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Welcome to an important new collabo-
ration between Faith & Form and the 
Interfaith Forum on Religion, Art 

and Architecture (a knowledge community of the 
American Institute of Architects) . Over the past 
year, representatives of Faith & Form and IFRAA 
have met and worked out an agreement to produce 
and distribute an Education Issue each year for all 

IFRAA members (IFRAA membership does not automatically include a 
subscription to Faith & Form) . The first fruit of this collaboration is this 
issue, which focuses on the aural worship experience and how acoustics 
shape sacred space . Each year, Faith & Form and IFRAA will produce an 
Education Issue that will focus on a relevant subject of religious art and 
architecture . IFRAA conferences will be one source of content for these 
special issues .

AIA members will be able to earn continuing education units (CEUs) 
by reading this issue and then answering CEU questions accessible on the 
IFRAA website (www .aia .org/ifraa) . A link to the CEU questions is posted 
on the Faith & Form homepage as well (www .faithandform .com) . On our 
website you will also find archived articles from past issues . Along with 
the immediate educational benefits, introducing the journal to a pool 
of more than 4,000 new readers with an expressed interest in religious 
art and architecture will translate into a greater sharing of knowledge in 
future issues, as more IFRAA members subscribe and become part of the 
dialogue in the pages of Faith & Form . (If you are a new reader and you 
like what you see, please fill out and send us the subscription form on 
page 30 .)

We know that great religious art and architecture grow from the science 
of sound . Dawn Schuette, an architect and acoustician (and an adviso-
ry member of IFRAA) explores in her article the elements of acoustics 
that shape sacred space . She gives guidance on working with building 
committees, and challenges our preconceptions about the aural worship 
experience; she has found for example, that amplifying sound is not always 
the best way to achieve an aural experience of clarity and transcendence . 

Robert Poovey, an organist and historian with Casavant Frères, writes 
about the role of the organ in worship . Poovey traces the history of the 
organ back to the Egyptians . His account of how the organ became the 
“king of sacred instruments” cuts across many faith traditions, some of 
them non-Western . Robert also provides advice on how to place organs 
in various kinds of worship spaces .

One of the most influential movements in the design of Christian 
churches was spurred by the role of sound in liturgy . William Eakins, an 
Episcopal priest, discusses the development of the auditory church, its rise 
and fall, and how it continues to influence the design of sacred buildings 
to this day . 

Taking a global perspective, musician and composer Roger Davidson 
writes movingly about how music can connect us in a worldwide fel-
lowship of belief . Universal sacred music transcends all geographic 
boundaries, all creeds, and many cultures . From the global to the per-
sonal, Editor Emeritus Betty Meyer reports on the power of the aural 
experience in her own worship community .

Faith & Form and IFRAA are proud of this collaborative issue . We want 
your feedback and ideas for future Education Issues and new articles . Let 
us know how Faith & Form and IFRAA can better serve you . Drop a line 
or send an email to mcrosbie@faithandform .com .

Welcome to the discussion . 

A Sound Education

Michael J. Crosbie is the Editor-in-Chief of Faith & Form and can be 
reached by email at mcrosbie@faithandform.com

Editor’s Page  Michael J. Crosbie
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What are one’s expectations upon first entering a worship space? 
They vary according to one’s religious denomination, cultural values, 
experiences, and tastes . A few common elements, however, are powerful 
influences: the sense of space (intimate or grand); the aspect of light 
(its absence or control, with shafts of light from a concealed source or 

reference to the heavens, or from large openings 
that bathe a space in sunlight) . But it is the 
aural experience — a hushed silence, a soaring 
reverberation, or an intimate voice — that can 
keenly reinforce the sense of the sacred .

Although sound is typically the sense that 
people find hardest to define, everyone reacts 
to the aural environment on an subconscious 

level . For example, a baby who makes a noise in a space that supports 
and allows her sound to soar will often stop, listen, and test the sound 
again, sometimes with even more enthusiasm! A quiet environment, 
with limited interaction, tends to quiet a child’s desire to call out or 
sing . This sense occurs in everyone, and the environment of a wor-
ship space will influence the way in which a congregation uses it . The 
music program, preaching style, and congregational participation 
evolve in response to each particular worship space .

For an architectural and acoustic design to be successful, it is vital that 
there be good, open communication between church members and the 
professionals who assist them in the design and construction of a new 
worship space or in the maintenance and development of an existing 
one . Clergy, music directors, and lay members of a congregation cannot 
assume that designers know their desires or understand how they wor-
ship . Designers need to hear the language of their clients to accurately 
interpret the needs of a particular congregation .

This article explores how people react to different sound conditions and 
how the impressions and emotions that sound evokes can be augmented 
or diminished by the construction and finishes of a worship space .

Dawn Schuette is a principal at the acoustics con-
sulting firm Kirkegaard Associates in Chicago, 
Illinois, and an advisory member of the Interfaith 
Forum on Religion, Art and Architecture.

Church of the Epiphany, South Miami, Florida, designed by Spillis Candela DMJM. Photo: Courtesy of Spillis Candela DMJM/Brian J. King, Sun King Studio. 

The Aural Environment for Worship

By Dawn Schuette
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Defining Acoustic Quality
For any type of worship, there is general consensus that certain basic 

acoustic qualities provide the best aural environment . Without question, 
clarity is a key component of a successful worship space . Whether the 
space is a reverberant cathedral or an intimate chapel, the spoken word 
must be clearly understood, and the congregation must be able to par-
ticipate fully in dialogue and song . Clarity is particularly important for 
music, but it also creates an engaging atmosphere for all worship activi-
ties; it welcomes and brings people into the community experience .

One’s ability to see strongly influences his ability to hear and both are 
critical factors for worship spaces, including the relationship of clergy 
to congregation, choir to congregation, and congregation members 
to each other . Direct line of sight is required for the initial sound to 

reach a listener, so the ability to see an altar or bema platform is a basic 
requirement for seating . Similarly, the relationship among congregation 
members is key to creating a good sense of community . The interaction 
of all participvants in worship was a major emphasis of the design for 
the Community of Christ Temple .

Aural response is also linked to visual or tangible impressions . For 
example, people may complain that they cannot hear well if they are 
in an environment that is either too hot or too cold, or if the seating is 
not comfortable . Conventional wisdom suggests that wood walls are 
necessary to provide good sound, yet many of the most revered worship 
spaces with excellent acoustics have little or no wood surfaces . The warm 
look of the material, and perhaps the fact that wood surfaces are often 
tangibly warmer than stone or plaster, contribute to this perception .

Finally, a space must be free of distracting noise from the exterior, from 
mechanical systems and noisy activities in adjacent rooms . Otherwise, 
speech and music must fight to be heard clearly above the noise .

Describing Sound
People should not be intimidated by feeling that they do not know 

the correct, technical terms to describe sound . All can describe their 
impressions . Sound elicits strong emotional responses to a space . The 
following are just a few of the terms that I have heard from clients (and 
used myself) over the years .

Sense of “nakedness” or “being exposed”
These terms are often used when people feel they are singing or 

speaking alone, without support -- the result of a space that does not 

support sound . In a worship space, such a feeling can cause people to 
hold back in speech or song . Three common factors in building design 
elicit this feeling . First, a space may be too dry and not provide support 
or blend for the sound . This does not mean that reverberation in a room 
must last for four seconds to be good . Reverberation does not have to be 
extremely long to be supportive, but it has to be strong enough and just 
long enough to allow the sound to develop fullness and richness .

A common problem is an excess of sound-absorptive finishes close 
to the congregation: wall treatments, curtains, plush seating, and car-
pet . Another issue less commonly considered is a lack of balance in 
the space’s frequency response: construction or finishes that remove 
either too much high-frequency sound or too much low-frequency 
sound . Either one can cause people to feel unsupported . Men’s voices 
will sound thin in a space lacking bass response . A space that does not 
support high frequencies may cause women with high voices to hold 
back . Conversely, a space described as “engaging” provides ample sup-
port and a balanced frequency response .

“Dry,” “dull,” or “dead” sound
Generally, the term “dry” describes a space with a relatively short 

reverberation time . The length of reverberation time that feels right 
depends on the worship style . A worship style based on speech prob-
ably wants only a relatively short reverberation time to provide the best 
clarity . One that includes chant or traditional organ music may need a 
long reverberation time for the proper development of the sound . In 
this latter case, I have heard people describe a room as dry when it has a 
two-second reverberation time .

“Live,” “full,” or “rich” sound
These descriptors apply to a space with a moderate or long rever-

beration time where sound “blooms,” or fills the space and envelops 
the participants . The emotional response is often quite powerful and 
uplifting to the spirit, bringing inspiration and a sense of excitement 
and grandeur . Such an acoustic condition is beyond the normal every-
day experience, so it becomes a transformative aspect of the worship 
environment . Sufficient volume and the limited use of sound-absorptive 
materials are required to sustain sound for two seconds or more . The 
shape of the space is also important . A room with tall, nearly paral-
lel sidewalls will sustain sound longer than an even taller space with 
a steep roof and lower sidewalls . The appropriate amount of volume 
and the proper use of materials will be determined by a number of fac-
tors: desired length of reverberation time, available height or building 
footprint, any existing limitations in construction (for existing spaces), 
room configuration (plan layout, balcony or not), and desired/expected 
finish characteristics . A congregation that chooses a significant amount 
of absorption in the form of padded chairs, carpet, and drapery should 
be aware that those materials have an impact on the sound quality . 
Length of reverberation is not the only factor in creating a full, rich 
sound . Strength of reverberation is also important . A small chapel may 
have limited volume, and with it a shorter reverberation time, but the 
shaping and finishes may be such that sound is sustained very efficiently 
and develops a richness and blend that can be quite pleasing .

Typically a “rich” and “enveloping” sound is well balanced . As noted 
earlier with regard to the sense of being exposed, people can sense on a 
subconscious level whether sound in a space is evenly supported at all 
frequencies . A sound that lacks low-frequency energy will be described 
as “weak .” Sound that overemphasizes high-frequency sound will be 
referred to as “harsh,” “brittle,” or “scratchy .” The common reaction to 
this characteristic is a sense of edginess or discomfort . Sound that lacks 
high frequencies will be considered “lifeless” and “dull .” A well balanced 

The Aural Environment for Worship

Community of Christ Temple in Independence, Missouri, designed by 
Helmuth, Obata & Kassabaum. Photo: Kirkegaard Associates.



The Riverside Church in New York City. Originally designed by Henry C. Pelton and Charles Collens, 
the renovation architect was Gerald Allen & Jeffery Harbinson.
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room response has neither too much high-frequency sound or exces-
sive low-frequency sound . Construction materials must have enough 
mass to support bass energy appropriately for the room use, which 
in some cases will allow people to literally “feel” the music . Sound-
absorptive materials should be limited or used carefully to avoid an 
excessive loss of high-frequency energy . This is particularly important 
for small rooms where a given amount of sound-absorptive material 
will have a larger impact than the same amount used in a large space . 
Surfaces must be well detailed to diffuse sound evenly and eliminate 
acoustic problems such as flutter (sound caught in a parallel geometry), 
which creates an edginess to the sound . Large, flat, parallel planes typi-
cally should be avoided .

Rarely can users define the desired reverberation time in their wor-
ship space . They know what they like or don’t like only when they hear 
it . It is therefore helpful for church members and designers to visit some 
existing spaces and to discuss the positive and negative aspects of those 
rooms before the design of a new space .

Generally there is less participation in an acoustically dry room, 
whether speech or music is amplified or not . People will not speak or 
sing out when they feel theirs is the only voice, or that their voice stands 
out above the rest . A dry room does not provide a sense of envelopment . 
The lack of reverberation time, however, is not always a bad thing . A 
dry space can be used to enhance contemplation . A small chapel or an 
individual worship or meditation area may benefit from the sense of 
serenity that comes from a quiet, acoustically dry environment .

An amplification system for speech alone or for music and speech 
must be carefully designed in a reverberant space to assure intelligibility . 
It is easy to excite the reverberant volume and to generate conditions that 
are muddy, so it is critical that the audio system deliver as much sound 
as possible directly to the listeners and not upward into the space .

“Distant,” “mushy,” “hard-to-hear” versus “articulation,” 
“transparency,” “intimacy”

These terms are typically used with regard to the clarity and the pres-
ence of sound . Members of a congregation may not realize that this is 
the issue at hand, particularly when describing the sound of an existing 
space . A chaotic or unclear environment is distracting and tiring for 
listeners, and makes it hard for the congregants to find their place in 
a text or to sing along with a hymn . At worst, people may “tune out” 
entirely . Those with hearing problems strain in a space without clarity . 
Good clarity allows one to feel that she is having a private conversation 
with the person speaking, or is sitting close to a singer or instrumental-
ist . This acoustic intimacy engages people .

Strong, late reflections of sound create echoes . Such reflections result 
from wide sidewalls, high ceilings, or distant rear walls . Timing dif-
ferences do not have to be great to create a significant echo; strong 
reflections arriving just 1/20th of a second after the initial sound will 
make confusing echoes for speech . Interestingly, when people use the 
term “dead spot,” they are often referring to an echo rather than to a lack 
of sound . The echo interferes so much with the direct sound and early 
reflections that it is as if that original sound is completely lost . Focusing 
conditions (typically, concave geometries) that concentrate sound, often 
lead to echoes, because resulting strong reflections may, at times, be 
stronger than the original sound . Examples of this are gently concave 
ceilings or curved or faceted rear walls that follow a concave seating 
layout . Echoes must be controlled if clarity is to prevail .

Excessive buildup of sound in a space can make it hard to distinguish 
direct sound from the reflections of the preceding sound . Conditions of 
flutter (sound trapped in a parallel or similarly repeating geometry) can 
distort sound and lead to excessive sound buildup .

Too often the design of an audio system does not suit the conditions 
of the space . Care must be taken not to fill a reverberant room with 
amplified sound energy, as noted earlier . Loudspeakers covering a choir 
area, or monitors for amplified instruments will often create echoes if 
their sound reflects off walls or ceilings and interferes with the main 
amplification system for the congregation .

Although it may seem counterintuitive, increasing the level of sound 
amplification can diminish the clarity of speech or music . The louder the 
amplification level, the more likely that the room volume will be “excited” 
by the sound . Reflections become stronger and may begin to interfere 
with or completely mask the direct sound from the loudspeakers .

It is important to note that providing clarity for non-amplified music 
and speech is important in a room with a long reverberation time . A 
large warehouse can have a long reverberation time, but without proper 
shaping of wall and ceiling surfaces, the sound of a choir or speaker in 
such a space would be chaotic, distant, and inarticulate .

Quiet, Peaceful, Calm Environments
People find that a quiet space is comfortable, contemplative, peaceful, 

calming . Such spaces are hard to find today, so they can be an especially 
powerful part of any worship service . A quiet environment is power-
ful emotionally because it allows greater dynamic range for music or 
speech . Musical nuance evokes emotions of joy, sadness, excitement, 
grandeur . An orator can generate powerful emotion with dramatic 
pauses and alternately quiet and boisterous phrases .

People are not always aware how much they strain to hear above a 
general din . Unwanted or unnecessary noise is at best distracting and at 
worst tiring and unsettling . It is hard for anyone to concentrate or hear 
clearly if the levels of background noise (HVAC equipment, lighting 
hum, roadway noise, rain) are too high and threaten to cover the sound 
of speech or music . Control of background noise is especially important 
for those with hearing impairments .

Translating Good Sound Quality into Design
With input from religious leaders, music directors, and congrega-

tion members, and through careful use of materials the design team 
can achieve its desired effects . The building committee must commu-
nicate well with the congregation and with the architects, acoustical 
designers, artists, liturgical consultants, and other design team mem-
bers . Experiencing and contrasting facilities firsthand is a great way 
to establish the baseline acoustic goals, desires for level of finish, and 
architectural style that will best suit the congregation . As the design 
progresses, regular communication and feedback are essential . The 
architect and the design team must communicate regularly with the 
building committee, describing the design decisions and the impact of 
those decisions on acoustics .

The examples that follow describe practical solutions to some of the 
most common acoustic challenges in worship spaces .

More Reverb in an Existing Space
The congregation of The Riverside Church (photo page 8) in New 

York City wanted to improve the reverberation time within the worship 
space . The space had a grand volume, but the dull sound did not match 
the visual impression . For an existing space like this, the primary con-
cerns for reverberation are construction materials and room finishes . 
For Riverside, the major issue was that an acoustically absorptive mate-
rial, Acoustolith, had been used  in the original construction in 1931 . 
This material looks like stone, but is porous and absorbs high-frequency 
sound . Rarely used now, Acoustilith was popular in the early days of 
amplified sound reinforcement as a means of controlling reverberation 
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in a large space and improving the clarity of the spoken word . Its one 
advantage is that the material is fairly dense, so it is a good reflector of 
low-frequency sound .

The solution to Riverside’s problem was to seal the material . To do 
this without changing its appearance, tests of clear masonry sealers 
were conducted . Sealer application was a complex process, but the 
result was the full, reverberant sound that a listener would expect upon 
entering a space of this scale . Clarity of sound was maintained because 
modern loudspeaker systems have much better pattern control for use 
in reverberant rooms .

Accent on Clarity
The Church of the Epiphany (photos on cover and page 6), designed 

by Spillis Candela DMJM and completed just a few years ago in South 
Miami, Florida, is a large room of nearly one million cubic feet . We 
became involved in the project after the initial design and section of the 
room were determined . Although there was sufficient volume to provide 
a great acoustic condition for music, the main goal stated by the users 

was their desire for good speech clarity . The acoustic design goal was to 
provide a good, balanced sound for music while controlling echoes and 
excessive reverberation that might harm clarity of sound . Acoustically, 
the result is a space that is impressively live, with a supportive environ-
ment that deliberately stops short of cathedral-length reverberation . It 
is an excellent setting for the spectacular Ruffatti organ .

The church interior uses a large amount of glass . To assure a balanced 
sound for music, opaque surfaces within the room were made of heavy 
materials to support low-frequency reverberation . The end walls of the 
nave, apse, and transepts are precast concrete . Concrete on the roof deck 
also provides low-frequency reflection and ensures that the sounds of 
heavy rainstorms do not interrupt Mass . Precast panels at the lower 
sidewalls are slightly angled in section to direct the congregation’s sound 
downward, encouraging congregational singing while avoiding flutter . 
Wooden pews are without upholstery to further support an engaging 
acoustic environment for the congregation .

A modest amount of glass-fiber paneling was added to the room to 
avoid excessive reverberation and to minimize echoes . Panels are located 

Church of the Transfiguration, Orleans, Massachusetts, design by William Rawn Associates. Photo: Kirkegaard Associates
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on the underside of the pews and in a narrow band on the high ceilings 
at the extreme ends of the room . Panels were also integrated into the 
faces of the one-story structures behind the congregation, where they 
also provide echo control from the audio system .

The room includes separate voice and music reinforcement systems . 
Voice reinforcement uses two pairs of steerable array loudspeakers 
mounted to the base of the steel arch at the transepts . The loudspeakers 
near the pulpit and presider’s chair provide good directional realism for 
speech . A series of small cabinets mounted below the clerestories and 
aimed down at the pews provides music reinforcement . The loudspeak-
ers are delayed and zoned to accommodate sources from the choir loft or 
the chancel . The voice reinforcement system provides excellent clarity .

Engaging Sound in a Contemplative Space
The Church of the Transfiguration (photo page 10) in Orleans, 

Massachusetts, designed by William Rawn Associates, is a modern 
expression of an early Christian basilica . This form was selected as best 
suited to the monastic tradition and style of worship . Daily services, often 
sung in Gregorian chant are held for members of the religious commu-
nity and the public . After visiting churches in Europe, the congregation 
leaders asked for a space with a soaring acoustic character but one that 
would also support quiet contemplation . The congregation rejected the 
use of amplification in the room for either speech or music .

The nave is a long, rectangular space with narrow side aisles whose 
height provides the desired long reverberation time for chant . The lower 
sidewalls, deeply sculpted with window recesses in the exterior wall, pro-
vide diffusion low in the space . The large entry doors at the rear wall 
incorporate sound absorptive materials behind a brass screen material 
to control echoes directly down the center aisle . Upper sidewalls are 

angled slightly at the band of the mosaic artwork and clerestory windows 
to mimic early architectural construction techniques of lightening the 
structure as the building rises . This construction provides natural flutter 
control and enhances the sustainment of sound in the upper volume .

Cast-in-place and precast concrete elements and grout-filled masonry 
comprise the enclosure of the room to provide full support of the non-
amplified voice and organ . Stone and mosaics along the walls and apse 
ceiling are being added in phases and are directly applied to the concrete 
and masonry to assure a solid wall construction .

The apse is rounded in both plan and section at the altar . Shaping 
was incorporated into the lower bench that wraps the chancel to redi-
rect the effect of the focusing geometry in the lower plane of the room . 
The curve of the ceiling at the chancel naturally enhances non-ampli-
fied speech and singing originating from the altar and the front of 
the room . The peaked roof of the nave is relatively shallow to support 
reverberation development in the upper volume of the space while pre-
venting direct reflections from the high ceiling to the floor that would 
otherwise create echoes .

Background noise levels in the space are extremely low, which was 
not a small feat, given that the location of the air-handling fans and 
pumps had to be adjacent to the upper sidewall of the nave . Multiple 
layers of construction in the mechanical equipment room prevent 
direct transfer of vibration from the equipment to the nave structure . 
A series of shafts outside the space and tunnels below the nave floor 
provide sufficient distance to attenuate the sound of the fans and dis-
tribute air efficiently within the space . 

Earn AIA continuing education credit for this article by answer-
ing the Education Issue questions posted on the IFRAA website: 
www .aia .org/ifraa . 
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The organ, more specifically the pipe 
organ, declared by Mozart to be “for-
ever the King of Instruments,” is one of 

the oldest and by far the most complex of all 
musical instruments . For nearly 2,000 years it 
has served as the choice when a single musical 
instrument was deemed necessary or desirable 
to command sonic attention or assume leader-
ship in a large space be it a stadium, a concert 
hall, a church, or a synagogue .

Historically the pipe organ is the close relative to the pipes of Pan . 
Three elements are required: pipes representing specific pitches; a steady 
wind supply to make the pipes sound, and a means to control the sound-
ing of the pipes . The earliest known instrument with these attributes 
is generally thought to have been invented by Ktesibios of Alexandria 
around the middle of the 3rd century B .C .E . This instrument employed 
water pressure to steady the wind and was known as a hydraulis (water 
organ) . Over the next six centuries other similar instruments were devel-
oped by the Arabs and in Byzantium and by the 3rd century C .E . organs 
using weighted bellows to steady the wind were as prevalent as the 
hydraulis . After the collapse of the Roman Empire the water organ dis-
appeared altogether in favour of the bellows organ and the art of organ 
building continued to develop in what is now the Middle East .

These ancient precursors to the modern pipe organ were used almost 
exclusively in secular settings—in theatres, at festivals, and in amphi-
theatres as well . The use of organs at sporting events today is most 
certainly a striking contemporary parallel! It is interesting that although 
the organ was very much a part of Byzantine and Arab secular society, 
the instrument has never played any significant role in Eastern Orthodox 
Christian tradition; neither has any evidence at all surfaced that it has 
ever been used in Islamic worship . These faith traditions center their 
worship totally outside of secular influence, and this may be why the 
organ is not used for worship .

Exactly how the organ became the instrument of Western religious 
traditions and why it played no known secular role at all for several cen-
turies is an odd historical twist that remains a mystery . Its introduction to 
Christianity being generally attributed to Pope Vitalian in the 7th centu-
ry is probably more the stuff of legend than of fact . The earliest concrete 
evidence of organs in Christian churches dates to the 9th century: it is 
known that a Venetian priest in Aachen undertook to build a hydraulis 
during that period, and Benedictine monks in Spain might have learned 
organ building from Arab instrument makers around the same time .1

That the earliest church organs were installed in monastery chapels 
suggests that monks built them . There is, however, scant evidence indicat-
ing conclusively that they were used liturgically before the 12th century .

There was considerable controversy over the organ’s presence in 
churches . Philip Schaff writes:

The attitude of the churches toward the organ varies . It shared, to some 
extent, the fate of images, except that it never was an object of worship . . . 
The Greek Church disapproved the use of organs . The Latin Church 
introduced it pretty generally, but not without the protest of eminent 
men, so that even in the Council of Trent a motion was made, though 
not carried, to prohibit the organ at least in the Mass .2

A “modern Italianate” organ case by Casavant Frères harmonizes 
well with the Byzantine-Romaesque architecture of St. Clement’s 
Parish in Chicago.

By Robert Poovey

Robert Poovey is Project Director for Casavant Frères, a pipe organ 
company located in St-Hyacinthe, Québec, Canada. He holds the degree 
Doctor of Musical Arts in Organ Performance from the Eastman 
School of Music (1989), and from 1995 to 2006 was Music Director and 
Organist at historic St. Luke’s Episcopal Church in Atlanta, Georgia. 
Dr. John Westerhoff, Theologian-in-Residence at St. Anne’s Episcopal 
Church in Atlanta, provided valuable comments and suggestions on 
this article.

This interesting drawing of a hydraulis appears in the 12th-century 
“Psalter of Eadwine.” Note that there are two players, both of whom 
have a preoccupation with the men operating the pumping mechanism.
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Some of the objections were based on tradi-
tion: since Christian liturgy drew heavily from 
Jewish practice, and since at the time instru-
mental music was not used in synagogue 
worship, many early Church leaders were 
uncomfortable breaking with the norm; other 
objections were formed on the grounds that 
the organ and its predecessors were associated 
with use in secular settings and that they were 
very, very loud—certainly an unwelcome ele-
ment within the dignity and solemnity of the 
Mass . In any case, by the 13th century its litur-
gical use was well established .

Following the various reformations of the 
16th century, the Catholic Church retained 
the organ as an integral part of liturgy: it was 
used in various ways as an accompaniment to 

choirs3 as well as to signal various key points 
in the Mass (i .e ., its beginning, the elevation of 
the Host etc .) . In Lutheran congregations the 
instrument was used to lead congregational 
singing and as a solo instrument for preludes 
and postludes . Protestant Reformed congrega-
tions followed a different track altogether in 
which no instrumental music at all was permit-
ted during services . Vocal music was regarded 
as the only acceptable form for liturgy and a 
vigorous tradition of congregational psalm sing-
ing developed . Fortunately the organs were 
not destroyed (as they were in England under 
Cromwell), and they were played during the 
week when churches were open, and sometimes 
before and after services . By the 17th century 
it seems that organs were once again approved 

for use in Reformed liturgy, perhaps because 
leadership was necessary to keep the congre-
gational singing together .4 In the New World, 
the Puritans dubbed the organ “the devil’s 
bagpipes” and, like the Protestant reformers in 
Europe, they regarded the human voice as the 
only musical instrument appropriate for wor-
ship . Nevertheless, even the Puritans eventually 
relented and allowed organs and other instru-
ments beginning in the early 18th century .

In Jewish tradition, there is evidence that the 
hydraulis may have been used in the latter years 
of the Second Temple in Jerusalem (6th century 
B .C .E . to 1st century C .E .) as a part of its wor-
ship .5 After the destruction of the Temple by 
the Romans in 70 C .E ., the rabbis declared that 
music, a symbol of joy, should be eliminated 
from worship as a sign of Judaism’s loss – both 
of its edifice and its independence .6 In the 17th 
century organs are known to have been placed 
in synagogues in Venice and Prague,7 but it was 
not until the Reform Movement in Germany in 
the 19th century that organs were once again 
regarded as a desirable element in worship .8 
That trend spread quickly, perhaps more in the 
U .S . than anywhere else, and organs were used 
in much the same manner as in other tradi-
tions: to accompany cantors and choirs, and to 
lead congregational song .

In this cursory historical overview one can 
discern three distinct ways the organ has been 
used in churches from early times to the pres-
ent day . Keeping in mind that no other single 
instrument is capable (without amplification) 
of creating the sound energy necessary to fill 
such large spaces and lead the singing of a 
substantial body of people, first and foremost 
it has served as a support to that singing—
whether by cantors/choirs or a congregation . 
Second, in Catholic tradition it was used to 
signal various points in the Mass . Third, it has 
served as a solo instrument, as in Reformed 
and Lutheran traditions .

Evoking Emotion and Setting a Mood
If one wants to get at the heart of the vari-

ous ways the organ finds use in worship, it 
would seem that evoking emotion or setting 
a mood is at that heart . One could argue that 
the first church organs served as awe- or fear-
inspiring devices, to remind congregants of the 
power not only of God but also of the priests . 
The very nature of the instrument—a sort of 
one-person orchestra with extraordinary color 
and dynamic possibilities—enables skilled 
organists to choose sounds (registrations) 
appropriate to whatever music is offered at any 
given time . A rousing entrance hymn played 
confidently and in a manner appropriate to 
the words is a wonderful vehicle for instilling 

At the Brick Presbyterian Church in New York, the visual design of this late French-
Symphonic-style organ by Casavant Frères takes cues from the gentle curves, pilasters, and 
dentil moulding found in the chancel of this stunningly restored sanctuary. The carvings 
found in the console are copied from those in the altar.
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a sense of excitement and expectation for what is to follow in a service . 
A communion hymn would receive a very different treatment . As an 
organist I have devoted much practice time to “painting” the texts of 
hymns, anthems, and psalms through my registrations .9

In some traditions solo organ music is not infrequently employed to 
cover action10 or as an accompaniment to spoken prayers—I recall hav-
ing heard ethereal, angelic sounds in those contexts as a child .

But as a solo instrument the organ is mostly heard in the preludes and 
postludes that typically frame liturgy . Therefore, since organ music is 
frequently both the first and last sound one hears upon entering sacred 
space for worship or leaving it to return to the world, the instrument has 
great power as the vehicle to set a tone appropriate to each of those expe-
riences . We organists command quite a lot of power under our hands 
and feet and I believe our most important task is to use the instrument 
we play (as well as our talents) always to support liturgy and to enhance 
the experience of our parishioners in the most positive way, from the first 
note of the prelude through the final chord of the postlude . That music in 
general can stir the heart is irrefutable; that in liturgy and in the hands of 
skilled players the organ has proven itself the liturgical master of that trait 
more effectively than other instrument is a matter of historical fact .

Worship in many places today relies on instruments other than 
the organ . “Praise bands” and other ensembles consisting of a vari-
ety of instrumentations are common . Also, synthesizers and digital 
alternatives to pipe organs are prevalent and they do possess desirable 
capabilities, at least in terms of their respectable imitation of acoustic 
instruments and their lower cost .11 These instruments find use in some 
traditional as well as contemporary worship . Aside from the cost fac-
tor, that these digital instruments are so common seems at odds with 
scripture—Psalm 150 and other texts describe the use of many differ-
ent instruments in worship, all of which in some way or another move 
air by means of naturally occurring vibrations rather than by those 
induced by loudspeakers .

An Instrument Tuned to Sacred Space
Many people are not aware of the amount and kind of space a 

pipe organ can occupy . Lack of appropriate height is perhaps the 
most pernicious problem, but lack of an adequate “footprint” is also 
very prevalent, both in existing buildings and in new construction . 
Particularly in the case of new construction and renovation proj-
ects where the installation of a pipe organ is contemplated, everyone 
involved is well advised to see a pipe organ that serves a space of sim-
ilar size, if only to see what space is necessary for such a complex 
instrument . To visit a pipe organ builder’s shop is also a good idea, 
and most builders are delighted to take visitors through their shops . 
Seeing artisans at work, making the thousands of parts that go into the 
construction of a pipe organ, provides valuable information to those 
involved with church or synagogue design, be they architects, liturgi-
cal consultants, or clergy .

A church or synagogue embarking on the adventure of building a 
new worship space is well advised to contact pipe organ builders very 
early in the design process so that there exist open lines of commu-
nication and a good understanding of the desire for an appropriately 
sized and appointed instrument from the beginning—pipe organs as 
afterthoughts are not often successful . Engaging a good pipe organ 
consultant can be valuable in helping an organ committee educate 
themselves about the instrument generally, as well as to determine cer-
tain specifics of their particular project . It is also wise to contract with 
a reputable independent acoustical consultant who has an established 
track record working with pipe organs in liturgical spaces . Committee 
members should nterview possible candidates/companies just as they 
would any other professional .

Once the architect, consultants, and church committee have acquaint-
ed themselves with the actual space an organ might occupy, probably the 
most important question to ask is where the organ will be positioned . In 
a rear gallery? Front and center? In specially designed chambers (either 
in the chancel or in a gallery)? Answers to this question have not only 
aesthetic and musical implications, but also theological ones . Front-and-

The façade pipes in the Casavant Frères organ at Montréal’s 
magnificent Notre-Dame Basilica have gold leaf on their mouths as 
well as stenciling at their tops.
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1 Peter Williams and Barbara Owen, The New Grove Musical Instruments 
Series: Organ (New York, 1988) .
2 Philip Schaff, History of the Christian Church, Vol . 4 .
3This accompaniment was not in the sense that we know it today but rather 
the alternatim praxis in which the organ alternates with the choir, i .e ., 
the choir sings a verse (of a canticle, such as Magnificat), followed by the 
organist playing the next verse .
4 Schaff, in History of the Christian Church, continues: “The Lutheran 
church retained, the Calvinistic churches rejected it, especially in Switzer-
land and Scotland; but in recent times the opposition has largely ceased .”
5Rabbi David Rosen, “Did You Ever Wonder Why the Organ Is Played In 
Some Synagogues But Forbidden In Others?”, in BYLines (Houston, Texas: 
Congregation Beth Yeshurun, October 29, 1999) .
6Ibid .
7Ibid .
8 In Conservative congregations, however, organs are still not entirely 
welcome and their use remains a topic of debate .
9I recall hearing an extraordinary accompaniment to one of the Psalms at 
Evensong in a British Cathedral; one of the verses spoke of “the mouth of the 
lion” and at that point the organist, in the space of mere seconds, imitated a 
lion’s roar through the use of a very deep-toned and raucous sound .
10 For example, in a wedding ceremony, when the bride and groom move 
towards the altar to make their vows .
11Over the course of decades, however, these instruments typically do not 
prove as cost-effective as would appear at initial investment . Also, technol-
ogy advances so quickly that they are perpetually out-of-date . Such may 
seem to be “the old arguments” against investing large sums of money in 
electronically imitative instruments; nevertheless, this rationale still holds 
true much of the time .

center installations can be very satisfying from an aesthetic and musical 
point of view, but theologically speaking they run the risk of being more 
the center of attention than is desired . Chamber installations do not dis-
tract from other focal points in a space, but musically these installations 
sometimes are not successful . Generally speaking, rear gallery organs 
have the advantage of speaking directly into the space while not divert-
ing attention from other important elements in the space .

Rediscovering the Pipe Organ
Though a discussion of particular musical trends within various 

traditions is beyond the scope of this article, there is considerable evi-
dence that many churches that years ago “went contemporary” are now 
beginning to rediscover the value of traditional music . What once was 
a one-way street is now, happily, two-way, and the potential of cross-
pollination between the best of both traditions–liturgically, musically, 
architecturally, acoustically–is greater than ever before . This trend has 
positive implications where the pipe organ is concerned .

Pipe organ building is as active an art as ever, with many builders 
needing several years from the signing of a contract to the delivery of a 
new instrument . As with the rediscovery of traditional music on the part 
of churches founded on contemporary models, they seem at the same 
time slowly but steadily to be discovering the pipe organ . Over the last 
decade or so churches that already have pipe organs are more interested 
in restoring/renovating them rather than replacing them with either a 
new pipe organ or a substitute . Despite the cries of doomsayers, there 
is scant evidence that the place of the pipe organ in churches and syna-
gogues is anything but secure . Long live the King of Instruments!

Earn AIA continuing education credit for this article by answer-
ing the Education Issue questions posted on the IFRAA website: 
www .aia .org/ifraa . 
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Visiting the cathedral in Toledo, Spain, 
last fall I was struck by the limited vision 
the great building’s design provided for 

the lay worshippers . I had seen the same liturgi-
cal arrangement in the cathedrals at Burgos and 
Cuenca: a choir area with solid masonry walls 
filling much of the east end of the nave and 
entirely blocking the congregation’s view of the 
high altar and much of the rest of the cathedral’s 

interior . When I commented on what seemed to me a strange phenom-
enon, my Spanish guide replied, “We Catholics do not need to see the 
Mass; all we are obliged to do is hear it .”

I could not help wondering, however, how well a congregation in a 
cathedral like Toledo’s could actually fulfill their obligation to hear Mass 
if not for the modern sound system and strategically placed television 
monitors . St . Paul declares, “Faith comes by hearing,”1 but it is clear 
that providing for such hearing, at least in regard to the laity,has not 
always been the highest priority in the design of churches . Sometimes 
hearing has taken a back seat to other concerns even in Anglicanism, 
a Christian tradition whose beginnings were strongly influenced by 
recognition of the vital role of hearing in public worship .

According to the Acts of the Apostles, the first Christians shared 
their property, ate meals in common, and prayed together daily both 
in the temple and in each other’s houses .2 This pattern of a highly 
personal community life centered on a house/church continued for 
the next 300 years . Beginning in 313 C .E ., however, with the adoption 
of Christianity by Constantine as the official religion of the Roman 
Empire, church life was radically changed as it adapted to its new role 
of state institution . Gone was the family-like community gathered in 

an intimate setting; in its place was the basilica, a large assembly hall 
where large congregations met to attend formal Eucharistic liturgies 
that were very different from the “breaking of bread” table fellowship 
of the apostolic age . Over the ensuing centuries these liturgies became 
more and more elaborate, and the context of their celebration more 
and more remote from the daily lives of most Christians . By the end of 
the Middle Ages, the Mass had become a rite performed by the clergy 
in a language the great majority of the laity did not understand and 
in a liturgical space considerably removed from where most of the 
congregation gathered .

With the publication of the first Book of Common Prayer in 1549, 
reformers in the Church of England sought to recover what they under-
stood to be the spirit of worship in the apostolic age . The prayer book’s 
aim was to make the worship of the Church accessible, understandable, 
and biblical . The preface to the first Book of Common Prayer decries 
the fact that, “whereas St . Paul would have such language spoken to 
the people as they might understand … the Service in the Church of 
England … hath been read in Latin to the people, which they under-
stood not; so that they have heard with their ears only; and their hearts, 
spirit and mind, have not been edified thereby .”3 

Prayer-book worship in English was intended to change all that 
through the persistent exposure of congregations to a steady diet of read-
ings from Holy Scripture and to services using scriptural language .

The effective implementation of prayer-book worship, howev-
er, proved to be a challenge . For one thing, the church buildings the 
Church of England had inherited from the previous centuries were 
largely unsuited to common prayer . Deep chancels, separated from 
the nave by rood screens, had been built for the use of the clergy or 
monastic communities and not for the laity . Although the chancels were 
not completely separated from the nave, altars and congregations were 
certainly remote from each other . How were such buildings to be used 
for the new prayer-book liturgies that were conceived as the work of 
the whole congregation, not just the clergy? An influential reformer 
of the period, Martin Bucer, identified the problem thus: “because the 
end of all ceremonies of the church is the effective building up of faith 
in Christ … it is necessary that the things said and done in the sacred 
assemblies should be well understood by all present . For that the [chan-
cel] should be so distantly separated from the rest of the temple and the 
service … be set forth in it alone, is anti-Christian .”4

Over the course of the next 200 years, a number of rearrangements 
were tried in order to adapt medieval churches for prayer-book wor-
ship . Pulpits and reading desks for the daily offices of Morning and 
Evening Prayer were moved out into the nave . Permanent stone altars 
were destroyed and replaced by wooden Holy Tables . These Holy Tables 
could be placed in the nave itself or in the western end of the chancel to 
form a communion stead . All of these rearrangements were intended 
to bring the clergy out of the chancel and among the people so that all 
could worship together as one body and everyone could clearly hear 
what was being said .

It was the Great Fire of London in 1666 that provided the first signifi-
cant opportunity for building churches specially designed for worship 
from the Book of Common Prayer . Appointed as architect for the Rev. William J. Eakins is Rector Emeritus of Trinity Episcopal Church, 

Hartford, Connecticut.

Faith and Hearing: 
The Rise and Fall of the Auditory Church

By William J. Eakins

Trinity Church in Newport, Rhode Island, is an example of an 
auditory style church with a prominent pulpit.
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rebuilding of more than 50 churches destroyed 
in the conflagration, Christopher Wren devel-
oped what he called the auditory principle of 
ecclesiastical architecture:
“In our reformed religion, it should seem vain to 
make a Parish church larger than that all who are 
present can both hear and see . The Romanists, 
indeed, may build larger churches, it is enough if 
they hear the Murmur of the Mass, and see the 
Elevation of the Host, but ours are to be fitted for 
Auditories . I can hardly think it practicable to 
make a single Room so capacious … as to hold 
above 2,000 Persons, and all to hear the Service, 
and both to hear distinctly, and see the Preacher .”5 

 The building plan that Wren devised in the 
Renaissance style and consistent with the above 
auditory principle is characterized by a rectangu-
lar, almost square nave surrounded by galleries 
on three sides, a large elevated pulpit, a shal-
low apse for the Holy Table, and a rear gallery 
reserved for lay choir and organ . The object of 
the whole design was to bring people as close as 
possible to the minister leading the service . The 
deep chancels of the medieval churches which 
had proved to be so inconvenient for prayer-
book worship were eliminated . 

For almost 200 years, Wren’s auditory design 
provided the model for new churches for 
Anglican congregations and the congregations of 
other protestant denominations in both Britain 
and in the colonies . Even when in the late 18th 
and early 19th centuries, romanticism intro-
duced an interest in the picturesque possibilities 
of the Gothic and Classical Revival styles, these 
new tastes did not change basic church design . 
The auditory church continued whether dressed 
with Gothic or Greek architectural detail .

In 1839, however, a movement began in the 
Church of England that before the end of the 
19th century radically changed the design of 
Anglican churches . This highly influential 
movement was launched with the founding of 
the Cambridge Camden Society . Inspired both 
by the Catholic Revival theology of the Oxford 
Movement and by the ideals of romanticism, the 
Cambridge Camden Society set out to breathe 
new life into the Church of England by placing 
its worship in the setting of medieval architec-
ture and ceremonial .

While the Oxford Movement (and its 
Tractarian theologians such as Newman, Pusey, 
Keble, et al .) focused on correcting the theol-
ogy of the Church of England, the Cambridge 
Movement sought to correct the Church’s archi-
tecture and worship . In doing so, the leaders of 
the Cambridge Movement invented a new term: 
Ecclesiology, the study of the proper way of 
building and equipping churches .

The Ecclesiologists dismissed the auditory 
church architecture of the 17th and 18th centuries 

The deep chancel of All Saints Margaret Street in London is typical of Ecclesiological 
churches that became popular in the Anglican Communion in the mid-19th century.
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as debased and pagan and vigorously promoted their idea of perfection: 
the medieval church of the 14th century . The chief characteristic of such 
a church and the feature that most concerned the Ecclesiologists was a 
deep chancel from one-third to one-half the length of the nave . It was 
here that the rites and ceremonies of the medieval church were per-
formed . Ecclesiologists, wishing to revive the beauty and power of this 
ancient ritual, particularly the Eucharist, sought to recreate its architec-
tural setting . It was thought that the sight of splendidly vested clergy 
performing with solemn ceremony the liturgies of the Book of Common 
Prayer could not help but quicken the congregation’s sense of worship .

The Ecclesiologists propounded an idea of worship that was very dif-
ferent from that of the several previous centuries since the Reformation . 
For the reformers, worship was aimed mainly at the rational mind via 
the ear . Hearing the words of the liturgy, especially the sermon, was 
of primary importance . A right understanding of the Word of God 
was the goal, with the assumption that once people were in possession 
of the Truth of God they would then behave with godliness . For the 
Ecclesiologists worship was aimed at the imagination and the heart via 
all of the senses . A sense of mystery and awe in the presence of God was 
the goal, with the assumption that the devotion and admiration evoked 
by such experience would produce exemplary Christian behavior .

The Ecclesiologists were extraordinarily effective in winning accep-
tance for their model of the ideal church building . From about 1850 
onward, practically every Anglican house of worship in Great Britain, 
the United States, and in the British colonies was built according to 
Ecclesiological principles in approximation of 14th century Gothic 
style and with a deep chancel . Also, in America in particular, churches 
built before the advent of Ecclesiology underwent extensive alterations 
in the second half of the 19th century in order to add the requisite 
deep chancel .

Why were the Ecclesiologists so successful? Perhaps the greatest rea-
son was that people were ready for a new experience of worship, one 
that would appeal to their imagination and feelings and not just to their 
reason . On a practical level, however, the Ecclesiologists were successful 
because they came up with an attractive new purpose for the large chan-
cels they so strongly advocated: they would provide space not just for 
officiating clergy but for a vested lay choir . So familiar has such a choir 
now become that it is seldom realized that it is not an ancient custom 
but an innovation by the Ecclesiologists of the 19th century . It was an 
innovation that justified the design and expense of the Ecclesiological 
church and won its acceptance by Anglican congregations and by con-
gregations of many Protestant denominations .

Since the middle of the 20th century, however, the Ecclesiologists’ 
quasi-medieval church has become increasingly unsuitable . Anglican 
liturgical thinking, while continuing to recognize the importance of 
much of what the 19th century recovered in the way of ceremony, vest-
ments, and the like, has come to a fresh appreciation of worship as a 
corporate activity . This development, paralleling the liturgical renew-
al movement of the Roman Catholic Church, has been informed by 
study of the practices of the primitive Church and by a theology that 
emphasizes the Church as a community and not merely an organiza-
tion . Liturgy has come to be seen as the work of the whole church and 
not just something led by the clergy for the edification of the laity . As 
a result, the deep chancels of the Ecclesiologists, with congregations 
separated from the clergy at the altar for the sake of holy mystery are 
now widely seen as anachronistic encumbrances . Various rearrange-
ments of the worship space in Ecclesiological churches have been tried, 
many of them involving moving the old altar out from the east wall and 
closer to the congregation . Sometimes Holy Tables have been intro-
duced in addition to or replacing the old altar . It has, in fact, been a 
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Acoustement plasters can be integrally colored or painted, and can be troweled for a semi-smooth finish.
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process reminiscent of the same experiments tried 500 years previously 
by the reformers to adapt medieval churches for prayer-book worship . 
The added element in the contemporary challenge, however, has been 
figuring out what to do with the vested lay choir . In some churches the 
choir still occupies the chancel; in others the choir has been moved out 
onto the floor of the nave or into a gallery at the rear of the church .

What is clear is that the age of the Ecclesiological church is over 
and new models for church buildings are emerging . It is interesting 
to note the degree to which these new models show an appreciation 
for the auditory principle that produced the Anglican churches of the 
17th and 18th centuries . Altars, lecterns, and pulpits are placed close 
to or even in the middle of the congregation, with seating arranged 
around the center of worship . Congregations are once again building 
houses of worship that recognize the corporate nature of the Christian 
worshipping community and enable these communities to listen to 
one another and to God .

Earn AIA continuing education credit for this article by answer-
ing the Education Issue questions posted on the IFRAA website: 
www .aia .org/ifraa . 

1Romans 10:17 .
2Acts 2:44-46 .
3The Book of Common Prayer . The Church Hymnal Corporation, 
New York, 1979, p . 866 . 
4Martin Bucer .  Scripta Anglicana . Basel, 1577, p . 457 .
5Letter to a friend, published in Parentalia or Memoirs of the 
Family of the Wrens, Compiled by His Son, Christopher, Now 
Published by His Grandson, Stephen Wren, Esq ., London, 1750 .
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Since human beings 
first discovered music, 
we have had a vehicle 
other than speaking 
through which to 
express our feelings 
other than speaking . 
I would have loved 
to be there when the 
first songs were sung . 
I believe that already 

then, people had an inner sense about com-
municating that which cannot be adequately 
expressed through speech . Also, when the ear-
liest human beings first looked up at the sun 
and felt that there was a divine source, they 
aspired to connect with a supportive power far 
greater than themselves or their communities . 
Perhaps, indeed, an inspiration for the forma-
tion of the first communities was a feeling not 
only of kinship but of spiritual brotherhood 
and sisterhood that came through in the earli-
est songs and chants .

Where do such feelings come from? From 
the inner feeling we all have somewhere in our 
beings that there is a creative, protective and 
nurturing power in the universe – a source of 
help we can all turn to . From the time the ear-
liest religious chants and songs were uttered, 
people were able to experience the unique con-
nection with the Divine that happens through 

music . Music enhances words and can be a 
special kind of bridge between the world we 
live in and the beyond .

In various parts of the globe, at different 
times, spiritual leaders in different cultures 
began to lead their followers in certain rituals, 
ceremonies and celebrations, worshiping some 
form of deity . Some of the great spiritual lead-
ers taught principles by which they believed 
human beings should live and certain beliefs 
about the Divine; eventually systems known 
as religions came to be . As time passed, many 
teachings were added and new systems of belief 
arose, some in conflict with others . Despite the 
differences that still exist today, however, a 
common thread has essentially remained: our 
fundamental connection with a power greater 
than ourselves .

When I started to write what I later called 
“universal sacred music,” I realized that much 

Roger Davidson is a composer and president 
of the Foundation for Universal Sacred 
Music, Inc. For more information about this 
organization, visit the website at univer-
salsacredmusic.org, or e-mail: info@univer-
salsacredmusic.org. A sample of Davidson’s 
sacred music can be heard on the Faith & 
Form website.

By Roger Davidson
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traditional sacred music speaks mainly to 
those who adhere to specific sets of beliefs that 
are not or could not be shared by all humanity . 
What is needed for the future of sacred music 
are texts that may be rooted in existing tra-
ditions but are selected or modified to reflect 
those points of truth which we have in com-
mon and which therefore can unite us rather 
than divide us . Many passages in the world’s 
scriptures speak of a God who is exclusive 
rather than inclusive, who is full of contradic-
tions and who does not love all human beings 
unconditionally . For example, the belief that 
humanity is divided into those who are saved 
and those who are damned does not reflect 
what I believe to be the true nature of God, 
which is one of eternal love and infinite com-
passion . Nor does the depiction of God in 
certain scriptural passages as a vengeful or 
jealous deity reflect the true nature of God . It 
is unconditional love that is at the basis of uni-
versal sacred music, which in essence is music 

that is meant to bring peace to all those who 
hear it by communicating, through words 
and music, that we are all loved and valued 
equally, now and forever . Universal sacred 
music is meant to convey the reverence and 
yearning for the Divine that we can all con-
nect with through the Divine spark that comes 
from God and is and will be within each of us . 
This feeling of reverence can be all the greater 
when the music is based on texts that convey 
the unconditional love of God .

What follows naturally is the need for the 
creation and collection of universal sacred 
music, to assist with the spiritual evolution of 
mankind . Without calling it universal sacred 
music until much later, I found myself in the 
early 1980s writing choral music, songs and 
chants based on texts that reflected the unity 
and universality of God, and the inclusive atti-
tude that I believe God has toward us all . 

Can universal sacred music help us in our 
spiritual evolution? It has been my experience, 
through the concerts and events presented by 
the Foundation for Universal Sacred Music, 
that people respond in a special way to con-
certs of such music, because it touches us in the 
place in our hearts that knows we are all chil-
dren of God, and that we have come together to 
celebrate this fact of humanity that is so often 

forgotten . Universal sacred music can also, as 
I mentioned earlier, convey the idea that God 
loves us unconditionally and eternally . When 
these messages, and others related to them, are 
conveyed through music, we are comforted 
and given greater inner peace . And yes, uni-
versal sacred music is about creating peace, 
both inwardly and outwardly . To create last-
ing peace in the world, all of humanity must 
become aware of God’s unconditional love and 
His infinite compassion and of our innate and 
eternal brotherhood and sisterhood, that we 
may lay down our arms and forever live as the 
brothers and sisters we have always been .

The composer of universal sacred music 
feels a calling to express a spiritual quality or 
truth that, more often than not, transcends the 
boundaries of specific traditions . For example, 
if he or she wishes to convey that there is one 
unconditionally loving God for all humanity, 
he or she may do so in a variety of ways: by 
choosing a text that, while rooted in one tradi-
tion, expresses the universality of God, or one 
that combines the expression of that truth from 
more than one tradition . Or the composer 
may write a text that does not purport to come 
from any specific tradition, then set the text 
to music . This is the point at which a special 
vibration may be transmitted to the listener: 

Left, at the 2nd Festival of Universal Music Roop Verma, composer and master sitar player, 
performs his Concerto for Sitar and Orchestra with the instrumental ensemble, preceded by 
a Sanskrit chant performed by Deepak Kumar Pareek, vocal, and Naren Budhakar, tabla.  
Photo: Pavel Antonov

Above, composer Nicholas Ng (left) of Canberra, Australia, plays the Chinese erhu during 
the performance of his composition, The Great Invocation, with the Foundation’s choir and 
instrumental ensemble. Photo: Pavel Antonov

Universal Spirituality Through MusicUniversal Spirituality Through Music
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Guani Ji Muktar Singh, head priest of  
the Sikh Cultural Society, offers  
prayers to begin the festival.  
Photo: Pavel Antonov
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the vibration of the next step in the evolution 
of sacred music that reaches the highest plac-
es in our hearts and minds and thus has the 
potential to bring us greater Light .

Another aspect of universal sacred music 
that can touch us so deeply is that in many such 
pieces one finds people of different cultures 
and faiths (and sometimes historically oppos-
ing ones) performing together and singing the 
same message, thus viscerally emphasizing 
our fundamental brotherhood and sisterhood . 
Inspired by music, we can be reminded of our 
universal kinship, the common ground, so 
often forgotten, that we share, and we can leave 
with renewed hope .

Can universal sacred music play a role in 
our lives, and in our worship, no matter what 
our tradition? It is my conviction that there 
should be concerts of universal sacred music, 

and such music could be included in wor-
ship services of any religion, even if music 
does not normally play a significant role in 
a given form of worship or fellowship . Music 
can thus help awaken us to the true nature 
of God – which is by no means absent from 
existing traditions but can be obscured by 
certain beliefs . In interfaith gatherings uni-
versal sacred music can play a role by helping 
to emphasize the commonality all human 
beings have regardless of their faith . Interfaith 
events are important to us all, as they provide 
a forum for dialogue, mutual acceptance, and 
the will to celebrate life together in the same 
place despite our differences .

But of those people who profess not to 
believe in the existence of God, or whose 
spiritual practice may not include worship at 
all? There must also be an aspect of universal 

sacred music that includes such people, as it is 
intended to reach out to every human being 
regardless of belief . And there is: we can all 
relate to the concept and the feeling of uni-
versal brotherhood and sisterhood, wherever 
it may come from, or to the feeling of com-
passion for each other as we go through the 
sufferings and challenges of life . This does not 
mean, however, that the texts of such music 
need to be so general that they carry no con-
victions . Let everyone take what he or she will 
from universal sacred music and from the 
new spirituality that is moving throughout the 
world . It remains my profound belief that ulti-
mately everyone’s heart will come to know the 
creative spirit that is infinitely greater than us 
all, and the timeless love and compassion given 
to us by that great spirit, whom many call God . 
Music can help us grow toward that goal . 

Dafir Ouazzani (left) from Morocco sings with Maya Raviv of Israel during the performance of her composition Echad. Photo: Pavel Antonov
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Mosque Design Challenge for Architecture Students

This past fall semester, a dozen architecture graduate students at the 
University of Hartford in Connecticut immersed themselves in the his-
tory and practices of Islam, to design a 15,000-square-foot mosque and 
Islamic Center for a site not far from the Connecticut State Capitol . The 
design challenge was to understand the culture, history, and teachings of 
Islam and to translate the rituals, worship practices, and building prec-
edents of this religion into a contemporary worship space that would 
also serve the needs of the Greater Hartford Islamic community . Only 
one student in the class was a Muslim, so the project presented a chance 
for the students to “get out of their skins,” so to speak, and work in a 
non-Western tradition .

The project started with the students conducting research on the 
history of Islam, its architectural and art traditions, the growth of the 
Islamic community in the U .S . and particularly in the Hartford region, 
the challenges faced by this community in its worship traditions and reli-
gious observances, Islamic religious practices, and even modes of dress 
and daily prayer . The students and their design studio professor, Faith 
& Form editor Michael J . Crosbie, visited the Duncan Black Macdonald 
Center for the Study of Islam and Christian-Muslim Relations at the 
Hartford Seminary for a crash course on Islamic history and mosque 
art and architecture, presented by Hartford Seminary doctoral student 
Suendam Birinci . The class also had an opportunity to visit the Greater 
Hartford Mosque, which at the time occupied a converted single-family 
house in Berlin, Connecticut . After attending a Friday prayer service, 
the students and their professor toured a nearly completed new mosque 
center designed by Edificio Architects of Hamden, Connecticut . A tour 

by the mosque director, Ali Antar, allowed the students to see the design 
of ablution and worship spaces .

At the end of the four-week project, the students presented their 
designs to a review panel including Birinci, Edificio architect Paul 
Fioretti, Hartford architecture professors Kendra Schank Smith and Al 
Smith, mosque architect Anwar Hossain of The Lawrence Associates, 
Angela D . Cahill of Schoenhardt Architecture, and architect Stephanie 
Degen-Monroe . The challenge of the site was to relate to nearby Hartford 
landmarks and to create a sense of place for the Islamic community . 
Many of the designs evolved from the study of mosque precedents and 
building traditions, translated into more contemporary idioms . The 
larger mission of the design project for these students was to expose 
future architects to a non-Western cultural and faith tradition that will 
no doubt assert greater prominence in the U .S . as the country’s fastest-
growing religion .

Patrick Russell, 1963–2007
Patrick Russell, a neuroscientist and Lutheran minister who explored 
the connections between neuroscience and religious experience, died 
in January after a short illness . Russell received his B .A . from Boston 
University and a Ph .D . in particle physics from Princeton . He employed 
functional brain imaging to study human consciousness at the University 
of Wisconsin, Madison, and as a Fellow in Theoretical Neurobiology at 
the Neurosciences Institute in San Diego . With a Master of Divinity 
degree from Pacific Lutheran Theological Seminary in Berkeley, Russell 
was an ordained Lutheran minister who served congregations on both 
coasts . In his dual role as pastor and scientist, he presented lectures and 
courses on science and religion, most recently as a speaker at a confer-
ence in San Diego on religious architecture and neuroscience, sponsored 
by the Interfaith Forum on Religion, Art and Architecture (IFRAA), a 
knowledge community of the American Institute of Architects . Russell 
also helped plan the conference . As a vocal soloist Russell performed in 
some of the world’s great architectural spaces with choral and symphon-
ic groups including the internationally renowned Albert McNeil Jubilee 
Singers of Los Angeles . Russell served on the IFRAA Advisory Group 
and chaired the Lutheran Alliance for Faith, Science, and Technology . 

An Old Church Gives a New One Room to Grow
All over the U .S . the pattern is the same: old churches, with aging 
congregations in urban neighborhoods, are struggling to stay alive, 
while new churches, growing but without the funds to build, look for 
space for worship . Middlefield First Baptist Church in Birmingham, 
Alabama, found a solution . According to an article in the Atlanta 
Journal-Constitution, Middlefield Baptist has chosen to give its church 

Notes & Comments

Quote of Note
“Music praises God. 

Music is well or better able  
to praise him than the building of  
the church and all its decoration; 

it is the Church’s greatest ornament.”
— Igor Stravinsky, 1882–1971

University of Hartford architecture student Stefanie Leontiadis presents her 
mosque design. Photo: Michael J. Crosbie
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buildings and all its property to the New Beginnings Baptist Church, 
a growing local congregation in need of a facility . Middlefield was 
down to about 40 elderly, mostly white parishioners in a 40-year-old 
building with a 600-seat sanctuary . New Beginnings, with a growing 
congregation of 200 members, was meeting in other Baptist churches, 
but had outgrown those facilities . According to the Rev . Eugene Nail of 
Middlefield Baptist, “Somebody came up with the idea: why don’t we 
just give them the building? It was built with tithes and offerings, and 
it’s the Lord’s building anyway .” The pastor called the transition an “old 
ending and a new beginning .” Most members of Middlefield’s dwin-
dling congregation travel some distance from the suburbs to the church 
out of loyalty, and will now attend services at churches closer to home . 
The New Beginnings congregation will take over the property dating 
from the 1840s, including the buildings, furniture and equipment, and 
a cemetery . “They are deeding over the property and its contents so 
their legacy of ministry can continue in this part of the city,” says New 
Beginnings pastor Angulus Wilson . “We can grow in a bigger facility 
and minister to a hurting community .” 

Church Architect Honored
Architect Crawford Murphy of Asheville, North Carolina, was inducted 
into the North American Academy of Liturgy at its annual meeting in 
Toronto . At the conference, Murphy presented a paper, “Invisible Wall 
Ministry: A Study of the Modern Churches’ Responses to the Great 
Commission to Go into the World and Minister as it Pertains to Church 
Facility Planning .” In his 30 years as a church architect Murphy has 
completed 400 church projects across the U .S . and is consulting on the 
restoration of a large Gothic Christian Community worship complex in 
Anqing, China, in cooperation with the China Religious Affairs Bureau 
and the Anglican Church . Murphy is the recipient of two Faith & Form/
IFRAA design awards and a Randolph Dumont Church Design Award 
of the Duke Endowment Rural Church Division . 

Divinity School Hosts Global Shelters
What does it mean to build the city of God today? In response to this 
query, six Global Village Shelters were installed on Sterling Divinity 
Quadrangle—home of Yale Divinity School, Berkeley Divinity School at 
Yale, and the Yale Institute of Sacred Music—from January 23 through 

February 24, 2007 . These inexpensively manufactured shelters are made 
of waterproof cardboard and have been used as transitional homes in 
Pakistan, Afghanistan, and Grenada . Designers Dan and Mia Ferrara 
conceived the innovative shelters, which allow unskilled people to 
assemble them with common tools in under an hour . The installation, 
curated by Faith & Form editorial advisor Judith Dupré, spotlighted the 
housing crisis afflicting the one in seven people worldwide who live in 
slums or refugee camps, and provided practical knowledge to seminar-
ians who will eventually work with the world’s poorest communities . 
For more information, visit www .gvshelters .com .

Book Note: An Illustrated History of the Church
Guy Bedouelle’s An Illustrated History of the Church: The Great 
Challenges (Liturgy Training Publications, $90), offers a look at how 
Christianity, with an emphasis on the Roman Catholic Church, has 
shaped world history through its art and architecture . The 280-page-
book’s 566 illustrations and engaging text cover Catholicism’s history 
from early Christian times to the present day, as told through its build-
ings and art works . The author is a professor of church history in the 
School of Theology at the University of Fribourg in Switzerland, and 
president of the Center for Dominican Studies of Saulchoir in Paris . 

Send Your News to Faith & Form
The editors of Faith & Form want to bring its readers the latest news of 
those involved in the fields of religion, art, and architecture . Send press 
releases and materials to the attention of Michael J . Crosbie, Editor, Faith 
& Form, c/o Steven Winter Associates, 50 Washington Street, Norwalk, 
CT 06854; fax: 203-852-0741; email: mcrosbie@faithandform .com . 

Global Village Shelters were field-tested in 2005 in hurricane-  
ravaged Grenada after ten years of design development.  
Photo: Courtesy of Architects for Humanity
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Mr. Kim Noble
Sixteen years experience 
building custom Baptismal 
Fonts. Guaranteed leakproof 
construction. Time proven font 
equipment.
PO Box 2938, 60 Stard Road
Seabrook, NH  3874
800-747-0168
FAX: 603-474-0629
knoble@waterstructuresco.com
www.waterstructuresco.com

Bells & Carillons
Van Bergen, Harmannus H. 
Harry Van Bergen
Bells, clocks, chimes, carillons.
PO Box 12928
Charleston, SC  29422
800-544-8820
FAX: 843-559-0797
van@vanbergen.com
www.vanbergen.com

Columbaria
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
marble, mosaics, murals, 
sculpture, painting and 
decorating, stained/faceted glass. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

The Century Guild, Ltd.
Nick Strange
Designers and makers of wooden 
columbaria for interior spaces.
PO Box 1117
Carrboro, NC  27510
877-376-5353
FAX: 336-376-1997
nick@thecenturyguild.com
www.thecenturyguild.com

Eickhof Columbaria Inc.
Paul M. Eickhof
Design with stone is our  
preferred choice.
116 West Robert St.
PO Box 537
Crookston, MN  56716
800-253-0457
FAX: 218-281-6244
info@eickhofcolumbaria.com
www.eickhofcolumbaria.com

Conrad Pickel Studio, Inc.
Paul Pickel
7777 20th Street
Vero Beach, FL  32966
772-567-1710
FAX: 772-569-1485
info@pickelstudio.com
www.pickelstudio.com

Decorative Finishes/
Murals
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
murals, painting and decorating, 
mosaics, stained/faceted glass. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Church Restoration Group
Matthew Beahm
1300 Brighton Road
Pittsburgh, PA  15233
877-403-8569
FAX: 412-322-7304
info@churchrestoration.com
www.churchrestoration.com

Conrad Schmitt Studios, Inc.
Since 1889, CSS has created 
original murals and interior 
decoration as well as restored 
cathedrals, basilicas, churches, 
shrines and chapels nationwide.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

EverGreene  
Painting Studios, Inc.
Jeff Greene, President
Restoration, conservation, new 
design of decorative painting, 
plaster, murals, mosaics. Studies, 
renderings, stone cleaning. 
Chicago: 708-358-1656
450 W. 31st St., 7th floor
New York, NY  10001
212-244-2800
FAX: 212-244-6204
info@evergreene.com
www.EverGreene.com

Donor Recognition
Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com

Flooring
Specifier Products, Inc. –  
Manufacturers of 
STONECARPET®

Edward W. Sexton, Sr.
A decorative interior flooring 
system that offers maintenance, 
acoustical and design advantages 
with longevity.
985 Graceland Avenue
Des Plaines, IL  60016
800-697-9109
FAX: 847-827-1191
www.stonecarpet.com

Gold & Metal Work
C.M. Almy
Custom fabrication of brass and 
bronze furnishings, of sacred 
vessels, and of metal ware 
restoration.
Three American Lane
PO Box 2644
Greenwich, CT  6836
800-225-2569
FAX: 800-426-2569
almyaccess@almy.com
www.almy.com

Holocaust Memorials
Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com

Interior Design
Conrad Schmitt Studios, Inc.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

Interior Restoration
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
marble, mosaics, murals, 
sculpture, painting and 
decorating, stained/faceted glass. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Church Restoration Group
Matthew Beahm
1300 Brighton Road
Pittsburgh, PA  15233
877-403-8569
FAX: 412-322-7304
info@churchrestoration.com
www.churchrestoration.com

Conrad Schmitt Studios, Inc.
Internationally recognized 
CSS has created and restored 
beautiful interiors and artwork 
for cathedrals, churches and 
chapels throughout the country 
since 1889.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433-3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Restoric, LLC
Neal A. Vogel
1604 Chicago Avenue
Suite 11
Evanston, IL  60201
847-492-0416
FAX: 847-492-9816
restoricllc@earthlink.net
restoric.com

Lighting
Orfield Laboratories, Inc.
Steven Orfield
Acoustics, Audio/Visual, 
Daylighting, Lighting.
2709 East 25th Street
Minneapolis, MN  55406
612-721-2455
FAX: 612-721-2457
info@orfieldlabs.com
www.orfieldlabs.com

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Liturgical Design 
Consultants
Efharisto Studio, Inc.
Stephana Toomey, OP
Liturgical consultation/design, 
collaborative process, includes 
education, liturgical needs 
assessment – Liturgical design: 
appointments, art, stained glass
4 East Rolling Crossroads
Suite 303
Catonsville, MD  21228
410-719-1043
FAX: 410-719-0995
fharisto@charm.net
www.efharistostudio.org

INAI Studio
Barbara Chenicek, OP /  
Rita Schiltz, OP
Design of contemporary sacred 
space; worship environments 
striking in form and focus.
1265 E. Siena Heights Drive
Adrian, MI  49221-1755
517-266-4090
FAX: 517-266-4095
inai@tc3net.com

Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com

Artist/Artisan Directory



Faith & Form: The Interfaith Journal on Religion, Art and Architecture  Number 1/2007 2�

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Voorhees Design, Inc.
The Rev. Cindy Evans Voorhees
Traditional, historical and 
contemporary liturgical design 
and consulting for sacred space.
15061 Springdale Street
Suite 205
Huntington Beach, CA  92649
714-898-1505
FAX: 714-899-4944
cindy@voorheesdesign.com
www.voorheesdesign.com

Richard S. Vosko, Ph.D.,  
Hon. AIA
4611 Foxwood Drive South
Clifton Park, NY  12065-6822
518-371-3009
FAX: 518-371-4113
rvosko@rvosko.com
www.rvosko.com

Brewster Ward, AIA, ACLS
Brewster Ward, AIA, ACLS
Visioning process, facility/
program analysis, master 
planning, workshops on and 
design of worship environments.
14 Clovelly Way
Asheville, NC  28803
828-337-0500
FAX: 828-274-8500
brewster@brewsterwardaia.com
brewsterwardaia.com

Liturgical 
Environment
Hope Liturgical Works
Erling Hope
Contemporary and traditional 
liturgical environment
1455 Sag/Bridge Turnpike
Sag Harbor, NY  11963
631-725-4294
FAX: 631-725-4294
www.hopelw.com

Liturgical Furnishings
The Century Guild, Ltd.
Nick Strange
Our 25th Year of Designing + 
Building chancel pieces in any 
style, any wood.
PO Box 1117
Carrboro, NC  27510
877-376-5353
FAX: 336-376-1997
nick@thecenturyguild.com
www.thecenturyguild.com

Condy and Wynn
Jeff Wynn
Our 21st year: designing and 
building original liturgical 
furnishings. Call or fax to request 
portfolio.
1049 Bethel Church Road
Spring City, PA  19475
610-495-3006
FAX: 610-933-6305

Hand Made Furniture
James Tolmach
Custom furniture for the chancel 
and bimah.
2868 Franklin Street
Avondale Estates, GA  30002
404-294-5194
FAX: 404-294-5194, then *51
jamestolmach@earthlink.net
www.jamestolmach.com

Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Waggoners, Inc. – Cushions
Church seating and kneeling 
cushions our specialty.
PO Box 1037
Hutchinson, KS  67504-1037
800-396-7555
FAX: 620-662-0610
waggoner@ourtownusa.net
www.pewcushions.com

Liturgical Vesture/
Weaving
The Katreen Bettencourt 
Studio Collection
Meyer-Vogelpohl Co.
Hand-weaving the contemporary 
vestment designs of retired 
liturgical artist, Katreen 
Bettencourt.
10311 Julian Drive
Cincinnati, OH  45215
800-543-0264
FAX: 888-543-0264
sandye@mvchurchgoods.com
www.mvchurchgoods.com

Mosaics
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
mosaics, marble, murals, 
sculpture, painting and 
decorating, stained/faceted glass. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Conrad Schmitt Studios, Inc.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

J. Piercey Studios, Inc.
Jim Piercey
1714 Acme Street
Orlando, FL  32805
407-841-7594
FAX: 407-841-6444
jpstudios@aol.com
www.jpiercey.com

Judson Studios
David Judson
Stained glass design and 
restoration since 1897.
200 South Avenue 66
Los Angeles, CA  90042
800-445-8376
FAX: 323-255-8529
info@judsonstudios.com
www.judsonstudios.com

Kessler Studios, Inc.
Cindy Kessler
Contemporary stained glass and 
mosaics. Bene and IFRAA award 
winner.
273 East Broadway
Loveland, OH  45140
513-683-7500
FAX: 513-683-7512
info@kesslerstudios.com
www.kesslerstudios.com

Conrad Pickel Studio, Inc.
Paul Pickel
7777 20th Street
Vero Beach, FL  32966
772-567-1710
FAX: 772-569-1485
info@pickelstudio.com
www.pickelstudio.com

Pike Stained Glass Studio, Inc.
Valerie O’Hara
180 St. Paul Street
Rochester, NY  14604
585-546-7570
FAX: 585-546-7581
vohara@frontiernet.net

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Willet Hauser  
Architectural Glass
E. Crosby Willet,  
Michael Hauser
10 E. Moreland Avenue
Philadelphia, PA  19118
800-533-3960
FAX: 507-457-0554
www.willethauser.com

Pipe Organs
John-Paul Buzard  
Pipe Organ Builders, LLC
John-Paul Buzard
112 W. Hill St.
Champaign, IL  61820
217-352-1955
FAX: 217-352-1981
jbuzard1@aol.com
www.buzardorgans.com

Renovation/
Restoration
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
stained/faceted glass, murals, 
mosaics, painting and decorating. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Church Restoration Group
Matthew Beahm
1300 Brighton Road
Pittsburgh, PA  15233
877-403-8569
FAX: 412-322-7304
info@churchrestoration.com
www.churchrestoration.com

Conrad Schmitt Studios, Inc.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

Judson Studios
David Judson
Stained glass design and 
restoration since 1897.
200 South Avenue 66
Los Angeles, CA  90042
800-445-8376
FAX: 323-255-8529
info@judsonstudios.com
www.judsonstudios.com

Pike Stained Glass Studio, Inc.
Valerie O’Hara
180 St. Paul Street
Rochester, NY  14604
585-546-7570
FAX: 585-546-7581
vohara@frontiernet.net

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Restoric, LLC
Neal A. Vogel
1604 Chicago Avenue
Suite 11
Evanston, IL  60201
847-492-0416
FAX: 847-492-9816
restoricllc@earthlink.net
restoric.com

Rohlf’s Stained &  
Leaded Glass
Peter Hans Rohlf
783 South 3rd Ave.
Mt. Vernon, NY  10550
800-969-4106
FAX: 914-699-7091
rohlf1@aol.com
www.rohlfstudio.com

Willet Hauser  
Architectural Glass
E. Crosby Willet,  
Michael Hauser
10 E. Moreland Avenue
Philadelphia, PA  19118
800-533-3960
FAX: 507-457-0554
www.willethauser.com

Sculpture &  
Decorative Art
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation 
of sculpture, painting and 
decorating, murals, mosaics, 
stained/faceted glass. New York; 
Chicago; San Diego; Sarasota, FL; 
Nassau, Bahamas; Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Conrad Schmitt Studios, Inc.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

Lynn Kircher, Sculptor
Kircher & Associates, Inc.
Figurative bronzes and original 
art for parishes; commissioned or 
from existing editions. Portfolios 
upon request.
8321 Costilla Ave.
PO Box 53
Jaroso, CO  81138
719-672-3063
www.kirchersculpture.com

Studio Moresca Copperworks 
for Sacred Spaces
Shahna Lax
725 Rendezvous Way
Crestone, CO  81131-0297
719-256-5442
shahna@highstream.net
www.studiomoresca.com

Stained Glass
Acacia Art Glass Studios
Lucinda Shaw
Design and fabrication of 
stained glass windows and wall 
installations.
3000 Chestnut Ave.
Suite 336
Baltimore, MD  21211
410-467-4038
acaciamd@aol.com

Architectural  
Stained Glass, Inc.
Jeff G. Smith
Enriching places of worship 
throughout North America since 
1977. Three-time IFRAA Honor 
Award recipient.
PO Box 1126
Fort Davis, TX  79734
432-426-3311
FAX: 432-426-3366
jgs@archstglassinc.com
www.archstglassinc.com
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Bendheim
61 Willett Street
Passaic, NJ 07055
3675 Alameda Ave.
Oakland, CA  94601
800-221-7379 (NJ),  
800-900-3499 (CA)
FAX: 973-471-1640 (NJ),  
510-535-6615 (CA)

B.J. Katz, Meltdown  
Glass Art & Design, LLC
Derek Nadeau
The contemporary alternative to 
stained glass.
PO Box 3850
Chandler, AZ  85244
800-845-6221
FAX: 480-633-3344
derek@meltdownglass.com
www.meltdownglass.com

Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
stained/faceted glass, murals, 
mosaics, painting and decorating. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

The Cavallini Co., Inc.
Manlio and/or Adrian Cavallini
Stained, Faceted, Etched glass, 
Mosaics, Historic Restoration, 
Protection glass - Since 1953.
3410 Fredericksburg Rd.
San Antonio, TX  78201-3847
800-723-8161
FAX: 210-737-1863
cavallinis@aol.com
www.cavallinistudios.com

Church Windows by  
Däzzle Gläzz Studio
Duncan Tooley
Leaded, painted, faceted, 
laminated, back-lighted, and 
etched glass. Design, fabrication, 
installation, restoration, and 
protective glazing.
6605 Jefferson Highway
Baton Rouge, LA  70806-8104
888-717-9484 / 225-216-9484
FAX: 225-216-9486
duncan@dazzleglazz.com
www.church-windows.com

Conrad Schmitt Studios, Inc.
Since 1889, CSS has created and 
conserved exceptional stained, 
faceted and etched glass for 
cathedrals, basilicas, churches, 
shrines and chapels across the 
nation.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

David Wilson Design
David Wilson
202 Darby Road
South New Berlin, NY  13843
607-334-3015
FAX: 607-334-7065
mail@davidwilsondesign.com
www.davidwilsondesign.com

Elizabeth Devereaux 
Architectural Glass
Elizabeth Devereaux
IFRAA award winner
2468 Ivy Street
Chico, CA  95928
530-342-2074
FAX: 530-342-2048
edevero@devglas.com
www.devglas.com

Jean-Jacques Duval
219 Farrell Road
Willsboro, NY  12996
518-963-7070
FAX: 518-963-7099
jean-jacques@duvalstudio.com
www.duvalstudio.com

Ellen Mandelbaum Glass Art
AIA, IFRAA Religious Art Awards. 
Painting, original glass art 
help create an atmosphere for 
worship.
39-49 46th Street
Long Island City, NY  11104-1407
718-361-8154
FAX: 718-361-8154
emga@earthlink.net
www.emglassart.com

Mark Eric Gulsrud
3309 Tahoma Place West
University Place, WA  98466
253-566-1720
FAX: 253-565-5981
markgulsrud@aol.com
www.markericgulsrud.com

Hiemer & Company  
Stained Glass Studio
Judith Hiemer Van Wie
141 Wabash Avenue
Clifton, NJ  7011
973-772-5081
FAX: 973-772-0325
judi@heimco.com
www.hiemco.com

Hunt Stained  
Glass Studios Inc.
Nicholas or David Parrendo
1756 West Carson Street
Pittsburgh, PA  15219
412-391-1796
FAX: 412-391-1560
huntsg@msn.com
huntstainedglass.com

Harriet Hyams
PO Box 178
Palisades, NY  10964
845-359-0061
FAX: 845-359-0062
harriart@rockland.net
www.harriethyams.com

J. Piercey Studios, Inc.
Jim Piercey
1714 Acme Street
Orlando, FL  32805
407-841-7594
FAX: 407-841-6444
jpstudios@aol.com
www.jpiercey.com

Judson Studios
David Judson
Stained glass design and 
restoration since 1897.
200 South Avenue 66
Los Angeles, CA  90042
800-445-8376
FAX: 323-255-8529
info@judsonstudios.com
www.judsonstudios.com

Kessler Studios, Inc.
Cindy Kessler
Contemporary stained glass and 
mosaics. Bene and IFRAA award 
winner.
273 East Broadway
Loveland, OH  45140
513-683-7500
FAX: 513-683-7512
info@kesslerstudios.com
www.kesslerstudios.com

C. Z. Lawrence Stained Glass
Charles Z. Lawrence
106 West Allen Lane
Philadelphia, PA  19119-4102
215-247-3985
FAX: 215-247-3184
czlsg@earthlink.net
czlawrence.com

Liturgical Environments Co.
Jerry Krauski
Specializing in faceted, carved, 
and leaded architectural glass.
10814 W. County Hwy B.
Hayward, WI  54843
800-449-8554/715-462-3097
FAX: 715-462-3481
sales@liturgicalenvironments.com
www.liturgicalenvironments.com

Maureen McGuire  
Designs LLC
Maureen McGuire
Contemporary designs 
– figurative, symbolic or abstract. 
Artworks for all faiths.
924 E. Bethany Home Rd.
Phoenix, AZ  85014
602-277-0167/FAX: 602-277-0167
maureen@
maureenmcguiredesigns.com
www.maureenmcguiredesigns.
com

Obata Studios
Sue Obata
Contemporary architectural glass 
and art.
1 Leonard Circle
Toronto, ON, Canada  M4E 2Z6
416-690-0031
mail@obatastudios.com
www.obatastudios.com

Conrad Pickel Studio, Inc.
Paul Pickel
7777 20th Street
Vero Beach, FL  32966
772-567-1710
FAX: 772-569-1485
info@pickelstudio.com
www.pickelstudio.com

Pike Stained Glass Studio, Inc.
Valerie O’Hara
180 St. Paul Street
Rochester, NY  14604
585-546-7570
FAX: 585-546-7581
vohara@frontiernet.net

Rambusch  
Decoration Company
Martin V. Rambusch
160 Cornelison Avenue
Jersey City, NJ  7304
201-333-2525
FAX: 201-433.3355
martinr@rambusch.com &  
info@rambusch.com
www.rambusch.com

Restoric, LLC
Neal A. Vogel
1604 Chicago Avenue
Suite 11
Evanston, IL  60201
847-492-0416
FAX: 847-492-9816
restoricllc@earthlink.net
restoric.com

Rohlf’s Stained &  
Leaded Glass
Peter Hans Rohlf
783 South 3rd Ave.
Mt. Vernon, NY  10550
800-969-4106
FAX: 914-699-7091
rohlf1@aol.com
www.rohlfstudio.com

Arthur Stern Studios
Arthur Stern
Winner of six AIA/IFRAA design 
awards, as well as Bene awards. 
Brochures upon request.
1075 Jackson Street
Benicia, CA  94510
707-745-8480
FAX: 707-745-8480
arthur@arthurstern.com
www.arthurstern.com

Willet Hauser  
Architectural Glass
E. Crosby Willet,  
Michael Hauser
10 E. Moreland Avenue
Philadelphia, PA  19118
800-533-3960
FAX: 507-457-0554
www.willethauser.com

Stephen Wilson
1469 Laurel Street
Baton Rouge, LA  70802
225-343-2211
FAX: 225-343-2332
studio@swsglass.com
www.stephenwilsonstainedglass.
com

Studio Winterich
Daniel Winterich
29 Weller Ct.
Pleasant Hill, CA  94523
925-943-5755
FAX: 925-943-5455
dw@winterich.com
www.winterich.com

Synagogue Art
Botti Studio Of  
Architectural Arts, Inc.
Ettore Christopher Botti, Pres.
Established 1864. New design 
commissions, fabrication, 
restoration/conservation of 
stained/faceted glass, murals, 
mosaics, painting and decorating. 
New York; Chicago; San Diego; 
Sarasota, FL; Nassau, Bahamas; 
Agropoli, Italy.
919 Grove St.
Evanston, IL  60201
800-524-7211/847-869-5933
FAX: 847-869-5996
botti@bottistudio.com
www.bottistudio.com

Conrad Schmitt Studios, Inc.
2405 South 162nd St.
New Berlin, WI  53151
800-969-3033
FAX: 262-786-9036
studio@conradschmitt.com
www.conradschmitt.com

David Klass Judaic Art Studio
Award winning artist David Klass 
creates ark, menorah, eternal 
lights, memorials and donor 
walls.
136 West 24th Street
New York, NY  10011
212-243-7633
FAX: 212-924-4446
dklass@verizon.net
synagogueart.com

Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com

Studio Moresca Copperworks 
for Sacred Spaces
Shahna Lax
725 Rendezvous Way
Crestone, CO  81131-0297
719-256-5442
shahna@highstream.net
www.studiomoresca.com

Willet Hauser  
Architectural Glass
E. Crosby Willet,  
Michael Hauser
10 E. Moreland Avenue
Philadelphia, PA  19118
800-533-3960
FAX: 507-457-0554
www.willethauser.com

Synagogue Furnishings
Presentations Synagogue 
Arts & Furnishings
Michael Berkowicz and  
Bonnie Srolovitz
Synagogue art and furnishings, 
Memorial walls, Holocaust 
memorials. Meaningful and 
artistic donor recognition walls.
229 Washington Street
Mt. Vernon, NY  10553
914-668-8181
FAX: 914-668-4044
SynagFurn@aol.com
www.synagoguefurnishings.com
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ADW Architects
Stan Howell
1401 West Morehead Street
Charlotte, NC  28208
704-379-1919
FAX: 704-379-1920
showell@adwarchitects.com
www.adwarchitects.com

Ann Beha Architects
Thomas M. Hotaling, AIA
33 Kingston Street
Boston, MA  2111
617-338-3000
FAX: 617-482-9097
tmhotaling@annbeha.com
annbeha.com

Bass Architects Chartered
Roger Bass
1477 Chain Bridge Road
Suite 201
McLean, VA  22101
703-506-1390
FAX: 703-506-2109
rogerbass@bassarchitects.com
www.bassarchitects.com

Bissell Architects
George Bissell, FAIA
Superlatives? Hype? No, just 
intelligent, affordable, award-
winning planning and design 
– and totally satisfied clients.
3422 Via Lido
Newport Beach, CA  92663
949-675-9901
FAX: 949-675-9962
bisarch@aol.com

Bjarko | Serra Architects
Chris Serra
AIA award-winning firm offering 
congregations design & master 
planning services.
1050 North 34th Street
Seattle, WA  98103
206-545-1443
FAX: 206-548-0443
chris@bjarkoserra.com
www.bjarkoserra.com

Brown•Teefey &  
Associates Architects, PC
Jack W. Brown
4190 Telegraph Rd.
Suite 2700
Bloomfield Hills, MI  48302
248-646-8877
FAX: 248-646-4605
bta@usol.com
www.btaa.net

CCBG Architects, Inc.
Brian Cassidy, AIA
Specialists in master planning, 
design, and interiors for religious 
projects.
102 East Buchanan Street
Phoenix, AZ  85004
602-258-2211
FAX: 602-255-0909
info@ccbg-arch.com
www.ccbg-arch.com

CCBG Architects, Inc.
Darrold Davis, AIA
Specialists in master planning, 
design, and interiors for religious 
projects.
2310A Kettner Boulevard
San Diego, CA  92101
619-234-2212
FAX: 619-234-2255
info@ccbg-arch.com
www.ccbg-arch.com

Cone • Kalb •  
Wonderlick, PC
Richard C. Kalb,  
Dennis N. Wonderlick
Offices in Chicago and Madison. 
“Where there is no vision, the 
people perish.”
1144 West Washington Blvd.
Chicago, IL  60607
312-491-9400 / 608-231-9054
FAX: 312-491-8971 / 608-231-9054
www.ckwarchitects.com

David K. Cooper, AIA
Planning, design, interiors and 
liturgical furnishings for worship.
6386 E. Tufts. Ave.
Englewood, CO  80111
303-221-2288
thegengrp@aol.com

Cox, Allen and  
Associates, Architects Inc.
David M. Allen, AIA
640 South 4th Street
Suite 210
Louisville, KY  40202
502-587-3420
FAX: 502-587-3419
dallen@coxallen.com
www.coxallen.com

Martin A. De Sapio, AIA
Architecture, planning, interior 
design of worship space 
environments. New facilities, 
additions, renovations and 
restorations.
270 S. Main Street
Flemington, NJ  8822
908-788-5222
FAX: 908-788-6877
mdesapio@desapio.com
www.desapio.com

Dominy + Associates 
Architects @ domusstudio 
Amanda Hallock
IFRAA and AIA award-winning 
firm with 150 churches and 20 
years of experience. 
2150 W. Washington
Suite 303
San Diego, CA  92110
619-692-9393
FAX: 619-692-9394
info@domusstudio.com
www.domusstudio.com

Finegold Alexander + 
Associates Inc.
Maurice N. Finegold, FAIA
Recipient of three Religious Art 
& Architecture Awards and the 
Edward S. Frey Award.
77 North Washington Street
Boston, MA  2114
617-227-9272
FAX: 617-227-5582
mnf@faainc.com
www.faainc.com

Fuller Architecture
John M. Fuller, AIA
68 Court Square
Suite 200
Mocksville, NC  27028
336-751-0400
FAX: 336-751-1660
www.fullerarchitecture.com

Goring & Straja Architects,  
A Professional Corporation
James A. Goring
Creating memorable places for 
communities of all faiths.
5814 Hollis Street
Emeryville, CA  94608
510-595-5895
FAX: 510-595-5846
jgoring@gasarchitects.com
gasarchitects.com

Alexander Gorlin  
Architect LLC
Alexander Gorlin
2005 Faith & Form Religious 
Architecture Award. 2003, 
2002, 2001 American Institute 
Of Architects Design Excellence 
Awards
137 Varick Street
Floor 5
New York, NY  10013
212-229-1199
FAX: 212-206-3590
agorlin@gorlinarchitect.com
www.gorlinarchitects.com

Graham & Hyde   
Architects, Inc.
James M. Graham
Master planning, architecture 
and interior design for religious 
and educational facilities.
1010 Clocktower Drive
Springfield, IL  62704
217-787-9380
FAX: 217-793-6465
ghi@gh-inc.com

Harding Partners
Paul A. Harding FAIA
Working with a collaborative 
approach providing complete 
architectural services: master 
planning, new facilities, additions, 
renovations and historic 
preservation.
224 South Michigan Avenue
Suite 245
Chicago, IL  60604
312-922-2600
FAX: 312-922-8222
pharding@hardingassoc.com
www.harding.com

HGA - Architects and 
Engineers
John Justus, AIA
Specializing in religious 
architecture; offices in 
Minneapolis, Rochester, 
Milwaukee, Sacramento, San 
Francisco, and Los Angeles.
1410 Rocky Ridge Drive
Suite 250
Roseville, CA  95661
916-787-5125
FAX: 916-784-7738
jjustus@hga.com
www.hga.com

HH Architects
Jerry L. Halcomb, AIA, CSI
5910 N. Central Expressway
Suite 1200
Dallas, TX  75206
972-404-1034
FAX: 972-404-1036
jhalcomb@hharchitects.com
hharchitects.com

Hiscutt & Associates Inc.
Peter J. Hiscutt, AIA
Architecture, programming, 
master planning, space planning, 
new facilities, additions, 
renovations, interior design, 
throughout the Southeast.
2550 Northwinds Pkwy.
Suite 140
Alpharetta, GA  30004
770-753-8787
FAX: 770-753-0285
phiscutt@hiscuttassociates.com
www.hiscuttassociates.com

Huff-Morris Architects, PC
James E. Byerly, AIA
Designing excellence in religious 
architecture since 1930.
400 East Grace Street
Richmond, VA  23219
804-343-1505
FAX: 804-343-1619
architecture@huffmorris.com
www.huffmorris.com

Jackson & Ryan  
Architects, Inc.
John C. Clements, AIA Principal
Master planning, full 
architectural and virtual reality 
services for religious and 
educational projects.
2370 Rice Boulevard
Suite 210
Houston, TX  77005
713-526-5436
FAX: 713-526-4241
jclements@jacksonryan.com
www.jacksonryan.com

Jefferies & Faris Associates
John R. Jefferies, AIA
Vision planning for ministry, 
master planning, church 
buildings.
2002 Eastwood Road
Suite 201
Wilmington, NC  28403
910-256-6633
FAX: 910-256-9088
jfa@jefferies-faris.com
www.jefferies-faris.com

Kenyon and Associates 
Architects, Inc.
Leslie H. Kenyon
206 NE Madison Avenue
Peoria, IL  61602-1216
309-674-7121
FAX: 309-674-7146
kenyon@a5.com
www.kenyonarchitects.com

Kerns Group Architects, P.C.
Brian J. Frickie, AIA
Innovative design (IFRAA Award 
winner), bottom-line results and 
church experience since 1974.
4600 North Fairfax Dr.
Suite 100
Arlington, VA  22203
703-528-1150
FAX: 703-528-1151
bfrickie@kernsgroup.com
www.kernsgroup.com

Krieger & Associates, 
Architects
Jeffrey F. Krieger
14 West Highland Ave.
Philadelphia, PA  19118
215-247-2020 x202
FAX: 215-247-2078
jkrieger@kriegerarchitects.com
www.kriegerarchitects.com

LaBella Associates, P.C.
Robert A. Healy, AIA
300 State Street
Suite 201
Rochester, NY  14614
585-454-6110
FAX: 585-454-3066
rhealy@labellapc.com
www.labellapc.com

Larson & Darby Group
C. Eugene Elliott, AIA
Full-service architectural, 
engineering, technology and 
interior design firm. 3 IL Offices & 
over 220 Churches.
4949 Harrison Avenue
Suite 100
Rockford, IL  61108
815-484-0739
FAX: 815-229-9867
eelliott@larsondarby.com
www.larsondarby.com

Lichten Craig Architects LLP
Historic preservation, condition 
surveys, sanctuary redesign, 
master planning, organ 
installation.
6 West 18th Street
9th Floor
New York, NY  10011
212-229-0200
FAX: 212-924--4282
lichten@lichtencraig.com
www.lichtencraig.com

Mary McKenna +  
Associates, Inc.
Mary McKenna
123 Washington Street
Winchester, MA  1890
781-729-5318
FAX: 781-729-2025
mmckenna@mmaarchitects.com
www.mmaarchitects.com

Menders Torrey &  
Spencer Inc.
Lynne Spencer
Experienced design firm 
specializing in religious & historic 
buildings, from master planning 
to design/construction.
123 N. Washington Street
Boston, MA  2114
617-227-1477
FAX: 617-227-2654
lspencer@mendersarchitects.com
www.mendersarchitects.com

Architects Directory
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J. Patrick Mitchell • Architect
Specializes in programing, site 
planning, building design, and 
consulting for churches.
12620 120th Ave. NE
Suite 208
Kirkland, WA  98034
425-821-6090
FAX: 425-821-0467
jpatrickmitchell@aol.com

MTFA Architecture, Inc.
Michael T. Foster, AIA, IFRAA
National award-winning 
programming, planning and 
design firm specializing in 
achieving consensus in spirit, 
function and stewardship.
2311 Wilson Boulevard
Suite 200
Arlington, VA  22201
703-524-6616
FAX: 703-524-6618
mtfa@mtfa.net
www.mtfa.net

Neal Prince & Partners 
Architects, Inc.
Chuck Hultstrand, AIA
Church architecture, master 
planning and interiors.
110 West North Street
Suite 300
Greenville, SC  29601
864-235-0405
FAX: 864-233-4027
chuck@neal-prince.com
www.neal-prince.com

TM Osborn Associates, Inc.
481 N. Frederick Ave.
Suite 400
Gaithersburg, MD  20877
301-840-0606
FAX: 301-840-0320
tosborn@tmosborn.com
www.tmosborn.com

Progressive AE
Steve Fridsma, AIA
1811 4 Mile Road NE
Grand Rapids, MI  49525-2442
616-361-2664
FAX: 616-361-1493
sfridsma@progressiveae.com
www.progressiveae.com

QUINN EVANS | ARCHITECTS
Ilene R. Tyler, FAIA
Restoration, rehabilitation, and 
expansion of historic buildings 
and sites to preserve our cultural 
heritage.
219-1/2 N. Main St.
Ann Arbor, MI  48104
734-663-5888
FAX: 734-663-5044
qea-mi@quinnevans.com
www.quinnevans.com

QUINN EVANS | ARCHITECTS
Baird M. Smith, AIA
Restoration, rehabilitation, and 
expansion of historic buildings 
and sites to preserve our cultural 
heritage.
1214 Twenty-eighth Street, NW
Washington, DC  20007
202-298-6700
FAX: 202-298-6666
qea-dc@quinnevans.com
www.quinnevans.com

Restoric, LLC
Neal A. Vogel
1604 Chicago Avenue
Suite 11
Evanston, IL  60201
847-492-0416
FAX: 847-492-9816
restoricllc@earthlink.net
restoric.com

VS Riggi Architects
Vincent S. Riggi
IFRAA award-winning firm with 
73 years experience in Liturgical 
Design and Preplanning.
512 N. Blakely Street
Dunmore, PA  18512
570-961-0357
FAX: 570-969-0195
vsrarchitects@vsraia.com
www.vsraia.com

Saavedra Gehlhausen 
Architects
Daniel G. Saavedra, AIA
Architecture and design/build 
for religious facilities of all 
denominations. We have 
made religious architecture a 
commitment.
504 North Church Street
Rockford, IL  61103
815-963-9392
FAX: 815-963-9021
dan@sgadesign.com
www.sgadesign.com

Schuler Shook
Extensive expertise in seating, 
sightlines, room configuration, 
production equipment and 
theatrical and architectural 
lighting design.
Chicago 312-944-8230 chicago@
schulershook.com
Minneapolis 612-339-5958 
mdiblasi@schulershook.com
Dallas 214-747-8300 dallas@
schulershook.com,   
www.schulershook.com

SLATERPAULL  
ARCHITECTS, INC.
Clayton Cole
Master plans and design for 
historic restorations, additions 
or renovations, and new 
construction of sustainable 
church facilities.
One Park Central, Suite 400
1515 Arapahoe Street
Denver, CO  80202
303-607-0977
FAX: 303-607-0767
clayton@slaterpaull.com
www.slaterpaull.com

Solomon + Bauer  
Architects Inc.
Stuart B. Solomon
63 Pleasant Street
Watertown, MA  2472
617-924-8200
FAX: 617-924-6685
info@solomonbauer.com
www.solomonbauer.com

Stauder Architects
Daniel Stauder
Four generations of excellence in 
religious architecture.
106 W. Madison Ave.
St. Louis, MO  63122
314-966-4774
FAX: 314-966-4207
dan@stauderarchitecture.com
www.stauderarchitecture.com

j vandermolen | architect inc.
James E. VanderMolen, AIA, 
LEED-AP
2026 Joan Avenue NE
Grand Rapids, MI  49505
616-648-5266
james.vandermolen@comcast.net
www.jvandermolenarchitect.com

Weber Murphy Fox
Douglas Hoffman
Our specialty is early planning 
studies and complete church 
design and construction.
1801 East Ninth Street
Suite 1500
Cleveland, OH  44114
216-623-3700
FAX: 216-623-3710
dhoffman@webermurphyfox.com
www.webermurphyfox.com

Steven Winter  
Associates, Inc.
Michael J. Crosbie
Expertise in energy conservation 
and accessibility.
50 Washington Street
Norwalk, CT  6854
203-857-0200
FAX: 203-852-0741
mcrosbie@swinter.com
www.swinter.com
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Recently I was sitting in my usual place in church – four rows 
from the back on the left-hand side – listening to the music and 
waiting for the service to begin . The church music director, Alan 

LeVines, had arranged for three special instrumentalists to play, and 
the music was beautiful . Suddenly an unexpected question entered my 
mind . How did music originate? Do you suppose someone listened 
to the singing of birds and experienced such a feeling of serenity and 
healing that they were determined to create multiple and longer last-
ing birdsong? Archeologists have found musical instruments that date 
back as far as 34,000 B .C .E . That was a long time ago, and today we just 
take music for granted as a part of human life . But when we really listen 
music is delightful and even curative . Beth Israel Hospital in Boston 
arranges for ten hours of music a week (often a harp) to be played for its 
patients . Massachusetts General and Brigham and Women’s hospitals 
are considering doing the same . Music insinuates itself into our con-
sciousness and can help us heal both physically and psychically .

I put my thoughts aside because it was time for the service to begin 
and for the spoken words of the lay reader and the minister to be heard . 
I was ready to listen and to be attentive to the meaning of the words, 
but soon I realized I couldn’t hear them . At first I thought it was just 
me and was embarrassed to find myself studying the stained glass or 
the arrangement of flowers on the altar . But a number of others com-
plained that they couldn’t hear well either . Later, experts were called in 
and for the first time the building’s acoustics were explained in detail . I 
knew something about acoustics from reading articles in Faith & Form, 
but I had never realized how complicated and important acoustics are 
– not only for the sanctuary but for every room in the church . In an 
effort to understand better I spoke to Richard Bergmann, a friend who 
is an architect, and he sent me page after page on the subject from his 
personal files .

I learned that if congregants try to deal with the science of acoustics 
themselves they often make mistakes . I remember once looking through 
our church archives and being puzzled about why our organ had occu-
pied so many different spaces in the church . Had the original architect’s 
design for its space not been satisfactory? Was the organist unhappy 
with the acoustics? Our sanctuary has magnificent high arched ceilings 
and although it has a worshipful aesthetic it is a huge and challenging 
space for projecting music and the human voice . Not every preacher is 
Pavarotti! I am suggesting not that we shrink the size of our sanctuaries, 
but simply that any room, large or small, be designed to be acoustically 
sound; this becomes especially important as the average age of parishio-
ners increases . Money spent for professional assessments before action 
is taken is money well spent .

The Sunday morning service ended, and my thoughts lingered on 
sound as we hear it in music and the spoken word . Music has the ability 
to move us emotionally, and the spoken word stimulates us intellec-
tually; each can inspire us spiritually . Let us make sure we design our 
sacred spaces to ensure the clarity of both . 

Just One More Thing...  Betty H. Meyer

Betty H. Meyer is Editor Emeritus of Faith & Form and can be 
reached by email at bmeyer@faithandform.com 

2641 E. Greystone Court
Eagle, Idaho 83616

Phone: (800) 862-3159
www.rgeissler.com

One Sunday  
Morning
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