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We also thank the Jewish Historical Society of Greater New Haven 

for providing the research support in the form of the documents and 
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Cultural Heritage Artists Project of the Orchard Street Shul
Samuel Teitelman
President of Congregation Beth Israel, The Orchard Street Shul

THESE WORDS ARE INTENDED to give thanks to the numbers of 

artists who have participated in the development of this catalogue. 

Particularly, I wish to acknowledge the extraordinary commitment of 

Cynthia Beth Rubin, whose dynamic energy that made this project  

come together as the Cultural Heritage Artists Project of the Orchard 

Street Shul.

What is and who are the Orchard Street Shul? The answer takes us 

back to 1913 when the Shul (Synagogue) was organized as Congregation 

Beth Israel by a group of immigrant Jewish people, mostly first 

generation immigrants, who had left Eastern European nations for the 

opportunities provided in the country described as the Goldene Medina, 

the United States of America. 

In 1924 this group had flourished to the extent they were able to 

contract and build the Shul at 232 Orchard Street. That Shul exists to 

this day. In 1924 it became one of about 20 Synagogues operating in the 

greater New Haven area. Today, in 2009, it is the only Synagogue of that 

group remaining and operating as a Jewish organization. 

In the late 1800s and early 1900s, the Legion Avenue/Oak Street 

neighborhood, of which Orchard Street was a part, was a large, dynamic 

Jewish community, but this is no longer the case. What we have today is 

our building and our history. The artists in the Cultural Heritage Artists 

Project of the Orchard Street Shul have seen and felt the importance of 

what remains. They are individually interpreting the symbols and themes 

of earlier generations. They are sharing their perceptions and their 

visions. Within this exhibition and catalogue, they are displaying what 

they see. Their efforts will help us preserve some of the history of our Shul 

and will keep us attuned to our various connections to our past. 

For their creations, their time, their commitment and their efforts, 

we thank all the involved artists. What they have done has now also has 

become part of our history.
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The Beginnings of the Cultural Heritage Artists Project
 
Cynthia Beth Rubin
Coordinator, Cultural Heritage Artists Project of the Orchard Street Shul

place that has seen history, has seen people come and go, has seen a 

neighborhood transformed. 

This moment before renovation is also a moment to be shared, a 

moment when the building speaks easily to a wide variety of artists who 

can feel the echoes of past generations in the very walls of the building. 

The call to create an exhibition with the Orchard Street Shul came 

at a time when many of us who have spent our careers in the art world 

felt ready to step out of the privacy of the studio. As artists, we were 

already moving out of the realm of the singular vision, beyond the idea 

of listening only to the inner voice of the artist, without regard for the 

audience beyond an increasingly insular art world.

So we called a meeting. On an August afternoon in 2008, a group 

of artists discussed the project with Rabbi Mendy Hecht and Shul 

president Sam Teitelman in the social hall of the Shul. We agreed to 

move forward with the concept of developing a Cultural Heritage Artists 

Project, stipulating that participants must visit the Shul, engage with 

the building, and experience the community for themselves. 

Already a diverse group, we issued a call for more artists, and the 

group soon began to grow. Within a few months, the project expanded 

HISTORICAL NARRATIVES have a long tradition in visual art, 

literature, and film. These narratives serve to stir the imaginations of 

both the author and the audience, and, in the best examples, the  

works hold to the rigor of historical accuracy. The Cultural Heritage 

Artists Project of the Orchard Street Shul is within this tradition: a 

project that builds on the past and looks to the future, using the 

resources of art, inventive digital technology, and social networking 

to build a community of creative visual thinkers and researchers 

investigating various facets of how we document, interpret, and  

retell cultural legacies.

The project began simply. It began with a telephone call from 

Rabbi Mendy Hecht, asking if I might be interested in organizing an 

art exhibition as an event that might bring people to the Shul. As I 

considered the prospect of developing the exhibition, I realized that 

this is a special moment in the history of the Orchard Street Shul. This 

is the moment just before the renovation of the Shul, a time when 

the traces of history, the echoes of the past, are clearly evident. The 

peeling paint on the ceiling, the small cracks in the walls, and the worn 

wood benches, all reveal the vulnerability of the building. The Shul is a 
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beyond the original idea of an installation in the Shul social hall. We 

moved to the John Slade Ely House Center for Contemporary Art, 

fortunate to have found a place in a respected artistic center that had 

a strong sense of history and dated from the same time period as the 

Orchard Street Shul. By April of last year, we established a group of 

artists with an equal balance of New Haven regional artists and artists 

from California, Florida, Illinois, Massachusetts, Missouri, New York, 

Rhode Island, and Utah. Our backgrounds, religious beliefs, and 

aesthetic approaches varied. 

contributions. The participants on the project worked independently 

and in small teams. Sharing digital photographs, trading stories, and 

exchanging ideas, participants made new friends through e-mail and 

an online networking site and during the large “artist” days that we 

held at the Shul, which were frequently scheduled to accommodate the 

artists who traveled the farthest. 

The Cultural Heritage Artists Project of the Orchard Street Shul 

is a project developed by working, active artists, and they still work 

together to keep the project growing. The artistic committee includes 

Artists researched their projects through a variety of means, 

including archival documentation, consultation with current  

and former congregants and area residents, their own  

photographic, video, and sound recording, and translation of original  

data into three-dimensional scans, as an aid in keeping cultural 

heritage alive.

From the beginning, this project was a group effort, a hybrid 

between a collaborative project and a gathering of individual 

Nancy Austin, Jeanne Criscola, Roz Croog, Greg Garvey, Jaime 

Kriksciun, Mary Lesser, Suzan Shutan, Joy Wulke, and myself, Cynthia 

Beth Rubin. Our advisory committee includes Debbie Hesse, Lisa 

Link, Howard el-Yasin, Sam Teitelman, and Mendy Hecht. With this 

exhibition, we are taking control of art, we are saying that we do not 

always need big budgets and a huge institution to make art and speak 

to community.

Over the last several months the participants shared in so many 

By April of last year, we established a group of artists with an  
equal balance of New Haven regional artists and artists from California, 
Florida, Illinois, Massachusetts, Missouri, New York, Rhode Island, and Utah. 
Our backgrounds, religious beliefs, and aesthetic approaches varied. 
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ways—even this text includes phrases that came from documents 

passed back and forth among participants, especially among Suzan 

Shutan, Jeanne Criscola and myself. 

Even as each artist or collaboration team took a different approach 

to the project, we all learned from each other. We learned to appreciate 

each other's insights and the differences among us. We look forward to 

the next phase of the project, when, having experienced the presentation 

of the completed works of our colleagues and the interactions with the 

public, we can carry this experience into new work.

Welcome to CHAP No. 1, the Cultural Heritage Artists Project:  

The Orchard Street Shul. We look forward to CHAP No. 2, our next 

Cultural Heritage Artists Project.
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B A R R Y  E .  H E R M A N 

H A S I A  R .  D I N E R

W A L T E R  C A H N

H A N A  I V E R S O N

K A R E N  L .  S C H I F F
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Mortgage from the New Haven Savings Bank for the Orchard Street Shul
(From the collection of the Jewish Historical Society of Greater New Haven)
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The History of the Orchard Street Shul
Dr. Barry E. Herman
President, the Ethnic Heritage Center of Greater New Haven
Vice President, the Orchard Street Shul

Wolf Rogouin, Philip Polayes, Louis Kaletsky, 
Morris Green, A. M. Golden, Morris Zelinsky, 
Joseph Fisher, Wolf Liebman, Barnet Richman, 
Louis Alpert, Benjamin B. Kaufman, Morris 
Lipschitz, Morris Barch, Mike Pine, Hyman 
Cohen, Kaufman Cheese, and George Etkind. 
Today in New Haven, there are, no doubt, still 
family members, relatives, and friends of these 
early gutsy and courageous visionaries who 
started a new Synagogue in our city.

The Orchard Street Shul’s second location in 
1915 was a remodeled residence at 147 Orchard 
Street. Serving in a dual position as Shamus and 
Cantor was Abraham Zweigbaum, one of the 
original signers of the articles. The third and 
final location of the Shul was a newly constructed 
building in 1924 at 232 Orchard Street, its 
present location. The cost to purchase the land 
and to build the Synagogue was only $12,000. 
The first president was Sam Lapides.

CONGREGATION BETH ISRAEL, 
affectionately known as the Orchard 
Street Shul, is now 96 years old. This 

is a brief history of this venerated and vibrant 
Jewish House of Worship. In 1913, a small group 
of observant New Haven Jews rented a storefront 
building on Asylum Street and converted it 
into a neighborhood Synagogue bearing the 
name Congregation Beth Israel of New Haven, 
Incorporated. The purposes of this religious 
House of Worship, as stipulated in its Articles 
of Association in 1913, were to “Worship G-d 
in accordance with the Orthodox Hebrew Faith 
and to hold services in accordance with that 
Faith.” The following names of the incorporators 
of the Synagogue in the original Articles of 
Incorporation include these giant figures from 
the past: Wolf Kauffman, James D. Kauffman, 
Alter Weisser, Charles Sheinfeld, Morris 
Richman, Max Steinberg, Abe Zweigbaum,  

One of the principal advantages of the 
Synagogue’s location was its proximity to  
Legion Avenue, a popular shopping area.  
Legion Avenue was formed in 1927. Its original 
name was Oak Street. Oak Street, from Howe 
Street to the Boulevard, was renamed Legion 
Avenue after the American Legion petitioned the 
New Haven Board of Aldermen to rename that 
portion, to honor the American veterans  
of World War I.

The Synagogue’s Ladies Auxiliary took 
great pride in keeping Congregation Beth 
Israel looking clean and attractive inside 
and outside and was also actively engaged in 
fundraising activities. In fact, in 1926, the Ladies 
Auxiliary raised money to build and install the 
magnificently carved ark, which still enhances 
the beauty of our Shul’s interior today.

Sabbath and holiday services and special 
events often filled the Synagogue with an 
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Orchard Street Shul leaders, 1949
(From the collection of the Jewish Historical Society of Greater New Haven)
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overflowing crowd. Many Bar Mitzvahs and 
weddings were held in the Sanctuary, and 
receptions later were held in the downstairs 
social hall. The Synagogue also provided space 
for the newly established New Haven Hebrew 
Day School in 1944. Support space was given 
to Young Israel, which faced termination of 
religious services when it had to leave the Jewish 
Community Center on Dwight Street. During the 
1930s and during World War II, much aid and 
help was given to German Jews who were fleeing 
Hitler’s Germany. Many sons and daughters of 
early Shul members served in the war.

The Orchard Street Shul was a favorite place 
of worship for the senior Orthodox Rabbis of our 
city to visit and to give sermons. These Rabbis of 
blessed memory include Rabbi Abraham Flexer, 
Rabbi Aaron Schuchatovitz, and Rabbi Leizer 
Gorelick.

The year 1948 was an important milestone 
in the history of the Orchard Street Shul. Rabbi 

Maurice I. Hecht, of blessed memory, became 
the first full-time spiritual leader to be officially 
inducted as the Rabbi of the Shul. With Rabbi 
Hecht’s genius, energy, devotion, creativity, 
and innovation of new programs and activities, 
the Shul reached a new height in successful 
endeavors and earned an important place in the 
city as an active and thriving Shul. Incidentally, 
during that time, dues increased from $16 to $20 
a year—a real bargain! Rabbi Hecht’s passing 
in 1992 marked the deeply felt loss of a highly 
respected and distinguished religious leader. The 
Hecht name lived on, however, when his son, 
Rabbi Sheya Hecht, took the mantle of religious 
leadership and continued as Rabbi of the Shul. 
Now we have another Hecht leader, Rabbi Mendy 
Hecht, son of Rabbi Sheya Hecht and grandson 
of Rabbi Maurice Hecht, who continues the work 
and legacy of the Hecht family.

Mayor John DeStefano Jr. of New Haven, 
Sister Anne Virginie, the former president of  

St. Raphael’s Hospital, and other local 
leaders and groups are busy cleaning up 
the neighborhood, restoring it, making the 
environment safe, livable, and clean. Also, plans 
have been made to build apartment buildings, 
stores, and homes near the Shul in the Route 34 
corridor. The Orchard Street Shul is part of this 
redevelopment effort.

We hope the future of the Orchard Street 
Shul–Congregation Beth Israel will be a 
promising one. There are now about 60 families 
who belong to the Shul as due-paying members.

We all must work together to save the 
Orchard Street Shul, a New Haven treasure 
and the only Synagogue left in downtown New 
Haven, where there had been 20 Synagogues in 
the last century. The Orchard Street Shul must be 
saved, restored and preserved because it is a rich 
and beautiful heirloom and a treasured symbol 
with a cherished history and—we hope, with 
your help—a very bright future.
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New Haven, the Orchard Street Shul, and American Jewish History
 
Hasia R. Diner
Paul S. and Sylvia Steinberg Professor of American Jewish History
Director, Goldstein-Goren Center for American Jewish History, New York University

THE HISTORY of every American Jewish 
community deserves to be told. Each 
one of those places and all of the Jewish 

institutions that sprang up within them contain 
a narrative about the past, replete with the 
details of immigrants and their American-born 
offspring, settlement, and movement outward to 
new neighborhoods; the tug between tradition 
and modernity; and the desire to remain 
rooted in Jewish life; and the wish to embrace 
America. Each story as it emerges will be 
different inasmuch as all stories involve different 
places, particular moments in time, and the 
specific women and men who lived in those 
communities and built and sustained those 
institutions. Histories can be written city by city, 
Synagogue by Synagogue, school by school. 

Overarching those individual histories, 
however, looms the larger American Jewish 
experience, a history begun in the middle of the 

seventeenth century. Within the context of that 
larger narrative, we can see the details of the 
specific and the local stories. The basic outline 
of that overall narrative provides the context for 
understanding the details of the local stories and 
also the more particularistic ones, such as that of 
the Orchard Street Shul in New Haven. 

The American Jewish historical trajectory 
moves from small beginnings in the colonial and 
early national period to the 1820s, when the first 
mass migration of Jews, primarily, although not 
exclusively from central Europe, commenced. 
Until the 1820s nearly all Jews lived in a handful 
of East Coast cities: New York, Philadelphia, 
Newport, Savannah, Charleston, and, toward 
the end of that period, Baltimore and Richmond. 
The first outlines of Jewish community life 
beyond the Appalachian Mountains were seen 
in Cincinnati in 1819. New England, with the 
exception of Newport, Rhode Island, did not 

house early Jewish communities. Individual Jews 
did live in Massachusetts and Connecticut, but 
they created no communal institutions and left 
only brief traces of their presence there. 

For the most part, the Jews who came to 
America in the early and middle decades of the 
nineteenth century went into small business, 
retailing in the main, and they spread out 
over the entire United States, planting new 
communities from coast to coast, following the 
flow of white settlement in the age of “manifest 
destiny.” Despite the geographic diffusion, they 
tended to opt for cities, although Jewish families 
operated their businesses in small towns 
throughout the country. Approximately 250,000 
Jews made their way to the United States in this 
first stage of the Jewish migration. 

New Haven was one of the places in which 
Jews during this period decided to open their 
shops and settle their families. New Haven Jewry, 
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Poster advertising the laying of the cornerstone for the Orchard Street Shul
(From the collection of the Jewish Historical Society of Greater New Haven)

Congregation Beth Israel
Honorable Brothers and Sisters from the City of New Haven

You are Invited to Come to the Laying of the  
CORNER Stone of our Synagogue

On Orchard Street 
Corner, Gilbert Avenue
Sunday the 13th of July
2:30 in the Afternoon

The upcoming great speakers will give the Addresses:
Hon. Mayor Fitzgerald

Our Important Rabbi Yehuda Heschel Levenberg
Rabbi Tedesco from Temple Mishkan Israel

The Beloved Person and Speaker
George Kohan

Our important brother and Police Commissioner
Hyman Jacobs

Dr. Nachman Heller from New York
Attorney Charles Kahn

There will also be a musical band. With one word. This will take up 
a half day.

Now, dear brothers and sisters, let us come to the point. We know 
that many of you will say, we have so many Synagogues in New 
Haven, why do we need another Synagogue? In reality the other 
Synagogues are not in the place where they are needed. We invite 
you to come with us to the older synagogues at worship times and 
see how many orphans, old and young, are saying kaddish, and 
also yahrtziets, and older people for whom it is difficult to go three 
times a day downtown. You will understand when you see this and 
will say that we must have a Synagogue. And furthermore, the fire 
department will no longer let us stay here. You should also know that 
at our Synagogue, there is a great deal of learning, we have a hevra 
mishnayois [mishna study group] and a tehilim hevra [psalms study 
group]. This is a truly orthodox Synagogue just as in the old home.

We beg you that you will support us and help according to your 
ability. We are not staging any drives. We are not asking you to give 

much. Give what you can. 
Every Jew now has the opportunity to come in to us as a member and 
have good seats. We have a good cemetery in Westville which no one 

should need until 120.

REMEMBER, JEWS, NEIGHBORS, AND EVERYONE IN NEW HAVEN, 
COME SUNDAY, THE 13TH JULY, 2:30, AFTERNOON,  
CORNER ORCHARD STREET AND GILBERT AVENUE. 
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in fact, might rightly be thought of as a product 
of these years, with only stray evidence of a 
Jewish presence earlier. It essentially, like almost 
all other communities, skipped that earlier, 
smaller stage. In 1856 Jews in the Connecticut 
city founded their first Synagogue, Mishkan 
Israel, with a second B’nai Sholom on Williams 
Street opening its doors in 1873. That same 
year, Jews in New Haven created the Hebrew 
Burial and Free Loan Association, just as the first 
Jewish cemetery came into existence. 

By the 1870s the source of Jewish 
immigration tipped eastward within Europe, 
and a tidal wave of Jewish immigration began, 
bringing nearly 3,000,000 Jews to America, 
mostly from the Czarist and Austro-Hungarian 
empires. By dint of their numbers, they 
overwhelmed the smaller Jewish populations 
that had coalesced in New York, Philadelphia, 
Chicago, and other American cities. This 
migration, from which the founders of the Beth 
Israel Congregation of New Haven came, in 1913 
decided to found a new Synagogue in the Jews’ 
area of second settlement. 

Certain characteristics of the great post–1870 
migration help us see the New Haven experience 
as very much representative of the nature of 
Jewish life in those years. Even more than during 
the previous phase of Jewish migration, after 
the 1870s, Jewish newcomers headed for cities. 
This trend made them very different from the 
American population as a whole, and the largest 
portion of them, well over half, determined to 

go no further than the largest port of entry, New 
York City. Those Jews who did not remain in 
New York went to other cities, either westward 
into the interior or southward and northward to 
smaller urban centers. 

New Haven, the home of the Orchard 
Street Shul, in many ways lay at the center of 
the American Jewish experience. It resembled 
many other American Jewish communities 
demonstrated patterns visible in a range of 
other places. A quick perusal of some of the 
statistics related to the Jewish population of the 
United States demonstrates how New Haven’s 
story can stand for that of American Jewry as 
a whole. For example, one of the most intense 
periods of Jewish immigration, took place after 
1905, a year in which 8,500 Jews lived in New 
Haven. As happened all over the country, new 
immigrants flocked to New Haven and within 
two years that number jumped to 22,000, almost 
a threefold growth. By 1928 New Haven could 
claim 22,5000 Jews, representing a massive 
national influx after the end of World War I 
and a response to the impending cessation of 
immigration as a result of the passage of the 
National Origins Act by Congress.

In 1928, only 12 cities—New York, Chicago, 
Philadelphia, Cleveland, Pittsburgh, St. Louis, 
Los Angeles, San Francisco, Baltimore, Boston, 
Detroit, and Newark—had larger Jewish 
populations than New Haven. New Haven stood 
as a substantial Jewish hub alongside Atlanta, 
Denver, Kansas City, Louisville, Milwaukee, and 

Minneapolis. Additionally, although nationally, 
Jews made up 11.11 percent of the population 
of the largest cities—those with more than 
100,000 people—New Haven’s figures looked 
a bit different. In New Haven, Jews accounted 
for 12.17 percent of the city’s total. In that 
it resembled Philadelphia, which had 12.26 
percent, and actually equaled Boston, which had 
a much larger Jewish population. (These figures 
obviously pale in comparison to those for New 
York, in 1928, Jews constituted 29.56 percent 
of the city’s population, nearly one-third of the 
total.) 

These figures, which deserve greater analysis 
and should be augmented by census and 
other quantitative data, demonstrate that, by 
national terms, New Haven ought to have been 
seen as a substantial Jewish community and, 
more important, as a city with a robust Jewish 
population. 

One of the biggest draws of New Haven, or 
of any other city for immigrants, was the tie 
of family and friendship. Brothers and sister, 
cousins and friends from back home who had 
established themselves in a city—whether in 
the Midwest, New England, the far West, or the 
South—functioned as magnets to draw in the 
newly arrived. Jewish immigrants came armed 
with the addresses of kin, who had already 
created a kind of beachhead in specific cities 
and neighborhoods. Those contacts provided 
the newcomers with information about jobs 
and places to live and also provided a friendly 
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haven in an otherwise bewildering new world. 
As most Jews already in America settled in cities, 
immigrants continued to flock there, rather 
than striking out for new unchartered territories 
uncharted, (at least to the new Jewish arrivals). 

The decision of newcoming Jews to 
become urbanites in America grew out of 
numerous causes, but most important, the 
immigrants realized that their greatest economic 
opportunities lay in their new nation’s cities. 
Indeed, the massive Jewish migration to 
America coincided with the first great decline in 
American rural life and in the crisis of agriculture 

American garment industry differed greatly from 
its East European counterpart, the immigrants’ 
familiarity with sewing oriented them to this 
field. Much of the garment industry in the 
United States, from the Civil War era onward,  
lay in the hands of Jewish entrepreneurs who 
owned the sweatshops and later the factories 
that churned out women’s clothing. The industry 
developed along the lines of Jewish networks as 
the newly arriving immigrants labored for Jewish 
bosses, men who had been in the United States 
decades longer. Jews also gravitated to small 
businesses, which operated in every American 

that would inspire the growth of populism and 
agrarian radicalism. For anyone looking to  
make a living, as the immigrant Jews were, rural 
areas and the towns that served the farming 
regions were not a good bet. Facing a downward 
spiral, rural people themselves were heading  
for the cities. 

Jews tended to opt for two particular 
economic zones. Many of them, both men 
and women, had some kind of skills in and 
experience with garment making before they 
left the European continent. Although the 

New Haven stood as a substantial Jewish hub alongside Atlanta, Denver,  
Kansas City, Louisville, Milwaukee, and Minneapolis.

city and included dry goods stores, liquor stores, 
grocery stores, and also shops that served the 
special tastes and needs of the Jewish public. 
Kosher bakeries, meat markets, fish stores, and 
other such enterprises brought Jewish sellers 
and buyers together. 

Wherever Jews settled, no matter the size 
of the city, they tended to cluster in particular 
neighborhoods. New York had the much-
vaunted Lower East Side and Chicago its 
Maxwell Street Market neighborhood, but every 
other Jewish enclave also boasted a Jewish  

thus erasing any real gap between worklife  
and homelife. 

These neighborhoods also functioned 
as places where Jews built their institutions: 
Synagogues, schools, lodges, associational 
headquarters, and places of entertainment and 
leisure. The larger cities contained the greatest 
number and diversity of these residential, 
commercial, and communal, places—with  
New York at the very apex of the Jewish 
residential pyramid—but even in the smaller 
towns, Jews lived and worked with each other 

street or set of streets. Although much of 
American Jewish history has been told from  
the vantage point of New York, arguably the 
capital of Jewish America, every one of the 
nation’s cities also contains a Jewish enclave 
where Jews worked, lived, and thrived socially 
and culturally.

The main commercial streets served as the 
spines of Jewish neighborhoods. On these 
streets, they not only sold their goods, they also 
made their homes. During the earliest phase 
of Jewish settlement, Jewish business families 
typically lived above or behind their stores,  
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in common space. In the shops and on the 
streets, in their sacred and social spaces, Jews 
met, socialized, and interacted with one another, 
blending the entrepreneurial, residential, and 
communal spheres. 

The concentration of Jews in small 
businesses and the tendency to live near their 
shops (if not literally in or on top of them), 
meant that women played a crucial role in the life 
of these immigrant neighborhoods. Memoirs, 
autobiographies, fiction, and even census 
records bear witness to the ways in which both 

That a group of immigrants, small businessmen who only recently moved from 
a neighborhood of first settlement, wanted to build their sacred space in this 
sophisticated style tells us much about their self-confidence as Jews,  
as Americans, and as residents of New Haven.

husbands and wives labored in the stores and 
how women tried to combine their domestic and 
business responsibilities. 

The Jewish immigrants of the post–1870s, 
like those who came in the earlier decades, went 
about the business of creating for themselves 
and their children the basic building blocks 
of Jewish communal life. Quite ordinary Jews, 
not necessarily the most learned, pious, or well 
connected, considered themselves able to found 

Jewish institutions as they saw fit. Whenever they 
believed that they and their children needed a 
particular type of institution—a new Synagogue, 
for example—they went about the process 
of creating it. They did not need anyone’s 
permission to organize a new congregation 
or school or voluntary association. As long as 
they could enlist enough of their fellow Jews to 
join them, contribute financially, and volunteer 
their time, they could have the institutions they 
wanted. Because of the highly democratic, 
some would say anarchic nature of Jewish 

life in America, new institutions cropped up 
with great frequency, sometimes dissenting or 
splintering from older institutions. Other times, 
Jews who had moved from one neighborhood to 
another sought to build in those new spaces the 
fundamentals of Jewish life that they had known 
in the “old neighborhood.”

A pattern of intense geographic mobility 
also characterized Jewish life in all American 
cities. In large measure this mobility was the 

result of the dynamism of American urban life 
and the opening up of new neighborhoods 
by developers. Geographic mobility also 
reflected the relatively high rates of Jewish 
economic mobility, which, however, did not 
mean that Jewish immigrants experienced the 
mythic move from “rags to riches.” As these 
immigrants acquired a bit of a nest egg—as 
their salaries rose, slowly but steadily, and their 
businesses prospered—they moved out of areas 
of first settlement to those of second and third 
settlement, with great rapidity.

By the 1910s, for example, the unionization 
of the garment industry meant that wages went 
up for workers. Until the temporary aberration 
of the Great Depression of the 1930s, Jewish 
garment workers had a good chance of leaving 
the factories and becoming self-employed. 
With increased income or higher wages, Jewish 
families sought to relocate to better apartments. 
Those who had been apartment dwellers aspired 
to become home owners. In the main, Jews in 
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the first decades of the twentieth century fulfilled 
these aspirations, and their success brought 
them into new sections of the cities in which 
they lived. 

The movement of Jews from one area to 
another propelled their businesses to move 
along with them. A new Jewish residential 
neighborhood stimulated the need for new 
Jewish markets, which, in turn, helped to create 
the need for a new crop of Synagogues and 
communal centers. 

This ubiquitous pattern can be seen the 
earliest history of the Orchard Street Shul. 
The Synagogue was founded in 1913 by a 
handful of men, all of whom had been born in 
Eastern Europe and had first lived in the Oak 
Street–Lafayette Street section of New Haven, a 
classic area of first settlement characterized by 
tenement houses, a sure mark of relative poverty. 
One of the early members, Louis Croog, had 
been in New Haven since 1908. He was brought 
to the Connecticut city by his brother, Goodman, 
who had been there for some time. Croog, a 
founder of the Synagogue, opened a shoe store, 
an enterprise that thrived in part because his wife 
Fannie kept the books. Croog, like many of the 
men who helped build communal institutions, 

made his living with his shoe store, but also 
owned the building that housed the family and 
the store. As a result, he, like several of the other 
founders of the Orchard Street Shul, moved up 
from the ranks of the working class into the 
entrepreneurial class. 

These successful families combined their 
upward economic move with a geographic move 
to a new neighborhood. By the 1910s, when they 
pooled their resources to create the Beth Israel 
Congregation, they had shifted out of the area of 
first settlement to the new, more commodious 
area west of upper Oak Street, which became 
Legion Avenue in 1928. 

At first, the Congregation occupied a rented 
storefront on Asylum Street, a pattern other 
Congregations repeated across the United 
States. With the movement of other New Haven 
Jews out of the old neighborhood to the new 
one and with the arrival of new immigrants 
who bypassed the area of first settlement, the 
Congregation outgrew its humble space. In 1915 
the Congregation moved to a former residence, 
redesigned to be a Synagogue, at 147 Orchard 
Street. Quite quickly, that building also proved to 
be too small, and, by July 1923, the Congregation 
moved to a permanent home at 232 Orchard, 

into a building designed by an architect, which 
cost $12,000. 

The very fact that the members employed 
an architect bore witness to their growing 
confidence and affluence. The design, replete 
with Moorish towers, likewise demonstrated 
the comfort and boldness of its membership. 
Toward the end of the nineteenth century, 
the Moorish style in Synagogue architecture 
emerged throughout the Jewish world as an 
international style that proudly announced both 
Jewish economic success and the willingness of 
the Jews to stand out as different and distinctive. 
Most Synagogues in the Moorish style tended 
to represent the activities of a an affluent, 
communal elite. That a group of immigrants, 
small businessmen who only recently moved 
from a neighborhood of first settlement, wanted 
to build their sacred space in this sophisticated 
style tells us much about their self-confidence  
as Jews, as Americans, and as residents of  
New Haven. 

The story of Beth Israel, set in the context of 
developments in New Haven and New Haven 
Jewry, deserves a much more ample historical 
treatment, based on archival and other primary 
materials.
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The Orchard Street Synagogue 
 
Walter Cahn 
Carnegie Professor Emeritus, History of Art, Yale University

HOW SHOULD we imagine the Beth 
Israel Synagogue to have taken shape? 
A plot of land at 232 Orchard Street was 

whose design the now much-better-known Louis 
I. Kahn was taken on as a consultant (1948–1954).

 The Orchard Street Synagogue, completed 
and dedicated in 1925, was as far as is known, 
the architect’s only project of this kind, and 
the commission apparently went to him at an 
early stage in his career. Seeking to meet its 
requirements and please his clients, he must 
have taken into account the character and wishes 
of this Orthodox community, which consisted 
overwhelmingly of immigrants of Eastern 
European and Russian origin. Indeed, Abraham 
Jochelman, a man from Vilnius in Lithuania, 
who settled in the neighborhood after World 
War II and has worked for the Synagogue’s 
preservation, has testified that the Orchard Street 
Shul reminded him of Eastern European Shuls 
he knew as a boy.

The design also, however, unavoidably 
reflects some of the larger assumptions and 

conditions that in our society attend Synagogue 
architecture. A Synagogue, like structures built 
for religious worship more generally, must 
convey some sense of solemnity, or even sacrality, 
to its members in the first instance, but also to 
the wider public, whose landscape and social 
fabric it inhabits. In the European and in the 
American setting, the architectural vocabulary 
of sacrality was, to an overwhelming extent, 
determined by Christian practices. Christian 
architecture can take many forms, but, in the 
nineteenth century, if not earlier, the Gothic 
style, illustrated by magnificent cathedrals and 
innumerable, more modestly scaled but no less 
attractive parish churches, became its dominant 
mode of visual expression. Within the Christian 
polity, Judaism, was in the best of times, a barely 
tolerated minority, and it is not surprising that 
Jews should have sought or adopted other 
formal means by which to express and maintain 

purchased after the nucleus of the Congregation 
had outgrown its earlier storefront premises on 
nearby Asylum Street. No doubt, discussions were 
held about the kind of building to be constructed, 
its size, administrative and budgetary matters, 
whose nature we can now only conjecture. The 
design of the building was entrusted to a local 
architect, said to have been Jacob Weinstein, 
whose office was responsible for a number of 
other buildings in New Haven: a three-story 
Georgian-style apartment house at 28 High 
Street (1922), some imposing private residences, 
according to Elizabeth Mills Brown, notably at 115 
Blake Road (1931) and 140 Alston Avenue (1932); 
and, in collaboration with Charles Abramowitz, 
the former Jewish Community Center on Chapel 
Street, now part of the Yale School of Art, for 
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Fig. 1. New Haven, Orchard Street Synagogue, 1923–1925, interior 
(PHOTO Robert Rattner)

a distinctive identity. Synagogues built in the 
Gothic style are thus rarely encountered, but 
could not easily be avoided altogether. The 
facade of the Orchard Street Synagogue is 
framed by a pair of turrets, which, although they 
are not very prominent, recall, (a connection 
with the classic, two-towered facades of Gothic 
frontispieces whatever the more immediate 
source, their curvaceous little domes sheathed in 
copper unmistakably evoke Baroque architecture 
in Central Europe). The round window with its 
Magen David of stained glass at the center the 
upper facade wall is a distant descendant of the 
Gothic rose window.

Synagogue architecture resists the allure and 
the uncomfortable ubiquity of Christian sacrality 
by turning to more congenial models. The 
Moorish style, recalling the brilliant Sephardic 
culture of medieval Spain, is a favored recourse, 
impressively illustrated in New Haven by the 
former Temple Mishkan Israel on Orange Street. 
Romanesque architecture, with its round arches 
and massive volumes, was sometimes seen as 
an adequate embodiment of Judaism, a style 
capable of rivaling Gothic on equal terms and 
invested at the same time with the prestige of an 
older dispensation. Other Synagogues, like the 
Orchard Street Synagogue itself, feature versions 
of Classicism, testifying to the ancient origin of 
Judaism and to the reforming impulses brought 
about by the Enlightenment. Synagogue building 
on the American scene has also been open in a 
sustained way to modern architecture, another 

way of manifesting a progressive inclination and 
a desire to escape from the tragic memories of 
the past.

References to the Orchard Street Synagogue 
describe it as built in the Colonial Revival 
style, a nostalgic evocation of the American 

Revolutionary past that followed in the wake of 
the Philadelphia Centennial Exhibition of 1976. 
The style’s effects, however, were felt primarily 
in the sphere of domestic architecture, and the 
degree to which our Synagogue was touched by 
it is most clearly evidenced by the design of the 
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Fig. 2. Amsterdam, Portuguese Sephardic Synagogue, 1671–1675,  
engraving by Romeyn de Hooghe

appearance (FIG. 2). The Synagogue is a boxy 
hall, illuminated like its offspring in New Haven 
by two tiers of large windows and balconies 
that overlook the bustling activity below. The 
elaborate refinement of the design is apparent 
especially in the division of the space into a nave, 
delimited by massive columns and flanked by 
aisles, a staggered arrangement of volumes 
whose complexity the building on Orchard Street 
manages to translate into a simpler, undivided 
spatial composition.

The Amsterdam Synagogue had an extensive 
posterity, sustained beyond its visual qualities by 
the ascendency of the city on the world stage and 
the vitality of its Jewish community (one of the 
members, Baruch Spinoza, became a hallowed, 
if hardly representative, symbol of universal 
enlightenment). The Bevis Marks Synagogue 
in the city of London (1699–1701) is one of its 
earliest offsprings, and in America, the Touro 
Synagogue in Newport, Rhode Island, (1763) 
harbors some echoes of it, perhaps based on 
the familiarity of Peter Harrison, the architect, 
with De Hooghe’s engraving. The diffusion 
of architectural models is always mediated by 
the specificities of religious conviction, the 
varieties of taste, and economic considerations, 
among many other factors. The Orchard Street 
Synagogue helps us to understand the interplay 
of these elements as refracted in the lived 
experience of a small New England immigrant 
community. 

interior (FIG. 1). This rectangular, open space is 
surrounded on three sides by women’s galleries, 
resting on posts and accessible by stairs hidden 
behind the facade wall. The space is illuminated 
on three sides by two tiers of windows, round-
arched and large in the upper zone, smaller and 
rectangular on the ground floor. The imposing 
Torah ark abuts the center of the rear wall, its 
crowning, canopied niche impinging somewhat 
awkwardly on the oculus filled by the tracery 
of another Magen David at the center, which 
it partly obscures. The Bimah, surrounded by 
a simple wooden barrier and framed by light 
stanchions, occupies the center of the room in 
traditional fashion, nestled between rows of 
benchlike pews.

This scheme exhibits a close kinship to 
an illustrious predecessor, the Portuguese 
Sephardic Synagogue in Amsterdam, which 
was constructed between 1671 and 1675, 
following a design of Elias Bouman, a Christian 
contractor. It is a much admired monument, 
described by the art historian Carol H. Krinsky 
as “the stateliest synagogue in all Europe.” 
It is remarkable and was unprecedented at 
the time that the beauty of a Jewish house 
of prayer and what we might call its cultural 
interest were publicized by all the means then 
available for such a purpose. Travel guides do 
not fail to mention the structure, and graphic 
depictions, beginning with the engraving made 
by Romeyn de Hooghe for a broadside issued 
on the occasion of its dedication, record its 
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Recollection and Restoration: View from the Balcony 
 
Hana Iverson

IN 2000, I created View from the Balcony, a 
site-specific project for the Eldridge Street 
Synagogue, the first great House of Worship 

the physical space of the Synagogue reflected my 
personal links with its history. 

The fabric onto which the image was 
projected in the installation was inspired by 
the mechitzah that divides the women’s section 
from the men’s in traditional Jewish houses of 
worship. The video image of hands sewing raw 
Torah parchment, the skin that becomes the 
bodily form of the scroll, was projected onto 
the veil. The shaftway echoes with the voices 
of women speaking in Hebrew, Yiddish, and 
English—the languages of prayer, community, 
and assimilation. Language in that context 
connects and separates, a contradiction that 
recurs and is reinforced throughout the project, 
which expanded into a networked neighborhood 
story-sharing system. The connection became 
a mental network, an effort to situate myself 
through a vivid imaginal relationship with 
history, expanding the internal reference of my 
autobiography to a chain of stories both personal 
and historical.

The Eldridge Street Synagogue, built in 1887, 

is a National Historic Landmark and one of the 
grandest Synagogues in the Lower East Side of 
New York City. The geographic axis of the city 
used to define social class, with the directional 
polarities describing not only place but also 
economic position: upper and lower. The Lower 
East Side was polyglot and messy, chaotic and 
dense. It still continues to be the entry point 
to America for new waves of immigrants. In 
the late nineteenth century and early part of 
the twentieth, the Eldridge Street Synagogue 
functioned as a center for immigrant Jews. It 
provided a spiritual and communal refuge from 
the overcrowded neighborhood. 

My mother’s mother was born on Hester 
Street, around the corner from the Synagogue. 
In my imagination, my great-grandmother 
brought my grandmother to the Eldridge Street 
Synagogue and sat with her in the women’s 
balcony. When I moved to the neighborhood, 
I started to consider what had brought me to 
the threshold of my family’s entranceway to 
America. When I walked into the Eldridge Street 

built in America by Jews from Eastern Europe. 
The goal of the project was to retrieve dispersed 
cultural elements—language, memory, and 
artifacts—and reconnect them to their roots. 
It also provided a context through which these 
elements could be grasped more deeply. The 
gesture of mending was the central motif of 
the audio-video installation, which occupied a 
hollowed-out stairwell shaft in the landmark 
building. Sewing is a traditional female task,  
and it acted as a metaphor related to rifts 
and healing. The Synagogue, with its grand 
architecture, is a place where the European 
traditions, threatened in the past century by  
anti-Semitism and assimilation, still have 
resonance. 

Located on the Lower East Side of New York 
City in what is now Chinatown, the building is 
also a vivid reminder of the struggle between 
cultural continuity and change. Interacting with 
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Synagogue, my steps became part of a journey 
of return and reconciliation. I return from 110 
years of assimilation, a great span of time away 
from the European traditions of my great-
grandparents. 

Looking for a location for an art project, I 
was trying to find a space to engage personal 
issues, wounds that needed to be animated in 
order to play themselves out. I am a secular Jew, 
separated from the religious values of my family. 
The Synagogue represented a common ground 
of reference between culture and religion, where 
I could articulate this struggle. While setting 
up the installation, I savored the hunt for solid 
brickwork, a functioning light bulb, a place 
to stand. I pulled off the plywood boards that 
covered the open hole of the empty shaftway that 
had once been a stairwell, discovering a cavern 
that had been closed and hidden. I found the 
place to put the installation: the deep recess—the 
container. The stairs connected the women’s 
balcony to the main sanctuary below, and yet 
provided an architectural reference for the 
separation of the men from the women. Their 
absence created a separation from the past. As I 
reflected on the missing stairway, I considered 
my own continuous climb as a continuous 
ordering of time. My grandmother climbed the 
stairs of her house, stopped on the landing near 
the top to tune the grandfather clock, which 
chimed on the hour, then turned and continued 
climbing to the top. 

In the years since I created that installation, 

I have participated in a number of community 
events sponsored by the Eldridge Street Project 
and have had the opportunity to hear and 
share many family stories that are tied to the 
Synagogue. Embedding my story in the fabric of 
the place became a catalyst for my engagement 
with so many others. That was the magic of the 
architecture, the volume of space within high 
vaulted ceilings. When I entered the Eldridge 
Street Synagogue, I found room for my story and 
for others. 

Curator Susan Chevlowe wrote about the 
installation in her article “Meeting of the Past 
and Present: The Installations of Multimedia 
Artists Hana Iverson and Melissa Shiff,” which 
appeared in Nashim: A Journal of Jewish Women’s 
Studies & Gender Issues 14 (October 2007, pp. 
30–67). She distilled a synthesis of the work 
from our conversationsd and her perceptions: 

The audio loop of View from the Balcony 
comprises fragments that reclaim women’s 
voices in the synagogue, negating the traditional 
proscription, in the public space, of kol ha’ishah—a 
woman’s voice or, specifically, her singing. The 
audio includes the woman’s daily prayer “Blessed 
are you, Lord, for making me according to your will” 
(in contrast, observant men recite: “Blessed are you 
for not making me a woman”); a woman reciting a 
strudel recipe in Yiddish; and fragments in English 
of stories recited by Iverson and other women. All 
the spoken words are fragmented, weaving in and 
out to create a kind of song poem. 

The disparate women’s voices (mingled with 
sound effects like the clinking of dishes and a baby 

PHOTOS Elliott Kaufman
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crying) are not in conflict, but create a meditative 
chant, a fluid song evocative of fleeting experiences 
and memories, expressed through what Iverson 
has called a “music of voices.”22 The strudel recipe 
in Yiddish, for example, is broken into fragments 
(“First you take eggs,” then “one ounce sugar,” 
etc.).23 The chorus—a group of women—chants 
“Yoy, yoy, yoy,” which the artist has characterized 
as a lament or commentary. The English includes 
references to the artist’s grandmother, who was 
born on the Lower East Side and was known for 
wearing hats. Other fragments come from Iverson’s 
writing and serve to give the work a direction, 
summed up in the phrase “lightness at the top of 
the stairs”; while evoking ascent to the balcony, 
it also describes a memory of her grandmother’s 
house. 

Lightness at the top of the stairs . . .
My mother’s mother
She kissed the book
Could read tea leaves
All the secrets
And her parents and the rest of her family  

 were killed . . .
A strudel pie . . .
She understood her mother more each day
My grandma Malia was the daughter of the  

 grand rabbi in Moldavia
She came to America
She used to say let me be in good health . . .
The rest of her family were killed.

Yoy, yoy, yoy
It was after my grandmother died
Slipped back into the skin of my   

 grandmother
The line of our scars actually would join us.
Yoy, yoy, yoy
 

Here the theme of skin sewn together is an aural 
reiteration of the visual trope of Iverson’s hands 
sewing parchment and of memory as an embodied 
experience. As the rift between the generations 
is repaired, the stitches leave a scar. The audio 
continues:

The war is over
Birds were flying over me
You were born into death.
 

Sitting in the women’s balcony, I thought about 
the cord of connection between the immigrants 
and their families in Europe. Their letters stained 
by blood, spilled across the landscape of Europe. 
So much blood poured over so many hillsides. 
Absorbed, Vanished. 

The installation View from the Balcony responds 
to the wounds suffered during the historical 
displacements experienced by immigrant Jews, as 
they are embodied by one of that community’s most 
important surviving communal buildings. 

In its poignant, mid-restoration condition, 
the building was also a vivid reminder of the 
struggle between cultural continuity and change. 
It was in that condition that I saw the Synagogue 
as the embodiment of historical erasure and a 
vehicle for healing wounded memories. View 
from the Balcony was a fulcrum, where themes 
that had been developing in my previous work 
came to full reconciliation. The experience was 
an exchange between the artwork and the place: 
Each gave the other meaning within a shared 
context. The installation was open from Spring 
2000 to the end of 2003 and was experienced 
by more than 30,000 visitors to the site. It 
inspired me to continue working with public 
engagement through site-specific installation 
that incorporates sound, video, and mobile 
technology.
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Elsewhere and Otherwise:  
The Conceptual Strategy of the Cultural Heritage Artists Project
 
Karen L. Schiff 
MFA / PhD

C ONSIDER THE POSSIBILITY: Art 
is always about somewhere else. 
Generally, when you look at an 

artwork, it puts you in a mind space that is 
distinct from whatever you were thinking  
about or perceiving just before you walked  
up to it. That new mind space could be called 
another “place”—even if the artwork isn’t 
offering a view of some remote landscape—
because the reverie takes you away from the 
physical circumstances of the gallery (or 
wherever you are standing when you encounter 
the artwork). 

In this exhibition, the artworks are literally 
about another place. The attempt to put 
you into another mind space is made real, 
concretized by a name and a history. All the 
pieces in these rooms try to bring to life the 
Orchard Street Shul, the historic Synagogue 
that exists only a mile or so from the John 
Slade Ely House’s exhibition halls. Together, 
these pieces come together to convey a sense 
of this place across town, to put you inside this 

treasure chest of cultural history, which is no 
less full of riches for being so empty of people. 

Nancy Austin, one of the artists in this 
exhibition, contextualizes the history of the 
Orchard Street Shul in terms of larger trends 
in city planning and religious communities in 
New Haven. In her statement on page 64, she 
writes that the Orchard Street Shul is: 

the lone-surviving Synagogue of the still-controversial 

urban renewal efforts of the 1950s and 1960s and 

the semiaborted Oak Street Highway Connector. This 

was a massive demolition project that demolished 

three other synagogues right away, dispersed the 

strong Jewish presence that supported the shops and 

other Synagogues in the area, and transformed the 

surrounding neighborhood fabric forever.

The artists created works after visiting the 
Synagogue as it stands now, but any visitor to 
the Orchard Street Shul also inevitably imagines 
a Synagogue that used to be. Even the Yiddish 
word Shul conjures the zeitgeist of the Old 

Country in earlier centuries. The high ceiling 
and careful detailing proclaim the grandeur of 
a heyday long gone for this Orthodox Jewish 
community in New Haven. So, these artworks 
are not just about some other place, but also 
about some other time. I could declare that 
art always functions this way, too—it creates a 
sort of “time out of time”—but this exhibition 
points directly to the early twentieth century, 
when the Orchard Street Shul Congregation 
was large and strong. 

How can contemporary artworks, seen in 
our twenty-first-century moment, successfully 
convey the experiences of elsewhere and 
otherwise? They can only do half of the work. 
They can introduce aspects of the Synagogue’s 
phenomenological reality, but the gallery visitor 
must extrapolate the rest. 

____

A century before the Orchard Street Shul’s 
golden era, Victor Hugo predicted that we 
would lose our human capacity for relating 
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to architectural spaces. In an oft-neglected, 
philosophical chapter of his 1831 novel The 
Hunchback of Notre Dame, entitled “This Will 
Kill That,” Hugo argued that the printing  
press would bring about the demise of 
architectural sensitivity. As literacy became 
widespread and books became available, he 
reasoned, people would bury their noses in the 
volumes of books they held, instead of looking 
around at the volumes of space that held them. 
As our focus narrowed to the enclosed zones 
in front of our individual selves, Hugo believed 
that, we would lose our architectural vocabulary. 
It’s a fair point. Can we now identify how 
spatial layout conveys a sense of spirituality? 
I don’t just mean symbolically, for example, 
how Gothic cathedrals are designed with the 
building’s two main corridors forming the shape 
of the cross. I mean how enclosed space itself 
can communicate a feeling, a spirit, a sense of 
time and place. This idea has never been totally 
buried: Tourists regularly visit holy spaces on 
vacation, as “cultural enrichment,” to feel the 
magic of being transported into a realm beyond 
the everyday. As the age of the printing press 
has progressed, however, and fewer and fewer 
buildings have been designed with spatial 
sensitivity in mind, I think we have inevitably  
lost track of how to perceive places fully  
and subtly. 

The Cultural Heritage Artists Project begins 
with the conviction that we can prove Hugo 
wrong, that we can, even in our extremely 

literate era, remember how to perceive a 
building. Here it might be more accurate to 
say that we can remember how to perceive the 
spirit of a building, because we (as visitors to the 
exhibition) have no access to the physical site 
of the Orchard Street Shul. So instead, we must 
jump directly to the meaning in the mortar: 
the artworks catapult our minds into the very 
historical, cultural, aesthetic, and spiritual 
realms that the building itself evokes. How do I 
know? I’ve been there.

____

I happened to visit the Orchard Street Shul 
on the eve of Tisha B’Av, a dark day of 
remembrance in the Jewish calendar, marked by 
fasting and reading the Book of Lamentations. The 
observance commemorates the destruction of 
the First and Second Temples in Jerusalem, and 
the date coincides with many other tragedies 
that have challenged the Jewish people since 
that ancient time. (Kristallnacht, for instance—
the night on which the Nazis broke Jewish shop 
windows and destroyed Synagogues, sparking 
the violence of the Holocaust—also took place 
on this date.) For the purposes of this project, 
and this essay, there could have been no greater 
coincidence; in Yiddish, it would be called 
bashert (destiny). 

 It was uncanny to enter the Shul at this 
solemn time and realize that the building was 
crumbling, as the ancient Temples of Jerusalem 
had done so long ago. I stood beneath peeling 

paint, found small chiseled crystals that had 
dropped from chandeliers, and poked through 
books and kitchen supplies that were piled 
haphazardly. All of these signs of neglect 
pointed not just to so many Temples in Jewish 
history that have suffered from ruin. They 
also implied another time in this particular 
Synagogue when the chandeliers and supplies 
were, by contrast, neatly maintained. It is easy 
to imagine, while standing in the dust, the 
building in its full, humble majesty. 

The pieces that make up the Cultural 
Heritage Artists Project tap into both of these 
versions of the Orchard Street Shul: the current 
building on the brink of dissolution, which 
geographically stands simply “elsewhere” 
from here; and the historical “otherwise” of 
the Synagogue when it was … well, what was 
it like? This is when our imaginations come 
into play. For although we can visit the space, 
we can only fabricate a sense of its spirit in its 
earlier times. Even the remaining community 
members can only tell us stories, which spark 
our imaginations just as the artworks in the 
exhibition are trying to do. 

As for the place itself, the basic structure 
offers stable succor. The main Sanctuary has 
ample, squarish proportions, and its bright, 
empty walls are warmed by polished wood trim. 
The wood is perhaps cherry or oak—a medium 
brown—not so light as to feel flimsy, and not 
so deep as to darken the atmosphere. The social 
hall below the Sanctuary occupies the same 
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floor space, but its lower ceiling creates a cozier 
atmosphere for snacks, festivities, and study 
sessions. Near the social hall, a well-appointed 
kitchen suggests that large gatherings were 
frequent, and smaller rooms (now offices) 
reveal plans for an active administration. Clearly 
this was a community with a well-functioning 
infrastructure below, and a good sense of the 
superstructure (i.e. G-d) above. The Sanctuary 
windows let in a lot of light from all sides, and 
the shtender and pews on the main floor, and 
the benches in the women’s balcony, all are 
oriented toward the eternal light that hangs at 
the front of the room (before the Ark, above 
the bimah). These architectural features reveal 
the community’s sustained—and sustaining—
priorities of prayer and conviviality, regardless 
of the building’s state of repair. Surely you 
could catch this spirit, no matter in which 
decade you’re visiting the Shul. 

But G-d, it is said, is in the details. So the 
special flavor of the Orchard Street Shul—both 
as it stands now and as it stood then—requires 
more effort if you really want to sample it. That 
is where the artists come in. They have spent 
hours probing the place for its hidden treasures 

and are offering these to you, through the lens 
of their own reflections. 

Some artists give you an experience of the 
Orchard Street Shul by incorporating actual 
visual details from the place into their works. 
Other artists elicit the spirit of the Shul by 
referring to Jewish rituals or customs that 
would have been valued in the synagogue 
community. Still other artists try to give visitors 
an experiential “hit” of the atmosphere that 
might have characterized the Orchard Street 
Shul, and/or the era in which it was most 
vibrant.

____

My own participation in this exhibition came  
as a surprise—I was interested in visiting  
the Shul because I come from New Haven.  
It intrigued me to visit a site I did not know  
and to tap into a time that was no longer 
so readily available. To be “elsewhere and 
otherwise,” while still comfortably ensconced  
in my hometown was too rich an opportunity  
to pass up. As I mentioned earlier, I happened  
to visit just before Tisha B’Av, so I put the  
Book of Lamentations in my backpack for the 

trip, and it ended up providing content for 
Shalom Gorewitz’s video. The audio track  
was marred by background noise, however,  
so we had to rerecord my lines later from  
afar … from elsewhere and with other means.  
I had to reimagine myself back into that  
space, to remember what it felt like to be there, 
and to reconstruct the thoughts and feelings  
that had inspired my speech. Then I could  
speak again from that place and time…as if it 
were actually happening. What a coincidence! 
This imaginative projection into the space  
of the Orchard Street Shul is precisely the  
strategy of the Cultural Heritage Artists  
Project. 

Perhaps if we can all learn to project 
ourselves into an “elsewhere and otherwise,” 
we will be better able to appreciate the saving 
graces in spaces. We will reinvigorate our 
faculties for perceiving architecture—and 
perhaps then we will make it less likely for this 
Shul, and for densely historic properties like it, 
to fall into absolute ruin and neglect. The loss 
of this Shul would be felt not just by the Jewish 
community, but by the American culture that 
has housed it. Its heritage is ours. 
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J E A N N E  C R I S C O L A

M A Y A  E S C O B A R  
A N D 
G O N Z A L O  E S C O B A R

M A R Y  L E S S E R

J U L I A N  V O L O J
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M E M O I R S  A N D  R E M E M B R A N C E S  

O F  C O M M U N I T Y  M E M B E R S
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Florence Mednicow

Jeanne Criscola

We leave behind things. They are at the same 
time representations of memory and person.  
We keep them, sometimes we sell them, but 
often times they haunt us either way. We can’t 
live with them and we can’t live without them. 
They conjure a person as past and present 
forever. Until we leave them behind again.

Jeanne Criscola’s time-based installation is 
a tribute to the memory of Florence Mednicow 
Sheinfeld who left behind a life now set in a 
tangible and measurable form. This archive 
is complete, detailed, and rich—but ordinary, 
too. Florence left her things to her niece, Jane 
Lettick, whom Florence and her husband, Natt 
Sheinfeld, raised after the untimely death of 
Florence’s youngest sister, Elaine, in 1960. 

Using a grid structure, Criscola recreates a 
visual dialogue with graphical properties she 
found among Lettick’s aunt’s belongings. A 
narrative comes forth from the every day and 
includes evidence of Mednicow’s ties to the 
Orchard Street Shul through the things she left 
behind: correspondence, invitations, telegrams, 
ledgers, bills, pictures, letters, news clippings, 
boxes, and other papers and information. 
Florence’s collection of personal memories 
spans the time preceding her birth in 1907 until 
her death in 1998 at the age of 91.

Florence Mednicow, 2009
Installation of time-based media and vinyl wall graphic
(54 x 54 in.)
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“When my daughter was born, my mother didn’t speak English very 
well at all. We named [our daughter] after the grandmother, Chaya 
Chana, but in English we decided on the name Anita Heleen, G-d 
love her . . . .  And my mother would say to my sister (it was her first 
grandchild) “Vas ist die namen in englisch? Anita Heleen” And my 
mother would say “Anita, Anita.” She couldn’t get the Heleen and 
finally my sister said, “Ma, it’s Anita go-to-Hell-een,” and my mother 
would go around the neighborhood and say that she got  
a granddaughter and we named her Anita-go-to-Hell-een . . . .  
That is the way she remembered it.”

—Lil Liberman
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Talking about Orchard Street

Maya Escobar  

Gonzalo Escobar

Maya and Gonzalo Escobar created Talking 
about Orchard Street, a multisensory interactive 
installation that explores the generational 
transmission of Jewish life through dialogue. 
The father-daughter duo traveled from Chicago 
to New Haven to conduct interviews with former 
members and friends of the Orchard Street Shul 
and to record locals’ stories of growing up in 
New Haven during the 1920s and 1930s. These 
stories of everyday life include tales of flirting on 
the front steps of the Shul, eating herring and 
kichel, speaking Jewish, finding first jobs, going 
on first dates, learning Bar Mitzvah portions, 
and hearing (or having) loud conversations in 
the women’s section. In Talking about Orchard 
Street, visitors are invited to sit in comfortable 
armchairs, sample herring and kichel, listen to 
excerpts from interviews, and engage in dialogue 
with each other.

Talking About Orchard Street, 2009
Sound installation

PHOTOS

(OPPOSITE PAGE) TOP LEFT AND RIGHT; AND RIGHT Julian Voloj
(OPPOSITE PAGE) BOTTOM Gonzalez Escobar



40     C U L T U R A L  H E R I T A G E  A R T I S T S  P R O J E C T



Sukkah

Mary Lesser

Mary Lesser has long been inspired by the 
immigrants who came to America with nothing 
and began a new and successful life. Immigrant  
culture and history permeate much of her 
work. In her Sukkah installation for this project, 
she constructed a structure containing memories 
and images of a segment of immigrant life. The 
“walls” are prints on paper. There are many 
layers of images, colors, and patterns—each wall 
panel having been sent through an etching press 
several times. These layerings reflect the layers 
of experience, joy, and sorrow that make up all of 
our lives. The rolled up papers on the table in the 
“Sukkah” are the memories, hopes, or prayers 
left by family members of the Synagogue and by 
visitors to the exhibition.

Sukkah, 2009
Asian paper, etching ink, and chine colle
(54W x 84H x 54D in.) 
OPPOSITE PAGE Details from Sukkah

(Source material courtesy of the Jewish Historical Society of Greater New Haven)
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The Beth Israel Triptych

Julian Voloj

I. Remembrance Stones (Past)
In Jewish tradition, instead of flowers, Jews place 
stones on gravesites.

The 18 memorial stones have on one side; 
photographs of deceased congregants, on the 
other, the Yiddish word Gedenkt (Remember), 
forming a homage to the immigrants who 
founded the congregation. 

Every Hebrew letter has also a numeric value. 
The word for “life” in Hebrew is chai, equivalent to 
the number 18. When the dead are remembered, 
their memory is brought back to life. 

II. The Incomplete Minyan (Present)
Ten photographs create a contemporary portrait 
of New Haven’s Congregation Beth Israel: The 
vast majority of the few remaining congregants 
are above retirement age, the Synagogue is in 
a state of disrepair, and the large cemetery is a 
silent reminder of the history of this once-vibrant 
Congregation.

The selection of 10 photographs stands  
symbolically for the Jewish prayer quorum, the 
minyan (the Hebrew word meaning ‘to count,’ 
‘to number’), traditionally consisting of 10 men.

Although the visitor can count 10 
photographs, only some of the photos display 
Congregants (in color)—an indication that 

the Congregation does not have the necessary 
quorum of 10 people. The photographs of the 
Synagogue and the cemetery (in black and white) 
therefore underscore the absence of actual 
members.

III. Virtual Realities (Future?)
Screenshots introduce Second Life’s Congregation 
Beth Israel and other Jewish sites in this virtual 
world. Even if the Congregation in New Haven 
and the one in Second Life share the same name, 
they could not be more different: While New 
Haven’s Congregation represents the American 
immigration story as well as the challenges of 
urban decay and demographic changes, the virtual 
Jewish community with the same name represents 
Judaism in the age of Web 2.0. 

By portraying Second Life’s Jewish community 
of the same name in the exhibition, a dialogue 
between these two communities will be created, 
questioning identity and reality.

THIS AND OPPOSITE PAGE

LEFT Remembrance Stones (Past), 2009
18 stones, covered with photographs and Yiddish text, presented in a wooden bowl 
(12 in. radius)

MIDDLE The incomplete Minyan (Present), 2009
10 color and black/white photographs
(13 x 18 cm, framed)

RIGHT Virtual Realities (Future?), 2009
Screenshots
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R O Z  C R O O G

P A U L  D U D A

J A I M E  K R I K S C I U N

D A V I D  O T T E N S T E I N

R O B E R T  R A T T N E R

J A N E T  S H A F N E R

S H A R O N  S I S K I N

C H E N  X U  
A N D 
H O L L Y  R U S H M E I E R
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D O C U M E N T A T I O N S :  P H O T O G R A P H Y , 

R E C O R D I N G S  A N D  R E C R E A T I O N S
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OPPOSITE PAGE

 
Sukkah Beis Bayis, 2009
Archival digital image
(16 x 20 in. framed) 

LEFT AND BELOW Details from Sukkah Beis Bayis



Sukkah Beis Bayis

Roz Croog

The historic building that is Orchard Street Shul  
has personal meaning for Roslyn Croog. As a 
young girl attending services, she often sat with 
her Bubbe in the balcony and felt important to have 
such a prestigious view. At times she would wander 
downstairs to sit with her Zeide or stand near the 
central bimah while the Torah was read. Surrounded 
by generations of ancestors linked together as 
prayers were recited or through commentaries on 
prayers and traditions, she listened to the multiple 
voices rising up and blending together. 

For this Shul project, Croog chose Talmud pages 
discussing Sukkot, the holiday called Feast of 
Tabernacles. The Shul is a sheltering place of  
worship and the Sukkah also provides comfort 
and protection. Pages of the Babylonian Talmud 
are visually impressive. Just as the Shul has a raised 
platform central bimah (an island) on which the 
Torah is read, each Talmud page contains an island 
of printed Hebrew text in the center surrounded by 
various commentaries, multiple voices relating to one 
central topic. 

In her interpretation, digital images of the Shul 
merge with Talmud pages. Multiple images represent 
many voices of congregants and of Talmud scholars. 
These voices are heard upon entering the structure 
that is the Shul or the structure that is the Talmud. 
The voices merge and define one basic identity.
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33-122-001 Orchard Street Shul 
New Haven, Connecticut 
[ F32.2 @ 38 minutes ]

Paul Duda

When Paul Duda first glanced at the Orchard 
Street Shul, he saw very little of what he normally 
looks for in photographic images. The history 
of the establishment is clearly felt in the interior, 
but due to his long exposure process, he was 
limited to the exterior views. Beginning with an 
image of 37 minutes, Duda set his camera on 
the roof of his van from across the street, but 
found that the contemporary roadway, sidewalk, 
and telephone lines hide the beauty and power 
of the Shul. The image was flat and lifeless. He 
then moved closer, broke a past rule, and tilted 
the camera upward to emphasize the power of 
faith. With an iron fence in the foreground and 
the perspective of a wide-angle lens, Duda found 
his image. From darkness through shadows, the 
building reaches toward the sky and light.

33-122-001 Orchard Street Shul, New Haven, Connecticut [F32.2 @ 38 minutes], 2009
Archival Symphonic Ink Print
(24 x 35 in.)
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The Crown’s Jewel

Jaime Kriksciun

As an artisan who specializes in the rebuilding 
and reconstruction of stained glass, Jaime 
Kriksciun’s interest was sparked by the 
immediacy of the need to save and restore the 
beauty of the Orchard Shul building. She found 
that she was especially attracted to the crumbling 
interior of the structure, and this work focuses 
on bringing attention to the underlying beauty 
affected by the ravages of time. She also found 
inspiration in the detail and skill evident in the 
stenciling and gilt work on the walls and ceiling.

Using the art and craft of stained glass 
in combination with painted details, her 
work brings the public’s attention to the 
intricacies of the building and the importance 
of its reclamation and reintroduction into the 
community. Kriksciun writies: “This is not 
only an important building in its religious 
significance, but also in its architectural and 
cultural significance; as a landmark, not only 
in New Haven, but for the greater Jewish 
community.”

The Crown’s Jewel, 2009
Installation of glass, paint, found objects (broken prisms and paint chips from 
the shul)
5 in. square glass tiles and 1W x 3H in. glass prisms
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Orchard Street Shul, New Haven

David Ottenstein

David Ottenstein’s photographs of the Orchard 
Street Shul explore the process of deterioration, 
while creating a record and evoking the recent 
presence of a vital community, thoroughly 
entwined with the physical structure of the 
synagogue. He found that the central, panoramic 
view of the sanctuary captures the feel of the 
space and narrates the broad “story.” Ottenstein 
writes “Wherever I looked throughout the 
sanctuary and the building I saw prayer books: 
arranged neatly on shelves, stowed properly in 
the backs of pews, stacked hastily on whatever 
horizontal surfaces would accommodate them. 
The detail photographs of books are, for me, the 
perpetual reminder of the people who occupied 
this space.”

LEFT Orchard Street Shul, New Haven, 2009
Black and white archival prints 
(54 x 59 in.)

RIGHT Detail of Orchard Street Shul, New Haven
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Orchard Street

Robert Rattner

Houses of worship, especially ones that have 
survived as many decades and generations as the 
Orchard Street Shul, become worlds apart from 
the world outside them. They are loci and links—
social, spiritual and cultural—of communities and 
eras. They connect to and evoke another time; seem 
out of sync with the modern world yet function 
within it. Houses of worship also are houses of 
symbols. Shapes, forms, images, designs, and 
colors conjure a meeting ground of generations 
linked to a common past. The Star of David is the 
most profound anchor of identity in a synagogue. 
In the Orchard Street Shul, it is built into the walls 
and carved into the benches, woven into reverential 
cloths and imprinted on the aging bindings of 
holy books. It adorns, lays claim, proclaims, and 
perhaps sanctifies. Other objects and images, 
gilded and carved, of golden hands and heads, of 
books and letters, complement the Star. 

Rattner photographs these symbols and images 
to explore them as isolated forms apart from their 
context. They seem to control the space; people 
seem to become enfolded into it. These symbols 
define the space and assure it’s identity along with 
that of the generations that have passed through 
it. Everything was photographed as found; 
nothing was moved. Orchard Street #1, 2009

C prints
various sizes
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Zachor (Remember)

Janet Shafner

When Janet Shafner visited the old Orchard 
Street Shul, she was particularly struck by the 
many books, old, decrepit and moldering, that 
were piled up in bookcases and on shelves. 

For Jews, books of sacred writings have a 
special significance, and the Jewish tradition 
prescribes that when holy books can no longer 
be used, they are buried in a cemetery among 
deceased Jews. They are not burned or trashed.

Shafner’s painting is a scene of decaying 
books based on a photograph she took at the 
Orchard Street Shul. In the upper lunette, a 
book, wrapped as if it were a corpse prepared 
for burial, is affixed and above it in Hebrew, the 
word “zachor”—remember. 

Below the painting, there is a box marked 
“Shaimos,” which is a container in which to 
leave old, unusable Jewish holy books to be 
buried.

Zachor (Remember), 2009
Oils on canvas/wood, affixed book and "Shaimos" box installation
(40 x 54 in.)

OPPOSITE PAGE 
Detail from Zachor (Remember)
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The Ladies Auxiliary

Sharon Siskin

The first thing that caught my eye when I entered 
the deteriorating Orchard Street Shul, was a lush, 
velvety, wine-colored textile covering with golden 
fringes and tassels, placed on top of a lectern 
containing a large Star of David and smaller 
words that read “Ladies Auxiliary of Cong. Beth 
Israel,” embroidered in golden thread. I thought 
about the definition of the word auxiliary and 
how it, so well, defines the role of women in 
Orthodox Jewish tradition. Merriam-Webster’s 
Dictionary reads:

1 a : offering or providing help  
 b : functioning in a subsidiary capacity. 

I was most interested in reconstructing stories 
from the Ladies Auxiliary of Congregation Beth 
Israel, Beth Israel Women’s Relief Society and 
the girls who attended the New Haven Hebrew 
Day School. I worked with this aspect of the 
history of the Orchard Street Shul partially 
because of my interest in memory and memorial, 
but also to create some aspect of gender balance 
in revealing and making visible the stories and 
the history of the Orchard Street Shul.

The Ladies Auxiliary centers on a photocopied 
image with hand-written identifying text, 
that I found at the Jewish Heritage Library in 

New Haven; which I enlarged, printed on a 
tablecloth (which belonged to my Bubbie) and 
then embroidered. In this image, 30 women 
sit around a restaurant table connected by their 
work in the Relief Society and their shared 
bottles of wine, soda and slices of cake. The 
process of making this piece took me on a search 
for people who could reveal more about the lives 
of these women, their contributions to the Shul 

and to the larger community.

The Ladies Auxiliary, 2009
Linen, cotton thread, hair
Variable dimensions

(Source materials courtesy of Jewish Historical Society of Greater New Haven)
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Orchard Street Shul Digitization 
Project 

Chen Xu  

Holly Rushmeier 

while providing the opportunity for “virtual” 
visits to the Shul for those who are unable to visit 
in person.

Orchard Street Shul Digitization Project, 2009 
22 in. CRT monitor
(1600 x 1200 pixels)

(Yale Graphics Group)

The digital recreation and documentation of 
historic buildings and artefacts for Cultural 
Heritage preservation is one of the more difficult 
problems being researched by computer 
scientists today. With the wide variety of possible 
shapes, materials, and capture conditions, there 
is no “one size fits all” solution for shape and 
appearance capture.

In the Orchard Street Shul project, Xu and 
Rushmeier are conducting ongoing research on 
how to integrate a variety of information to give 
the viewer a sense of the space, texture, and scale 
of this historic site. Their methods include 3D 
laser range scans, digital photographs, as well as 
measurements from traditional tools as rulers, 
calipers, pen and paper. This is not as simple 
as it seems. For example, 3D scans provide the 
highest level of details, however, many parts 
of the building end up missing from the scan 
because of parts of the building actually block 
the scanning of other parts. With the Orchard 
Street Shul project, Xu and Rushmeier hope to 
establish working methods that can be shared 
with other efforts to preserve cultural heritage, 
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N A N C Y  A U S T I N

L I S A  L I N K

S U Z A N  S H U T A N

C H R I S T I N A  S P I E S E L
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Off-Road: The GPS Guide to Cultural Tourism in New Haven’s Yale Hospital,  
Oak Street Connector and Historic Orchard Street Synagogue Area 

Nancy Austin

demolition project that demolished three other 
synagogues right away, dispersed the strong 
Jewish presence that supported the shops and 
other synagogues in the area, and transformed 
the surrounding neighborhood fabric forever. 
This devastation can be documented literally, 
and also more conceptually. In my video tour, 
I am both using and subverting a popular GPS 
drawing application for personal GPS travel 
diaries. Thus, if my first video is about the 
politics of archival photo documentation as 
the foundation for historical memory, then my 
second video should be seen as a cautionary tale 
about detached storytelling. For this exhibition 
installation, at a suitable distance from my 
altar of video screens, I have created a surrogate 
experience for the viewer to hop on an exercise 
bike and become, for the moment, a cultural 
tourist generating GPS data—shadows of facts 
as though we are all back in Plato’s cave. This is 
the dialectic and dialogue, and there is no quick 
answer to the question: “what do you know 
when you know a fact?” 

How can the expanding field of cultural tourism 
be used by contemporary artists to initiate 
historically grounded conversations about, for 
example, religious tolerance in America?  
My project is a prototype for artist-driven content 
circulated via new cultural tourism sites. My 
first video is about documentation and facts. 
“Historic Synagogues of New Haven: The First 
Century, 1856–1956” is a looping video showing 
every known exterior, street-level view of New 
Haven’s historic synagogues. To date, I have only 
found about 50 surviving (mostly photographic) 
views recording the existence of these twenty 
synagogues representing a century of Jewish 
religious architecture in New Haven. How can 
it be that not only the synagogues themselves 
are gone, but also the visual record of their 
history is lost as well? My second video is a 
prototype for a different kind of cultural tourism 
experience. It contextualizes the Orchard Street 
Shul as the lone-surviving synagogue of the 
still-controversial urban renewal efforts of the 
1950s and 1960s and the semi-aborted Oak 
Street Highway Connector. This was a massive 

Stills from Off-Road: The GPS Guide to Cultural Tourism in New Haven’s Yale Hospital, 
Oak Street Connector and Historic Orchard Street Synagogue Area, 2009
Two video monitors, exercise bike, GPS-projecting pendant light
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The Connector

Lisa Link

After visiting the Orchard Street Shul and 
speaking to some New Haven residents, Lisa 
Link kept thinking about the impact of urban 
renewal projects on people’s lives. For the 
Orchard Street Shul project, she set out to 
create a piece that gives a small glimpse into 
the intersection of personal memory, politics, 
and the built environment. Choosing the 
format of a public Google Map because of 
its accessibility as a space on the World Wide 
Web, she explores its capacity to juxtapose 
layers of information and its option for public 
participation. Link is interested in the contrast 
between the personal reflections of the former 
residents she interviewed with the generic but 
so functional visual interface of Google Maps. 
She places the words and photos gathered from 
her learning about this aspect of New Haven’s 
history on the map, moving over the parking lots 
and highways that were once the vibrant Jewish 
neighborhoods.

The Connector, 2009
GOOGLE MAP: http://maps.google.com/maps/ms?msa=0&msid=1116711203
97906118317.0004754fbee7ca270eb12&ved=0CAwQmwU&ei=B5jOSrryGZ
XOyQSaxszqCQ&ie=UTF8&source=embed&ll=41.306182,-72.934628&spn-
=0.017924,0.024419&z=15
Historic photographs courtesy of the Jewish Historical Society of Greater New 
Haven
Personal quotes courtesy of past and former residents of New Haven
Contributions to the map are welcome. Please e-mail lisabethlink@gmail.com 
to participate
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Stomping Ground, 2009
Single-channel video and audio, wood and paper installation
5 minutes
(60 x 60 in.)



Stomping Ground

Suzan Shutan

“Every view of the world that becomes extinct, every 
culture that disappears, diminishes a possibility of life.” 
— Octavio Paz 
 
Suzan Shutan’s video installation, Stomping Ground 
is part street map, moving pictures and personal 
stories woven together to examine community as 
a cultural construct and system that transcends its 
people. The title references the neighborhood and 
Orchard Street Shul as sites of congregation and 
desecration where boundaries and interactions 
blur, where shared beliefs intermingle, and 
transformation is the outcome of heterogeneity.

Street Map uses geometric configurations (three 
dimensional relief line drawings constructed 
from wood and paper) some of which draw 
from Kabbalah, specifically how the universe 
and creation is structured according to patterns. 
Moving Pictures combines randomly assembled 
and recorded sounds with digital video images 
to build a collective recollection of place. Personal 
Stories are a collection of experiential moments 
from congregants who were neighborhood 
residents.

Stomping Ground is ultimately a work 
about preservation stimulating sustainable 
neighborhood development so that cultures are 
retained, views are celebrated, streets bustle  
with life.
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Meditation (Orchard Street Shul)

Christina Spiesel

Christina Spiesel visited the Orchard Street Shul 
in the summer of 2009, immediately following 
a trip to Israel. Noting that there are no regular 
Shabbat services, no regular congregants, she 
drew upon her Experiences of services in other 
Shuls. Approaching the Shul as a contemplative 
space, a place where one can let the inner mind 
play freely, she created work that is responsive to 
the place and to her inner state. In Outside and Up 
she wonders: If deity is in the details, why do we 
always think it’s outside and up and not in grains 
of sand or in mitochondria or quarks?

In Inside/Through she explores the wall’s 
interactivity—its penetration by words in New 
Haven and at the Wailing Wall in Jerusalem.

Spiesel’s work is realized in a variety of 
media—analog and physical, digital, still and 
moving, abstract and representational. In this 
project she worked back and forth between still 
imagery and moving video, to capture the time in 
space, and the space in time: in contemplation, 
time both passes and seems to stop.

ABOVE
Inside Through, 2009 
Digital prints
(approx. 16 x 20 in.)

RIGHT
Outside/Up, 2009
Digital prints
(approx. 16 x 20 in.)

NOT SHOWN
Shul: Being There, 2009
Single-channel video and sound
(approx. 2 minutes)
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M E G  B L O O M  
A N D  
H O W A R D  E L - Y A S I N 

G R E G  G A R V E Y

L E S L I E  J .  K L E I N

S E T H  L A M B E R T O N  
A N D  
C Y N T H I A  B E T H  R U B I N
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Meg Bloom  

Howard el-Yasin 

abandoned closet 
of prayer books and talit 
stained walls, stale odors
peeling ceilings, like 
umbilicaria, with 
rows of numbered ghosts 
—Meg Bloom and Howard el-Yasin 

not until we expose ourselves to one another will we be  
able to communicate effectively across our differences. 
— Patrick E. Johnson

Meg Bloom’s Umbilicaria Walls metaphorically 
incorporate the invisible history of an 
Orthodox synagogue (shul), community, and 
neighborhood, marking its deterioration and 
regeneration. Bloom’s forms suggest men’s 
traditional access to the torah and the wearing 
of the talis. Women were not allowed to read the 
torah and did not wear talit. 

Howard el-Yasin’s Numbered Pews explores the 
binary opposition of gender separation within 
this shul where only male members were allowed 
to purchase a pew seat. When men were sold 
a space on the main level an accompanying 
balcony pew (where women were relegated) was 
included. 

Presented as a series of grids, each painted 
number references layered meanings of 

identities, memories, silences, and cultural 
history. el-Yasin’s numbers are recorded only 
from the balcony pews, emphasizing the 
presence of women, and hang in dialogue with 
Bloom’s layered walls to conceptually disrupt 
the historic patriarchal hierarchies of cultural 
constructions: gender, sexuality, race, ethnicity, 

religion, etc. This collaboration interweaves 
the artists’ works together, as an affirmation of 
diversity, while mimicking the barriers between 
men and women reflected in the formal seating 
configuration of the shul. Simultaneously they 
perform a reconstruction of the boundaries of 
gendered (feminized/masculine) space.
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Remembering and Forgetting

Greg Garvey

Greg Garvey’s research, scholarship and creative 
production comprise a number of activities from 
the creation of artwork using new interfaces, 
scholarly publications, and music compositions. 
His contribution to the Orchard Street Project 
builds upon an earlier work entitled Touching 
the Sacred and the Profane, where a touch sensitive 
interface allows a viewer to interactively 
switch from religious images to “Bollywood” 
music videos creating a mash-up of aesthetic 
intentions. It uses a metal frame depicting Hindu 
iconography that permits a capacitance sensing 
circuit to detect touch. The act of touching 
completes the composition and recalls religious 
devotion by a “laying of the hands.” The Orchard 
Street Shul project likewise uses a touch sensitive 
interface to engage the audience to literally 
touch. Touching “erases” the virtual shadows 
cast by the Palladium windows of the Shul. 
Touching reveals a passage from the Torah that 
admonishes one not to forget. Erasure mimics 
forgetting as the text is again obscured by the 
shadows. Remembering and forgetting are 
linked together as we seek to reference another 
time when the Shul played a major role in the 
life of a New Haven Jewish community and the 
George/Orchard Streets neighborhood. 

Remembering and Forgetting, 2009
Computer, Touch Sensitive Display
(6.6 W x 4.2H x 1.3D in.)

“Virtual” shadows appear to be cast by the 
pattern of the Grilles/Muntins of the Palladium 
windows of the Orchard Street Shul. When 
touched these virtual “shadows” dissipate and 
a passage from Deuteronomy 25:17-9 appears. 
Once the viewer takes his or her hand away from 
the touch sensitive display, the shadows quickly 
obscure the text again.
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Daughters of a New Jerusalem

Leslie J. Klein

The brick was a vibrant yellow when the Orchard 
Street Shul was new, back when the congregants 
filing in for a Board meeting were the younger 
generation. I sit in the now silent upper gallery, 
under fading medallions of design; even the 
crosshatched brass mehitzah sprawls discarded. 
Our people have been through this before, life 
disrupted, “…move on, Jews, make way for the 
new order…”

Daughters of a New Jerusalem is a conceptual 
art garment on the theme of the historical 
displacement repeatedly endured and overcome 
by the Jewish people, particularly its women. The 
long skirt is made of rough linen fabric, stained 
and painted, with images of shtetl life; the 1940’s 
style jacket is constructed using architectural 
elements of the shul. One is reminded how 
beautiful this shul has been. On the jacket, the 
towers form the sleeves. Sanctuary carvings, 
rows of pews, and decorative stenciled designs 
ring the panels. Patterns of images on the fabric 
of the jacket juxtapose “Rosie the Riveters” at 
work and young Orchard Street Shul girls eagerly 
straining over the edge of the mehitzah to be part 
of the Rabbi’s class of boys below.

Daughters of a New Jerusalem, 2009
Linen, organza, cotton, lace, trims, beads, feathers, embellishments  
using airbrush, phototransfer, screen print, and original stitchery methods
(approx. 32W x 53H in.)
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OPPOSITE PAGE Details from Daughters of a New Jerusalem, 2009

Source materials and resources courtesy of the Jewish Historical Society of Greater New Haven 
Archives
Daughters of the Shtetl: Life and Labor in the Immigrant Generation by Susan A. Glenn
Slacks and Calluses: Our Summer in a Bomber Factory by Constance Bowman and Clara Marie Allen
Save Me, Julie Kogon A novel about early 20th century New Haven by Allen Ruff
Rememberings: The World of a Russian-Jewish Woman in the Nineteenth Century by Pauline Wengeroff, 
translated by Henny Wenkart
Arlene Beare
“Moving Here” Jewish Museum of London
www.kapciamiestis.org “Jews of Kopcheve” by Dorothy Leivers
Alex Samuruin, jewishsphere.org

Thank you to Julian Voloj for the use of his photograph of the Ner Tamid of Congregation Beth Israel
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Orchard Street Shul Reflections

Seth Lamberton 

Cynthia Beth Rubin

Seth Lamberton and Cynthia Beth Rubin 
collaborated on both a large still image an a 
corresponding video, integrating the three-
dimensional digital model produced by Chen 
Xu and Holly Rushmeier with images from the 
Orchard Street Shul and Eastern Europe. These 
works disrupt our sense of interior space as an 
echo of the disruption of place which led the new 
immigrants to New Haven. The walls of the Shul 
function as boundaries, which in turn become 
porous; a shift in perspective is a slip of space, 
an invitation to move into passages; walk, speak, 
breathe light, show us fenestrated ground. 

In both video and a still composition, the 
architecture is a border to be crossed, to be seen 
through. While many of the immigrants who 
came to the Orchard Street Shul may have never 
looked back, when we enter this space 80 years 
later, we feel the presence of daily life in Eastern 
Europe just behind the surface, floating in the 
air, in a space that sits firmly in America.

Orchard Street Shul Reflections, 2009
Computer video, music
(3 minutes)

Orchard Street Shul Reflections, 2009
Digital print
(27 x 45 in.)

Three Dimensional Image Data courtesy of Chen Xu and Holly Rushmeier
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D O N N A M A R I A  B R U T O N  
W I T H  T I M  C O U T I S

A L A N  F A L K

S H A L O M  G O R E W I T Z  
W I T H  K A R E N  S C H I F F

B E T H  K R E N S K Y

B R U C E  O R E N

F R A N K  S H I F R E E N

Y O N A  V E R W E R

L A U R I E  W O H L
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Passage: A Meeting of The Orchard 
Street Shul and the First Church of 
Christ Scientist, Newport

Donnamaria Bruton  

with Tim Coutis

Donnamaria Bruton notes: Our paths cross at the 
intersection where a disintegrating ceiling and 
declining congregation meet to reflect on what is 
left of spiritual values in today’s community.

Edited sections of original video footage 
of architectural forms and abstract textures, 
shot in the Orchard Street Shul in New Haven, 
Connecticut were projected and video taped 
against the backdrop of the interior of the First 
Church of Christ Scientist in Newport, Rhode 
Island.

The personal nature of the images, a 
window, the untended grounds, the solitary 
individual passing in shadow, reflect the 
resilience of faith over the world’s resistance. 
Tim Coutis in collaboration with Bruton 
developed a soundtrack whose dissonance 
and subsequent resolve are metaphors for 
the dissolution and decay that precedes a 
renaissance.



Stills from Passage: A Meeting of The Orchard Street Shul and the First Church of Christ 
Scientist, Newport, 2009
Single-channel video and audio
(1 minutes, 30 seconds)
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Tekiah

Alan Falk

Alan Falk’s painting recalls images from his 
childhood, in which members of the priestly 
class came forward to chant their blessing during 
the Yom Kippur service. Linking memories to 
the experience of the Orchard Street Shul, he was 
drawn to the magnificent Ark and it’s carvings. 
Above the Ark, where one finds the carved hands 
of a Kohen, a high priest, his imagination took 
flight and he envisioned a Kohen standing before 
the community. Through the sanctuary windows 
Falk depicts two futures—the shul in decay 
and the shul restored to a thriving community. 
This painting incorporates these memories 
and visions with various elements of the shul’s 
decorative motifs. In the lower half, Falk has 
painted a shofar, a ram’s horn, one of the most 
familiar symbols in Jewish life. The single blast 
of the shofar, the “Tekiah,” is a straight sound. 
Historically, it was sounded to assemble the 
community, announce major occasions, a battle 
cry and a call to action.

RIGHT Tekiah, 2009
Oil on canvas
(38 x 64 in.)

OPPOSITE PAGE 
LEFT Photographic composite study for Tekiah
RIGHT Detail from Tekiah



88     C U L T U R A L  H E R I T A G E  A R T I S T S  P R O J E C T



Lamentations

Shalom Gorewitz  

with Karen Schiff

Shalom Gorewitz visited the Orchard Street Shul 
erev Tisha b’Av with two artists from NYC, Joyce 
Burstein and Karen Schiff. Intending to wait 
for the impending rain to record exterior of the 
synagogue, Gorewitz asked Karen if she would 
stand at the central pulpit and say something 
about Tisha b’Av. She agreed and quickly 
improvised a ’drash on the first paragraph of 
Lamentations with the deserted and deteriorating 
schul. After re-recording the audio text with 
sound engineer Paul Geluso, Gorewitz processed 
and edited visuals of books, architecture, and 
performance to sounds of voice and rain. 

Stills from Lamentations, 2009
Single-channel video, color, stereo sound
(5 minutes)
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Reliquary 

Beth Krensky

Much of Beth Krensky’s work consists of 
common objects made sacred. This turning of 
the mundane into precious invokes the possibility 
of change, mirroring the layered history of the 
community and Shul. Her Reliquary pieces are 
about enduring objects. The Orchard Street Shul, 
and the neighborhood within which it exists, act 
as a metaphor for the multiple layers of shared 
existence over time and place. The ebb and flow 
of people, activity, decay and renewal shares a 
history with objects that retain their symbolism, 
power and liturgical or ritual meaning over 
time. The objects placed in the reliquaries have 
physically and symbolically endured over time 
and demarcate a space for religious observance. 
Architectural elements of the Shul have been 
incorporated into the forms of these containers.
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Reliquary I, 2009
Bronze, gold leaf, mica, tefillin
(5W x 14H x 5D in.)

Reliquary II, 2009
Bronze, gold leaf, mica, tallit
(9W x 10H x 4D in.)

Reliquary III, 2009
Bronze, gold leaf, mica, Shabbat candles
(6W x 14H x 6D in.)

PHOTOS Josh Blumental



Shawl

Bruce Oren

After a few visits to the old Orchard Street 
shul, Bruce Oren dreamed of this sculpture—a 
personally unusual method for choosing how to 
proceed with an art project, but an inspiration  
he could not dismiss. The piece involves a larger-
than-life tallit evoked from the prayers offered 
within the Orchard Street shul. That there is 
no one davening beneath the tallit captures the 
longstanding emptiness of the building—a place 
with most of the trappings of a synagogue but 
lacking the congregation to bring it back to life. 
The sculpture’s subject borders intentionally  
on the cliche and its emptiness dances along  
the edge of being too literal, but the stark,  
surreal presence of sculpture, strength of volume 
and surprising plays of positive and negative 
space should easily overcome any resonances  
of the trite.

Shawl, 2009
Canvas, polyester resin, oils and acrylic
(90W x 180H x 60D cm.)
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Heftorah 

Frank Shifreen

As a littIe boy Frank Shifreen attended a shul 
in New London that was a near duplicate of the 
Orchard Street Shul. For Shifreen, the experience 
of Judaism was always aural: the men up on 
the Bimah, chanting in sing-song voices. The 
decoration or interior was never as real or 
present as the sounds of prayer, the ritual songs. 
Shifreen has never before done a sound piece. 
The tune that started to go through his mind 
as he toured the Orchard Street Shul was the 
Heftorah prayers that prepare for the opening 
of the scrolls. He was drawn to the immanence 
of the prayer, yet not the prayer itself. Humming 
the music and he conceived of presenting it for 
this exhibition. Musician Eric Marshall helped 
to formulate and played the compositions. John 
Coltrane, "A Love Supreme," as well as early rock 
music from the time of his childhood are some 
of the influences that can be heard in the piece. 
Envisioning it as a dance and celebration in the 
Shul, as well as a celebration of Jewish culture, he 
wants to present the image or video of the dance 
as well as the music.

Frank Shifreen

PHOTO Robert Rattner
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Temple Talismans:  
Orchard Street Shul Amulets 

Yona Verwer

Verwer’s works are derived from the Kabbalistic 
notion of Tikkun as the idea that the world is 
broken and can be fixed only by human acts. 
Amulets were traditionally made to be worn or 
placed in locations to protect and to bring good 
luck, thus by drawing on the Kabbalists’ use of 
amulets as a form of action, Verwer has created 
amulets for the Orchard Street Shul.

Orchard Hamsa Amulet I’s center contains the 
top half of the shul’s aron kodesh (ark): lions, 
tablets, crown, and sefer. The hamsa shape 
is echoed in the hands bestowing the priestly 
blessing. The hamsa is an ancient talismanic 
method of averting the Evil Eye, or more 
generally, of providing a “protecting hand” 
known to draw happiness, riches and health. 
Orchard Fish Amulet I’s main shape, also featuring 
the ark, is purported to bring good luck and 
prosperity. With these amulets Verwer writes 
that she “hopes to draw positive energy and 
protection to the shul and aid in the saving of the 
beautiful building, so that it can reclaim its role 
as New Haven’s vibrant Jewish center.”

LEFT Orchard Fish Amulet I, 2009
C-Print
(24 x 20 in.)

RIGHT Orchard Hamsa Amulet I, 2009
C-Print
(24 x 20 in.)
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Wall of Prayer 

Laurie Wohl

Laurie Wohl’s Wall of Prayer consists of groupings 
of painted and textured wood panels with words 
of prayer in Hebrew on them—echoing the 
words of prayer that surround the ark at the 
synagogue, and other related prayers. Wohl 
writes “as I stood in the sanctuary, I could 
hear/feel the density of prayers that seemed 
to have permeated the walls of this shul.The 
panels are textured, suggesting the roughness 
of the stones where the walls are crumbling. 
They also represent the building stones of the 
synagogue—as it was built, as it is now, and as it 
may re-vitalized. And, of course, they refer to the 
Western Wall, the wailing wall, in Jerusalem.”

The words on the central six panels form 
the phrase which surrounds the ark at the 
shul: Avinu Malkeinu petah sharai shamayim 
l’tfilatenu (Our father, our king, open the gates 
of heaven to our prayer). At the bottom of this 
grouping 3 panels use the beginning words of 
the Ashrai : Ashrai yoshvai betecha (Happy are 
they who dwell in thy house).

Across the top are words from 
Lamentations—Hashiveinu Adonai Elecha—
Turn us to You, O God. To the right of the central 
sections are the words of the Eytz Chayim (tree of 
life) prayer. And to the left are the words which 
begin the El Malai Rachamim memorial prayer. 
Single vertical panels on the far right and far left 
refer to the Tzkreinu (Remember us) and L’dor va 
dor (from generation to generation). For Wohl, 
this wall of prayer embodies the voices lifted 
in prayer—longing for continuity, community, 
remembrance—which seem to impregnate the 
walls of the shul.

ABOVE Detail of Wall of Prayer 

OPPOSITE PAGE

Central section of Wall of Prayer, 2009
Wood panels, acrylic paint, modeling paste, ceramic stucco, blended fibers
(27 panels, 64 x 39 in.)
 
PHOTOS Richard A. Smith
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Nancy Austin
Nancy Austin is an interdisciplinary design historian and artist who 
has taught at Yale, RISD, and WPI. She is an expert on the sites 
and circulation of culture in the modern period, and the history 
of the museum from the Renaissance to Museum 3.0. Her studio, 
Austin Alchemy—writing, research, design, partners on art-driven 
projects that bridge historical scholarship, an expanded notion of 
cultural tourism as an opportunity for public discourse, site-specific 
installations, and the critical exploration of new locative media. 

www.austinalchemy.com

Meg Bloom
Meg Bloom is a New Haven based artist. Working in a variety of 
media, she often creates and uses materials in ways that become 
metaphors for natural and unnatural processes. She has shown her 
work in solo and group shows, but is committed to collaborative 
work of social relevance with poets, musicians, dancers and other 
visual artists. Bloom has had a number of local artist residencies 
centered on engaging with community members in making public 
art. She has taught art, done large community collaborations,and 
her work is publicly displayed at two New Haven Libraries. Her work 
has been shown in Connnecticut and New York, and she has work in 
a number of public and private collections. Bloom is a member of the 
cooperative City Gallery where she shows regularly.

www.city-gallery.org/bloom

Donnamaria Bruton
Donnamaria Bruton is a Rhode Island artist who has exhibited at the 
Drawing Center in New York City, the Bronx River Art Center, and 
numerous exhibitions throughout the United States. She studied at 
Michigan State University, (BFA), the Chicago Art Institute, and Yale 
University (MFA). Bruton currently is a Professor of Painting at the 
Rhode Island School of Design.

www.donnambruton.com

Walter Cahn 
Walter Cahn is the Carnegie Professor (Emeritus) of the History of 
Art at Yale University. He received his Ph.D. degree from the Institute 
of Fine Arts, New York University, in 1967. He has been the recipient 
of Fulbright and Guggenheim Fellowships, and is a Fellow of the 
Medieval Academy of America. Editor of the journal Gesta (1967-70 
and Editor-in-Chief of the Art Bulletin (1988-91), he has also served 
for three separate terms as Chair of the History of Art Department 

at Yale. Among his publications are The Romanesque Wooden Doors 
of Auvergne (New York, 1974); Masterpieces. Chapters on the History 
of an Idea (Princeton, 1979); Romanesque Bible Illumination (Ithaca, 
1982); Romanesque Manuscripts, 1100-1200 in the Survey of Manuscripts 
Illuminated in France (London, 1996); Studies in Medieval Art and 
Interpretation (London, 2000), and numerous articles.

http://arthistory.yale.edu/faculty/emeritus/facultyem_cahn.html

Jeanne Criscola
Jeanne Criscola, born and based in the New Haven area, is a 
interdisciplinary artist and designer. Her artwork reveals the content 
and context of information and communicates them in graphical form 
with the devices of human culture, technology, language, and other 
symbols. As principal of Criscola Design, LLC, her studio is concerned 
with social activism and conceptual engagement in a globalized 
society. Her studio has won numerous prestigious awards for clients 
such as Museum of Art, Rhode Island School of Design, The Open 
Society Institute, Soros Foundations Network, Quinnipiac University, 
and YNHH. She has exhibited in Austria, Barcelona, Germany and the 
States. Criscola holds a MFA in New Media from the Transart Institute, 
Donau-Universität Krems, and a BFA from Rhode Island School of 
Design. She has taught at Quinnipiac University, Paier College of 
Art, and Western Connecticut State University. She is a member of 
American Institute of Graphic Arts (AIGA).

www.jeannecriscola.net | www.criscoladesign.com

Roz Croog
Roslyn Z. Croog is the granddaughter of Fannie & Louis Croog, 
founders of Congregation Beth Israel in 1913. Her parents, Belle & 
Herbert Croog, were active members of Orchard Street Shul, and 
her father served on the Board of Directors for 54 years. Roz Croog’s 
interests focus on documenting the presence of absence, time studies 
of abandoned buildings and landscapes, refrigerator interiors, and 
communities transitioning from one identity to another. BS, Computer 
Science, Florida International University, 1982. A member of the 
Steering Committee for Art-O-Matic 2000, in collaboration with other 
artists, the Cultural Development Corporation and District of Columbia 
Commission on the Arts for the production of the first annual large 
public art exhibit involving close to 1,000 artists in the Washington, 
D.C. area. Studied research methods, cultural documentation, and 
materials preservation with the Library of Congress Folklife Field 
School. Findings presented at the Smithsonian Institution Folklife 
Festival in Washington, D.C. Full Research Assistantship and MFA, 
Imaging and Digital Arts, University of Maryland Baltimore County, 
2007. Photography exhibits, invitational solo and group shows, juried 
auctions, and awards received in Maryland, Virginia, and District of 

Columbia. Croog recently moved back to Connecticut, where she is 
preparing work for exhibition, and serves as a member of the Board of 
Directors of Congregation Beth Israel, Orchard Street Shul.

www.rozcroog.net

Hasia Diner 
Hasia Diner is the Paul and Sylvia Steinberg Professor of American 
Jewish History at New York University, with joint appointment in the 
department of history and the Skirball Department of Hebrew and 
Judaic Studies, and the Director of the Goldstein Goren Center for 
American Jewish History. She is scholar of American Jewish history, 
American immigration history and women’s history. Her selected 
recent publications include We Remember With Reverence and Love: 
American Jews and the Myth of Silence After the Holocaust, 1945-1962; The 
Jews of the United States, 1654 to 2000, Hungering for America: Italian, Irish 
and Jewish Foodways in the Age of Migration; The Lower East Side Memories: 
The Jewish Place in America; In the Almost Promised Land: American Jews and 
Blacks 1915-1935; and Erin’s Daughters in America: Irish Immigrant Women 
in the Nineteenth Century.

www.hebrewjudaic.as.nyu.edu/object/hasiadiner.html 

Paul Duda
Paul Duda got his BFA degree in photography from the Pennsylvania 
State University and his MFA degree in photography with a minor 
in art history from Pratt Institute in New York City. Duda’s work 
involves a study of cultures in more than thirty countries. He has had 
over thirty one-man exhibitions in cities such as Istanbul, Prague, 
and New York City, and has participated in more then thirty group 
exhibitions as well. Duda taught at the University of Bridgeport and 
since 1994 has been an instructor at the Educational Center for the 
Arts in New Haven, Connecticut. In 2008, Duda’s book entitled, 
The Vanishing Hutongs of Beijing, presented a photographic study 
of areas destroyed in Beijing for the 2008 Olympics. A new book 
entitled “The Marias of Revolution Road” about the Mixtec Indians 
of Tijuana, Mexico is expected in 2010. His work will also be included 
in a book entitled The Book of Death to be published by The Museum 
of Modern Art in 2010. Duda has owned and operated studioDUDA 
photography, a commercial photographic studio on historic Wooster 
Street in New Haven since 1993, and has worked for such notable 
clients as The New York Times and Sports Illustrated.
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Howard el-Yasin
Howard el-Yasin lives and works in New Haven, Connecticut. He 
has studied at New England College in Henniker, New Hampshire, 
Creative Arts Workshop in New Haven, and Wesleyan University in 
Middletown, Connecticut. His work has been exhibited regionally.
el-Yasin is a mixed media artist who works with paper and human 
hair, to found and organic materials. His work often includes grid 
formations and an intuitive process of mark-making. Some of his 
recent artwork explores disrupting conventional relationships such 
presence/absence through the subversion (construction and/or 
erasure) of surfaces to see beauty/ugliness anew. His interest in 
cultural memories has drawn him to participation in the Orchard 
Street Cultural Heritage Project.

Gonzalo Escobar
Gonzalo Escobar is originally from Guatemala. He has a licenciatura 
in Psychology and certification in secondary education from the 
Universidad de San Carlos and an MA in sociocultural anthropology 
from the University of Illinois. For the past 22 years, Escobar has 
worked extensively with minority populations in the Chicago 
metropolitan area, focusing primarily on the Latino community.  
Since 1996, he has produced a weekly radio show, Si Se Puede, 
which focuses on issues effecting local, state, and national Latino 
communities. 

www.web.extension.uiuc.edu/state/staffdetail.cfm?StaffID=49

Maya Escobar 
Maya Escobar is a digital media and performance artist from 
Chicago. She recently completed a MFA at Washington University in 
St. Louis and currently lives in St. Louis. Identifying as a Latina-Jewish 
artist, dyslexic blogger, activist and educator, her work examines and 
re-imagines her personal experiences, attempting to provide others 
with a framework for questioning societal limitations based on 
gendered and racialized cultural generalizations. Escobar’s work is a 
platform for engaging in critical community dialogues that concern 
processes by which identities are socially and culturally constructed.

www.mayaescobar.com

Alan Falk
Born in England, 1945. Studied painting: Manchester College of Art 
& Design. Awarded the Granada Fellowship in Fine Art. Immigrated 
to the U.S. in 1974. Participated in numerous exhibitions in the 
UK, Europe and U.S.A. One man shows include New Art Center, 
London, England; Piccadilly Gallery, London, England; A.M. Sachs 

Gallery, New York; Katherina Rich Perlow Gallery, New York; E.P. 
Gurewitsch Gallery, New York; Montclair State University, New 
Jersey. Group shows include Royal College of Art, London, England; 
International Art Fair, Basel, Switzerland; IKI, Dusseldorf, Germany; 
Kunsterner Hus National Art Museum, Oslo, Norway; American 
Academy of Arts & Letters, New York; Marlborough Fine Arts, New 
York; Baltimore Museum of Art, Delaware; University of North 
Carolina; Columbus Museum of Art, Ohio; Minnesota Museum 
of Art, St. Paul, Minnesota. Work in numerous public, private and 
corporate collections worldwide, including The Charles Burchfield 
Center, Buffalo, New York; Columbus Museum, Ohio; Manchester 
University, England.

www.alanfalk.com

Greg Garvey
Professor Greg Garvey’s research interests have taken him to 
England, Wales, China, Australia, Russia, Austria, Nepal and 
elsewhere. He has exhibited his interactive digital art installations 
in the U.S., Canada and Europe. His work has been written about 
in publications as varied as Wired Magazine and the National 
Geographic Magazine. Previously at Quinnipiac University he was 
the Visiting Fellow in the Arts and also was an Associate Artist of the 
Digital Media Center for the Arts at Yale University. Prior to joining 
Quinnipiac University he was Chair of the Department of Design Art 
at Concordia University in Montreal and was a member of the Board 
of Directors of the Montreal Design Institute. He received a Masters 
of Science in Visual Studies degree from MIT and was a Fellow at the 
Center for Advanced Visual Studies at MIT from 1983-85. He also has 
a Masters of Fine Arts from the University of Wisconsin in Madison. 

www.gregorypatrickgarvey.com

Shalom Gorewitz 
Shalom Gorewitz (b. 1949, NYC) has been working with new 
communication technology since the late 1960’s creating poetic, 
intellectual, and politically charged art videos relating to faith, 
relationships, and social issues. Most recently, Gorewitz produced 
Hot Stains, inspired by a term scientists use to describe places 
around the globe that have run out of clean water. 

www.gorewitz.com

Barry E. Herman 
Dr. Barry E. Herman is president of the Ethnic Heritage Center of 
Greater New Haven and vice-president of the Orchard Street Shul. 
Retired from the New Haven Public School System, where he was a 

teacher, principal and administrator for 30 years, he is currently a 
part-time faculty member at Sacred Heart University. Barry Herman 
is also a contributing writer and editor of many of the volumes of 
the series The Jews in New Haven, published by the Jewish Historical 
Society of Greater New Haven, of which is he is past president. He 
hold several degrees, including the Ph.D., from the University of 
Connecticut. He is the host of the weekly television program “Jewish 
Forum” on North Haven’s public access television station.

Hana Iverson
Hana Iverson is a media artist with a focus on networked 
communities and wireless technologies. Her public projects, Cross/
Walks: Weaving Fabric Row and View from the Balcony along with 
her education initiative Neighborhood Narratives, employs the 
neighborhood as social practice to explore questions about place, 
embodiment, and social engagement inside of mobile and other 
alternative forms of distribution. Iverson is the Visiting Scholar with 
the Institute for Woman and Art at Rutgers University (NJ), and 
founder and director of the Neighborhood Narratives Project,  
www.neighborhoodnarratives.net. 

Iverson has been a key-note speaker, guest artist and/or lecturer 
at the MediaCity conference at the Bauhaus-Weimar University 
(Germany), the Intersociety for Electronic Arts conference (Singapore 
2008), (Belfast 2009), the Graduate Center of the City University 
of New York, the Digital Storytelling Conference in San Francisco, 
Penn State, the University of Colorado, Boulder, the School of 
Visual Arts in New York City, Parsons School of Design, The Jewish 
Museum and other institutions. Iverson has taught and/or directed 
the Neighborhood Narratives program at Rutgers, New York 
University, Temple Rome, Temple London and Temple Tokyo. She 
has been faculty of the International Center of Photography/Bard 
College Graduate Program in Advanced Photographic Studies and 
the New York University, Tisch School of the Arts, Department of 
Photo and Imaging. She has a Masters Degree from the Interactive 
Telecommunications Department at Tisch School of the Arts, New 
York University.

www.hanaiverson.com

Leslie J. Klein 
Leslie J. Klein is a mixed media and fiber artist. She constructs 
garments and objects of hand-dyed, airbrushed, silk-screened, and 
embellished fabrics to address her perspective on Judaic themes. 
Klein is Past President of the Fiber Artists of San Antonio, and 
was a core partner in Textures Gallery for 10 years in San Antonio, 
Texas, where she specialized in wearable art and fabric Judaica on 
commission.
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Klein has had many one-person shows both in the U.S. and in Israel, 
including “The Eden Trilogy,” an installation at the Artist’s House 
in Jerusalem in 1988, through the most recent, “All That Remains: A 
Holocaust Exhibition in Fiber” in Omaha, Nebraska in April 2008. In 
2007 her work appeared in “Uncommon Thread Wearable Art Show, 
Baton Rouge Gallery and Art Center, Baton Rouge, LA, and she won 
“Best in Show” at the Annual Fiber Artists Exhibition 2007, Gallery 
du Nord, San Antonio, Texas. In 2001 her work was selected for the 
Warrior Artist Award in “Fiber Concepts: Surface to Surface,” Witte 
Museum, San Antonio, Texas.

Beth Krensky
Beth Krensky is an assistant professor of art education and the 
Area Head of Art Teaching at the University of Utah. She is an artist, 
activist and educator. She received her formal art training from 
the Boston Museum School. She has exhibited widely throughout 
the United States and internationally. Within the past year, she 
has exhibited her work in Italy, Mexico, Guatemala, Peru, Brazil, 
Colombia and the United States. She is a founding member of the 
international artist collective, the Artnauts. Her work is intended to 
provoke reflection about what is happening in our world as well as to 
create a vision of what is possible. 

www.bethkrensky.com

Jaime Kriksciun
Jaime Kriksciun graduated from Manhattanville College with a 
BFA. She has since gone on to pursue studies in the art and craft of 
stained glass. With her background as an artist, Jaime has pushed 
the traditional medium of stained glass into a new era incorporating 
revolutionary painting, plating and construction techniques. 
For the past 10 years she has worked in the field of restoration 
and rebuilding of antique stained glass panels ranging from 
ecclesiastical to residential projects. In addition to working for two 
local glass studios, Jaime also runs her own stained glass business, 
specializing in custom work, as well as teaches courses in the craft of 
stained glass.

www.flickr.com/photos/jaksdesigns

Seth Lamberton
Seth Lamberton is currently an adjunct lecturer at the City College 
of New York where he teaches 3D Imaging and Animation, while 
he works as a designer and manages digital production at Tom 
Otterness Studio. Seth received an M.Arch from the Rhode Island 
School of Design in 2006. Prior to RISD, Seth worked in community 
development through mentoring and literacy programs, in public 

education institutions such as the University of Washington as well 
as AmeriCorps*VISTA. In 2000, Seth completed study in Studio Art 
and Classics at Whitman College in Walla Walla, Washington. As a 
child he raised chickens and tended alfalfa crops in the summertime 
at the Sunny ‘L’ Ranch, Brewster, Washington.

Mary Lesser
Mary Lesser graduated from Brandeis University and completed 
graduate work in art, receiving a certificate in painting from the New 
York Studio School’s full-time three-year program. In the middle of 
her art career, she also went to Yale Law School and received a J.D. 
Lesser practiced law to help support her family, but never neglected 
making, showing, and selling her art. She has had work exhibited 
nationally and won many prizes. Lesser is a member of City Gallery  
and the Flatfile artists at ARTSpace, both in New Haven, Connecticut. 
Her work is in private and public collections.  

www.marylesser.com 

Lisa Link
Lisa Link earned an AB in Fine Arts from Harvard and an MFA in 
photography from the University of Colorado, Boulder. Currently, 
she is a senior web designer at the University of Massachusetts, 
Boston. Her multi-media work focuses on social and political issues. 
Recent art projects include an activist design series created for 
Boston Public School parents fighting budget cuts, 2008/09; “Serve 
& Project” collaboration/artist residency with Io Palmer and exhibit 
at the Children’s Museum in Pittsburgh, 2009; and a new piece 
for the exhibit “Reimagining the Distaff Toolkit" curated by Rickie 
Solinger on tour through 2010.

www.lisalink.net

Bruce Oren
Bruce Oren is a 57-year-old artist who works primarily in stone, 
but also works in many other media. His formal art training was at 
the University of Maryland, College Park. Oren has staged exhibits 
around the world. His work was last shown at the Whitney Museum 
at Altria, in Manhattan in March 2007. He has won many awards, 
including winning the design competition for the New Haven 
Symphony Orchestra’s Art Violin Project in 2007.

Oren was an informational graphics reporter and photo editor at the 
Houston Chronicle for 27 years. Before that, he was an Architectural 
Sculptor, restoring stone ornament on historic buildings from 
the Carnegie Mansion (now the Cooper-Hewitt, National Design 
Museum) in Manhattan, to the Old San Francisco Mint. Oren has 
been a resident of New Haven since April 2005.

David Ottenstein
David was born in Pittsburgh, Pennsylvania in 1960 and grew up in 
the northeastern United States, primarily in the friendly, rural central 
Pennsylvania town of State College. He lives in New Haven where he 
has worked since 1982 David graduated from Yale University in 1982 
with a BA in American Studies with a concentration in photography. 
Upon graduation, he began working as a freelance editorial and 
commercial photographer, specializing in architecture and interiors. 
In addition to his commercial work, David has been pursuing fine-
art/documentary photography, exploring interiors of abandoned 
and decaying buildings in the northeast and the vanishing agrarian 
landscape of the Midwest. His Iowa work is in the Western Americana 
Collection at the Beinecke Rare Books and Manuscripts Library at 
Yale University and in the Grinnell College Permanent Collection, 
among others. 

www.davidottenstein.com

Robert Rattner 
Robert Rattner has exhibited in Connecticut, Long Island NY, 
Maryland, New York City, Washington D.C., and Cuba. His work 
was chosen for inclusion in Spectra '01, Third National Photography 
Biennial (Silvermine Guild Arts Center) and Images (Shoreline 
Arts Alliance). Robert received the first Marty Forscher Fellowship, 
awarded for humanistic documentary photography, in a ceremony 
at Parsons School of Design/New School. His work has taken him 
to more than 60 countries and has been published in hundreds of 
magazines worldwide. Robert holds M.A. and B.A. degrees in English 
from New York University. 

www.robertrattner.com

Cynthia Beth Rubin
Cynthia Beth Rubin is a new media artist based in New Haven. 
Working working in a variety of forms ranging from print to video to 
interactivity. Rubin’s works ask the viewer to imagine the memories 
of others, to step outside of moment and into the inner life of 
another time. The recipient of multiple Connecticut Commission on 
the Arts Grants, and grants from the New England Foundation on 
the Arts and the Memorial Foundation for Jewish Culture, Rubin has 
also been awarded artist residencies in multiple centers in France, 
and in Scotland and Canada. She spent several months in Senegal 
as a volunteer with American Jewish World Service, and is active in 
international electronic arts organizations. Rubin’s digital videos 
have been shown Opening Night of the Boston Jewish Film Festival 
and the San Francisco Jewish Film Festival, among other venues, and 
her collaborative work with Bob Gluck was installed in the Jewish 
Museum in Prague. Rubin holds degrees from Antioch College (BA) 
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and the Maryland Institute College of Art (MFA). She teaches part-
time at the Rhode Island School of Design.

www.cbrubin.net

Holly Rushmeier
Holly Rushmeier received the BS, MS and PhD degrees in 
Mechanical Engineering from Cornell University in 1977, 1986 
and 1988 respectively. Between receiving the BS and returning to 
graduate school in 1983 she worked as an engineer at the Boeing 
Commercial Airplane Company and at Washington Natural Gas 
Company (now a part of Puget Sound Energy). In 1988 she joined 
the Mechanical Engineering faculty at Georgia Tech. While there 
she conducted sponsored research in the area of computer graphics 
image synthesis and taught classes heat transfer and numerical 
methods at both the undergraduate and graduate levels. At the end 
of 1991 Dr. Rushmeier joined the computing and mathematics staff 
of the National Institute of Standards and Technology, focusing on 
scientific data visualization. From 1996 to early 2004 Dr. Rushmeier 
was a research staff member at the IBM T.J. Watson Research Center. 
At IBM she worked on a variety of data visualization problems in 
applications ranging from engineering to finance. She also worked 
in the area of acquisition of data required for generating realistic 
computer graphics models, including a project to create a digital 
model of Michelangelo’s Florence Pieta, and the development 
of a scanning system to capture shape and appearance data for 
presenting Egyptian cultural artifacts on the World Wide Web.

www.cs.yale.edu/people/rushmeier.html

Janet Shafner
Janet Shafner is painter whose work frequently draws on Biblical 
themes, making visible her personal connections and interpretations 
of the texts, bringing the ancient stories into the contemporary 
realm. She has exhibited extensively over a distinguished career that 
includes a retrospective of her work at the Lyman Allyn Museum in 
New London, and a solo show at the Yeshiva University Museum 
in New York City. Her work is included in the collections of several 
museum collections, including the Slater Museum, the Lyman Allyn 
Art Museum, The Museum of Fine Arts in Springfield, Massachusetts, 
The New Britain Museum of Art, and the Yeshiva University Museum. 

Shafner holds the BA from Barnard Collage, and the MA from 
Connecticut College, and attended the Skowhegan School of 
Painting and Sculpture in Maine, and the Art Students League in 
New York City. She was a Yaddo Fellow and a fellow of the Memorial 
Foundation for Jewish Culture, and is based in New London, 
Connecticut.

Janet was the director of the adult studio art program at the Lyman 
Allyn Art Museum in New London for 30 years, and also taught art at 
Connecticut College in New London, Mohegan Community College 
in Norwich (now Four Rivers Community College), and the University 
of Connecticut at Avery Point, Groton.

homepage.mac.com/janetshafner1

Frank Shifreen 
Frank Shifreen is an artist, curator, teacher and doctoral student 
at Teachers College Columbia University. He has had many solo 
exhibitions of his work in diverse media: painting sculpture, video, 
performance, photography and digital media, in museums and 
galleries throughout the world. He has curated many exhibitions, 
usually with  social and political themes over a 27 year career. His 
first exhibition as director and curator was the Monumental Show. 
an exhibition of contemporary monuments. It was called “The event 
of the season” by Kay Larson of New York Magazine. He was born in 
New London Connecticut and lives in New York City. He is a director 
of Cultureinside.com, an artist-run art networking website based in 
Luxembourg. HIs work can be found in diverse private, corporate and 
museum collections. His dissertation will be based on an exploration 
artist-communities, artist initiatives and exhibitions.

Suzan Shutan
Suzan Shutan is an installation and video artist recognized for her 
imaginative site-specific in-stallations, drawing on the unexplored 
geometry, ambiance, and history of place. 

She received an MFA from Rutgers University and a BFA from 
California Institute of the Arts and is a recipient of a Berkshire 
Taconic Foundation grant, artist fellowships from Artslink, Art 
Matters and the Connecticut Commission on Culture & Tourism 
and has been awarded Artist Residencies at Yaddo and The Bemis 
Foundation.

Internationally she has exhibited in Germany, Canada, Portugal, 
Columbia, Sweden, and more recently at Proyecto Ace, Buenos 
Aires, Argentina, The Palace Ujazdowski Contemporary Art Center, 
Warsaw, Poland and ArtPolitika in Russia. Her national exhibits 
include The Alternative Museum, WAX, Abrons Art Center, Souyun 
Yi Gallery in NYC, The Aldrich Museum, Real Art Ways and Yale 
University in Connecticut and the Laguna Beach Art Museum in 
California. Her work is in collections such as the Villa Taverna 
Foundation, NY and Rhode Island College. Shutan is an Artist Mentor 
for MFA Candidates at Transart Institute in Austria, Berlin and 
NYC and teaches Sculpture at Housatonic Community College in 
Bridgeport, Connecticut.

Sharon Siskin
BFA, Tyler School of Art, Temple University; MA, University of New 
Mexico, MFA, University of California at Berkeley. Recipient of a 
Visual Arts Fellowship from California Arts Council, Potrero Nuevo 
Prize, Noetic Arts Grant, San Francisco Arts Commission Market 
Street Art in Transit Award and 12 California Arts Council Artist in 
Residence Grants for community-based art projects in the San 
Francisco Bay Area AIDS services community and City of Berkeley 
homeless women’s services community. She was the Artist in 
Residence at San Francisco Recycling & Disposal in 2004. Her work 
is featured in publications including Outside the Frame: Teaching Art for 
Social Change (2009), by Beverly Naidus, Notes on the Need for Beauty: 
An Intimate Look at an Essential Quality (2007), by J.Ruth Gendler; 
Women Artists in the American West (2003), by Susan Ressler, Lure 
of the Local: Sense of Place in a Multicentered Society (1997), by Lucy 
Lippard, Connecting Conversations: Interviews with 28 Bay Area Women 
Artists (1988), by Moira Roth and Site to Sight, Mapping Bay Area Visual 
Culture (1995), by Lydia Mathiews. Currently, she is Faculty Advisor at 
Goddard College’s MFAIA Program in Port Townsend, Washington; 
Adjunct Professor in Community Arts Program at California College 
of the Arts and at John F. Kennedy University and Fine Arts at Berkeley 
City College and Chabot College (all in the San Francisco Bay Area.)

www.sharonsiskin.org

Christina Spiesel
Christina Spiesel is a painter and writer who teaches visual 
persuasion to law students at Quinnipiac University School of Law 
and at New York Law School. She is a Senior Research Scholar at 
Yale Law School. Her most recent commission was for the portrait 
of Mary Miller and Ed Kamens for Saybrook College at Yale. She has 
exhibited widely and has coauthored a book (with Neal Feigenson) 
on the impact of the digital picture on the law and legal decision-
making, Law on Display, The Digital Transformation of Legal Persuasion 
and Judgment.

Yona Verwer
Dutch-born Yona Verwer’s recent paintings and photos feature 
mystical Jewish imagery as well as amulet shaped objects and amulet 
portraits. 

Her work has been shown in venues such as the Andy Warhol Factory, 
the Bronx Museum, New York, and the Center for Jewish History in 
New York. Her mural work includes installations at the SAR High 
School in Riverdale, New York, and the Center for Jewish Discovery 
in NYC. Upcoming exhibitions include the Philadelphia Museum of 
Jewish Art and Hartford’s Charter Oak Cultural Center.

Verwer is the co-founder and president of the Jewish Art Salon in 



NYC, a group of artists and art professionals, promoting art and 
understanding within the greater Jewish community. 

She has been featured in The New York Times, the New Yorker, the Daily 
News, Zeek, the Forward, the Jewish Week and the Jewish Press. She has a 
Masters Degree from the Royal Academy of Arts in The Hague.

www.yonaverwer.com

Julian Voloj
The German-born, award winning photographer and writer Julian 
Voloj explores Jewish identity and heritage in his work. Voloj’s 
photographs appeared in various newspapers and magazines such 
as the Washington Post, Publishers Weekly and the Forward. Julian Voloj 
lives in New York City.

www.julianvoloj.com

Laurie Wohl
Laurie Wohl is an internationally-known fiber artist. Her 
Unweavings® fiber art are held in the collections of the Museum 
of Arts and Design (NYC), the American Bible Society (NYC), The 
Constitutional Court of South Africa, and Catholic Theological Union 
(Chicago. Her works have been on long-term loan to the United 
States Embassies in Beirut, Vienna, Tunis, Cape Town and Pretoria.

She has accomplished a number of liturgical projects. Fourth 
Presbyterian Church (Chicago) commissioned The Psalms 
Project—12 major works for its sanctuary—which was completed in 
2008. Ms. Wohl received an Honor Design Award for this project from 
the Interfaith Forum on Religion, Art and Architecture (AIA). Other 
liturgical projects have included commissions for Madison Avenue 
Presbyterian Church (NYC), Chicago Sinai Congregation, Monmouth 
Reform Temple (NJ), Congregation Solel (Chicago), and Kenosha 
Hospital Chapel (Kenosha, WI). 

Wohl’s work has been featured in numerous solo exhibitions, 
including the Philadelphia Museum of Jewish Art, Hebrew Union 

College, Atelier International (NYC), the South Bend Regional 
Museum of Art, and Catholic Theological Union (Chicago). She has 
curated a number of interfaith and multi-cultural exhibitions, and 
has given numerous lectures and workshops on issues of art and 
faith, art and resistance to apartheid, and textile as narrative/ritual. 
Ms. Wohl lives and works in New York City.

www.lauriewohl.com

Chen Xu
Chen Xu is a PhD student in the Computer Graphics Lab, Yale 
University, advised by Prof. Holly Rushmeier. His field of study is 3D 
modeling, which is the study of capturing shape and appearance 
of real objects, ranging from smaller ones such as teapot, to 
architectural scale ones such as buildings on the Yale campus and 
the Orchard Street Shul.

He was born in Wuxi City, Jiangsu Province, China. Before coming to 
Yale, he received the BE degree in Computer Science from University 
of Science and Technology of China (USTC) in 1999, and the MS 
degree in computer software and theory from Institute of Software, 
Chinese Academy of Sciences in 2002.





“ The walls of the Orchard Street Shul in New Haven have 
been allowed to speak … and the artists participating in 
this project have listened. Art can help sustain life, and it 
is hoped that this art will help sustain—and preserve—the 
historic Orchard Street Shul.” 

 Samuel D. Gruber
President, International Survey of Jewish Monuments

CULTURAL HERITAGE ARTISTS PROJECT

P.O.  BOX 6275

HAMDEN,  CONNECTICUT 06518


