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The Village of Roehampton

Roehampton has been well described as ‘the last village in London’.
This may be because the boundary of ‘Inner London’ terminates at the
boundary of the Parish, the Beverley Brook, or because the old village
still retains its rural look, while all other villages in the area have been
urbanized. However, the view of the wooden houses abutting upon
the steps leading from Medfield Street to the High Street, and the
view looking down the High Street to the King’s Head, retain much of
the character of an English country town or village. Roehampton was
originally a village in the County of Surrey, which evolved as a popular
residential area for the well to do, with many grand houses and villas
built within convenient reach of London. The village was originally
called Rokehampton, Roughhampton or East Hampton, from its first
appearance in around the thirteenth century. By the reign of Henry
VI, the village contained only fourteen houses and was counted as

a hamlet within the Manor of Wimbledon or Mortlake; much of the
locality was royal park land. From the seventeenth century the influx
of wealthy and influential families into the area led to the building of
mansions such as Roehampton House (1710-12), Mount Clare (1770-3)
and Downshire House (c.1770). Roehampton was part of the ancient
parish of Wimbledon until 1658, when the parish of Putney was formed.
It became part of the Wandsworth Metropolitan Borough in the County
of London in 1889, and this former village now has a population of over
16,000.

The ancient core of the village now stands juxtaposed with the
extensive Twentieth-Century public housing estates, produced largely
from the grounds of the former great houses, which were erected from
the 1930s to the 1970s. The Alton Estate built by the London County
Council is one of the most famous in the country, with its mix of low-
and high-rise accommodation and landscaping. Most of the former
grand houses are now in institutional use, many occupied by colleges
of the University of Roehampton. A number of the larger houses

were acquired in the nineteenth century by religious institutes of the
Catholic Church: hence the Jesuits’ former Manresa House ‘Parkstead’
(1760); the Society of the Sacred Heart on the site of ‘Elm Grove’ (1792),
now Digby Stuart College; and the Poor Servants of the Mother of
God at ‘Roehampton Court’ (1914), now Maryfield Convent. It was the
Jesuits who founded St Joseph’s Catholic Church in 1881, just a little
down the hill and across the road from the current Holy Trinity Church.
By 1912, Nonconformist places of worship in the parish comprised those
of the Emmanuel Free Church of England, the Union church, Wesleyan
Methodist, Presbyterian, Congregational and Baptist churches. There
was also a Nonconformist mission hall at Medfield Street from ¢.1889-
1914. The parish of Roehampton, formerly in the Diocese of Rochester,
is now in the Diocese of Southwark, and the Kingston Episcopal Area.
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The Origins of the Parish of Roehampton

On May 26th, 1632, a chapel was consecrated at Roehampton Great
House, later Grove House, on the current Roehampton Lane, by
William Laud, then Bishop of London. Lord Wimbledon, Lord of

the Manor, met the bishop and Lord Weston of Neyland, as he was
then, at the door and gave his consent as lessee of the great tithes.
Christopher Fox, Curate of Wimbledon, and Richard Avery, Curate

of Putney, were both present, and gave their consent. But this chapel
was a private chapel, and did not exempt its owner from duties to

the parish of Putney. The chapel was dedicated to the Holy Trinity,
and ‘assigned to be a Chapel for ever to the inhabitants present and
future of that house’. In this chapel Charles | attended the wedding of
Jerome Weston, to which Ben Jonson refers in his Epithalamiam, vol.
ix, p. 92. Nothing of the earlier house remains, its site is now occupied
by a smaller mansion by James Wyatt and later extensions, now

part of the University of Roehampton. By 1758, the chapel was being
used by residents of the village not merely by the inhabitants of the
house, somewhat to the distress of the Vicar of Putney who was losing
income.

When this chapel was dismantled at the time of the pulling down

of the old house, of which it was part, Lord Huntingfield built the
second chapel in 1777 one hundred yards away from his new house,
in the grounds. This chapel of ease was a purely private venture, and
was not even consecrated: it was leased to its minister for £25 p.a.,
and was presumably supported by pew rents. By 1841 this chapel
was found to be insufficient for the growing needs of the hamlet,
and the Rev Christopher Thomas Robinson, Perpetual Curate of
Putney, obtained the approval of Dr William Howley, Archbishop

of Canterbury (for Putney was then a ‘Peculiar’ of the Archbishops

of Canterbury), for the erection of a new church, designed by the
distinguished Gothic Revivalist and follower of Pugin, Benjamin Ferrey.
On Wednesday, February 2nd, 1842, the Feast of the Purification of
the Blessed Virgin Mary, after Holy Communion had been celebrated
by the Rev Edward Patteson, who thus concluded his ministry there,
the Church was closed, and the work of demolition begun on the
following day. Divine Service was held in a barn furnished from the
old chapel, on the opposite side of Roehampton Lane, from Sunday,
February 13th, 1842, until Sunday, February 26th, 1843.

On Monday, February 7th 1843, the church (right) was consecrated
by Archbishop Howley. The dedication of the first two chapels to the
Holy Trinity was continued in the third. On November 25th 1845, the
church became a district chapelry formed out of the parish of Putney,
and in 1862 fully a parish church, with the creation of the ecclesiastical
parish of Roehampton. The church was of scholarly design, in the
Early English Gothic style of architecture. It was extended in 1862
and 1883, and in its final form was a substantial building of Kentish
ragstone, with Bath stone dressings, of nave, transepts and chancel,
with vestry and organ at the north-east corner. Above the western
gable was an open bell turret with one bell. At the west end was a
gallery entered by a separate staircase from an outside door, with
small benches for the children of the parish. The east end had a rose-
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window at the top, with three lancet windows below. The stone altar
is that which now stands in the Lady Chapel of the present church.
This church must have rightly given occasion for pride and joy, for it
was a well-built, fine building. It occupied almost all of the square-
shaped churchyard, and adjoining was the large Romanesque style
mausoleum of the Lyne-Stephens family. It was located on the site
of what is now the car park for Froebel College in the University of
Roehampton.

The Mirror of Saturday, March 4th 1843, gives a very quaint
description of the Dedication Festival:

‘The ground on which the Chapel stands was partly presented by
Bennet Gosling, Esq., who also contributed to the fund. Among the
chief contributors may be mentioned Lady Dover (of Dover House),
Mrs Poulett Thompson, the Marquis of Bristol (of Bristol House),
Lord Longdale (of Templeton House), Vice-Chancellor Bruce (of The
Priory), J H Oughton, Esq. (of The Rookery), J W Bowden, Esq., Sir
C Ogle (of Mount Clare), the Hon L Melville (of Roehampton House),
A Robarts, Esq., Sir G Larpent, D B Chapman, Esq. (of Downshire
House), B Gosling, Esq. (of Roehampton Grove), and T Beaumont,
Esq...The Archbishop of Canterbury arrived at half-past ten o’clock
on Monday last at the residence of J H Oughton, Esq., and robed,
receiving his clergy, amounting to nearly forty in number, who came
to be present at the ceremony. They proceeded then to the Chapel,
situate at the corner of Mr Gosling’s ground. Sir H Jenner Fust read
the consecration Deed, and the venerable Archbishop consecrated
the Chapel. Prayers were read by Dr Biber (formerly Minister of
Kingston Vale, and now of Roehampton), and the sermon, by order
of the archbishop, was preached by the Rev C Robinson, Perpetual
Curate of Putney...After the Service the parties already named, with
Lady Lascelles, Lady Bruce, the Hon Miss Ponsonbys, Mrs Talbot, and
about two hundred and fifty gentry residing for the most part in the
neighbourhood, returned to the mansion of J H Oughton, Esq. There
a splendid dejeuner a la fourchette was provided and everything that
taste could suggest, and unsparing liberality supply, set before the
venerable Prelate and the honoured guests who accompanied him.
The lady of Mr Oughton was led into the banqueting room by the
archbishop, and, while the entertainment was strictly “the feast of
reason and flow of soul”, the flow of champagne was not restricted,
though it did not pass the bounds of temperance.’

From a pamphlet published at the time we learn that: ‘By a
subscription among the gentry, tickets for meat, bread, beer, etc.,
were distributed among the poorer families of the hamlet, that all
might participate in the festive observance of the day.’

But in 1898 the new church was built, and this church was no longer
used save for a short period during the First World War by the soldiers
quartered in the neighbourhood, and the patients from the hospital in
Roehampton House. In 1928 an Order in Council was obtained to pull
it down, and to sell the land upon which it stood. The organ from the
old church, by Brindley and Foster, was sold in 1898 to St. Michael and
All Angels, Southfields for £300, where it remains.
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‘My hope would be that if here in Roehampton you receive more
abundantly through this work, if here you find it easier to bring up
your children in the faith and fear of Christ, if here worship is better
ordered, if here you become more sensible of the privilege and
dignity of belonging to our Lord Jesus Christ, and membership in His
Church, then | trust that what will follow will be that this place will be
increasingly one of those centres from which spiritual strength and
spiritual help will go forth widely on the right hand and the left. We
cannot limit the influence of work done by any single place where the
faith and service of Christ are present in their power. It may reach to
the ends of the world, if we do our duty as a Missionary Church, but
even more decided may be its influence on ourselves. Amidst the vast
needs of this great Diocese, we do look for such places as this to be
increasingly a strength to us in our work, where those who are thus
gifted by God with spiritual things will out of that abundance give
freely and liberally to extend such blessings to others. | sincerely trust
that that may be the blessing which God has in store for this work;
and | am certain that there is none, | will not say higher, but so high.’
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On Saturday, February 19th, 1898, the Church was consecrated by
Bishop Talbot, who celebrated the Holy Communion for the first time
in the new Church at 8 a.m. on the next day, being Quinquagesima
Sunday. It is interesting to note that in 1905, Bishop Talbot became
the first Anglican Bishop of Southwark.

The Present Church

It was felt for many years that a new much bigger church was needed,
and a committee was formed in 1893 headed by the Vicar, Rev Robert
Carrington, to actively pursue the matter. The first concern had

been with the parochial schools, which were erected mainly due

the generosity of Mr J P Morgan and the Earl of Leven and Melville.
A site for the church was found which was originally that of the
garden attached to the house of the Church School’s headmaster.
This was bounded to the east by the Infants’ School building, and at
the west by the strip of common land immediately above the Junior
School. The first phase of the work comprised the main part of the
church excluding the upper stages of the tower and baptistery, at an
estimated cost of £8,710. The total cost of the church when finished
was estimated at around £11,000. The architect was Mr G H Fellowes
Prynne.

On Saturday, April 18th, 1896, the Foundation Stone was laid by H.R.H.
Princess Mary Adelaide, Duchess of Teck. The Bishop of Rochester
(Dr. Edward Stuart Talbot, right), delivered an address on this occasion
which set forth his hopes for the future work of this Church, in the
parish, in the diocese, and in the mission field, in the following words: Bishop Talbot
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A Description of the Church

Like its immediate predecessor, the church is in the medieval Gothic
Revival style, which since the 1840s had become the only acceptable
architectural style for Anglican churches. For High Churchmen in
particular, the use of this style was a visual representation of the
claim of the Church of England to continuity with the Pre-Reformation
Church in Britain. This is also reflected in the use of fittings and
furnishings, and in the symbolism and subject matter employed in

art works, which echo their usage in the churches of the Middle

Ages. At the same time, in the robust and vigorous muscularity of its
employment the Early Gothic style, and in the bold use of colour in
furnishings and decoration, the church is typical of the High Victorian
style. This marks it out as being somewhat conservative stylistically, at
a time when High Church Anglican architecture was becoming both
more austere, and more eclectic in its sources of inspiration.

The church consists of a nave, a chancel and north and south aisles,
together with a Lady Chapel and related north transept, and a
baptistery. The main entrance to the church is through a north west
porch which forms the base of a tower surmounted by a steeple, with
a secondary entrance to the chancel. On the south side of the choir
are vestries, an organ chamber over, and heating chamber below.

Almost at the very top of the spire is a weathervane in the form of a
special type of dragon called a wyvern. Wyverns only have two legs as
well as their wings, and they also have a long pointy tail. The location
of the church on rising ground in Ponsonby Road, along with the
dominant tower and spire, established it as a major landmark in the
locality, well able to hold its own with the beautiful gentry houses in
the locality, with which it must have provided a striking and deliberate
stylistic contrast. The tall spire with its flying buttresses is in fact more
typical of the late Gothic Perpendicular style, and must presumably
have been chosen for aesthetic reasons.
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The height of the spire is often said to be 70.1m (230ft). However this
figure, which is in wide circulation including, at the time of writing,
on the diocesan website, is certainly wrong. In preparation for a
sponsored climb of the tower in aid of the Bell Fund the present
incumbent used a laser pointer to determine that the footway of the
tower is 21.9m above the pavement. The steeple is probably about
the same again, giving a total height to the Wyvern weathercock of
around 44m. The spire is quite elaborate, with crocket-pinnacled
angle-turrets, and 3 tiers of little lucarne windows; although not as
tall as often thought, it is visible from a great distance and lit up at
night. It is also the scene of the denouement of the 1957 film Town
on Trial with John Mills: see 1.26.33 here: https:/www.youtube.com/
watch?v=fsrOalXjAlg.

The style adopted overall is that of the latter part of the thirteenth
century, Early English, with some geometrical detailing in the window
tracery, reflecting the appearance of the Decorated Gothic style. Holy
Trinity is built externally of Kentish Rag with Corsham Down (Bath)
stone dressings, with a concrete core; internally with Bath stone and
red and yellow brick. On plan, the nave measures about 24m (80ft) x
7.2m (24ft) — by Victorian standards not all that large perhaps; but the
height of the eaves is over 16m (50ft) with another 4.5m to the top of
the great wagon vault. Typically of the architect, the interior has an air
of monumental spaciousness and harmony. Visitors may be surprised
to find the interior of this stone church to be mainly of white and red
brick, with white brick predominating. This is typical of High Victorian
churches, though the subtlety with which Prynne employs structural
colour is in contrast to the more harsh and rebarbative style of
architects such as Butterfield and Street, and it creates a very classical
sense of harmony, with rich points of colour provided by stained glass,
pictures and fittings.

The church is remarkable for its interior stylistic unity, and in the
beautiful ensemble of furnishings and fittings which were installed
very early on in the life of the church, and most of which can be
presumed to have been designed by the architect. This must be
greatly due to the generosity of donors to the building. Archive
material from August 1896 and printed sources record the chief
donors. Mr G D Charrington made particularly generous gifts,
comprising the Baptistery with the font and stained glass; the chancel
screen and boundary stone wall and iron railing; the pulpit; the choir
stalls; and the stained glass in the Lady Chapel. Mrs Charrington gave
the altar and fittings; Mrs Mayhew the Reredos; Lady Sophia and Lady
Florence Melville the seating; and the Vicar and Mrs Carrington the
Great East Window. Electric light was introduced from the outset, and
a modern heating system employing low-pressure water by Dargue
Griffiths of Liverpool. Mr G Jones was the clerk of works, and the
builder was Mr A Porter, of Tottenham. The carving of the reredos,
altar, pulpit, stalls, screen, and font was carried out by Messrs H H
Martyn of Cheltenham. The altar rails and chancel gates were made
by Singers, of Frome. The altar panels were painted by E A Fellowes-
Prynne, the brother of the architect. The reredos was coloured

by Fouracre and Son, of Plymouth, under the superintendence of

the same artist. The seating was carried out by Messrs Lonnie of
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Kennington, and the electric lighting by the firm of Laing, Wharton,
and Down of Bankside, London.

The opening of the new organ, the gift of J D Charrington, took place
on Saturday 14th October 1899. It stands in the vestry, on the south
side of the chancel. It was constructed under the direction of Robert
Hope Jones of Birkenhead. It was repaired in 1901 and 1916 by Norman
and Beard, and rebuilt in 1926 by Henry Willis and Sons Ltd, with
further repairs by Walkers in 1993.

The ceiling of the whole Church is of waggon form carried at one
level from east to west, and subtly painted in pale green. At the west
end of the nave above the rose window can just be seen a small trap
door into the ceiling, allowing for inspection of the ceiling from above
and of the roof from below. The flooring in the nave is oak and pine
parquet, with beautiful coloured and decorated encaustic tiles at the
east end. However, this is somewhat distorted in various places in
the church because of the subsidence of the infilling of the interior
of the church. This minor collapse is responsible for an awkward step
into church from the porch, and an undulation though the rest of the
church causing some loosening of the parquet tiles.

The nave is eighty feet in length by twenty-four feet broad, divided
into five bays with a bare panel and two clerestory lights above each
bay. The panels were intended to be decorated with murals or mosaics
as the church developed down the generations. The aisles are twelve
feet and six inches wide, with generous Bath stone facings, and
clustered stone columns with modest nailhead decoration, typical

of the Early Gothic style. On each of the pews abutting the central
aisle can be seen a brass card-holder. These mark the practice of

pew rents. When the church was built it was the tradition of some
churches that members of the congregation should reserve certain
pews in church so that they might have exclusive use of them. In
normal circumstances no one else would be allowed to use any such
‘rented pews’. This accounts for the somewhat strange announcement
in country churches: ‘All Pews Are Free’. The Tractarians were opposed
to the practice of pew rents, but it is not known when they were
abolished at Holy Trinity.
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The Great West Window (above) has at the top a rose window
showing the Dove, the symbol of the Holy Spirit: with nine rays
shedding upon the world, ‘The Fear of the Lord, Strength, Godliness,
Fortitude, Prophecy, Inspiration, Knowledge, Counsel and Wisdom’.
The work of the Holy Spirit is to create heroes, prophets, scholars,
saints and evangelists, which is shown in the windows below.
Beginning from the bottom and reading across we see first, Saints
Matthew, Mark, Luke and John; secondly, Ezra, Solomon, St. Thomas
Aquinas (with his sun to express radiant wisdom), and St Augustine
of Canterbury; thirdly, Samuel, David, Anselm (holding his book, Cur
Deus Homo), and St Ambrose (with the Te Deum he is erroneously
supposed to have written); and finally, Moses, Isaiah, St. Bernard of
Clairvaux (with his book Regina in praise of the Saint Mary), and St.
Jerome in his cardinal’s hat. These windows are by C E Kempe, made
1893-1898.
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Below the west window are mosaics of the Annunciation, the
Incarnation, and the Epiphany. These are not mosaics proper — where
the composition is made up entirely of small discreet coloured tiles.
These are more like solid stained glass where large parts of the figures
are made from pre-painted and shaped tiles and stones, known as
opus sectile, and extremely costly. The only true mosaics are the gold
tiles representing the sky in each of the pictures. The arrangement of
these pictures is slightly bizarre. The Epiphany is to the left, Christmas
is in the centre and the angel’s message to Mary is on the right.
Normally, if we take the convention that we read left to right, then
what is to the left is earlier than what is in the centre and that is earlier
than what is on the right, as in a comic strip.

Here the sequence appears to be reversed. The answer to this is that
the pictures are meant to be read from when one enters the church,
when we see the Annunciation (above) first, then Christmas, then
the Epiphany. The sequence of pictures then draws you towards the
baptistery which is opposite the front door.

The two windows at the west end of the south aisle are of St.
Perpetua, St. Helena and of St. Euphemia and St. Margarita. The two
windows at the end of the north aisle show St. Agnes, St. Elizabeth,
St. Cecilia, and Rachel weeping for her children typifying the mothers
of the Holy Innocents. This window forms a pair with the window

at the end of the south aisle. The shades of red and yellow that
predominate in both windows point to their purpose as a memorial

to the young woman and her children who were killed in a fire. The
inscriptions at the end of the south aisle read: ‘These are they that
came out of the great tribulation, and have washed their robes and
made them white in the blood of the Lamb’ and ‘These words are here
inscribed in loving remembrance of Ella Mary FitzRoy aged twenty,
and Maud Eugenia her sister aged 18, daughters of Eugenia Susannah
St Aubyn who passed through the fire to their rest. Christmas 1885-
6.” And we find on the windows at the end of the north aisle: ‘How

Page 10

glorious is the kingdom where all the saints rejoice with Christ, they
are arrayed in white robes and follow the Lamb wheresoever he
goeth.” and ‘These words are inscribed in recollection of Eugenia
Susannah St Aubyn born 4th Nov. 1844 and died March 12th 1886.’
These windows are by C E Kempe, dated 1899.

The Baptistery is in the form of an apse, at the southwest corner of
the nave, approached via an iron screen and gates. Stylistically it is
very similar to many of the architect’s Lady Chapels. It has a beautiful
turquoise mosaic floor suggestive of the River Jordan, with flowers
floating on top, and the Baptism of Jesus that took place there. The
centrepiece is the font which has a bowl of alabaster supported on
columns of varied marble. Four panels represent the Nativity, the
Presentation, the Baptism of our Lord by St. John the Baptist, and
Christ blessing little children. Between these panels are placed four
angels all in pure white alabaster. The steps are of Labrador granite.
The octagonal cover is richly carved in oak. The counter-weight is in
the form of a dove. Guarding the two entrances into the font are two
exquisite double gates of wrought-iron. The Baptistery windows show
the seven corporal works of mercy to show the duty of all baptized
persons — to feed the hungry, to give drink to the thirsty, to give
hospitality to the stranger, clothing to the naked, help to the sick, and
pity to those in prison. All these are front the Judgment Day questions
of St. Matthew’s Gospel chapter twenty five. The seventh window
gives the seventh act of mercy, to bury the dead; added to the list in
the Middle Ages when there were no public burial authorities. The
stained glass is by Percy Bacon and Brothers, dated 1898: this was a
firm which very frequently worked with the architect Fellowes Prynne.

Each side of the nave are the two wide side aisles. Both of these have
their own series of windows. The windows in the south aisle show

St. Martin of Tours, St. Chad of Mercia, St. Aidan of Northumbria,

St. Alban, St. Augustine of Canterbury, St. Oswald, King and Martyr,
and the Venerable Bede. Each has a scene from the life of the Saint

in the lower part of the window, though sadly the St Martin window
has been damaged. In the North Aisle we see St. George, St. Andrew,
and St. Patrick. All of these exquisitely beautiful windows were made
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by Herbert Bryans in 1904. Stylistically they very strongly resemble
the Kempe windows which predominate in the church, this is because
Bryans was a pupil of Kempe until he established his own firm in
London in 1897. Along the wall of the south aisle in between the saints’
windows you can see the remains of the old light fittings for the
church. These are elegant pipe-work decorated with brass flowers.

In the north aisle is the War Memorial for the First World War. On

the opposite side of the church is the Memorial for those killed in the
Second World War. Notice how many fewer names are on the latter
board. However, we do see something that is absent from the First
World War board, and that is women’s names. These were not women
combatants killed on foreign fields. They were civilians killed here in
Roehampton during air raids.

The magnificent pulpit, on the north side, is made of alabaster with
polished warble and granite columns and steps. The upper panels
are filled with glass and gold mosaic. The niches are occupied with
alabaster figures of the four Evangelists. The base is made of pearl
Labrador granite. The lectern is not in the form of an eagle as usually
produced by the architect, and it is not known when it was made.

The chancel, which is well raised above the level of the nave, is thirty-
six feet long, of the same width and height as the nave. There are
passages at each side of the chancel for returning communicants. A
lofty arch divides the chancel from the nave. One of the chief features
of the design is the large traceried chancel screen that fills the arch,
with a sculptured figure of an angel descending with the message, ‘On
earth peace, good will towards men’. This screen is one of the most
striking and unusual features of the interior, and a work typical of the
architect. The dwarf wall below has figures of a choir of sculptured
angels against a gold mosaic background, and gilded wrought iron
gates are placed at the entrance. The craftsmanship of these gilded
gates can be seen further up the screen in a wrought-iron rood

below the level of the stone tracery. This is very much a virtue born

of necessity. The two tall central pillars could never work if they were
simply of stone. They would collapse under the weight of the ceiling.
In fact they are made of steel with stone casings. However, even this
is insufficient to support the ceiling. Metal bracing across the whole
screen is needed, and this is what is supplied by the wrought-iron
rood. It is easy to miss this beautiful feature, because it can be almost
invisible.

The pictures in the chancel, on the left, show the Entrance into
Jerusalem on Palm Sunday, the Cleansing of the Temple, the Feet-
washing; on the right, Gethsemane, the Capture of Christ, and the
Mocking. These are almost a parody of the three semi-mosaics at

the back of the church. They are beautifully executed pictures, very
much in the style if the rear pictures, but the sky as depicted in each is
painted to look as if they consist of small golden tiles just like the rear
panels. It is just that nobody is fooled, these are not real mosaics. This
prompts the question as to why such sleight of hand was attempted.

The Great East Window has as its centre the Lamb with the Seven

Seals, surrounded by angels holding scrolls on which are the Latin
words of the Song in Heaven (Revelation. vii. 12): benedictio. claritas,
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sapientia, gratiarum actio, honor, virtus, fortitudo (Blessing, glory,
wisdom, thanksgiving, honour, power, and might). Below is the Lord in
glory on his throne; with St. Augustine of Canterbury and the Blessed
Virgin Mary on the left; and St. John and St. Paulinus on the right.
Below, the bottom line shows St. Stephen, St. Peter, St. Michael, St.
Paul, and St. Alban. This window is by C E Kempe, dated 1898.

The reredos is of considerable height and monumentality, and gives
dignity to the East end. It is built of various stones, marble, and
alabaster, and flanked by stonework. The two panels are cut in high
relief and coloured. Above in a cusped arch is a representation of the
Crucifixion with St. Mary and St. John, and on each side a company
of adoring angels. Below is the Last Supper with the Lord and His
disciples. Judas has left an empty stool in the foreground and is seen
at the back going out. The walls of the sanctuary to the height of

ten feet are faced with stone diaper work, mirroring a motif at the
medieval St Mary’s Church in Stebbing well known to the architect;
above are figures of the four evangelists and the four major prophets.
There is lavish use of colour and gilding. The choir walls, organ case
and choir stalls below are of carved oak, and the stalls are beautifully
carved with foliage in a tribute to the medieval craftsmen.

The altar (above) is of oak, with three painted panels representing
angels swinging censers before the Lamb of God. Originally the

altar would have been right up against the east wall underneath the
reredos. This arrangement reflects the ancient practice for celebrating
Holy Communion. The priest had his back to the congregation, and he
stood on the top step before the altar. He would have been assisted
by a deacon and subdeacon who would have stood below the priest
on the second and third steps respectively. During anthems and the
sermon, the three ministers would sit on the sedilia to the right-hand
side of the altar.

This arrangement might seem strange or over-fussy to modern
churchgoers, but the emphasis was on the glory of God and the whole
congregation behind the priest would think of itself as being a part

of the ‘Sacrifice of the Mass’. The priest was seen as the focus of the

Page 13



congregation’s ‘re-enactment’ of the Last Supper with its Biblical link
to Jesus’ sacrifice on the cross as shown on the reredos.

A secondary worship space lies to the left of the nave, and this is the
Lady Chapel and associated transept. The altar is from the old Holy
Trinity Church. The two stained glass windows in the transept are

said to come from that old church. One, which is perhaps the most
beautiful and delicate in the church, portrays the Annunciation, the
birth of our Lord, and the Visitation of St Mary to St Elizabeth, and

is by C E Kempe. The other has in the centre the Crucifixion, and on
either side the healing at the Pool of Siloam, and the healing of St.
Peter’s mother-in-law, and is by W G Taylor of Berners Street, London,
a memorial to William Wood. It seems that the present Lady Chapel

is almost a recreation of that old church in the midst of the new. The
chapel has five windows of St. Agnes, St. Elizabeth, and in the centre
the Saint Mary and her Son, St. Anne, St. Catherine and her wheel of
torture. At the side are Saints Faith, Mary Magdalene, and Lucy. These
windows, like those in the baptistery, are by Percy Bacon, dated 1898.

All of the stained-glass windows in Holy Trinity are of the highest
quality. The Victorian glaziers who made them were very conscious of
the artistry and discipline required in their production. An indication
of this is their habit of incorporating their individual ‘maker’s mark’ into
their creations. This goes back to the practice of the medieval guilds.
There are a number of such marks in the church. Kempe occasionally
inserted a small wheatsheaf into his windows (see below). Bryans
Studio used a small running black dog as their logo, which was often
located in the bottom right-hand corner of a window. The most easily
seen marks are in the windows near to the front door entrance.
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A notable feature of the Lady Chapel transept is the portrayal of
miracles in the second stained glass window. This is the only place
in the whole church where we see Jesus performing his healing
miracles, and it is interesting that these portrayals come from the
earlier church. What is particularly intriguing about these portrayal
as opposed to all the other decorations within the church, is the
total absence of any depiction of a supernatural or miraculous
occurrence. There are bible allusions galore, plenty of angels, plenty
of disciples and plenty of evocative scenery, but what is absent is
any reference to Jesus’ miracles. It seems as if the congregation of
the time and the artists commissioned to decorate the building had
a failure of nerve.

The nineteenth century is often thought of as the high watermark
of faith in England. But Holy Trinity points to something else. The
nineteenth century was also the time when faith first came under
determined attack. The new science of geology challenged the
received wisdom about the age of the earth. Darwin’s account of
evolution was becoming accepted by Christians and atheists alike.
Doubt was very much in the air. The best description of this can be
found in A. N. Wilson’s book God’s Funeral.

The Bells of the church originally consisted of just one bell weighing
18 cwts! This bell has been removed, and a new 6 cwt ring

of eight is to be installed by John Taylor’s bellfounders of
Loughborough. The largest four bells of this ‘new’ ring are
trebles of a heavy chime of eight which formerly hung in
Prinknash Abbey, Gloucestershire. One of these four was
among those originally cast for Caldey Abbey in Wales, and
brought from there to Prinknash when the Benedictines
handed over Caldey to the Cistercians. Four new treble bells
have been cast to match these, and all eight will be supplied
with new ringing fittings and will be hung in a new galvanised
steel bell frame.
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A Note on Artists and Designers
Connected with the Church

G. H. Fellowes Prynne

George Halford Fellowes Prynne, FRIBA (1853-1927) was born in
Plymouth, into a devout High Church Anglican family, and like many

of the Gothic Revival architects his work was directly informed and
inspired by his religious beliefs. His mother was the daughter of Admiral
Sir Thomas Fellowes, and his father was Rev George Rundle Prynne, a
leading adherent of the nascent Oxford or Tractarian Movement in the
west of England. They had a large family, four sons and six daughters.
From 1848 Rev Prynne served as the first Vicar of St Peter’s Church in
Plymouth, a church founded like many Tractarian parishes primarily to
serve the poor. Thus, from his earliest years the future architect would
have been brought up in the atmosphere of revived sacramental worship
and social concern characteristic of early Anglo-Catholicism.

As was usual for a member of his class, Prynne was sent to boarding
school; accounts differ but he seems to have studied first at St. Mary’s
College, Harlow, then Chardstock College, and finally at Eastman’s Royal
Naval academy at Southsea. Prynne did leave a brief account of his life,
in which he said that he had seriously considered becoming ordained,
but the financial strictures imposed by a large family and a clerical
stipend appears to have ruled out the necessary university education. He
instead in 1871 went out to join an uncle who was a farmer in the USA,
work which proved unconducive to him, though he did apparently obtain
there his first practical experience of building. He then managed to
obtain work in an architect’s office in Toronto, before returning home. It
appears to have been under the influence of his brother Edward that he
took the decisive step of entering the office of the great Gothic Revivalist
and church architect George Edmund Street, who shared his religious
ideals. Prynne additionally studied at the Royal Academy from 1876-78,
setting up his own architectural practice around 1880.

On Street’s death in 1881, Prynne worked with his brother Edward on
the plans of the senior architect to complete his father’s church, which
was apparently the first real sign of the design skills which were to
establish him as an important and successful architect. He went on

to establish a considerable career as a church designer and restorer,
largely serving Anglo-Catholic clients. A major breakthrough came with
the monumental Church of All Saints, Rosendale Road in Brixton (1888-
92), praised by Pevsner as ‘a remarkably impressive design both inside
and out’. Sadly, this church was recently badly damaged by fire. It was
here that he first employed the very unusual feature of a tripartite stone
screen, filling the whole chancel arch, which became one of the most
interesting and characteristic features of his work, based on the medieval
example at Great Bardfield, Essex. One of the most beautiful of his
screens is at Holy Trinity Church, and the Church Times said of Prynne’s
church at Roehampton that it is: ‘a beautiful building, worthy to rank as
one of his most successful efforts.’

Most of his work was in the south of England, but he also supplied
an unexecuted design for the Anglican cathedral in Liverpool, and
for cathedrals at Umtata, South Africa, only partially built, and at
Colombo, Sri Lanka, completed by his son. His churches are notable
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for their frequent ambition of design, and for their richness and use of
the full panoply of Victorian art and craftsmanship. Prynne like many
Victorian church architects made himself responsible for the design of
virtually every decorative feature in his churches, which was intended
to produce a unified and harmonious whole. His success was reflected
in his appointment as a Fellow of the Royal institute of British Architects
in 1891, and President of the Architectural Association in 1899. Sadly,
Prynne has largely been reduced to a footnote in studies of Victorian
and Edwardian architecture, perhaps because he was happy to build
and design within the central tradition of High Victorian art and
architecture. His work shows little influence of the burgeoning arts and
crafts movement, or of the stylistic eclecticism which was increasingly
prevalent in the more extreme ritualistic wing of Anglo- Catholicism. He
did not indulge, as did many Victorian architects, in the publication of
artistic manifestos, nor did he become involved in religious controversies.
But he served the Anglican Church faithfully on local committees, and
was a dedicated member of the congregation of St Saviour’s Church in
Ealing, which he himself had built. Sadly, the church was destroyed by
wartime bombing.

Prynne was also deeply dedicated to his family, and he was greatly
shaken by the loss of two of his sons in the Great War, with two seriously
injured. His subsequent work became focussed on war memorials,
though he did design an extension to Ealing Town Hall executed after his
death. A friend and former client remembered him thus ‘“Through it all he
was a Christian gentleman; modest, kindly, diligent and patient.’

E. A. Fellowes Prynne

Edward Arthur Fellowes Prynne (1854-1921), an extremely talented

and successful artist, was a younger brother of the architect of Holy
Trinity, whose religious faith he shared, and with whom he frequently
collaborated. Edward trained in London, Antwerp, Florence and Paris,
establishing his studio in London in 1880, and exhibiting at the Royal
Academy and in other prestigious galleries. He produced many portraits
for distinguished and wealthy sitters, and also paintings of religious,
allegorical and mythical subjects, of varying quality, in the graceful
Pre-Raphaelite style associated with Sir Edward Burne Jones. He also
designed fine stained glass for the firms of Jennings and Bacon, and
much other ecclesiastical work. Particularly noteworthy are the colourful
stained glass windows produced for his brother’s church, St Peter’s,
Staines. His other most notable work was probably the magnificent wall
painting ‘The Church Triumphant’ over the chancel arch of his father’s
church in Plymouth, sadly destroyed by wartime bombing.

The Builder in his obituary called him ‘one whose absolute sincerity and
devotion to the highest ideals of his art are stamped upon every kind of
work of a religious character that he undertook.’ In 1881 he was living
by himself near Bromsgrove, but he married Emma Mary Joll in 1888,
with whom he had two sons and three daughters. The family lived in
Ealing, where he was well known for his hospitality and love of music,
and he died at nearby Brentford. In 1911, George Fellowes Prynne
created a Lady Altar at St Mary’s Church Hayes, in Hillingdon, with

the Triptych showing events in the life of the Virgin Mary painted by
Edward. They are both buried in the graveyard of this beautiful ancient
church, a very fitting place of rest for men who had dedicated so much
of their lives to religious art and architecture.
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C. E. Kempe

Of the beautiful stained glass windows in the church, the finest were
produced by or under the tutelage of the firm of Kempe. Charles Eamer
Kempe (1837-1907) was born at Ovingdean near Brighton, a member
of an old Sussex family. Whilst studying at Oxford he came under

the influence of the Tractarian movement in the Church of England,
and was intended for the priesthood, but a stammer prevented

his ordination. In 1862 he started working for the great Gothic

Revival architect G F Bodley with whom he assisted in the design

of embroidery, interior design, and liturgical furnishings. In 1865 he
designed a window at Gloucester Cathedral for the distinguished form
of Clayton and Bell. In the late 1860s Kempe set up a firm of architects
in London at first designing stained glass made by the London firm

of Thomas Baillie, and then producing and designing windows in its
own right. It became one of the most prominent and skilful amongst
firms designing church furnishings, especially stained glass, usually
for High Church Anglican congregations. Kempe was acquainted with
the Pre-Raphaelites, but his work shows little influence of their style,
with the possible exception of the fresh, painterly style of some of his
early work such as that at St Nicholas, Brighton. His nephew Walter
Tower entered the firm in the 1890s, and carried it on until 1934, often
employing the designer John William Lisle (1870-1927). Kempe lived

in his native Sussex for most of his life, though a rather shy man who
never married, he liked to entertain guests at his home in Lindfield,
near Haywards Heath. He is buried in the churchyard at the place of his
birth, Ovingdean.

Kempe studios produced over 4,000 stained glass windows, and also
manufactured an enormous variety of church furnishing and fittings,
including altars, embroideries, church furnishings, lych gates, and
memorials. Anglican cathedrals at Chester, Gloucester, Hereford,
Lichfield, Liverpool, Newcastle upon Tyne, Southwark, Wells,
Winchester, and York contain works by Kempe.

Kempe glass is very much in the mainstream of Gothic Revival

stained glass as developed by pioneers such as Pugin, and is almost
always in an elaborate and sophisticated late medieval Gothic style,
occasionally with Renaissance elements: but its artistic distinctiveness
and quality of design and manufacture lifts it above the average of
Victorian stained glass production. Kempe’s windows typically employ
a robust but harmonious figurative style, often including saints and
angels, frequently in tiers; the windows frequently have elaborate
backgrounds, both landscape and architectural, with rich canopy work;
and they employ exquisite, skilful and detailed draughtsmanship, with
usually a rather sombre, but rich and deep colour pallet, employing
jewel-like colours in the details and decorative elements; and as a
distinctive feature, the use of peacock feathers for angel wings. The
maker’s mark, sparingly employed, is a wheatsheaf taken from the
family coat of arms, usually to be found at the bottom of the window,
with a black tower superimposed on those windows produced after
Tower took over the business.

The Ecumenical Parish of Roehampton

In the building of the Alton Estates, land had been set aside for a
church in the heart of the community, near right by the shops in
Portswood Place which serve the bulk of the Alton West estate.
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Soon after the estate was built, a group of Pentecostalists, Free Church
members and others set up an independent church meeting at the
Bessborough Hall. Plans were made to build a permanent home for
this church, but, of course, funds were low, and the capital costs of

the project were formidable. It was then in an extraordinary act of
generosity and vision, that the Methodist Church offered to provide a
building and a minister for this congregation. And so, in 1967, Minstead
Gardens Methodist Church and Centre came into being.

Once the church was established in its new home, it became obvious
that there should be close co-operation between the churches

here in Roehampton. Close friendship had always existed between

the Catholics at St Joseph’s and the other Christians in the parish.
However, it was felt that a deeper relationship should grow up between
Holy Trinity and Minstead Gardens, and so Roehampton Ecumenical
Parish was brought into being. A Methodist Minister was to lodge in a
Manse attached to Minstead Gardens, and the Protestant side of the
parish was to be a joint effort by both churches, Methodist and Church
of England working in partnership.

Although two full attempts to reach unity between Methodism and the
Church of England have failed since the start of our partnership here,
and even though priorities change and church funding ebbs and flows,
the ecumenical parish still goes on.

Methodist Ministers in Roehampton:

Frank Himsworth BA 1978 — 1983

David Rice BA 1983 — 1988
Richard Jones BA 1988 — 1995
Eric Murray BA 1995 - 2000
Veronica Faulks BA 2000 — 2006
John Cooke BA 2006 — 2007
John E. Davis BA 2007 — 2010
Roy Jackson MA 2010 - 2018

Deacon ?Kathy Johnson 2018 -

Methodist Urban Missioner to the Alton Estates
Keith Rowbottom BSc 2008 —2016

Ali Stacey-Chapman 2016 — 2017

The Vicars of Roehampton

1843 — 1870 George Edward Biber LLD
1871 -1906 Robert Carrington MA

1906 — 1924 James Henry Browne MA
1924 - 1945 Henry Elkerton BD

1945 - 1959 William Charles Campling MA
1960 — 1971 Gerald Hudson MA

1971 -1979 Barney Milligan BA

1980 — 1991 David Painter MA

1991-1995 John Cox MA

1996 - 2019 James McKinney MA

2020 — Joshua Rey BA MA (Oxon) MSt
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