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ABSTRACT
There is a specific niche of architecture that brings tangibility 
to the power of music. As a medium through which people 
establish a sense of identity and worth, music is a core 
component to the human experience, building community 
and connections within the architectures that house it. As 
music becomes more accessible and influential, there is an 
inverse relationship reflected in organized religion, with loser 
interpretations translating into less rigid institutions. The Black 
Church and Evangelical Church both highlight how music has 
influenced its architecture and how in turn, the architecture 
has aided in the development of belonging that is formulated 
through the shared experiences of music. Rapper Kanye West 
has recently explored the convergence of music and religion 
in his Sunday Service performances, generating powerful 
experiences for attendees. Through an analysis of three of 
his hip-hop gospel hybrid sessions, this paper uncovers the 
success of West’s latest endeavour, prompting readers to 
take a page out of West’s book and develop spaces that foster 
community and self-worth.

INTRODUCTION
Perhaps the greatest undertone to the postmodern world 
is change. Over the last two centuries, we have witnessed 
change across various frameworks globally, particularly in 
architecture, music and religion. As popular music has become 
more accessible and influential (thanks to capitalism), a new 
niche of architecture has emerged that brings tangibility to its 
power in the form of the music performance venue. Conversely, 
this rise in the consumption of music has paralleled a well-
documented decline in traditional religious worship. However, 
despite the dissolve of organized religion, religiosity is still 
infused in the human experience. Despite all this change, our 
fundamental and instinctual desire for connection as human 
beings has remained, resulting in an adapted definition of 
religion. In the book, The Altars Where We Worship: The 
Religious Significance of Popular Culture, the authors suggest 
that in our modern context, religion is about meaning-making, 
hence we turn to new outlets that help us form a sense of 
identity, such as music. So, when rapper Kanye West asked his 
listeners if “hip-hop [was] just euphemism for a new religion,”1  
he was acknowledging this intersectionality between music 
and religion that is reflective of the postmodern condition of 

identity. Fans and followers make the pilgrimage to the venue 
to see their idols perform in the flesh, listen to their message 
and experience a visceral moment - dare I say, Nirvana. 
While musicians themselves are not comparable to Gods 
(sorry Kanye), there are undeniable parallels to music and 
religion in their practice, consumption, and in the architecture 
in which they are experienced. In order for designers of 
music performance to generate effective zones of meaning, it 
is essential to look back at the typologies that were once so 
influential in shaping our understanding of place in the world; 
the church. This paper examines the evolution of the church 
typology in relation to music performance and its subsequent 
effect on the users of the space, uncovering the power that 
religious form has on the felt experience of music. 

BODY
Connection is the key to the human experience. As humans, 
we crave a sense of belonging, searching for a framework 
that provides comfort in being part of something larger than 
ourselves. Yuval Noah Harari’s best-selling novel, Sapiens: A 
Brief History of Humankind, acknowledges that the success of 
humans as a species has been shaped by our ability to create 
and connect around ideas that do not physically exist, including 
religion, capitalism, and politics2. In our hunt to discover where 
we fit in, we turn to the stories that spark a sense of connection, 
such as the Bible, formal education or through oral storytelling 
like song. Since the 1800s, we have witnessed a diminishing 
interest in organized religion, largely due to the rigidity of such 
institutions. However, our primal instinct to connect has allowed 
religion to remain as an important aspect of human life, despite 
gradual changes. Jeanne Halgren Kilde argues that what has 
kept Christianity vital throughout the last two millennia is its 
amenability to adaptation and interpretation, which has allowed 
individuals to find unique meaning within its broad outline3. In 
The Black Church, Henry Louis Gates defined religion in three 
words: worthiness, personhood and somebody-ness4. If we 
use Gate’s trilogy of religion, we can understand how concepts 
of worthiness, personhood and somebody-ness are used to 
form religious spaces. Music performance venues apply this 
definition to music as a medium through which people establish 
a sense of identity and worth.  
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Tia DeNora argues that music provides a template of the self, 
driving individuals to choose music that produces self-images 
that are tenable, achievable, and are habitable5. She writes that 
the music we choose to listen to can be seen as a resource of 
emotion, influencing one’s own inner life and our understanding 
of social situations6. Music, when incorporated in religious 
services, brings the congregation into a heightened state of 
spiritual awareness and perceived presence of the Divine7. 
Within religious buildings, music aids individual believers’ 
experience of the spiritual, emotional and psychological power 
from both the proximity to divinity and shared interaction with 
other believers8. In order to understand how to manufacture 
an architecture that supports the audience in identity forming 
and meaning-making, we must analyze the spaces which have 
done this so successfully over the years: the Black Church and 
Evangelical Mega-Churches. 

THE BLACK CHURCH
The Black Church dates back to the trans-Atlantic slave trade, 
with its earliest congregations contemporaneous with the 
Declaration of Independence in 1776. As Gates admits, there 
is no single Black Church, just as there is no single Black 
religion. However, the traditions and faiths that fall under the 
umbrella of African American religion, particularly Christianity, 
constitute two stories: one of a people defining themselves in 
the presence of a higher power and the other of their journey 
for freedom and equality in America9. James Cone, in his book 
Black Theology & Black Power, positions the Black Church as 
the sole identity-confirming space for slaves, orienting black 
power within the practices and architectures of Christianity. 
For slaves it was the sole source of personal identity and the 
sense of community10. As a religion centered around hope and 
looking towards a better future, the architecture of the 

Black Church is as bright as the message it aims to convey. 
Historically, black sacred spaces in America have a legacy 
of architectures adopted, camouflaged, and converted, with 
churches popping up in unconventional spaces. Such is 
the case for the First Church of Deliverance [Figure 1] in the 
south side of Chicago that formed in an old hat factory. The 
walls are painted a vibrant green and stained glass overlays 
the fluorescent central light, taking the shape of a cross to 
introduce traditional religious architectural language into the 
unorthodox typology. Lee Bey, a regular worshipper at the 
First Church, believes that part of the reason it is so modern 
is because it was built by and for African Americans, who 
looked toward a brighter, more equitable future, suggesting a 
“conscious push to embrace the new” in an effort to “throw off 
the chains of the past”11. 

The First Church was among some of the few Chicago 
based black churches that truly developed gospel music. As 
a result, their architecture is largely informed by this style of 
music, reflected in the large choir lofts, room for the choir to 
progress through the aisles and allocation of elbow room. As 
Bey admits “you can’t hear that music and be standing still”12. 
Thuto Durkac-Sumo, in an article titled Call And Response: 
The Architecture of Gospel, explains that within the context of 
describing a black public, we can think of gospel as not only a 
musical performance, but as a forceful space-making activity 
critical to black identity. People come to sing, pray, and shout 
out their frustrations, echoing the musical ritual that harks back 
to the services in the hush harbors of the antebellum South13. 
Gospel music is thus so essential to the ritual of the Black 
Church that without it, the space simply wouldn’t exist. Hence, 
Durkac-Sumo argues that if there is an architecture of gospel, 
it is assembled in the moment of performance, an architecture 
measured in volume and duration14. 

Figure 1: The First Church of Deliverance, photo by Anna Munzesheimer
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The performance of black religion and gospel music has 
permeated popular culture since the early 20th century, making 
its way out of the physical church. Music, dance and speech 
has highlighted the key role of the audience in what Carlton 
Molette calls “the drama that is the soulful ritual of black 
religion”, extending the emotional and spiritual life of the church 
in public and secular space15. Its music and linguistic traditions 
are seen across the genres of hip-hop, jazz, blues, soul, R&B, 
folk and even rock n roll, with artists such as Aretha Franklin, 
Marvin Gaye and Kanye West releasing discography that bears 
the imprint of Black sacred music. However, the intersection 
of popular music and religion is not exclusive to black religion 
and many artists of different denominations have woven their 
faith into their music. In the 1970s, the rock n roll community 
witnessed the spiritual rebirth of rock legend Bob Dylan, who 
devoted a portion of his work to purely sacred themes as he 
navigated his own relationship with God. In turn, loyal fans 
opened their hearts to the messages of the Christian faith that 
Dylan reflected, and each performance subsequently acted 
as a tool for spreading the sacred word. Recently, artists such 
as Justin Bieber, Carrie Underwood and Miley Cyrus have 
discussed their faith in their music, bringing religion to the 
secular realm. This publicization of the sacred has inherently 
deformalized it, allowing for looser interpretations of religion 
that churches are beginning to capitalize on, none more 
successfully than the evangelical mega-churches that have 
swept the nation. 

EVANGELICAL MEGA-CHURCHES
Evangelicalism first appeared in the United States in the early 
20th century and quickly became labeled as Americanized 
Christ ianity. There exists a complex and paradoxical 
relationship between evangelicalism and American popular 
culture, such that instead of developing a viable subculture, 
evangelicals have created a one which is counterfeit, baptizing 
and sanctifying secular culture16. This is demonstrated 
through the architecture they’ve adopted, embracing secular 
building typologies, such as school halls and gymnasiums, 
in the hopes of removing all barriers for “unchurched’’ 
church attendance and appeal to a wider group. Hence, 
architectural evangelicalism is a product of the evangelicalist 
desire of churches to engage the unchurched such that they 
may become churched17. It is true that in order for a religious 
group to be successful, they must remain culturally relevant18. 
However, evangelicalism has crossed the line, becoming 
absorbed in popular culture, measuring success quantitatively 
rather than qualitatively. As such, stadiums and other massive 
venues have become spaces of worship, cultivating the mega-
churches of evangelicalism that hold up to 2000 people per 
service. By encroaching on the music performance typology 
of the concert stadium, the use of music performance in the 
practice of worship is to be expected. In fact, popular music 

has become as essential to evangelical worship services 
that it is as relevant as the church’s lengthy sermon. April 
Vega explored the use of popular music in evangelical mega-
churches, recognizing that many of the songs performed 
bear no marking of sacred music or resemblance to Christian 
symbols, but instead were expressive of intense emotion and 
were ambiguous enough to be interpreted in different ways19, 
allowing music to be instrumental in identity forming and 
meaning-making. 

Mega-churches are generally amphitheatrical, not by choice 
but as a consequence of adopting stadium venues [Figure 
2]. Circular in organization, tiered rows of seats rise gradually 
outward from the central stage, so the audience looks down 
upon the service, inverting the common arrangement of the 
church that typically emphasizes physical elevation. For 
centuries, religious and secular authority has been marked 
by physical elevation, with emperors and monarchs situating 
their palaces atop hills, and priests elevating chancels above 
the main floors of churches20. The amphitheater, on the other 
hand, lowers the authority figure and places the audience 
above. Though not as frequently encountered in the church 
today, this form is not new to religion, with the First Baptist 
Church in Minneapolis constructed with a sloping floor and 
pews radiating outwards and upwards from the focal point of 
the stage. This seating arrangement draws the audience’s eye 
towards the featured zone, allowing for unobstructed views of 

Figure 2: Hillsong Mega-Church service in Australia, photo provided by The 
Australian
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the service and thus generating a more inclusive zone. Sound 
naturally carries upward, hence this typology proves to be a 
more effective arrangement when speaking to a crowd. In 
recent years, we have come to associate the amphitheater 
form with music performance, hence this blending of typologies 
and purpose achieved by mega-churches bonds music 
performance to ritual worship.[

CASE STUDY: KANYE WEST’S SUNDAY SERVICES
We can acknowledge that music performance plays a key 
role in religious practice and informs much of its architecture, 
especially in the black and evangelical churches. We can 
also track an increase in religious themes being explored 
in secular music across various genres. However, we have 
not yet considered the effect of religious form on music 
performance itself and what we can learn from the ritualistic 
organization of space, methods of engaging and including the 
audience, as well as creating a zone that cultivates meaning, 
identity and self-worth. Since the release of his debut album 
The College Dropout in 2004, musician, entrepreneur, fashion 
designer and self-titled Divine Lord of Rap, Kanye West, has 
explored themes of religion in both his music and performance. 
Over the course of his career, the world has followed West’s 
very public fluctuating relationship with his faith and mental 
health, exposing the extremely individualistic nature of one’s 
religious and spiritual journey, and how music can be a tool 
to uniquely express oneself. In 2013, West’s album Yeezus, 
a portmanteau of his nickname, Ye, and Jesus, introduced 
us to the megalomaniacal and narcissistic side of West, 
accompanied by a world tour that featured a spotlit mountain 
that elevated him to the highest power. Three years later, 
this god-complex was shattered with the Life of Pablo album 
that positioned him more as a student of God than a god 
himself. The album title encapsulates a powerful ideology for 
West, explaining that “Apostle Paul [Pablo] was the strongest 
influencer of Christianity, Pablo Escobar was the biggest mover 
of product, and Pablo Picasso was the biggest mover of art”21. 
Hence, the album is concerned with the mutuality of message, 
art and product. The associated tour included a 16x20 foot 
platform suspended from trusses to allow West to float 15 
feet above the audience, at times completely covering them. 
Initially, the soaring structure links Kanye back to this almighty 
image, however the engineering feat required an umbilical cord 
connection between West and the hovering stage, symbolizing 
the artist being chained to his art. Yet as Christopher Borrelli 
states, the key image — the one that makes his Saint Pablo 
Tour so innovative — is how the lights redistribute the attention 
of the traditional concert from the performer to the audience22. 
One might speculate that this move is acknowledging the 
power of West’s fan base, who over time have developed 
into a group reminiscent of a cult, making West extremely 
influential. Cult leaders are stereotypically characterized by 

malignant narcissism, and Kanye’s narcissistic infatuation with 
himself has been a time old public display. After all, it requires 
an immense degree of confidence to perform for 100 minutes 
in complete darkness as you look down upon the illuminated 
faces of followers who worship and adore you. 

In 2019, the world was confronted with yet again a new stage 
of West’s career. Kanye released his ninth studio album 
Jesus is King, an album dedicated purely to gospel music 
and sacred themes, with a Kanye twist of course. However, 
it was the performance aspect of this new phase of West’s 
musical journey that would prove exemplar of the intersection 
of religious form, practice and popular music. Beginning in 
January of that year, West invited friends, family and A-list 
guests to his highly exclusive weekly music sets known as 
Sunday Services, which hybridized the religious ritual of 
Sunday church going with Hip-Hop music. Contradicting 
his notorious brand of being larger than life, these sessions 
were stripped back, intimate and introspective, registering as 
atonements, or cleansings. Originally, these services were 
held in small locations neighboring West’s home in Calabasas, 
California. Though as each session became increasingly more 
viral, the venues in which these ceremonies were held grew 
larger to accommodate more people. Whether guests came to 
hear the word of God or to see their own idol in Kanye (after all, 
the Church of Yeezus and the associated dogma of “Yeezanity” 
are very much real), these new-style gigs evolved to become 
highly recognized performances that are changing the way live 
music and religion is experienced. 

Since launching his Sunday Services, West has experimented 
across many venues and environments, with each new location 
offering a consequential exploration of how space, when 
combined with music and light, can generate transcendental 
moments for those in attendance. For comparison, I will unpack 
the spatial conditions of a small, medium and large-scale 
event, and in doing so will uncover the influence that design 
choices have on audience response. 

SMALL-SCALE
The earliest Sunday Services, those held in small, intimate 
rooms with friends and family, established a strong symbolic 
metaphor that would become consistent with these sessions: 
the circular form [Figure 3]. Within the Christian faith, the circle, 
or ring, symbolizes eternity and never-ending existence, as well 
as Heaven for its perfect symmetry and unvarying balance. 
In his Calabasas house, a circular room envelopes the close 
group of guests, incorporating the radial organization that we 
see in both the church and amphitheater typology that allows 
for panoramic engagement and inclusivity in the viewing. 
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Figure 3: Plan and Elevation drawings of West’s Calabasas House Sunday Service space 
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Figure 4: Plan and Elevation drawings of Coachella 2019’s Sunday Service 
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These early sketches of Sunday Services also inaugurate the 
exploration of James Turrell inspired lighting that would be so 
prominent across these performances. West is a long-time 
admirer of Turrell, whose research is concerned with human 
visual and psychological perception, and is intrigued by the 
healing properties of light that his work explores. In an effort 
to parallel Turrell’s work, West set off “to contribute something 
musically and to learn more about sonics that are healing”23. 
This has taken shape in his Sunday Services and particularly in 
his earliest work, with lighting wrapping the upper portion of the 
continuous wall, creating a duo-toned halo-effect that floods 
the space with colored light (usually red). By monochromatizing 
the experience, in part from the lighting but also the neutral 
dress code that was implemented, West eliminates distracting 
variables, redirecting focus towards the message and the 
music. 

Within the circular space, West and those performing are 
situated in the middle of the room, while guests wrap the 
circumference. Along one section, the phosphorescent choir, 
known as “The Samples” (led by Jason White) stands on risers, 
creating a tier that lifts the voices up, allowing them to occupy 
new elevations that vertically engage the space. This choir 
arrangement resembles that which is seen in a church, echoing 
the effect that is generated when song is projected above the 
general crowd of worship, as if the voices are descending 
from the Heavens. While churches and cathedrals achieve 
this effect through high ceilings that allow for reverberating 
sound, West paints both the walls and ceilings of his Sunday 
Service spaces white to create the illusion of height to mirror 
this within the spaces he is working with. While the services are 
Kanye’s endeavor, he shares the spotlight with other creators 
that have been so influential in the process, such as White, 
Philip Cornish (musical director), Nikki Grier (lyricist) and Steve 
Epting (vocal arranger), in order to let go of control and best 
share the word of God. Seats are provided for both audience 
and performer, though there is no tether, tapping into the Black 
Church service ritual of getting out of your seat to participate 
in the moment with your body and voice. The sessions adopt 
call and response, inviting those in attendance to contribute 
to the moment, establishing belonging and worth by knowing 
that their participation is valued. This is made easier by the 
gospel-inspired remixes of some of West’s classics as well as 
other popular tunes, both sacred and secular, reworked to fit 
this Christian Hip-Hop style that encapsulates holy messages. 
Through these spatial variations, the space is activated across 
various dimensions within the zone, creating energy flows 
and pockets throughout. As such, the entire space becomes 
a melting pot of emotion, connection and feeling. By tapping 
into religious ritual and adopting architectures associated 
with worship, West produces an experience of music that, as 
DeNora would describe, “makes available ways of feeling, 
being, moving and thinking” 24. 

LARGE-SCALE
Perhaps the reason for West’s initial success with his Sunday 
Services is credited to the small scale. After all, the feeling 
of intimacy is often best cultivated in smaller spaces with 
less people. Therefore, the announcement of his Coachella 
Easter Sunday Service set brought intrigue into how such a 
powerfully connective ceremony would translate on such a 
large scale. Immediately, this calls to question the exclusivity 
of the services, which some have slammed as sacrilegious, 
as Coachella is a clout-chasing, media-centric annual music 
festival that draws inauthentic, image-driven crowds. As such, 
one has to wonder if those who spent their Easter Sunday 
with West were truly there for the religious experience or just 
to snap an exclusive pic. Either way, the session proved that 
despite intentions, music performance that taps into religious 
form and ceremony generates power for all attendance. By 
adding intense beats to religious chants, West brings religion 
up to speed with the times, so that regardless of one’s religious 
affiliation, the music alone is enjoyable. 

The gig was performed on a man-made mound that rose 
out of the campsite grounds, becoming a new typological 
dollop that accompanied the curvaceous desert mountains 
in the background [Figure 4]. As expected, the mound was 
circular, covered with freshly laid sod to appear one with the 
landscape as opposed to the obtrusive stages that plop onto 
the Coachella Valley polo field, detached and uninspired. 
West and his swag of 50 performers, all harmoniously clad 
in pastel colored YEEZY clothing (West’s clothing line) were 
arranged circularly atop the nonstage, with the audience 
sprawling outwards from the bottom of the hill, looking up. 
One could argue that the dramatic departure from the one-
level organization of the small-scale performances to this 
20-something foot tall elevation translated into a loss of 
intimacy that harks back to asserting dominance through 
physical elevation. To that, I would simply offer that this 
organization allowed everyone to witness the service, thus 
being inclusive given the conditions of the site - you couldn’t 
build an amphitheater here (or could you?). The site in tandem 
with the 9 a.m time slot of the show eliminated the need for 
artificial lighting, thus there was no Turrell-inspired element 
to this performance. Rather, the service was laid out under 
the sun, in a way metaphorically becoming more stripped-
back and natural, especially with the earth mound stage. Yet 
despite a lack of typical concert equipment, the spectacle 
of West’s performance was still cinematic. The power in 
the choir’s voices alone, credited to the sheer size of the 
group, propelled the music throughout the open zone. With 
no physical envelope, the space is conducive to multiple 
experiences, allowing the audience to mosh at the very front, or 
relax in the back. West and his performers engaged the mound 
panoramically, ensuring all viewing angles were included in 
the performance, keeping people enthralled as they danced 
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across the raised earth. Some parts of the show were high 
energy, calling for clapping, shouting and singing out from the 
audience, while other parts slowed down, such as the sermon 
delivered by late-rapper DMX. After attending Churchella, 
writer Jia Tolentino proclaimed that West’s services aren’t so 
much about piety as they are about self-promotion, pointing 
out that the key selling point to the Sunday Service gathering 
at Coachella was exclusive merchandise for exorbitant prices 
— from $50 tube socks to $225 sweatshirts. “It comes down 
to this complicated relationship between being a prophet or a 
supplicant,” Tolentino says25. Nonetheless, this performance 
was undeniably engaging and special. Although the large 
scale called for adjustments to be made, there was still a 
strong sense of community and placemaking that transpired, 
ultimately proving that a consideration for religious form and 
ritual in music performance generates moments of deep 
connection and identity for those in attendance.

MEDIUM-SCALE
Lastly, we will consider West’s medium-sized Sunday Service 
at the Forum in October of 2019, the first session to follow the 
release of his album Jesus is King. Available to the public at 
$15 per ticket (an immense contrast to the $450 base ticket 
price for Coachella and the $200 general admission price for 
his Saint Pablo Tour), the service is geared towards anyone, 
from anywhere. The Forum is located in Inglewood, south of 
Downtown LA, and is a standard amphitheatrical stadium 
type venue that utilizes the circular form that is so symbolic 
for West’s services [Figure 5]. West and his accompanying 
performers occupied the central, lowered grass-covered 
platform that featured a multitude of colored flora, tying in this 
earthy symbolism that was reflected in the Coachella service. 
Overhead is a round screen, symbolic of a halo, that projects 
colored light and even moments of passing clouds, introducing 
the light healing properties that West pulls from Turrell. In 
keeping with the unison of costume, performers were clad 
in monochromatic white and were loosely scattered within 
the bounds of the human-circle, causing West to at times 
disappear. Similar to the show’s precursors, the Forum’s show 
was part sermon, part Sunday Service choir performance, 
and part Kanye West concert. The softer, more religious 
interpolations of West’s previous well-known work dissolved 
any barrier to secular fans, inviting them to join in by weaving in 
the familiar. If you’re seated 50 rows back, proximity to divinity, 
or West, is limited, however the unobstructed view, paired with 
the familiar and uplifting tone of remixed Kanye beats, removes 
the barriers of connectivity. On the other hand, those invited 
to view the show from the exclusive zone that occupies the 
Forum’s floorplate experience a closeness to the performance, 
though might have trouble seeing all aspects because of their 
position. It’s give and take. In addition, the multimedia event, 
which utilized elaborate sound and stage design to add to the 

spectacle, included diverse guest artists, such as saxophonist 
Kenny G and rapper Pusha-T, reinforcing the idea that this 
is for everyone. As Carter Fife describes, “It was refreshing 
to see a stage that was in many ways an inverse of Kanye 
West’s stage design on 2016’s Saint Pablo tour. Before, West 
stood alone on the panopticon stage, hovering above his fans 
performing to them. On Sunday, West was under his fans 
performing for them,”26. 

CONCLUSION
All three of these performances are unique, making it difficult 
to claim one as more successful than another. Each service 
is a completely new work of art, offering new lessons for 
West as he navigates how to develop Sunday Service into a 
Gesumtunswerk. The beauty of the gig is that it is rooted in 
time and place, despite being transportable and ephemeral. 
Live music creates local scenes and a sense of identity for 
those who are there: a social link between performer and 
audience, reinforcing the link between music and place27, so 
variations in venue will naturally generate different results. But 
that is to be embraced. I admire Kanye’s exploration of different 
spaces, all while testing the variables of lighting, positioning, 
staging, outfitting, sequentialism, proximity, scale, track lists, 
guest performers and indoor versus outdoor relationships. It 
is inspiring to see West undergo this exploration of meaning-
making and connectivity, especially during a time in the world 
that has been so isolating. Therefore, I urge architects and 
designers to take a page out of West’s book and develop 
spaces that foster community and self-worth. Whether you 
believe Kanye to be a “true Christian” whose performances are 
a legitimate expression of faith or, as Fife describes, box him to 
a caricature of a misguided celebrity plagued by mental illness 
and a growing distance between himself and reality28, there is 
no denying the power that his Sunday Services ensue. Sure, 
the whole spectacle of it all embodies the postmodern crisis 
of representation, tying in Baudrillian ideas of representation 
in terms of religion, but if the goal is to feel part of a whole, to 
imprint the audience with a feeling of meaning and worth, then 
I argue that is enough cause to respectfully appropriate and 
adapt ritualistic form and ceremony. 
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Figure 5: Plan and Elevation drawings of West’s Sunday Service at the Forum 
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