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INTRODUCTION 
 
 

“The reappearance of the mural marks the return of painting from the museum to its 
public role in the human community.”1 
         -from Insurgent Images 
 
 

More than beautifiers, community murals enhance a community’s progress through 

the mural creation process, as well as act as indicators that a community is already 

improving.  While collaborating to design a mural that symbolizes a community, residents 

are forced into a cooperative dialogue.  In addition to mural design, community members are 

often involved with the creation process in critiquing the hired muralist’s progress, or even 

helping to paint.  Through the community-involved mural, residents realize artistic talents 

they did not know they had.  

The place of art within a community’s healing process has received relatively little 

attention within the field of art history – from a phenomenological and sociological 

standpoint.  The Woodrow Wilson Research Fellowship has allowed the study of community 

murals created through the Baltimore Mural Program.  In observing the positive social effects 

of murals on their communities, the research has taken the researcher to such places as 

Greektown, where a Greek Flag hangs over every other row house, to Philadelphia’s tourist-

ridden Center City.  Personal accounts from community leaders, muralists, and city officials 

attest to the benefits of mural art. 

Upon visitation, mural sites appear as oases of positive energy and tidiness – and of 

safety.  It is important for visitors and locals to feel that they are safe before a mural; both the 

colors and cleanliness serve as a community’s welcome mat.  This paper thus attempts to 

                                                
1 Paul Buhle and Mike Alewitz, Insurgent Images: the Agitprop Murals of Mike Alewitz (New York: Monthly 
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shed light on the city’s quietly running local mural program, and attempts to define the 

modern mural and its significance to art historians. 
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THE MURAL TRADITION 

 

From the Mexican murals of Diego Rivera to the post office murals by the Works 

Progress Administration, mural art has marked the nation’s history as moving, unifying, and 

sometimes propagandist.  

 

Early Murals 

Art was an early impulse of man to be cultivated through the centuries.  If one is to 

qualify any public wall art as mural art, then the cave paintings at Lascaux (25000 BCE) 

serve as the first example of mural art.  The grand tradition of public art would later be used 

for civic and religious purposes, as exemplified by the frescoes of the Italian Renaissance.  

The fresco technique can be observed in Michelangelo’s The Last Judgment (1535-41) in the 

Sistine Chapel.  

 

In the 20th Century 

It was Pablo Picasso who in 1937 was asked by the Spanish Republican government 

to paint a mural in the Spanish pavilion of the coming Exposition Universelle in Paris, and 

created Guernica.  The chaotic, graphic mural criticized the bombing of a civilian population 

during the Spanish Civil War. 

Meanwhile, 2,500 government-funded murals were produced in the United States in 

the 1930s through the Federal Art Project of the Works Progress Administration of the New 

Deal.  The project offered employment to now-reknowned artists, including Thomas Hart 

Benton.  Diego Rivera, David Alfaro Siqueiros, and José Clemente Orozco headed the 
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Mexican muralist movement at this time, and their art would influence Abstract 

Expressionists such as Jackson Pollock. 

The Community Mural Movement began in the late 1960s and today embraces the 

concept of Regionalism introduced by the WPA, 

acting as visual biographies of the cities they 

thrived in.2   The movement began in Chicago, 

“with a type of mural that in some ways 

resembled a gallery in the streets.  Two or more 

artists would work together on a single wall 

divided into separate sections.”3  It was Chicago’s Wall of Respect (1967) that drew attention 

to the movement, particularly because it was not government-funded and was a collaboration 

between twenty artists (some well-known) of the time.  The mural was not created “to bring 

aesthetic enlightenment… but to use art publicly to express the experience of a people.  It 

was a collective act, an event.”4  The movement introduced new elements to the general 

American art movement: installation in neglected outdoor sites, having artists in decision-

making positions (instead of politicians), and the utilization of community involvement and 

support.  And “thus began one of the great underreported social movements of the 1970s and 

1980s.”5 

 

 

                                                
22 John Pitman Weber, “Politics and Practice of Community - Public Art: Whose Murals Get Saved?” (Los 
Angeles: Getty Research Institute and the Getty Conservation Institute, presented May 16–17, 2003), 4. 
3 Eva Cockcroft, John Pitman Weber, & James Cockcroft, Toward a People’s Art (Albuquerque: University of 
New Mexico Press, 1998), 31. 
4 Ibid., 1-3. 
5 Buhle & Alewitz, 10, 11 & 13. 

 

Figure 1. 
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Murals in Baltimore: Afro-Deco Style 

Thomas Hart Benton, though one of America’s favorite muralists, left more than a 

legacy of Regionalism and distinct, fluid compositional 

style as exemplified by one of his better known works, Arts 

of the South (fig. 1).  Benton’s murals contain blatant 

caricatures of contemporary African-Americans in 

contorted poses with exaggerated facial features.6  

African-American muralists incidentally were 

encouraged to develop their own style, one being the 

“Afro-Deco style,” exemplified in murals in Baltimore by 

Tom Patton Miller (1945-2000).  Afro-Deco is defined by 

historian Richard J. Powell as an art vocabulary characterized by chevrons, mask-like 

designs, and bold color juxtapositions.7 

Miller was a Baltimore native whose murals (1339 East North Avenue, 1991, fig. 2) 

are most easily recognized for their distinct style and have since been restored.  He utilized 

charged iconography in his art, including watermelons and lips, images used in African-

American stereotyping.  Bright and strongly contrasting colors also characterize his work.   

One of Miller’s peers observed the strong African flavor and Art Deco motifs within his 

design, and his style has since been described by the community as “Afro-Deco.”8 

 

 

                                                
6 Henry Adams, Thomas Hart Benton: An American Original (New York: Knopf, 1989), 250-1. 
7 Richard J. Powell, Black Art and Culture in the 20th Century, 2d ed. (London: Thames and Hudson, 2002), 44. 
8 Maryland ArtSource - Artists - Tom Patton Miller, Maryland ArtSource, 
http://www.marylandartsource.org/artists/detail_000000125.html, 20 January 2006. 
 

 

Figure 2. 
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Baltimore’s major artists 

Other Baltimorean muralists have their own signature styles that can be recognized 

through the city.  Lyle Kissack is currently a muralist and instructor at the Maryland Institute 

College of Art (MICA) and has worked on eight murals for the Baltimore Mural Program 

since 1994.  His is a very distinct style of loose brushstrokes.  To prepare for the 1904 

McCulloh Street mural (2001) (fig. 3), Kissack spent a day in the neighborhood sketching all 

that he saw.  He aims to integrate elements specific to the neighborhood, such as row houses, 

into his compositions.  

Similarly, Mary Carfagno Ferguson 

intentionally incorporates the neighborhoods she 

paints for into her murals.  Ferguson, who has since 

returned to New York, has graced Baltimore with 

eight murals from 1994 to 2000.  The more affluent 

neighborhoods, which tend to prefer fanciful, 

decorative trompe l’oeil scenes of flowers and trees, usually requested her services, but 

“since Ferguson left, we lack a flowers and trees person,” laments former BMP Director 

Barbara Zektick.  The trompe l’oeil, or illusionist, method 

she incorporates in her murals of rowhouses, arches, and 

other architectural formations, can more likened to the Italian 

tradition of quadratura, in which illusionist wall or ceiling 

décor is rendered to appear as the architecture’s extension.  

Benari Stewart is the BMP’s “latest find,” says 

former Mural Program coordinator Barbara Zektick.  His  

Figure 4. 

 

 

Figure 3. 

Figure 3 
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vivid designs grace several Baltimore neighborhoods, including 200 North Bentalou (2005) 

(fig. 4).  Stewart recognizes the importance of the mural creation process itself, and hopes to 

document the making of his next mural on film. 
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THE BALTIMORE MURAL PROGRAM 

 

“The Baltimore Mural Program beautifies Baltimore’s cityscape, employs local 

artists, and unites and instills pride in community residents by engaging them in 

neighborhood improvement projects. The Baltimore Office of Promotion & The Arts 

coordinates and directs this program by working with artists, neighborhood groups and 

associations, and funding sources.”9 

     - Baltimore Mural Program Fact Sheet, 2004 

 

History 

The Baltimore Mural Program began to combat the problem of graffiti in 1975 with a 

grant from the National Endowment for the Arts, operating out of an empty firehouse on 

West Saratoga Street.  It then merged with other committees, including the Comprehensive 

Employment and Training Act (CETA) in 1981 and then the Mayor’s Advisory Committee 

on Art and Culture (MACAC), until finally joining the Baltimore Office of Promotion in 

2002 to form the now Baltimore Office of Promotion and Arts (BOPA).  BOPA is the arts 

umbrella group which facilitates planning and oversight for city projects in the arts.  It for 

example maintains the Muralist Registry – a veritable binder of muralists and samples of 

their work – and puts interested groups in contact with each other.  Under BOPA, the 

Baltimore Mural Program operates throughout the year.  However, murals cannot be painted 

                                                
9 Barbara Zektick, Baltimore Mural Program 2004 Fact Sheet, Baltimore Office of Promotion and Arts, 
http://www.promotionandarts.com, 19 May 2004, 1. 
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in the winter when the wall surface temperature dips below forty degrees, as paint will not 

adhere to it.  A mural takes from one to four months to complete, on average.10 

 

Function 

The BMP encourages all artists to submit work for inclusion in the Muralist Registry.  

Qualified artists in the Registry are considered for future mural program commissions and 

any artist eighteen years of age or older, residing in the Baltimore Metro area, is eligible.  

Murals can be requested by various groups, such as neighborhood community groups, city 

officials, or the planners of a new building.  A panel of representatives from the neighboring 

community then reviews the Registry, which contains portfolios of local muralists’ sample 

images, and collaboratively chooses their top preferences for artists.   

The program invites the panel’s most desired artist to discuss potential themes and 

subjects with the panel.  The artist presents a design proposal or a series of design proposals.  

Once the panel has decided on a design, the artist (or artist group) can begin.  The BMP 

provides the materials for the project: namely, paint and scaffolding. 

 

Expenses and funding 

Each mural costs $7,000 to $10,000, but the amount can range to $30,000 depending 

upon the size of the mural.  On average, a mural is completed within one to four months.  

Scaffolding, which is rented by the day, can range from hundreds to thousands of dollars and 

adds a considerable amount to mural expenses.  And because only the owners of the 

scaffolding is permitted to erect it, the set-up fee costs about $2000 each instance.  And then 

there is the insurance for the artist teetering atop the scaffolding.  
                                                
10 Zektick, 2. 
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The increasing plague of budget cuts have left arts programs in all cities to rely 

mostly on private funding gleaned through applying to small grants.  The Baltimore Mural 

Program relies heavily on such grants, as well as private donations and fundraising.  

Donations range from food, paint, publicity and time to scaffolding.  A related example of 

such a donation of service occurred when construction management firm Whiting and Turner 

donated to BOPA three days of the use of a crane (which would usually cost $900 a day) to 

move an art sculpture.  Other unrelated donations, such as VIP tickets for a cultural event 

event, can be used by the BMP in exchanging them for much-needed arts-related services.  

Every bit helps. 

 

Table 1. 

 

The program’s want of funding has affected its overall development.  In contrast, 

although the Philadelphia Mural Arts Program only began in 1984, it has formally produced 
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2,500 murals to date, now turning out a hundred indoor and outdoor murals per year.  By 

comparison, the BMP has completed 120 mural projects (including restorations) since its 

inception in 1974. 

The Philadelphia program’s increasing reputation over the past decade has fostered 

rapid program growth by inspiring new sources of revenue and bolstering grant proposals.  

MAP’s budget, dependent on the city, private funding, and tourist-related revenue (made by 

selling calendars, books, postcards, and mural tours) for each third, is $1,829,943 annually, 

as of 2004.11  Besides funding a larger number of murals, MAP’s ample budget improves the 

program in at least two important ways: 1) higher pay creates incentive for more 

accomplished and skilled artists to create approachable, attractive masterpieces within the 

city, and 2) the program can use a more expensive and luminous acrylic-based paint shipped 

from California that lasts much longer.  A MAP mural is slated to last twenty to twenty-five 

years without need of restoration, while a BMP mural, because it is usually created with 

exterior house paint, will retain its original color and condition for only five to ten years.  

Mural restoration is another expense that Baltimore’s program struggles to fund.  

For the present, the Baltimore Mural Program needs increased city support to 

continue to enrich the city with mural art.  As a 501C3 group and a subgroup of the 

Baltimore office of Promotion and the Arts, the BMP is a non-profit organization meaning 

that, though it is affiliated with the city, it is not city-supported.  Various longtime BOPA 

staff recall years in which the mural program was not even sure if it would have enough 

money for a single mural that year (see Table 1.).  The BMP was only in 2004 promised 

$40,000 per year by the Mayor for mural art.  The pledge, considered merely a political move 
                                                
11 Jane Golden, Robin Rice, and Monica Yant Kinney, Philadelphia Murals and the Stories They Tell 
(Philadelphia: Temple University Press, 2002), 22.  
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by some, would cover only four murals.  “Chump change,” comments one BOPA staff 

member.  Meanwhile, the Mayor announced in 2002 that graffiti costs the city $350,000 and 

500,000 square feet of paint a year to remove.12  During these “buff jobs,” medians, bridges, 

and overpasses are painted over again and again with new coats, a large investment of man-

hours and paint.  As I will discuss, mural art proves a worthy solution to the problem of 

vandalism by graffiti, and thus demands attention from city budget planners. 

Baltimore City has aimed to follow this principle of collaboration.  The Baltimore 

Office of Promotion and Arts has implemented the “One Percent for Art Ordinance,” in 

which one percent of the budget for any public project must be donated to an artistic 

complement to the resulting structure, such as a sculpture or mural.  The city’s One Percent 

plan was established in 1964 and is a formula used by many cities; Baltimore was the second 

city in America to do so.  The new Southeast Anchor Branch of the Enoch Pratt Free Library 

is an example, in which one percent of the funds earmarked for the public building project 

had been set aside to enhance the building with art.   

Realistically, the utilization of just one percent of each project’s budget for art 

provides a tiny budget flow for an art program whose otherwise miniscule budget depends on 

sporadic grants and donations.  The ordinance applies to even small public projects like 

building renovations and additions, therefore a small task budget of $300,000 may not 

provide enough funding for a proportionate or impacting artistic enhancement, since funds 

are not allowed to exceed one percent of a project’s construction costs.  The concrete arcs 

that grace the lawn around the Baltimore Visitor’s Center, a result of the One Percent plan, 

                                                
12 Mayor O'Malley steps up fight against graffiti, Department of Public Works, 
http://www.baltimorecity.gov/government/dpw/press/020418.html, 5 May 2005. 
 



 13 

have already begun to deteriorate, for the original allocated funds were not enough for them 

to be carved out of granite as originally designed.   

BOPA hopes to amend the current legislation to redirect each project’s “one percent” 

toward a general fund, which could then be thoughtfully consolidated and applied to other 

pressing needs such as the conservation and enhancement of other projects.   

 

Mural locations 

 “No place is made for it, so long as it is there permitted to fulfill its primary functions 

of nutrition and enlightenment.”13  

          -Diego Rivera 

 

Bare walls are a common site amongst the buildings of Baltimore City, but finding 

building owners willing to let others paint on them can be difficult.  When asked if muralists 

could paint on the side of her home, one resident declined, saying it would surely depreciate 

the value of her house, since people would congregate and litter at the mural site.  A nearby 

resident agreed to offer a wall as a mural surface, but moved.  The realtor refused the mural, 

saying that it would make selling the house that much harder.  One must seek permission 

even with abandoned homes, or else painting on them can be considered trespassing.  

Gaining permission for an ideal location, away from major roadways, and within 

communities that can benefit from them, can result in a long process involving searches for 

absentee landlords. 

                                                
13Buhle & Alewitz, 54.  
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THE LIFE OF A MURAL 

 

Once the funds and location have been allocated, and the artist chosen from the 

Muralist Registry, the community mural creation process can truly begin.   

 

Dialogue 

One reason the social effects of public art extend past beautification is that the mural 

process unites community members and forces communication between and within local 

groups.  Through a process which can entail enflamed deliberation and endless meetings, 

community members collaborate with the chosen artist to shape and agree on the resulting 

murals’ style and subject.   

One such mural planning meeting I attended occurred in Franklin Square at the Bon 
Secours of Maryland Foundation, in the Fall of 2005. Alex, a MICA graduate student, had 
brought several possible designs to fit the L-shaped space.  The meeting room was boisterous 
with talk of the pending mural to be on 1425 Mulberry Street, though there were only nine 
community members in attendance – eight of them women. 

Alex explained that he wishes to use the likenesses of neighborhood children, as he 
placed the first design idea – a Gauguinesque design of youth surrounded by large bold 
flowers – on the overhead projector.  A second design idea contained children playing on 
playground equipment.  The eldest, most outspoken community member responded by 
proposing more educational images, like a of children holding books, with a child wearing a 
cap and gown, with “some type of slogan at the bottom.” Alex responded that text tends to 
distract from the pictorial effect of a mural, and several other members subsequently voiced 
their preference for the initial floral design.  

Everyone began to speak on whether the mural should contain children from the two 
elementary schools it lies directly between, on how to appeal to children of both schools, and 
what the children should be doing, if anything.  Alex tried to write it all down.  Mural 
Program Coordinator Shawn James mentioned that this is a city-requested mural and not a 
community-requested mural, and that this is now the second location allocated for this 
project.  He says the group needs to act quickly in choosing a design in order to ensure its 
completion and make the most of the resources provided.   

The eldest member agrees that the group needs to work together, and complains of 
the meager attendance at the recent health fair, the recovery house’s latest graduation 
ceremony, and the local flea market.  She says that more community support and unity is the 
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only thing that will get Franklin Square on its feet.  Her voice softens again as she says, “I 
keep telling the residents:  things are gonna happen in Franklin Square.” 

 
Meg Saligman, a muralist that had worked with Philadelphia’s Mural Arts Program, 

says that an important part of the process, in addition to the mural planning, is the daily 

interaction that occurs while the mural is being painted, whether between passersby, the 

muralist, helpers, subjects, or other neighborhood visitors.  It was in the summer of 1999 that 

Shawn James, a muralist before he became the Creative Arts Director at BOPA (though still 

a muralist at heart) worked with a group of artists on a large mural at 1170 Carroll Street.  He 

recalls neighbors, both children and adults, visiting the worksite to critique his work as he 

painted.  The artists took their comments into consideration and painted accordingly.  The 

resulting mural was not tagged for four years – and even then, only on a portion of the mural 

image painted to look like brick wall.  The graffiti tag now adds to the realism of the work. 

A mural has different effects on surrounding residents, one being a feeling of strong 

identification with the work.  A mural may sometimes include portraits of locals.  Murals 

become symbols of place, creating landmarks.  They may also bring long-standing tensions 

within a community to the surface, the murals’ subjects creating disagreements between 

different races and religious groups who read into their inclusion or exclusion a statement by 

the artist.  Policemen have in the past defaced murals portraying them, in fear of their 

possible representation as figures of oppression within a community.   A public mural’s 

socially diverse audience will read a mural’s symbolism like a book.14  “There’s a whole side 

of mural painting that is not painting,” notes MAP muralist Adam Phillips. “It’s politics.”  

The difficulty in choosing a subject occurs because a muralist must “put something in a space 

                                                
14 Cockcroft, Weber, & Cockcroft, 94-96. 
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that a broad selection of people are going to like.”15  And pleasing everyone is usually 

impossible. 

One noteworthy example of a community overcoming such a challenge occurred in 

Philadelphia, in 2002.  Muralist Cesar Viveros-Herrera had planned a three hundred foot long 

mural for Lehigh Avenue, where the Fishtown, Kensington and Port Richmond 

neighborhoods intersected.  It was to be a “healing” mural containing the multiracial and 

multiethnic portraits of local youths, both alive and deceased.  Kensington residents were not 

pleased to hear of project, and some complained that the mural would become a site for drug 

deals.  Two hundred neighbors attended the meeting called by a mediator.  Suddenly during 

the meeting, a twelve-year-old girl with a stutter stood up, took the microphone, and said, 

“This mural is like a puzzle.  If you take the pieces out, the puzzle won’t work anymore.  

And this puzzle is our lives.”  The innocent remark was all it took to change the citizens’ 

hearts.  Meeting attendants stood in support of the mural idea, and the “Healing Mural” was 

created.16 

 Negative reactions by community members do not always resolve so healthily. At 

least three BMP murals contain graffiti marks of spray paint, including one mural found 

along the Gwynns Falls Parkway Trail (fig. 5).  Vandals scrawled the word “toys,” a street 

term that insults one’s work as mediocre, 

pretentious, or fake – calling it a “toy mural.”  

Graffiti thus provides a new mode and language 

for art criticism.  Shawn James, who was 

                                                
15 Golden, Rice & Kinney, 126. 
16 Michael Powell, “Philadelphia, the Last Stand for Urban Murals: Real Estate Appreciation Has Trumped the 
Art Elsewhere,” Washington Post, 29 December 2005, A03. 
 

 

Figure 5. 
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involved in the painting of the Gwynns Falls murals that were tagged, found through some 

research that the act was of a vindictive nature, targeting the artist and not the art.  It was 

written in gold – not a common spray paint color, and some graffiti artists use only certain 

trademark colors.  Despite the personal nature of the tagging, “It’s a good example of urban 

iconoclasm.  Also, it’s concrete evidence that people on the street are affected by art,” says 

Dr. Lisa DeLeonardis, Visiting Lecturer in the History of Art at the Johns Hopkins 

University and Associate Curator of Ancient American Art at the Baltimore Museum of Art. 

While painting the mural on 1170 Carroll Street, Shawn James recalls one elderly 

woman who huffily demanded what he was doing and whether he had the permission to paint 

on the wall.  “I don’t remember meetings. I don’t like it,” she said with disdain.  The next 

day, James returned to the worksite to found that the woman troubled herself to have an 

injunction placed on the site, saying that a certain permit was lacking for the project.  It was a 

legitimate citation, but also quickly and easily resolved.  

 
Other Murals 

 The murals of the Baltimore Mural Program tell various stories in their images, but 

the stories of their own creations likewise inspire the communities they beautify.  

 

The Greektown Murals 

Mural unveiling ceremonies (or mural 

dedications) assemble Baltimoreans in the 

summer, when the weather allows for mural 

completion.  The parties involved in the 
 

Figure 6. 
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decision-making and creation process congregate to celebrate the mural, share stories of the 

progression, and give thanks to the organizations that helped.  The event attracts neighbors,  

press and passersby.  One such ceremony, celebrating the completion of the murals gracing a 

lot at 503 Oldham Street (fig. 6) in Greektown(2004), united (and reunited) several dozen 

Baltimoreans at an authentic Greek lunch, assembling 

members of different racial, organizational and 

neighborhood groups who normally would not have reason 

to come in contact with each other. 

Muralist and longtime Greektown resident Xenefon 

Kohilas (fig. 7) believes that, because a mural image takes 

up an individual’s visual periphery, it demands that the 

viewer focuses on the picture, if even for a moment – thus 

rendering a calming effect.  He hopes the Greektown mural 

will bring peace to his community. 

 

Boy Planting Tree 

Sometimes the dialogue fostered by the creation process itself can create peace 

between groups.  Archie Veale’s mural of a boy planting a tree (400 North Pulaski Street) 

(fig. 8) was created amidst a tense 

situation involving city planning 

officials.  The work is painted on the 

cross-section of a discontinued section 

 

Figure 7. 

 

 

Figure 8. 
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of overpass that threatened to demolish and build a freeway over almost an entire 

neighborhood.   

By 1994, many homes had already been destroyed by the project. When the 

construction-driven demolition halted only temporarily, the builders gave permission for a 

mural to be painted on the front of the partially-built overpass, though they threatened that it 

would be buried in concrete within four years.  The mural was painted; the construction 

project ran out of money and the overpass was never built.  One can still see the metal rods 

jutting from the concrete of the overpass that almost was, now overgrown with vegetation. 

 Standing before it, one is taken over by the vivid, flat panels of color.  Two teenage 
girls pass by and one cheerfully asks “Y’all like my favorite picture?”  And in the next 
minute, a police squad car has paused before the mural at a red light and the youth in the 
back seat hollers me that the boy planting the tree in the mural is indeed him. 
  

Greetings from Sowebo 

Mural site maintenance is another important effect of mural presence.  Greetings from 

SoWeBo (1317 West Baltimore Street), completed in 2005, celebrates the culture of 

Southwest Baltimore.  What was once an empty, barren lot is a veritable garden of trees, 

grass and bushes complementing the mural.  The 

neighborhood children currently have a contest in which 

a different group of children is responsible for keeping 

the mural site clean for an assigned day of the week.  At 

the end of the period, who ever keeps the lot the tidiest 

wins a prize.  Resources for organic beautification are 

provided by such organizations as the Bon Secours of Maryland Foundation, a nonprofit 

organization that complements community-driven revitalization efforts.  Greetings from 

 

Figure 9. 

Figure 9 



 20 

SoWeBo was designed by MICA student Erin Ellis (fig. 9) and was created by MICA’s 

Community Arts Partnerships Program. 

 

Historic Marble Hill Mural 

Six historical figures who lived in Historic Marble Hill (including Thurgood 

Marshall) grace the vividly colored mural (2001) at 1740 Druid Hill Avenue (fig. 10), framed 

with trompe l’oeil trees.  The wall was a frequent target of graffiti vandals prior to the 

creation of the mural.17  It is the first mural 

created with the MICA CAP Program 

mentioned above.  Even five years later, the 

area before it is lush with well-trimmed 

vegetation, and the ground is evenly 

mulched.  It is a strong contrast with the 

surrounding neighborhood. 

During one visit to the mural, a 
thirty-five-year old resident, inebriated and 
cheerful, passes by and comments that his friend’s grandfather is one of the figures whose 
portraits are painted in the mural.  He grins to me, “Doesn’t it look good?” 
 
 
The Wall of Pride 
 

The Wall of Pride (1990) at Carey & 

Cumberland Streets (fig. 11) memorializes 

such African American heroes as Sojourner 

Truth, Malcolm X and Langston Hughes.  

Pontella Mason, a longtime contributor to the mural program, took a year to complete the 
                                                
17 Mayor, 1. 

 

Figure 10. 

 

 

Figure 11. 
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work and had to continuously warm his paint over butane burners to keep it from freezing. 

The mural has since been restored. 
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MURALS AS ART 

 

It is essential to consider the mural and its place in art historical studies.  Art forms 

not considered within the realm of the Fine Arts have traditionally been deemed Crafts.  The 

Decorative Arts, boasting such aesthetically pleasing treasures as porcelains from Limoges 

and Mughal period shawls from Kashmir have been categorized as such.  And the Mural, 

though finding its origins in the venerated and crumbling frescoes of Florence, Italy, has 

evolved into a less formal, more communally wrought art form. 

Attitudes in art studies have recently been changing to accept less-definable forms, 

however.  Art historians constantly re-examine the place of performance art, sound art, and 

other orphans of the 20th century avant-garde.  It is worthwhile to discuss the membership of 

mural art in its numerous and overlapping categories, including that of the Mural/Wall, Site-

specific, Architectural, Contemporary, and Public.   

 

As Mural, or Wall, Art 

 Firstly, murals act as decorative elements.  Usually paired with gardens, the works 

improve the vicinity’s atmosphere usually through bright and harmonious colors and a tidy 

and organized mural site.  “It’s almost as if people look at it as a sacred place,” remarked one 

Park Heights resident as muralist Pontella Mason painted a mural on Reisterstown Road in 

2005.18  Even decades after completion, mural sites remain clean and well-kept by members 

of surrounding neighborhoods.  In decorating surfaces with pleasant scenes and motifs, 

                                                
18 Carl Schoettler, “Painting Pride: Park Heights mural project aims to encourage community development,” 
The Baltimore Sun 2 October 2005, 2. 
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murals cover eyesores such as graffiti and bare, dusty walls left by individually demolished 

row houses. 

 Murals also function to motivate.  Seen as art “with a purpose,” murals are usually 

requested with the expectation that they will “bring up” or “brighten” their surroundings, not 

only visually, but psychologically.  Their images are commonly imbibed with positive 

messages, such as the mural created in 2001 (on Stricker & Franklin Streets) (fig. 12) by 

Gary Mullen and various community youth.  The mural covers the lower half of the side of a 

building and quotes the last line of a Maya Angelou poem which she read at the Million Man 

March: “And Still We Rise.”  The work contains Mullen’s characteristic “clothes-pin 

figures” playing music, dressed in the garb of 

various professions, shouting the Angelou line.  The 

simple figures show the neighborhood that one can 

achieve anything, despite their circumstances.  

Besides covering graffiti, murals prevent 

them from reappearing.  It is widely known 

throughout the mural community that graffiti artists 

rarely mark murals, even when painted over areas previously tagged by them.  This is out of 

respect for fellow artists, with whom they feel a common bond.  There are even former 

graffiti artists who have made murals for the BMP such as Tony Shore and Pat Jacobson.  

Tony Shore was arrested at thirteen while living in Baltimore but went on to acquire an MFA 

at Yale University.  The first mural he completed in Baltimore was adjacent to the same 

police department which he was taken to that night in his youth.  Jacobson’s Octopus mural 

(fig. 13) on 765 West Cross Street (1999) demonstrates the fluidity of typical spray paint art, 

 

Figure 12. 
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and took eighty cans of spray paint to complete.  

The eradication of graffiti through mural art is 

simply the replacing of one art type with another. 

 

As Site-specific Art  

As an art form created and displayed at the 

same location, murals exemplify site-specific art. 

They are works tied and devoted to their site through the subjects of their images, and by 

their immovability.  Murals can hardly be scraped off for reinstallation.  The mural must give 

“itself up to its environmental context, being formally determined or directed by it,”19 

controlled by environmental forces, such as the L-shaped mural space which the Franklin 

Square community group was trying to fill.   

As for the “site,” art historian Miwon Kwon regards “cultural debates, a theoretical 

issue, a political problem… a community or seasonal event,” all valid sites for art works 

work to revolve around.20   Thus a community mural’s site is not only its literal geographic 

space, nor its inhabitants, but the community as a concept and as a whole.   

“What is prized most of all in site-specific art is still the singularity and authenticity 

that the presence of the artist seems to guarantee, not only in terms of the presumed 

unrepeatability of the work but in the ways in which the presence of the artist also endows 

places with a ‘unique’ distinction.”21 A recreation of the work will never capture the essence 

of the original.  

                                                
19 Miwon Kwon, “One Place After Another: Notes on Site Specificity,” October 80 (Spring 1997): 85. 
20 Ibid., 93. 
21 Kwon, 105. 

 

Figure 13. 
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Additionally, Kwon considers the evolution of the site-specific art piece as having 

stemmed from “the self-conscious desire to resist the forces of the capitalist market economy, 

which circulates work as transportable and exchangeable commodity goods.”22  The mural is 

instead shared and permanent. 

 

As Architectural Element 

Matisse once said: “The role of painting I think, the role of all decorative painting, is 

to enlarge surfaces, to work so that one no longer feels the dimensions of the wall.”23 Indeed, 

murals have many roles beyond beautification and community mediation.   

Murals have been considered bysome as necessary architectural elements.  Hans 

Feibusch asserts that, while he believes most contemporary mural paintings destroy the 

architecture they aspire to decorate, murals are a necessary component which must be 

considered before a building goes up – “before, indeed, the architect’s design is complete.”24  

This forethought obviously cannot apply to the majority of the Baltimore Mural Program’s 

corrective urban murals now used to therapeutically cover up the skeletal walls left by the 

demolition of seemingly arbitrary row houses and the like.  

 Still Feibusch sees the mural as, if properly conceived, an active spatial element in 

architecture that might open up walls otherwise dismal, and one which may “link into one 

movement architectural elements otherwise disjointed.”  The author laments the architect 

                                                
22 Ibid., 86. 
23 Michael Plante, “‘Things to cover walls’: Ellsworth Kelly’s Paris Paintings and the Tradition of Mural 
Decoration,” American Art 9 no. 1 (Spring 1995): 41. 
24 Hans Feibusch, Mural Painting (London: A. and C. Black, 1946), 67-74. 
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who is afraid of using this accessory, “as well as a sign of limitation with the modern painter 

who does not “exploit the medium when he gets the chance.”25 

 The creation of new murals must thus be synonymous with the creation of the 

buildings they adorn, both chronologically and stylistically. The American painter and 

muralist Ellsworth Kelly wrote in a statement for a 1957 exhibition at Betty Parsons Gallery,  

“For a long time painting and architecture have remained separated.  Today 
there is very little collaboration of the plastic arts with architecture producing 
anything of real value.  Perhaps the reason for this is that most contemporary 
painting is too personal for large wall spaces and the easel painting artist is 
more involved in his painting as an end in itself rather than relating is to [a] 
building.”26 
 
Kelly was fascinated with architecture and noted an awakening of decorative painting 

amongst his peers that served well the “new architecture,” with its broad, blank walls.  The 

artist would spend much of his life trying to convince others that architecture was a necessary 

consideration for the future of art and that murals themselves were the future of art, mostly 

because of their size.  In a letter from 1952, Ellsworth writes “I don’t believe in selling 

pictures.  That’s all a hangover form the Renaissance.  The future artist must work directly 

with society.  I believe that the days of the ‘easel’ painting are fading… The future art must 

go to the call itself.”27 

 

As Contemporary Art 

The term “Contemporary Art” at first utterance merely meant art contemporary to its 

audience.  It is now used to cover the period of art created from the 1970s until now.  

Because all art is, at the time of its creation, contemporary art, one must regard the 

                                                
25 Feibusch, 54. 
26 Plante, 50-51. 
27 Plante, 43. 
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movement as an unfortunate label for the most current moment in art history, perhaps to be 

replaced in the future by an even vaguer label. 

The fact that the mural art we see today occurs in the Contemporary Art period, one 

might assume that it would be considered Contemporary with a capital “C.”  Despite what 

seems to be the establishment of urban mural art as the latest innovation of the 

aforementioned, longstanding mural tradition, there those who resist mural art’s positioning 

within the realm of the Fine Arts.  Some do not consider murals, art at all.  

Robert Henkes examines the urban mural’s process of “sharing of ideas by a group of 

individuals as a necessary springboard for artistic expression,”28 remaining a skeptic of the 

alleged “‘successful cooperation’ of ideas, techniques, art abilities, and emotional 

temperaments,”29 that a community-designed work represents.  He inadvertently raises the 

question, just what is “successful cooperation?” and, likewise, how does one decide when it 

is achieved?  Tagging with graffiti is one such indicator that community members feel a 

mural has been “done to them” rather than one “done with them.” 30  The vandalism thus is 

used to criticize an inadequate process in addition to the visual component of the mural. 

 “Socializing the individual through art is prostituting its function,” writes Henkes.31  

He defines true art as having originated from a single mind, guided by the artist’s emotional 

reaction to an idea, so “to share one’s personal convictions during the intimate process of 

creation becomes the initial step towards its downfall.”  Henkes doubts that any true meeting 

of the minds can occur during a mural deliberation, finding inconceivable the graphic 

                                                
28 Robert Henkes, “Mural Painting:  Art or Compromise?” Art Education 19 no. 9 (Dec., 1996): 20. 
29 Henkes, 22. 
30 Cockcroft, Weber & Cockcroft, 81. 
31 Henkes, 22. 
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incorporation of numerous thoughts and emotions in a single mural painting.32   In the 

process, individual ideas are sidelined when they fall outside the bounds of “democratic 

procedure.”  The only result, Henkes says, is a “sacrifice of idea and emotion,” when the 

sharing of ideas contradicts the idea of art.33   

Regarding the group of artists involved (when applicable), Henkes’ main principle is 

that all individuals differ in their technique of painting and that any artists involved must 

consequently adjust their painting style.  Since the latter depends so much on “one’s ability 

and one’s emotional reaction to the idea, one’s ideas are prostituted, one’s ability is lessened, 

and one’s emotional stability is shackled.”34  The murals completed by the Federal Art 

Project of the Works Progress Administration were according to him plagued in this way, for 

their “public nature somewhat limited [the artists’] freedom as to content and – to a lesser 

extent – style.”35  The writer concludes that a community-formed mural may not serve art’s 

purposes, nor be considered art at all. 

 

As Public Art 

“What art form is more visible to the public eye? At the same time, what art form is 

there that is more exposed to the elements, more vulnerable to vandalism?” asks the website 

of the Mural Conservancy of Los Angeles.  As public art, murals are vulnerable to the 

tempers of surrounding tenants, the general public, and the weather.   

They are always temporary.  Almost all of the murals from the beginnings of the 

community mural movement in the 1960s are gone.   For this reason, muralists have 

                                                
32 Henkes, 20. 
33 Henkes, 20. 
34 Henkes, 22. 
35 Gerald M. Monroe, “Mural Burning by the New York City WPA,” Archives of American Art Journal 16 no. 3 
(1967): 8. 
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experimented with other hardier, more expensive methods, such as cement relief or mosaic, 

which “has become the favorite medium for community public art in Chicago because it does 

not fade.36 

But the short life spans of painted community murals in Baltimore are worth the fact 

that, suddenly, both art and its process are accessible to the public,37 the accessibility now 

containing no trace of perceived museum-/institutional-elitism.  For it is the people’s art. 

 

                                                
36 Weber, 5. 
37 Cockcroft, Weber, & Cockcroft, 83 & 88. 
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SOCIOLOGICAL DATA 

 

The arrival of a mural can signal social change already occurring within a 

community.  In comparing the rates of improvement in pre- and post-mural areas (with 

sociological data compiled annually by the Baltimore Neighborhood Indicators Alliance), it 

is evident that Baltimore communities with murals are most often healing at higher rates. 

The BNIA examines the condition of Baltimore neighborhoods over time through 

forty “quality of life indicators,” and annually publishes Vital Signs, an assemblage of data 

using results from various forums and planning 

processes, including the Baltimore City Health 

Department and the Mayor’s Office of Information 

and Technology. The city is divided into fifty-five 

sections, or Community Statistical Areas (CSAs) (fig. 

14), and the data is used by numerous organizations 

to assess and plan for their own communities. 

 In examining the sociological data (provided 

by Vitals Signs III for the years 2000 to 2003) of CSAs before and after they received murals 

in that time period, and comparing them to CSAs that did not (CSAs 6 and 7 acting as the 

controls), one may consider the place of mural creation along a neighborhood’s timeline of 

improvement.  The following murals’ communities/CSAs were studied.* 

 

 

 

 

Figure 14. 
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CSA # *Mural 

***Year 

Mural Location 

51 2000  Ashton & Smallwood Streets 

1 2000  4004 Frederick Avenue 

51 2000  106 S. Calverton Street 

53 2001  1904 McCulloh Street  

53 2001  1740 Druid Hill Avenue  

47 2001  Stricker & Franklin Streets 

47 2002  Monroe St & Lauretta Ave 

36 2002  1207 E. North Ave 

33 2002  600 Block N. Duncan Street, 

North East Market 46 2003  1115 Hollins Street 

48 2003  1800 block Hanover Street 

 

Table 2. 

 
*Communities whose murals were located on the border of two CSAs were not considered.  Vital Signs 
indicators whose data did not span all four years from 2000 to 2003 were not considered. 
 
 

An example of an indicator of improvement in a community is the value of its 

housing.  Like most of the considered indicators in Vital Signs, CSAs improved in this 

category both before and after receiving a mural.  In looking at the median number of days a 

house spent on the market each year, one sees the following: that CSAs 1 and 51, who 

received murals 2000, enjoyed a steady decline in the median number of days, especially 

CSA 51 which received two murals that year; CSAs 53 and 47 enjoyed a sharp decline after 

their murals arrived, especially CSA 47, which then received a second mural in 2002;  CSAs 

33 and 36 enjoyed a marked decline directly before and after their murals were created in 

2002; CSAs 46 and 48 likewise enjoyed a decrease prior to mural completion.  The number 
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of days for the controls – CSAs 6 and 7 – fluctuated as widely as the CSAs that received 

murals in 2003.  For most of the CSAs, conditions improved pre- and post-mural.38 

 

 

Table 3. 

  

Not all of the pre- and post-mural CSAs benefited in every way, however.  Another 

important aspect of community life is its safety.  In looking at the juvenile arrest rate for 

violent offenses (per 1,000 youth ages ten to seventeen), one notes the following:  CSAs 1 

and 51, having received murals in 2000, each underwent slow starts to the decline of juvenile 

arrests; the rate of arrests in CSAs 53 and 47, which received murals in 2001, actually 

increased, although CSA 47’s arrests decreased when it received its second mural in 2002; 

CSAs 33 and 36, like the two aforementioned CSAs, enjoyed a decrease prior to mural 
                                                
38 “Vital Signs III,” Baltimore Neighborhood Indicators Alliance (Spring 2005), 14-15. 
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completion, and then the arrests increased or stayed nearly the same; CSAs 46 and 48 again 

show that arrests increased prior to mural completion.  The controls varied – CSA 6’s rate 

stayed about the same while CSA 7’s arrests rose sharply.39  

 

Table 4. 

 

 Further examination of other neighborhood indicators, ranging from the number of 

commercial properties in a given CSA to the number of children ages zero to six years old 

tested for the presence of lead in their blood brings forth a mixed bag of results.  The 

impossibility of proving that any one factor, including the presence of a community mural, 

can improve a community or signal its upward progress, is obvious.   For further study, one 

                                                
39 “Vital,” 24-25. 
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must first discern which quality of life indicators, long- or short-term, reflect best the effect 

of a mural.   
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OTHER MURAL PROGRAMS 

 

Philadelphia  

Philadelphia’s Mural Arts Program has flourished under the direction of muralist Jane 

Golden, who oversees the art component of the program, and its success provides the BMP a 

successful template.  For example, MAP highlights the importance of partnerships within city 

groups; MAP and the Philadelphia School District have formed a unique collaboration that 

will ensure the creation and/or restoration of one hundred murals at school sites over the next 

five years.  The program has also introduced new techniques to the mural movement.  Using 

the technique of painting on parachute cloth one can superimpose a mural design onto the 

cloth in five foot squares, allowing a large number of people to participate.  It is an easier, 

less conventional method, requiring less time outdoors on scaffolding.  The painted fabric 

pieces are finally affixed to the wall using an acrylic gel that bonds cloth and wall 

indefinitely, making the work almost indestructible. 40    

The presence of mural-oriented tourism in Philadelphia has significantly changed its 

program.  Whereas its murals initially dotted mostly impoverished neighborhoods, tourist 

curiosity has spawned a new kind of mural within Center City – attractive, nostalgic, 

dazzling, and densely spaced together.  Many Center City murals appear now to be created 

more for ambience than neighborhood improvement, and contain city icons such as famous 

athletes, singers, and other celebrities.  Some are space so closed, they face adjacent murals, 

providing constant visual stimulation for passengers on the program’s bi-weekly trolley 

                                                
40 Golden, Rice & Kinney, 127. 
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mural tours.  This new mural is the tourist’s mural, the delight to the vacationer, and always 

postcard-pretty.    

MAP’s present state as, seemingly, a revenue-generating organization growing does 

not make it the model for what Baltimore Mural Program wants to become in the end.  To 

avoid such commercialization, BMP director Shawn James suggests creating programs to 

generate tourist revenue, such as guided bike tours, to support the Baltimore program and 

then turning the profit over to the city for education, in which the city is currently over $30 

million in debt.  His goal is for the BMP to become self-sustainable – to run efficiently as a 

steady source for mural creation,  and still have funds for mural conservation.   

 

Los Angeles 

The Mural Conservancy of Los Angeles states its purpose is to “document, routinely 

inspect, and maintain and restore public murals in Los Angeles.”  The MCLA routinely 

inspects murals for signs of normal wear or damage, and the local Mural Rescue Program 

restores them.  The MCLA also maintains a website with a registry of every mural in Los 

Angeles with photos and information about each work’s history.    Documentation and 

restoration are essential for acknowledging the importance of the urban mural tradition 

within a city and ensuring the continued effectiveness of a mural, through encouraging 

tourism and mural restoration.  

It was during the sixties and seventies that young artists began to look at the early-

century Mexican mural movement. Such notables as Diego Rivera inspired a new generation 

of Angeleno muralists, and L.A. is now often singled out as the Mural Capital of the World 
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because of the number, variety and quality of murals there.  The temperate Southern 

California weather also allows muralists to create nearly all year. 

 

Death of mural art in New York 

Mural art once flourished in New York City, despite disinvestment, alleged “white 

flight” and arson which brought the city to a low point in the 1970s.  “Out of that decay 

stepped thousands of graffiti taggers and muralists, among them Keith Haring and Dondi and 

Jean-Michel Basquiat. Some saw their art as brilliant and others as a scourge but that debate 

does not matter anymore because most of the art is gone.”41  The real estate is now much too 

valuable now for street art, and the only murals left in Manhattan are 16-story ads for Coca-

Cola and the latest iPod. 

 

 

                                                
41 Powell, “Philadelphia,” A03. 
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CONCLUSION 

 

My research mentor Dr. Matthew Crenson, Political Science Department chair at the 

Johns Hopkins University, says, “people connect with a mural because it represents 

something the community members aspire to.  It’s both a reflection and a mechanism.”  I 

have seen how murals reflect the hope with the hearts of Baltimoreans who daily endeavor 

towards the improvement of their communities, heading such seemingly small, but very 

important, causes such as neighborhood recycling systems and farmer’s markets.   

For now, the Baltimore Office of Promotion and Arts is a very small multi-tasking 

force, of which several members fulfill the Baltimore Mural Program’s aims:  to fund and 

execute murals throughout the city.  The seemingly simple process is expensive and difficult.  

Writers on mural art indicate wiser fund allocation, as well as increased cooperation with 

building architects, and careful supervision of the communal deliberation process as surefire 

ways to improve the mural process.  What is certain is that the study of its functions can 

leads to effective mural-painting in the future.  

Few Hopkins students have found reason to venture into the Baltimore neighborhoods 

enhanced by the Baltimore Mural Program, though many mural sites are close to campus – 

on the way to the grocery store or the Inner Harbor.  This is unfortunate, as the viewership of 

a mural is important to the community’s members, for that is how neighborhood pride is 

communicated, in the “showing off’ to others, be they fellow Baltimoreans on their daily 

commute, or tourists.  Community pride surfaces from the feeling of joint ownership, 

amplified by the attention it may bring to the area in the form of visitors and press.    

Unfortunately, urban murals are usually situated in poorer of neighborhoods, and have want 
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of fresh audiences.  Far from an instant panacea for urban blight, the murals adorn 

neighborhoods with relatively high crime rates.   

Neither I, Barbara Zektick, nor Sarah Hill, BOPA’s Mayoral Fellow for 2005, have 
neve been heckled while standing before a mural. The most that had ever happened to Hill, 
who set out one summer to photograph all of the BMP’s murals, was when a man kissed her 
on the shoulder and then asked her for twenty-five cents. 

 
One might follow the MAP’s goal of encouraging tourism by following the MCLA’s 

template of regular mural documentation and restoration.  Creating a comprehensive database 

of the BMP’s projects will encourage familiarization with the city’s mural network, thereby 

increasing tourism and aiding application to the grants that form the backbone of the 

program’s funding.   

The Interactive Map Tool (see Appendix A), the tentative name for mapping 

software developed by the Johns Hopkins University’s Center for Educational Resources, is 

being tested in a variety of ways, such as in the mapping of cell parts in biological science 

courses.  One version of the IMT was exhibited at the Woodrow Wilson Poster Session.  The 

version was tailored to showcase twenty-seven of the BMP’s murals within a navigable map 

of Baltimore, and can present photos, video, audio, and text.  The software will one day run 

on the Baltimore Mural Program’s website and allow potential tourists to view and learn 

about the city’s murals.  

 

What the BNIA data has demonstrated is that it may be impossible, in studying 

community murals and their neighbors, to quantify the positive social effects they have on 

communities, perhaps to specify what it is that a mural does to the human spirit.  What is 

certain is that a mural site breathes optimism into the environment, and the reciprocation of 
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its neighbors signals a degree of effectiveness of the community mural process, hopefully to 

be repeated as long as there are walls to cover them with. 
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APPENDIX A: Accessing the Interactive Mapping Tool  

  

 

 The Interactive Mapping Tool can be accessed at the following address: 

  http://axon.cer.jhu.edu/interactiveMap 

Figure 15. 

 
 Visitors must operate browsers upgraded to the latest version of Macromedia Flash, 

and also must allow pop-ups, at least for the site.  Visitors may click the Guest Access option 

and select the map used for this project, titled, Baltimore Murals.  Clicking on any of the 

twenty-seven shapes will bring up photos and information on murals created through the 

Baltimore Mural Program.  Clicking on the “i” button will expand the information area. 
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 Johns Hopkins University’s Center for Educational Resources created this mapping 

software and welcomes any comments, suggestions, or any reports of bugs.  Contact Theron 

Feist at tfeist@jhu.edu. 
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APPENDIX B: List of Baltimore Mural Program projects, 1987-2005* 

 
 
 

Photo Year Artists Location Title 

no photo 1987 Susan Birchler 600 Cherry Hill Road 
(aquatic center)   

 
 1987 John Ellsberry 600 W. 28th St   

no photo 1987 Camellia A. Blackwell 2222 Druid Park Drive 
(no longer in existence)   

no photo 1987 John Ford                                                     3500 Hillen Road   

no photo 1987 Michael Tinson 2325 E. Eager Street 
(no longer in existence)   

no photo 1987 Robbie Woodside 711 Poplar Grove (no 
longer in existence)   

no photo 1988 Neal Gallico 2330 N. Howard St (no 
longer in existence)   

 
 1988 Stephanie Garmey   Ashland & Washington 

Streets   

 
 

1988 Chevelle Makeba Moore 
Jones 

1200 Hollins Street 
Market parking lot   

 
 1989 Deborah English   711 N. Carey Street   

 
 1989 Donna McCullough   141 S. Central Avenue   
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 1989 Susan Waters Eller  

 5276 Park Heights 
Avenue (no longer in 

existence) 
  

 
 1990 George Ferrandi   2310 Harford Rd   

no photo 1990 Joseph Lewis, III   1327 Greenmount Ave 
(no longer in existence)   

 
 1990 Quentin Mosley  4000 Reisterstown 

Road   

 
 1990 Pontella Mason Carey & Cumberland Wall of Pride 

 
 

1990 James Voshell  2229 1/2 W. Pratt St   

 
 1991 James Voshell 6000 Reistertown Road   

 
 1991 Tom Miller  1339 E. North Avenue   

 
 

1991 Antonio Rodriquez   525 Benninghaus Road   

 
 1992 Bonnie Bonnell   North Avenue & Park 

Avenue   

 
 1992 John B. Ellsberry 500 N. Howard Street, 

Mayfair Theater Marquis   

no photo 1992 Tom Miller  

 North Avenue & 
Harford Road (replaced 

by new Miller mural 
1996) 

  

no photo 1993 Nick Aumiller 2800 E. Fayette Street   
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 1993 Helen Glazer   1224 W. Lombard 

Street   

 
 1993 Jenny Merker   115 S. Carey Street   

 
 1993 Wyland Russell & Hamburg 

Streets   

 
 1994 John B. Ellsberry   910 W. Pratt Street & 

905 Lemmon Street  

 
 1994 Mary Carfagno 

Ferguson   2000 E. Pratt Street   

 
 1994 

Lyle Kissack & Gerald 
Rosswith Berneatta 

Barnes, Dedric 
Campbell, Danielle 
Coleman, Robert 

Coleman, Calvin Dorsey 
& Vernon Johnson 

 1200 N. Mount Street 
(no longer in existence) Unity Wall 

 
 1994 Charles Lawrance   1617 N. Calvert Street   

 
 1994 Pontella Mason   903 N. Stricker Street   

 
 

1994 Archie Veale   400 N. Pulaski Street Boy Planting Tree 

 
 1995 Patrick Jacobson   2324 McElderry Street Hope for the Children 

 
 1995 Lyle Kissack & Gerald 

Ross   2626 Shirley Ave   

 
 1995 Patricia Stoakley   2009 Annapolis Road   

 
 1996 Mary Carfagno 

Ferguson  
 886 Washington 

Boulevard   
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1996 Tom Miller   North Avenue and 
Harford Road   

no photo 1996 Bob Hieronomus Greenmount Avenue 
and 34th Street   

 
 1996 Erik Warren   401 E. Lorraine Street   

 
 1996 

Women’s Mural Project 
(Mary Carfagno 

Ferguson, Patricia Pugh 
and women from My 

Sister’s Place 

200 block Mulberry 
Street   

 
 1997 Mary Carfagno 

Ferguson  
 Ramsay & Monroe 
Streets (2 murals)   

 
 1997 Lyle Kissack & Gerald 

Ross  
 1000 N. Patterson Park 

Avenue   

 
 1997 Pontella Mason 2117 & 2125 E. North 

Avenue   

no photo 1997 

Women’s Mural Project 
(Mary Carfagno 

Ferguson, Patricia Pugh 
and women from My 

Sister’s Place  

 Cathedral & Centre 
Streets   

 
 1998 

Jeffrey M. Cook & 
Woodbourne Center 

Students 

1301 Woodbourne 
Avenue, Woodbourne 
Center Gymnasium 

  

 
 1998 Tom Miller 

600 Cherry Hill Road, 
Cherry Hill Shopping 

Center 
  

 
 1998 John B. Ellsberry Ramsay & Cross 

Streets, B & O Museum   

 
 1998 Mary Carfagno 

Ferguson 1219 Bayard Street   

 
 1998 

Mary Carfagno 
Ferguson & Community 

Youth 
1756 E. Preston Street   
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no photo 1998 Charles Lawrance Mount Street & Riggs 
Avenue   

 
 1998 Community Youth Mural  

 600 Cherry Hill Road, 
Cherry Hill Shopping 

Center 
  

 
 1998 Archie Veale  

 900 N. Bond Street, 
Church Square 

Shopping Center (2 
murals) 

  

no photo 1999 Julie Dietrich, Mel Todd 
& Michael Darby  

 1607 Cole Street, rear 
at garden entrance   

 
 1999 Mary Carfagno 

Ferguson  343 Scott Street   

no photo 1999 

Mary Carfagno 
Ferguson, Terry Van 
Tassell & Community 

Youth  

Ramsay & James 
Streets   

 
 

1999 Patrick Jacobson  765 W. Cross Street   

no photo 1999 Shawn James  1170 Carroll Street   

no photo 1999 Lyle Kissack   22nd Street & 
Greenmount Avenue   

no photo 1999 Shawn McRaney  

restoration of 1979 
mural at Walbrook 
Junction Shopping 

Center 

  

 
 1999 Gary Mullen  801 McCulloh Street, 

Arena Players, west wall   

no photo 1999 Ray Ridenour  38 E. Cross Street   

 
 1999 Ernest Shaw, Jr.  2174 Hollins Street   
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 1999 Kylis P. Winborne   801 McCulloh Street, 

Arena Players, west wall   

no photo 2000 
Jay Wolf Schlossberg 
Cohen & Community 

Youth  

 Ashton & Smallwood 
Streets   

no photo 2000 John B. Ellsberry  
 restoration of 910 W. 

Pratt Street mural from 
1994 

  

 
 2000 Mary Carfagno 

Ferguson   1644 E. Pratt Street   

 
 2000 Lyle Kissack   4004 Frederick Avenue   

 
 

2000 Charles Lawrance   2122 Mura Street   

 
 

2000 Eric Monestario   412 S. Broadway   

 
 2000 Gary Mullen   1103 Brentwood 

Avenue (left)   

no photo 2000 Ernest Shaw, Jr.   106 S. Calverton Street   

no photo 2000 Tony Shore & Students 
at Morrell Park El M School   

 
 2000 Tony Shore & Area 

Skateboarders   Ramsay & James sts.   

 
 

2000 Pontella Mason  
restoration of Carey & 
Cumberland Streets 

mural from 1990 
Wall of Pride 

 
 2001 Lyle Kissack  1904 McCulloh Street    
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 2001 MICA & Marble Hill 

Community Corp.  1740 Druid Hill Avenue  Historic Marble Hill 

 
 2001 Gary Mullen & 

Community Youth  
Stricker & Franklin 

Streets; an NDC project And Still We Rise 

no photo 2002 
Jay Wolf Schlossberg 
Cohen & Community 

Youth  

Monroe St & Lauretta 
Ave; an NDC project   

 
 2002 Ernest Shaw, Jr.  1207 E. North Ave   

 
 2002 MICA & HEBCAC  

600 Block N. Duncan 
Street, North East 

Market 
  

 
 2003 Espi Frazier and 

Jennifer Rattigan   1115 Hollins Street   

 
 2003 Jennifer Rattigan & the 

MICA CAP Program  
 1800 block Hanover 

Street Gateway to Sobo 

 
 2003 Spoon Popkin & Dan 

Van Allen  

 restoration of Tom 
Miller murals at North 

Ave & Harford Rd 
  

 
 

2004 
Lyle Kissack & MICA 

Community Arts 
Partnerships Program  

325 North Fulton Ave.   

 
 2004 

Shawn McRaney, 
Xenofon Kohilas, Minas 
Konsalas, Frank Perrelli 

& Maria Cavacos  

503 Oldham St. Greektown murals 

 
 2004 Tony Shore, Shawn 

James, and Access Art   837 Washington Blvd Pigtown mural 

 
 2004 Shawn James & 

MuralMasters  
 West Hamburg & 

Bayard streets Gwynns Falls Trail murals 

  2004 Shawn James & 
MuralMasters   1620 Bush Street   
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 2004 

Urban Xperience; artists 
Benari Stewart, Sie 
Langley and Omar 

Joseph  

200 N. Bentalou Street   

no photo 2004 Jennifer Rattigan   1731 East Chase Street   

no photo 2004 Lyle Kissack & 
Aleksander Martray  

 N. Patterson Park Ave 
& N. Gay Street   

no photo 2005 
Project Beauti: A 

Baltimore Community 
Youth Mural Project 

1601 North Calhoun 
Street 

Project Beauti: A Baltimore 
Community Youth Mural 

Project 

 
 2005 MICA students 1317 West Baltimore 

Street "Greetings From Sowebo" 

 
 2005 Lyle Lissack 323 EAST 20TH 

STREET  Unity Mural 

*Photos and information provided by the Baltimore Office of Promotion and Arts. 
 

Table 5.
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APPENDIX C: Web Resources 
 
 

 

 

Baltimore Office of Promotion & the Arts – http://promotionandarts.com/ 

Baltimore Neighborhood Indicators Alliance – http://www.bnia.org/ 

Maryland ArtSource – http://www.marylandartsource.org/ 

Philadelphia Mural Arts Program – http://www.muralarts.org/ 

Social Impact of the Arts Project – http://www.sp2.upenn.edu/SIAP/ 

Mural Conservancy of Los Angeles – http://www.lamurals.org/ 

 

 

 


