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The Stained Glass of St. Nicholas’ Church, 

Blundellsands 
 

Text:  Philip Collins; Photographs:  Peter Batey 

 

 
Of the twenty three stained glass windows in St. Nicholas’ Church, fifteen are the work of 

four firms and the remaining eight are by unidentified studios. Apart from the three apsidal 

east windows, there is no overall subject scheme, the donors, albeit in a number of cases 

with the input of Caröe, being apparently free to choose their own subjects. The earliest 

glass is a window with a commemorative date of 1875 and therefore more or less 

contemporary with the building of the church, and the latest, a window inserted in 1924.  

     In the beginning, the appearance of the windows from inside would have looked quite 

different. For one thing, the intensity of light on a dark day would have been much stronger, 

but then gradually, as windows were filled over the years, the glare would have softened 

until the present effect we see today was reached.  
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      This description of the windows follows the sequence shown on the Stained Glass Plan 

(see below) and it begins in the sanctuary. For studying windows 1-5 and 12-14 the use of a 

pair of binoculars is recommended. 

List of windows and page number 

1. Transfiguration 4 

2. Crucifixion 5 

3. Ascension  7 

4. St. Paul  8 

5. Parable of the talents  9 

6. Suffer the little children  11 

7. Good works  12 

8. St. Balbina and Dorcas  13 

9. Martha and Mary  15 

10. Good works  17 

11. Christ with the doctors 19 

12. War  20 

13. Peace  23 

14. Memorial Rose Window  24 

15. Presentation of Christ in the temple  25 

16. Jesus the shepherd with his crook, carrying a lamb  26 

17. John the Baptist baptises his cousin Jesus in the Jordan  26 

18. The Kempe Window  27 

19. Easter morning  29 

20. Presentation of Christ in the temple  31 

21. The women of Samaria  32 

22. Christ after his temptation  33 

23. Martha and Mary  34 

 

Key to Designer Powell Wilkinson Mayer Kempe Unidentified   
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The Stained Glass Plan 
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1.  North East Apse. 1893.                 James Powell & Sons, Whitefriars, London. 

“Transfiguration” 

The subject of this three-light window is 

the Transfiguration of Our Lord and it is 

part of the schematic plan, which included 

the reredos, devised by Caröe for the 

sanctuary. It was the ninth window to be 

placed in the church.   

      In the centre light, the Transfigured 

Christ stands with arms outstretched, 

displaying the nail marks in His hands. On 

His head is the crown of thorns and 

behind Him emanate rays of glory which 

pierce the cloud on which He stands, 

illuminating the watching disciples 

beneath. These rays pass left and right 

and fall across figures from the Old 

Testament who are similarly placed on 

clouds directly above their New 

Testament anti-types. In the left-hand 

light Moses the Law-giver appears above 

the figure of Jesus, the giver of the New 

Law, seen teaching it to a group of men 

and women. Note the figure of the child 

with arms folded across its chest, in the 

manner that the unconfirmed receive the 

Church’s blessing at the altar rail today. In 

the right-hand light Elias, (the New 

Testament name for Elijah), is placed 

above his anti-type John the Baptist. In 

Matthew Ch.11 v. 13 we read: 

“For all the prophets and the law 

prophesied until John; and if you are 

willing to accept it, he is Elijah who is to 

come.”      
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      Beneath these groups of figure are smaller scenes illustrating events in Our Lord’s life 

prior to His crucifixion. Bottom left we see Mary Magdalene anointing Jesus’ feet with oil 

from her alabaster jar, when he was at supper with Lazarus, Martha and Mary at Bethany. In 

the bottom centre Christ enters Jerusalem a week before His crucifixion, seated on an ass, 

whilst onlookers strew palm branches in His path. In the bottom right scene Christ faces the 

Angel of the Agony in the Garden of Gethsemene who carries the cup: “My Father, if it be 

possible, let this cup pass from me; nevertheless, not as I will, but as thou wilt.” In the 

foreground St. Peter sleeps, his sword by his side. 

      The figures are set on a finely detailed architectural canopy work of arches, niches and 

crocketted buttresses, (as they are to all three apse windows), and note how above the 

central light the surmounting pinnacles seem to split then bend around the base of the circle 

enclosing the three quatrefoils, a rather unusual and idiosyncratic solution to the problem. 

These quatrefoils at the very top of the window contain angelic beings holding texts taken 

from St. Mark’s Gospel Ch. 9.  v. 1-8 “He was transfigured before them”. Beneath the lower 

two quatrefoils is the Dove - symbol of the Holy Spirit. 

 

2.  East Apse. 1895-6.        James Powell & Sons, Whitefriars, London. 

“Crucifixion” 

Although by the same studio, and complementary in style, close examination reveals definite 

differences in drawing technique between this window and the flanking ones. The figures in 

the central window are portrayed more realistically (and slightly larger) than those in the 

other two windows, which are more statuesque and which employ a more stippled technique 

which can be studied at close quarters in the south aisle west window (Window 11) 

      The subject is the Passion or Crucifixion of Our Lord, and in the central light He hangs 

with closed eyes on the cross. Below, a Centurion stands, whilst a second kneels to throw 

three dice:  

“When the soldiers had crucified Jesus they took His garments and made four parts, one for 

each soldier; also His tunic. But the tunic was without seam, woven from top to bottom; so 

they said to one another, ‘Let us not tear it, but cast lots for it to see whose it shall be’.”  

To the left, Jesus’ mother and two other women stand in prayer. Behind them stand a 

Centurion, an onlooker and the ladder used in the crucifixion. To the right, St. John, the 

disciple whom Jesus loved, stands with two other disciples and some Roman soldiers, one 

of whom carries a Legion standard. The window places the figures within canopy work of: 

to the left, Jesus’ mother and two other women stand in prayer; behind them stand a 

Centurion, an onlooker and the ladder used in the crucifixion; to the right, St. John, the  
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disciple, whom Jesus loved, stands with two other disciples and some Roman soldiers, one 

of whom carries a Legion standard. The window places the figures within canopy work of 

near identical design to the flanking glass, except that a number of halo’ed cherubs faces 

are sprinkled across the three lights, all with those rather dead-pan expressions 

characteristic of Victorian dolls. Above the 

central light, within a circle, are four 

mouchetts, the horizontal two containing 

the initials of alpha and omega. In the 

surrounding tracery are the four Living 

Creatures described in the Book of 

Revelation Ch.4 v. 7-8, beginning at the 

top left with the winged man and then 

clockwise, lion eagle and ox and 

symbolising the four Evangelists. 

      Below the main figures in this window 

is a section which is virtually impossible to 

see from floor level. In it seven figures 

hold text scrolls recording the words from 

St. John’s Gospel Ch.12 v. 32, “And I, if I 

be lifted up from the earth will draw all 

men unto me”. Centrally placed in the 

glass behind the figure of Christ in 

Majesty on the reredos, is a strange oval 

of blinding golden light, which, taken with 

the surrounding imagery, powerfully 

illustrates the moment of resurrection. 

      The person commemorated, and the 

donor of the window, are recorded in a 

brass plaque set into the sanctuary 

pavement beneath the rails which 

records:  

“To the Glory of God / and in loving 

memory of / John Carrington of Waterloo / 

who was called to his heavenly rest / on 

Good Friday April 3rd 1896 aged 73 / This 

central window is dedicated / by his son 

A.K. Carrington.”  
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3. South East Apse. 1893.                James Powell & Sons, Whitefriars, London. 

“Ascension” 

This is the third of the windows referred to in Caröe’s letter to the Reverend Winslow dated 

14 January 1893. The subject is the 

Ascension and following the Transfiguration 

window, it was the tenth to be fixed in the 

church. 

      In the centre light, the Ascending Christ 

rises above a cloud, displaying the nail 

marks on His feet. Balancing the types and 

anti-types of the Transfiguration window are 

the two men in white with watching disciples 

described in Acts Ch.1 v. 10-11:  

“And while they were gazing into heaven as 

He went, behold, two men stood in white 

robes, and said, ‘Men of Galilee, why do you 

stand looking into heaven? This Jesus, who 

was taken up from you into heaven, will 

come in the same way as you saw Him go 

into heaven’.”  

      Here, the figure on the left holds a text 

scroll “Ye Men of Galilee” and the right-hand 

figure holds one on which are the words 

“Going up into Heaven”. Beneath these 

figures are the watching Disciples, (of which 

only eleven are shown), gathered around the 

imprint of Christ’s feet still visible in the earth, 

a convention much used in mediaeval 

stained glass to symbolise the Ascension. 

Again, to balance the opposite window, three 

smaller scenes are placed beneath the main 

design, this time illustrating post-crucifixion 

events. In the bottom left is the Incredulity of 

Thomas where Christ shows his wounds to 

the doubting disciple. The bottom centre 

scene portrays the Supper at Emmaus and 
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the bottom right depicts Christ handing St. Peter the keys of Heaven. At the top of the 

window three quatrefoils are contained within a circle of tracery. In the uppermost, two 

angels hold a crown and await the ascending Christ to take His throne in heaven and reign 

in Majesty. Below, in the other two quatrefoils single figures hold text scrolls bearing a 

passage from the Book of revelation Ch.21 v. 7: He that overcometh / shall inherit all things. 

The remaining pieces of infill glass contain halo’ed angel’s heads. 

      The three windows above were described in The Builder for 1st December 1894. 

 

4. South Chancel.   1875.                                                Studio Unidentified. 

“St. Paul” 
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This is a window with an interesting, if eventually unfortunate, history. It is very likely that it 

was the first to have been the inserted in the church and is in remembrance of Sarah Ann 

Barber who died in 1875, the year following the opening of St.Nicholas.  Originally this glass 

was situated in the opposite window on the North side of the Chancel but was moved in 

1913 when the alterations to the organ chamber were made and the raised hipped roof 

added. Until 1987 it was flanked by the clear lights of the original quarries which had a ruby 

border broken by small areas of deep blue. However in that year, as part of a repair contract, 

the stone tracery of the window was removed and replaced by a greatly simplified layout. 

The additional areas of glass created by the reduced stonework, and the flanking lights, 

were filled with geometrically leaded work incorporating areas of ruby and blue. The effect 

might be considered dissonant with hindsight. All that remains of the original glass is the 

panel depicting St. Paul. He stands looking to his left dressed in a deep blue and red cloak 

holding in his right hand the sword of his martyrdom and in his left a scarlet and gold bound 

volume of the scriptures. The panel retains its original border, and quarries behind the figure.  

Beneath the figure are the words Paul a Servant of Jesus Christ and below that, in a 

separate panel, the dedication words:  

“In affectionate remembrance of Sarah Ann Barber” 

 

5. South Chancel. 1921.                           Horace Wilkinson, London. 

“Parable of the Talents” 

All the comments relating to the simplification of the stonework mentioned above apply also 

to this window, which suffered the same treatment in 1987. Because the stained glass 

completely filled the window, the effect apart from the substitution of a rather crudely detailed 

quatrefoil, of the introduction of the geometrical work, has been minimised. The subject is 

the Parable of the Talents, Matthew Ch.24 v. 14 ff and the artist was Horace Wilkinson 

(1860-1957) of Gower Street, London. In mid- career he had suffered cruelly as a result of a 

lack in the demand for glass from the studio that employed him, but then his fortune changed 

when: 

 “He bravely accepted an order for a large three-light memorial window to King Edward VII, 

for North Walsingham Parish Church where committee set a condition of ‘No payment to be 

made if the work is not to the full satisfaction of Mr W.D. Caröe’. The window was successful 

and brought the artist to the notice of an important architect who had a common love of 

English mediaeval glass. The late Mr Caröe’s resultant patronage was invaluable and 

opened doors which had long been shut”1.  

                                                           
1
 From the Obituary of Horace Wilkinson published in Journal of the British Society of Master Glass-Painters Vol. 

XII, No 3, 1957-1958. 
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       Locally, the two men collaborated again in 1929 in the Te Deum window on the north 

side of St. Helen’s Church, Sefton. The Parable of the Talents window (Window 5) and 

Window 9 in the South Aisle (also by Wilkinson), were the last to be inserted in this church.   

      The design fills the three lights and illustrates the moment in the parable when the 

Master, having returned home after a time spent abroad, is surrounded by the servants to 

whom he had given his capital 

and is reckoning up with them. In 

the left-hand light his treasurer 

records the various profits made 

by the servants in a ledger. 

Wilkinson recognised the quality 

of glass produced by a studio 

such as Charles Kempe’s, and the 

lessons he learnt are evident in 

the fine sense of colour and 

quality of draughtmanship which 

he displayed in his own glass. 

Note the carefully observed detail 

of the costumes, particularly the 

pearl edged robe of the Master, 

and the use of the encaustic tiled 

floor drawn in perspective to give 

a real sense of depth to the 

design. Two angels hover beneath 

the canopy work in the outer lights 

holding text scrolls on which are 

the words “Well done thou good 

and faithful servant” and “Enter 

thou with the joy of the Lord”. At 

the base of the window the 

dedication panel reads:   

“To the Glory of God and in loving 

memory of / Charlotte Christine, 

wife of W.B.Sproule, died 3rd Nov 1919” 

To the bottom right-hand corner of the window is the Stags head surmounted by the letter W 

which is the logo of the artist. 
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6. St. Martin’s Chapel. 1883.                                        Mayer of Munich & London. 

“Suffer the little children” 

The subject of this, the second window to be put in the church, is “Suffer the Little Children” 

and it filled the vacant two-light opening in the chapel / transept newly created in 1880. The 

cost was met by subscription from the children of the St. Nicholas Sunday School. The 

choice of Continental glass fell during the T.D. Barry years, and it would never have 

occurred during Caröe’s 

involvement, as this sort of glass 

was anathema to him. The 

window is referred in passing in 

an article in The Builder for 19th 

December 1885 which describes 

the Baptistery glass, also by 

Mayer & Co.   

      At the top of the window in 

two trefoils are the initials of 

Alpha and Omega, and in the 

main lights below, the main 

design spans the three lights. 

The scene is set in a garden 

where Christ is surrounded by a 

man and three women, one 

holding a baby, and four 

children. Our Lord holds a fifth in 

His arms. The vegetation in the 

garden is typical of the Mayer 

Studios and the background sky 

is a livid red, leaded again in 

typical Mayer fashion in the form 

of coursed “bricks”. At the 

bottom right-hand corner of the 

glass is the inscription:  

“Suffer the little children to come unto Me and forbid them not. / erected by the Children of 

Blundellsands, Easter 1883” 
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7. South Aisle. 1886.                                             Mayer of Munich & London. 

“Good works” 
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Three years after the last window, another from Mayer & Co was inserted in the church 

which concluded a run of five from this studio. The subject is Charity, one of the three 

Christian virtues frequently depicted in stained glass. As a sort of heading to the subject of 

the window the quatrefoil at the top super-imposes the anchor, sword and heart which are 

the traditional symbols used for the three virtues of Faith, Hope and Charity. We immediately 

recognise this to be a window by Mayer & Co by the “brick coursing” treatment of the sky 

and the portrayal of the vegetation in the background. Two better-off ladies distribute bread 

to a poor mother and her children, a scene which acts as a pertinent comment on the Parish 

of St.Nicholas of the time, when the well-to-do of the congregation were not lacking in their 

charitable acts both locally and further afield. Across the bottom of the two lights runs the 

dedication panel which reads:  

“To the Glory of God & in memory of / Ellen Isherwood died 5th June 1886.”  

 

8. South Aisle. 1903.                                                           Studio Unidentified. 

“St. Balbina and Dorcas” 

If, for no other reason, this window is interesting for its portrayal of a female saint, Balbina, 

very rarely depicted in glass - or anywhere else I should imagine; in over twenty five years of 

studying windows, I’ve certainly never come across her before!  Actually it is rather a 

pleasant window, the seventeenth to be put in, and with the Kempe (which shows how it 

really should be done) is the only other one in the church in the single-figures-beneath-a-

canopy style of the 15th and 16th centuries. As it happens, the canopy work is minimal, but 

no less effective, and the colouring is particularly rich and satisfying. It is a great pity that the 

identity of the maker is unknown at this stage. Two women are depicted, St. Balbina in the 

left-hand light standing alongside Dorcas in the right. Dorcas, which is the Greek form of 

Tabitha, is mentioned in Acts Ch. 9.  v.36-41. The passage describes St. Peter restoring her 

dead body to life and tells how in life she had filled her days with acts of kindness and 

charity. As Peter entered the room where her dead body lay, he was tearfully shown the 

shirts and coats that Dorcas used to make, and in this representation she is seen holding 

one. In this portrayal of her she appears with her wrists joined by the chain. At the base of 

the window is a lengthy dedication divided between the two lights on the left:  

“To the Glory of God and in loving memory of Marian / Wife of J.H.K. Isherwood of Formby: 

who died the 19th day of Feb 1903.” 

 Beneath the right-hand light: This window has been placed here by her parents / David and 

Sarah Anne Inglis of this Parish.  The Inglis family feature frequently in the history of the 

Parish. At one time David Inglis was the Treasurer to the Church Council and, another of his  
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daughters, Anne Gertrude married Joseph Dawbarn in 1895 (see under the west organ 

screen in the section on the interior of the church). 
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9. South Aisle 1924                Horace Wilkinson, London. 

“Martha and Mary” 
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The first mention of this window, the last to be placed in St.Nicholas, is in the minutes of the 

Council Meeting for 2nd October 1923 which state: “The vicar said that Mrs Hood Rowan 

wished to put up a stained glass window - subject - The appearance of Our Lord to His 

disciples - in memory of her late husband - on the south side of the church. A Faculty would 

be required.” This is a fine window, beautifully executed, with a lovely little Old Testament 

postscript tucked in at the bottom. We begin at the top in the quatrefoil, with a Pelican in her 

Piety. This is an oft-used Christian emblem which portrays the bird standing in its nest 

vulning, that is to say pecking its breast with its beak and feeding the young at its feet with 

drops of its blood, thus symbolising Our Lord’s redemption of His children. 

“The vicar said that Mrs Hood Rowan wished to put up a stained glass window - subject - 

The appearance of Our Lord to His disciples - in memory of her late husband - on the south 

side of the church. A Faculty would be required.”  

This is a fine window, beautifully executed, with a lovely little Old Testament postscript 

tucked in at the bottom. We begin at the top in the quatrefoil, with a Pelican in her Piety. This 

is an oft-used Christian emblem which portrays the bird standing in its nest vulning, hat is to 

say pecking its breast with its beak and feeding the young at its feet with drops of its blood, 

thus symbolising Our Lord’s redemption of His children. 

      By the time the window was inserted, the subject had been changed, and now depicted 

Jesus’ words with Martha and Mary just prior to the raising of Lazarus. This is a fine window, 

beautifully executed, with a lovely little Old Testament postscript tucked in at the bottom. We 

begin at the top in the quatrefoil, with a Pelican in her Piety. This is an oft-used Christian 

emblem which portrays the bird standing in its nest vulning, that is to say pecking its breast 

with its beak and feeding the young at its feet with drops of its blood, thus symbolising Our 

Lord’s redemption of His children.  

 

      This is a fine window, beautifully executed, with a lovely little Old Testament postscript 

tucked in at the bottom. We begin at the top in the quatrefoil, with a Pelican in her Piety. This 

is an oft-used Christian emblem which portrays the bird standing in its nest vulning, that is to 

say pecking its breast with its beak and feeding the young at its feet with drops of its blood, 

thus symbolising Our Lord’s redemption of His children. Beneath this in a tiny dart of glass is 

a small anchor, symbol as we have seen previously, of Faith. Next come four mouchettes 

(dagger shaped openings). The outer two hold red winged angels carrying the texts “Yea &” 

and “Amen” and the inner two shields on which are displayed the sacred monogram IHC 

(Jesus) and the Chi-Ro (Christ). The main design lies across the two lights and shows Mary 

on her knees before Our Lord, (note her beautifully detailed and coloured cloak), with her  

sister Martha standing by her side. She has just said to Jesus, “If you had been here, sir, my 

brother would not have died. Even now I know that whatever you ask of God, God will grant 

you.” Jesus tells her that her brother will rise again and Martha replies, “I know that he will 
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rise again, at the resurrection on the last day”. Jesus’ great reply, on the text scroll before 

Him is, “I am the resurrection and the life”, and the Gospel continues, “If a man has faith in 

me, even though he die, he shall come to life; and no- one who is alive and has faith shall 

ever die”. As if to say Amen to that, Horace Wilkinson includes in the bottom left-hand 

corner, almost peeping over the window sill, the figure of Jeremiah with his text scroll saying, 

“Therefore have I hope” Lamentations Ch3 v. 21. In the bottom right-hand corner the 

dedication panel reads: To the Glory of / God & in loving memory / William John Hood-

Rowan / and his sons / Stephen, Maxwell / and Aitken.  Mr Hood-Rowan served on the 

Church Council for just over five years from 1915 until his death in 1921. Two of his sons, 

Maxwell and Aitken, were killed in the First World War and are commemorated on the War 

Memorial Tablet. His wife continued to support the church and was active in the great 

Jubilee Bazaar of 1924. 

 

10. South Aisle.    1896.                                       Studio Unidentified.  

“Good works” 

Another example of a subject based on Good Works or Charity, this was the fifteenth 

window to be put in the church. Although the studio is not identified, it is possibly by James 

Powell & Sons as stylistically there is a resemblance to the Crucifixion window in the 

sanctuary. The person here commemorated is Lady Mary Forwood, wife of Sir William. The 

donors of the glass were her children. The subject is suggested in the four quatrefoils at the 

top in which four angels hold text scrolls with the following words taken from the Book of 

Revelations Ch.2 v. 18-19: I know / thy works  / and service / and charity. Surrounding this, 

in the infilling glass to the tracery, are seven ruby hearts. Below, the design reads as a 

before and after sequence. In the left-hand light the “I” of the quotation (perhaps also the 

embodiment of Lady Eleanor too?) sits dressed in a green gown busily sewing a garment. A 

small scroll alongside her head reminds us of her virtue: Give and it shall be given unto you. 

Two other women, perhaps her servants, (note that they have no haloes!), assist. The one in 

red sits tacking while the one on the floor uses a pair of scissors to cut a piece of gorgeous 

blue material. In the next scene the virtuous lady distributes the garments to the grateful 

poor. Perhaps as if to emphasise the poverty, the artist has introduced weeds which sprout 

from between the flagstones. The dedication panel at the bottom is split by the central 

mullion and reads: “In loving memory of our / mother Dame Mary Eleanor / Forwood. Obit 

Dec 24th / 1896 Aged 55.” The death of their mother at such an early age, and on Christmas 

Eve, must have made for a desperately sad time for family. On either side of the dedication 

panel are the heraldic arms of Forwood and Sir William and Lady Eleanor’s families. On the 

left the Forwood arms: per fesse or and azure, in chief a cormorant sable, beaked and 
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membered gules, between two fleurs-de-lys of the second, in base an ancient galley or, sail 

argent. Below, the motto Fide, virtute et labore, meaning: by faith, virtue and labour. 
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11. South Aisle West   1891             James Powell & Sons, Whitefriars, London. 

“Christ with the Doctors” 
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This window is the result of close collaboration between the incumbent and donor, the 

Reverend Charles de Blois Winslow, and William Caröe. Stylistically it has many similarities 

with the two near contemporary Powell windows in the sanctuary (Window 1 and Window 3). 

Compare the grainy painting style, particularly of the faces, with the much sharper image 

produced by Kempe or Wilkinson (or, for that matter, Powell, in their Crucifixion window in 

the sanctuary). 

      The subject of the window is Christ with the Doctors in the Temple, an episode in the 

early life of Christ only to be found in St. Luke’s Gospel. In the middle of the three lights the 

twelve year-old Jesus stands quietly explaining to his mother the reason for His being in the 

Temple whilst  behind, Joseph his father stands watching. Notice the gentle way in which 

mother and son hold hands. The panels to the left and right are filled with the Doctors or 

Rabbis who stand, some holding the Torah, patiently waiting for the domestic interlude to be 

resolved. In the upper tracery the design is completed by three angels, the outer two 

swinging incense censers (a rather daring element of ritual for St.Nicholas!) and the central 

one playing a harp. The colours are restrained reds, greens and golden yellow stain which 

glow most attractively in the afternoon sunlight. Across the three lights and beneath the main 

scene runs a band of text reading:  

“Whist ye not that I must be about my Father’s business?”  

Separated from this by the base to the canopy work is a further dedication band of text:  

“Giving thanks for the dear memory of Catharine Elizabeth Fenton died Sept 11th 1889 and 

Aubrey J. de Blois Winslow died April 12th 1890.” 

 

12. West Gable (south side). 1921.                      Horace Wilkinson, London.  

“War” 

The question of a memorial to those from the Parish who fell in the Great War was first 

raised in a Church Council meeting on May 8th 1918 when the Vicar, the Reverend Selwyn 

Smith said that informal proposals had been made that a  memorial fund should be opened 

with this object in mind. On July 1st it was resolved, “that the entire sum which may be 

collected for the purpose of erection of a War Memorial in connection with this the Parish 

Church of St. Nicholas in the form of stained glass in the three West windows shall be used 

so far as possible for that object, with the view of making the memorial as representative as 

possible and in keeping with the character of the Church”. On June 27th 1919 a Committee  
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appointed by the Church Council met and 

resolved, “that Mr W.D. Caröe be selected 

as the Architect and that he be asked to 

assist the Committee with suggestions.” 

The Vicar was asked to approach Caröe 

and ask him to prepare a scheme for the 

Memorial Windows and Tablet and to 

suggest names of firms to give tenders. 

Just to be absolutely sure that they would 

get a job worthy of the subject the 

committee further resolved, “that the best 

quality of glass be used for the windows”. 

Thus, after a gap of sixteen years (that is, 

since he had designed the Winslow 

Memorial), Caröe was once again retained 

by the Church that he had done so much to 

beautify. On October 21st 1919 the Vicar 

reported that Mr Caröe had inspected the 

windows in August and had suggested two 

alternative methods of treatment and 

recommended that Horace Wilkinson 

should be employed to carry out the work. 

The resulting collaboration produced a 

solution entirely worthy of its subject. By 

designing the left-hand window to 

represent War and the right-hand Peace, 

the transition from one state to the other is 

achieved by the symbolic placing in the 

Rose window above and between, of the 

fifteen badges of the Regiments and 

Services to which the fallen belonged and 

by whose sacrifice the Peace was 

achieved. 

      The Sinister window - representing War 

- depicts in the topmost panel of the tracery 

the Paschal Lamb flanked by the initials of 
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Alpha and Omega, the beginning and the end; below these, in five alternating mouchettes, 

cherubs bear shields displaying the Emblems of the Passion: from left to right - the Scourge 

- the Ladder - the Nails - the Crown of Thorns and  the Spear and Sponge. Beneath the 

tracery in the main lights are angels bearing the Arms above the Patron Saints of the Allied 

Countries. In this window the three represented are England with St. George, Scotland with 

St. Andrew and Ireland with St. Patrick. The detailing of their garments is well worth close 

inspection. Beneath these figures are three small scenes representing instances of war 

mentioned in the Scriptures. From left to right Joshua, the conqueror of Palestine, and the 

incident in the battle of Bethoron where he bids the sun stand still, (Joshua Ch.10 v. 12-13); 

the Archangel Michael triumphing over Satan, in the form of a dragon, “There was war in 

heaven”,(Revelations Ch.12 v, 7) and David with slain giant Goliath, (Samuel Ch.1 v. 17). 

Note in this last scene, the army’s tents in the background, and the single wound to the 

forehead of the stricken Goliath. 
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13. West Gable (north side). 1921.                      Horace Wilkinson, London. 

“Peace” 

The Dexter Window – representing Peace – 

depicts, in the topmost panel of the tracery, 

the Emblem of the Holy Spirit, the Dove of 

Peace flanked by the sacred monogram IHS 

and the Chi-Ro standing for Jesus Christ; 

below these in two panels and five alternating 

mouchettes cherubs bear scrolls inscribed 

with the Fruits of the Spirit: from left to right - 

Hope- Love- Peace- Long Suffering - 

Gentleness - Goodness and Faith. In the 

original design the first two were Love and 

Joy. Beneath the tracery in the main lights is a 

continuation of the angels bearing the Arms 

and Patron Saints of the Allies. In this window 

the three represented are Wales with St. 

David, France with St. Dennis and Belgium 

with St. Joseph. This last figure holds an open 

book on which appear the words: “The Lord of 

Peace gives you His peace always.” Beneath 

these figures as a mirror to the Sinister 

Window the three small scenes represent 

instances where Peace is portrayed in the 

Scriptures. From left to right Solomon, the 

King of Peace, builds the Temple. Note the 

plan of the building which he holds and the 

wooden scaffolding in the background. Next is 

Archangel Gabriel delivering his message of 

peace to the Shepherds in the fields and 

finally St. Paul, the conquering missionary to 

the Gentiles, with his conversion on the road 

to Damascus. His horse stumbling to its knees 

is wonderfully depicted as Saul is blinded by 

the Truth which changes his life and name.  

 



24 

 

14. West Gable (Rose). 1921.                                   Horace Wilkinson, London. 

“Memorial Rose Window” 

 

 

The Rose Window is a skillful piece of heraldic stained glass and illustrates the badges of 

the Regiments and Services of those commemorated on the Bronze Tablet below. The inner 

six panels represent, beginning at the top and in clockwise order: King’s Liverpool Regt; 

Royal Berkshire Regt: Loyal North Lancashire Regt; King’s Liverpool Regt; Honourable 

Artillery Company and the South Lancashire Prince of Wales Volunteers. Around these in 

similar order: King’s Shropshire Light Infantry Regt; Royal Welch Fusiliers; Royal Artillery; 

Royal Navy; Royal Engineers; Lancashire Fusiliers; Royal Flying Corps; King’s Own Royal 

Lancaster Regt; Royal Fusiliers; Royal Army Medical Corps; the Leinsters and the Machine 

Gun Corps. 

      The Unveiling and Dedication of the two large windows took place on Sunday afternoon 

May 29th 1921. During the chanting of the Nunc Dimittis the Choir and the Clergy proceeded 

to the Baptistery, and the Earl of Derby unveiled the windows with the words:  
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“To the Glory of God and in the adornment of His Sanctuary, I unveil these Windows, 

erected by their relatives and friends, in perpetual and loving memory of the men from this 

Parish and Congregation who lost their lives in the Great War, 1914-1918.”     

      The windows were then dedicated by the Right Reverend the Lord Bishop of Hereford, a 

former Vicar of the Parish. The Rose Window was dedicated two years later on 11th March 

1923 by the Right Reverend the Lord Bishop of Liverpool. 

 

15. St. Barnabas Chapel   1885.                                   Mayer of Munich & London. 

                                     “Presentation of Christ in the Temple” 

This, and the two following windows, was inserted shortly after the completion of the 

Baptistery, as this Chapel was originally called. They are mentioned in 

The Builder - December 19th 1885 which reported: 

“The Baptistery of St.Nicholas Blundellsands has just received an 

addition of three Munich windows representing the Presentation in the 

Temple, the Good Shepherd and the Baptism of Christ. They are 

exceedingly rich in tone and very artistic in design. These windows are 

by Messrs Mayer & Co who have already erected a three-light window 

in the same Church Window (6).” 

This is actually a remarkably skilfully-designed little window, 

successfully incorporating within the single narrow lancet the four 

figures and the Christ child in a most satisfying grouping. The 

dedication panel at the base reads:  

“To the Glory of God and in / memory of Little Charlie / Born 25th Aug.  

Died 20 Nov 1881”  

 

16. St. Barnabas Chapel   1885.                                  Mayer of Munich & London. 

“Jesus the shepherd with his crook, carrying a lamb” 

If the windows have been studied in the order as set out, it should now be possible to 

recognise immediately the hall-marks of the Mayor Studio in the next two. One of the 

characteristics of Continental glass is its bright colouring, quite different from English glass, 

though these Baptistery windows represent perhaps the more acceptable face of the genre.  

In this design Christ the Good Shepherd is dressed in a striking crimson cloak and stands 

with a lamb in His arms and a shepherd’s crook in His hand. The dedication below reads:  
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To the Glory of God and / in loving remembrance of / Florence May and Ada Thomas.” 

 

 

17.  St.Barnabas’ Chapel. 1885.                               Mayer of Munich & London. 

“John the Baptist baptises his cousin Jesus in the Jordan” 

 

The final window in the trilogy depicts the Baptism of Our Lord. This is 

perhaps the least successful of the three designs with the figure of 

Christ somehow seeming to be not quite in proportion to that of St. 

John the Baptist. The inscription at the bottom reads:  

Erected to the Glory of / God by the Children of / Blundell Sands 

A.D.1885”  

      Note the splitting of the place name. The children of the district 

must have been a wealthy bunch as they had previously paid for a 

much larger window (Window 6) two years earlier. 

 

  



27 

 

18. North Aisle West. 1894.                        Charles Eamer Kempe, London. 

“The Kempe Window” 
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The life and work of this artist and his studios repay study and for this the reader is 

recommended Master of Glass: the life and work of Charles Eamer Kempe by Margaret 

Stavridi published by the Kempe Society in 1987. Suffice to say here that Kempe (1837-

1907), had one of the most distinguished of the Victorian and Edwardian stained glass firms, 

and indeed at least one eminent historian has stated that, “the art attained its zenith not with 

the innovations of William Morris or Edward Burne-Jones, but in the Tractarian artist Charles 

Eamer Kempe”1. This was the twelfth window to be inserted in the Church and in my view is 

unquestionably the finest. The design of the window was conceived around a tragic incident, 

and is the memorial to two young boys who were drowned in the River Mersey on the Parish 

shore. Kempe chose three Old Testament figures associated with the sea or water and 

placed them beneath appropriate texts. At the top of the window the Agnus Dei appears in a 

cinqfoil encircled by the text: Ecce Agnus Dei Qui Tollit which means: Behold the Lamb of 

God.......Beneath this two angels hold further Latin texts: Ecce Agnus Dei and Beati Corde 

Mundi meaning: Behold the Lamb of God, and ...........Between these a mystic rose is placed 

in a small triangle of glass. The main design is typical of the Kempe Studios where the ethos 

was for glass to harmonise with its surrounding architecture. To this end Kempe had 

extended the mediaeval tradition of the 15th Century and this window is the fruit of his study 

of glass in churches such as St. Mary Fairford, Gloucestershire and Malvern Priory 

Worcestershire. In the left-hand light Noah stands sumptuously arrayed, holding the Ark, his 

garments (as do the other two) bearing his initial surmounted by a crown, a mediaeval 

convention. Around his head winds the text scroll: Out of the deep I called unto thee O Lord 

(Psalm 130 v.1); the central figure depicts the commanding figure of Isaiah and his text 

reads: When Thou passest through the waters I will be with thee, and through the rivers, 

they shall not overflow thee. (Isaiah Ch. 43 v.2) and the right-hand figure portrays Moses 

holding the tablets of stone bearing the Ten Commandments. Note here that what appear to 

be horns emerging from his head is the traditional manner in which he is illustrated, which 

has its origin in a translation to the Vulgate. In Exodus Ch.34 v. 0 we read “All the children of 

Israel saw Moses and the skin of his face shone”. In the Vulgate translation this becomes 

Cornuta esset facies sua. As rays of light were also known as horns, the association 

becomes clear. The dedication panel at the bottom right of the window reads: To the Glory of 

God and in / loving memory of Norman / John von Dadelszen Kruger / aged 14 years and 

Arthur / Hayes Winslow aged 12 years. There are three further brass plates fixed to the 

sloping window sill which read beginning at the left: I saw a new heaven and a new earth: for 

the first heaven / and the first earth were passed away; and there was no more sea. In the 

centre: + To the Glory of God + and at the right: In loving memory of Norman John von  

                                                           
1 Owen Chadwick: The Victorian Church. A&C Black, London 1970. 
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Dadelszen Kruger and of / Arthur Hayes Winslow, accidentally drowned on the adjoining 

shore July 17th 1893 / As a tribute of affection to the boys themselves, as a mark of 

sympathy with / their bereaved parent, and in recognition of the heroism displayed on the 

occasion / This window was erected by their grateful parishioners and other friends. 

      The window is recorded in the Commission Registers of the Kempe Studios which are 

deposited in the Victoria and Albert Museum archives. From the entry, which is dated 7th 

April 1894, it is possible to establish details about the individual cartoons used in the overall 

design. When it is realised that in the sixty years of the Studio’s existence, they produced 

world-wide over 4500 windows, it will be appreciated that of necessity a considerable 

amount of recycling and adaptation of the individual cartoons for individual figures took 

place. Two of the figures in this window were adapted from elsewhere. Isaiah began life as 

Malachi in a window designed earlier in the year for the south aisle of St. John’s Church, 

Knotty Ash, Liverpool; Moses had previously appeared in a south aisle window in Bishop 

Burton Yorkshire also of the same year. Noah was a new cartoon for this commission and is 

initialled in the register JWL standing for John William Lisle, Kempe’s Chief Designer (and 

later when Kempe had died and the Studios had become a Limited Company, a Director). 

The cartoons for the canopy work and base which were also new for this window were used 

again later in the year in a north aisle window in St. Mary’s Church, Moseley, Birmingham. 

 

19. North Side.          1895.                                                         Studio Unidentified. 

“Easter Morning” 

If you want to see the actual stained glass which should be in this window, you will need to 

travel to Upham Church in Hampshire. It is another window by C.E. Kempe and first appears 

in his Studios Commission Registers for St. Nicholas Blundellsands. The subject and year 

are identical to the present glass - the Appearance of Christ to Mary Magdalene - but for 

some reason the commission was withdrawn. We shall never know what the reason was, 

though it is intriguing to speculate. All we know is that the commission entry for the 

Hampshire church in 1896 states that not only was the subject from Blundellsands used, but 

the glass (which is underlined) also.  

      The scene illustrated in the glass is that described in St. John’s Gospel Ch.20 v. 0-18 

and depicts Mary in the garden on the first Easter Day when she sees Jesus, and not 

recognising Him, thinks Him to be the gardener. In the right-hand panel Mary kneels before 

the two angels seated in the tomb at the head and feet where Jesus had lain. At her side is a 

jar of aromatic oil with which she had intended to anoint His body. In the left-hand panel 

Jesus stands holding the Banner of the Resurrection saying her name: Mary, in answer to 

her explaining to Him that they have taken away her Lord to she knows nowhere. Note the  
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marks of crucifixion to His hands and feet. Hearing His voice answering she sinks to her 

knees and reason the commission was withdrawn. We shall never know what the reason 

was, though it is intriguing to speculate. All we know is that the commission entry for the 

Hampshire church in 1896 states that not only was the subject from Blundellsands used, but 

the glass (which is underlined) also.  

      The scene illustrated in the glass is that described in St. John’s Gospel Ch.20 v. 0-18 

and depicts Mary in the garden on the 

first Easter Day when she sees 

Jesus, and not recognising Him, 

thinks Him to be the gardener. In the 

right-hand panel Mary kneels before 

the two angels seated in the tomb at 

the head and feet where Jesus had 

lain. At her side is a jar of aromatic oil 

with which she had intended to anoint 

His body. In the left-hand panel Jesus 

stands holding the Banner of the 

Resurrection saying her name: Mary, 

in answer to her explaining to Him 

that they have taken away her Lord to 

she knows nowhere. Note the marks 

of crucifixion to His hands and feet. 

Hearing His voice answering she 

sinks to her knees and replies: 

Rabboni meaning My master! At 

Jesus’ feet is a small text taken from 

an earlier chapter of St. John 

(describing the raising of Lazarus): I 

am the Resurrection and the Life. The 

dedication panel reads: In honour of 

God and in loving memory of / James 

Gordon + Died 16th Nov 1894 aged 

84 years. At the top of the window in a quatrefoil, an angel holds a shield bearing the arms of 

the Gordon family, originally of Afton and Earlston, Kirkcudbrightshire, the blazon of which is: 

Azure, three boars’ heads erased. 
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20. North Side   1905.                Studio  Unidentified. 

“Presentation of Christ in the Temple” 

The subject of this window is The Presentation of Christ in the Temple and it makes an 

interesting comparison to the Mayer window of the same subject in St.Barnabas’ Chapel. 

Although unidentified it is possible that, like Window 10, this too is by James Powell & Sons. 

At the head of window in the quatrefoil 

an angel holds a scroll on which are the 

initials A M D G standing for Ad 

Majorem Dei Gloriam meaning To the 

Greater Glory of God. In the left-hand 

light Simeon stands holding the Child 

Jesus. At his feet incense swirls 

upwards from its censer and a small 

panel of text proclaims the Nunc 

Dimittis or Song of Simeon: Then took 

he Him up in his arms blessed God and 

said, ‘Lord now lettest thou thy servants 

depart in peace, for mine eyes have 

seen the Glory of the Lord’ In the 

adjacent panel the Blessed Virgin 

kneels whilst her husband Joseph 

stands carrying the birdcage containing 

the offering of a pair of turtle-doves or 

two young pigeons (Luke Ch.2 v.24). 

The donor of the window was Arthur 

Harrison and his sisters who inserted it 

in memory of their father. The 

dedication panel, split by the central 

mullion, reads: “To the Glory of God / 

and in loving memory of / James 

Burgess Harrison / who died 29th April 

1905 in his 80th year.” 
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21. North Side. 1896.                                     Studio Unidentified.                                           

“The women of Samaria” 

The colour of the glass and the general appearance suggest a stylistic affinity to the previous 

window but no evidence has survived to allow a positive identification of the manufacturer to 

be made. The subject represented is 

taken from the Gospel of St. John Ch.4 

v.4ff in which Jesus encounters the 

woman of Samaria at Jacob’s Well in the 

town of Sychar. Jesus has just asked her 

for a drink and she has replied, “What! 

You, a Jew ask a drink of me, a 

Samaritan woman?” The next verse 

explains that Jews and Samaritans do not 

drink from the same vessels, in this case 

the big earthenware pot that she has just 

hauled up by its rope. There are some 

delightful details in the design. For 

example, the two minarets attached to 

the mosques in the background from 

where the muezzins call the people to 

prayer, thus emphasising the different 

religious traditions of Jesus and the 

woman; or the wild roses growing from 

between the stones at Jesus’ side. The 

well itself is barely visible, being split by 

the central mullion of the window. In the 

top of the window two panels of text read: 

everlasting and life taken from verse 14, 

“The water that I shall give... will be an 

inner spring always welling up for 

everlasting life. Much use is made both in 

the main lights and in the top tracery 

glass of vine leaves, bunches of grapes and tendrils. The dedication panel at the base 

reads:  

“To the Glory of God and in loving memory / of Mary Harrison who died May 5th 1896 /  

St. John IV v.14” 
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22. North Side. 1888.                                      Studio Unidentified.     

“Christ after his Temptation” 

 I have to admit to a strange affection for this window, which depicts Christ with ministering 

angels, for reasons I find hard to define. It is totally alien to any of the other glass in the 

church and stands out as such when a 

general view of the interior is taken. It 

could even be accused of that mawkish 

sentimentality at which the Victorians at 

their worst were such masters. 

Nevertheless despite this, it is not 

without interest. Notice how the design 

in the two main panels, which could 

have so easily been divided vertically, 

is in fact, divided on the diagonal, 

placing Christ in the right-hand triangle. 

It is interesting to see how the saddle 

bar (horizontal piece of metal set in the 

stone jambs to which the window is 

wired for stability) has been curved to 

the profile of Christ’s halo. The 

remainder of the design swirls and 

flows up and away not only out of the 

main lights but the upper tracery panels 

as well. The sky uses pieces of multi-

coloured glass which look rather like 

slices of polished agate, but which 

achieve visually a real sense of 

movement in the air as well there might 

be, with sixteen angels hovering. Notice 

the very top one leaning with folded 

arms on its cloud looking rather bored 

by the whole event. The scene depicts 

the moment just after the Devil has 

departed from Jesus in the wilderness and is described in text written on a panel of  

blue sky at the bottom left and quotes St. Matthew’s Gospel Ch.4 v.11: “And behold angels 

came and ministered unto Him following this the words: Whitsuntide 1888”. 
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23.  North Side. 1894.                                       Studio Unidentified. 

“Martha and Mary” 

Though there is no documentary evidence existing, I think it is safe to say on stylistic 

grounds that there is a strong possibility that this window was made by Mayer & Co. The 

subject portrays the episode described in St. Luke’s Gospel Ch.11 v.38ff. “Now as they went 

on their way, He entered a village; and a woman named Martha received Him into her 

house. And she had a sister called 

Mary, who sat at the Lord’s feet and 

listened to His teaching”.  

It has unfortunately, due to poor 

draughtmanship and firing 

problems resulting in fading glass, 

little to commend it. This is reflected 

by the fact that perhaps the most 

interesting thing that can be said 

about it is that a humorous by-

product of the rather crude drawing 

of the Dove of the Holy Spirit in the 

top quatrefoil, which amused 

countless generations of Sunday 

School children in years gone by, is 

its striking likeness, when seen 

from a distance, to the Cheshire 

Cat in Alice in Wonderland. The 

dedication panel reads:  

“To the Glory of God and in 

memory of our dear / mother Sarah 

Ellen Higson who died 29th Nov 

1893” 

The disappointment felt in this 

window is heightened by the quality 

of the adjacent wall memorial, also 

to the Higson family. 

 


