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ABSTRACT
Williams, Michelle D. MA. The University of Memphis. December/2010.
Minnie Evans: Art of the Gatekeeper. Major Professor: Dr. Earnestine Jenkins.
"

Minnie Evans: Art of the Gatekeeper focuses on African American early to mid-

twentieth-century social and cultural issues that were experienced by the self-taught artist
Minnie Evans (1892-1987). Evans was the gatekeeper at Airlie Gardens in Wilmington,
North Carolina and is known for having experienced visions and dreams, which she
attributed to her deep Christian faith."
This study provides an extensive overview of past scholarship and offers
previously undocumented oral histories and photographs that were acquired while
visiting Airlie Gardens and St. Matthew African Methodist Episcopal Church in
Wilmington. The subjects discussed include the Airlie Garden’s gate, gates to dreams,
African American gardening, World War II combat, and twentieth-century civil rights
issues, pop-culture, folklore, astrology, and mythology. This study also explores the link
between the African Methodist Episcopal Church, mythology, religion, and Prince Hall
Freemasonry. Ultimately, by exploring the above mentioned subjects Evans’ artworks are
better understood.
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INTRODUCTION
Thesis
Minnie Evans (1892-1987), an African-American, self-taught artist from
Wilmington, North Carolina, experienced fantastic dreams and visions of colorful designs
which eventually inspired her to begin creating works of art. In the 1960’s, her
kaleidoscope-like artworks containing symmetrical, colorful depictions of flora and
fauna, trees, butterflies, angels, birds, humans, and eyes became internationally
recognized.
This study attempts to build on previous scholarship, grounding Evans’ artwork
within twentieth century socio-political and cultural history by exploring Evans’ unique
experiences within her own environment. Based on past scholarship and original
research, a detailed iconographic analysis of many of Evans’ artworks is offered
throughout this study.
From the end of May to the beginning of June 2010, original research was
collected and photographed while visiting Airlie Gardens, St. Matthew African Methodist
Episcopal Church (the Evans Family home church), and the New Hanover County Public
Library in Wilmington. In addition, new oral histories were documented in personal
interviews with Evans’ grandsons, Norris and Gary Evans, and W.A. Corbett III, whose
family owned Airlie Gardens from 1948 to 1999.
While there are numerous folk, self-taught, outsider, and African American art
encyclopedic books that include a brief synopsis of Evans’ biography and a concise
description of the style of her artwork, the information provided has remained quite
repetitive. These sources, while helpful in reminding readers of Evans’ biography and
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artwork, redundantly document five main observations that should be considered when
studying her oeuvre. The first is that her work was informed by her dreams and visions
and the second is that her dreams and visions were tied inextricably to her deep Christian
faith. The third usually notes that she may have been inspired by the decorations and
gardens of Pembroke Lodge and Airlie Gardens where she worked for approximately
fifty years as head house servant and later as gatekeeper. The fourth centers around the
fact that Evans’ artworks often contain exotic motifs that can be compared with distant
cultures, such as Africa, Persia, India, Tibet, the Caribbean, and Egypt. The fifth
observation usually noted by scholars is that her images often portray mythological
figures.
By providing previously undocumented research on visual, socio-political, and
cultural issues to the canon of past scholarship, Evans’ artworks can be understood more
fully through iconographic analysis.

Review of Literature
To date there have been few studies that focus solely on the artist Minnie Evans.
Three major studies were conducted not by art historians, but by scholars in a range of
disciplines: Nina Howell Starr (photographer and writer), Irving Saraf and Allie Light
(documentary filmmakers), and Mary E. Lyons (children’s book author focusing on
biographical studies of southern culture). Although there are various exhibition catalogs
on Evans’ artworks, the two catalogs that contribute significantly to art historical
scholarship, and are considered to be leading sources on the subject are Heavenly
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Visions: The Art of Minnie Evans, by Mitchell D. Kahan, and Minnie Evans: Artist,
edited by Charles Muir Lovell and Erwin Hester.
In order to place Evans within the socio-political context of the era in which she
lived and ultimately to further ground her artwork within her own life-experiences in
Wilmington, it was also necessary to review various sources of scholarship centered
around the local history of Wilmington, specifically Airlie Gardens, the Azalea Garden
Festival history, and the local African American history. It was also important to look at
primary sources within the genre of African and African American history, and the
history of self-taught artists.
The foremost authority on Evans’ life and her artwork is Nina Howell Starr
(1903-2000), who recognized in the 1960’s that Evans’ artwork should receive more
serious attention. Starr tirelessly documented Evans’ life in personal, taped interviews
from 1968 until Evans’ death in 1987. These interviews, Conversations with Minnie
Evans, have been transcribed, and are housed at the Smithsonian Archives in
Washington, D.C., and the North Carolina Museum of Art in Raleigh, North Carolina.1
She also wrote many articles about Evans that were helpful to the overall understanding
of this study, such as “The Lost World of Minnie Evans” found in the summer 1969 issue
of The Bennington Review and “Something Had My Hand,” found in the May 1974 issue
of Ms. 2.2
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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Evans was recognized by artists and galleries within Wilmington having her first
solo exhibition in 1961 at The Little Gallery (now St. John’s Museum of Art). But,
through the efforts of Starr, Evans began to be recognized on a much larger scale, when
her art was celebrated in 1966 with a solo exhibition in New York, The Lost World of
Minnie Evans that was shown first at the Church of the Epiphany and then at St.
Clement’s Episcopal Church. These exhibitions eventually led to Evans being written
about in articles and magazines, the most important being “Beautiful Dreamer” written in
the August 4, 1969 issue of Newsweek, which brought national recognition to Evans’
artwork.3 Through the course of Evans’ life, she was celebrated in twenty-nine additional
exhibitions from 1969 to 1985. Some of the most important were The Woman Folk Artist
in America, at the Museum of American Folk Art (January 16 to April 29, 1970),
Landscapes at the Museum of Modern Art (October 9 to November 15, 1972), and
Minnie Evans at the Whitney Museum of American Art (July 3 to August 3, 1975).
Southern Works on Paper, 1900-1950, conducted by the Southern Arts Federation, was a
traveling exhibition that included some of Evans’ artwork, traveling through the southern
states of Alabama, Georgia, Louisiana, Mississippi, and Tennessee.4
Irving Saraf and Allie Light, documentary filmmakers, created a twenty-nine
minute film of Minnie Evans in 1983, The Angel That Stands by Me: Minnie Evans’
Paintings. The film is an invaluable source of scholarship as it provides a means to view
Evans in her everyday environment at Airlie Gardens, St. Matthew African Methodist
Episcopal Church, and St. John’s Museum of Art. The film also documents Evans
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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For a full list of Evans exhibitions see Mitchell D. Kahan, Heavenly Visions: The Art of Minnie
Evans (Raleigh, North Carolina: North Carolina Museum of Art, 1986), 46-47.

"

C"

creating artwork and talking about her artwork.5 The film won awards from the Houston
International Film Festival and the Newark Black Film Festival.
Mary E. Lyons, a children’s book writer focusing on southern culture, particularly
in reference to African Americans in the South, contributed greatly to the scholarship on
Evans when she researched and wrote, Painting Dreams: Minnie Evans, Visionary Artist,
in 1996. The book helps to situate Evans’ unique life experiences within the broader
spectrum of twentieth-century African American southern history and culture. The book
traces Evans’ life from birth to death with oral histories, family history, Wilmington
history, and the African American local history of Wilmington.6 Although categorized as
a children’s book, the scholarship Lyons provided is widely recognized and respected.
In 1986, Mitchell D. Kahan, curator of American and Contemporary Art at the
North Carolina Museum of Art in Raleigh, North Carolina, wrote the exhibition catalog,
Heavenly Visions: The Art of Minnie Evans. Kahan provides analysis of Evans artwork
spanning from Evans first abstract images of 1935 to those created during the height of
her career in the 1960’s. Kahan offers a good art historical foundation, attempting to
untangle the complexity of Evans’ artworks by taking into account her Christian faith, her
life experiences within both black and white cultures, and the fact that she was exposed to
the life-style of the most privileged. Kahan also notes that Evans is usually categorized
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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Irving Saraf and Allie Light, The Angel That Stands by Me: Minnie Evans’ Paintings (San
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under the genre of self-taught artists. In 1986, and in some cases today, self-trained
artists were believed to be isolates that were not in touch with the world around them, but
Kahan noted that although Evans was self-trained she was very much aware of the world
in which she lived, and that her art reflects her life-experiences.7 In addition the catalog
provides a brief overview of her biography.8
The exhibition catalog Minnie Evans: Artist, edited by Charles M. Lovell and
Erwin Hester in 1993, created for an exhibition supported by a grant from the National
Endowment for the Arts at the Wellington B. Gray Gallery at East Carolina University,
provides thoughtful analysis of Evans’ artworks. The catalog contains images of twentyone artworks ranging from the 1940’s to 1981, a detailed biography compiled by Brooke
D. Anderson, and four essays that shed light and offer different perspectives on issues
concerning Evans’ artwork. In “Open-Eyed Dreaming,” Barbara J. Bloemink writes an
essay that argues that Evans should be accepted within the larger body of the art world
stating in the first paragraph,
During the past 500 years, Western art historians and critics have
promulgated the belief that the whole of global culture must be understood
and appreciated in light of the European-American visual experiences. As
a result, any creative work that does not fit neatly within accepted
aesthetic canons becomes the battleground for conferring hierarchies of
value, often by adopting pejorative categorizations.9
While “Minnie Evans: Artist,” by Charles Muir Lovell also argues that Evans’ artwork
should be accepted within the broader spectrum of the art world, he offers a different
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""

`

7

Kahan, Heavenly Visions, 46-47.

8

Ibid., 42-43.

9
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perspective arguing that Evans’ artworks should not be overshadowed by the
circumstances of her life.10 He writes, “The creativity of self-educated artists is often
downplayed in the categorization of their art as art brut, outsider art or naïve art. It is also
common for the media to sensationalize the circumstances of their work to the point that
the work becomes secondary to the legendary circumstances of the artist’s life.”11 Lovell
also provides a detailed description of Evans’ biography and then attempts to understand
the role her life played in the art that she created. In addition, towards the end of the
essay, he stresses that Evans’ technical skills as an artist should be studied more fully,
stating that Evans, “came up with several novel devices in her work, such as drawing or
painting a mat line or border to frame the work. Her final experiments with the
combination of collage and paintings represent advanced aesthetic refinement and artistic
decision making.”12
“Minnie Evans: An American Artist,” by Sharon F. Patton, presents an argument
focused on the genre categorization of Evans’ artwork, taking the reader through
definitions of “Folk Art” and “African American Art.” Ultimately, she states that Evans
simply is an “American” artist. Patton’s scholarly research also focuses on Evans’ artistic
style from 1935 to 1968, noting that her earliest work created with ink on paper, “is
strikingly similar to the cryptic, indecipherable code-palettes of unfamiliar, ancient
civilizations.”13 Patton continues, noting that in the 1940’s Evans’ artworks in pencil and
crayon become more symmetrical and, “the axial symmetry to the compositions around
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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which design motifs cluster or extend becomes well established…typifying Evans’ art
style.”14 From the 1940’s to the 1950’s, Patton notes that Evans, “maintained two art
styles, one naturalistic, the other, abstract-organic.”15 Patton continues, explaining that
by the 1960’s, considered to be the height of Evans’ career, her artworks become
elaborate biomorphic forms with colorful garden motifs mingling and mixing together.
According to Patton, “Evans displays her keen color sense. Also now, incisive linear
patterns and design motifs multiply symmetrically.”16
The final essay, “Minnie Evans: Innocent Surrealist,” was written by Nina Howell
Starr. The essay recounts some of Starr’s memories of Evans and how she would
describe Evans as an “Innocent Surrealist” stating,
Soon after critic Barbara Rose referred to Evans as an ‘Unconscious
Surrealist,’ I proposed ‘Innocent’ as better qualifying the type of Surrealist
Evans clearly was. For whereas the Surrealists sought their dreams and
direction, Minnie Evans wondered at, but welcomed the ‘lost world that
no one has history of’ that was so freely revealed to her.17
In this essay Starr recounts the speech that she gave at Evans’ funeral at St. Matthew
AME Church in 1987.
At this point it seems important to note that the leading and most comprehensive
source on African American Self-Taught Art is Souls Grown Deep: African American
Vernacular Art, Volumes 1 and 2, edited by William and Paul Arnett in 2000. The two
volumes document African American self-taught artists during the twentieth century
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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working in a variety of media. The editors explain in the introduction to Volume 1 that
they prefer to use the term “vernacular” in describing artists that are usually referred to as
folk, outsider, or self-taught. In the “Introduction to Volume One,” Paul Arnett states,
“vernacular denotes a language in use that differs from the official languages of power
and reflects complex intercultural relationships charged with issues of race, class, region,
and education.”18 Arnett places great importance on recognizing that African American
vernacular artworks are created by artists attempting to communicate through their art by
using their own “vernacular,” or regional, stylistic language. To understand vernacular art
it becomes important to learn the visual language expressed by artists. The goal in this
study is first to understand the broader “vernacular,” or regional language associated with
the twentieth century African American community of Wilmington and then to explore
Evans’ unique life-experiences within Wilmington.
"

Coming Home! Self-Taught Artists, the Bible and the American South, edited by

Carol Crown, offers insight into the ways in which evangelical Christianity and the Bible
were incorporated into artworks by self-taught artists such as Minnie Evans. The book
examines one hundred and twenty-five works of art by seventy contemporary self-taught
artists, with essays by Carol Crown, Erika Doss, Hal Fulmer, Norman Girardot, Paul
Harvey, Babatunde Lawal, Leslie Luebbers, Cheryl Rivers, and Charles Reagan Wilson.
The book originally accompanied a traveling exhibition organized by the Art Museum of
the University of Memphis. In the first chapter, Crown writes, “Coming Home! explores
and attempts to better understand how the Bible, seen through the lens of evangelical
Christianity, has influenced the subject matter, meaning, and function of artworks made
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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by Southern self-taught artists.”19 The book is an invaluable source of insight, moving
beyond biographical information to explore deeper meanings contained within artworks
by many southern self-taught artists.
Susan Taylor Block, a native of Wilmington, and a major Wilmington historian,
wrote two books that contributed to this study: Airlie: The Garden of Wilmington and
Belles & Blooms: Cape Fear Garden Club and the North Carolina Azalea Festival.20
Block also writes a blog about the history of Wilmington: Susan747.wordpress.com. In
Airlie: The Garden of Wilmington, Block provides an immense amount of information
regarding life at Airlie Gardens, including a map of Pembroke Park and Airlie Gardens,
which were originally located on one large plot of land. Also, a section of the book is
solely devoted to Evans’ history while working at Airlie Gardens.21 Additional
information and photographs are scattered throughout the book regarding Evans’ jobs at
Airlie Gardens, as well as a small amount of history regarding the other servants, the
history of the Airlie gate, and information about the Jones, Walters and Corbett families,
who owned the gardens at different times.22 "
Over thirty years, William B. Reaves, a local historian focusing on African
American history in Wilmington, compiled and documented the only inclusive source of
Wilmington African American history in Strength Through Struggle: The Chronological
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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and Historical Record of the African-American Community in Wilmington, North
Carolina, 1865-1950. The book includes information about the history of Wilmington
African American social life, schools, churches, community affairs, military affairs,
political affairs, business affairs, and information about local labor and agriculture. This
book was an invaluable source in gaining insight into the Wilmington African American
community.23
Within the field of African and African American studies, I have relied upon the
works by Albert J. Raboteau and Melville Herskovits. Raboteau has written many books,
although those most helpful to this study are Slave Religion: The Invisible Institution in
the Antebellum South (1978) and Canaan Land: A Religious History of African
Americans (1999).24 These two books provide historical insight into the development of
African American religious traditions spanning from the practices of fifteenth century
slaves living off the coast of Africa to the blending of African religious beliefs with
Christianity in America. Raboteau also traces the merging of African American religious
beliefs up into the nineteenth and twentieth centuries when the institution of the Black
Church became a powerful source for economic and social stability. The Myth of the
Negro Past, written by Melville Herskovits, and originally published in 1941, was meant
to discredit the belief that African Americans had come to America as slaves and
eventually forgot their historical roots.25 His studies uncovered African American
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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religious and secular traditions that incorporate African beliefs and practices. These three
books provided a means to further understand African American social and religious
history in the United States, and helped me to understand the history behind Evans’ own
religious beliefs.

Methodology
In addition to past scholarship this study has relied heavily upon my own
research, obtained while visiting Minnie Evans’ hometown, Wilmington, North Carolina,
from May 29 to June 5, 2010. While in Wilmington, I visited Airlie Gardens in order to
visually analyze and photograph the gatehouse and the gate that Evans attended for
approximately thirty years. I also visited Evans’ home church, St. Matthew African
Methodist Episcopal Church. At this time I interviewed Evans’ grandsons Norris and
Gary Evans, who allowed me to take many pictures of the interior of the church and
every page of Evans’ Scrapbook, which she created for her three sons in 1981. I also
visited a local folk-art collector, Christian Daniel, who owns over forty Evans artworks.
While at the New Hanover Public Library, I interviewed W.A. Corbett III, whose family
owned Airlie Gardens from 1948-1999. The information that I documented and
photographed is introduced throughout each of the chapters.

Chapter One
“Evans’ Artwork and Biography,” opens with an analysis of Untitled (composite
with female face) (1967) in the section “Within the Artwork: Looking Deeper.” I begin
my thesis with a description of an artwork to stress that my studies are grounded within
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
25

"

Melville J. Herskovits, The Myth of the Negro Past (Boston: Beacon Press, 1958).

$:"

art history and visual culture, focusing on Evans’ artworks as complex compositions that
require further investigation of her social, political and cultural surroundings in order to
understand what she is trying to communicate. The following section, “Minnie Evans:
Biographical Overview,” provides an extensive chronological overview of Evans’ life
from her birth in 1892 to her death in 1987. This section is comprehensive and gathers
information from past scholarship collected by Nina Howell Starr, Mary E. Lyons,
Mitchell D. Kahan, and Brooke Davis Anderson. This section also includes an image of
Evan’s funeral program that was given to me by Norris and Gary Evans. While in
Wilmington I also took a photograph of Evans’ new grave marker, which was donated by
the Airlie Foundation in 2006. The chapter concludes with a separate section that focuses
on Evans’ personal connection with Trinidad and Africa, as to date, no additional
material has been found regarding her family members that were slaves in Trinidad.
However, it is an important part of her biography and therefore is part of this study.

Chapter Two
“Gates: Both Physical and Metaphorical” focuses on Evans’ life as a gatekeeper
as well as the visions and dreams that she experienced. By examining the physical gate
at the entrance to the gardens where she worked, as well as the metaphorical gate to
dreams and supernatural experiences that were part of Evans’ life her artwork can be
considered in a different way than it has previously been explored. The chapter opens
with a brief description of physical gates and metaphorical gates. The section, “The
Gatekeeper,” includes new research gained in a personal conversation with W.A. Corbett
III, whose family in 1948 changed Evans job from house servant to gatekeeper. Corbett
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knew Evans personally and offered personal stories and memories of her. When I first
began to seriously explore Evans’ artworks in the fall of 2008 I became intrigued by the
fact that most of her artworks are flat and symmetrical with defined edges and numerous
scrolling vines.26 I gradually began to wonder if there could be a connection between
Evans’ oeuvre and the Airlie Gardens gate. Previous Evans scholars, while noting her
occupation as a gatekeeper, ignored the imposing physical reality of the Airlie gate.
However, to me it seemed important to consider the gate as a visual source of inspiration
as Evans created a vast amount of her artwork while sitting near it. The information that I
found seems to offer a link between motifs found on the Airlie Gardens gate and different
motifs that Evans creates within her artworks, and I offer comparisons between the two.
In addition to the physical Airlie Gardens gate, in the sections “Experiencing the Spiritual
and Supernatural” and “Gates to Dreams: The Metaphorical Gate,” I focus on the link
between the physical and metaphorical gate, such as gates to dreams that could be
considered while viewing Evans’ artwork. This section uses information found within
Nina Howell Starr’s, Conversation with Minnie Evans.

Chapter Three
“The Garden: An American Pastime,” opens with an exploration of gardening
within the African American community and draws attention to Evans’ own love of
gardening. This chapter also devotes a section to an iconographic analysis of nature
motifs found within Evans’ artworks. As many scholars have noted, Evans was most
likely inspired to draw scenes in nature from having worked at Airlie Gardens for
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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approximately fifty years, however they do not identify and explain the meaning of the
motifs. Therefore, this section attempts to explain what some of the floral motifs in
Evans’ artworks represent and offers information on their symbolic meanings.

Chapter Four
“Twentieth Century Political and Social Issues,” utilizes socio-political
methodology to examine the culture of the late twentieth century United States with
emphasis on political and pop-culture issues. The first two sections begin by explaining
the political context of the conflicted era in which Evans lived, one of war and upheaval
on a global scale, but on a more personal and immediate level for African Americans, one
of battling against segregation and for equal rights. By studying the history of World War
II, I attempt to provide an analysis of two artworks that previous scholarship has
recognized as possibly referring to World War II. Although previous scholarship
recognized that these images relate to World War II, they do not offer a detailed
description and analysis. The middle section of the chapter focuses on racial issues, and
specifically on Evans’ depiction of human faces in artworks from the 1940’s to 1960’s,
which are focal points within many of her images. Scholars often note that Evans creates
white faces, regardless of the exotic motifs that might link them with distant cultures. I
question this assumption, based on my own visual analysis of Evans’ artwork as well as
on Evans’ own words, which were documented by Nina Howell Starr in Conversations
with Minnie Evans. The chapter ends with pop-culture, specifically focusing on movies,
folklore, astrology and mythology, all of which were part of Evans’ life experiences.
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This section relies heavily on Starr’s documentation in Conversations with Minnie Evans,
as well as documentation focusing on mid-twentieth-century pop-culture.

Chapter Five
“Institution of the Black Church: Social and Political Significance,” focuses on
the founding and development of the African Methodist Episcopal Church in the United
States and the importance it played in offering economic, educational, political and social
power within the African American Community. This chapter also relies extensively on
my own research that was acquired while interviewing Norris and Gary Evans at St.
Matthew African Methodist Episcopal Church, where I was allowed to tour the small
building and take pictures of all the rooms, including old photographs hanging on the
wall (many of which include Evans), an old King James Version pulpit Bible that was
used from 1935 to 1981, and three Minnie Evans drawings decorating the church walls.
The next section, “Mythology and Religion,” focuses on Evans’ interest in
mythology and how she may have connected it with her religion. That conjunction sets
up the final section in which mythology and religion are intimately linked with
freemasonry.
The final chapter ends with Prince Hall Freemasonry and its link with the African
Methodist Episcopal Church, specifically focusing on their equal importance in the
twentieth century as institutions that helped African Americans exercise economic,
social, cultural, and political power, all of which were critical to African American
survival. This section relies on my own research acquired while interviewing the Evans
brothers. In addition to the photographs that I have already mentioned, the Evans brothers
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also allowed me to take pictures of old St. Matthew AME Church photographs from the
1960’s to 1970’s. Two of the photographs contain images of a Freemason ceremony in
which members dedicate the cornerstone of an additional room added to the small one
room sanctuary in 1971. At this time, I asked what kind of ceremony was being
conducted in the photographs, and Norris and Gary Evans said that it was a “Salem’s
Lodge” ceremony. With further investigation, the Evans brothers stated that Minnie
Evans was also a member of Salem’s Lodge. The chapter concludes with a comparison of
motifs found within Evans’ images and Masonic symbols. This portion also includes the
meanings of various symbols.
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CHAPTER ONE
EVANS: ARTWORK AND BIOGRAPHY
Within the Artwork: Looking Deeper
Faces calmly peer out at the viewer, expressionless, defying the chaos of colorful
design that encompasses them, giving the viewer’s eye a welcome place to rest (Fig. 1).
The figures seem to convey that they are not a part of this world, but appear to live in a
land of harmony and peace, where all nature is one. Fruit, butterflies, insects, flowers,
animals and humans seem to unfold from shells or out of a larval state, interweaving and
mingling together. Playing a hide and seek game with the viewer, sets of eyes randomly
jump out of various places within the composition, implying that this is a land of the all
seeing eye of God celebrated within all of nature; a peaceful, yet ever present and
somewhat unsettling God, a God that sees all and knows all. One might even look at this
image as a plea for peace, which can only come through understanding the infinite
oneness of all things.
The surface of Evans’ composition might be thought of as a kind of gate through
which one may enter into a world where flowers open up to humans growing within
alluding to the idea that if one looks at the tiniest most frail parts of creation, or the
microcosm, one may be able to understand the larger parts of the universe, or the
macrocosm.
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Evans referred to this philosophical idea when she explained to Nina Howell Starr that
she envisioned the world being made up of small individual pictures:
Well, that dream was like this…it was shown to me what I have to do, of
paintings. The whole entire horizon all the way across the whole earth
was put together like this with pictures. All over my yard, all up side the
trees and everywhere were pictures…and something…spoke within me…
you’ve got this to do…and I said, to myself, have I got all of this to
paint?1
It is through the gates, or surface contours, of her artwork that the viewer might
cross over a threshold to encounter the mysteries of the macrocosm that is Evans’
universe, therefore being allowed to observe nature through Evans’ eyes.
Minnie Evans: Biographical Overview
It was December 12, 1892, when Minnie Eva Jones (Minnie Evans) opened her
eyes for the first time. The setting was a small log cabin in Long Creek, Pender County,
North Carolina. Ella Jones (1879-1981), Minnie Jones’ mother, was just thirteen years
old.2 Minnie Jones’ father, George Moore, left town shortly after her birth and therefore
was not a part of her life.3 In 1903, Minnie Jones and her mother moved a short distance,
approximately twenty miles east, to live with Ella’s mother, Mary Croom Jones (d.1935)
and her great-grandmother, Rachel Williams, in Wrightsville Sound. Wrightsville Sound
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A copy of Starr’s transcribed interviews can be found in the library of the North Carolina
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3 (New York: Nina Howell Starr, 1969-1973), 38; Conversations with Minnie Evans: Transcribed from
Taped Interviews is among the personal papers of Nina Howell Starr that is located in the Smithsonian
Archives in Washington, D.C. For information about making an appointment to view all Starr’s papers see
Nina Howell Starr, “Nina Howell Starr Papers 1938-1996,” Smithsonian Institution Research Information
System, accessed January 1, 2010, http://sirisarchives.si.edu/ipac20/ipac.jsp?uri=full=3100001~!216034!0.
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is a barrier island that is considered to be part of Wilmington, North Carolina. Ella was a
“gatherer” who harvested oysters and clams from the sound. In school, which she
attended through the fifth grade (repeating the fourth grade once), Minnie Jones
developed an interest in history and mythology, a passion that eventually would become
evident in her artwork. Minnie Jones quit school after the fifth grade in order to help the
family financially and began to sell oysters and clams door-to-door.4
In 1908, when Minnie Jones was sixteen, she married Julius Caesar Evans, a valet
at the Pembroke Park Estates, which was owned by a wealthy industrialist, named
Pembroke Jones.5 They were married in Julius Evans’ green, five-room house, just three
hundred yards from the lodge at Pembroke Park.6 They had three sons, Elisha, David,
and George, who were all named after Wall Street millionaires who visited the estate to
hunt.7 Pembroke and Sarah Jones, considered to be “children of the Old South,” were
part of the upper social class in Wilmington and in New York. They entertained lavishly,
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For more information about Evans’ biography, see Mary E. Lyons, Painting Dreams Minnie
Evans, Visionary Artist (New York: Houghton Mifflin Company, 1996), 10; The fact that Evans repeated
4th grade once was found in Nina Howell Starr, “Interview by Celestine Ware-WBAI-FM,” in Nina Howell
Starr, Conversations with Minnie Evans, March 5, 1971, 77.
5

For more information about Pembroke Jones see Susan Taylor Block, “Catching up With the
Joneses,” Wrightsville Beach Magazine, February 2007, accessed April 5, 2009,
http://www.wrightsvillebeachmagazine.com/article.asp?aid=169&iid=31&sud=27; Pembroke Park has now
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Susan Taylor Block, Airlie: The Garden of Wilmington (Wilmington: The Airlie Foundation, 2001), 69-70;
Julius Evans name is spelled differently on his death certificate. It is spelled as Julious. To see Julious
Evan’s death certificate, which gives date of birth and date of death, see “Record for Julious Evans,” North
Carolina Death Certificates, 1909-1975, accessed June 1, 2010, ancestry.com; Julius Evans’ mother was
named Hannah Evans, she enjoyed dressing up in nice clothes and pretty hats, and was a seamstress.
Hannah Evans lived near Wrightsville Sound, North Carolina and would come into Wrightsville to sell the
clothes that she had made. For more information about Hannah Evans, see Starr, Conversations with
Minnie Evans, “June 22, 1972,” 118-119.
6

Susan Taylor Block, Airlie: The Garden of Wilmington, 39.

7

Elisha Dyer Evans was born on September 25, 1910, David Barnes Evans was born on January
28, 1913 and died in 1985, and George Sheldon was born on August 29, 1915 and is now living in a
retirement home in Wilmington from Norris Evans, telephone interview by author, July 10, 2010.
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hosting parties that were written about in newspapers and provided Evans and the rest of
the staff unique opportunities that some might have considered dream-like. One such
party is known as the “Tree Party,” in which extravagantly rich and famous guests
climbed up spiraling staircases to mingle and dine on platforms built high in the giant,
Spanish moss filled oak trees.8 After many of the lavish parties, Julius and Minnie Evans
were given the left over food and decorations so that they could invite their church
friends to their own private parties. While part of the year Julius spent working as
coachmen at the parties, for most of the year, the Jones’ were not in residence allowing
Julius and Minnie Evans to maintain and enjoy the lush, 2,200 acre property all to
themselves.9
In 1918, Evans also began to work at Pembroke Park as a domestic servant, later
becoming the head house servant for Pembroke Jones and his wife Sarah.10 One year
later, Pembroke Jones died, and three years later his wife Sarah, married a family friend
and long-time houseguest, Henry Walters, a railroad tycoon and famous art collector.
This provided a means for Evans to see fine artwork.11 Also, Evans continued to be a first
hand witness to lavish parties in which distinguished guests took part.12
Years later, on Good Friday, 1935, when Evans was forty-three, her grandmother
Mary Croom Jones passed away. To add to that day’s significance, she completed her
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first drawing, My Very First (Fig. 2). The following day she created My Second (Fig. 3).
She describes these drawings, which are now housed in the Whitney Museum of
American Art, saying “I had wrote my grocery order and after I tore that off, I had taken
my pencil and went right on making a lot of funny things and I made a page full, and that
Saturday when I got back there I got another page and went to painting some more funny
things.”13 In 1940, five years after completing her first two drawings, Evans was burning
garbage and as she attempted to throw a few old magazines into the flames, the two
drawings from 1935 fell onto the ground in front of her.14 After that experience Evans
believed that she had been ordered by God to begin drawing.
By 1948, Evans was working as the gatekeeper for the W.A. Corbett family who
now owned Airlie Gardens and opened the gardens to the public for a small fee. By this
time, the gardens were also part of the famous azalea festivals of Wilmington, in which
the rich and famous took part.15 The gardens continued to be an opulent and dream-like
setting, which Evans witnessed regularly. While working at the Airlie gate, Evans was
also allowed to work on her artworks. Eventually, Evans began hanging her artwork at
the Airlie gates and selling them to visitors for fifty cents.16 In 1961, approximately
twenty years after beginning to draw regularly, she came to the attention of local art
collectors who helped her open her first exhibition at the Little Gallery in Wilmington.
In 1962, Evans met Nina Howell Starr, a graduate student in photography. Starr
had heard about Evans’ work from a fellow graduate student and traveled from Florida to
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Wilmington to view her artwork. Initially, Starr was not impressed with the “psychedelic
colors” of Evans artwork.

Starr commented, “it was only when I began to make

photographs of them, with the color bleached out, that I became appreciative of linear and
organizational capacities in her work.”17 Starr remained a colleague and good friend for
the rest of Evans’ life and is largely responsible for bringing Evans to the spotlight of the
art world.
In 1966, from April 17th through the 24th Evans’ career further gained momentum
when she was honored with her first major exhibition at the Church of the Epiphany in
New York called The Lost World of Minnie Evans. On May 22nd of that same year the
same show was shown at St. Clement’s Episcopal Church in New York.
While in New York in 1966, Evans visited the Metropolitan Museum of Art and
was inspired to begin drawing larger scale works and collaging smaller existing artworks
into larger pieces. Therefore, some of Evans’ artworks are dated with two or three dates,
referencing the approximate dates that the individual collaged pieces were made (Fig. 4).
It should be noted that Evans did not always sign and date each piece of artwork
as she completed them. After being advised by Nina Howell Starr to sign and date pieces
that she still possessed, she went back and tried to recall dates, although she had her
granddaughter sign and date many of them. Thankfully, at some point she was advised
that she should sign and date her artwork herself.18 This should be taken into account
when viewing Evans’ artwork, as the dates may not be correct.19
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In 1969, the Wilmington Chapter of Links, Inc., an important charitable and social
organization for African American women, with chapters located throughout the nation
and internationally, honored Evans at a luncheon, which culminated in two solo
exhibitions at the Art in Image Gallery in New York, and a review in the August, 4, 1969
issue of Newsweek called “Beautiful Dreamer,” which brought national recognition to
Evans’ artwork.20 By 1974, because of failing health, Evans retired from Airlie Gardens,
and eventually she and her mother moved in with Evans’ youngest son, George Evans.
Her artwork continued to gain recognition and was exhibited in a major solo exhibition in
1975 at the Whitney Museum of American Art in New York. At this time Evans was also
documented in a film, The Angel That Stands by Me: Minnie Evans’ Art, which was
created in 1983 by Light Saraf Films of San Francisco, California.21
Ella Kelly, Evans’ mother, passed away in 1981 and Evans moved into the
Grotgen Nursing Home in Wilmington. Six years later, on Wednesday, December 16,
1987, Evans passed away and is now buried at Calvary Cemetery in Wilmington (Fig. 5,
6, 7 and 8).22 At Evans’ funeral, Nina Howell Starr was the honored guest speaker, and
proceeded to tell those gathered for the funeral that Evans was like Samuel from the
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Carolina: Christian P. Daniel, 2008), 56-59; to view Christian Daniel’s collection of Evans ‘ artworks
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Bible who had heard directly from God and that Evans truly felt that she was called by
God to create her artwork.23

Personal Connection with Trinidad and Africa
Important to Evans’ biography is that she had often heard stories about her great
grandmother’s great grandmother, Marnie (also referred to as Moni), who was a slave on
a sugar-cane plantation in Trinidad sometime in the late 18th to early 19th century. Marnie
and her husband had five children. According to oral narrative, at some point, Marnie
and her family were sold and taken through the jungles of Trinidad to slave ships.
Reportedly, Marnie’s husband and four oldest children died of smallpox while in the
jungle, leaving Marnie and her youngest daughter to travel by slave ship to Charleston,
South Carolina. Presently, it is not known how the family later ended up in Wilmington.24
Evans’ connection with slaves from Trinidad helps to trace her lineage back to
Africa, and indicates that her family were slaves in the Caribbean colonies before they
were brought to the mainland of North America. It is known that between 1797 and 1805,
the slaves in Trinidad who came from Africa, were from the Congo, Moco, Mandingo,
Kormantyn, and Fanti cultures.25 An example of a piece of Evans’ artwork that looks
very much like an African mask is Untitled (African mask), c. 1944 (Fig. 9).

"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
23

Starr’s funerary speech that was given at Evans’ funeral is documented in Nina Howell Starr,
“Minnie Evans: Innocent Surrealist,” in Lovell and Hester, eds. Minnie Evans: Artist, 27-29.
24

Lyons, Painting Dreams: Minnie Evans, Visionary Artist, 12-13.
Selwyn Reginald Cudjoe, Beyond Boundaries: The Intellectual Tradition of Trinidad and
Tobago in the Nineteenth Century (Amherst, Massachusetts: University of Massachusetts Press, 2003), 44.
25

"

:="

It is also important to note that ones heritage is passed down from generation to
generation in some form or fashion. John Mbiti points out that,
The African heritage spread westwards across the Atlantic Ocean to South
America, the West Indies and North America. This happened chiefly
through African slaves who were sold there…There is, therefore, a lot of
African influence in the cultures of the Western Hemisphere, thanks to the
rich heritage brought there by African peoples, who did not give it up or
lose it altogether.26
Evans’ images often portray an overall sense of God’s presence within nature.
This concept carries a great amount of weight within the African culture. Mbiti points out
that in most African cultures, as in Christianity, man is believed to inhabit a universe that
is the manifestation or reflection of God, its creator and supreme ruler.
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CHAPTER TWO
GATES: BOTH PHYSICAL AND METAPHORICAL
The Physical and Metaphorical Gate
Gates have similar physical and symbolic significance as doors and thresholds,
which physically convey that there is an entranceway to an enclosed or defined space.
They are either guarded, inhibiting or controlling transition, or they are unguarded,
allowing passage at one’s own discretion. They hint at new worlds or experiences. Being
allowed entrance through a guarded gate symbolically represents that one is accepted into
a special space.
The metaphor of a gate implies that there is also a threshold or doorway between
the physical world of the living and the world inhabited by the spirit or the unknown.
J.C. Cooper notes that gates symbolize a passage “from an outer profane space to an
inner sacred space.”1 He goes on to write,
The Gates of the East and West are the doors of the World Temple
through which the sun passes morning and night. The strait gate is the
central point of communication between the lower and higher; the
passage, in spiritual poverty for initiates or at death, leading to new life.
Like the eye of the needle, it symbolizes the spacelessness of the soul in
passing through. The gate is associated with wisdom (Proverbs 8:3); kings
sat in judgement at gates, probably as sacred places of divine power.2
In traditional African societies, a gate often has a similar meaning in that it
represents crossing from the natural world into the spiritual realm, a place often referred
to as a crossroads. For example an African Kongo cosmogram represents the point of
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intersection between the living and the ancestors.3 Robert Farris Thompson points out
that although the Kongo cosmogram is a sign of a cross its’ meaning “overlaps the
Christian vision.”4 Therefore, when slaves first came to America and the Caribbean
islands, the meaning of the cosmogram may have been altered and adopted into Christian
ideas revolving around the meaning of the cross.
Therefore, this chapter will focus on the physical gate of which Evans was the
gatekeeper, as well as the metaphorical gate that offers access between the physical and
spiritual worlds.

The Gatekeeper
In 1948, Evans’ position changed from that of head household servant to Airlie
Garden’s gatekeeper.5 Evans’ new job as gatekeeper coincided with the sale of Airlie
Gardens to the W.A. Corbett family in January of that year.6 At this time, the gardens
were opened to the public as part of the Wilmington Azalea Festivals. Evans’ job as
gatekeeper was to sell tickets to people who came to view the gardens. For three years,
regardless of the weather, she sat all day long in a chair at the gate, as the gatehouse had
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not been built yet. When the gatehouse was built, it sat to the right of the entrance, which
at that time served as both the entry and exit gate (Fig. 10).7 Today, there is a replica of
the original gatehouse that sits directly across from its original location (Fig. 11 and 12).
W. Albert Corbett III (b. 1942) recounts how as a child he would visit Evans at
the gatehouse where she would spend her time selling tickets and drawing.8 As a boy,
Corbett once asked her what else she did at the gatehouse, at which time she reached up
onto a shelf in the gatehouse and pulled out her King James Bible. Evans is known for
her love of the Bible. Her grandsons George and Gary Evans report that she often spoke
about the Book of Revelation.9 Untitled, (Pair of Green Birds) depicts a crowned woman,
surrounded by two angels, or maybe brides dressed in white hovering over a wingedbook with ancient writing (Fig. 13). Directly above the crowned woman are seven stars.
This drawing may be referencing Revelation 3, in which seven stars symbolize the seven
spirits of God. The book is possibly meant to symbolize the Book of Life.10
Along with her Bible, Corbett also remembers that Evans kept her drawing
supplies, a calendar, a Farmer’s Almanac, and a radio at the gatehouse. He also
remembers that in the late 1940’s to early 1950’s, he and his four sisters would visit their
grandparents at the gardens every Sunday. Corbett explains that as the children waited for
their parents in the backseat of the car, Evans would walk up to the car and hand each of
the children a drawing that she had made especially for them. Occasionally, he and his
father would pick Evans up at her home, which was just around the corner from Airlie
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Gardens on Allen’s Lane (Fig. 14).11 He also remembers that as Evans aged, she would
sit within the gatehouse and, as visitors came to Airlie, she would extend a basket
attached to a six-foot pole out the window to retrieve visitor’s money and to give them a
ticket and brochure.12

The Airlie Gardens Gate: The Physical Gate
The gate that Evans worked at was originally installed in 1920 and is still standing
at the entrance of the gardens today (Fig. 15). 13 It was hand-forged in France and at some
point before becoming the entrance gates of Airlie Gardens, had been part of the
Vaucluse estate in Newport, France. The gates were supposedly found by the renowned
architect John Russell Pope, who was married to Pembroke and Sarah Jones’ daughter
Sadie.14 The supporting pillars of the gates originally held two matching wooden eagles
(Fig. 16). Sometime in the 1950’s to 1960’s, one of the eagles was stolen then replaced
with two matching pineapples, which are still there today (Fig. 17). 15
The Airlie gates must have held great significance and worth for Evans, as she sat
at them for eight to nine hours each day for almost thirty years. Many times, while Nina
Howell Starr was speaking with Evans, she would suddenly start singing hymns, and
even would leap into prayer or recitation of Biblical scripture. Once, she quoted Psalms
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24:7 and part of Psalms 24: 8 saying, “He say, lift up your heads oh ye gates and I will
lift them up. The everlasting door and the king of Glory shall come in. Who is the King
of Glory?”16 Later, in this same part of the conversation she talks about going to work at
her gate at Airlie Gardens. Surely, the gates held great metaphorical meaning to Evans, as
she guarded the entrance through which visitors could enter to view “Earth’s Paradise in
all its Glory,” a common description of Airlie Gardens, as is mentioned in a brochure
from 1945 (Fig. 18). 17 In fact, the employees of Airlie Gardens are remembered as
having referred to Airlie Gardens sometimes as “This Paradise.”18
The nineteenth century French design of the Airlie gate displays an abundance of
unpredictable scrolling vines punctuated here and there with rosettes, yet all contained
within the confines of an approximate five-inch outer band containing a single vine (Fig.
19). The gate, with its distinct, symmetrical perimeter that surrounds asymmetrical vines,
reminds one of the qualities of Evan’s perfectly contained artworks.
Upon entering the enclosed symmetrical outer band of the gates, one encounters
impulsive vines that wind and swirl out to grab hold of a distant motif or simply end in a
loose curl. Occasionally, the vines wind and scroll into tiny hard little balls, which is a
prominent feature within Evans’ artwork (Fig. 20 and 21). Little swirling, larvae type
motifs are scattered throughout the vines, closely resembling the same type of motifs
found in Evans’ artwork (Fig. 22 and 23). Other motifs found in the confines of the gates
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are also reminiscent of Evans’ artwork, such as the butterfly-like hanging motif,
resembling Jesus on the cross, that sits towards the middle to bottom part of the gate (Fig.
24 and 25).
Evans also hid animals, butterflies and other insects in her compositions. Starr
once asked her if she had any other funny little animals besides the little green animal,
which she was so fond of drawing and Evans replied, “I have one more funny animal and
I got him hid.”19 The Airlie Gate also has its own hidden little animals, as vines swirl and
wind in just the right places to create bird-like creatures that sit facing each other from
the top portion of each gate (Fig. 26 and 27).

Experiencing the Spiritual and Supernatural
Since Evans was a small child, the gates between the real and the supernatural
world had remained vividly open. She reported that she heard unknown voices calling
her name and she experienced reoccurring daytime visions.20 Throughout her life, she
continued to have vivid dreams that included imagery like prophets, angels, devils,
flowers, rainbows and animals. When she was a child, her grandmother explained that
her dreams resulted from a spirit that was calling her. Later, as a forty-two-year-old adult
and married woman, Evans recounts that she was ordered to start drawing. She said that
an angel had spoken to her in a loud voice saying, “draw or die.”21 Heeding the order,
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she immediately began to draw compulsively, making up to seven drawings a day, which
led her family to think that she had lost her mind.22
At one point, Evans’ husband, Julius, became concerned about her visions and
drawings. Eventually, their pastor told him that Evans’ drawings were part of God’s
plan.23 So in large part due to her grandmother’s and her pastor’s influence, Evans
attributed the source of her creativity to her Christian faith. Evans explains, “The last
commandment that Jesus taught his disciples is love ye one another. Love, because God
was love. That is why he built this Earth.”24 It seems that Evans’ faith was based on the
belief that love is a manifestation of God. Therefore, it was this faith that inspired Evans
to create a dream world that visualized all cultures resting under colorful rainbows, which
are commonly associated with peace and hope. Although the theme of love and hope
seems to exude from Evans’ artwork, occasionally there is an underlying current of
anxiety in that nature has witnessed humanities destructive ways. The fact that Evans had
these unusual supernatural and spiritual experiences remained a constant throughout the
rest of her life.

Gates to Dreams: The Metaphorical Gate
When Evans was a child, she often complained of being tired during the day,
because her dreams kept her from resting peacefully at night. Once, her mother, Ella,
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said that she would be glad when Evans could finally “close up that devilish old gate”
and then she could finally sleep.25 Ella was using the metaphor of a gate as a
representation of the opening to the dream world.
Evans, seemed to directly document this theme of closing the gates to the dream
world as is viewed in Untitled, c. 1940, in which one views an image that looks like a
dreamcatcher, a charm which originated with Native Americans and was hung over a
child’s headboard, in the belief that it would catch bad dreams (Fig. 28).26 Dreamcatchers
were made with personal items, such as feathers or beads, or whatever else was important
to that individual. In the center of Evans’ image, one views the face of a gray goat-like
creature, with a pinkish, brown beard, wide-set eyes, and a red mouth. What appear to be
horns protrude up in the same shade of gray as the face, and gray ears extend down with
large holes that seem to hold a red string or piece of rope that draws one’s eyes up and
around the entire image, weaving its way in and out of small yellow, fish-like creatures
that look very much like yellow fishing lures. Just above the gray, goat-like head is what
appears to be a stylized palmette, or anthemion (also called honeysuckle). Perhaps Evans
drew this image as her own dreamcatcher, hoping that it would not allow bad visions to
enter through the gates of her dreams.
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For more about Native American dreams and dream-catchers see Terri J. Andrews, “Living by
the Dream: Native American Interpretation of Night’s Visions,” World and I, Vol. 13, Issue 11 (November
1998): 196, accessed June 3, 2010, http://www.questia.com/read/5002298546.
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CHAPTER THREE
THE GARDEN: AN AMERICAN PASTIME

The African American Community and the Importance of a Garden
Norris and Gary Evans, Minnie Evan’s grandsons, fondly remember their
grandmother’s flower and vegetable garden, explaining how much she loved sweet
potatoes.1 For African Americans, as well as Americans in general, the cultivation of a
garden symbolized self-reliance and private ownership. While little is known about
direct artistic influences within Evans’ artwork, the agrarian lifestyle of the American
South, where people grew their own food and were skilled gardeners, was likely an
imbedded part of her daily life and psyche. Evans even portrayed a gated garden in one
of her earlier drawings (Fig. 29).
Gardening was passed down from Evans’ grandmother, Mary Croom Jones, and
great grandmother, Rachel Williams, who had been slaves in North Carolina.2 During the
days of slavery, North Carolina slaves, like many slaves in the south, cultivated their own
gardens.3
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Norris and Gary Evans, interview by the author, June 3, 2010.
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Mary E. Lyons, Painting Dreams: Minnie Evans, Visionary Artist (New York: Houghton Mifflin
Company, 1996), 16-17.
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For more information about gardening by slaves in North Carolina see Martha Helen and Hubert
Haywood, eds., Mary Hilliard Hinton and E.E. Moffitt, The North Carolina Booklet, Vol. 9-10 (Austin,
Texas: Capital Printing Company, 1909), 217.
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In The Earth Knows My Name: Food, Culture, and Sustainability in the Gardens of
Ethnic America, Patricia Klindienst explains the importance of the garden to the African
American slave:
Having a means to feed loved ones supported the family structure that
slavery so often broke down. Cultivating a garden meant that slaves could
grow herbs to use in traditional medicine and flowers for beauty. In all
these ways, gardens could heal and empower. When emancipation came,
many low-country slaves not only had money to buy land, they had seeds
passed down for generations. Most important, in their gardens they had
kept alive a love for the land that even the dehumanizing experience of
slavery could not expunge. Today the making of gardens [still] remains a
significant cultural and political activity.4
Love of the earth for its sustainability, beauty and healing powers is expressed in
almost all of Evans artwork. In Untitled (figures and foliage), from 1946, one views
what appears to be corn amidst different forms of foliage, flowers and possibly fruit,
alluding to the idea of abundance and plenty (Fig. 30). 5
For many, farming was tied up not only with self-reliance but also brought one
into a closer relationship with nature: God’s creation. Klindienst noted one farmer as
saying that “The land is God. And the land is God’s. We see God walking through it.
We’re just caretakers.”6 While working at Airlie Gardens, Evans’ paintings began to
resemble an ideal garden setting or arcadia, where mythic gods seem to rule over a
perfect paradise. In turn, one becomes closer with God by creating order out of chaos.
Like a gardener, Evans became the creator, hand-placing and arranging garden motifs as
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
4

Patricia Klindienst, The Earth Knows My Name: Food, Culture and Sustainability in the Gardens
of Ethnic Americans (Boston: Beacon Press, 2006), 52-53.
5

Ears of corn are universal attributes of European and Near Eastern corn deities such as
Astarte/Astarte/Aphrodite and Adonis and Isis and Osiris. In Christian art, corn and vines together
symbolize the Eucharist elements and may be held by the infant Christ, James Hall, Illustrated Dictionary
of Symbols in Eastern and Western Art (New York: Icon Editions, 1996), 144.
6
Patricia Klindienst, The Earth Knows My Name, 63.
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she saw fit. In Untitled (composite with female face) from 1967 one views a garden
setting full of faces, shells or larvae, butterflies, animals such as bulls, winged headed or
preying mantis creatures, and all sorts of floral and fauna (Fig. 1). There is such an
abundance of motifs within this composition, that one can hardly find a place to rest their
eyes.
From classical mythology to contemporary literature and visual culture, utopian
visions of abundance have often been a common theme. This is especially noted within
early twentieth-century American popular culture, where the pursuit of the American
Dream was paramount. According to Edward Rothstein utopias are “in the teller’s view, a
place that should exist. At any rate, however out of reach, most utopias are meant to be
pursued. Utopias represent an ideal toward which the mundane world must reach. They
are examples to be worked for.”7

Nature Motifs and Their Symbolic Meaning
Like humans, the seed of a flower carries all the genetic codes to help it grow and
thrive. Throughout history, people have noticed the similarity of things in nature with
human life and therefore have placed symbolic meaning upon each leaf, bloom and fruit.
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Edward Rothstein, Herbert Muschamp, and Martin E. Marty, Visions of Utopia (Oxford
University Press, 2003), 3.
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Many of the flowers found within Christian imagery borrowed their symbolism from
pagan mythology. J.C. Cooper notes that,
The Gardener is the Creator and in the center of the garden grows the lifegiving Tree, fruit, or flower, the reward of him who finds the center. The
garden is also the symbol of the soul and the qualities cultivated in it and
of tamed and ordered nature. Enclosed gardens are the feminine,
protective principle; they also represent virginity.8
In addition to the fact that Evans had grown up in the country and had known
about vegetable and flower gardens her entire life, at Airlie Gardens, Sarah Walters
(formerly Mrs. Pembroke Jones) reportedly had three big greenhouses where she
cultivated many different varieties and species of flowers and herbs, which Evans
probably viewed at various times. George Evans commented that, “Mrs. Walters had
three large, long greenhouses that sat where the parking lot is now…and they used to
have flower beds: rows and rows of flower beds, all different things.”9 Also, as
horticulture was a major part of the importance of Airlie Gardens, it is highly possible
that Evans was aware of different symbolic meanings of various plants and flowers from
all over the world. Many different books on the meaning of flowers were readily
available in the United States, so it is possible that Evans owned or had seen a book about
the symbolism of flowers. In fact, Mrs. Corbett, who owned the gardens in the late 1940s
is known for having given old books to the staff of Airlie Gardens.10 Perhaps some of
these books were on flower folklore or symbolism.
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J.C. Cooper, An Illustrated Encyclopaedia of Traditional Symbols (London: Thames and
Hudson, 1978), 72.
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Susan Taylor Block, Airlie: The Garden of Wilmington (Wilmington: The Airlie Foundation,

2001), 59.
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W.A. Corbett III noted that his grandmother often gave books away to the Airlie staff, interview
by the author, June 2, 2010.
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When entering through the surface contour lines, or what could be thought of as
the gates and fence of Evans’ garden, one encounters an array of beautiful flowers,
insects, and birds. In many of the images, one can almost hear the sounds that
accompany the forest and the garden: wind whistling through the trees, birds singing, the
distant hoot of an owl, and the tiny sounds of crickets. One must take into account that
Evans spent a great deal of time accompanied solely by nature and all its sounds.
Therefore, it seems important to consider the sounds of nature while viewing Evans’
artwork.
In a very poetic and romantic newspaper article from 1930, Cora Harris describes
the 200 acres of Airlie gardens as being more beautiful than the garden of Alcinous
described by Homer, or even Solomon’s or Hesperides gardens. She describes the
gardens as having over 700,000 azalea plants of all different varieties and all bursting
with color, lupine blooms, tropical palms, white and purple wisteria, valley lilies, pansies,
violets, moss, climbing roses, and oak trees.11 In another article, one visitor remarked on
the wild bushes that were cultivated in the gardens commenting on the vast amount of
“myrtle bushes; gall bushes sweet bay, elderberry and sumac; and even sassafras; with
loads of ivy. And Lupine grown from seeds.”12
Evans uses some of the same motifs over and over throughout her oeuvre. For
instance, many of her artworks contain motifs that resemble stylized and realistic flowers,
plants that look like either eggs or eyeballs, and tight, spiraling forms. According to T.F.
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Cora A. Harris, “North Carolina’s Garden Paradise at Airlie,” The Charlotte Observer, Sunday,
April 27, 1930.
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Rachel Everett, “Gardens Visited by Craven Women,” The Richmond News Leader, April 21,
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Thiselton-Dyer the sanctity of flowers, “originated in the olden heathen mythology, when
every flower was the emblem of a god; every tree the abode of a nymph. From their
association, too, with certain events, plants frequently acquired a sacred character, and
occasionally their specific virtues enhanced their veneration.”13 Flowers symbolically
represent the mystical center and therefore the soul.14
Stylized and realistic lotus flowers, seeds and nuts, are viewed in many of Evans’
artworks, as is noted in Untitled (abstract butterfly design) and Untitled (abstract
symmetrical design with pink appendages) (Fig. 31 and 32).15 In many Eastern cultures,
the lotus flower is sacred. For example, according to Hindu legend the god Brahma was
born from the lotus flower. In other Eastern religions, Buddha’s symbol is the lotus and
it is believed that he first appeared floating on this mystic flower. Therefore, the lotus
flower is symbolic of Enlightenment. In the Egyptian culture the lotus is known as the
sacred bean of Egypt.16 Motifs that strongly resemble lotus nuts are viewed in many of
Evans’ images. For example, in Untitled (abstract butterfly design), one views plants
that resemble stylized eggs or eyeballs, which look very much like lotus nuts (Fig. 33).
Characteristic of lotus nuts is that the top portion of the nut is darker in color than the rest
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T.F. Thiselton-Dyer, The Folk-Lore of Plants (London: Singing Tree Press, 1889), 243.
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William Stewart, Dictionary of Images and Symbols in Counselling (Jessica Kingsley
Publishers, 1998), 170.
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The fact that lotus flowers might be depicted in Evans’ compositions was first pointed out by
Dale Skaggs, Director of Horticulture at the Dixon Galleries and Gardens in Memphis, Tennessee, personal
interview by the author, May 2, 2009; although the lotus flower appears to be depicted in Evans’ artworks
it is unknown if Sarah Walters (previously known as Sarah Pembroke) grew lotus flowers at Airlie
Gardens.
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Superstitions, and Folk-lore of the Plant Kingdom (London: Sampson Low, Marston, Searle, and
Rivington, 1884), 421.
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of the nut (Fig. 34 and 35). The lotus nut, representing Buddha, has been regarded as
sacred in the Near and Far East for over five thousand years.17
The motifs that Evans creates that looks like lotus nuts also resemble decorated
Easter eggs (Fig. 33). Gary Evans reminisced about Easter egg hunts that took place at
their home church, St. Matthew AME Church (Fig. 36). 18 In Christianity, the Easter egg
symbolizes the resurrection of Jesus. Christianity actually borrowed the symbol of the
egg from other cultures, which held beliefs that the universe was born from a cosmogenic
egg. The egg is therefore a natural symbol of creation, and resurrection. For example, in
Hinduism the god, Brahma is self-born, depositing a seed out of which emerged a golden
egg, from which he was born, and from him the rest of the universe was created.19 In
ancient Egypt, people exchanged decorated eggs to celebrate the New Year during the
spring equinox. Christians of the Near East adopted this tradition and the Easter egg
became a religious symbol that represented the resurrection. 20 This idea of creation
emerging from an egg is viewed in many of Evans’ images.
Some of Evans’ motifs resemble small round cups, as is viewed in Untitled
(abstract butterfly design) (Fig. 37). This motif could be a yew shrub berry, which is
coral pink and consists of a fleshy fruit that surrounds a single seed (Fig. 38). In flower
folklore, to dream of a yew plant, indicates that the death of an elderly person will soon
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Frederic Rosengarten, Jr., The Book of Edible Nuts (New York: Dover Publications, Inc., 1984),
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Gary Evans, interview by the author, June 3, 2010.
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A. Tompkins, The Universalist Quarterly and General Review, Vol. 4 (Boston: A. Tompkins,
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Catholic Customs and Traditions: A Popular Guide (New London, Connecticut: Twenty-Third
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leave one considerable wealth.21 Another possibility is that the motif represents the fruit
of a eucalyptus tree, called a gumnut (Fig. 39).22 Like the yew shrub berry, the gumnut
fruit encloses the seeds that are formed after pollination. The fact that the fruit encloses
and protects the pollinated seed explains why the gumnut symbolizes healing and
protection. Although the fruit protects the seed it does not completely cover it,
explaining why the gumnut also symbolizes optimism, openness, and freedom.23
The yellow and pink flowers that Evans often draws may be primrose, of which
there are approximately twenty-four different species (Fig. 40 and 41). In folklore
primrose is associated with early youth and inconstancy, but is most often seen as a sign
of springtime. The primrose is associated with the month of May and was used to
decorate altars and statues of the Virgin Mary, which were crowned with garlands for
May Day.24
Another image that is often viewed in Evans’ artwork are crescent or horn-like
motifs, such as is viewed in Untitled (abstract symmetrical design with pink appendages)
(Fig. 42). These motifs are viewed in the top and bottom portions of the artwork, and
closely resemble a portion of the inner part of an orchid, called the median petal, lip or
labellum (Fig. 43). The labellum is noted for luring the pollinator to the central part of the
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orchid.25 In Chinese folklore the orchid is used as an alternative symbol for the lotus and
represents summer.26
Something else that should be noted about many of Evans’ drawings, is that they
appear to be the outline of flowers that could have once been folded but have been
flattened. Many of the images cause one to want to take the image and fold them back up
in order to completely understand their original form, as if they are pieces of Japanese
origami. This is especially evident with artworks such as Untitled (abstract symmetrical
design with pink appendages) (Fig. 32).
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CHAPTER FOUR
TWENTIETH CENTURY POLITICAL AND SOCIAL ISSUES

War and Upheaval
On November 10, 1898, when Evans was six years old, Wilmington, her
hometown, erupted into a race riot. In Conversations with Minnie Evans, from 1960,
Evans recounted that she remembered the Wilmington Race Riot very well.1 During this
time, whites burned businesses owned by African Americans and killed or injured
approximately one hundred.2 By the turn of the century, race riots and violent oppression
had disenfranchised black voters. Lynching was increasingly used as a means of social
control and the legally sanctioned system of segregation, popularly known as Jim Crow,
was in full force.3
During the Wilmington race riot, many African Americans were either chased out
of town or they fled north. Evans’ great-grandmother, Rachel Williams, was among
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Nina Howell Starr, Conversations with Minnie Evans (New York: Nina Howell Starr, 1969-

1973), 62.
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Events preceding this violent day are documented in newspapers from that period such as the
Daily Record, the only African American newspaper in the entire state of North Carolina, as well as the
white newspaper, The Landmark. In the Daily Record, Alexander Manly questioned how consensual sex
between black men and white women could be called rape.8 The Landmark, then responded to Manly’s
article, imploring white men to protect their wives and mothers from this kind of slander. The Landmark
further stirred up white supremacist violence by stating that the people of Wilmington live “in a Negro city
in which a Negro paper” has the right to print slanderous articles. For a timeline of events that led up to the
race riots as well as information about the race riot see 1898 Wilmington Race Riot Commission, accessed
July 9, 2009, http://www.history.ncdcr.gov/1898-wrrc/; also see David S. Cecelski and Timothy B. Tyson,
Democracy Betrayed: The Wilmington Race Riot of 1898 and Its Legacy (Chapel Hill, North Carolina:
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those who fled, moving to New York.4 In the meantime, Evans, her mother, and
grandmother, remained in the coastal town of Wilmington.
By 1920, the United States had already experienced the devastation of the First
World War and, by the early 1930’s the country had entered into the Great Depression.
No group was hit harder than African Americans. By 1932, half the black population
was out of work. Those who still had jobs were often fired so that white people could
take their place.5
It appears that Evans responded to World War II with a series of untitled drawings
made in 1943, which previous scholars have noted depict bombs exploding amidst trees
and what appears to be ancient writing or text. However, these images can be explained
through further research of World War II vessels, combat, and artillery. In Untitled
(creature with bombs, trees and ancient writing), cherry motifs float down from what
appear to be two cherry trees (Fig. 44). The cherries may be alluding to the idea of
“cherry bombs,” something that Evans would have been aware of from learning about
them in newspapers. It is also possible that the cherry trees may be a direct reference to
Japan.6 In Japan, cherries are symbols of good fortune, and the fleeting nature of life.
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Minnie Evans, 1960, 2; Evans talks about her great-grandmother Rachel, saying that her maiden name was
Williams, then she married Pete Krons, who died with smallpox before emancipation. Later, she married
Warren Lamb. They had three children: Bill, Mahlia, Perce, and William, Starr, Conversations with Minnie
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Visionary Artist (New York: Houghton Mifflin Company, 1996), 8.
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The central image might be a symbolic representation of a Japanese bomber plane, which
was decorated with red or yellow round circles and stripes, symbols of Japan. The top
portion of the motif has a symbol of a flower, possibly Evans’ version of a cherry
blossom, which was painted on the Japanese suicide bomber planes by pilots during
World War II as a symbol of intensity and ephemerality of life.7 It is also possible, based
on the contour shape, that the central motif has a double symbolic meaning and is meant
to also be a representation of the tree of life. The tree of life has been used in various
ways throughout history and usually refers to immortality and fertility. Here, Evans may
have been juxtaposing the bombs, a symbol of death, with the tree of life, a symbol of
immortality.8
Another image that may be referencing World War II is Untitled (abstract
butterfly-like form with eyes), c. 1945 (Fig. 45). Reportedly, just before Evans wedding,
she dreamed of airplanes that she called “mosquito hawks.”9 Interestingly, during World
War II, many different ships, planes and bombers carried insect or animal names such as,
mosquito, tin fish, or wasp.

10

At the time, many people were aware of these aircraft,
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Cherry Blossoms, and Nationalisms: The Militarization of Aesthetics in Japanese History (Chicago:
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bombers and ships as they were often referred to in newspapers and on the radio. This
image appears to have a plane or torpedo in the upper center part of the composition,
which may possibly symbolize a Japanese kamikaze bomber. In the lower part of the
composition, a winged creature, possibly a wasp, representing the USS Wasp, a World
War II naval ship, sits on a round arch of blue, possibly representing the sea.11 The blue
circles, directly above the wasp-like motif, may represent gunfire. Also, interesting to this
image, is that the plane, or bomber-type motif appears to descend downward between two
blue and green objects that have red droplets hanging from each end. It is possible that
these two objects are what are referred to as den-den daikos or Japanese pellet drums.
The den-den daiko drum consists of two heads on a rod, with beads hanging on threads
on either side of the body of the drum. The final interpretation would represent a
kamikaze suicide bomber flying directly towards the United States Naval ship, the USS
Wasp. In retaliation, the USS Wasp, rains a shower of gunfire upon the descending
bomber, which was often done during World War II in an attempt to break the Japanese
suicide bombers apart. The entire scene then comes alive to the beat of the Japanese
pellet drum.
Segregation: A form of Discrimination
It is poignant that in the final comment of the last taped interview in
Conversations with Minnie Evans, that Evans conveys her heartfelt anguish over the state
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of the world, saying “Oh it’s terrible times.”12 But, while she recognized that the world
had been in constant upheaval, she also expressed a great deal of optimism that God
could protect and help the weary. In one interview, Evans jumps, without warning, into
prayer saying:
All of those with their heads bowed down in trouble, I ask Him to lift up
the bowed down heads and bring salvation near. I ask Him to give them
more faith, more grace and a better understanding how to serve Him. Take
us through our night’s journey ‘till we rise to see a new day…all of us ask
God to remember us. Please take care of me. You know this is a [hard]
world. So much of horrible things is going on we hear of everyday that
makes my nerves shatter. Say Lord please take care of us and He’s going
to take care of me. He has me guided.13
This hope for the future and belief that God would deliver souls through their
“nights journey” in order to see a new day, is reminiscent of earlier themes experienced
in American culture. One might notice parallels between Evans’ visionary works
expressing themes of peace within the context of Christianity and the themes of struggle
and passive resistance that defined one part of the African American Civil Rights
Movement of the 1960’s (Malcolm X and his followers did not believe in passive
resistance).
From the 1950’s through the 1970’s, civil rights activists such as Martin Luther
King Jr., Clarence Mitchell, Jr., and Rosa Parks fought relentlessly for African American
civil rights equality in the United States. Although African Americans had gained a
major victory with the abolishment of slavery in 1865, from 1876 to 1965 they had to
fight a new form of societal bondage known as Jim Crow, which mandated strict
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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segregation of the races. Jim Crow laws, disguised as creating separate but equal rights,
affected almost all areas of society from social to economic issues. Laws that restricted
access to public transportation, limited where black people could attend schools, and
denied them voting rights, were some of the most debilitating Jim Crow laws.
Within the gates of segregation, Rosa Parks instigated the bus boycott, Clarence
Mitchell Jr. worked tirelessly to establish the NAACP, and Martin Luther King Jr.
became an iconic African American Civil Rights leader, pushing African Americans to
demand equal rights through peaceful means. In his “I Have A Dream Speech” from
August 28, 1963, Martin Luther King said, “…the Negro is still sadly crippled by the
manacles of segregation and the chains of discrimination.”14 Although the debilitating
fight against segregation seemed hopeless and at times most likely felt consuming, King
encouraged African Americans to maintain dignity and peace stating, “We must forever
conduct our struggle on the high plane of dignity and discipline. We must not allow our
creative protest to degenerate into physical violence. Again and again we must rise to the
majestic heights of meeting physical force with soul force.”15 Evans’ images convey this
same sense of peace and dignity and confidence that God’s eyes are watching the state of
mankind.
King had a dream, and so did Evans. King said:
I have a dream that one day this nation will rise up and live out the true
meaning of its creed: ‘We hold these truths to be self-evident: that all men
are created equal.’ I have a dream that one day on the red hills of Georgia
the sons of former slaves and the sons of former slave owners will be able
to sit down together at a table of brotherhood.16
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This same message could act as a didactic panel for Evans’ image A Dream, c. 1968, in
which two lions, accompanied by angels, seem to sit at a table filled with corn, a symbol
of abundance and plenty (Fig. 46). Perhaps the two lions are meant to symbolize the “son
of a former slave,” and the “son of a former slave owner” sitting at a “table of
brotherhood.”17
The Biblical text, Isaiah 40, from which Dr. Martin Luther King seems to have
taken many of his words, speaks about the comfort that only God can provide to those
who put their trust and hope in Him and by doing this they will be renewed.18 While Dr.
King articulated this Christian message in words, Evans visually expressed a similar
vision in her art. Martin Luther King exclaimed “we will not be satisfied until justice rolls
down like waters and righteousness like a mighty stream.”19 In these statements, and
many others like them, King employs nature as a metaphor of peace and justice.
Likewise, Evans used the visual arts to express a similar message grounded in a shared
Christian belief system, and a southern agrarian life experience. For example, in Untitled
(figure wearing feathered hat), the entire composition seems to be an outline of a flower
(Fig. 47). The outline of this composition is in the shape of the inner part of a butterfly
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orchid, a symbol of love, beauty and strength (Fig. 48). 20 The representation of the
orchid has been flattened, allowing the viewer to see each intricately designed part, one
of which is a human face. This seems to symbolically reference that in all of us lies the
possibility of peace, beauty, love, and somewhere deep within, the possibility to “know”
God. In this way, her deceptively innocent depictions of nature should be understood as
embodying a more complex, well thought out visual language that expresses ideals of
peace and harmonious living in the midst of social upheaval and political struggle that
characterized America during the 1960’s and 1970’s.

Are the Faces White?
While taking into account that Evans’ images evoke a theme of peace and
tranquility, the people that she created within her compositions take on new and more
complex significance. While the faces that Evans created amidst an abundance of flora
and fauna may have been inspired by watching visitors at Airlie Gardens, or even from
seeing the beautiful queens of the Azalea festivals that were often photographed while
standing within huge azalea bushes, they also may carry a theme of racial harmony,
because of the fact that they are depicted with one skin color.21 From the beginning of
Evans career within the public eye, scholars have noted that the overall themes of Evans’
images range from Asian, to Egyptian and even American Indian, but ironically, they also
assume that the faces depicted in her artworks up until the mid to late 1970’s represent
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white people (Fig. 49, 50, 51).22 In fact, in 1975, the critic, Michele Wallace criticized the
Whitney Museum of American Art in New York for exhibiting the work of a black,
primitive artist whose early works depict no African American faces but only white
faces.23 Nina Howell Starr also believed that the faces represented white people stating,
“Minnie, I notice in your drawings and your paintings, there are hardly any colored
people.”24 In response to this, Evans replied, “I think where that comes in at is just the
kind of crayon I use. If I would let it—if I didn’t scrape it off and let it stay there, they
would be color. But I scrapes that off …it gives the appearance of all white. I don’t
think it would make any difference because white isn’t goin’ to make me what I am.”25
What Evans seems to be conveying is that skin color does not matter, but one’s inner-self
does: her skin color does not make her what she is. In other words, Evans seems to
allude to the idea that skin color is not important. The fact that Evans portrays the figures
with light or white skin, because she scrapes the crayon away, may also convey that she
does this as a design technique. In other words, Evans creates white faces in order to
juxtapose them with the colorful chaos of flora and fauna in which they are surrounded.
In addition, while scholars recognize that Evans’ figures, surrounded at times by Asian,
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Egyptian or Indian motifs, have light or even white skin, they fail to notice that the
figures facial features appear to be quite ethnic, with wide-set eyes, well defined dark
eyebrows, a full nose, and full, curved lips (Fig. 52). Therefore, some of the faces that
Evans depicts could be thought of as representing African Americans, based on facial
features, as opposed to skin color. In fact, if one looks closely at many of her
compositions, the faces that are most likely meant to be white are angels or prophets with
blonde hair (Fig. 53).26 Evans even refers to the angels and prophets in her artworks as
being white, “There’s no black angels in heaven. Ain’t nothing up there black…They are
angels and all are white… All one grand beautiful white color.”27 Evans’ belief that
everything in heaven will be white may be due to the fact that in Christianity, the color
white (not the skin color, but the color) is symbolic of purity. In Isaiah 1:8, and
throughout the Bible, white is referred to as referencing purity, “Come now, and let us
reason together, saith the Lord: though your sins be as scarlet, they shall be as white as
snow; though they be red like crimson, they shall be as wool.”28 Also, in the color
symbolism chart that hangs on the wall in St. Matthew AME church, the color white is
reserved for communion and weddings as a sign of purity (Fig. 81).
Therefore, Evans’ religious experience seems to supersede twentieth-century
racial tensions focused on black or white skin color, choosing instead to represent
ethnicity through ethnic facial features and motifs associated with other cultures, but all
having one skin color. In addition, the fact that Evans portrayed figures with light skin
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
26

My thesis advisor, Dr. Earnestine Jenkins, also suggested that I look closely at Evans’ own
statements about the figures that she portrays in her artworks, specifically those that Evans states are meant
to be Biblical prophets.

"

27

Starr, Conversations with Minnie Evans, 89.

28

Isaiah 1:8 (KJV).

=<"

may be nothing more than a design technique in which the colorful floral and fauna
motifs can be enhanced and juxtaposed against the light skin of the figures.

Twentieth Century Pop-Culture: The Cinema as Outlet
As has been well documented, many people attempted to escape the violence and
turmoil of the twentieth century through movies, which allowed viewers a temporary
diversion from the realities of a war-torn world. Although Evans may not have been able
to go to many movies, she would have been well aware of different movie stars that were
popular at the time.29 In Down Argentine Way, for example, Carmen Miranda, a Brazilian
entertainer, wore colorful costumes with towering headgear full of exotic fruits (Fig. 54).
Miranda’s cinematic image carries the same playful exuberance as Evans’ exotic
depictions and could almost be superimposed within them (Fig. 55).
Minnie Evans recounted to Nina Howell Starr, that in 1944 she went to see a Fu
Manchu movie at the Royale Theater, which she thought was called The Bells of Fu
Manchu. Approximately three pages of the transcript is taken up with Evans’ description
of the movie that she saw.30 After reading her description it becomes apparent that the
movie that she saw is actually called The Mask of Fu Manchu (1932). Scholars have
noted that some of Evans earlier drawings contain a figure that looks very much like Fu
Manchu (Fig. 56 and 57). Most likely she remembered the movie being called The Bells
of Fu Manchu because of a torture scene in the movie called the torture of the bell. Evans
recounted that she had “lots of dreams about the Chinamans [sic]. I don’t know why, but
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I haven’t had any dreams of them though in a long time. But when I first started, all
those little pictures here I put out first started in China.”31 An early drawing that Evans
may be referring to as having been started in China, may be Untitled (abstract design of
wide-eyed creature, c. 1940” (Fig. 58). In this drawing one views what appear to be
motifs with a wide array of meanings that are viewed within many different cultures.
However, the round circles with darker tops viewed near the top of the drawing and to
either side of the sun-face motif may reference Tibetan chakravartin motifs that are
believed to have originated in China.32 They are understood to be a sign of the
chakravartin’s ability to see all things. The circles with points in the center, among other
religious meanings, symbolize the merging of male and female forces within the
Buddhist religion.33

Twentieth Century Pop Culture: Folklore, Astrology and Mythology
In one of Nina Howell Starr’s first meetings with Evans she noted that Evans had
a copy of The Old Farmer’s Almanac.34 The Old Farmer’s Almanac has been published
continuously since 1792 and includes information on weather forecasts, tide tables,
planting charts, astronomical data, recipes, and articles ranging from gardening and
farming to sports and astronomy. It also included, and still does, a section on anecdotes
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and trends for the coming year. A zodiac chart and astrological information are always a
major part of the almanac (Fig. 59 and 60).
Today, it may seem strange that farmers relied heavily on weather prediction
based on astrology. But for centuries, out of necessity, farmers and sailors depended on
lore, and signs in nature to forecast the weather:
Astrology appealed to sixteenth-and seventeenth-century husbandmen because
it promised control through foresight. The wise husbandman agreed with
the authors of Maison Rustique, or the Countrie Farme, a popular late
sixteenth-century French handbook translated into English in 1600 that
endured for decades as the epitome of right knowledge. In it the
husbandman learned that garlic and radishes ought to be sown in march
during the new moon, that in the same month during the old moon
cabbage, onions, and melons should be planted, that artichoke seeds ought
to be gathered in fair weather in the wand of the moon that pigs and sheep
slaughtered in the wane of the moon produced dry, tough meant, that
horses born during the wane of the moon group and remain weak, that
building timber should be cut in the evening during the wane of the moon,
that herbs should be planted and meadows hayed during the new moon,
and that grain should be harvested during the wane.35
Evans was most likely interested, or at least aware of some forms of astrology, as
she did enjoy reading The Farmer’s Almanac, a common practice that has survived to
this present day.
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John Stilgoe writes,
Folklorists know that agricultural astrology and other occult lore survive
everywhere in the United States, not just in isolated mountain hollows in
southern Illinois but in the suburbs of great cities where the almanacs are
sold in shopping malls. Many farmers and gardeners laugh at the planting
tables as so much foolishness, but thousands of others read the columns
with care and disguise their belief with laughter. Contemporary
agricultural occultism recalls a time when agriculture existed not as the
engineering endeavor praised by Emerson but as something much more
traditional, as a craft wedded to such medieval ideas as the four
elements.36
In addition to being aware of the astrology that was found within the farmer’s
almanac, Evans reportedly, through the advice of a friend, visited a fortune-teller c. 194546. Most likely, Evans wanted to find some explanation for the dreams and visions that
she had experienced her entire life and that may explain why she visited Madam Tula at
the local Greene Five and Ten Cent Store. 37 Evans visited the fortune-teller, Madam
Tula, twice and on the second occasion she showed her a group of 144 drawings that she
had created on small pieces of paper, approximately the size of playing cards. Evans
carried these drawings with her at all times, stating that she “could not work or go
anywhere or do anything unless [she] had those pictures” with her.38
One of the drawings resembles an abstract bull’s head. 39 In tarot cards, the bull is
a symbol of power, royalty, force and stability, and although it has the ability to
aggressively defend, overall it has a peaceful nature and is considered to be a friend to
mankind. In tarot cards, butterflies are a symbol of transformation and go through
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several changes before developing into their final state of beauty. Humans are believed
to do the same thing as the soul moves like a butterfly from egg (birth), to caterpillar
(mature life), to chrysalis (Earthly death), and then finally transitioning into its glorious
awakening (resurrection).40
The little green animal that Evans often incorporated into her artwork may be a
Chinese water dragon, which is her own sign within the Chinese zodiac (Fig. 61).41
Peculiar to the water dragon, and characteristic of Evans herself, is that it is known to
have the gift of being a visionary. Evans is noted for having said that the little green
animal gets his wings after 1200 years, which is also part of Chinese dragon lore in that
dragons are not born with wings but develop them at a certain age.42
As has been mentioned earlier, and has been noted by many previous scholars,
Evans had a great fascination with mythology that began in grade school. During the late
nineteenth and early twentieth centuries, the study of mythology was taught in all grade
schools. One textbook from 1896, Classic Myths: Greek, German, and Scandinavian, by
Mary Catherine Judd, gave teachers suggestions for combining nature study and
mythology. In the preface Judd wrote, “If these stories help to attract children to the
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beautiful in Nature, or lead them to listen more often to the voices whispering from leaf,
wave, or star; or cause them to lose some of their dread of Nature’s sterner tones and
coarse-forms; then the mission of this book will be fulfilled.”43
Later in life, Dr. Nathan Comfort Starr, Nina Howell Starr’s husband, gave Evans
an Edith Hamilton book on mythology.44 Mythological figures are viewed in artwork
such as Untitled, c. 1960-1970 (Fig. 62). In the center of this image, one views Evans’
version of the mythological god Janus, which will be discussed further later in this
essay.45

"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
43

Mary Catherine Judd, Classic Myths: Greek, German, and Scandinavian (School Education Co.,
1896), preface; other mythology textbooks used in American schools were: Flora Cooke, Nature Myths and
Stories for Little Children (1895), Mary E. Burt, Stories from Plato and Other Classical Writers (1895)
Charlotte Mary Yonge, Young Folks’ History of Greece (1878), H. A. Guerber, The Story of the Greeks
(1896), and Caroline H. and Samuel B. Harding, Stories of Greek Gods, Heroes, and Men: A Primer of the
Mythology and History of the Greeks (1897). For more information about these books and the study of
mythology within late 19th and early 20th century American schools see Antoinette Brazouski and Mary J.
Klatt, Children’s Books on Ancient Greek and Roman Mythology: An Annotated Bibliography (Santa
Barbara, California: Greenwood Publishing Group, 1994).

"

44

Kahan, Heavenly Visions: The Art of Minnie Evans, 43.

45

The mythological God Janus is discussed further, on pages 67, 68 and 76.

=;"

CHAPTER FIVE
INSTITUTION OF THE BLACK CHURCH: SOCIAL AND POLITICAL
SIGNIFICANCE
African Methodist Episcopal Church (AME Church)
During the nineteenth century African Americans were increasingly disheartened
by the struggles they endured while trying to worship within white churches, and
therefore began to officially form their own churches. The Black Church became one of
the most important African American organizations in which they had complete control.
In every other area of culture, such as education and recreation, white people remained in
control. Black churches, centers of worship, education, politics and recreation, became
places where African Americans had more “freedom than in any other sphere” of
American culture.1 According to Eileen Southern, “the church undertook the
responsibility for providing black communities with all the opportunities and activities
denied them by a racist populace.”2
Scholars have found that African American communities are built upon similar
structures as African communities, in which there are strong bonds of interconnectedness
between worship, education and social activities. According to Eli Bentor, “Africans are
bound in a web of relationships with one another, as well as with invisible entities and
objects, to such an extent that they can be said to permeate each other. The boundary
between an individual and society, between man and nature, is blurred.”3 Betty Kuyk
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expands on this idea, stating that this same reliance upon a web of relationships is an
embedded part of the African American community.4 The African American community,
similar to that found in Africa, gained strength through learning to bond together in every
area of community life.
Furthermore, although the advent of the official Black Church developed in the
late nineteenth century, the unofficial black church had actually begun during the time of
slavery. Therefore, the feeling of freedom that was experienced from being able to
worship as they pleased was not a completely foreign idea. Albert J. Raboteau writes that
for African American preachers and also their congregations,
The conversion experience equipped the slave with a sense of individual
value and a personal vocation, which contradicted the devaluing and
dehumanizing forces of slavery. In the prayer meetings, the sermons,
prayers, and songs, when the Spirit started moving the congregation to
shout, clap and dance, the slave enjoyed community and fellowship which
transformed their individual sorrows. That some slaves maintained their
identity as person, despite a system bent on reducing them to a subhuman
level, was certainly due in part to their religious life. In the midst of
slavery, religion was for slaves a space of meaning, freedom, and
transcendence.5
In the 1770’s to 1780’s Methodist and Baptist clergy allowed black men to
become licensed to preach to their own people. Raboteau writes,
These pioneering black preachers were extremely important for the
development of African-American Christianity.
They applied the
teachings of Christianity to the experience of the slaves (and free blacks)
by interpreting the stories, symbols, and events of the Bible to fit the dayto-day lives of black people.6
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In the late nineteenth century, establishing the institution of the Black church was
also a priority in Wilmington, Evans’ hometown. In Wilmington, African-Americans
formed their own congregations, built their own houses of worship, and began to take
part in statewide religious organizations. In fact a number of national black church
leaders were from Wilmington. According to William B. Reaves the black Church:
was the most influential institution in Wilmington. It was a place where
the community came together for the good of their race. From the
beginning, black churches placed a heavy emphasis on education. They
formed parochial schools, instigated adult literacy classes, and constantly
promoted the idea that a good education was the means by which one
could get ahead in life. Their support of the black public schools was
unfailing. The church also served as a main outlet for recreation. They
held concerts, lectures, debates, and other types of social activities. Often,
churches would join together to bring noted speakers and entertainers to
town. Another church activity involved politics. Political meetings were
sponsored by, and held, in every church in town. Quite often political
rallies and parades began or ended at a local church.7

Evans was a member of an African Methodist Episcopal Church. The African
Methodist Episcopal Church is the oldest African American Christian denomination in
the United States.8 The AME church’s mission was to provide both social services and
education. In the twentieth century the mission of the church began to show an increase
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in black liberation theology, political activism and Pentecostalism.9 The birth of the AME
church was unique in that it was,
The first major religious denomination in the Western World that had its
origin over sociological and theological beliefs and difference. It rejected
the negative theological interpretations, which rendered persons of African
descent second-class citizens…the church was born in protest against
slavery.10
Evans’ home church, St. Matthew African Methodist Episcopal Church, was
organized in 1881, meeting in a small wooden chapel next to Motte’s Cemetery, one of
the oldest cemeteries in Wilmington, on land that eventually became Pembroke Park.
Later, a white congregation gave them a new building, which was dismantled and moved
to land on Wrightsville Avenue that was donated by Pembroke Jones.11
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The present building was built in 1944, and a small hallway and additional building was
added in 1971 (Fig. 63, 64, 65, 66, 67, 68 and 69).12 According to Mary E. Lyons,
Like many African–Americans, Minnie found strength in what she called
the ‘daily food’ of her religious faith.’ When Evans sons were children,
and for the rest of their lives, the family, were faithful members of
Matthew’s African Methodist Episcopal Church, attending Sunday school,
church services, and a Bible Study Group, called the Christian/Devil
League.13
In the documentary, The Angel that Stands by Me, Evans is shown at her church
in Wilmington. Amid many yeses and amens Reverend Mattocks exclaims that everyone
has emptiness without God, and that one in this state is looking for peace, joy and the
meaning of human existence.14 This also brings to mind what Minnie Evans said
concerning her faith in God; that one should love because God is love and that is why he
created the Earth.15 Her overall demeanor seems to be filled with love and hope.
In Conversations with Minnie Evans, Evans often jumps into song: her favorites
being “His Eye is on the Sparrow” and “No Burden Yonder.” After reading her words, as
Evans sang them to Nina Howell Starr, the eyes that are often depicted hidden within her
artwork seem not to be representations of something ominous but instead should be
thought of as peaceful signs of God living within nature: “He is my portion, My constant
friend is He, His eye is on the sparrow, and I know He watches me, His eye is on the
sparrow and I know He watches me, I sing because I’m happy, I sing because I am free,
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His eye is on the sparrow, and I know He watches me.”16 Directly after singing, Evans
said, “Oh yes, His eye is on the sparrow (Laughter). Oh yes and I know He watches
me.”17 Then she rushes into song again singing “No burden yonder, Not a single care,
Not a load to bear, No burden yonder, all will be laid down, before He show His glory
and his crown, no burden yonder, all sorrow passed, no burden yonder all at last.”18 By
taking these two hymns into consideration when viewing Evans’ artwork one is further
able to understand Evans’ peaceful themes associated with gardens. The eyes seem to
portray that like the sparrow, God is watching her, and as she observes nature, she sees
God, and in return, God sees her. Her grandsons, Norris and Gary Evans, commented
that Evans liked to go into the woods around her house, regardless of the weather, in
order to pray and get closer with God. 19 Obviously, Evans found God in nature and was
able to commune with Him best while in this surrounding.
One motif that Evans often depicts appears to be a wheel motif with wings (Fig.
70). This may be a direct reference to chapter ten of the book of Ezekiel in which
Ezekiel prophesies against Judah and Jerusalem.20 In this chapter, Ezekiel has visions of
cherubim that are accompanied with wheels, representing the chariot of God. Ezekiel
says, “And when the cherubims went, the wheels went by them: and when the cherubims
lifted up their wings to mount up from the earth, the same wheels also turned to from
"""""""""""""""""""""""""""""""""""""""""""""""""""""""""
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beside them.”21 In Ezekiel 11:22, the symbolism of Evans motifs is further understood as
signifying the glory of God and His power, “Then did the cherubims lift up their wings,
and the wheels beside them; and the glory of the god of Israel was over them above.”22
Also, Evans recounted to Nina Howell Starr that she had once been on the verge
of sleep when a bright light appeared in the northeast corner of her room and out of the
light she saw the shadow of a wreath and from behind the wreath she heard the voice of
God say “I am Jehovah, your God. This light that you see now shall shine around all of
you.”23 It is possible that Evans associated the wreath with the Biblical account of the
wheel that is referred to within Ezekiel. In this chapter Ezekiel, a priest, has a vision in
which “the affairs of man are not directed by personal laws of nature, but by a living
spirit. Above the babel of man’s plans, the authoritative voice of God speaks.”24 In
Ezekiel 10, the cherubim angels are described as having eyes all over their bodies,
including their wings.25 Possibly, this was inspirational to Evans and why she put eyes
on many of her winged creatures (Fig. 71).
Evans’ peaceful themes of humans surrounded by gardens, might also bring to
mind Isaac Watts’ hymn, There is a Land of Pure Delight, that was first sung by slaves
“There is a land of pure delight, where saints immortal reign; Infinite day excludes the
night, and pleasures banish pain” (Fig. 1). 26 Or one might hear the echoes of ”Sweet
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fields beyond the swelling flood stand dressed in living green, where generous fruits that
never fail on trees immortal grow.”27
In addition, as has been discussed earlier, Evans often portrays motifs where
people dressed in Egyptian attire peacefully exist within a luxurious garden (Fig. 50).
Since the time of slavery African Americans believed that just like the Biblical Egyptian
slaves, God would lead them to freedom and as Frederick Douglass wrote if not to a land
of milk and honey, then at least to one of “pork and hominy.”28

Mythology and Religion
Lawrence Levine writes that African Americans “extended the boundaries of their
restrictive universe backward until it fused with the world of the Old Testament, and
upward until it became one with the world beyond.”29 Evans not only extended this belief
back to the Old Testament, but she went even further back and connected her Christian
faith with the religions of the ancient Greeks.
For example, in the documentary, The Angel That Stands by Me, Evans and her
son comment on a figure in one of her artworks saying that it is the mythical god Janus,
or January (Fig. 62). 30 Interestingly, the mythological god Janus was known as the god
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of gates, recalling to mind that Evans was a gatekeeper at Airlie Gardens. Janus is
symbolic of beginnings and endings and when his gate was open war and battles ensued,
but when the gate was closed peace prevailed. In Christianity, Janus can be interpreted as
the conscious that looks both inward and outward, guarding the soul. He is also
compared to the angels that guard the tree of life. 31 Therefore, one might view Evans’
artwork as a kind of autobiography in which she, being the gatekeeper at Airlie Gardens,
portrays herself as the gatekeeper, Janus, who is guardian of peace.
Another mythical figure that might be portrayed in Evans’ artwork is the god
Mithra who was the god of wisdom and light and was the giver of fertile rain and the god
of sunlight (Fig. 72). He had ten thousand eyes and one thousand ears and was always
awake to protect the world from darkness. He is known for having slain the divine bull,
from whose dying body sprang all plants and animals beneficial to humanity. In
Christianity, Mithra is associated with humility and brotherly love and immortality of the
soul.32 In this image one recognizes that the outline of the composition is the head of a
bull. One then notices that the lower part of the composition reveals the head of a bull
with horns on which fruits and plants rest. Perhaps Evans’ perfectly enclosed and
imagined spaces expressed a yearning for peace and stability at a time when the “real”
world seemed increasingly violent and chaotic.
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AME Church and Its Association with Prince Hall Freemasonry
The oldest black fraternal organization in the United States is known as Prince
Hall Freemasonry, which was established in 1775. It was founded by Prince Hall, the son
of a white man and a free black woman. Between 1866 and 1867, four lodges were
founded in North Carolina: King Solomon Lodge in New Bern, Giblem Lodge in
Wilmington, Eureka Lodge in Fayetteville, and the Widow’s Son Lodge in Raleigh.33
In the late nineteenth to early twentieth century, black fraternal orders were
deeply interwoven with the Black Church. The Black Church and the fraternal orders
were considered important social institutions that followed Biblical principles.34 Both
institutions had a common goal: to defeat racism and to establish self-determination
among the African American community.35
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According to Melville Herskovits,
Cooperation among the Negroes of this country is principally found in
such institutions as lodges and other benevolent societies, which in
themselves are directly in line with the tradition underlying similar
African organizations. The role of the secret societies in the parts of
Africa from which the slaves were derived is well known, but has been
stressed in favor of the large number of less sensational, but no less
important, non-secret associations. It is these more prosaic organizations,
however, that in time of need assure their members access to resources
greater than those of any individual, which give this type of society an
especially significant part in assuring stability to African social structure.
That in this country Negro assurance societies, especially burial societies,
take on the form of lodges in so many cases, and that Negro lodges of
various types represent such an exuberant development of the common
American lodge, is to be explained in two ways. In the first case, the
coalescence of the cooperative assurance and secret society traditions may
be considered as developing out of a tendency, under acculturation, to blur
distinctions, which prior to contact were quite clear. Secondly, the
psychological device of compensation through overdevelopment, so often
encountered among underprivileged groups forced to adhere to majority
patterns, and the failure of white lodges to accept their Negro counterparts
brought it about that the initial stimulus was diverted from the channels it
followed among the donor group and emphasized for the Negro lodge its
distinctive traits.36
Lodges became a source for networking and entrepreneurship by having each
member pay a due in order to secure a building for the lodge. Therefore, they became
equal owners of a piece of property: their lodge building.37 In addition, the membership
dues often provided extra funds that could be invested.38 Not only did fraternal
organizations provide a means to gain some form of economic stability, but they also
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provided their members, if needed, financial support, through benevolence and charity,
by providing short-term financial assistance to members.39
In St. Matthew AME Church photographs from 1971, members of Salem’s
Lodge, a subordinate branch of Prince Hall Freemasonry, dedicate a cornerstone on a
new building that was added to the church (Fig. 73 and 74). 40 Notice the Masonic aprons
and the two stewards who hold the Masonic rods or staffs, topped with their own
individual jewel that represents their office within the lodge.41 In one of the photographs,
members of the lodge, along with church members, are also shown at a meeting within
the dedicated building (Fig. 75).
Norris and Gary Evans recount that Minnie Evans was also a member of Salem’s
Lodge.42 Historically, white lodges had not allowed women to join fraternal
organizations, however, shortly after establishing the North Carolina Grand Lodge, an
African American Lodge, James Walker Hood (1831-1918), an African Methodist
Episcopal Zion bishop, encouraged the establishment of The Order of the Eastern Star, a
woman’s auxiliary.43 However, it is unclear if Evans was a member of The Order of the
Eastern Star, and it has yet to be confirmed from other documentation that she truly was
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an actual member of Salem’s Lodge. But, regardless of whether she was an actual
member she would have been encouraged to support the fraternal order, as it insured the
economic success of black families, and therefore, as the photographs show, the female
members of the church would have been aware of the rituals and symbols of the
fraternity.
Also, it is highly possible that Evans may have been a close-hand witness of
freemasonry for a large part of her life, as it is documented that by 1910 there were
approximately 358 lodges in the state of North Carolina with approximately ten thousand
members.44 Freemasonry offers a new way in which to view motifs found within Evans’
artwork. Beyond the fact that there is a link between Evans’ artwork and Biblical
accounts of different cultures, such as Egypt and Asia, freemasonry also provides a
further link between her artwork and other cultures. Freemasonry traces its roots back to
these ancient cultures and their rituals, through legends. According to legend, Egyptians
brought the Masonic arts to Greece two to three centuries before the age of Moses.45
There are many motifs in Evans’ artworks that could be interpreted as Masonic
symbols. Examples are the eye, ears of corn, the cornucopia, the sun, a point within a
circle, the lunette or crescent shape, and the egg. In addition, Evans often spoke of green
and yellow being her favorite colors.46 These colors are also symbolic in freemasonry.
The eye is the most recognizable Masonic symbol and can be viewed in many of
Evans’ images (Fig. 76). It is representative of the eye of God and is meant to remind
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one that God is watching over all mankind. As the eye of providence, the symbol is
meant to represent the eye of the great architect of heaven and earth, God, and also
symbolized the worshipful master’s eye that governs the proceedings of the lodge. In
most of the ancient languages of Egypt the eye and sun are expressed in the same word
and it is the official symbol of Osiris, the sun God.47
In Freemasonry, ears of corn symbolize the Biblical Promised Land being covered
with fields of ripe corn (Fig. 46). 48 The Masonic member is meant to contemplate on the
ear of corn in thankfulness for God’s provisions and all the blessings he provides.49 It is
a symbol with a long history often employed by Greeks and Romans. The mythological
gods, Demeter (Greek) or Ceres (Roman or Latin), was the goddess of corn and of
harvests. She is represented with a garland of corn on her head.50 In Christianity, the
Bible speaks of corn and ears of corn countless times.
The cornucopia is meant to represent the horn of plenty and is the symbol of joy,
peace and plenty (Fig. 77). It is also the official jewel of the Stewards of the Lodge. The
contents of the horn are corn, wine and oil, recalling Deuteronomy 14:23 “And thou shalt
eat before the Lord thy god, in the place which he shall choose to place his name there,
the tithe of thy corn, of they wine, and of thine oil, and the firstlings of thy herds and of
thy flocks; that thou mayest learn to fear the Lord thy God always.”51 Often the
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cornucopia is depicted with flowers proceeding from its mouth signifying the abundance
of God’s Earthly blessings. Not only is the Lodge member meant to look on this symbol
with a grateful heart, but also he or she is to be reminded to be charitable and to help the
hungry and the poor.52
The rising sun is important in Masonic imagery as it rises in the East and is the
source of all life (Fig. 78). In masonry, the sun is a reminder that God cares for humanity
and has called members to rise to labor in the morning, and at to refresh themselves, by
its setting it bids them to rest. The sun also reminds members of their progression from
infancy, through middle age, to old age and then death. But as the sun rises again, their
souls enter into a new life, everlasting life.53 In ancient Egypt, the sun was the symbol of
divine providence, reminding the Worshipful Master of a lodge that he should enliven
and warm the brethren.54
In many of Evans’ images a point within a circle is viewed as is noted in Untitled
(abstract design of wide-eyed creature) towards the middle of the image, near the
crescent shapes (Fig. 58). In freemasonry, the point symbolizes God as the ultimate
creator and the circle as the universe, His creation.55 It also is a symbol that is invested
with astronomical reference. The point represents the Supreme Being and the circle
indicates annual circuits of the sun.56
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Also, in Untitled (abstract design of wide-eyed creature) and in many of her
images, one views a crescent, or horn-shape (Fig. 79). In freemasonry air is depicted in
the shape of horns of the crescent. It is believed that every human comes out of water
(symbolized as a circle), passes through air (symbolized as horn, crescent shape), and
when mature, passes through fire (symbolized as a triangle). Together all the shapes
represent man: the horn or crescent shape then symbolizes arms (Fig. 80). 57
The egg motif that is often viewed in Evans’ artwork is also a common motif in
Freemasonry and is a symbol of the primal egg. The egg is viewed at the bottom, center
of Untitled (African mask) (Fig. 9). In ancient history, the whole Earth was submerged in
darkness and water. The creator then took a seed and planted it, thus producing an egg,
out of which Brahma emerged.58 In Christianity, which is followed by Masonic members,
the egg is symbolic of the resurrection.59
Evans often noted that her favorite colors were green and yellow. She once said,
“Green is God’s theme color. He paints everything green. Six hundred and some shades
of green.”60 In Freemasonry the color green is symbolic of the immutable nature of truth
and victory. Macoy and Oliver note, “In the evergreen the Master Mason finds the
emblem of hope and immortality. In all the ancient mysteries, this idea was carried out,
and green symbolized the birth of the world, and the moral creation or resurrection of the
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initiate.”61 The color green is also referred to in the Christian symbolism color chart
found on the wall of St. Matthew AME Church (Fig. 81). The chart states that the color
green represents “Christ the King, growth, hope, and immortality through Him.”62 In
addition, Evans also commented on how she dreamed of rainbow colors, but the most
important was the color yellow.63 In Freemasonry yellow represents the sun and the
goodness of God.64
The mythological god Janus, which has previously been discussed, was obviously
very important to Evans, as she drew Janus often and even spoke about the mythological
god in The Angel That Stands by Me (Fig. 62).65 In ancient Roman masonry, Janus was
worshipped in the solstice festivals, representing summer and winter and was considered
to be the god of initiation into the mysteries, or the practices of masonry. In addition,
Janus was the god of the artisan’s guilds.66 Compared to the symbolic meaning of Janus
in Freemasonry, in Christianity, Janus would be considered as the two Saint Johns: John
the Baptist and John the Evangelist.67
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Another long-standing emblem associated with Freemasonry is a set of words that
are always used and depicted together: Faith, Hope and Charity.68 These words are
displayed in the stained glass windows of Pilgrim Rest Baptist Church, which lies to the
northwest of and next door to St. Matthew AME Church (Fig. 82 and 83). Evans’
stepfather, Joseph Kelly, was one of the founding members.69 Minnie Evans is noted for
often visiting the church to speak. Like St. Matthew AME Church, it was built on land
that was donated by the Pembroke Jones family.70 Faith, Hope and Charity are based on
1 Corinthians 13 in which Paul teaches about love (charity), and that in order to truly
love, one must first have faith, and hope. The final verse, 1 Corinthians 13:13 states
“And now stays faith, hope, charity, these three: but the greatest of these is charity.”71
The three graces of Faith, Hope, and Charity are considered to be the most valuable
lessons associated with Freemasonry. They are considered to be “essential to the
character of a good and worthy Freemason.”72 This recalls Evans’ own words, which
have previously been discussed, that one should love because that is what God says one
should do.73
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CONCLUSION
Ultimately, this study attempts to build upon past scholarship by providing
previously undocumented and original research. While Evans claimed that her artworks
were inspired by visions and dreams that came from God, it also seems evident that her
artworks were informed by the social, political and cultural environment in which she
lived. By understanding Evans’ personal life experiences one is then able to further
understand her place within the broader spectrum of late nineteenth to mid-twentieth
century African American social, political and religious history.
By looking closely at Evans’ immediate experiences as gatekeeper of Airlie
Gardens, it seems highly probable that the gate may have in part been a form of
inspiration for the style in which she created many of her artworks. Many of the motifs
in her artworks can be compared with motifs found in the Airlie gate. In addition, Evans’
artworks are stylistically similar to the Airlie Gardens gate in that they are flat and
symmetrical, with scrolling vines, contained within a well-defined border.
In addition, by looking closely at Nina Howell Starr’s, Conversations with Minnie
Evans, one can attempt to further interpret Evans’ artworks from the standpoint of her
visions and dreams. Much of the past scholarship on Evans tends to rely heavily upon
the idea that Evans’ images are visionary and supernatural and are beyond interpreting.
However, this study attempts to further reflect and analyze artworks that have yet to be
fully understood, through analysis of statements made by Evans that are documented in
Conversations with Minnie Evans.
The late nineteenth to mid-twentieth century was an era of war and upheaval
worldwide. In addition to this experience, African Americans had to endure the
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debilitating effects of discrimination. Past scholarship has recognized that Evans’
artworks from 1943 depict bombs exploding amidst trees, however these artworks can
further be explained, as my research proves, by looking deeper into World War II history.
This suggests the importance of looking at political issues that occurred during Evans’
life.
While Evans depicted scenes of war, she also depicted scenes of peace and
tranquility. The fact that many of Evans’ images depict peaceful garden scenes, filled
with hidden eyes that are at once unsettling and peaceful, might reflect her immediate life
experiences as the gatekeeper of Airlie Gardens. It should be stressed, that while Evans
was aware of the broader unsettling political and social issues in which she lived, she also
was a beloved servant that worked for a large part of her life in a loving, peaceful
environment within the protected walls of Airlie gardens. Many even today would
consider Evans to have had a somewhat enchanted life, especially considering the era in
which she lived, in that she experienced, first hand the elite upper class romantic lifestyle
of her employers. In addition, as gatekeeper of Airlie Gardens she was allowed to sit in a
peaceful environment in which she could create her artworks while working. Therefore,
Evans’ scenes that are both unsettling and peaceful may relate specifically to her
experiences that were at once both unsettling and peaceful.
In addition, scholars always note that Evans’ experiences while working at Airlie
Gardens most likely informed her scenes of peaceful gardens. Although scholars often
note this, they do not usually attempt to explain individual motifs found in her artwork. It
is imperative for scholars to begin to untangle motifs found within Evans artwork, even if
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only a few motifs at a time can be identified, and as this study has shown, they can be
identified if one looks closely.
Evans’ experiences as an African Methodist Episcopal Church member,
undoubtedly greatly influenced almost every area of her life. After researching the AME
Church and the social, political, and educational stability that it offered to African
Americans living in the early to mid twentieth century, it becomes clear that Evans would
have also been deeply intertwined and reliant upon her church community. The
previously undocumented resource material on Evans’ home church and freemasonry that
Evans’ grandsons provided through photographs and oral history offers new ways in
which to further explore themes within Evans’ artworks. While to date no documentation
could be found on Salem’s Lodge, Evans most likely was very much aware and accepting
of the stability that Prince Hall Freemasonry offered families through social and
economical support. Also, it cannot be denied that many of the motifs found in her
images resemble those found within masonry. Ultimately, by contributing new,
undocumented material to the foundation of past scholarship, Evans’ artworks are better
understood.
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Figure 1. Minnie Evans, Untitled (composite with female face), c. 1967, oil and mixed
media on canvas mounted on paperboard, 19 7/8 x 23 7/8 inches, 50.5 x 60.6 cm,
Collection of Smithsonian American Art Museum, 1972.44. Source: “Minnie Evans,
Untitled (composite with female face),” (Smithsonian American Art Museum: 2010),
accessed 1 June 2010, available from http://americanart.si.edu/collections/search
/artwork/?id=8068, Internet.
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Figure 2. Minnie Evans, My Very First, c. 1935, ink on paper, 11 ! x 7 7/8 inches,
Collection of the Whitney Museum of American Art, New York, Gift of Dorothea M. and
Isadore Silverman. Source: Charles M. Lovell and Erwin Hester, eds., Minnie Evans:
Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina University, 1993), 8,
Plate 4.
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Figure 3. Minnie Evans, My Second, c. 1935, ink on paper, 11 ! x 7 7/8 inches,
Collection of the Whitney Museum of American Art, New York, Gift of Dorothea M. and
Isadore Silverman. Source: Charles M. Lovell and Erwin Hester, eds., Minnie Evans:
Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina University, 1993), 8,
Plate 5.
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Figure 4. Minnie Evans, Untitled, completed c. 1966, includes portion from 1963, 1964,
and 1966, mixed media on paper, unknown size, Collection of Christian Daniel. Source:
“Minnie Evans: 1950’s-1960’s,” (Home of Folk Art: 2010), accessed 15 June 2010,
available from http://www.homeoffolkart.com/wp-content/uploads/2010/03/bookfront
_edited-2-e1268334256449.jpg, Internet.
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Figure 5. Photograph, Minnie Evans Funeral Program (Front Cover), Collection of the
Author, Given to the author by Norris and Gary Evans. Source: Photograph by the author,
June 3, 2010.
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Figure 6. Photograph, Minnie Evans Funeral Program (Open), Collection of the Author,
Given to the author by Norris and Gary Evans. Source: Photograph by the author, June 3,
2010.
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Figure 7. Photograph, Minnie Evans Funeral Program (Back Cover), Collection of the
Author, Given to the author by Norris and Gary Evans. Source: Photograph by the author,
June 3, 2010.
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Figure 8. Photograph, Minnie Evans’ (1892-1987) grave marker. The original marker was
much smaller. This grave marker was donated in 2006 by the Airlie Foundation. Calvary
Memorial Cemetery, N. 11th St. near Whistler Avenue, Wilmington, North Carolina. To
see an image of the original marker see Mary E. Lyons, Painting Dreams: Minnie Evans,
Visionary Artist, 44. Source: Photograph courtesy of the author, June 5, 2010.
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Figure 9. Minnie Evans, Untitled (African mask), c. 1945, graphite, ink, tempera and wax
crayon on paper, 9 9/16 x 7 1/16 inches, 24.3 x 18.2 cm., Estate of Minnie Evans, St.
John’s Museum of Art. Source: Charles M. Lovell and Erwin Hester, eds., Minnie Evans:
Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina University, 1993),
35, Plate 9.
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Figure 10. Photograph, Airlie Gardens Entrance, unknown date, notice location of
gatehouse in the right background, Collection of New Hanover Public Library Archives.
Source: Photograph by Southeastern Engraving Company, New Hanover County Public
Library Digital Archives, accessed 1 July 2010, available from
http://cdm15169.contentdm.oclc.org/cdm4/item_viewer.php?CISOROOT=%2Fp15169co
ll1&CISOPTR=1030&DMSCALE=25&DMWIDTH=600&DMHEIGHT=600&DMMO
DE=viewer&DMFULL=0&DMX=56&DMY=0&DMTEXT=%2520Airlie%2520Gate&
DMTHUMB=1&REC=1&DMROTATE=0&x=379&y=299, Internet.
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Figure 11. Photograph, Replica of Original Gatehouse, sits directly across from the
original location, Airlie Gardens, Wilmington, North Carolina. Source: Photograph by the
author, Courtesy of Airlie Gardens, June 2, 2010.
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Figure 12. Photograph, Interior, Replica of Original Gatehouse, Airlie Gardens,
Wilmington, North Carolina. Source: Photograph by the author, Courtesy of Airlie
Gardens, June 2, 2010.
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Figure 13. Minnie Evans, Untitled (Pair of Green Birds), c. 1963, wax crayon, gold oil
paint, ink, graphite, and unidentified media on paperboard, 11 13/16 x 14 9/16 inches,
Estate of Minnie Evans. Source: Mitchell D. Kahan, Heavenly Visions: The Art of Minnie
Evans (Raleigh, North Carolina: North Carolina Museum of Art, 1986), cover page.
"
"
"
"
"
"
"
"

"

$G$"

"

"
"
"
"
"
"
"
"
"

Figure 14. Photograph, Allen’s Lane, Wilmington, North Carolina, Evans’ house is no
longer standing, but was originally on the right somewhere along the road. Source:
Photograph by the author, June 5, 2010.
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Figure 15. Photograph, Airlie Gardens Gate, originally installed c. 1920, hand forged iron
from France, painted white, Airlie Gardens, Wilmington, North Carolina. Source:
Photograph by the author, Courtesy of Airlie Gardens, June 3, 2010.
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Figure 16. Photograph, Airlie Gardens Gate, newspaper article photograph c. 1935, Louis
T. Moore Collection. Source: Photograph by the author, Courtesy of librarians, Airlie
Gardens Archive, North Carolina Room, New Hanover County Public Library,
Wilmington, North Carolina.
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Figure 17. Photograph, Pillar with Pineapple, added c. 1950’s-1960’s, Airlie Gardens
Gate, Airlie Gardens, Wilmington, North Carolina. Source: Photograph by the author,
Courtesy of Airlie Gardens, June 5, 2010.
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Figure 18. Photograph, Airlie Gardens Brochure, c. 1941-1950, Collection of New
Hanover Public Library. Source: Photograph by the author, Courtesy of Librarians, Airlie
Gardens Archive, North Carolina Room, New Hanover County Public Library,
Wilmington, North Carolina, June 1, 2010.
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Figure 19. Photograph, left side, Airlie Garden’s Gate, looking out towards Airlie Road,
originally installed c. 1920, iron, hand forged in France, painted white, Airlie Gardens,
Wilmington, North Carolina. Source: Photograph by the author, Courtesy of Airlie
Gardens, June 5, 2010.
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Figure 20. (left) Photograph, Detail, Airlie Gardens Gate, originally installed c. 1920,
iron, hand forged in France, Wilmington, North Carolina. Source: Photograph by the
author, Courtesy of Airlie Gardens, June 5, 2010.
Figure 21. (right) Detail, Minnie Evans, Untitled (man’s face), c. 1950-1960, mixed
media on paper, Collection of Christian Daniel. Source: “Minnie Evans: 1950’s-1960’s,”
(Home of Folk Art: 2010), accessed 1 July 2010, available from http://minnieevans.webs.com/apps/photos/photo?photoid=98196971, Internet.
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Figure 22. (left) Photograph, Detail, Airlie Gardens Gate, originally installed c. 1920,
iron, hand forged in France, Airlie Gardens, Wilmington, North Carolina. Source:
Photograph by the author, Courtesy of Airlie Gardens, June 5, 2010.

Figure 23. (right) Detail, Minnie Evans, Untitled (mans face), c. 1950-1960’s, mixed
media on paper, Collection of Christian Daniel. Source: “Minnie Evans: 1950’s-1960’s,”
(Home of Folk Art: 2010), accessed 21 June 2010, available from http://minnieevans.webs.com/apps/photos/photo?photoid=98196977, Internet.
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Figure 24. (left) Photograph, Detail, Airlie Gardens Gate, originally installed c. 1920,
iron, hand forged in France, Airlie Gardens, Wilmington, North Carolina. Source:
Photograph by the author, Courtesy of Airlie Gardens, June 5, 2010.
Figure 25. (right) Photograph, Detail, Minnie Evans, Untitled, c. 1981, Scrapbook Page,
mixed media on paper, Collection of Evans Family. Source: Photograph by the author,
Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 26. (left) Photograph, Detail, Airlie Gardens Gate, notice hidden bird, originally
installed c. 1920, iron, hand forged in France, motif that resembles a bird, Photograph by
author with permission from Airlie Gardens, June 5, 2010.
Figure 27. (right) Detail, Minnie Evans, Untitled (two swans at sunset), notice hidden
butterfly, c. 1950-60, mixed media on paper, Collection of Christian Daniel. Source:
“Minnie Evans: 1950’s-1960’s,” (Home of Folk Art: 2010), accessed 15 July 2010,
available from http://minnie-evans.webs.com/apps/photos/photo?photoid=98196982,
Internet.
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Figure 28. Minnie Evans, Untitled, c. 1940, mixed media on paper, 11 x 8.5 inches,
Private Collection. Source: “Minnie Evans,” (Judy A. Saslow Gallery: 2010), accessed 15
June 2010, available from http://www.jsaslowgallery.com/artists/minnie_evans/
evans_index.html, Internet.
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Figure 29. Minnie Evans, Untitled (gate), c. 1940, waxed crayon on paper, Collection of
Christian Daniel. Source: “Minnie Evans: 1940’s,” (Home of Folk Art: 2010), accessed 8
July 2010, available from http://minnie-evans.webs.com/apps/photos/photo?photoid
=98194781, Internet.
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Figure 30. Minnie Evans, Untitled (figures and foliage), c. 1946, pencil, colored pencil,
and ink on board, Collection of Petullo Art. Source: “Minnie Evans,” (Petullo Art
Collection: 2010), accessed 20 July 2010, available from http://www.petulloartcollection.
org/the_collection/about_the_artists/artist.cfm?a_id=11, Internet.
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Figure 31. Minnie Evans, Untitled (abstract butterfly design), c. 1950, graphite, ink and
wax crayon on paper, 11 15/16 x 8 15/16 inches, 30.3 x 22.7 cm., Estate of Minnie
Evans, Collection of St. John’s Museum of Art. Source: Charles M. Lovell and Erwin
Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B. Gray Gallery, East
Carolina University, 1993), 39, Plate 13.
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Figure 32. Minnie Evans, Untitled (abstract symmetrical design with pink appendages),
c. 1950, graphite, ink and wax crayon on paper, 11 5/8 x 8 15/16 inches, 29.5 x 22.7 cm.,
Estate of Minnie Evans, Collection of St. John’s Museum of Art. Source: Charles M.
Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B.
Gray Gallery, East Carolina University, 1993), 38, Plate 12.
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Figure 33. (left) Detail, Minnie Evans, Untitled (abstract butterfly design), c. 1950,
graphite, ink and wax crayon on paper, 11 15/16 x 8 15/16 inches, 30.3 x 22.7 cm., Estate
of Minnie Evans, Collection of St. John’s Museum of Art, G#335. Source: Charles M.
Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B.
Gray Gallery, East Carolina University, 1993), 39, Plate 13.
Figure 34. (middle) Photograph, Lotus seeds, unknown date. Source: Lotus seeds,
accessed 25 July w2010, available from http://www.viswiki.com/en/Lotus_seed, Internet.
Figure 35. (right) Photograph, Lotus nuts, unknown date. Source: Lotus Nuts, accessed
25 July 2010, available from http://kuali.com/conundrums/
glossary.asp?a=L, Internet.

"

$$A"

"

"
"
"
"
"
"
"
"
"

Figure 36. Photograph, front lawn, St. Matthew AME Church, 6809 Wrightsville
Avenue, Wilmington, N.C. 28403, Wilmington, N.C. 28403. Source: Photograph by the
author, Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 37. (left) Detail, Minnie Evans, Untitled (abstract butterfly design), c. 1950,
graphite, ink and wax crayon on paper, 11 15/16 x 8 15/16 inches, 30.3 x 22.7 cm., Estate
of Minnie Evans, Collection of St. John’s Museum of Art, G#335. Source: Charles M.
Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B.
Gray Gallery, East Carolina University, 1993), 39, Plate 13.
Figure 38. (middle) Yew Shrub Berry, http://shrubsbypost.co.uk/index.cfm/
more_info/true/gid/6/page/products/title/4-European-Larch-Trees-15-30cm-(Larixdecidua)(accessed July 3, 2010).
Figure 39. (right) Gumnut, http://travel.webshots.com/photo/127006773305
4853112DUwKhZ(accessed July 3, 2010).
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Figure 40. (left) Detail, Minnie Evans, Queen of Sheba-Mordern (sic) Art, c. 1966,
graphite, oil and waterpaint on canvas board, 18 x 24 inches, 45.7 x 61 cm., Collection of
Dorothea M. Silverman. Source: Lovell, Charles Muir and Erwin Hester, eds., Minnie
Evans: Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina University,
1993), 48, Plate 22.
Figure 41. (right) Photograph, Pink Primrose, unknown date. Source: “Bedding Plants,”
(Cardwell Nursery Garden Centre: 2009), accessed 5 August 2009, available from
http://www.cardwellnurseries.com/index.php?page=Special%20Offers&subpage=Beddin
g%20Plants, Internet.

"
Figure 42. (left) Detail, Minnie Evans, Untitled (abstract symmetrical design with pink
appendages), c. 1950, graphite, ink and wax crayon on paper, 11 5/8 x 8 15/16 inches,
29.5 x 22.7 cm., Estate of Minnie Evans, Collection of St. John’s Museum of Art, G#254.
Source: Charles M. Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville,
N.C.: Wellington B. Gray Gallery, East Carolina University, 1993), 38, Plate 12.
Figure 43. (right) Orchid, unknown date, notice center of orchid, Source: “Orchid,” (Don
Belvedere Flowers: 2010), accessed 2 July 2010, available from http://donbelvedere
flowersandgifts.wordpress.com/2009/12/22/grow-orchids-part-2/, Internet.
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Figure 44. Minnie Evans, Untitled (creature with bombs, trees and ancient writing), c.
September 1943, graphite, ink, tempera and wax crayon on paper, 11 ! x 8 7/8 inches,
29.8 x 22.5 cm., Collection of Jimmie Lamb. Source: Lovell, Charles Muir and Erwin
Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B. Gray Gallery, East
Carolina University, 1993) 34, Plate 8.
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Figure 45. Minnie Evans, Untitled (abstract butterfly-like form with eyes), c. 1945,
graphite, ink, tempera and wax crayon on paper, 9 9/16 x 7 1/16 inches, 24.3 x 18.2 cm.,
Estate of Minnie Evans, St. John’s Museum of Art, G#110. Source: Charles M. Lovell
and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B. Gray
Gallery, East Carolina University, 1993), 37, Plate 21.
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Figure 46. Minnie Evans, A Dream, c. 1968, graphite, oil and wax crayon on paper,
16 x 20 inches, Private Collection. Source: Mary E. Lyons, Painting Dreams: Minnie
Evans, Visionary Artist (New York: Houghton Mifflin Company, 1996) 40.
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Figure 47. (left) Minnie Evans, Untitled (lady with feathered headdress, green bird), c.
November 1966, graphite, ink, tempera and wax crayon on paper, 13 ! x 11 ! inches,
34.9 x 29.8 cm., Private Collection. Source: Charles M. Lovell and Erwin Hester, eds.,
Minnie Evans: Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina
University, 1993), 47, Plate 21.
Figure 48. (right) Photograph, Detail, Orchid, unknown date. Source: “Pink Cymbidium
Orchids Dark Pink Spotted Lip,” (Fifty Flowers.com: 2010), accessed 9 July 2010,
available from http://www.fiftyflowers.com/product/Pink-Cymbidium-Orchids-DarkPink-Spotted-Lip_9.htm, Internet.
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Figure 49. Minnie Evans, Untitled, c. 1940, mixed media on paper, Collection of
Christian Daniel. Source: “Minnie Evans 1892-1987, Wilmington, NC, Visionary Folk
Art, Art From the 40’s” (Home of Folk Art: 2010), accessed 27 September 2010,
available from http://minnieevans.webs.com/apps/photos/
photo?photoid=98194782, Internet.
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Figure 50. Minnie Evans, Design Made at Airlie Garden, c. 1967, oil and mixed media
on canvas mounted on paperboard, 19 7/8 x 23 7/8 inches, 50.5 x 60.6 centimeters,
Collection of Smithsonian American Art Museum, 1972.44. Source: “Minnie Evans,”
(Smithsonian American Art Museum: 2010), accessed 1 June 2010, available from
http://americanart.si.edu/collections/search/artwork/?id=8068, Internet.
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Figure 51. Minnie Evans, Untitled, c. 1950’s-1960’s, graphite, oil and wax crayon on
paper, unknown size, Collection, Christian Daniel. Source: “Minnie Evans: 1892-1987
Wilmington, NC: Visionary Folk Art,” (Home of Folk Art: 2010), accessed 23 September
2010, available from http://minnie-evans.webs.com/apps/photos
/photo?photoid=98196981, Internet.
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Figure 52. Minnie Evans, Untitled (face with butterflies), c. 1960, mixed media on paper,
Collection of Christian Daniel. Source: “Minnie Evans: 1892-1987 Wilmington, NC:
Visionary Folk Art,” (Home of Folk Art: 2010), accessed 23 September 2010, available
from http://minnie-evans.webs.com/apps/photos/photo?photoid=98196981, Internet.
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Figure 53. Minnie Evans, Untitled, c. late 1960’s-early 1970’s, mixed media on paper,
Collection of Christian Daniel. Source: “Minnie Evans 1892-1987, Wilmington, NC,
Visionary Folk Art, Art of the 1960’s,” (Home of Folk Art: 2010), accessed 23
September 2010, available from http://minnie-evans.webs.com/apps/
photos/photo?photoid=98195332, Internet.
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"
Figure 54. (left) Photograph, Carmen Miranda, c. 1940-50. Source: “Carmen Miranda,”
Carmen Miranda, accessed 1 June 2009, available from http://www.excitingbrazil.com
/carmenmiranda.html, Internet.
Figure 55. (right) Minnie Evans, Untitled (face with butterflies), c. 1960, mixed media on
paper, Collection of Christian Daniel. Source: “Minnie Evans: 1892-1987 Wilmington,
NC: Visionary Folk Art,” (Home of Folk Art: 2010), accessed 23 September 2010,
available from http://minnie-evans.webs.com/apps/photos/photo?photoid=98196981,
Internet.
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Figure 56. (left) Minnie Evans, Untitled (winged animal and devil with snakes) c. 1966,
oil, graphite and ink on paper, 11 x 13 ! inches, Private Collection. Source: Mitchell D.
Kahan, Heavenly Visions: The Art of Minnie Evans (Raleigh, North Carolina: North
Carolina Museum of Art, 1986), 24.
Figure 57. (right) Movie Poster, Mitchell Hooks, The Face of Fu Manchu, c. 1965.
Source: “The Face of Fu Manchu,” 20 Amazingly Cool Retro Movie Posters, (Daily
Graphic Design Inspiration: 2010), accessed 12 October 2010, available from
http://inspirebit.com/2010/06/20-amazingly-cool-retro-movie-posters/, Internet.
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Figure 58. Minnie Evans, Untitled (abstract design of wide-eyed creature) c. 1940,
graphite on paper, 7 x 5 inches, 17.8 x 12.7 cm., Private Collection. Source: Charles M.
Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B.
Gray Gallery, East Carolina University, 1993), 32, Plate 6.
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Figure 59. Photograph, Front Cover, Old Farmer’s Almanac, 1961, Collection of Author.
Source: Photograph by the author, July 1, 2010.
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Figure 60. Photograph, Zodiac Chart, Old Farmer’s Almanac, 1961, Collection of the
author. Source: Photograph by the author, July 1, 2010.
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Figure 61. Photograph, Minnie Evans, Little Green Animal, c. 1981, Scrapbook Page,
Collection of Evans Family. Source: Photograph by the author, Courtesy of Norris and
Gary Evans, June 3, 2010.
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Figure 62. Minnie Evans, Untitled (face in landscape), c. 1970, wax crayon on paper,
Collection of Christian Daniel. Source: “Minnie Evans: 1970’s,” (Home of Folk Art:
2010), accessed 15 June 2010, available http://minnie-evans.webs.com/apps/photos/
photo?photoid=98195332, Internet.
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Figure 63. Photograph, St. Matthew AME Church, 6809 Wrightsville Avenue,
Wilmington, N.C. 28403. Source: Photograph by the author, Courtesy of Norris and
Gary Evans, June 3, 2010.
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Figure 64. Photograph, Double doors, just inside the outside doors, St. Matthew AME
Church, 6809 Wrightsville Avenue, Wilmington, N.C. 28403. Source: Photograph by the
author, Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 65. Photograph, Sanctuary, St. Matthew AME Church, 6809 Wrightsville Avenue,
Wilmington, N.C. 28403. Source: Photograph by the author, Courtesy of Norris and Gary
Evans, June 3, 2010.
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Figure 66. Photograph, Hymnal and Piano, St. Matthew AME Church, 6809 Wrightsville
Avenue, Wilmington, N.C. 28403. Source: Photograph by the author, Courtesy of Norris
and Gary Evans, June 3, 2010.

"
Figure 67. Photograph, Pulpit Bible (KJV, 1936), St. Matthew AME Church, 6809
Wrightsville Avenue, Wilmington, N.C. 28403. Source: Photograph by the author,
Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 68. Photograph, Dedication Page, Pulpit Bible (KJV 1936), St. Matthew AME
Church, 6809 Wrightsville Avenue, Wilmington, N.C. 28403 Wilmington, N.C. 28403.
Source: Photograph by the author, Courtesy of Norris and Gary Evans, June 3, 2010."
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Figure 69. Photograph of an old photograph, Social gathering, St. Matthew AME Church,
c. 1970’s, Notice Minnie Evans wearing a white hat, on the right side of the table 10th
back from the front, Collection of St. Matthew AME Church, 6809 Wrightsville Avenue,
Wilmington, North Carolina 28403. Source: Photograph of an old photograph from c.
1960’s-1970’s, Photograph by author, Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 70. Photograph, Minnie Evans, Untitled, c. 1979, unknown materials and size,
Collection of St. Matthew AME Church6809 Wrightsville Avenue, Wilmington, N.C.
28403. Source: Photograph by the author, Courtesy of Norris and Gary Evans, June 3,
2010.
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Figure 71. Photograph, Minnie Evans, Untitled, c. 1981, Scrapbook Page, Notice Gary
Evans hand on left, Collection of Evans Family. Source: Photograph by the author,
Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 72. Minnie Evans, Untitled (bull’s head with sunset and eyes), c. 1960, graphite,
ink, wax crayon and collage on paper, 113/4 x 8 " inches, 29.8 x 21.6 cm., Collection of
Dorothea M. Silverman. Source: Charles M. Lovell and Erwin Hester, eds., Minnie
Evans: Artist (Greenville, N.C.: Wellington B. Gray Gallery, East Carolina University,
1993),41, Plate 15.
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Figure 73. Photograph of an old photograph, Freemason dedication of cornerstone, St.
Matthew AME Church, c. 1971, Notice Gary Evans fingers as he explains what was
happening in the photograph, Collection of St. Matthew AME Church6809 Wrightsville
Avenue, Wilmington, North Carolina 28403. Source: Photograph by the author, Courtesy
of Norris and Gary Evans, June 3, 2010.
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Figure 75. Photograph of an old photograph, Freemason ceremony, St. Matthew AME
Church, c. 1971, Collection of St. Matthew AME Church, 6809 Wrightsville Avenue,
Wilmington, North Carolina 28403. Source: Photograph by the author, Courtesy of
Norris and Gary Evans, June 3, 2010.
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Figure 76. Photograph, Detail, Minnie Evans, Untitled, Scrapbook Page, c. 1981,
Collection of Evans Family. Source: Photograph by the author, Courtesy of Norris and
Gary Evans, June 3, 2010.
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Figure 77. Photograph, Minnie Evans, Untitled, c. 1981, Scrapbook Page, unknown
materials and size, Notice the cornucopias just above the two green animals, notice Gary
Evans hand on the right, Collection of Evans Family. Source: Photograph by the author,
Courtesy of Norris and Gary Evans, June 3, 2010.
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Figure 78. Minnie Evans, Untitled (faces with two sunsets), c. 1960’s, graphite, ink, wax
crayon on paper, unknown size, Collection of Christian Daniel. Source: “Minnie Evans:
1950’s-1960’s,” (Home of Folk Art: 2010), accessed 2 June 2010, available from
http://minnie-evans.webs.com/apps/photos/photo?photoid=98196982, Internet.
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Figure 79. (left) Minnie Evans, Untitled (abstract design of wide-eyed creature) c. 1940,
graphite on paper, 7 x 5 inches, 17.8 x 12.7 cm., Private Collection. Source: Charles M.
Lovell and Erwin Hester, eds., Minnie Evans: Artist (Greenville, N.C.: Wellington B.
Gray Gallery, East Carolina University, 1993),32, Plate 6.
Figure 80. (right) Freemasonry symbol of man, unknown date. Source: Bee Goddess,
accessed 1 July 2010, available from http://www.guide-joailliers.com/joaillier/beegoddess/index.html, Internet.
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Figure 81. Photograph, The Christian Calendar and the Seasonal Colors, St. Matthew
AME Church, framed picture on wall, Collection of St. Matthew AME Church 6809
Wrightsville Avenue, Wilmington, North Carolina 28403. Source: Photograph by the
author, Courtesy of Gary and Norris Evans, June 3, 2010.
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Figure 82. Photograph, Pilgrim Rest Baptist Church, 6761 Wrightsville Avenue,
Wilmington, North Carolina 28403, St. Matthew AME Church to the right in the
background. Source: Photograph by the author, June 3, 2010.
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Figure 83. Photograph, Stained Glass Window, “Faith, Hope and Charity,” Pilgrim Rest
Baptist Church, 6761 Wrightsville Avenue, Wilmington, North Carolina 28403. Source:
Photograph by the author, June 3, 2010.
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