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FOREWORD 
 
The 1912 J. W. Walker organ at The Sacred Heart Wimbledon is a rare survivor of 
instruments in Britain. Unlike most instruments of its era, it remains almost unaltered, 
retaining its original pneumatic action. 
 
Until relatively recently, the treatment of an organ retaining its pneumatic action, 
would have been for it to be electrified as a matter of course. Even at the time of this 
restoration, electrification was considered and other firms tendering for the work 
were advocating it. In this respect, attitudes to preservation still lag behind principles, 
which have been long established and accepted in Continental Europe. 
 
The restoration of pneumatic actions has its problems. It is certainly not as simple as 
electrification. It also requires more regular attention and adjustment, not least 
because the instruments are subjected to much more damaging heating today than 
they would have experienced when they were built. Setting up a pneumatic action is 
also more demanding than an electric or electro-pneumatic action. 
 
Why then should we bother? There are a number of reasons why we should. Firstly, 
these instruments are an important part of our heritage. Only if left in their original 
form can their importance be properly understood and studied. Secondly, the feel that 
an organist has when playing an original pneumatic action is different from that of a 
mechanical action organ and far removed from that of an electro-pneumatic 
instrument. The tactile feedback from an instrument is important in enabling the 
organist to understand and interpret the music played on the organ. It is an essential 
part of the performance of the music of any period, but in particular, the music of the 
period of the organ itself.  
 
It may be helpful to draw an analogy here. Nobody would think of removing the 
boiler of a famous steam engine and installing a diesel engine in its place. Even if the 
result looked the same and was still able to draw a trainload of railway enthusiasts, it 
would not be the same. The enthusiasts would simply not be interested and with good 
reason. 
 
We would like to thank the music staff at the church, Robert Rathbone and David 
Gammie, for their patience and support during the restoration work as well as Ian 
Bell, the consultant, for his advice.  
 
We enjoyed the challenge of restoring this instrument and learned a great deal as the 
work progressed. We are pleased that the authorities at The Sacred Heart allowed us 
to restore the instrument without electrifying it and happy that future generations, of 
organ players and admirers will be able to experience a period instrument in almost 
original condition. We think they will be able to learn much from it. 
 
 
John Pike Mander 

 
 
 
 
 
 
 
 
 

 



 
INTRODUCTION AND BRIEF HISTORICAL BACKGROUND TO THE ORGAN.  
 
The organ was built in 1912, by J.W. Walker and Sons. The label on the case proclaims 
that Walkers had a Royal Warrant to HM the King. In 1909 Walkers had built a new 
organ in the church at Sandringham. The Wimbledon organ comes at the end of a 
period of outstanding success for Walkers, which spans from the 1890s to the Great 
War.  
 

In 1935 tonal changes were made to try and bring the organ up to date. The most 
significant were to the Choir organ where 5 new stops were added. Behind the Choir 
box a new Open Diapason 8’ and Gemhorn 4’ were stood on a chest. Within the box a 
Nazard, Tierce and Septieme were provided on a chest. At a much later date further 
changes took place to the Choir. The Nazard and Tierce were placed on the Choir 
soundboard by moving the Dulciana to the 1935 chest in the box and the Gamba 8’ 
pipes were removed and stored on top of the box. To make the extra chests work, the 
original key action was extended. The result was unreliable and when it worked it 
was sluggish. In 1935 the Great was subject to minor alterations. It acquired a Flauto 
Dolce 8’, which was created from the original Dulciana 8’ pipes. On the Swell the Vox 
Humana 8’ was ousted to be replaced by a Dulciana Twelfth 2 2⁄3 ‘, which still remains 
in place, the sole surviving stop from the 1935 work. Some time later a new Octave 4’ 
was added to the Great replacing the Harmonic flute 4’. 
 
In 1985 all of the new Choir stops were removed. The Gamba and Dulciana pipes 
were put back where they belong. This had the advantage that the extension to the 
Choir action to serve the chests was removed, which improved the workings of the 
action. At this time also, the Flauto Dolce was removed to allow for a new harmonic 
Flute 4’ to be installed. The organ retains the original action, as built, largely intact. 
 
In the latest work on the organ (2011), the Great has now reverted to its original 
stoplist, losing the Octave 4’ and acquired a new Dulciana 8’. The order of the ranks of 
pipes on the soundboard has also been restored to what it was. On the Swell the 
Octave Hautboy 4’ has been removed and a new Vox Humana 8’ added. Thus a key 
stop, which had been removed in 1935, has now made a comeback. The Octave 
Hautboy 4’ has been put in store. It is of interest to note that in P.L.T. Bennett’s article 
(The Organ 1933), he makes the following comment, “This stop was especially 
inserted at the request of Dr Wardale, the Organist of the church, who finds it useful 
in combination, whilst at the same time it completes a family of soft tone reeds: the 
contra Fagotto 16ft, although on heavier wind, being voiced quietly.” However from 
the present day point of view, the Vox Humana 8’ is much more useful having a long 
history as an organ stop, which also embraces many different countries. A feature of 
Walker organs of this period is the use of large (even very large) scales. The purpose 
of this was not, as might be supposed, to create greater power, but rather breadth of 
tone. The scales of the three Great Open Diapasons very clearly illustrate this point 
(see below). 
 

Open Diapason No. 1   C1  8in (203mm) 
       No. 2   C1  7 1/2 in (190.5mm) 
       No. 3   C1  6 1/2 in (165mm) 
 
Scales are taken from, ‘The Organ’, 1933 article on the The Sacred Heart organ. 
 
Ian Bell, in his report on the Wimbledon organ, identifies 7 other major contracts 
which the company won within the period of the 1890’s to the Great War. These are: 
 
Holy Trinity Sloane Street 1891 
St Matthew’s Northampton 1895 
St Margaret’s Westminster 1897 
York Minster 1903 



 
Bristol Cathedral 1905 (Not all new but substantially enlarged) 
Lancing College 1914 
St Mary the Virgin, Nottingham 1916 
 
Of these only Bristol Cathedral is at present in a close to original condition, retaining 
the original pneumatic key action, although it has lost the pneumatic stop action. The 
other organs have often been rebuilt with new actions and undergone tonal changes. 
One, St Mary the Virgin, Nottingham was broken up in 1973. 
 
Clearly in this context the Wimbledon organ is of very great historical importance. It is 
a good example of the work showing the Edwardian way of building organs. In fairly 
recent times it has been deeply unfashionable to promote the restoration of such an 
organ. The advice often given was to replace such an instrument with a new smaller 
mechanical action organ, located elsewhere in the church. The reason for this is that 
changes had been brought about in the wake of Vatican II. After the 1969 approval of 
the Novus Ordo Missae, churches were often altered to bring the congregational 
seating, choir and organ nearer to the altar. At The Sacred Heart, Wimbledon this is 
reflected in the moving of the altar forward into the nave. The organ and choir, 
however, remained in the West gallery. 
 
A DESCRIPTION OF THE 2011 RESTORATION AND POINTS OF INTEREST 
 
The  following text is split under sub-headings for each aspect of the work. 
 
KEY ACTION 
 
The soundboards sit on top of the building frame. Underneath them are two levels of 
underaction, which are also fixed to the building frame, but are completely separate 
from the soundboards. Where there is more than one soundboard, such as on the 
Swell, squares connected to each soundboard are moved by trackers, which, via 
another set of squares, are worked by the underaction motors (illus. 1 & 2 and Figure 
1). Lead tubing connects the underaction to the touchboxes behind the console (illus. 
3) via a channel with non-return valves. In addition to the non-return valves the 
wooden channels have a drum purse exhauster. This is so that the when key is no 
longer being pressed the action exhausts promptly. The touchboxes are connected by 
mechanical action to the keys (illus. 4 & figure 1). 
 
During the restoration the lead tubing was removed from the underactions to the 
touchboxes and the tracker action to the soundboards was disconnected. The 
underaction units were returned to the workshop for dismantling. The motors were 
re-leathered incorporating a stiff card to reinforce the leather walls but with gaps 
where the folds occur to allow the motor to move freely (illus. 5 & 6). Inside the 
underaction are many components which cannot normally be seen, which also needed 
to be re-felted and leathered (figure 2).   
 
The square beams, under the soundboard and to the console, needed to be taken 
apart. The metal squares were cleaned and provided with new pivots. The hard 
leather bushing to the arms of the squares were replaced with new ones. 
 
At a later stage it was decided to take out the touchboxes (illus. 7). Previously work 
had been done to the many of the drum purse exhausters, which form part of this 
system. It should be noted that not all of the drum purse exhausters are part of the key 
action as they are used for all of the pneumatic actions throughout the organ. They are 
made with fine leather as they are required to work promptly to release the wind in 
the tube to the action. The touchboxes themselves needed to be dismantled so that the 
pallets could be re-leathered and gaps to filling-in to the underside of the grid could 
be plugged. The touchboxes are like very small soundboards and the manual ones are  



 
particularly finely made as they are at keyscale (illus. 8). The pallets are about ½” 
(12.5mm) wide and rest on very narrow bars. The bars are grooved into the sides of 
the grid and the corners of the grid are dovetailed. The grid itself is made of 
mahogany, as this is one of the most crucial parts of the organ key action. The table 
was flattened to ensure a good fit to the slides. New slider seals were fitted as part of 
this work. The blocks with non-return valves are often fed with tubes for the 
suboctave, octave and unison off, from which only a single tube for each note then 
goes off to the underaction. For intermanual couplers the tube is connected to the 
other relevant touchbox.  
 
The Pedal touchbox was also treated in the same way except that it still has no slide 
seals. It is worth noting here that this has many more slides than any of the manual 
ones. The reason for this is that the touchbox for each manual is only required to work 
a single soundboard and has slides for sub-octave, octave and unison off couplers. 
The Pedal touchbox has to have a slide for each stop, as there is no main soundboard, 
they all stand on separate chests. Most of the Pedal department ranks are extended. 
Only the metal Open Diapason 16 and those stops derived from the manual stops are 
not extended. The Open Diapason (wood), Bourdon and Trombone are extended to 
provide stops of 32, 16 and 8 foot pitches. For the Bourdon rank twelve separate Quint 
102⁄3 ‘ pipes are used to provide the 32’ pitch. 
 
DRAWSTOP AND COMBINATION ACTION 
 
The console jambs were returned to the workshop for minor repairs and tidying up. 
This included the removal of a telephone! The console has now regained its plain and 
straight forward appearance (illus. 9). The keyboard’s ivories were scraped and the 
points of contact with the action were re-leathered. The thumb piston action is partly 
contained within the keys frames. This was dismantled and worn parts renewed. The 
action requires no wind within the keyframes. The thumb piston is connected to a rod 
whose movement is transferred to the keycheeks via a small metal square. At the sides 
of the keys there is a mushroom shaped button which works the buttons on the 
pneumatic parts of the action. These units are on both sides of the keys. On the 
drawstop shanks are a series of purse motors, which move the drawstops in and out 
according to the combinations, which are set (illus. 10). The purses are deep and there 
are many of them to each leather skin in the units. The skin is secured to the shank by 
two wooden discs, which screw onto a threaded rod, either side of the leather. The 
new leather had to be worked to form the deep purses.  
 
A central part of the combination action is the system which enables the settings to be 
adjusted (illus. 11). Each thumb pistons controls a trundle with a vane on it, via a 
pneumatic motor. For each stop there are two rods. One is for putting the stop on and 
the other is for putting it off. The rods have blocks with slotted holes, which are hit by 
the vanes on the trundles, which move the rods. The slot enables the block to be 
moved so as to be active or not. When a rod moves, it open a valve to allow wind into 
the purse motors on the drawstop shanks. These can be charged either side to turn the 
stop on or off. The motors for each piston on the combination unit were re-leathered 
and various valves within the units also needed new leathered discs. Some new 
slotted blocks were made to replace those that were worn. 
 
The manual soundboards slides, and those to the touchboxes, are controlled by 
pneumatic motors. All of these have been re-leathered along with the valves, which 
control the winding to them.  
 
 
 
 



 
SOUNDBOARDS AND CHESTS 
 
The soundboards remained on site. On examination some work was required. Splits 
had occurred in the table, which required the table to be pegged and screwed.  
 
 
Additional timber was in some cases pieced into the table to fill the gaps that had 
opened up. It is significant that the soundboards have split pallets for many of the 
notes. This would have kept the size of the power motor down and may well aid 
repetition by reducing inertia in the action. 
 
The organ has three chests which are used to derive additional stops to the Pedal 
organ. These are for the following basses: 
 
Swell Lieblich Bourdon 16’ (see illus. 12). 
    “     Fagotto 16’ 
Choir Gamba 16’ 
 
The Pedal organ pipes all stand on chests, many of which remained on site with their 
pipes standing on them (illus. 13 & 21). The parts of their action, which could be 
removed, were taken to the workshop. The action consists of a board under the chest 
with the primary motors, which is triggered by the tube from the touchboxes (illus. 
13). This then moves valves, which exhaust the motor thereby opening the pallet. The 
motors sit on a rail raised off the bottomboard of the chest. This rail was also removed 
so that the motor could be re-leathered along with the pallets. 
 
WINDING 
 
All of the reservoirs, were removed for re-leathering. These are of traditional double 
rise construction (illus. 15). There are two main reservoirs to which three others above 
each are connected. The old leather was removed back to the woodwork, which was 
cleaned and then new leather and strapping was applied in the traditional way. The 
rollerblinds to the reservoirs are contained in a box within the reservoirs (illus. 16). 
There are also various concussions, which needed re-leathering (illus. 17). One 
crucially important detail of the winding system is the installation of new non-return 
valves within the trunking to the reservoirs (illus. 18). These replaced the originals, 
which had been discarded at some time in the past. 
 
In addition the wood and metal trunking has been re-leathered and repaired. It might 
be thought this would actually be quite a small job but the nature of the pneumatic 
action meant that it covers a lot of pieces. There are very many small metal trunks 
which link the parts of the stops, key and combination actions.  
 
Below are listed wind pressures as recorded in the article on the organ (The Organ 
1933). The figures in the brackets are measurements taken during the 2011 restoration 
work. The figures shown in italics (which include an Imperial measurement) are 
where the figure diverges from those taken in 1933. Generally they show that the 
pressures have not been altered. The Choir fluework/imitative reeds and the Pedal 
fluework show some discrepancies.  
 
Great:   Fluework   5in (125mm) 
              Trumpet   7 1/2 in (190mm) 
Swell:   Fluework   5in  
   Hautboy and Vox Humana 5in 
 Contra Fagotto, Horn and Clarion 7 1/2 in 
Choir:   Fluework and imitative reeds 4 5/8 in (105mm/ 4 1/8 in) 
 Tuba 12 1/2 in (317mm) 



 
Pedal: Fluework 5 5/8 in (144mm/ 5 3/4 in) 
  Contra trombone, Trombone and Trumpet 12 1/2 in 
 
Action:   8in (This figure may be increased to get over some action problems) 
 
TONAL ISSUES AND THE NEW PIPEWORK (WRITTEN BY MICHAEL BLIGHTON) 
 
All the pipework of 8ft and smaller was returned to the workshop for cleaning and 
repairs. The fluework was cleaned in the normal way, and wood pipes were repaired, 
their leatherwork being renewed throughout. The Pedal Trombone 32’ remained on 
site but the characteristic starter motors were removed for re-leathering (illus. 21). 
 
The reeds were all taken apart and cleaned. Tongues were wiped clean with finest 
wire wool, and loose weights re-attached. Broken or ill-fitting wedges were replaced 
with new, made with specially dried beech wood. 
 
The voicing and regulation of the pipework has remained unchanged.  
 
A new Vox Humana 8’ (illus. 18) was made for the Swell Organ, to replace the original 
which had been previously disposed of. The stop was copied from St. Matthew’s 
Northampton, although the treble pipe scales were amended to be a natural 
continuation of the bass (the Northampton scales appear to be a one-off experiment 
with very unusually shaped treble pipes). This stop was put in place of the Octave 
Hautboy 4’ which has been placed in storage. 
 
On the Great the Octave 4’ has now been removed and a new Dulciana 8’ (illus. 20) 
has been added. These pipes are made of spotted metal throughout, and are placed 
where the Harmonic Flute 4’ was, which has in turn put where the redundant Octave 
had been. These changes restore the stoplist to its pre-1935 state. The new Dulciana is 
not a copy of a Walker original, but was deliberately to be a new voice provided by 
Mander Organs. The scaling of the stop is based on a Cavaillé-Coll Salicional, but 
mildly voiced.  
 
CONCLUSIONS 
 
The organ at The Sacred Heart Wimbledon is certainly a wonderous machine. At the 
time this organ was built it was a truly remarkable technological achievement. In 1912, 
trains still used steam power, ships had only recently started to use steam turbines, 
horse drawn carriages where still common, although motor cars had begun to appear 
in significant numbers. The ability to control the keys, stops and combination action of 
a large three manual organ with pneumatic action would now, with electric action, 
require a simple form of computer. The organ even has an, albeit primitive, 
programmable component, in the combination action. Reading and looking at the 
drawings within this report only give a rough indication of the level of complexity of 
the key, stop and combination action. In addition the action very largely remains as it 
was originally built. Yet it has to be said that in some ways the pneumatic action of 
this organ has a somewhat old fashioned appearance. It is of interest to contrast the 
design of the underaction with that of a Norman and Beard organ built a few years 
earlier (1909), which we have recently worked on (illus. 22 & 23). Here the 
underaction is fixed to the soundboard bottomboard, which eliminates the need for 
metal trunking to feed the underaction. It seems that Walkers had developed a system 
from early on in the pneumatic action period and had only adapted it as and when 
they felt they needed to.  
 
It is easy to be blinded by the technological details and ignore the other important 
element about the Sacred Heart organ. Its tonal design is and remains rooted in the 



pre-1914 era in which it was made. It is an organ restrained in some ways but full of 
confidence in others. Appropriately enough when David Briggs played the opening 
recital of the on 21st October 2011 he chose to play Elgar’s Enigma Variation (Nimrod) 
transcribed for the organ. The organ at Wimbledon is a good marriage of the original 
pneumatic action and the pre Great War tonal architecture. The organ can now go on 
to continue to serve its original purpose of providing a musical accompaniment to the 
Mass at the Sacred Heart church. 
 
 
 
Aidan Nutter 
 
3rd November 2011 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 



 
PHOTOGRAPHS AND DRAWINGS (as referred to in the text) 

 
The photograph number 9 was taken by David Gammie (organist and assistant director of music to the 
church). Numbers 5,6, & 14 were taken by John Mander. Numbers 15 & 17 were taken by Michael 
Blighton. All the rest of the photos were taken by Aidan Nutter. Drawings by Aidan Nutter. 
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1. Choir underactions, showing linkage to the soundboards. 
!
!
!
!
!
!

!
!

2.   Choir action connected to the Tuba 8’ soundboard. 
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3.   The three touchboxes behind the console. 
The Pedal is at the bottom, the Choir is in the middle and the Great and Swell is at the 
top. The mechanical connection to the Choir keys can be seen running under the 
board to the right. On the blocks tubed off the touchboxes can seen the screw eyes to 
the drum purse exhausters. Also the action operating the slides to the touchboxes can 
be seen, indeed they partly obscure the view of the two manual touchboxes. This view 
gives a good impression of the complex nature of the action.  
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Drawing showing the key action from keys to soundboard.

This drawing is not based on a detailed survey (apart from the underactions see fig 2) but is intended to convey a general overview of how the action works

The front soundboard is for the reeds and the back one is for the fluework+two reeds. Behind both are the chest (See 5)

Mechanical action connects to the Swell soundboards. A sticker is connected to the power motors.

Two levels of underactions. In the bass there are tubes to chest for stops which are derived to the Pedal organ.

Keyboards follow the usual order: from top Swell, Great and Choir.

Block with non-return valves and drum purse exhausters.

Touchbox for Swell(top) and Great(bottom).

Mechanical action connects keys to the touchbox.
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5

1

1 2

figure 1 Drawing showing the key action from keys to the Swell soundboard.
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4.   The connection to the Swell keys.  
The keys are visible to the bottom right hand corner. 
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5.   The original leatherwork for the underactions, showing the card  
reinforcement which has been replicated in the new leatherwork. 

 



 

Note: That not all of the features of this action have been accurately measured (scale: 1 : 2).

A sticker is pushed up by the power motor. The connection to one or two soundboards
is done via tracker action using squares.

Where there are bass chests (which also are derived to the Pedal Organ) an additional
lead tube is added here.

The power motor has an adjustable stop off which chokes off the wind to the motor.

In addition to the diaphragm (item 2) inflating when the action on, this pouch operates 
to close the exhaust to the power motor (item 5). When the action goes off the pouch 
drops exhausting the motor to keep it prompt.

The pallet is a typical organ pallet. It has only about half of the top face covered in thick
felt + leather. There is felt where the hole is and at the tail (about half its length).

The diaphragm (item 2) inflates when action is on, pulling down the pallet (item 3). 
There is an adjustable stop off to this.

Pouch charged by wind from touchboxes. This causes the above valve to rise which
then charges the diaphragm (item 2). There is an adjustable bleed to the to the pouch.

figure 2 Drawing showing the details of underaction.
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6.   Re-leathered underaction motors. 
!
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!
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7.   Repaired table of touchbox with some slides and seals in place. 
!
!
!
!
!
!
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8.   Repairing grid of touchbox. Note dovetailed corners and rails grooved for bars. 
 
 
 
 
 
 
 
 

 
 

9.   Repaired and cleaned up console 
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10.   Drawstop Action units.  
The tubing that runs vertically is for the stop action operated by the slides. The larger 
quantity of tubing to the right is for the combination action operated by the thumb 
pistons and the composition pedals. Below to the left is the Great to Pedal reversible 
pedal with its own pneumatic action. 
 

!
!

11.   Combination units.  
The five motors at the bottom are operated by thumb pistons (and  
Combination Pedals). For each stop there is an on and an off rod. 
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12.   View of the back of the Swell.  
The Lieblich Bourdon 16 and the Fagotto 16 stand on chests which supply the  
derived stops to the Pedal organ. In front is the main fluework soundboard. 

 

 
!

13.   16’ Pedal Open Diapason chest to the left.  
Top Open Diapason Metal 16’ just at the back can be see faceboard and key action to 

the Pedal Trombone 16 chest. Below that is metal tunking from the blowers. 
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14.   Key action to pedal chest. 
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15.   Reservoir being re-leathered. 
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16.   Reservoir with internal rollerblind. 
!
!
!
!
!
!

!
 

17.   Concussion on trunking. 
!
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18.   New non-return valves. 
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19.   New Swell Vox Humana 8’. 
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20.   Great pipework.  
The new Dulciana  8’ in the middle. The Harmonic Flute 4’stands in front of the 

shorter brown wooden pipes (Wald Flute 8’). 
 

 
 

21.   Pedal Trombone 32’ starter motor re-leathered. 
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22.   A Norman & Beard underaction of 1909.  
This contrasts sharply with Walkers more improvised approach to their action. The 
unit fits to the underside of the soundboard and is fed with wind from it. The power 
motors have diaphragms instead of small bellows which pull down the pallets. Like at 
Wimbledon, these are on two levels. The parts that are visible are the valves to the 
upper level of Motors (upper part) and the primary motors (bottom part). A further 
set of valves to the lower motors are behind the unit. 

!
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23.   Power motors of 1909 Norman & Beard underaction. 
!
!
!
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Appendix A       Specification of the Sacred Heart Wimbledon as restored 2011 
 
 

GREAT ORGAN (12 STOPS) SWELL ORGAN (15 STOPS) 
  

Double Open Diapason 16 Lieblich Bourdon 16 
Open Diapason  No. 1 8 Open Diapason 8 
Open Diapason  No. 2 8 Stopped Diapason 8 
Open Diapason  No. 3 8 Echo Gamba 8 
Wald Flute 8 Voix Celeste 8 
Dulciana * 8 Principal 4 
Principal 4 Flute 4 
Harmonic Flute 4 Dulciana Twelfth 2 2⁄3 
Twelfth 2 2⁄3 Fifteenth 2  
Fifteenth 2 Mixture 3 Rks (15,19,22)  
Mixture 3 Rks (15,19,22) Contra Fagotto 16 
Trumpet  8 Hautboy 8 

  Trumpet 8 
  Vox Humana * 8 
  Clarion 4   
     Tremulant 
   

CHOIR ORGAN (ENCLOSED) (10 STOPS ) PEDAL ORGAN (13 STOPS) 
 

Contra Gamba 16 Double Open Diapason 32 
Lieblich Gedact 8 Sub Bass  32 
Gamba 8 Open Diapason 16 
Dulciana 8 Open Diapason Metal 16 
Vox Angelica 8  Bourdon 16 
Harmonic Flute 4 Lieblich Bourdon 16 
Piccolo 2 Gamba 16 
Clarinet 8 Octave 8 
Orchestral Oboe 8 Flute 8 
Tuba (unenclosed) 8 Contra Trombone 32 

  Trombone 16 
    Tremulant  Fagotto 16 

  T rumpet  8  
  

COUPLERS  NOTES: 
 

Swell to Pedal  Stops marked * are new replacement stops. 
Swell to Great  The Great Dulciana 8 is placed where the  
Swell to Choir  Harmonic Flute 4 was, which replaces the  
Swell Octave  Octave 4. Swell Vox Humana 8 replaces the  
Swell Suboctave  Octave Hautboy 4. The pipes of the latter  
Swell Unison Off  stop have been stored for possible reuse in  
Choir to Pedal  the organ. The Pedal has 3 stops which are  
Choir to Great  derived from manuals. These are: Lieblich  
Choir Octave  Bourdon 16(Swell), Gamba 16(Choir) &  
Choir Suboctave  Fagotto 16 (Swell). The names of stops are  
Choir Unison off  as shown on stopknobs. The mixture 
Great to Pedal              compositions in brackets are not written 

  on the stop knobs.  
ACCESSORIES 

 

5 pistons to Swell and Great & Pedal (duplicated combination pedals to Swell). 
5 pistons to Choir. 
5 Combination Pedals to Pedal. 
Reversible Great to Ped Pedal  



 
As built in 1912 
 

GREAT ORGAN (12 STOPS) SWELL ORGAN (15 STOPS) 
  

Double Open Diapason 16 Lieblich Bourdon 16 
Open Diapason  I 8 Open Diapason 8 
Open Diapason  II 8 Stopped Diapason 8 
Open Diapason  III 8 Echo Gamba 8 
Dulciana 8 Voix Celestes 8 
Wald Flute 8 Principal 4 
Principal 4 Flute 4 
Harmonic Flute 4 Fifteenth 2  
Fifteenth 2   Mixture 15  19  22 III rks 
Twelfth 2 2⁄3 Contra Fagotto 16 
Mixture 15  19  22 III rks Horn 8 
Trumpet  8 Hautboy 8 

  Vox Humana 8 
  Clarion 4 
  Octave Hautboy 4  
 

     Tremulant 
 

CHOIR ORGAN (ENCLOSED) (10 STOPS ) PEDAL ORGAN (13 STOPS) 
 

Contra Gamba 16 Double Open Diapason (wood) 32 
Lieblich Gedact 8 Sub Bass (tone) 32 
Dulciana 8 Open Diapason (wood) 16 
Vox Angelica 8 Open Diapason (metal) 16 
Gamba 8 Bourdon 16 
Harmonic Flute 4 Lieblich Bourdon (swell) 16 
Piccolo 2 Gamba (choir) 16 
Orchestral Oboe 8 Octave 8 
Clarinet 8 Flute 8 
Tuba (unenclosed) 8 Contra Trombone 32 

  Trombone (swell) 16 
   Tremulant  Fagotto 16 

  T rumpet  8  
  

COUPLERS  NOTES: 
 

Swell to Pedal  In 1935 following stops were added to Choir: 
Swell to Great  Open Diapason 8  
Swell to Choir  Gemshorn 4. 
Swell Octave  Nazard 2 2/3 
Swell Suboctave  Tierce 1 3/5  
Swell Unison Off  Septiéme 1 1/7 
Choir to Pedal  The Gamba 8 was later removed. In 1985 the 
Choir to Great  1935 stops were removed and the Gamba  
Choir Octave  put back where it was originally. This  
Choir Suboctave              specification is as shown in 1933 article in  
Choir Unison off ‘The Organ’. 
Great to Pedal   
 
ACCESSORIES  

 

5 pistons to Swell and Great & Pedal (duplicated combination pedals to Swell). 
5 pistons to Choir. 
5 Combination Pedals to Pedal. 
Reversible Great to Ped Pedal  

 



 
Appendix B       Further photographs 
 
All these photos were taken by Aidan Nutter. 
 

 
 

Choir main soundboard. Note narrow scale string stops. 
The reed to rear of soundboard is the orchestral Oboe 8’. 

 
 

Swell fluework soundboard. The reed to the left is the Oboe 8’. To the rear can just be 
seen the new Vox Humana 8’. Beyond that are the chests for the derived ranks to the 

Pedal organ. 



 
 

Swell Reed soundboard. This carries the Contra  
Fagotto 16’ (except for those derived to Pedal),  

Trumpet 8’, Clarion 4’ and the Mixture.  
 

 
 

Choir Contra Gamba 16’. Above is the Choir passageboard. 



 

 
 

Front pipes which includes part of Pedal Open Diapason 16’, Great Open I & II. 
 
 

 
 

Detail of ironwork to front pipes. 
 



 

 
 

As is usual, with pneumatic action, mechanical action is used for the Pedal couplers 
 
 

 
 
 

 

 
 

The Walker drum purse exhausters. This is for the combination pedals. 
 
 
 
 



 
 

The Trombone chest behind and below the Swellbox. 
 
 

 
 

The bass drawstop jamb with newly re-engraved Swell Vox Humana 8 knob. 
The five circular plugs fill the holes where the 1935 Choir stopsknobs were. 



 
Appendix C       Plan of Organ 
 
 

Scale: 1:60

Note: This plan is only drawn to show the general disposition 
of the organ. It is not based on a precise survey.

Great & Pedal piston 
combinations

Pe
da

l B
as

se
s

Touchboxes

Swell Bourdon 16 Bass Chest
Swell Fagotto Bass Chest

Console

D/S Action

Choir piston 
combinations

Swell piston 
combinations

Swell Reeds
+

Mixture

Swell Fluework
+

Vox Humana & Oboe

Pe
da

l B
as

se
s

Pedal Basses

Gamba 8' Basses
Contra Gamba 16 Basses

Choir Soundboard

Great Fluework

Choir Tuba

Window behind

Appendix C Plan of Organ

 
 
 
 
 
 

 


