lined]/172; (verso, mount) at center,
Evans stamp I; at l. center,

in pencil, 25 [circled])/40% OFF/2"
HEAD; at 1. left, in pencil, Crane

no. L71.25(Evans).

REFERENCES: MAC, p. 49; WEAW, p. 156
(variant).

646

646

[Subway Portrait], 1938-41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 "6 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 Y46 in.) [mounted to second
sheet]

84.XM.956.587

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at I. right, in pencil, 180/12 [under-
lined]/168; (verso, mount) at center,
Evans stamp [; at L. center,

in pencil, 26 [circled] 40% OFF/2"

HEAD; at L. left, in pencil, Crane
no. L71.26(Evans).
REFERENCES: MAC, p. 51.

647

[Subway Portrait], 1938—41

7x5cm (2% x 1'% in.)
84.XM.956.734

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at . left, in pencil,
Crane no. L70.99(Evans).

REFERENCES: MAC, p. 51 (variant).
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651

648

648

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 ¢cm (6 %16 x 10 in.};
sheet: 35.3 x 28 cm (13 %16 x 11 in.)
[mounted to second sheet]
84.XM.956.588

MARKS & INSCRIPTIONS: {Recto) signed at
L. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at L. center, in pencil, 164/12 [under-
lined}/152; (verso, mount) at center,
Evans stamp I; at L. center, in pencil,
27 [circled] 40% OFF/2" HEAD; at

L. left, in pencil, Crane no. L71.27
(Evans).
REFERENCES: MAC, p. 53.

649

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 ¥ in.); sheet: 35.4 x 28 cm
(14 x 11/16 in.) [mounted to second
sheet]

GUARE
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84.XM.956.589
MARKS & INSCRIPTIONS: (Recto) signed at
1. right, in ink, by Evans, Walker Evans;

at L. right, Evans stamp I; (verso,
mount) at center, Evans stamp [; at
1. center, in pencil, 36 [circled]/40%
OFF/2" HEAD; at L. left, in pencil,
Crane no. L71.36(Evans).
REFERENCES: MAC, p. 55 (variant).

650

[Subway Portrait], 1938—41

Image: 11.2 x 14.6 cm (4% x 5% in.);
original mount: 16.8 x 24.7 cm

(6% x 9% in.)

84.XM.956.663

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; in left margin, Evans
stamp I; (verso, mount) at left,

Evans stamp I; at 1. left, in pencil,
Crane no. L70.61(Evans).
REFERENCES: MAC, p. 55 (variant).

651

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 ¢cm

(6 %16 x 10 Y16 in.); sheet: 35.3 x 28 cm
(13 %6 x 11 in.) [mounted to second
sheet]

84.XM.956.590

MARKS & INSCRIPTIONS: (Recto) signed at
L. right, in ink, by Evans, Walker Evans;
at 1. right, Evans stamp I; at 1. right, in
pencil, 191/11 [underlined]/180;
(verso, mount) at center, Evans stamp
I; at L. center, in pencil, 29 [circled]/
40% OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.29(Evans).

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 121 (variant); MAC, p. 57
(variant); WEAW, p. 157 (variant,

u. left image).

652

[Subway Portrait], 1938—41

Image: 13 x 16.8 cm (5 % x 6 ¥ in.);
original mount: 22.9 x 25.2 cm

(9 x9 %6 in.)

84.XM.956.680

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
I. left, in pencil, Crane no. L70.39
(Evans).

653

[Subway Portrait], 1938-41

12.2x 15.6 cm (4% x 6 Y5 in.)
84.XM.956.716

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp A twice; at |. left, in
pencil, Crane no. L70.15(Evans).
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654

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 1%6 x 10 %16 in.); sheet: 35.3 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.591

MARKS & INSCRIPTIONS: {(Recto) signed at
L. right, in ink, by Evans, Walker Evans;
at 1. right, Evans stamp [; (verso,
mount) at center, Evans stamp ; at

L. center, in pencil, 30 [circled)/40%
OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.30(Evans).

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 123 (variant, top image);
MAC, p. 59; WEAW, p. 158 (variant,

L. right image).

655

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 ¢cm

(6 1%16 x 10 Y16 in.); sheet: 35.3 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.592

G

661

MARKS & INSCRIPTIONS: (Recto) signed at
L. right, in ink, by Evans, Walker Evans;
at 1. right, Evans stamp [; (verso,
mount), at center, Evans stamp [; at

L. center, in pencil, 31 [circled}/40%
OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.31(Evans).

REFERENCES: MAC, p. 61.

656

[Subway Portrait], 1938—41
Image: 12x 12 cm (4% x 4% in.);
original mount: 28.6 x 21.4 cm

(11 Y4 x 8 %16 in.)

84.XM.956.758

MARKS & INSCRIPTIONS: {Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
center, in ink, by Evans, 5-40 #17;
(recto, mat) at 1. right, in pencil, 187;
at 1. left, in pencil, Crane no. L70.110
(Evans).

REFERENCES: MAC, p. 61 {variant).
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662

657

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.3 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.593

MARKS & INSCRIPTIONS: (Recto) signed
below print, in ink, by Evans,

Walker Evans; at . right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 32
[circled]/40% OFF12" HEAD; at 1. left,
in pencil, Crane no. L71.32(Evans).
REFERENCES: MAC, p. 63; WEAW, p. 153
(variant, . left image).

658

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y3 in.); sheet: 35.3 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.594

MARKS & INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 34 [cir-
cled)/40% OFF2" HEAD; at . left, in
pencil, Crane no. L71.33(Evans).
REFERENCES: MAC, p. 65.

659

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 em (6 % x 10 Y5 in.);
sheet: 35.3 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.595

MARKS & INSCRIPTIONS: {Recto) signed at
1. right, in ink, by Evans, Walker Evans;
at L. right, Evans stamp [; {verso,
mount) at center, Evans stamp H; at

L. center, in pencil, 34 [circled]/40%
OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.34(Evans).

REFERENCES: MAC, p. 67 (variant).

660

[Subway Portrait), 1941

Image: 13 x 13.8 cm (5 %2 x 5 76 in.);
original mount: 25.6 x 21.4 cm

(10 %16 x 8 V16 in.) {laid into 1966 MoMA
mat)

84.XM.956.686

MARKS & INSCRIPTIONS: {Verso, mount) at
center, in ink, by Evans, 1-13 #20;

at 1. center, in pencil, 7; at 1. right, in
pencil, MoMA loan no. 66.1116; at

L. left, in pencil, Crane no. L70.84
(Evans); (recto, MoMA mat) at 1. right,
in pencil, by Evans, Walker Evans;
(verso, mat) at 1. left, in pencil,
[MOMA?].

REFERENCES: MAC, p. 67 (variant).
ExHIBITIONS: Walker Evans’ Subway,
Museum of Modern Art, New York,
Oct. 5-Dec. 11, 1966.

661

[Subway Portrait], 1938~-41; printed
ca. 1965

Image: 17.2 x 25.5 cm

(6 %16 x 10 Y& in.); sheet:

35.3x 27.9 em (13 ¥is x 11 in.)
[mounted to second sheet]
84.XM.956.596

MARKS & INSCRIPTIONS: {Recto) signed at
L. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at I. center, in pencil, 35
[circled]/40% OFF2" HEAD; at 1. left,
in pencil, Crane no. L71.35(Evans).
REFERENCES: MAC, p. 69 (variant);
WEAW, pp. 152 and 156 (variants).

662

[Subway Portrait], 1938—41

12.7 x 20.1 ¢m (5 x 7 %6 in.)
84.XM.956.741

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; (recto, mat)
at 1. left, in pencil, Crane no. L70.52
(Evans).
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L]

663

[Subway Portrait), 1941; printed

ca. 1965

Image: 17.5x 25.5 cm

(6 1%6 x 10 Y16 in.); sheet: 35.4 x 28 em
(14 x 11 in.) [mounted to second sheet]
84.XM.956.597

MARKS & INSCRIPTIONS: (Recto) signed at
L. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; at 1. center, in pencil, 160/12 [under-
lined])/148; (verso, mount) at center,
Evans stamp [; at 1. center,

in pencil, 28 [circled] 40% OFF/2"

667

HEAD; at 1. left, in pencil, Crane
no. L71.28(Evans).
REFERENCES: MAC, p. 71.

664

[Subway Portrait], 1941

Image: 11.1 x 9.9 cm (4% x 3 %42 in.);
original mount: 28.8 x 21.5 cm

(11 V52 x 8 %42 in.)

84.XM.956.708

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount} at center,
Evans stamp [; at center, in ink, by
Evans, 1-9 #33; at L. left, in pencil,
Crane no. L70.42(Evans).

665

668

665

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y46 in.); sheet: 35.3 x 28 em
(14 x 11 in.) [mounted to second sheet)
84.XM.956.598

MARKS & INSCRIPTIONS: {(Recto) signed at
L. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 37 {cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.37(Evans).
REFERENCES: MAC, p. 73 (variant);
WEAW, p. 159 (variant, u. left image).

666

[Subway Portrait], 1941

Image: 17 x 15.7 ¢cm (6 V16 x 6 Y16 In.);
original mount: 33 x 24.8 cm

(13 x 9% in.)

84.XM.956.682

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [ at u. right, in pencil,
#72; at |. left, in pencil, Crane

no. L70.25(Evans).

REFERENCES: MAC, p. 73 (variant);
WEAW, p. 159.
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670

667

[Subway Portrait], 1941

Image: 12.9 x 12.4 em (5 Y16 x 4 73 in.);
original mount: 34.1 x 25.3 cm

(13 % x 10 in.)

84.XM.956.767

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, in ink, by Evans,
1-21 #28; at center, Evans stamp [;
at 1. left, in pencil, S; (recto, mat) at
1. left, in pencil, Crane no. L70.24
(Evans).

668

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 s in.); sheet:

35.5x28.1 cm (14 x 11 Y5 in.)
[mounted to second sheet]
84.XM.956.599

MARKS % INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; (verso, mount) at center, Evans
stamp [; at |. center, in pencil, 38
[eircled}/40% OFF/2" HEAD:; at 1. left,
in pencil, Crane no. L71.38(Evans).
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REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 18 (variant);
MAC, p. 75 (variant); WEAW, p. 157
(variant).

669

[Subway Portrait], 1941

Image: 13.1 x 17.9 cm

(5 %52 x 7 Y16 in.); original mount:
34.2x 25.3 em (13 V16 x 9 %16 in.)
84.XM.956.687

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,

207

Walker Evans; (verso, mount) at center,
Evans stamp I; at center, Crane stamp;
at L. left, in pencil, S; at l. left, in pen-
cil, Crane no. L70.116(Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 18 (variant);
MAC, p. 75 (variant); WEAW, p. 157
(variant, u. right image).

670

[Subway Portrait), 1941

14.5 x 20.2 cm (5 242 x 7 *V42 in.); origi-
nal mount: 31.4 x 25.5 cm

(12 % x 10 Yie in.)

84.XM.956.675

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
center, in ink, by Evans, 1-22 #10; at
center left, in pencil, #74; at 1. left,
in pencil, Crane no. L70.46 (Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 18 (variant);
MAC, p. 75 (variant); WEAW, p. 157
(variant, u. right image).

671

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 Y16 in.); sheet: 35.3 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.600

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at 1. right, Evans
stamp I; at L. right, Evans stamp I; at
1. center, in pencil, 40 [circled]/40%
OFF/2" HEAD; at l. left, in pencil,
Crane no. L71.39(Evans).

REFERENCES: MAC, p. 77,

672

[Subway Portrait], 1941

6.9x4.9 cm (2% x 1 Wi in.) {on origi-
nal mount trimmed to image]
84.XM.956.724

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L70.5(Evans).

REFERENCES: MAC, p. 77 (variant).
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673

[Subway Portrait), 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6% x 10 ¥ in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.601

MARKS & INSCRIPTIONS: {Recto) signed
at right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I twice; (verso, mount) at center,
Evans stamp [; at . center, in pencil,
40 [circled] 40% OFF/2" HEAD; at

L. left, in pencil, Crane no. L71.40
(Evans).

REFERENCES: MAC, p. 79; WEAW, p. 158
(variant).

674

[Subway Portrait], 1938—41

Image: 16.5x 17.5 cm (6 /2 x 6 73 in.);
original mount: 28.7 x 21.4 cm

(11 %16 x 8 '¥42 in.)

84.XM.956.678

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at 1. center, in pencil,
“Subway Series”; at 1. left, in pencil,
Crane no. L70.80(Evans).

REFERENCES: MAC, p. 79 (variant);
WEAW, p. 158 (variant).

[circled]/40% OFFI2" HEAD; at 1. left,
in pencil, Crane no. L71.41(Evans).
REFERENCES: MAC, p. 81 (variant);
675 WEAW, pp. 152 and 156 (variants).
[Subway Portrait], 1938—41; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 ¥ in.); sheet: 35.4 x 28 cm

(14 x 11 in.) [mounted to second sheet]

84.XM.956.602

MARKS & INSCRIPTIONS: (Recto) signed at

right below image, in ink, by Evans,

Walker Evans; at 1. right, Evans stamp

I; (verso, mount) at center, Evans

stamp I; at 1. center, in pencil, 41
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676

[Subway Portrait), 1938—41; printed
ca. 1965

Image: 17.1 x 25.5 cm

(6 ¥is x 10 Yie in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.603

MARKS & INSCRIPTIONS: (Recto) signed
at right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 42 [cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.42(Evans).
REFERENCES: MAC, p. 83 (variant).

677

[Subway Portrait], 1938—41

Image: 12.3 x 17.6 cm

(4 W16 x 6 %16 in.); original mount:
28.8 x 21.4 cm (11 %16 x 8 %16 1n.)
84.XM.956.771

MARKS & INSCRIPTIONS: (recto, mount)
signed at . right below print, by
Evans, Walker Evans; (verso, mount) at
center, Evans stamp [; at u. right, in
pencil, MoMA loan no. 66.1136 (recto,
mat) at L. left, in pencil, Crane

no. L70.97(Evans).

REFERENCES: MAC, p. 83 (variant).

679

678

{Subway Portrait}, 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y5 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.604

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 43 [cir-
cled)/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.43(Evans).
REFERENCES: MAC, p. 85.

679

[Subway Portrait], 1941

15.3x 18.9 cm (6 Y32 x 7 Y16 in.) [on
original mount trimmed to image]
84.XM.956.659

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp A; at center, wet
stamp, in black ink, JAN 13 1941; at
center, in ink, by Evans, 1-13 #12-13;
at 1. left, in pencil, Crane no. L70.71
(Evans).

REFERENCES: MAC, p. 85 (variant).
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680

[Subway Portrait], 1941

Image: 13.8 x 20.3 cm (5 %16 x 8 in.);
sheet: 16.5x 20.3 cm (6 /2 x 8 in.)
84.XM.956.660

MARKS & INSCRIPTIONS: (Recto) at u. mar-
gin, in pencil, by Evans, 11 %
[illegible] 7s full open [inverted];
(verso) at u. right, Evans stamp A; at
L. left, in pencil, Crane no. L70.69
(Evans).

681

[Subway Portrait], 1941

6.9x 4.9 cm (2% x 1 %6 in.) [on origi-
nal mount trimmed to image]
84.XM.956.736

MARKS & INSCRIPTIONS: (Verso, mount)
signed at 1. left, in ink, by Evans,
Walker Evans [first letter cut off]; at

u. right, Evans stamp A; at L. left,

in pencil, Crane no. L70.9{(Evans).

682

[Subway Portrait}, 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 Yie 1n.); sheet:

17.5x 25.5 cm (14 x 11 in.) [mounted
to second sheet]

84.XM.956.605

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 44 [cir-
cled}/40% OFF!2" HEAD; at L. left, in
pencil, Crane no. L71.44(FEvans).
REFERENCES: MAC, p. 87.

683

[Subway Portrait], 1941

12.4x 14.9 cm (4 % x 5 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.718

MARKS & INSCRIPTIONS: (Verso, mount) at
center, Evans stamp A; at center, wet
stamp, JAN 26 1941; at center, in ink,
by Evans, 1-26 #17; at 1. left, in pen-
cil, Crane no. L70.120(Evans).

684

[Subway Portrait], 1941
18.2x20.9 cm (7 Y6 x 8 Y4 in.)
84.XM.956.780



689

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, Evans stamp B; at . left, in pencil,
Crane no. L70.77.

685

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.2 x 25.5 cm

(6 16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.606

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at \. right, Evans stamp
I; (verso, mount) at center, Evans

686

690

stamp [; at |. center, in pencil, 45
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.45(Evans).
REFERENCES: MAC, p. 89.

686

[Subway Portait], 1941

Image: 16.9 x 20.2 cm {6 %5 x 7 %16 in.);
original mount: 33.6 x 22.8 cm

(13 ¥a x 9 in.) [laid into 1966 MoMA
mat)

84.XM.956.777

MARKS & INSCRIPTIONS: (Verso) at center,
in ink, by Evans, 1-26 #13; at center,
Evans stamp I; at I. center, in pencil,
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25; at u. left, in pencil, MoMA loan
no. 66.1126; at 1. left, in pencil, Crane
no. L70.82(Evans).

REFERENCES: MAC, p. 89 (variant).
ExHIBITIONS: Walker Evans’ Subway,
Museum of Modern Art, New York,
Oct. 5-Dec. 11, 1966.

687

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.3 x 25.5 cm

(6 %16 x 10 V16 in.); sheet:
17.3x25.5 cm (14 x 11 in.)
84.XM.956.607

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 46
[circled]/40% TOPI2" HEAD; at 1. left,
in pencil, Crane no. L71.46(Evans).
REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 20 (variant);
MAC, p. 91; WEAW, p. 157 (variant, cen-
ter left image).

688

[Subway Portrait), 1938-41

Image: 12 x 12.7 cm (4% x 5 in.);
mount: 28.9 x 21.5 cm (11 % x 8 Y2 in.)
84.XM.956.752

MARKS & INscRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I;
(recto, mat) at 1. left, in pencil, Crane
no. L70.90(Evans).

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 20 (variant);
MAC, p. 91 (variant); WEAW, p. 157 (cen-
ter left image).

689

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5¢cm

(6 %16 x 10 Y2 1n.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.608

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; atl. right, in pencil, 188/
14 [underlined]/174; (verso, mount) at
center, Evans stamp I; at 1. center, in
ink, #90/replace shot/on page facing 92;
at 1. left, in pencil, Crane no. L71.90
(Evans).

REFERENCES: MAC, p. 93.

690

[Subway Portrait}, 1941

6.9 x5 cm (2 ie x 1 46 in.)
84.XM.056.728

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; across left edge,
in pencil, Crane no. L70.7(Evans).
REFERENCES: MAC, p. 93 (variant).
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697

691

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.4 x 25.6 cm (6 75 x 10 Y5 in.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.609

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; {(verso, mount) at center, Evans
stamp [; at 1. center, in pencil, 48 [cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.48(Evans).
REFERENCES: MAC, p. 95 (variant).

692

692

[Subway Portrait], 1938—41

Image: 11.7 x 14.2 cm (4 % x 5% in.);
original mount: 28.7 x 21.3 cm

(11 %6 x 8 %8 in.)

84.XM.956.757

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;
(recto, mat) at 1. left, in pencil,
Crane no. L70.113(Evans).
REFERENCES: MAC, p. 95 (variant).

694

698

693

[Subway Portrait], 1938—41

Image: 14.4 x 18.6 cm

(5 Wio x 7% in.); sheet: 15.2 x 18.6 em
(6 x 7% 1n.)

84.XM.956.783

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp A twice; at . left, in pen-
cil, Crane no. L70.74.

REFERENCES: MAC, p. 95 (variant).
noTE: Not illustrated; variant of

no. 692,

694

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5x 25.5 cm (6 7 x 10 %4 in.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.610

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at . right, Evans stamp
I; at I. right, Evans stamp I; (verso,
sheet) at center, Evans stamp [; at

l. center, in pencil, 49 [circled]/40%
OFF/I2" HEAD; at 1. left, in pencil,
Crane no. L71.49(Evans).



695

699

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 17 (variant);
MAC, p. 97; WEAW, p. 153 (variant, cen-
ter right image).

695

[Subway Portrait], 1941

12x 179 cm (4% x 7 Yie in.)
84.XM.956.653

MARKS & INSCRIPTIONS: {Verso) at center,
Evans stamp B; at left edge, partial
Crane stamps; at L. left, in pencil,
Crane no. L70.119(Evans).

696
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REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 17 (variant);
MAC, p. 97 (variant); WEAW, p. 153
(variant, center right image).

696

[Subway Portrait], 1941

10.1x 7.9 em (4 x 3 Y& in.) [on original
mount trimmed to image]
84.XM.956.743

MARKS & INSCRIPTIONS: {Verso, mount) at
top, Evans stamp B; at 1. center, wet
stamp, in black ink, JAN 13 1941; at
center, in ink, by Evans, 1-13 #26;

(recto, mat) at 1. left, in pencil, Crane
nos. L70.54-56 (Evans).

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 17 (variant);
MAC, p. 97 (variant); WEAW, p. 153 (cen-
ter right image).

697

[Subway Portrait], 1938; printed

ca. 1965

Image: 17.5x 25.5cm

(6 %16 x 10 Y8 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.611

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at 1. center, in pencil, 50 [cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.50(Evans).
REFERENCES: MAC, p. 99.

698

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.6 cm (6 % x 10 Va6 in.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.612

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
1; (verso, mount) at center, Evans
stamp ; at 1. center, in pencil, 51 [cir-
cled)/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.51(Evans).
REFERENCES: MAC, p. 101.

699

[Subway Portrait], 1941

Image: 12.5x 12.7 em (4 %6 x 5 in.);
original mount: 28.8 x 21.3 cm
(115%16 x 8% in.)

84.XM.956.668

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp ; at
center, in ink, by Evans, 1-17 #13
[underlined]; at 1. left, in pencil,
Crane no. L70.47(Evans).
REFERENCES: MAC, p. 101 (variant).

700

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm (6 %16 x 10 Yain);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.613

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 52 [cir-
cled]/40% OFF/2" HEAD; at l. left, in
pencil, Crane no. L71.52(Evans).
REFERENCES: MAC, p. 103 (variant);
WEAW, p. 155 (variant, top right
image).
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701

705

701

[Subway Portrait], 1938~41; printed
ca. 1965

Image: 17.5x 25.5cm (6 76 x 10 Vie in.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.614

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount} at center, Evans
stamp [; at |. center, in pencil, 53
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.53(Fvans).
REFERENCES: “Rapid Transit: Eight

706

Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 19 (variant);
MAC, p. 105.

702

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5cm

(6 %16 x 10 Yain.); sheet: 35.4 x 28 cm
{14 x 11 in.) [mounted to second sheet]
84.XM.956.615

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 54

702

SAVE.LULAL

1 FrERRY
BROADWAY
¢

[circled]/40% OFFI2" HEAD; at 1. left,
in pencil, Crane no. L71.54(Evans).
REFERENCES: MAC, p. 107; WEAW, p. 154
(variant, center left image).

703

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.616

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 55

[circled]/40% OFF/2" HEAD; at . left,
in pencil, Crane no. L71.55(Evans).
REFERENCES: MAC, p. 109 (variant).

704

[Subway Portrait], 1941

Image: 12.7 x 11.6 em (5 x 4 %16 in.);
original mount: 28.9 x 21.4 cm

(11 %5 x 8 %16 in.)

84.XM.956.754

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Fvans; (verso,
mount) at center, Evans stamp I; at
center, in ink, by Evans, 1-25 #47;



703

SOUTH FERRY

137™ST,

707

(recto, mat) at 1. left, in pencil, Crane
no. L.70.94(FEvans).
REFERENCES: MAC, p. 109 {variant).

705

[Subway Portrait] 1938—41; printed ca.
1965

Image: 25.2 x 20 cm (9 %16 x 7 % in.);
sheet: 35.4 x 28 em (14 x 11 in.)
[mounted to second sheet]
84.XM.956.617

MARKS & INsCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at . right, Evans stamp
[ twice; (verso, mount} at center,

DWAY

Evans stamp I; at L. center, in pencil,
56 [circled)/40% TOP/5/8" HEAD; at
1. left, in pencil, Crane no. L71.56
(Evans).

REFERENCES: MAC, p. 111.

706

[Subway Portrait], 1938—41

Image: 12.3 x 18.7 cm (4 %16 x 7% In.);
sheet: 19.8 x 25.2 ¢cm (7 16 x 9 '%6in.)
84.XM.956.655

MARKS & INSCRIPTIONS: (Recto) at

l. right, in pencil, by Evans, 4 mesh;
(verso) at right edge, Evans stamp A;
at 1. left, in pencil, Crane no. L70.66
(Evans).

REFERENCES: MAC, p. 111 (variant).
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704

707

|Subway Portrait], 1938--41

Image: 11.7 x 15.9¢cm (4 % x 6 Vain.);
original mount: 12.3 x 16.9 cm

(47 x 6%in.)

84.XM.956.713

MARKS & INSCRIPTIONS: (Verso, mount) at
center, Evans stamp B; at L. left, in
pencil, Crane no. L70.59(Evans).

708

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.626

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at . right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 65 [cir-
cled}/40% OFF/1 4" HEAD; at |. left, in
pencil, Crane no. L71.65(Evans).
REFERENCES: MAC, p. 129 (variant).
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709

CITY HALL ¢
[RELHAM BAY PARK. |

709

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 25.5 x 17.5 cm

(6 %6 x 10 Y& in.); sheet: 35.4 x 28 cm
(14 x 11 in.) {mounted to second sheet]
84.XM.956.618

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at L. right, Evans
stamp I; at l. center, in pencil, 57 [cir-
cled)/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.57(Evans).
REFERENCES: MAC, p. 113 (variant).

710

[Subway Portrait], 1938—-41
18.2x22.5cm (7% x 8 /s in.)
84.XM.956.782

MARKS & INSCRIPTIONS: (Verso) at |. left,
in pencil, Crane no. L70.72.
REFERENCES: MAC, p. 113 (variant).

711

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5x 25.5 cm

(616 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14x11 in.)

84.XM.956.619

CITY HALL
PELHAM BAY PARK

714

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 58 [cir-
cled}/40% OFF12" HEAD; at 1. left, in
pencil, Crane no. L71.58(Evans).
REFERENCES: MAC, p. 115.

712

[Subway Portrait], 1941

Image: 12.3 x 15.2 cm (4272 x 6 in.);
original mount: 28.8 x 21.4 cm

(11 %16 x 8 %16 1n.)

84.XM.956.700

MARKS & INSCRIPTIONS: (Recto, mount)
signed at |. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at center, in ink, by
Evans, I-21 #21; at L. left, in pencil,
Crane no. L70.34(Evans).

REFERENCES: MAC, p. 115 (variant).

713

[Subway Portrait], 1938-41; printed
ca. 1965

Image: 20 x 25.5 cm (7 %16 x 10 Y16 in.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.620



MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 59 [cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.59(Evans).
REFERENCES: MAC, p. 117.

714

[Subway Portrait], 1938—41

Image: 12.5 x 18.3 cm (4 %16 x 7 %16 1n.);
sheet: 19.7 x 24.8cm (7% x 9% in.)
84.XM.956.656

THE MAKING OF MANY ARE CALLED

LEXAVE LUCAL
CITY HAKL R
'RELHAM BAY

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at center, in
pencil, 835/31/25/WS; at 1. left, in
pencil, Crane no. L70.65(Evans).

715

[Subway Portrait], 1938—41

12.1 x 14.9 ¢m (4% x 5 % in.) [on origi-
nal mount trimmed to image]
84.XM.956.712

MARKS & INSCRIPTIONS: {Verso, mount)
at |. right, Evans stamp A; at 1. left,

in pencil, Crane no. L70.60(Evans).

716

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 18.9 x 25.6 cm

(7 %16 x 10 V16 in.); sheet: 35.5x 28 cm
(14 x 11 in.) [mounted back-to-back
with no. 717]

84.XM.956.794

MARKS & INSCRIPTIONS: (Recto) at 1. left,
on label, in pencil, Crane no. L85.3
(Evans).

217

717

[Subway Portrait], 1938-41; printed
ca. 1965

Image: 25.2 x 20 cm (9 %16 x 7 %8 In.);
sheet: 35.5x 28 cm (14 x 11 in.)
[mounted back-to-back with no. 716]
84.XM.956.793

MARKS & INSCRIPTIONS: {Recto) at 1. left,
on label, in pencil, Crane no. L85.4

(Evans).
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723

718

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 20.2 x 25.5 cm (8 x 10 Vis in.);
sheet: 35.4x 28 cm (14 x 11 in.)
[mounted to second sheet]
84.XM.956.621

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 60
[circled]/40% OFF[2" HEAD; at 1. left,
in pencil, Crane no. L71.60(Evans).
REFERENCES: MAC, p. 119.

720

724

719

[Subway Portrait], 1938—41

Image: 11.3 x 13.5 cm

(4 %16 x 5 %16 in.); original mount:
12.4x16.3 cm (4% x 6% in.)
84.XM.956.717

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp A; at |. left, in pencil,
Crane no. L70.18(Evans).
REFERENCES: MAC, p. 119 (variant).
NOTE: Not illustrated; variant of
no. 718.

720

[Subway Portrait], 1938—41

6.9 x5 cm (216 x 1 %6 in.) [on origi-
nal mount trimmed to image]
84.XM.956.727

MARKS & INSCRIPTIONS: {Verso) at top
center, Evans stamp A; at I. left, in
pencil, Crane no. L70.12(Evans).
REFERENCES: MAC, p. 119 (variant).

721

[Subway Portrait], 1941; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet:

17.5x 25.5 cm (14 x 11 in.) [mounted
to second sheet]

84.XM.956.622

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; (verso, mount) at center, Evans
stamp I; at . center, in pencil, 61 [cir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.61(Evans).
REFERENCES: MAC, p. 121; WEAW, p. 155
(variant, bottom left image).



722

726

722

[Subway Portrait], 1941

Image: 17.6 x 20.4 cm (6 '%16 x 8 in.);
original mount: 20.4 x 25.9 cm

(8 Y16 x 10 %16 in.) [laid into 1966
MoMA window mat]

84.XM.956.779

MARKS & INSCRIPTIONS: {Recto, mount)
at . right, Evans stamp I; (verso,
mount) at |. center, in ink, by Evans,
1-26 #39; at center, Evans stamp [; at
l. center, in pencil, 28; at u. right, in
pencil, MoMA loan no. 66.1111; at

1. left, in pencil, Crane no. L70.85
(Evans).

REFERENCES: MAC, p. 121 (variant);
WEAW, p. 155 (variant, bottom right
image).

exHiBitions: Walker Evans’ Subway,
Museum of Modern Art, New York,
Oct. 5-Dec. 11, 1966.

723

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 20 x 25.5 cm

(7 %16 x 10 Vi in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.623

THE MAKING OF MANY ARE CALLED

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at l. center, in pencil, 62
[circled}/40% OFF/2" HEAD; at L. left,
in pencil, Crane no. L71.62(Evans).
REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 120 (variant); MAC,

p- 123; WEAW, p. 158 (variant, bottom
left image).

219

724

[Subway Portrait], 1938—41

Image: 12.7 x, 19.4 cm (5x 7 % in.);
sheet: 19 x 24.2 em (7 Y2 x 9 %16 In.)
84.XM.956.661

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, 832/2+2+3/W5; at . left,

in pencil, Crane no. L70.68(Evans).
REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 120 (variant); MAC,

p. 123 (variant); WEAW, p. 158 (variant,
bottom left image).

725

[Subway Portrait], 1938—41

10.3 x 8 cm (4 Y16 x 3 ¥ in.) [on origi-
nal mount trimmed to image]
84.XM.956.748

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A.

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 120 (variant); MAC,

p. 123 (variant); WEAW, p. 158 (variant,
bottom left image).

726

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.624

MARKS & INscRrIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 63
[circled)/40% OFF12" HEAD; at . left,
in pencil, Crane no. L71.63({Evans).
REFERENCES: MAC, p. 125; WEAW, p. 155
(variant, center right image).

727

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.6 cm (6 ¥ x 10 Y46 in.);
sheet: 35.4 x 28 cm (13 %16 x 11 in.)
[mounted to second sheet]
84.XM.956.787

MARKS & INSCRIPTIONS: (Recto) signed at
1. right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at center, in pencil, 47 [cir-
cled]/40% off/2" HEAD; at 1. left, in
pencil, Crane no. L71.42(Evans).
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728

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 ¢cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.625

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at 1. center, in pencil, 61
[circled)/40% OFF/2" HEAD; at 1. left,
in penctil, Crane no. L71.64(Evans).
REFERENCES: MAC, p. 127.

729

[Subway Portrait], 1941

10.2 x 10.9 cm (4 x 4 % in.) [on original
mount trimmed to image]
84.XM.956.742

MARKS & INSCRIPTIONS: (Verso, mount) at
u. center, Evans stamp A; at center, in
ink, by Evans, 1-26 #19a; at center,
wet stamp, JAN 26 1941; (recto, mat) at
L. left, in pencil, Crane no. L70.90
(Evans).

REFERENCES: MAC, p. 127 (variant).

732

730

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y6 in.); sheet: 35.4 x 28 cm
(14x 11 in.)

84.XM.956.627

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 66
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.66(Evans).
REFERENCES: MAC, p. 131 (variant).

731

[Subway Portrait], 1941

Image: 12.3 x 16.8 cm

(4% x 6 % in.); original mount:
28.7x21.3 em (11 %6 x 8% in.)
84.XM.956.673

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, in ink, by
Evans, 1-25 #32; at u. right, in pencil,
MoMA loan no. 66.1134; at 1. left, in
pencil, Crane no. L70.44(Evans).
REFERENCES: MAC, p. 131 (variant).



732

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 In.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.636

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at l. center, in pencil, 75
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.75(Evans).
REFERENCES: MAC, p. 149.

733

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5x25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.628

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at . center, in pencil, 67
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.67{Evans).
REFERENCES: MAC, p. 133 (variant);
WEAW, p. 155 (variant, center left
image).
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734

[Subway Portrait], 1941

Image: 12.6 x 12.9 cm (5 x 5 V3 in.):
original mount 28.9 x 21.4 cm

(11% x 8% in.)

84.XM.956.764

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in pencil, by
Evans, Walker Evans; (verso, mount) at
center, in ink, by Evans, I-17-7; at cen-
ter, Evans stamp I; (recto, mat)

at 1. left, in pencil, Crane no. L70.28
(Evans).

REFERENCES: MAC, p. 133 (variant);
WEAW, p. 155 (variant, center left
image).

735

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.629

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 68
[eircled}/40% OFF12" HEAD; at 1. left,
in pencil, Crane no. L71.68(Evans).
REFERENCES: MAC, p. 135 (variant).

736

[Subway Portrait], 1941

Image: 11.9 x 16.9 cm

(4 *¥16 x 6%Y52 in.); original mount:
28.7x21.5cm (11 Yax 8% in.)
84.XM.956.704

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at center, in ink, by
Evans, 1-21 #12; at u. right, in pencil,
MoMA loan no. 66.1137 at L. left, in pen-
cil, Crane no. L70.31(Evans).
REFERENCES: MAC, p. 135 (variant).

737

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 in. X 10 Yi6) sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.630

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 69
[circled]/40% OFF/2" HEAD; at L. left,
in pencil, Crane no. L71.69(Evans).
REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 122 (variant, bottom
image); MAC, p. 137; WEAW, p. 154
(variant, top right image).

738

[Subway Portrait], 193841

Image: 13.1 x 16.1 cm (5 %6 x 6 Y16 in.);
original mount: 28.7 x 21.4 cm

(11 %6 x 8 V161n.)

84.XM.956.762

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at

u. center, in pencil, #188/N.Y. Subway,
1941; at center, in pencil, [crop marks
outlining print and with diagonal line
from u. left to 1. right of periphery];
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at center left, in ink, CROP [with
arrow pointing to the right}; at L. left

below crop marks, in pencil, CUT 23
[circled] 3 %" [arrow pointing up
within a box] HIGH; (recto, mat) at

1. right, in pencil, 188; at l. left, in pen-
cil, Crane no. L70.108(Evans).
REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 122 (variant); MAC,

p. 137 (variant); CRANE no. 185; WEAW,
p- 154 (variant, top right image).

742

739

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.631

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 70
[circled)/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.70{Evans).
REFERENCES: MAC, p. 139 (variant).

40

740

[Subway Portrait], 1938—41

Image: 13.2 x 15 em (5 %16 x 5 %6 in.);
original mount: 25.4 x 20.2 cm

(10 Y8 x 7 %6 in.)

84.XM.956.665

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. center, Evans stamp A; at L. left,
in pencil, Crane no. L70.63(Evans).
REFERENCES: MAC, p. 139 (variant).

741

[Subway Portrait] 1938—41; printed ca.

1965
Image: 17.5 x 25.5 cm

(6 %16 x 10 %16 in.); sheet: 35.4 x 28 em
(14 x 11 in.) [mounted to second sheet]
84.XM.956.632

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, sheet) at center, Evans stamp
I; at L. center, in pencil, 71 [circled]/
40% OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.71(Evans).

REFERENCES: MAC, p. 141.
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742

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 '%16 x 10 Y16 in.); sheet: 35.4 x 28 em
(14 x 11 in.) [mounted to second sheet]
84.XM.956.633

MARKS & INSCRIPTIONS: {Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 72
[circled)/40% HEAD/2" HEAD; at 1. left,
in pencil, Crane no. L71.72(Evans).
REFERENCES: MAC, p. 143.

743

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Vi in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.634

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 73
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.73(Evans).
REFERENCES: MAC, p. 145.

744

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Yis in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.635

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 74
[circled}/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.74(Evans).
REFERENCES: MAC, p. 147.

745

[Subway Portrait], 1941

Image: 10.9 x 8.7 cm (4 %2 x 3 716 in.);
original mount: 28.7 x 21.4 cm

(11 %6 x 8 Y16 in.)

84.XM.956.669

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at center, in ink, by
Evans, 1-26 #29; at . left, in pencil,
Crane no. L70.48(Evans).
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746

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6 %16 x 10 V16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.} [mounted to second sheet]
84.XM.956.637

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; (verso, mount) at center, Evans
stamp [; at L. center, in pencil, 76 [eir-
cled]/40% OFF/2" HEAD; at 1. left, in
pencil, Crane no. L71.76(Evans).
REFERENCES: MAC, p. 151 (variant).

747

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 em

(6 %6 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.638

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 77
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.77(Evans).
REFERENCES: MAC, p. 153 (variant).

748

[Subway Portrait], 1938-41

10.7 x 7.7 cm (4 %6 x 3 in.) [on original
mount trimmed to image]
84.XM.956.720

MARKS & INSCRIPTIONS: (Verso, mount)
at |. center, partial Evans stamp A; at
L. left, in pencil, Crane no. L70.1
(Evans).

REFERENCES: MAC, p. 153 (variant).

749

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.639

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at l. center, in pencil, 78
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.78(Evans).
REFERENCES: MAC, p. 155.



750

[Subway Portrait], 1938—41

6.9x 5 cm (2'%16 x 2 in.) [on original
mount trimmed to image)
84.XM.956.725

MARKS & INSCRIPTIONS: (Verso) at center
and 1. left, Evans stamp A [inverted];
at 1. left, in pencil, Crane no. L70.8
(Evans).

751

[Subway Portrait], 1938—41
Image: 12.7 x 8.4 ¢cm (5 x 3 %16 in.);
original mount: 28.7 x 21.3 cm

(11 %16 x 8% in.)

84.XM.956.689

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp ; at L. left, in pencil,
Crane no. L70.21 (Evans).

752

Subway Portrait], 1938—41

Image: 9.6 x 7.5 cm (3 ' x 2 s in.);
original mount: 16.2 x 12 cm

(6% x4%in.)

84.XM.956.710

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right below print, in pen-
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754

cil, by Evans, Walker Evans; at 1. left,
Evans stamp [; (verso, mount) at left
edge, fragments of two Evans stamp [;
at 1. left, in pencil, Crane no. L70.114
(Evans).

753

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.640

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at |. right, Evans stamp

I; (verso, mount) at center, Evans
stamp I; at . center, in pencil, 79
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.79(Evans).
REFERENCES: MAC, p. 157 (variant).

754

[Subway Portrait], 1938—41

Image: 14.9 x 22.1 cm

(5 %16 x 8 Wie in.); sheet:

19.6 x 24.6 c¢m (7 Y16 x 9 V6 in.)
84.XM.956.784

MARKS & INSCRIPTIONS: (Verso) at 1. left,
in pencil, Crane no. L70.75.
REFERENCES: WEAW, p. 158 (variant,
center right image).
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755

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.641

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, sheet) at center, Evans stamp
I; at L. center, in pencil, 80 [circled]/
40% OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.80(Evans).

REFERENCES: MAC, p. 159; WEAW, p. 153
(variant, center left image).

756

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %6 x 10 Y46 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.642

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at L. right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at L. center, in pencil, 81
[circled)/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.81(Evans).
REFERENCES: MAC, p. 161.

757

[Subway Portrait], 1941

Image: 13 x18.1 cm (5% x 7 Y in.);
original mount: 28.7 x 21.3 cm

(11 %2 x 8% in.)

84.XM.956.672

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, in ink, by
Evans, I-26#1; at 1. left, in pencil,
Crane no. L70.38(Evans).

REFERENCES: MAC, p. 161 (variant).

758

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 ¥is x 10 Vi in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.643

MARKS & INSCRIPTIONS: (Recto) signed
at right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at l. center, in pencil, 82
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.82(Fvans).
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REFERENCES: MAC, p. 163; WEAW, p. 155
(variant, u. left image).

759

[Subway Portrait], 1938—41

Image: 12 x 12.7 cm (4 % x 5 in.); origi-
nal mount: 28.8 x 21.4 cm

(11 %16 x 8 16 in.)

84.XM.956.749

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below sheet, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;
(recto, mat) at 1. left, in pencil, Crane
no. L70.87(Evans).

REFERENCES: MAC, p. 163 (variant);
WEAW, p. 155 (variant, u. left image).

760

[Subway Portrait], 1941; printed

ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Vie in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.644

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
[; (verso, mount) at center, Evans
stamp I; at |. center, in pencil, 83
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[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.83(Evans).
REFERENCES: MAC, p. 165.

761

[Subway Portrait], 1941

12.1 x 12.9 cm (4% x 5 Y16 in.)
84.XM.956.775

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at center, wet
stamp, in black ink, Jan 25, 1941; at
center, in ink, by Evans, 1-25 #23.
REFERENCES: MAC, p. 165 (variant).

762

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5 cm

(6 %6 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.645

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at . right, Evans stamp
I; (verso, mount) at center, Evans
stamp I; at 1. center, in pencil, 84
[circled]/40% OFF/2" HEAD; at 1. left,
in pencil, Crane no. L71.84(Evans).
REFERENCES: MAC, p. 167; WEAW, p. 152
and 156 (variants).
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763

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 ecm

(6 %6 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.646

MARKS & INsCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; at 1. right, Evans stamp
I; (verso, mount) at center, Evans
stamp [; at 1. center, in pencil, 85
[circled])/40% OFF/2" HEAD; at l. left,
in pencil, Crane no. L71.85(Evans).
REFERENCES: MAC, p. 169; WEAW,

pp- 152 and 156 (variants).

764

[Subway Portrait], 1938—41

Image: 149 x 21.3 em (572 x 8 ¥8in.);
sheet: 19.7 x 244 cm (7% x 9% in.)
84.XM.956.781

MARKS & INSCRIPTIONS: (Verso) at 1. left,
in pencil, Crane no. L70.73.
REFERENCES: MAC, p. 169 (variant);
WEAW, pp. 152 and 156 (variants).

763

765

[Subway Portrait], 1938—41

12x 9.8 cm (4% x 3% in.)
84.XM.956.719

MARKS & INSCRIPTIONS: (Verso) at

l. right, Evans stamp A; at L. left, in
pencil, Crane no. L70.126.
REFERENCES: MAC, p. 169 (variant).

766

[Subway Portrait}, 1938—41; printed
ca. 1965

Image: 17.5 x 25.3 cm

(6 %16 x 10 Vi6 in.); sheet: 35.4 x 28 em
(14 x 11 in.) [mounted to second sheet]

84.XM.956.647

MARKS & INSCRIPTIONS: (Recto) signed at
right, in ink, by Evans, Walker Evans;
(verso, mount) at center, Evans stamp
[; at l. center, in pencil, 86 [circled]/
40% OFF/2" HEAD; at 1. left, in pencil,
Crane no. L71.86(Evans).

REFERENCES: MAC, p. 171; WEAW,

pp- 152 and 156 (variants).
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767

[Subway Portrait], 1938—41

6.9 x5 cm (2 'Wie x 1'% in.)
84.XM.956.730

MARKS & INSCRIPTIONS: (Verso} at ]. cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L70.98(Evans).

768

[Subway Portrait), 1938—41
Image: 12.6 x 14.2 cm

(4 %16 x 5% in.); original mount:
28.8x21.3 cm (11 % x 8% in.)
84.XM.956.667

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in pencil, by
Evans, Walker Evans; (verso, mount)
at center, Evans stamp I; at. . left, in
pencil, Crane no. L70.50(Evans).

769

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 %16 x 10 Y16 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.648

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, Evans stamp
I; at L. center, in pencil, 87 [circled]/
40% OFF/2" HEAD; at l. right, in pen-
cil, 170/11 [underlined]/159 at l. left,
in pencil, Crane no. L71.87(Evans).
REFERENCES: MAC, p. 173 (variant).

770

{Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5cm (6 %2 x 10 ¥sin.);
sheet: 35.4 x 28 cm (14 x 11 in.)
[mounted to second sheet]

84.XM.956.649

MARKS & INSCRIPTIONS: (Recto) signed at
right, in ink, by Evans, Walker Evans;
(verso, mount) at center, Evans stamp
I; at L. center, in pencil, 88 [circled]/
40% OFF/2" HEAD; at |. right, in pen-
cil, 188/12 [underlined}/176; at 1. left,
in pencil, Crane no. L71.88(Evans).
REFERENCES: MAC, p. 175.
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771

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 20.5 x 25.5 cm

(7 %6 x 10 Y46 in.); sheet: 35.4 x 28 cm
(14 x 11 in.) [mounted to second sheet]
84.XM.956.650

MARKS & INSCRIPTIONS: (Recto) signed at
right below image, in ink, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at . center, in pencil,
89 [circled]/40% OFF/1 %" HEAD; at

1. right, in pencil, 198/11 [underlined])/
187; at 1. left, in pencil, Crane

no. L71.89(Evans).

REFERENCES: MAC, p. 177 (variant).

=1
=1
™~

772

[Subway Portrait], 1938—41

Image: 9.6 x 12.6 cm (3 %4 x 73V42 in.);
original hole-punched mount:
27.9x21.6 cm (11 x 8% in.)
84.XM.956.679

MARKS & INSCRIPTIONS: (Verso, mount}
at center, Evans stamp B; at center,
Crane stamps; at |. left, in pencil,
Crane no. L70.79(Evans).
REFERENCES: MAC, p. 177 (variant).

773

[Subway Portrait], 1938—41

Image: 16.5x24.2 cm (6 %2 x 9 Y2 in.)
sheet: 19.6 x 25.1 cm (7% x 9 % in.)
84.XM.956.785

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp B; at |. left, in
pencil, Crane no. L70.124.
REFERENCES: MAC, p. 177 (variant).

774

[Subway Portrait], 1938—41

Image: 14.8 x 21.3 cm (5 '¥16 x 8 Y2 in.);
sheet: 20.1 x 25.1 cm (7 %16 x 9 % in.)
84.XM.956.662

MARKS & INSCRIPTIONS: {Verso) at right,
Evans stamp B; at . left, in pencil,
Crane no. L70.78(Evans).

775

[Subway Portrait: Sixteen Women],
1938-41; probably assembled ca. 1959
Eachimage: 6.7x4.7cm (2% x 1 %in.);
original mount: 33 x 21.8 cm

(13 x 8 %s 1n.)

84.XM.956.792

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. left, in pencil, by Evans,
Walker Evans; at 1. right below prints,
Evans stamp H; (verso, mount) at cen-



w

ter, Evans stamp H twice; at L. right,
Crane stamp; at 1. left, in pencil,
Crane no. L70.127-142.

REFERENCES: WEAW, p. 156 (variant).

776

[Subway Portrait], 1938—41

Image: 13.2 x 9.1 cm (5 %16 x 3 %2 in.);
original mount: 23.3 x 18 cm

{9 %16 x 7¥%2 1n.)

84.XM.956.664

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. left, Evans stamp A; at | left, in
pencil, Crane no. L70.62(Evans).

w “El EVANS

77

[Subway Portrait], 1938—41

Image: 10.2 x 7.2 em {4 x 2 %6 in.);
original mount: 28.8 x 21.4 cm

(11% x 8%521in.)

84.XM.956.666

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at 1. left, in pencil,
Crane no. L70.36 (Evans).

NEW YURK, N. Y. 10028
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778

[Subway Portrait], 1941

Image: 12.8 x 11.1 em (5 x 4 %42 in.);
original mount: 28.7 x 21.5 cm

(11 %2 x 8 %2 in.)

84.XM.956.683

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) signed at center, in ink, by
Evans, Walker Evans; at center, Evans
stamp I; at center, in ink, by Evans,
1-21 #14; at 1. left, in pencil, Crane
no. L70.27(Evans).

779

[Subway Portrait}, 1941

Image: 13 x 15.9 cm (5% x 6 Y4 in.);
original mount: 28.7 x 21.5 cm

(11 %6 x 8 Y16 In.)

84.XM.956.772

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, in ink, by Evans,
1-21 #14; at center, Evans stamp |
twice; (recto, mat) at L. left, in pencil,
Crane no. L70.104(Evans).
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780

[Subway Portrait}, 1941

Image: 8.7 x 12.3 ¢cm (3 Y16 x 4 6 in.);
original mount: 28.8 x 21.5 cm

(11 % x 8 V16 in.)

84.XM.956.688

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at center, in ink, by
Evans, 5-27 #30; at 1. left, in pencil,
Crane no. L70.118(Evans).

781

[Subway Portrait], 1938—41

[mage: 12.3 x 9.7 cm (4 ¥i6 x 3 6 in.);
original mount: 28.8 x 21.4 cm

(11 %6 x 8 V16 1n.)

84.XM.956.701

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at 1. left, in pencil,
Crane no. L70.35(Evans).

782

[Subway Portrait], 1938-41

6.9 x 5 cm (2% x 1 %6 in.) [on original
mount trimmed to image]

84.XM.956.739

MARKS & INSCRIPTIONS: (Verso) at top,
Evans stamp A; at 1. left, in pencil,
Crane no. L70.6(Evans).

783

[Subway Portrait], 1938—41

6.9x5 cm (2% x 1 %6 in.) [on original
mount trimmed to image]
84.XM.956.722

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.3(Evans).

784

[Subway Portrait], 1941

Sheet: 12.5 x 10.5 cm (4 %16 x 4 Y6 in.);
original mount: 23.7 x 14.1 em

(9 %6 x 5 %6 1n.)

84.XM.956.740

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; at 1. left,
in pencil, by Evans, NOTE/This is some-
what off-square./SQUARE THIS TRULY:
(verso, mount) at center, Evans stamp
I; at left edge, partial Evans stamp [
[cut off]; at left edge, in ink, by Evans,



T84

13 #11; (recto, mat) at 1. left, in pencil,
Crane no. L70.86{Evans).

REFERENCES: “Walker Evans: The
Unposed Portrait,” Harper’s Bazaar,
Mar. 1962, p. 122 (variant); WEAW,

p. 159 (variant, u. right image).

785

[Subway Portrait], 1938—41

6.9x4.9 cm (216 x 1 %16 1n.)
84.XM.956.738

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.13(Evans).

786

[Subway Portrait], 1938—41

6.9x4.9 cm (2 V6 x 1 6 in.) [on
original mount trimmed to image]
84.XM.956.737

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L70.10(Evans).
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787

[Subway Portrait], 1938—-41

6.9x5cm (2% x 1 %6 In.)
84.XM.956.735

MARKS & INSCRIPTIONS: (Verso) at l. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.2(Evans).

788

[Subway Portrait], 1938—41

7x49cm (2% x 1'%e in.)
84.XM.956.732

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A twice; at L left, in
pencil, Crane no. L70.100(Evans).

233

789

[Subway Portrait], 1938—41

6.9 x5 cm (2 16 x 1 %6 in.) [on origi-
nal mount trimmed to image]
84.XM.956.729

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.101(Evans).
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792

790

[Subway Portrait], 1941

Image: 12.3 x 16.6 cm (4 %6 X 6 %61n.);
original mount: 28.5 x 21.5 cm

(11 % x 8 Yo in.)

84.XM.956.674

MARKS & INSCRIPTIONS: (Recto, mount)
signed below print, in pencil, by
Evans, Walker Evans; (verso, mount)
at center, Evans stamp [; at center, in
ink, by Evans, 1-25 #30-31; at L.left, in
pencil, Crane no. L70.43(Evans).

791

[Subway Portrait], 1941

Image: 12.6 x 15.4 cm (43%32 x 6 Yisin.);
original mount: 28.9 x 21.4 cm

(11 % x 8 ¥21in.)

84.XM.956.677

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp I; at
center, in ink, by Evans, 1-21 #11; at
u. right, in pencil, MoMA no. 66.1133;
at 1. left, in pencil, Crane no. L70.41
(Evans).

792

[Subway Portrait], 1938—41

Image: 11.9 x 18.3 em (4 Y6 x 7 %61n.);
original mount: 28.7 x 21.4 cm

(11 %6 x 8 V16 in.)

84.XM.956.751

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [;
(recto, mat) at l. left, in pencil, Crane
no. L70.89(Evans).

793

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5x 25.5cm (6 7 x 10 Vs in.);
sheet: 35.3 x 28 cm (13 %6 x 11 in.)
84.XM.956.791

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; at u. left, wet
stamp, in black ink, I [space] 18
[inverted]; at center, in pencil, 46
[inverted]; at 1. left, in pencil, Crane
no. L85.6(Evans).



794

796

794

[Subway Portrait], 1938—41

Image: 10.7 x 17.5 cm (4 %6 x 6 781in.);
original mount: 11.5 x 18.1 cm

(4% x 7Vsin.)

84.XM.956.714

MARKS & INSCRIPTIONS: (Verso) at center
right, Evans stamp A; at L. left, in pen-
cil, Crane no. L70.16(Evans).
REFERENCES: WEAW, pp. 152 and 156
(variants).

795

[Subway Portrait], 1938—41

Image: 11.1x15.1 cm (4 % x 53452 in.);
original mount: 25.4 x 20.1 cm

(10 x 7 *%6 In.)

84.XM.956.652

MARKS & INSCRIPTIONS: (Verso) signed at
center, in blue ink, by Evans, Walker
Evans; at 1. left, in pencil, Crane

no. L70.122(Evans).
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796

[Subway Portrait], 1938—41

Image: 14.6 x 19.4 em (5% x 7% in.);
original mount: 25.4 x 20.4 cm

(10 x 8 V16 in.)

84.XM.956.676

MARKS & INSCRIPTIONS: {Verso, mount)
signed at center, in blue ink, by
Evans, Walker Evans; at 1. left, in
pencil, Crane no. L70.64(Evans).

797

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.6 cm

(6 % x 10 Y16 in.); sheet: 35.4 x 28 cm
(13 %6 x 11 1n.)

84.XM.956.790

MARKS & INSCRIPTIONS: {Verso) at

L. right, Evans stamp B; at top, wet
stamp, in black ink, I [space] I8
[inverted]; at center, in pencil, 40
[inverted]; at 1. left, in pencil, Crane
no. L85.5(Evans).
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798

801

798

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 cm

(6 7 x 10 Vi6 1n.); sheet: 35.4 x 28 cm
(13'%6 x 11 in.)

84.XM.956.789

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; at center, in
pencil, 58; at L. left, in pencil, Crane
no. L85.2(Evans).

799
[Subway Portrait}, 1941
Image: 11.5x 15.8cm (4 Y2 x 6 Y521in.);

802

original mount: 28.7 x 21.4 cm

(11 %6 x 8'%21n.)

84.XM.956.670

MARKS & INSCRIPTIONS: {Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at center, in ink, by
Evans, 1-13 #28; at 1. left, in pencil,
Crane no. L70.49(Evans).

800

[Subway Portrait], 1941

Image: 12.2 x 16.5 cm (4 '%16 x 6 Y2 in.);
original mount: 28.9 x 21.4cm

(11 % x 81%21n.)

84.XM.956.705

MARKS & INSCRIPTIONS: {Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp I; at center, in ink, by
Evans, 1-21 #31-32; at L. left, in
pencil, Crane no. L70.32(Evans).

801

[Subway Portrait], 1938—41
Image: 12.6 x 9.5 cm

(4 3Y52 x 3 242 in.); original mount:
34.2x 25.3 cm (13 %42 x 9 %46 in.)
84.XM.956.709

803

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; (verso, mount) at center,
Evans stamp [; at L. left, in pencil, S
and Crane no. L70.23(Evans).

802

[Subway Portrait}, 1938—41

Image: 12 x 14.3 cm (4% x 5% in.);
original mount: 34.2 x 25.2 cm

(13 Y2 x 91%6 in.)

84.XM.956.773

MARKS & INSCRIPTIONS: (Mount, recto)
signed at l. right below print, in pen-
cil, by Evans, Walker Evans; left and
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804

right 1. corners, in pencil, X; (verso,
mount) at center, Evans stamp I; at

u. right, in pencil, $131; at L. right, in
pencil, [illegible markings]; at 1. left,
in pencil, S; (recto, mat) at . right, in
pencil, 205; at 1. left, in pencil, Crane
no. L70.105(Evans).

BOS5

803

[Subway Portrait), 1938—41
6.9x5cm (2% x2in.)
84.XM.956.726

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at Lleft, in
pencil, Crane no. L70.11 (Evans).

804

[Subway Portrait], 1938—41

6.9x5cm (2% x 2 in.)

84.XM.956.731

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A; at |. left, in pencil,
Crane no. L70.102(Evans).

‘OO

BO6

805

[Subway Portrait], 1938-41

6.9x5cm (2% x 2 in.)

84.XM.956.733

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, Evans stamp A; at 1. left, in pencil,
Crane no. L70.103(Evans)

806

[Subway Portrait], 1941

10 x 7.7 ¢cm (3 "6 x 3 in.) [on original
mount trimmed to image]
84.XM.956.745

MARKS & INSCRIPTIONS: (Verso, mount) at
bottom edge, Evans stamp A; at cen-

ter, wet stamp, in black ink, JAN 17
1941; at center, in ink, by Evans, 1-17
#1; (recto, mat) at L. right, 209, 210,
211; at L. left, in pencil, Crane

nos. L70.54—56.

REFERENCES: “Rapid Transit: Eight
Photographs,” i.e. The Cambridge
Review, Mar. 1956, p. 23 (variant).
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809

807

[Subway Portrait), 1941

Image: 12.4x 16.1 em (5 %2 x 6 % in.);
original mount: 27.6 x 20.2 cm

(11 x81in.)

84.XM.956.753

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; (verso,
mount) at center, Evans stamp [; at
center, in ink, by Evans, 3-16 #22-23;
(recto, mat) at 1. right, in pencil, 206;
at L. left, in

pencil, Crane no. L70.22(Evans).

810

808

[Subway Portrait), 1938—41

Image: 10.6 x 17 cm (4 %16 x 6 Y6 in.);
original mount: 25.5 x 20.1 cm

(10 Y16 x 7 %6 in.)

84.XM.956.765

MARKS & INSCRIPTIONS: (Verso) signed at
center, in ink, by Evans, Walker
Evans; (recto, mat) at 1. left, in pencil,
Crane no. L70.125(Evans).

809

[Subway Portrait], 1938—41

Image: 12.9 x 13 cm (5 Yie x 5 Y5 in.);
original mount: 28.8 x 21.4 cm

(11 %6 x 8 %6 1n.)

84.XM.956.766

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at center, in ink, by Evans, #Y;
at center, Evans stamp [; (recto, mat)
at 1. right, in pencil, 195; at L. left, in
pencil, Crane no. L70.20(Evans).

810

[Subway Portrait], 1938—41; printed
ca. 1965

Image: 17.5 x 25.5 em (6 75 x 10 Y16 in.);
sheet: 35.4 x 28 cm (13 %16 x 11 in.)

84.XM.956.788

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp B; at center, in
pencil, 47; at 1. left, wet stamp, in
black ink, I [space] 18; at L. left,

in pencil, Crane no. L85.1(Evans).



:’/_/r’ 12 .f.}},f.'_

THE MAKING OF MANY ARE CALLED

811

811

[Subway Portrait], 1941

Image: 15 x 21.8 cm (5 %16 x 8 %16 in.);
sheet: 20.1 x 25.2 ecm (7 %8 x 9 %6 in.)
84.XM.956.657

MARKS & INSCRIPTIONS: (Recto) across
upper margin, in pencil, by Evans, at
left, 1/7/41/ Illus. Spec, D72, 1t0 3, at
right, X33 20 min. 70 °/Supreme, 1/25
[space] 6 ft +, moving train; (verso) at
L. left, in pencil, Crane no. L70.70
(Evans).

812

[New York Subway Series: Film Frag-
ment, Frames 30-33], January 1941
MEDIUM: Negative [see no. 811]

3.4x 16.8 cm (1% x 6 % in.) [irregular]
84.XM.956.658

MARKS & INSCRIPTIONS: at top edge,
frame nos. 30—31—32—33; at bot-
tom edge below frame 31, AGFA 29 R.
NoTE: Not illustrated.

813

[Portrait of Jane Smith Ninas], Janu-
ary 13, 1941

Image: 8.8 x 8.5 cm (3 1%52 x 3 W32 in.);

original mount: 25.2 x 20.4 cm

(91%6 x 8 in.)

84.XP.208.23

MARKS & INSCRIPTIONS: (Verso, mount)
at 1. right, in black ink, by Evans,
#3/New York. 1-13-41; (recto, mat) at
L. left, in pencil, Walker Evans; at

L. right, in pencil, TCF; (verso, mat)

at 1. right, in pencil, PORTRAIT/

Wife/ WALKER EVANS; at 1. right corner,
in pencil, 6623/1200.

PROVENANCE: Jane Sargeant (the former
Jane Smith Ninas); Daniel Wolf.

239

814

814

[Portrait of a Boy], ca. 1940
13.0x 9.1 em (5 %2 x 3%z in.)
84.XM.956.1083

MARKS & INSCRIPTIONS: None.






THE WHEATON COLLEGE
COMMISSION

Wheaton College is the only institution bearing a college charter within the limits of

the original territory controlled by the Pilgrim Fathers and historically known as the

Old Colony. Its earliest surviving building dates from 1835. Mary Lyon Hall was

erected in 1849. In the years from 1900 to 1934 a series of buildings in the colonial

style were grouped around the campus according to a prearranged plan, and in 1940

a new departure was made with the Student Alumnae Building, which was designed in

accord with modern ideals of architecture.

From the foreword to Wheaton College Photographs'

The exhibition that preceded Walker Evans: American Pho-
tographs at the Museum of Modern Art in the summer and
early fall of 1938 was Competition for a Wheaton College
Campus Art Center, sponsored jointly by MoMA and the
journal Architectural Forum.? Professor Esther Seaver,
head of the Wheaton College Art Department and an
advocate for modern architecture, had organized this com-
petition with the hope that “a new departure,” as the presi-
dent’s foreword termed it, would be made, appropriately
enough in the form of an art building for the campus. After
conferring with various art authorities (including Alfred
Barr of MoMA), Ms. Seaver received approval from the
Wheaton Trustees to proceed with the competition, which
would involve an expert jury of architects (such as John
Welborn Root, Jr., of Chicago and Edward Durell Stone

of New York), with John McAndrew, newly appointed
curator of architecture at MoMA, as chairman. Four firms

described as “the most important modern architectural

Walker Evans. Wheaton College:
The Alumnae Parlor (detail), 1941 [no. 847].

241

firms of the century” were invited to submit designs;

the competition, open to any American architect, was
announced nationally by MoMA.? The judging of the 253
entries was held in May 1938 at Rockefeller Center, with
second prize going to Walter Gropius, one of three fifth
prizes going to Eero Saarinen, and one of seven honorable
mentions to Richard Neutra. First prize was awarded to
the young New York firm of Richard Bennett and Caleb
Hornbostel, whose principals were then working for
Edward Durell Stone and Norman Bel Geddes, respec-
tively. From June to September, the winning drawings,
plus non-prizewinning designs by four other architects
(including Louis Kahn), were shown at MoMA. The exhibi-
tion then began a three-year tour, visiting numerous
colleges and museums across the country.

At Wheaton, however, funds could not be found to
implement the winning Bennett and Hornbostel design.
The art-center project would have to be postponed.
Professor Seaver, however, continued her campaign to
bring Modernism to Wheaton. She set about lobbying the
college to use the prizewinning firm for a more modest,

already financed undertaking: the Student Alumnae
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Building. Not surprisingly, the major donors to this long-
nurtured fund were not former students—women who

had attended the “oldest institution in America for ‘the
advanced education of Females’”—but two of their sons,
Henry Crapo and Herbert Plimpton, who made their gifts
in honor of their mothers, “Wheaton girls of the early Semi-
nary days.” President J. Edgar Park offered Bennett and
Hornbostel this new commission in the fall of 1939. By
June of 1940, the Alumnae Association could make a
formal gift of the building at a banquet held in the newly
completed auditorium-ballroom wing named after Mrs.
Plimpton. The art-center competition and Professor
Seaver’s persistent vision had resulted in one of the “earli-
est examples of Modernist architecture on an American
college campus.”

Nineteen forty may seem a late date for Wheaton—
or any college—to0 be considered a pioneer in modern
design, but, in fact, colleges and universities, probably
because of their conservative nature and institutional
inertia, were among the last bastions to be invaded by the
International Style.® Begun in 1834 as Wheaton Female
Seminary, Wheaton College of Norton, Massachusetts, was,
typically, a New England campus with a long tradition of
building in what Thomas Mabry of MoMA referred to as
“designs of ages past” in a 1938 press release.” The earli-
est structures, such as the house called “The Sem” of 1835
(no. 826), were built in the Federal and late Colonial
styles. New Seminary Hall, later renamed Mary Lyon
Hall, was a substantial addition to the campus in 1849
(nos. 817-18, 822). Constructed in the Greek Revival style,
it was a “two-story templelike wooden structure,” finished
off with [talianate details.® This important classroom build-
ing was enlarged in 1878 (giving the building a cruciform
shape) and an ltalianate cupola was added; both additions
were executed by the Boston architect Gridley Bryant. In
the twentieth century, Mary Lyon Hall was given a “more
‘classical’ and ‘colonial’ appearance” when its trim was

painted white and its walls a lighter shade of yellow.?

After 1900, Ralph Adams Cram, of the firm of
Cram, Goodhue, and Ferguson, was the architect for this
small women’s school. His first commission—part of a
larger scheme Cram submitted for a campus quadrangle—
was a red-brick dormitory in the Georgian-Colonial style.
With it, his firm set the tone for the appearance of the col-
lege over the next four decades. Between 1902 and 1907,
two buildings, a gymnasium and a dormitory, were built on
the campus by other Boston architects, but always in the
Georgian mode. In 1907, Cram, Goodhue, and Ferguson
were made the Supervising Architects of Buildings and
Grounds; between 1911 and 1934, they completed ten more
buildings for Wheaton, including a science building, a
library, dormitories, and a chapel. These structures were
grouped around the central courtyard or quadrangle first
proposed by Cram in 1900. The quadrangle idea, one bor-
rowed from the design of English colleges, was supposed
to echo the arrangement of a New England village, “cen-
tered on a common with the church a dominant struc-
ture.”® At Wheaton the dominant structure became the
church, Cram’s Cole Memorial Chapel of 1917 (nos. 815,
824, 828-30). Its disproportionate, three-tiered steeple not
only overwhelms the Colonial brick church but towers
above the other three- and four-story buildings of the cam-
pus. This chapel with its spire is the introductory image
in Walker Evans’s 1941 book, Wheaton College Photo-
graphs.'! It reappears five times as an emblem of Cram’s
institutional style and, in a transitional image, provides a
look back from the college’s “new departure,” its Student
Alumnae Building (no. 837). The opening of this radically
different structure, the first building ever given to the col-
lege, was probably the impetus behind the Evans book.

Evans had long wanted to do a book on archi-
tecture. His travels through New England with Lincoln
Kirstein and John Wheelwright in the early 1930s had
given him an opportunity to document historic regional
architecture in some depth (see chapter one); his 1935 visit

to New Orleans, sponsored by an ultimately unreliable



patron, Gifford Cochran, was intended to produce a book
on the architecture of the antebellum South. Nearly half of
the images contained in the MoMA publication American
Photographs that accompanied his 1938 exhibition are on
the subject of architecture. He originally planned to use
his 1940 Guggenheim Fellowship for a return trip to Savan-
nah to document the architecture of the area. That year,
illness caused him to cancel his plans for the Savannah
project; he reapplied to the Guggenheim Foundation, ask-
ing for funds to carry out a photographic project in the
New York subway. His grant was extended, and he worked
in the subway during the early months of 1941. His atten-
tion then turned to other matters; in this year before the
country went to war, he would be very busy. Evans’s first
wife, Jane Sargeant (formerly Jane Smith Ninas), recalls
that, in addition to the much-delayed appearance of Let Us
Now Praise Famous Men and a summer assignment to
Bridgeport, Connecticut, for Fortune magazine, Evans
made visits in the spring and fall of 1941 to the Wheaton
Campus in Norton and spent six weeks at the end of the
year in Florida, gathering material for yet another book,
The Mangrove Coast.*

Jane Sargeant, who accompanied Evans on one of
his Boston/Wheaton trips, remembers that the couple had
quite a sociable time, meeting many people, staying in
a professor’s Cambridge apartment, and having dinner
with Wheaton’s president, J. Edgar Park.” Some months
after the Student Alumnae Building was completed,
President Park released an announcement, itemizing
“what the building had proved.” This statement and, spe-
cifically, Park’s first point, may suggest why Evans was
hired: “1. That it is possible to erect on a college campus a
building which satisfied the conscience and stimulates the
genius of modern architecture without introducing into an
ancient campus discordant motives . . . the new building,
although entirely modern in essence, fits in beautifully.”**
It might have been in defense of this recent capital

project, or with an eye toward future fundraising, or pos-
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sibly just as a memento for loyal alumnae, that Evans was
engaged by the college to compile a book of photographs.
And although we do not know what, if any, mandate he was
given, it seems likely that Evans was asked to present the
new building as an appropriate addition to the “ancient
campus.” Evans was not primarily known as an architec-
tural photographer, but his interest in “ancient” American
buildings, as well as his straightforward, view-camera
style, were probably familiar to people like Park and
Seaver, who had recently been in close contact with
MoMA." Whether the recommendation came through
MoMA or through New England connections related to
Evans’s years at Andover and Williams College, the
Wheaton alumnae must have been pleased: Evans’s work
reveals a sympathetic eye and is a successful attempt to
represent as harmoniously as possible the Federal, Geor-
gian Colonial, and Modernist styles mentioned by Presi-
dent Park in his foreword: “The college lends itself well to
the talent of the photographer as three ages of architecture
are here represented in buildings of real distinction, and
the three styles meet here without disturbing the serenity
and unity of the whole.”'® As found in a printer’s proof in
the Getty collection, this passage appears to have been
corrected by Evans to read “medium” instead of “talent”;
a note in the margin addressed to Evans confirms that

the correction will be made. The foreword as published
reflects this change."”

Also in the Getty collection are thirty-three photo-
graphs related to the Wheaton commission. Twenty-three
prints in this group, most of them on Evans’s original
mounts, may have been the pictures used in preparing the
plates for reproduction. They represent, in sometimes
more inclusive croppings, all but one (pl. 15, Everett Quad-
rangle) of the twenty-four plates that make up the book.
Six of the Getty photographs are duplicate printings.
Among the variant croppings found in the Wheaton group,
the most radical difference is seen in the two prints for

plate 5 (nos. 822-23), a view of Mary Lyon Hall. For the
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published version (no. 822), Evans cropped substantial
portions of the negative at the left and at the bottom edge,
coming in a little closer at the top and at the right as well.
One end of a Cram building has been completely elimi-
nated so that the revered Mary Lyon Hall nearly fills

the frame, with just a suggestion of campus landscaping
allowed at either side. The Getty variant of plate 20

(no. 842), an already severely cropped horizontal view of
the Student Alumnae Building’s Plimpton Hall wing, is a
more successful composition than that published (no. 841),
since it allows minor details (a drainpipe and three small
windows) to balance the substantial architectural elements
found in the two more prominent sections of this asymmet-
rical, three-part image. Although not sequenced to follow
plate 16 (no. 837), which completes the picture of the back
of the Alumnae Building, the unpublished Getty variant
does take up where that view leaves off. In no. 837, Evans
contrasts a broad, almost square, sparsely decorated wall
of the Alumnae Building with the elegant upper portions of
the Cole Chapel spire; in no. 842, he presents a more infor-
mative view of the long low span produced by Bennett and
Hornbostel’s design.

Evans’s progression of twenty-four plates includes
the representation of ten Cram buildings as well as views
of Mary Lyon Hall and the Student Alumnae Building, but
it is clear that he found Cole Memorial Chapel to be the
most interesting, photographically, of Cram’s works. In
addition to opening the volume (no. 815), it appears in six
plates, sometimes seen in the background and other times
shown simply as a spire ascending above the treetops
(no. 815), more a symbol of small-town serenity than of the
academic search for wisdom and truth. A second favorite
subject, also occurring in six plates, boldly manifests
itself initially in plate 2 (no. 817): Mary Lyon Hall in its
expanded and rejuvenated incarnation. This still-
prominent campus fixture bears faint resemblance to its
original (1849) character, and Evans chose to use the

updating efforts to his advantage. The addition that

destroyed the symmetrical entrance on the first two-story
facade provides another stackable geometric element that,
in exaggerated foreshortening, the photographer plays off
against the higher earlier gable and the 1878 Italianate
crossing-tower. The dominance of these three elements
increases with the two-dimensionality imparted by Evans’s
lens, but the short chimney and small skylight on either
side of the tower make significant contributions to the com-
position, as does the barren tree (suggesting a date of very
early spring 1941) in the right foreground. Mary Lyon Hall,
or corners of that large edifice, are found juxtaposed with
an even earlier campus monument, the President’s House
(built 1829), in three Wheaton College plates in the Getty
collection (nos. 819—20, 827). The most interesting of
these, Main Street Entrance to College (no. 827), pictures
one side-bay of Mary Lyon Hall, with its highly stylized,
brightly painted, Greek Revival elements—pilasters,
entablature, and decorated windows—in the right fore-
ground; in the background at left, set off against this brash
exterior and looking almost humble by comparison, is the
three-story home of the campus president, nestled in a
grove of trees.

Although appearing only in the last third of the
book, the real centerpiece of this effort, and, as mentioned
above, probably its reason for existence, was the just-
finished Student Alumnae Building of Bennett and
Hornbostel. Evans includes four exterior and four interior
views, supplying a more thorough look at this progressive,
multipurpose building than he gave to the more traditional
campus structures (nos. 837, 839—-41, 843, 845-47). The
offices of Student Government were to be housed here, as
well as those of other student organizations, such as the
undergraduate newspaper, the campus literary magazine,
and the Camera Club. Space for lectures and banquets, for
returning groups of alumnae gathering after Commence-
ment, and, to answer a major need, for “the proper enter-
tainment of men,” was to be provided by the auditorium,

parlors, and playrooms of this new building.'® The site cho-



sen was the old tennis courts, a spot that was expected to
feature “two of the most beautiful views of the campus . . .
one looking over the hockey field to the lake beyond and
the other looking down through the Pines.”" Needless to
say, Evans’s approach to this structure had little to do with
its strategic placement in attractive natural surroundings,
although in plate 18 (no. 839) he did make good use of the
birch trees in front of the campus entrance to the building.
In this tightly cropped view, the stark, right-angle lines of
the plain brick facade, with its three simple second-story
windows, are relieved only by the curves of the birch tree
branches and the potted shrubs. At the other end of the
building, Evans did a “portrait” of the Plimpton Hall
motor entrance (plate 19; no. 840). Composing as usual
with line rather than space, he balances the gridded glass-
brick window at the lower left with the heavy roof line at
the upper right, an element accentuated by the strong
shadow caught by Evans’s camera. Here the right angles of
restrained Modernism are eased by a more organic form,
that of the sheltering roof extending from the glass doors to
the driveway; now a motor entrance, this streamlined fea-
ture is a holdover from the days of carriage travel and the
architect’s porte cochere.

Evans also photographed the highly praised inte-
rior decoration of Ann Hatfield, recording in black and
white what Interiors magazine hailed as “clear, pure,
‘young’ colors.”? His interpretation of the so-called play-
room (or game room), as well as his renderings of the
parlors (nos. 843, 845, 847), might best be evaluated in the
context of other illustrations published by the architectural
press in early 1941. Architectural Forum and Interiors both
carried favorable articles on the Student Alumnae Build-
ing featuring the photographs of Ezra Stoller.' About
twenty-five years old at the time, Stoller had only been a
professional architectural photographer for two years, but
his widely known picture of the Chamberlain house by
Gropius and Breuer had already created a demand for his

work. As he would do after the war, when his reputation
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Figure 1. Ezra Stoller (American, b. 1915).

Playroom, ca. 1939. Gelatin silver print,
18.9 x 24.1 ¢cm (7 %6 x 9'%2 in.).
Ezra Stoller © Esto. All rights reserved.

escalated to the top of his field, Stoller approached the
Wheaton assignment by working with both an experimen-
tal—or Contructivist—perspective (as in his stairway
details) and in a factual style intended to provide clear
information about the size, shape, and contents of
buildings.?

The majority of Stoller’s nineteen Alumnae Build-
ing illustrations presented by Architectural Forum are in
the latter mode, with cars and people often included for
purposes of scale and to make clear the functions of the dif-
ferent parts of the buildings. Evans’s campus, on the other
hand, seems to be uninhabited; this emptiness is felt most
strongly in his Alumnae Building interiors, where the
pristine condition of the space adds to the slightly surreal,
showroom effect encouraged by the perfect detail of his
large-format negatives. In addition to arranging students,
plants, and furniture in model groups around the room,
Stoller shoots the game room from one end, so that the
fireplace in the brick wall opposite him becomes the cen-

ter of attention (fig. 1). Unfortunately, the fireplace and all
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ment about his unique talent for interpreting architecture.
Harriet Hughes, author of the 1941 Interiors article, des-
cribed this room as having light green walls, a maroon
carpet, and drapery fabrics in complementary colors. The
furnishings, she claimed, “please every age and taste.”*
Fitting out this seemingly incongruous room was appar-

ently one of the decorator’s biggest challenges:

The alumnae have not been neglected for the young
things, you see, and as a matter of fact, it is in the
Alumnae Parlor that Ann Hatfield’s skill and dis-
cernment are perhaps best shown. In spite of alum-
nae espousal of modern style, it was felt that the

decoration of the Alumnae Parlor would have to

take into account that its furnishings would include

heirloom pieces from the old Seminary parlors. So

Figure 2. Walker Evans. Wheaton College:
The Game Room, 1941 [no. 845]. Ann Hatfield gave this room a Victorian flavor and

charmingly harmonized the cherished old furniture

with contemporary fabrics and lamps and colors.**

the other components of the space are nearly overwhelmed Stoller chose a three-quarter view of the parlor that shows
in Stoller’s picture by the loudly painted floor designs that off more of the furnishings, both heirloom and modern,
create their own diagonal tension, adding to the overall yet tends to emphasize the undistinguished floral arrange-

clutter of his composition. Evans’s Game Room (no. 845;
fig. 2), which also appears as the book’s plate 22, is
another space altogether: there are no plants or people,
and the Alvar Aalto chairs and couches are lined up
against the walls or end to end in the immediate fore-
ground. Evans has positioned himself at the fireplace end
of the room, so that the view is toward the open doorway.
Unlike Stoller’s artificially lit tableau, Evans’s photograph
exploits the natural light coming from that open door as
well as from the large side windows. It is a tranquil space,
again constructed of hard right angles and displaying a

fairly elaborate pattern of light and dark areas created by

wall color, upholstery, and intense-to-subtle shadows.
Contrasting treatments of the Alumnae Parlor, Figure 3. Walker Evans. Wheaton College:

the subject of Evans’s last plate (fig. 3), offer a final state- The Alumnae Parlor, 1941 [no. 847].



ments of foreground and background.? Central to his com-
position is an ineffective, overlapping assemblage of chair,
lamp, and drapes that, although in the opposite corner,
appear to hover above the foreground blooms. Evans,
instead, directs our attention to the fireplace, its accesso-
ries, and the two chairs that seem to stand guard. His view-
point lowers the ceiling and creates a more intimate mood
by eliminating much of the front wall, all of the side walls,
and any foreground carpet that is not absolutely necessary.
A thin slice of drapery at the right is the only contextual
detail; it was included, no doubt, to offset the conspicuous

floral pattern of the armchair at the left. In his concluding

1. J. Edgar Park, foreword to Walker
Evans, Wheaton College Photographs
(Norton, Mass.: Wheaton College,
1941}, n.p.

2. For background on the Wheaton
campus and information about

the competition and exhibition, [
have relied heavily on Thomas J.
McCormick’s “Wheaton College, Com-
petition for an Art Center, February
1938—June 1938” in James D. Korn-
wolf, ed., Modernism in America,
1937-1941: A Catalog and Exhibition
of Four Architectural Competitions
(Williamsburg, Va.: Joseph and
Margaret Muscarelle Museum of Art,
College of William and Mary, 1985).

3. Ibid., 28.

4. Harriet E. Hughes, “Century Old
Wheaton College Sponsors Modern,”
Interiors (Feb. 1941), 25, 28.

5. McCormick, “Wheaton College,”
23.

6. In Paul Venable Turner’s Campus:
An American Planning Tradition (New
York and Cambridge: Architectural
History Foundation and MIT Press,
1984; paperback ed., 1987), 251. This
phenomenon is discussed with a men-
tion of the Wheaton competition and
the role of Architectural Forum in fos-
tering the acceptance of Modernism
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7. McCormick, “Wheaton College,”
30.
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plate—a minimal depiction of a pseudo-Victorian parlor
in a nineteen-forties Modernist building on the oldest cam-
pus in America “for the advanced education of females”—
Evans surpasses his task of making this newcomer to
Wheaton “fit in beautifully.” In doing so, he seems to have
drawn inspiration from the simple interiors of the Alabama
tenant-farmer homes he had photographed in 1936 (no. 548,
for example). He may also have been looking forward to
the collection of photographs of parlors and other well-
worn places he would publish many years later as Message

from the Interior (no. 1183).%
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815

The Wheaton College Commission

The thirty-three Getty prints on the subject of Wheaton
College architecture are ordered here in keeping with the
plates found in the 1941 publication for which they were
commissioned, Wheaton College Photographs. They repre-
sent twenty-three of the twenty-four images that appeared
in the book, as well as duplicates or variant croppings of

those images.

815

[Wheaton College: Cole Memorial
Chapel (1917)], 1941

Image: 21.3 x 17 cm (8 % x 6 2%z in.);
original mount: 31.4 x 25.9 cm

(12%s x 10%42 in.)

84.XM.956.540

MARKS & INSCRIPTIONS: {Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; in right mount margin,
in pencil, - 744" -; at L. right, in black
ink, by Evans, 9.15; (verso, mount) at
1. left, in pencil, M; at L. right, in pen-
cil, L-9876-24; at 1. left, in pencil,
Crane no. L75.1(Evans).

REFERENCES: WCP, pl. 1.



B8

820

816

[Wheaton College: Cole Memorial
Chapel (1917)], 1941

Image: 21.9 x 16.9 cm

(8 % x 62¥42 in.); original mount:
31.4x 259 cm (12% x 10 %2 in.)
84.XM.956.556

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; in right mount margin,
in pencil, -7 ¥%4"-; at 1. left, in pencil,
E; at 1. center, in pencil, 1.; at 1. right,
9 and 15 [circled]; (verso, mount) at

1. left, in pencil, by Arnold Crane,
Wheaton College/AHC; at 1. center, in
pencil, L9876-24/24.

REFERENCES: WCP, pl. 1.
~otTE: Not illustrated; duplicate of
no. 815.

817

[Wheaton College: Mary Lyon Hall),
1941

Image: 19.9 x 14.7 em

(7 2%52 x 52%2 in.); original mount:
31.4 x 25.9 cm (12 % x 10 %42 in.)
84.XM.956.539

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; in left mount margin, in
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pencil, -7 /4"~ [sideways]; at 1. left, in
pencil, 19.; at 1. center, in pencil, 2.;
at l. right, 15 and 2 [circled]; (verso,
mount) at right center, in pencil,
1987624 [underlined]/24; at L. left, in
pencil, Crane no. L75.2(Evans).
REFERENCES: WCP, pl. 2.

818

[Wheaton College: Mary Lyon Hall and
President’s House (1829)], 1941

Image: 14.9 x 21.4 ¢cm (5 % x 8 16 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %2 in.)

84.XM.956.538

249

MARKS & INSCRIPTIONS: (Recto, mount)
signed at I. right, in pencil, by Evans,
Walker Evans; (verso, mount) at 1. left,
in pencil, by Arnold Crane, Wheaton
College/AHC; at 1. left, in pencil, Crane
no. L75.3(Evans).

REFERENCES: WCP, pl. 3 (variant).

819

[Wheaton College: Mary Lyon Hall and
President’s House (1829}], 1941

16.6 x 23.1 cm (6 Yo X 9 %2 in.)
84.XM.956.529

MARKS & INSCRIPTIONS: (Verso) signed at
center, in pencil, by Evans, Walker
Evans; at L. right, in pencil, 2nd Print;
at 1. left, in pencil, Crane no. L75.26
{Evans).

REFERENCES: WCP, pl. 3 (variant).

NoTe: Not illustrated; variant of

no. 818.

820

[Wheaton College: Administration
Building (1934), President’s House,
and Mary Lyon Hall], 1941

Image: 16.8 x 21 cm (6 %8 x 8 %2 in.);
original mount: 31.4 x 25.9 ¢cm

(12 % x 10 %42 in.)

84.XM.956.537

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at . center, in pencil,
-6"-; at L. right, in black ink, by Evans,
3.6; (verso, mount) at . right, in pen-
cil, L-9876-24; at u. left, in pencil, M;
at |. left, in pencil, Crane no. L75.4
(Evans).

REFERENCES: WCP, pl. 4.

821

[Wheaton College: Administration
Building (1934), President’s House,
and Mary Lyon Hall), 1941

Image: 16.6 x 21.1 cm

(6 742 x 8 %6 in.); original mount:
31.4x 259 cm (12 % x 10 %32 in.)
84.XM.956.558

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at . center, in pencil,
-6"-; at 1. left, in pencil, C; at 1. cen-
ter, in pencil, 4.; at L. right, in pencil,
3 and 6 [circled); (verso, mount)

at |. right, in pencil, L9876-24 [under-
lined]/24/150sc; at 1. center, in pencil,
by Armold Crane, Wheaton College/
AHC; at 1. left, in pencil, Crane

no. L75.29(Evans).

REFERENCES: WCP, pl. 4.

~oTE: Not illustrated; duplicate of

no. 820.
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822

824

822

[Wheaton College: Mary Lyon Hall
from Campus], 1941

Image: 11.6 x 17.8 cm (4 %16 x 7 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %2 in.)

84.XM.956.548

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
5.; at L. right, in pencil, 15 and 8
[circled]; (verso, mount) at 1. right, in
pencil, L 9876-24 [underlined]/24 150
sc; at 1. left, in pencil, Crane no. L75.5
(Evans).

REFERENCES: WCP, pl. 5.

823

[Wheaton College: View of Mary Lyon
Hall, 1941

17 x 24.2 em (6 Y16 x 9 %6 In.)
84.XM.956.561

MARKS & INSCRIPTIONS: (Verso, mount) at
L. left, Evans stamp A; at L. right, in
pencil, by Arnold Crane, Wheaton Col-
lege/AHC; at 1. left, in pencil, Crane
no. L75.6(Evans).

REFERENCES: WCP, pl. 5 (variant).

824
[Wheaton College: Mary Lyon Hall,
Science Building (1911), and Chapel],

826

1941

Image: 14.3 x 19.9 cm

(5% x 71%6 in.); original mount:
31.4x 25.9 cm (12 % x 10 ¥32 in.)
84.XM.956.557

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at . left, in pencil, 25.; at 1. cen-
ter, in pencil, 6.; at 1. right, in pencil,
11 and 19B [circled]; (verso, mount)
at u. right, in pencil, L9876.24 [under-
lined]/24; at 1. left, in pencil, MARY
LYON HALL, SCIENCE BUILDING (191 ]),
AND CHAPEL PLATE 6; at 1. left, in pen-

cil, by Arnold Crane, Wheaton
College/AHC; at 1. left, in pencil, Crane
no. L75.30(Evans).

REFERENCES: WCP, pl. 6.

825

[Wheaton College: Mary Lyon Hall,
Science Building (1911), and Chapel],
1941

Image: 15.2 x 20.1 em (6 x 7%z in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %32 in.)

84.XM.956.547

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,



827

Walker Evans; at 1. center, in pencil,
-6"-; at L. right, in black ink, by Evans,
11.19B; at u. right, in pencil, 76.5
[circled]; (verso, mount) at L. right, in
pencil, L. 9876-24; at u. right, in pen-
cil, W (?); at 1. left, in pencil, Crane
no. L75.7(Evans).

REFERENCES: WCP, pl. 6.

~oTE: Not illustrated; duplicate of

no. 824.

826

[Wheaton College: “The Sem” (1835)],
1941

Image: 17.4 x 13.1 em

(62752 x 5 ¥ in.); original mount:
31.4x 25.9 cm (12 % x 10 ¥z in.)
84.XM.956.546

MARKS & INSCRIPTIONS: {Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. right, in black ink,
12.10; in right mount margin, in pen-
cil, -7 14"~ [sideways]; at u. right, in
pencil, 89.0; (verso, mount) at u. right,
in pencil, W {?); at l. right, in pencil,
L.9876-24; at 1. left, in pencil, Crane
no. L75.8(Evans).

REFERENCES: WCP, pl. 7.
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827

[Wheaton College: Main Street
Entrance to College], 1941

Image: 20.3 x 18.6 cm (8 x 7 %15 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %52 in.)

84.XM.956.545

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at l. left, in pencil, by Evans, 23.;
at 1. center, in pencil, 8.; at 1. right, in
pencil, 3 and 2 [circled]; (verso,
mount) at u. right, in pencil, L 9876-24
[underlined]/24; at 1. left, in pencil,
Crane no. L75.9(Evans).

REFERENCES: WCP, pl. 8.

251

828

[Wheaton College: Chapel from the
Athletic Field], 1941

23.3x 18.3 cm (9 %16 x 7752 1n.)
84.XM.956.544

MARKS & INSCRIPTIONS: (Verso) signed

at . right center, in pencil, by Evans,
Walker Evans; at center left, in
pencil, -7 44"-; at |. right, in pencil,
L-9876 [underlined}/24 and 82.2
[eircled and sideways]; at L. left, in
pencil, Crane no. L75.10(Evans).
REFERENCES: WCP, pl. 9.
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829

830

829

[Wheaton College: The Spire], 1941
22.4 % 18.6 cm (8 e x 7 %6 in.)
84.XM.956.543

MARKS & INSCRIPTIONS: (Verso) at L. right
center, Evans stamp A; at |. center, in
pencil, -6"-; at 1. left center, in pencil,
1-9876 {underlined}/24; at u. left, in
pencil, W (?); at u. right, in pencil,
82.5 [circled]; at L. right, in pencil,

W; at l. left, in pencil, Crane no. L75.11
(Evans).

REFERENCES: WCP, pl. 10.

830

[Wheaton College: Science Building
and Chapel], 1941

18.2 x 14 cm (7 %16 x 51742 in.)
84.XM.956.542

MARKS & INSCRIPTIONS: (Verso) at 1. cen-
ter, Evans stamp A; at center, in
pencil, -7 1/4"-; at u. left, in pencil, E
95.0" [circled]; at right center, L-9876
[underlined]/24; at 1. left, in pencil,
Crane no. L75.12(Evans).
REFERENCES: WCP, pl. 11.

831
[Wheaton College: Campus from Main
Street Entrance], 1941

832

Image: 18.4 x 18.2 cm (7 Y4 x 7 %6 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %32 in.)

84.XM.956.541

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at 1. left, in pencil, by Evans, 22.;
at |. center, in pencil, 12.; at 1. right,
in pencil 15 and 12 [circled]; (verso,
mount) at u. left, in pencil, L 9876-24
[underlined)/24 [inverted]; at 1. left, in
pencil, Crane no. L75.13(Evans).
REFERENCES: WCP, pl. 12.

832

[Wheaton College: Campus from Main
Street Entrancel, 1941

18.5x 20.6 cm (7 %6 x 8 %452 in.)
84.XM.956.550

MARKS & INSCRIPTIONS: (Verso) at L. left,
Evans stamp A; at L. right, in pencil,
by Amold Crane, Wheaton College/
AHC; at 1. left, in pencil, Crane

no. L75.25(Evans).

REFERENCES: WCP, pl. 12 (variant).
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833

[Wheaton College: Everett (1926) and
Cragin (1911) Halls], 1941

Image: 15.8x23.5cm (6 Yax 9 ¥4 in.);
original mount: 31.4 x 25.9 cm

(12 % x 10 %2 in.)

84.XM.956.535

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; at L. center, in pencil,
-6"-; at L. right, in black ink, by Evans,
12.18; at u. right, in pencil, 64.4/150
screen; at u. right, in pencil, 65.0
[circled]; (verso, mount) at 1. right,
1.9876.24 [underlined]/150sc; at L. left,
in pencil, Crane no. L75.14(Evans).
REFERENCES: WCP, pl. 13 (variant).

834

[Wheaton College: Everett (1926) and
Cragin (1911) Halls], 1941

Image: 14.9x 23.6 cm (5% x 9 %2 in.);
original mount: 31.4 x 25.9 cm

(12 % x 10 %52 in.)

84.XM.956.555

MARKS & INSCRIPTIONS: {Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at |. center, in pencil,
-6"-; at . left, in pencil, by Evans, 13.;
at 1. center, in pencil, 13.; at |. right,

in pencil, by Evans, 12 and 18
[circled]; (verso, mount) at . right, in
pencil, L9876—24/24 [space] 150 sc; at
1. left, in pencil, by Arnold Crane,
Wheaton College/AHC; at 1. left, in
pencil, Crane no. L75.32(Evans).
REFERENCES: WCP, pl. 13.

NoTE: Not illustrated; variant of

no. 833.

835

[Wheaton College: View of the Library
(1923)], 1941

Image: 12.4 x 20.8 cm (4 76 x 8 %6 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %2 in.)

253

84.XM.956.553

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at L. left, in pencil, by Evans, 5.;
at . center, in pencil, by Evans, 14.; at
L. right, in pencil, 11 and 5 [circled];
(verso, mount) at 1. right, in pencil,
19876-24 [underlined]/24; at . left, in
pencil, by Arnold Crane, Wheaton
College/AHC; at 1. left, in pencil,
Crane no. L75.33{Evans).

REFERENCES: WCP, pl. 14 (variant).

836

[Wheaton College: The Library (1923)],
1941

Image: 12.8x 20.9 cm (5 Y52 x 8 Y32 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %52 in.)

84.XM.956.532

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at u. right, in pencil, 73.5
[circled]; at right, in ink, 11.5; (verso,
mount) at [. left, in pencil, No (?); at
1. right, in pencil, 1-9876-24; at 1. left,
in pencil, Crane no. L75.15(Evans).
REFERENCES: WCP, pl. 14 (variant).
NoTE: Not illustrated; duplicate of

no. 835.

837

[Wheaton College: The Spire from Stu-
dent Alumnae Building (1940)], 1941
Image: 16.9x 21.2 cm (6 % x 8% in.);
mount: 31.4 x 25.9 cm

(12 % x 10 %32 in.)

84.XM.956.531

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at 1. left, in pencil, by Evans, 21.;
at L. center, in pencil, I16.; at 1. right,
in pencil, 15 [space] 4 [last number
circled]; (verso, mount) at . center, in
pencil, L9876-24 [underlined}/24/150
sc; at | center, in pencil, Crane

no. L75.16(Evans).

REFERENCES: WCP, pl. 16.
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840

838

[Wheaton College: Hebe Court (1932)],
1941

Image: 18.4 x 18.2 em (7 Y4 x 7 %6 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %42 in.)

84.XM.956.530

MARKS & INSCRIPTIONS: {(Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at . right, in black ink, by Evans,
12.13; (verso, mount) at 1. right, in pen-
cil, 1-9876-24; at u. left, in pencil,

W (?); at l. left, in pencil, Crane

no. L75.17(Evans).

REFERENCES: WCP, pl. 17.

839

[Wheaton College: Campus Entrance,
Student Alumnae Building], 1941
Image: 13.2 x 22.2 cm (5 %16 x 8% in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %32 in.)

84.XM.956.549

MARKS & INSCRIPTIONS: {Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at |. right, in black ink, 7.16; at
u. right, in pencil, 68.5 [circled];
(verso, mount) at L. right, in pencil,
L-9876-24; at u. right, in pencil, W (?);
at 1. left, in pencil, Crane no. L75.18
(Evans).

REFERENCES: WCP, pl. 18.

839

842

840

[Wheaton College: Plimpton Entrance,
Student Alumnae Building], 1941
Image: 19.2 x 18.4 cm (7 %6 x 7 Y4 InL);
original mount: 31.4 x 25.9 cm

(12 % x 10 %2 in.)

84.XM.956.551

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at |. center, in pencil,
-6"-; at . left, in pencil, by Evans, 7.;
at . center, in pencil, by Evans, 19.; at
I. right, in pencil, 9 and 5 [circled];
(verso, mount) at l. right, in pencil,
19876-24 [underlined}/24; at 1. left, in
pencil, Crane no. L75.19(Evans).
REFERENCES: WCP, pl. 19 (variant).

841

[Wheaton College: Student Alumnae
Building from College Pines], 1941
Image: 10 x 21.6 cm (3 %16 x 8 Y2 in.);
original mount: 31.4 x 25.9 cm

(12%s x 10 %42 in.)

84.XM.956.552

MARKS & INSCRIPTIONS: {Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at 1. left, in pencil, 3.; at l. center,
in pencil, by Evans, 20.; at L. right, in



843

846

pencil, 9 and 3 [circled]; (verso,
mount) at 1. right, in pencil, L9876
[space] 24 [underlined}/24 [space] 150
sc; at L. left, in pencil, Crane

no. L75.20(Evans).

REFERENCES: WCP, pl. 20.

842

[Wheaton College: Student Alumnae
Building from College Pines), 1941
Image: 10.7 x 24 cm (4 732 x 9 Y6 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %2 in.)

84.XM.956.560

MARKS & INSCRIPTIONS: (Recto, mount)

signed at L. right, in pencil, by Evans,
Walker Evans; (verso, mount) at 1. left,
in pencil, by Arnold Crane, Wheaton

College/AHC; at 1. left, in pencil, Crane

no. L75.27(Evans).
REFERENCES: WCP, pl. 20 (variant).

843

[Wheaton College: The Yellow Parlor],
1941

Image: 9.3 x 23.4 em (3 'Vie x 9 %6 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %52 in.)

84.XM.956.554

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,

THE WHEATON COLLEGE COMMISSION

Walker Evans; at 1. center, in pencil,
-6"-; at 1. left, in pencil, by Evans, 14.;
at . center, in pencil, by Evans, 21.; at
1. right, in pencil, 13 and 9 [circled];
(verso, mount) at center, in pencil,
L9876.24/24 [inverted]; at 1. left, in
pencil, Crane no. L75.21 (Evans).
REFERENCES: WCP, pl. 21.

844

[Wheaton College: The Yellow Parlor],
1941

Image: 9.6 x 23.3 cm (3 2%2 x 9 %16 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %52 in.)

84.XM.956.559
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MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at |. center, in pencil,
-6"-; at |. right, in black ink, 13.9; at
u. right, in pencil, 65.5 [circled];
(verso, mount) at u. right, in pencil,

W (?); at 1. right, in pencil, L-9876-24;
at 1. left, in pencil, by Arnold Crane,
Wheaton College/AHC; at 1. left, in pen-
cil, Crane no. L75.28(Fvans).
REFERENCES: WCP, pl. 21.

NoTE: Not illustrated; duplicate of

no. 843.

845

[Wheaton College: The Game Room],
1941

Image: 18.4 x 19.8 cm (7 %32 x 7 2%z in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %52 in.)

84.XM.956.533

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at | left, in pencil, by Evans, 18.;
at L. right, in pencil, by Evans, 22.;

at 1. right, in pencil, 7; at . right, in
pencil, 5 [circled]; (verso, mount)

at L. right, in pencil, L9876.24
[underlined]/24; at L. left, in pencil,
Crane no. L75.22(Evans).

REFERENCES: WCP, pl. 22.

846

[Wheaton College: Plimpton Hall],
1941

Image: 17.8 x 21.5 cm (7 x 8 %16 in.);
original mount: 31.4 x 25.9 cm

(12% x 10 %2 in.)

84.XM.956.534

MARKS & INSCRIPTIONS: (Recto, mount)
signed at |. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at L. left, in pencil, by Evans, 16.;
at . center, in pencil, by Evans, 23; at
L. right, in pencil, 13 [space] 11 [last
number circled]; (verso, mount) at

u. left, in pencil, £9876.24 [under-
lined]/24; at 1. left, in pencil, Crane
no. L75.23(Evans).

REFERENCES: WCP, pl. 23.

847

[Wheaton College: The Alumnae
Parlor], 1941

Image: 16.9x24.2 cm (6 Y16 X 9 Y16 in.);
original mount: 31.4 x 25.9 cm

(12% x 10%52in.)

84.XM.956.536

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. center, in pencil,
-6"-; at L. right, in black ink, by Evans
(?): 13.16; at u. right, in pencil, 638
[circled]; (verso, mount) at 1. right, in
pencil, L.9876-24; at 1. left, in pencil,
Crane no. L75.24(Fvans).

REFERENCES: WCP, pl. 24.






ON THE WEST COAST
OF FLORIDA

1940 . . . Resort areas have their most profitable tourist season in Florida history, as

the second World War prevents travel to Europe.

From Florida: A Guide to the Southernmost State, published by the Works Progress Administration'

Longtime newspaperman Karl Bickel retired with his wife
to Sarasota, Florida, in 1935. Bickel had been president of
what was then called United Press Associations (now UPI)
from 1923 to 1935, had written the book New Empires: The
Newspaper and the Radio (1930), and, in 1932, had confi-
dentially advised Charles Lindbergh on how to deal with
the media during the ordeal of his son’s kidnapping.? In
the quiet resort town of Sarasota (population about 8,000),
Bickel quickly became a community leader working
toward economic as well as cultural improvements. During
this very active retirement, Bickel also took up the hobby
of researching the history of the west coast of Florida. The
resulting book, brought out in 1942, ranges in undistin-
guished prose from the geology of the region to the legends
of its explorers to the author’s personal reminiscences
about favorite fishing trips. Promoting the scope and
variety of the book’s contents, the dust jacket of the first

edition describes the author’s accomplishment as follows:

Playing one legend up, tearing another to tatters,

studying the West Coast’s many palm trees and the

Walker Evans. Trailer in Camp (Sarasota) [detail],
1941 [no. 913).
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winds which blow good seed from the coasts of Latin
America to the continent of North America, describ-
ing the big snakes of the glades, the vanished para-
keets, laying out the story of the Seminole wars for
the lessons there are in them still for those who go to
war today, watching Andrew Jackson and his wife
arrive in Tallahassee for the taking over for the USA,
seeing the Rough Riders off to Cuba—Karl Bickel
has caught completely the peculiar treasures of its

history and its landscape.®

The Mangrove Coast: The Story of the West Coast of Florida
concerns a stretch of the state along the Gulf of Mexico
described by Bickel as extending “from Ancolote Anchor-
age to Sanibel Key and then tapering off from Sanibel
southward to the distant mouth of the Shark.”* In the
book’s epilogue, Bickel declares that the attraction of the
Mangrove Coast is actually to be found, not in its past, but
“in its intangibles: the gleam of white sand, the softness
of southwest winds, pink and turquoise sunsets, and the
abiding simplicity of its people.” Going on to explain the
uncomplicated ways of the Mangrove Coast population,

Bickel brings up the subject of the tourist:

From the first, the Mangrove Coast, besides being
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hospitable and ‘agin snobs,” saw there was a future
in the business of entertaining the tourists who came
in trailers. While other communities were passing
ordinances forbidding trailers from parking within
their city limits, Sarasota, for example, was making
model arrangements for laundries and social halls
and water and light for as many trailers as wanted
to come. It boasts today of the finest municipal

trailer camp in the world . . .°

Although the text is, for the most part, written in
the style of straightforward journalism, one gets a glimpse
of Bickel’s good-humored, slightly sardonic view of con-
temporary life on Florida’s west coast in his discussion of

tourist habits:

By mid-December the tourists start rolling in from
the Midwest and Ohio, down for Christmas. A
month later, the New Yorkers, the rich and leisured,
the government and corporation pensioners from
Connecticut, Pennsylvania and New England
come——come for the same reason as the robins do,
to evade the cold and eat, to go gather in flocks and
chatter in high voice. Down on the coast they say
the robins come down to get drunk eating the fer-
mented berry of the cabbage palm and point to them
on the ground with their thin little legs in the air,
helpless and oblivious. Tourists, of course, never

touch the berries of the cabbage palm.”

In retrospect, it does seem strange that a photog-
rapher who consistently maintained that he found nature
uninteresting was selected to provide illustrations for a
book about the historical myths and natural beauty of the
nation’s vacationland, its southernmost state. Perhaps, as
the above passage would suggest, the author actually
viewed his subject with something of the same ironic eye

Walker Evans turned on the banal themes he favored.

Whatever the reasons for the offer, Evans was happy to
accept the job of illustrating Bickel’s book, which involved
a six-week trip to Florida and paid him a much-needed
fee.® Evans’s new bride, Jane Smith Ninas (now Sargeant),
who accompanied him, recalls the approximate dates of
their stay as being from Thanksgiving until Christmas
1941. Not surprisingly, they were based in Sarasota during
this time and saw quite a lot of Karl Bickel. According to
Evans’s pictures and Ms. Sargeant’s recollections, their
travels within the state consisted of a trip from Jackson-
ville down to Sarasota, visits to cities near Sarasota (includ-
ing Tampa, Tarpon Springs, and St. Petersburg), and a
journey up the west coast to Tallahassee. Bickel’s sugges-
tions may have formed at least a part of that itinerary.
Sargeant remembers that the author’s tour of Sarasota
included the John and Mable Ringling Museum of Art and
the winter quarters of the Ringling Bros. and Barnum &
Bailey Circus.’ As Bickel was well aware, the circus entre-
preneur had an enormous influence on the city’s develop-
ment; the photographs reveal that Evans, too, was charmed
by the Ringling legacy and the circus’s winter quarters.
The Mangrove Coast appeared in 1942 in a first edi-
tion that consisted of Bickel’s text (with an epilogue writ-
ten that January reflecting the recent effects of wartime on
Florida’s west coast), followed by a portfolio of thirty-two
photographs by Evans, introduced with his captions.' The
book proved to be very popular; a second impression was
issued in the same year, without Evans’s pictures.!! In the
past fifty years, The Mangrove Coast has been through four
editions and more than twenty printings, but Evans’s work
has not reappeared.'? It would seem more than coinci-
dence that the number of images chosen for The Mangrove
Coast was almost exactly that allowed for Evans’s 1941 pub-
lication Let Us Now Praise Famous Men and the earlier
Crime of Cuba, both of which contained thirty-one photo-
graphs.' These numbers probably have more to do with
the current cost of reproduction than anything else; as with

the other projects, we know that Evans made many more
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Figure 1. Walker Evans. Winter Resorters, Florida,
1941 [no. 963].

pictures and probably planned on a more extensive selec-
tion. The Getty collection contains at least 152 prints
(including some duplicates) related to this Florida assign-
ment, with twenty-nine of the thirty-two Mangrove Coast
illustrations represented.'* This group of pictures is pos-
sibly the least known of Evans’s pre-1945 works and sur-
vives in very few 1940s prints, most of them now located
at the Getty (fig. 1). Their importance seems to have been
overshadowed by Evans’s New York subway series of the
same period, but they exhibit the photographer’s eye in an
equally exceptional way and, with more exposure, should
be accepted as a significant phase in the development of
Evans’s mature documentary style, comparable to his 1933
work in Cuba and his later pictures “from the field” for

the Resettlement Administration.

Most of the photographs in that rare first edition
depict the habits and habitats of what Evans calls the Win-
ter Resorters, the retirees (or as Bickel says, “the aged and
infirm, the businessmen who have called it a day”) who
descend on the region each winter from the American
Northeast and Midwest.'* As he had earlier that year in the
subways of New York, Evans once more sought out anony-
mous portraits, this time on the shuffleboard courts of
Tampa, the municipal pier of Sarasota, and the bench-
lined streets of St. Petersburg (see nos. 923, 945, and 972).
He even acquiesced to undertake some landscape work,
venturing into cypress swamps and onto the beach to
obtain sometimes haunting, often humorous views, none
of them destined for the walls of travel agencies (such as

nos. 854 and 869). In an attempt to make marine life inter-
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esting (for himself, if for no one else), Evans photographed
murals of—and by—sponge divers (no. 882), sponge boats
anchored at Tarpon Springs (no. 917), and the ubiquitous
pelicans (no. 928) that he managed to render in the style of
naive painting, majestically filling the frame and silhouet-
ted against the bright Florida sky.

Many of these Mangrove Coast images are found in
the Getty collection as vintage prints on original mounts,
with the published caption inscribed in ink in the lower
margin. Additional Getty images, apparently intended by
Evans for the book but not finally included, exist in this
format. One example is the Blind Couple in Tampa City
Hall Square (no. 959). A second Getty print from the same
negative (no. 960) reveals more about how Evans first com-
posed this subject. It also shows, by way of comparison,
what Evans was ultimately after, that is, an unusual por-
trait of a couple whose very public communication seems
to be made private by the camera’s exposure of their blind-
ness. Interestingly, one of the few known images from
Evans’s previous trip to Florida, a 1934 visit on a commis-
sion to record a luxury hotel, is that of a seemingly blind
African American preacher.'® The photographer also posed
this man with other members of his family and made
views of the interior decoration of their modest home, but
the preacher himself appears to have captivated Evans,
as did the blind accordion player his hidden camera
captured in the New York subway in the early months
of 1941 (no. 771).

A Getty picture from this 1934 trip (no. 208) comes
out of a series he made of sign painters preparing a bill-
board; it also provides a striking contrast to the Florida
pictures he created seven years later. On his first trip,
Evans was working on the southeast coast of the state and
staying at Hobe Sound, just north of the West Palm Beach
area. He wrote to a friend from the Island Inn there (the
hotel that was employing him), expressing his ambivalent

attitude about the area:

Florida is ghastly and very pleasant where I am,
away from the cheap part. One feels good naturally,
coming out of New York winter. . . . You ought to see
West Palm Beach and die. There is among other
things a walkathon, if you know what that is, going
on at present. Oh, the Florida whites! Even the
Negroes bad in Fla. Me I play tennis and drink ice

tea in grateful seclusion.'

The photographer most likely derived more pleasure from
documenting the sign-painting process than from photo-
graphing the hotel itself; in 1941, his interests ran to the
failed efforts of hotel speculators rather than the luxurious
resorts of Hobe Sound. Unfinished Boomtime Hotel
(no. 898), a mounted print bearing Evans’s inscribed title,
is probably another of his rejected selections for the book.
Surprisingly, Evans’s commissioned treatment of the resort
aspects of Florida is considerably less flattering than that
of Farm Security Administration photographer Marion Post
Wolcott, who documented the hotels and private clubs of
Miami on one of several visits she made through the state
from 1939 to 1941 at the request of Roy Stryker. Post
Wolcott also recorded the working and living conditions of
Florida’s migrant laborers, another subject missing from
Evans’s selective view of the state.'®

The abandoned hotel pictured in Evans’s unpub-
lished print (no. 898) is the Ritz Carlton, begun by John
Ringling on Longboat Key, one of the millionaire’s few
unsuccessful projects for the Sarasota area. Buried in the
middle of the Mangrove Coast illustrations are four other
pictures related to the Ringlings and their circus’s winter
quarters; in the Getty collection, there are many more.
Mangrove Coast plates 10 (no. 888) and 11 (no. 895), identi-
fied as Uninhabited Seaside Restdence near Sarasota and
Coast Residence, represent, respectively, views of the unoc-
cupied mansion of John and Mable Ringling, then in pro-
bate with both Ringlings deceased, and the residence of
John’s brother Charles, then occupied only by his widow.



Plates 16 (no. 985) and 17 (see no. 974 for another view of
the same wagon) display circus wagons and trains in what
were then the yards of the Ringling Circus winter quarters
at Sarasota (and have since become a subdivision, with the
circus quarters relocating to Venice, Florida). Twenty-five
different negatives by Evans concerning the circus animals
and their trainers, the circus wagons and the trains, are
represented in the Getty’s collection (see nos. 974-1002).
As mentioned above, it was apparently Bickel who first
made Evans aware of the presence of the circus and Ring-
ling’s legacy in Sarasota. Given his predisposition for the
American vernacular, the photographer must have been
delighted to suddenly have access to the circus “at home.”
His decision to frequent the winter quarters and make the
circus environment more than a subtheme of his Florida
trip (although it suited the publisher’s purposes to include
only two of these compositions in Bickel’s book) may have
been stimulated by a source other than his well-connected
Sarasota host.

One of the most widely appreciated, and lasting,
contributions of the Federal Writers’ Project established
by the Federal Work Projects Administration during the
Great Depression was the state guidebooks its writers com-
piled. One of them, Florida: A Guide to the Southernmost
State, was first issued in 1939. In light of his involvement
with the Resettlement Administration and his continuing
acquaintance with artists and administrators of WPA proj-
ects, it seems likely that Evans would have known this
series and, in preparation for his trip, might have obtained
a copy of the Florida guide, possibly in the second printing
of 1940. Of particular interest as he scanned the contents
would have been the sections devoted to individual cities.
Sarasota, his base of operations, receives six pages of cov-
erage, half of which is dedicated to “Points of Interest.”
The highlights of this “clean-swept resort town” are,
according to the guidebook: the Municipal Auditorium and
park, offering forty shuffleboard courts, built by the WPA
in 1938; the Sarasota Tourist Park on Ringling Boulevard
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that, in years past, has hosted the annual convention of the
Tin Can Tourists of the World, which always includes a
parade of “new model trailers, house cars, and equip-
ment”; the Sarasota Reptile Farm, where rattlesnake
venom is extracted every Thursday; the John and Mable
Ringling Museum of Art, “the largest in the state”; and the
Ringling Bros. and Barnum & Bailey Circus Winter Quar-
ters, open from 10:00 A.M. to 4:30 pM. daily, December to
April, admission twenty-five cents."

John Ringling, the “circus king” who created the
“Greatest Show on Earth” and at one point “controlled
more circus property than any man since the sixth century
B.C., when Lucius Tarquinius Priscus built the Circus Maxi-
mus for the people of Rome,”” first visited the Sarasota
area around 1910. At that time, he and his wife bought a
vacation cottage that had previously belonged to the man-
ager of the Buffalo Bill Wild West Show. Ringling contin-
ued to buy real estate on his return trips to Florida and
eventually owned about twenty-five percent of Sarasota.

In the twenties, the Ringlings settled permanently
in the area, building their lavish, architect-designed home,
Ca’ d’Zan (pictured in Evans’s photograph, no. 888), that
was inspired by Ringling’s admiration for the Doge’s Pal-
ace in Venice and for McKim, Mead, and White’s Madison
Square Garden, where the Ringling circus opened its sea-
son each year. Before his death in 1936, the circus impresa-
rio also built a downtown hotel, a junior college, and a
causeway connecting the city to the Longboat and Lido
Keys, as well as an art museum. The art museum, begun
in 1927 and dedicated in 1930, was designed by J. H.
Phillips of New York in a “modified Italian Renaissance”
style and, according to the WPA guidebook, contained
seven hundred old-master works that the Ringlings had
collected over thirty-five years. Ringling’s largest contribu-
tion to Sarasota came, however, when he decided in 1927
to transfer the circus’s winter quarters from Bridgeport,
Connecticut, the home of P. T. Barnum (and, coinciden-

tally, the site of Evans’s 1941 assignment for Fortune) to
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that warm-weather city.

Each year, the circus would come home to Sarasota
in November, just as the first invasions of winter resorters
were taking place. For this Florida town, suffering, like
much of the state, from the collapse of the tremendous
real-estate boom of 192426, watching the circus “at
home” became another important tourist attraction, along
with the excellent fishing and golfing. The Ringling circus
quarters also offered something special for students of the
art school that was initially associated with the Ringling
museum: “the opportunity of studying old masters as well
as an amazing assortment of wild animals.” The WPA guide
reports that a prosperous art colony had grown up around
the museum and school; thanks to Ringling, it was “a com-
mon sight to see artists at work on the circus grounds.”

What these fenced-in grounds looked like in the
early forties and why they held potential for students and
artists like Evans is summarily described by the WPA

author as follows:

To the right of the long central road bisecting the
area, the railroad yards form a huge triangle. Here
the four show trains are repaired, refitted, and
repainted during the winter.

The group of buildings consists of animal quar-
ters, utility buildings and workshops, dormitories for
workmen, executive offices, and a dining hall. The
main animal barn, to the right of the roadway,
beyond the railroad yards, is lined with cages, the
majority opening upon outside runways. In the
larger runways, occupied by lions, tigers, leopards,
kangaroos, and other animals, the “cats” are
trained and put through their acts each afternoon at
2:30. On the upper floors are the tent, wardrobe, and
harness-making departments. Canvas workers are
employed the year round in the manufacture of 41
new tents required at the beginning of every season.

South of the animal house are outdoor

cages for polar and American brown bears, pongurs
(dwarf mules), and giraffes. Adjoining are special
barns for 30 elephants, including pigmy species,
that are rehearsed and exercised daily. Near by are
quarters for rhinoceroses, orangutans, chimpanzees,
and smaller varieties of the monkey family. Opposite
is an aviary housing exotic birds. At the east end of
the grounds are stables for 700 horses and practice
rings, where daily rehearsals are held. Adjoining

are runways for dromedaries, camels, and zebras.?

A more suggestive depiction of the Ringling quar-
ters is found in a Harper’s Bazaar article of April 1942,
“The Circus at Home,” illustrated with three Evans images

(only one of which, no. 998, is found at the Getty):

Near the end of November, the ninety cars of circus
train pull into the old Sarasota Fair Grounds out-
side the city, are shunted off in long lines to laze in
the flat Florida sun. The animals’ wagons roll off
their flat-cars, rejoin the spaced-out rows of left
behinds: the magnificent circus wagons of the
past—heavily carved, adorned with caryatids

and weathered paint—too old now, or too
cumbersome, for the new, crack, streamlined,

air-conditioned Greatest Show on Earth.>

Alice S. Morris, the author of this piece, goes on in a more
impressionistic style to suggest the pace of activity on the

winter grounds:

Stretch of wagons and canvas tops . . . gleam of sil-
ver paint, red trim . . . smell of upturned turf and
animals in the sun . . . screams, roars, barks, chat-
terings of beasts . . . stutter of tractors hauling cars
and cages over the chabby [sic] grass . . . soft
Indian cries of American trainers exhorting the

elephants in the tongue they understand. In the



elephant kraal, trainer Walter McClain puts
one of his pupils through difficult paces for the
new elephant ballet— Balanchine choreography,

Stravinsky music.*

From the Getty prints we know that Evans spent
some time at the elephant kraal following these daily
rehearsals and that he looked with a sympathetic eye into
the cages of lions and monkeys and up at the always pecu-
liar giraffes, whose long necks, in Evans’s views, defy con-
finement. But for the most part, the Getty pictures reflect
what is evident in two of the three Harper’s Bazaar illustra-
tions: that Evans was most intrigued with “the magnificent
circus wagons of the past,” those remnants of the circus’s
golden age (1870—-1914) that were once brightly painted
and heavily gilded for their prominent role in “the mile-
long parade from the railroad yards to the big tent” that
opened the circus show in each new town.” Few of these
finely carved, nineteenth-century wagons, typically used
as trap wagons for carrying heavy equipment, have sur-
vived. Their design was highly eclectic, depending on
craftsmen trained in other fields, such as carriage making.
Evans, with a sensitive eye to the best of folk art (and per-
haps some urging from the circus’s winter crew), chose
to work most intensely with a large, nearly intact wooden
wagon that he pictured at least once in a complete side-
view, the one published by Harper’s Bazaar. (For another
view of the same wagon, see fig. 2.)* This wagon, bearing
the characteristic three-quarter-life-size relief figures, is
represented by detail views in plate 17 of The Mangrove
Coast and in three Getty prints that focus on a front side
panel that includes a fantastic, winged female creature
(no. 975); a classically draped, dancing figure from a rear
side panel (no. 974); and the deeply scrolled double doors
at the rear of the wagon (no. 976).%

It is not surprising that Evans was drawn to this
survivor of an anonymous, quite transient, but popular art.

While investigating the west coast of Florida, he found
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Figure 2. Walker Evans. Ringling Bandwagon,

Circus Winter Quarters, Sarasota, 1941 [no. 975].

numerous examples of what some would call kitsch, and
others, vernacular forms. The Getty collection presents
photographs of a cast-concrete putto serving as a lawn
decoration (no. 910), rows of painted coconut “heads” for
sale at a fruit stand (no. 881), shell mosaics in the form of
potted flowers embellishing a small concrete block build-
ing (no. 903), carved and painted elephant heads topping
the animals’ winter home, or kraal (no. 990), murals
explaining the sponge industry and the dangers run by
divers (no. 882), and, of course, the postcard stand boasting
colorful views, for five cents, of Evans’s own subjects
(no. 879), like the circus elephants and the Ringling resi-
dence, Ca’ d’Zan. However, in the case of the discarded cir-
cus wagon, Evans chose a motif that others before him had
recognized and recorded as an important part of America’s
material culture.

Had Evans perused the section under “Art” in the

1940 WPA guide, he would have come across the informa-



264 1938-1941

tion that another WPA program, the Federal Art Project,
was sponsoring a variety of public art works in the state. In
addition, its Index of American Design had already copied
hundreds of early regional textile, clothing, and carving
designs, “and other manifestations of folk and popular
art.” This included circus-wagon design and decoration,
“copied at the Ringling headquarters in Sarasota from
famous old circuses that have long departed the American
scene. The elaborate figures and ornamental carvings on
this rapidly deteriorating equipment have been recorded
on faithfully drawn colored plates.”*

The Index, which carried out work in thirty-five
states during the six years of its existence (1935—41),
emphasized a meticulous, objective rendering of regional
crafts; each representation, whether in oil or watercolor,
was to be accurate enough to “stand as surrogate” for the
object copied.?® A drawing by an Index artist now in the
National Gallery of Art’s collection appears to reflect some
“restoration” of Evans’s wagon in the recording process;
it also pictures the wagon’s fanciful decoration as red,
white, blue, and gold, giving a more faithful version of the
wagon’s original appearance.* On the other hand, Evans’s
black-and-white images point up the high relief employed
by the wood-carvers in order to satisfy the long-distance
gaze of parade crowds. In a 1972 survey of the Index
collection of popular folk arts, the cataloguer highlights
this wagon, based on a patriotic rather than a biblical or

mythological theme, as a fine example of its type:

The circus wagon United States is one of the most
magnificent examples of circus carving, replete with
symbols of the American spirit. Figures and allego-
ries proudly display the flag and eagle. In the cen-
tral panel the Goddess of Liberty stands flanked by
Indian maidens. Every square foot is covered with
architectural framework, arches and pilasters, ara-
besques and storied details to instill patriotic fervor

in the hearts of spectators, c. 1875.%'

Access to fine nineteenth-century craftsmanship allowed
Evans to indulge his continuing passion for products of the
1800s, whether railroad cars or Victorian houses. More-
over, his time in Florida supplied material for a vision

still inspired by Eugene Atget, who around 1910 had put
together La Voiture a Paris, an album of photographs of
sixty wagons and carriages he had found on Paris streets.*
On assignment in Cuba in 1933 (see the chapter “Cuba,”
above), Evans produced many studies, twelve of them part
of the Getty collection, of street vendors’ wagons and
horse-drawn carriages populating the streets of Havana.
For a private commission the next year, he photographed
the Jennings collection of carriages (possibly that of indus-
trialist Oliver Jennings) as seen in six Getty prints (see the
chapter “Circa 1930,” above).

In Evans’s later work, this interest in earlier forms
of transportation seems to have been transferred to the
twentieth-century Ford and to streamlined trains, such as
that of the Ringling Brothers circus, which conveyed
performers, animals, tents, and wagons from one town to
another.?® The train of circus cars had several roles, and
Evans could appreciate them all. After years of service as
rapid transportation, the cars were sometimes retired to
the winter yards to provide lodging for members of the
crew during the off-season months. In a quintessential
Evans picture from this Florida series (no. 989), a train
becomes a house. His “portrait” concentrates on the car’s
picture window and balcony, framed, appropriately, by a
squat palm of the same proportions and the sunny Florida
horizon. The car receives the same careful attention Evans
devoted to the other transient homes he came across in
Florida—the winter resorters’ trailers (tin cans or house
cars, as they were called [nos. 912-15])—and consider-
ably more than he gave to the antebellum plantation house

he photographed in Tallahassee (no. 900).



1. The Federal Writers’ Project of the
Works Projects Administration (for
the state of Florida), Florida: A Guide
to the Southernmost State (New York:
Oxford University Press, 1939; second
printing, 1940), 551.

2. The details of Bickel’s life were
gleaned, for the most part, from the
exhibition catalogue Karl August
Bickel, 1882—1972: An Exhibition to
Honor His Many Contributions to the
Ringling Museum and the State of
Florida (Sarasota: John and Mable
Ringling Museum of Art, Oct. 25-Nov.
25, 1973).

3. Karl A. Bickel, The Mangrove
Coast: The Story of the West Coast of
Florida, photographs by Walker Evans
(New York: Coward-McCann, 1942),
dust jacket.

4. Ibid., 3.

5. Tbid., 296.
6. Ibid., 297.
7. Ibid., 298.

8. Details regarding the dates and itin-
erary for this commission were gath-
ered from the author’s conversations
between 1990 and 1993 with Evans
biographer Belinda Rathbone and with
Evans’s ex-wife, Jane Smith Ninas
(now Jane Sargeant). Ms. Sargeant
recalled for Ms. Rathbone the experi-
ence of being on the Florida beach
with Evans the day Pearl Harbor was
bombed.

9. The author would like to thank
Jane Sargeant for sharing her reminis-
cences about this 1941 trip when we
spoke by phone on June 29, 1993.

10. Bickel, The Mangrove Coast.
11. Ibid., second impression.

12. Deborah Walk, Archivist at the
John and Mable Ringling Museum of
Art, Sarasota, generously provided
information about the printing history
of the Bickel book, as well as identifi-
cation of the Charles Ringling resi-
dence that appears in The Mangrove
Coast and background material on
John Ringling, the circus winter quar-
ters, and the history of circus trains.

13. See the portfolio of Evans’s photo-
graphs located at the back of Carleton
Beals, The Crimes of Cuba (Philadel-
phia and London: J. B. Lippincott,
1933) and the group of thirty-one
images placed at the front of James
Agee and Walker Evans, Let Us Now

ONTHE WEST COAST OF FLORIDA

NOTES

Praise Famous Men: Three Tenant
Families (Boston: Houghton Mifflin,
1941).

14. These twenty-nine negatives are
represented at the Getty in fifty dif-
ferent prints (excluding duplicates),
sometimes displaying several variant
croppings of the published image:
nos. 851, 854—62, 869, 87376, 879—
83, 888—89, 891, 893, 89596, 899,
900, 909, 91213, 917—18, 923, 928,
945-50, 955, 961—64, 972—73, 983,
and 985.

15. Bickel, The Mangrove Coast,
Evans’s captions, 311-12, and Bickel’s
text, 299.

16. See Walker Evans at Work (New
York: Harper and Row, 1982), 99-103,
for images (selected from Evans’s nega-
tives) identified as Florida 1934. The
information that Evans’s 1934 commis-
sion came from an acquaintance who
had recently purchased a luxury hotel,
the Island Inn, was contributed by
Belinda Rathbone in conversation
with the author.

17. From an unfinished letier to
Ernestine Evans in the Getty collec-
tion (84.XG.963.42), first published in
Walker Evans at Work, 98.

18. See Marion Post Wolcott: FSA Pho-
tographs, introduction by Sally Stein
(Carmel, Calif.: Friends of Photogra-
phy, 1983), and Paul Hendrickson,
Looking for the Light: The Hidden Life
and Art of Marion Post Wolcott (New
York: Alfred A. Knopf, 1992), for
examples of Post Wolcott’s Florida
work of 1939—41; see also the micro-
film files of the Farm Security Adminis-
tration photographs in the Prints and
Photographs Division of the Library of
Congress for more complete represen-
tation of her Florida assignments.

19. Florida: A Guide to the Southern-
most State, 268—73.

20. Mel Miller, Ringling Museum

of the Circus: The Collection and Its
Relation to the History of the Circus
(Sarasota: John and Mable Ringling
Museum of Art, 1963), n.p. Also see
“Portrait of John,” Fortune 1 (Apr.
1930), 44—45; Ca’ d’Zan: Ringling
Residence (Sarasota: John and Mable
Ringling Museum of Art, n.d.); Robert
Wernick, “The Greatest Show on Earth
Didn’t Compare to Home,” Smithso-
nian 12:6 (Sept. 1981), 62—71; and
Patricia Ringling Buck, The John and
Mable Ringling Museum of Art (Sara-
sota: John and Mable Ringling

Museum of Art, 1988; reprint 1991),
for background information about the
Ringlings’ involvement with Sarasota
and the building of their residence
and art museum.

21. See Florida: A Guide to the South-
ernmost State, 161, for this quota-

tion and the above description of
Ringling’s contributions to the educa-
tion of artists.

22. Ibid., 272.

23. Alice S. Morris, “The Circus at
Home,” Harper’s Bazaar, 75:2764 (Apr.
1942), 65.

24. Ibid., 65, 116.

25. Clarence P. Hornung, Treasury of
American Design: A Pictorial Survey
of Popular Folk Arts Based upon Water-
color Renderings in the Index of Ameri-
can Design, at the National Gallery

of Art, vol. 2 (New York: Harry N.
Abrams, 1972), 594.

26. Morris, “The Circus at Home,” 65,
top illus. This image is a radically
cropped version of a 4 x 5-inch nega-
tive revealed in a more complete state
in First and Last (New York: Harper
and Row, 1978), 146. Another Evans
composition based on this wagon
appears in Giles Mora and John T.
Hill, Walker Evans: The Hungry Eye
(New York: Harry N. Abrams, 1993),
245. A posthumous photograph printed
full frame from a 4 x 5-inch Estate
negative, this image isolates the mythi-
cal winged, mermaid-like creature,
who plays a more minor role in the
Getty print mentioned below, where
she is shown in the company of a
Native American goddess and a Revo-
lutionary soldier on horseback, her
consorts at one end of the wagon.

27. The image from The Mangrove
Coast (pl. 17) was selected by Evans
in 1966 as the last of twelve plates
making up the deluxe publication
Message from the Interior (New York:
Eakins Press, 1966). Of the twelve pic-
tures he culled from three decades of
work (1931-62), this is the only one
that challenges the rubric of
“interior.”

28. Florida: A Guide to the Southern-
most State, 161.

29. Holger Cabhill, introduction to
Erwin O. Chistensen, The Index

of American Design (New York:
MacMillan, in collaboration with the
National Gallery of Art, Washington,
D.C.), 1950, xiv. See Cahill’s introduc-

265

tion for the history, philosophy, and
techniques of the Index, as well as
background on the appreciation of folk
and popular art in the United States.

A former national director of the
Index, Cahill advised Abby Aldrich
Rockefeller as she assembled her folk-
art collection and was responsible for
the exhibition American Folk Art: The
Art of the Common Man in America,
1750—1900 (which Evans, no doubt,
saw) while serving as acting director of
the Museum of Modern Art in 1933. In
his introduction, Cahill mentions that
the initial idea for the Index came
from Romana Javitz, then head of the
New York Public Library’s picture col-
lection and an early collector of
Evans’s work.

30. Hornung, Treasury of American
Design, cat. no. 2144, double-page
illus., 596-97.

31. Ibid., 597.

32. For illustrations and a discussion
of this series (a complete album exists
in the collection of the Museum of
Modern Art), see Molly Nesbit, Atget’s
Seven Albums (New Haven and Lon-
don: Yale University Press, 1992),
350—-64.

33. During the thirties, especially
while traveling on assignment for the
Resettlement Administration, Evans
photographed individual automobiles;
another favorite subject was what he
called “auto graveyards.” In the fifties,
he produced several stories for For-
tune on the subject of railroads, includ-
ing “Along the Right-of-Way” (Sept.
1950) and “The Last of Railroad
Steam” (Sept. 1958). The silver-
painted Ringling Bros. and Barnum &
Bailey Circus train, which at one point
consisted of one hundred railroad cars
carrying 1,500 employees, is pictured
in seven Getty prints (nos. 981-85,
988-89), usually serving as a back-
drop for an elaborate circus wagon
ornamented with fierce griffins and hel-
meted, charioteer-like female figure-
heads. Additional background about
the general history of circus trains was
gleaned from Freeman H. Hubbard,
“100 Years of Circus Trains,” Rail-
road (Apr. 1956), 12-27, supplied by
Deborah Walk of the John and Mable
Ringling Museum of Art.



266 1938-1941

848

On the West Coast of Florida

Because the Getty collection includes nearly five times the
number of Florida images finally used in The Mangrove
Coast, the author has elected not to follow the published
sequence but to organize the entries in this section—all
pictures believed to have been made in the late fall of
1941—into seven informal categories: landscape, road pic-
tures, scenes from tourist shops, regional architecture (the
Ringling villas, resorters’ trailers, etc.), action and wildlife
on wharf and pier, people on the street and at shuffleboard,

and, lastly, images from the Ringling Circus Winter Quar-

ters, arranged by subject (traditional circus wagons, trains,
or trained animals). Of the thirty-two negatives employed
for the plate section of The Mangrove Coast, twenty-nine
are represented here, sometimes in several variant crop-
pings, in fifty-two prints (excluding duplicates): nos. 851,
85462, 86971, 873— 876, 879-83, 888, 889, 891, 893, 895,
896, 899, 900, 909, 912, 913, 917, 918, 923, 928, 945-50,
955, 961—64, 972, 973, 983, and 985. The minor differences
in cropping between the published image and the Getty
print are sometimes attributable to trimming by designers

or printers during the book production process.



849

850

851

848

[Mangroves at Water’s Edge, Floridal,
1941

10.2x 16.2 cm (4 x 6% in.)
84.XM.956.846

MARKS & INSCRIPTIONS: (Verso) at right
edge, Evans stamp C; at 1. left, in pen-
cil, Crane no. L76.54(Evans).

849

[Mangroves at Water’s Edge, Florida),
1941

12.8 x 16.6 cm (5 Y32 x 6 %16 in.)
84.XM.956.845

MARKS & INSCRIPTIONS: (Verso) at 1. left,

Evans stamp A; at . left, in pencil,
Crane no. L76.53(Evans).

850

[Coastal Landscape with Palms], 1941
19.4 x 24.3 cm (7 % x 9 V16 in.)
84.XM.956.919

MARKS & INSCRIPTIONS: (Verso) at right
edge, Evans stamp A; at left edge, in
pencil, [arrow pointing to the right]
Evans; at 1. left, in pencil, Crane

no. L76.50(Evans).
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851

Long Boat Key/[ Long Boat Key and
the Gulf*], 1941

Image: 18.2 x 22.9 cm

(7 %52 x 9 V42 in.); original mount:
20.7 x 25.6 cm (8 %2 x 10 %2 in.)
84.XM.956.902

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, LONG BOAT KEY; at . center,
in pencil, -5 %-; (verso, mount) at
right edge, Evans stamp C; at u. left,
in pencil, val/093/29.20 [inverted]; at
1. right, in pencil, 57 [circled and

inverted]; at . left, in pencil, Crane
no. L76.20(Evans).
REFERENCES: *MANCO, pl. 23 (variant).

852

[Three Palms on the Beach, Floridal,
1941

20.4 x 16.5 cm (8 Y42 x 6 Y2 in.)
84.XM.956.816

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at L. left, in
pencil, Crane no. L76.39(Evans).
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853

[View of the Beach, Florida}, 1941
24.5x 19 em (9252 x 7% in.)
84.XM.956.817

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp C [sideways]; at
1. left, in pencil, Crane no. L76.38
(Evans).

854

The Gulf of Mexico, 1941

Image: 15 x 18.9 ¢m (5 '%16 x 7 %16 in.);
original mount: 24.9 x 20.9 cm

(92%:2 x 8 in.) [detached]
84.XM.956.931

MARKS & INSCRIPTIONS: (Verso) at L. left,
in pencil, Crane no. L76.17(Evans);
(recto, mount) signed at |. right, in pen-
cil, by Evans, Walker Evans; at 1. left,
in pencil, by Evans, THE GULF OF
MEXICO; at L. center, in pencil, -5 /s-;
at I. left, in pencil, Mangrove Coast; at
1. right, in pencil, 133 [small letter o or
zero underlined]; at 1. right, in pencil,
Frontis.; (verso, mount) at u. right, in
pencil, 78L [circled and crossed out];
at u. right, in pencil, val/093 [under-
lined]/29-29 [all inverted]; at L. right,
in pencil, [arrow pointing to right]
FEvans; at 1. left, in pencil, 70 [eircled];

at L. left, in pencil, Crane no. L76.17
(Evans).
REFERENCES: MANCO, pl. 20.

855

[The Gulf of Mexico*], 1941

16.6 x 20.8 cm (6 ‘732 x 8 752 in.)
84.XM.956.807

MARKS & INSCRIPTIONS: (Verso) at right
edge, Evans stamp A [sideways]; at
left edge, in pencil, [arrow pointing to
right] Evans; at L. left, in pencil, Crane
no. L76.147(Evans).

REFERENCES: *MANCO, pl. 20 (variant).
~otE: Not illustrated; variant of

no. 854.

859

856

[The Gulf of Mexico*)], 1941

16.2 x 20.3 cm (6 % x 8 V32 in.)
84.XM.956.801

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp A; at L. left, in
pencil, Crane no. L76.112(Evans).
REFERENCES: *MANCO, pl. 20 (variant).

857

[Gulf of Mexico*], 1941

24.8x19.5cm (9% x 7% in.)
84.XM.956.881

MARKS & INSCRIPTIONS: (Verso) at u. cen-
ter, Evans stamp A [inverted]; at



860

Banvan Teer

861

1. right, in pencil, [arrow pointing to
right] Evans; at 1. left, in pencil, Crane
no. L76.111(Evans).

REFERENCES: *MANCO, pl. 20 (variant).

858

[Inland Landscape*], 1941; printed
later

Image: 18.9 x 15.7 cm (7 %52 x 6 %16 in.);
sheet: 21.9x 17.6 cm (8 2Y52x 6352 in.)
84.XM.956.837

MARKS & INSCRIPTIONS: (Verso) at center,
in pencil, [arrow pointing to right]
FEvans; at 1. left, in pencil, no. L76.91
(Evans).

REFERENCES: *MANCO, pl. 26 (variant).

862
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859

[Inland Landscape*], 1941

Image: 19.5 x 15.8 cm (7 252 X 6 Y321n.);
original mount: 25.5 x 20.5 cm

(10 Y52 x 8 Yie in.)

84.XM.956.898

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at u. right, Evans stamp C; at
1. left, in pencil, Crane no. L76.23
(Evans).

REFERENCES: ¥*MANCO, pl. 26 (variant).

860

[Vultures™*], 1941

Image: 23.5x 18.4 c¢cm (9 V4 x 7 V4 in.);
sheet: 24.7 x 18.9 em (9% x 7 %32 in.)
84.XM.956.804

MARKS & INSCRIPTIONS: (Recto) at

L. right, in black ink, 30 30 29 30 [last
three numbers crossed out in ink]; at
1. right, incised, 3/ [mainly erased];
(verso) at u. right, Evans stamp C; at
1. left, in pencil, Crane no. L76.27
(Evans).

REFERENCES: ¥*MANCO, pl. 30 (variant).
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861

Banyan Tree, 1941

Image: 10 Y5 x 8 Vazin. (7 %16 x 5 %6 in.);
original mount: 25.7 x 20.4 cm

(10 Y2 x 8 Va2 in.)

84.XM.956.943

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, BANYAN TREE; at |. center, in
pencil, by Evans, 4 Y; (verso, mount)
at u. right center, Evans stamp C; at
u. right, in pencil, val/093 [under-
lined]/29-14; at 1. right, in pencil,
[arrow pointing to right] Evans; at

1. right, 86 [circled and inverted).
REFERENCES: MANCO, pl. 3.

862

[Banyan Tree*], 1941; printed later
22.3x 17.5 ¢cm (8 %%2 x 6 2%2 in.)
84.XM.956.799

MARKS & INSCRIPTIONS: (Verso) at 1. left,
in pencil, Crane no. L76.3(Evans).
REFERENCES: *MANCO, pl. 3 (variant).

863

[Banyan Tree*), 1941; printed later
22.4 x 17.7 cm (8 16 x 6 *Y42 in.)
84.XM.956.800

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C [sideways]; at 1. left, in
pencil, Crane no. L76.2(Evans).
REFERENCES: *MANCO, pl. 3 (variant).
nore: Not illustrated; duplicate of

no. 862.

864

[Banyan Tree), 1941; printed later
23.4x 17.6 cm (9 732 x 6 2%:2 In.)
84.XM.956.857

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C; at L. left, in pencil,
Crane no. L76.30(Evans).



270 1938-1941

865

[Cypress Swamp, Florida], 1941
Image: 21.4x 15.8cm (8 %16 x 6 Y32 In.);
original mount: 25.6 x 20.3 cm

(10 %52 x 7342 in.)

84.XM.956.895

MARKS & INSCRIPTIONS: (Recto, mount)
signed at l. right below print, in pen-
cil, by Evans, Walker Evans; (verso,
mount) at u. right, Evans stamp C; at
1. right, [arrow pointing to right]
Evans; at 1. left, in pencil, Crane

no. L76.109(Evans).

866

[Cypress Swamp, Florida], 1941;
printed later

Image: 22 x 17 cm (8 V16 x 6 16 in.);
sheet: 22.9 x 18.3 e¢m (9 Y32 x 7 %16 in.)
84.XM.956.865

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp C; at 1. left, in pencil,
Crane no. L76.153(Evans).

~oTE: Not illustrated; variant of

no. 865.

867

[Cypress Swamp, Florida], 1941;
printed later

Image: 23.8x 17.2 cm

(8 Y16 x 62%s2 in.); sheet: 3.8 x 18.4 cm
(9% x 7% 1n.)

84.XM.956.880

MARKS & INSCRIPTIONS: (Verso) at u. left,
Evans stamp C; at L. left, in pencil,
Crane no. L76.110(Evans).

NoTE: Not illustrated; duplicate of

no. 866.

868

[Cypress Swamp, Florida], 1941;
printed later

21.9x 16.8 cm (8% x 6 % In.)
84.XM.956.863

MARKS & INSCRIPTIONS: (Verso) at 1. left,
Evans stamp C [inverted]; at . left, in
pencil, Crane no. L76.134(Evans).

Note: Not illustrated; duplicate of
no. 866.

869

A Cypress Swamp, 1941

Image: 21.5x15.9 cm (8 %42 x 6 Y4 in.);
original mount: 25.5 x 20.3 cm

(10 Yoz x 8 in.)

84.XM.956.900

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, A CYPRESS SWAMP; at

1. center, in pencil, -5 %-; (verso,
mount) at u. center, Evans stamp C; at



u. left, in pencil, NL/294 [underlined]/
2; at 1. right, [arrow pointing to right]
Evans; at L. left, in pencil, Crane

no. L76.18(Evans).

REFERENCES: MANCO, pl. 21.

870

[Cypress Swamp, Florida], 1941
Image: 22.8 x 16.8 cm (9 x 6 ¥a in.);
sheet: 24.3 x 18.2 cm (9 %6 x 7 %6 In.)
84.XM.956.879

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp C; at L. center,
in pencil, [arrow pointing to right]
Evans; at L. left, in pencil, Crane

no. L76.107(Evans).

871

[Cypress Swamp, Florida], 1941

Image: 22.8x16.8 cm (8*Y52x 6 %5 in.);
sheet: 23.8 x 18.5 ¢cm (9% x 7 Y4 in.)
84.XM.956.862

MARKS & INSCRIPTIONS: (Verso) at |. cen-
ter, Evans stamp A; at L. left, in pencil,
Crane no. L76.135(Fvans).

872

{Cypress Swamp, Florida], 1941
Image: 22.7x16.9 cm (8 '%16x 6 5 in.);-
sheet: 24.8 x 18.7 cm (92%52 x7 % in.)
84.XM.956.894

MARKS & INSCRIPTIONS: (Recto) at 1. cen-
ter, in black ink, -5 %4"-; at lower right,

ONTHE WEST COAST OF FLORIDA

in ink, 21; at L. right, in ink, 20
[crossed out]; at L. right, [indecipher-
able inscription crossed out in ink];
(verso) at |. center, Evans stamp A; at
L. right, in pencil, 374 [mainly erased};
at 1. left, in pencil, Crane no. L76.108
(Evans).

NoTE: Not illustrated; variant of

no. 871.

873

[Logging Landscape*], 1941

Image: 15.5 x 23 cm (6 Y16 x 9 Vio in.);
original mount: 20.4 x 25.7 cm
(8x10% in.)

84.XM.956.899
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MARKS & INSCRIPTIONS: (Recto, mount)
signed at | right, in pencil, by Evans,
Walker Evans; (verso, mount) at

u. right edge, in pencil, [arrow point-
ing to right] Evans [sideways]; at

1. left, in pencil, Crane no. L76.24
(Evans).

REFERENCES: ¥*MANCO, pl. 27 (variant).

874

|Logging Landscape*], 1941

Image: 17.2 x 24 em (6 2752 X 9 10 1n.);
sheet: 18.4x 24.7 cm (7 ¥4 x 9% In.)
84.XM.956.808

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C; at 1. left, in pencil,
Crane no. L76.141(Evans).
REFERENCES: *MANCO, pl. 27 (variant).
~oTE: Not illustrated; variant of

no. §73.

875

Auto Graveyard (at Tampa), 1941
Image: 14.5 x 18.3 em

(5 W6 x 7% in.); original mount:
29.1x23.8 cm (11 % x 9% in.)
84.XM.956.944

MARKS & INSCRIPTIONS: (Recto, mount)
signed at . right below print, in pen-
cil, Walker Evans; at 1. left, in black
ink, by Evans, AUTO GRAVEYARD AT
TAMPA [last two words crossed out in
pencil]; at L. center, in pencil, -5 /4-;
(verso, mount) at u. right, in pencil,
val/093 [underlined]/29-23; at L. left,
in pencil, 72 [circled]; at L right, in
pencil, [arrow pointing to the right]
Evans; at 1. right, in pencil, 30; at

1. left, in pencil, Crane no. L76.150.
REFERENCES: MANCO, pl. 13 (variant);
FAL, p. 145 (variant).

876

[Auto Graveyard*), 1941

15.2x 23.8 cm (5%Y52 x 9 % in.)
84.XM.956.911

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C [inverted]; at 1. left,

in pencil, Crane no. L76.13(Evans).
REFERENCES: *MANCO, pl. 13 (variant);
FAL, p. 145 (variant).

877

[Mystery Ship Roadside Bar], 1941;
printed later

Image: 16.7x21.2 cm (6 %16 x 73V521n.);
sheet: 18.2 x 21.2 em (7 %16 x 8 Y42 in.)
84.XM.956.936

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp C; (recto, mat) at
L. right, in pencil, 238; at L. left, in pen-
cil, Crane no. L76.124(Evans).
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879

880

878

Upstate Roadside Landscape, 1941
Image: 12.9x 16.4 cm (5 Y16 x 6 %52 in.);
original mount: 29.1 x 23.7 cm

(11 Y% x 9 %6 in.)

84.XM.956.937

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right below print, in
pencil, Walker Evans; at 1. left, in
black ink, by Evans, UPSTATE ROAD-
SIDE LANDSCAPE; (verso, mount) at

L. right, in pencil, by Evans, 25; (recto,
mat) at L. right, in pencil, 237; at

1. left, in pencil, Crane no. L76.125
(Evans).

879

Postcard Display, 1941

Image: 16.3 x 14.6 cm (6 Y16 x 5% in.);
original mount: 29.3 x 23.7 cm

(11 % x 9% in.)

84.XM.956.874

MARKS & INSCRIPTIONS: {Recto, mount)
signed at . right below print, in pen-
cil, by Evans, Walker Evans; at 1. left,
in black ink, by Evans, POSTCARD DIS-
PLAY; at l. center, in pencil, -5 Y-;
(verso, mount) at u. right, in pencil,
val./093 [underlined]/29.27 [inverted];
at 1. left, 89.5 [circled and sideways];
at l. center, in pencil, [arrow pointing

881

to right] Evans; at l. right, in pencil,
by Evans, 29; at . left, in pencil,
Crane no. L76.29(Evans).
REFERENCES: MANCO, pl. 32.

880

[Resort Photographer at Work*], 1941;
printed later

15.8x22.4 ¢cm (6 ¥4 x 8 %6 in.)
84.XM.956.948

MARKS & INSCRIPTIONS: (Verso) at . left,
Evans stamp C; at . left, Crane

no. L76.6.

REFERENCES: *MANCO, pl. 6 (variant);
FAL, p. 142 (variant).

881

[Souvenir Shop Display*], 1941;
printed later

17.5x20.3 cm (62%32 x 8 in.)
84.XM.956.935

MARKS & INSCRIPTIONS: (Recto, mat) at
1. left, in pencil, Crane no. L76.22
(Evans).

REFERENCES: *MANCO, pl. 25 (variant).

882

Descriptive Painting by a Sponge-
Diver/[Painting of Sponge Divers at
Work, Possibly by C. Coolidge], 1941
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Image: 11.3x19.2 cm (4 Vie x 7 %16 In.);
original mount: 29.2 x 23.4 cm

(11%x 9% in.)

84.XM.956.873

MARKS & INSCRIPTIONS: (Recto, mount)
signed at right below print, in pencil,
by Evans, Walker Evans; at 1. left, in
black ink, by Evans, DESCRIPTIVE
PAINTING BY A SPONGE-DIVER; at . cen-
ter, in pencil, -5 %-; (verso, mount) at
u. right, in pencil, val/093 [under-
lined]/29-6; at 1. left, in pencil, 68
[encircled and sideways]; at 1. right, in
pencil, arrow pointing to the right,
Evans; at L. right, in pencil, 6.; at

883

1. left, in pencil, Crane no. L76.25
(Evans).
REFERENCES: MANCO, pl. 28.

883

[Descriptive Painting by a Sponge-
Diver, Florida*)/ [Painting of
Sponge Divers at Work, Possibly by
C. Coolidge], 1941

15.6 x 23.8 cm (6 Y6 x 9% in.)
84.XM.956.878

MARKS & INSCRIPTIONS: (Verso) at

1. right, Evans stamp A; at L. left, in
pencil, Crane no. L76.114(Evans).
REFERENCES: *MANCO, pl. 28 (variant).

884

[Painting of Sponge Divers at Work,
Possibly by C. Coolidge], 1941

16.9 x 23.7 cm (62Y52 x 9 %6 In.)
84.XM.956.850

MARKS & INSCRIPTIONS: (Verso) at

L. right, Evans stamp B; at 1. left, in
pencil, Crane no. L76.113(Evans).

885

[Sponge Diver’s Suit, Tarpon Springs,
Florida], 1941

Image: 15.3 x 11.1 cm (6 Y32 x 4% in.);
original mount: 29.3 x 23.5 cm

(11 '%2x 9 V4 in.)

886

84.XM.956.924

MARKS & INSCRIPTIONS: (Recto, mount)
signed at |. right below print, by
Evans, Walker Evans; (verso, mount) at
I. right, in pencil, 31; at L. left, in pen-
cil, Crane no. L76.83(Fvans).

886

Sponge Diver’s Suit, Tarpon Springs,
1941

Image: 21.8 x 16 cm (8 %16 x 6 V4 in.);
original mount: 25.6 x 20.4 cm
(10%52x 8 V32 in.)

84.XM.956.868

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, SPONGE DIVER'S SUIT, TAR-
PON SPRINGS; (verso, mount) at L. right,
Evans stamp C; at L. left, in pencil,
Crane no. L76.82(Evans).

887

[Sponge Diver’s Suit, Tarpon Springs,
Florida], 1941

22.1x 17.1 em (8 16 x 6% in.)
84.XM.956.813

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp C; at 1. left, in
pencil, Crane no. L76.142(Evans).
~oTE: Not illustrated; duplicate of
no. 886.
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888

Uninhabited Seaside Residence Near
Sarasota/[Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936—46)], 1941

Image: 15.8x 17.3 cm

(6 ¥4 x 62742 in.); original mount:

25.7 x 20.3 cm (10 %2 x 8 in.)
84.XM.956.886

MARKS & INSCRIPTIONS: (Recto, mount)
signed at 1. right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, UNINHABITED SEASIDE RESI-
DENCE NEAR SARASOTA; at

1. center, in pencil, 5 ¥%; (verso, mount)
at u. right, Evans stamp C [inverted];

at u. right, in pencil, val./093 [under-
lined]/29.5; at 1. center, in pencil,
arrow pointing to the right, Evans; at
1. right, in pencil, 76 [circled and
inverted]; at l. left, in pencil, Crane
no. L76.10(Evans).

REFERENCES: MANCO, pl. 10.

889

[Uninhabited Seaside Residence near
Sarasota*]/[Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936—46)], 1941

17.6 x 22.5 cm (6 %16 x 8 3 in.)
84.XM.956.821

894

MARKS & INSCRIPTIONS: (Verso) at
u. right, Evans stamp C; at L. left, in
pencil, Crane no. L76.104(Evans).

REFERENCES: *MANCO, pl. 10 (variant).

890

[Uninhabited Seaside Residence near
Sarasota*]/[Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936-46)], 1941

17.4x22.5 cm (6 76 x 8 /8 in.)
84.XM.956.827

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp C [inverted]; at
L. left, in pencil, Crane no. L76.103
(Evans).

REFERENCES: *MANCO, pl. 10 (variant).
NoTE: Not illustrated; variant of
no. 889.

891

[Uninhabited Seaside Residence, Near
Sarasota*]/[Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936-46)], 1941

16.9x 22.5 em (62Y32 x 8?%32 in.)
84.XM.956.795

MARKS & INSCRIPTIONS: (Verso) at right
center, Evans stamp A; at 1. left, in
pencil, Crane no. £76.152(Evans).
REFERENCES: *MANCO, pl. 10 (variant).
NOTE: Not illustrated; variant of

no. 889.
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892

{Uninhabited Seaside Residence near
Sarasota*]/[Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936—46)], 1941; printed later
Image: 17.8 x 22.8 cm

(7 Va2 x 8342 in.); sheet: 18.9 x 23.7 cm
(7 Y16 x 9 %6 in.)

84.XM.956.861

MARKS & INSCRIPTIONS: (Verso) at center,
Evans stamp C; at 1. left, in pencil,
Crane no. L76.136(Evans).

REFERENCES: *MANCO, pl. 10 (variant).
~noTE: Not illustrated; variant of

no. 889.

i g

893

[Uninhabited Seaside Residence Near
Sarasota*}/Ca’ d’Zan, The Ringling
Residence (Built 1925-26, in Probate,
ca. 1936—46)], 1941

17.6 x 22.2 cm {6 %16 x 82%52 In.)
84.XM.956.796

MARKS & INSCRIPTIONS: (Verso) at

u. right, Evans stamp C; at L. left, in
pencil, Crane no. £96.105(Evans).
REFERENCES: *MANCO, p. 10 (variant).
NoTE: Not illustrated; variant of

no. 889.
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894

[View of Uninhabited Seaside Resi-
dence Near Sarasota, Florida]/[Ca’
d’Zan, The Ringling Residence (Built
1925-26, in Probate, ca. 1936—46)],
1941

14.1x19.1 em (5%6x 7 %% in.)
84.XM.956.826

MARKS & INSCRIPTIONS: (Verso) at bottom
edge, partial Evans stamp C; at L. left,
in pencil, Crane no. L76.106(Evans).

895

Coast Residence/[Ringling Residence,
Home of Charles Ringling’s Widow,
Sarasota], 1941

Image: 13.8 x 20 ¢cm (5 V16 x 7 Y8 in.);
original mount: 29.2 x 23.5 cm

(11 % x 9 V4 in.)

84.XM.956.928

MARKS & INSCRIPTIONS: {(Recto, mount)
signed at l. right below print, in pen-
cil, by Evans, Walker Evans; at 1.
center, in pencil, -5 ¥-; at . left, in
black ink, by Evans, COAST RESI-
DENCE; (verso, mount) at u. right, in
pencil, val/093 [underlined}/29-22; at
L. left, in pencil, 74.5 [circled]; at

L. right, in pencil, arrow pointing to
the right, Evans; at L. right, in pencil,
8.; at L. left, in pencil, Crane

no. L76.11(Evans).

REFERENCES: MANCO, pl. 11 (variant).
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896

[Coast Residence*]/[Ringling Resi-
dence, Home of Charles Ringling’s
Widow, Sarasota], 1941

16.9 x 20.7 cm (6 V16 x 8 %52 In.)
84.XM.956.812

MARKS & INSCRIPTIONS: (Verso) at right
center, partial Evans stamp C
[inverted]; at l. right, Crane stamp; at
L. right, in pencil, by Arnold Crane,
Withdrawn 12/71 AHC; at L. left, in pen-
cil, Crane no. L76.137(Evans).
REFERENCES: *MANCO, pl. 11 (variant).
~otE: Not illustrated; variant of

no. 895.

897

[Coast Residence*)/[Ringling Resi-
dence, Home of Charles Ringling’s
Widow, Sarasota), 1941

16.9 x 20.7 cm {6 2Y32 x 8 16 in.)
84.XM.956.921

MARKS & INSCRIPTIONS: (Verso) at center
right, Evans stamp C; at 1. left, in
pencil, Crane no. L76.70(Evans).
REFERENCES: ¥MANCO, pl. 11 (variant).
NoTE: Not illustrated; duplicate of

no. 896.

898

Unfinished Boomtime Hotel, 1941
Image: 11.2 x 18.6 cm

(4 %52 x 7 %6 in.); original mount:
29.1x 23.4 ¢cm (11 %6 x 9 V52 n.)
84.XM.956.867

MARKS & INSCRIPTIONS: (Recto, mount)
signed at L. right, in pencil, by Evans,
Walker Evans; at 1. left, in black ink,
by Evans, UNFINISHED BOOMTIME
HOTEL; (verso, mount) at l. right, in
pencil, 18; at L. left, in pencil, Crane
no. L76.52(Evans).

899

Tampa University, 1941

Image: 19.6 x 12.4 cm

(7 %32 x 4 Y in.); mount:

29.1x 23.5 cm (11 %42 x 9 % in.)
84.XM.956.933

MARKS & INSCRIPTIONS: {Recto, mount)
signed at 1. right below print, in
pencil, by Evans, Walker Evans; at

L. center, in pencil, -4"-; at 1. left, in
black ink, by Evans, TAMPA UNIVER-
SITY; (verso, mount) at l. center, Evans
stamp Aj; at u. right, in pencil, val/093
[underlined]/29.10; at 1. left, in pencil,
82.5 [circled]; at 1. right, in pencil, 10
and [arrow pointing to right] Evans;
(recto, mat) at L. right, in pencil, 218;
at . left, in pencil, Crane no. L76.15
(Evans).

REFERENCES: MANCO, pl. 18.



276

1938-1941

902

900

Ante-Bellum Plantation House at
Tallahassee, 1941

Image: 15.7 x 16.3 cm

(6 %6 x 6 %42 in.); original mount:
29.1x23.4cm (11 Y2x 9% in.)
84.XM.956.923

MARKS & INSCRIPTIONS: (Recto, mount)
signed, at 1. right below print, in pen-
cil, by Evans, Walker Evans; at . left,
in black ink, by Evans, ANTE-BELLUM
PLANTATION HOUSE AT TALLAHASSEE; at
1. center, in pencil, -5 ¥s-; (verso,
mount) at 1. left, in pencil, 80.5 [cir-
cled]; at L. center, in pencil, arrow
pointing to the right, Evans; at 1. right,

in pencil, by Evans, 4.; at u. right, in
pencil, val/093 [underlined]/29-21
[inverted); at . left, in pencil, Crane
no. L76.26(Evans)

REFERENCES: MANCO, pl. 29.

901

[Ante-Bellum Plantation House at Tal-
lahassee*], 1941

MEDIUM: Halftone

Image: 12.5x 13 cm (4 '%6 x 5 Y8 in.);
sheet: 16.4 x 16.3 cm (6 716 x 6 %6 in.)
84.XM.956.870

MARKS & INSCRIPTIONS: (Recto) at

L. right, in black ink, 29 [space] 28
[space] 9 [last two numbers have been

crossed out]; (verso) at u. left, Evans
stamp C; at L. left, in pencil, Crane
no. L76.93(Evans).

REFERENCES: *MANCO, pl. 29.

NoTE: Not illustrated; duplicate 