Holy Trinity : The organ 
The oak organ case was designed by Cecil G. Hare in 1908–09, in the style of Bodley’s many Gothic organ facades, and executed by Rattee and Kett of Cambridge in 1911 in close ensemble with their choir stalls and sanctuary fittings: it is a sumptuous scheme. The case pipes are of bright metal of high tin content, and are non-speaking dummies. Stanley (Harry) Stubbs, the organist who had been in post since early 1908, wrote in 1957 (Renovation Scheme appeal booklet) that the organ had been built in 1897 in the old Holy Trinity in Knightsbridge, without giving further details. The Sheffield firm of Brindley & Foster performed the move to Prince Consort Road in 1904–05, and pipe inspection confirms that they were also the builders of the 1897 organ. What happened to the 1861 Henry Jones instrument known to have been on the west gallery of the previous building is unknown, as is the identity of all previous organs in the 17th century Knightsbridge Chapel on that site. The 1905 specification (see National Pipe Organ Register A01102):

17 ranks plus one by extension        Action: tubular pneumatic       Compass: 58 notes C – a3, Pedal 30 notes C – f1
Great: Open Diapason 8, Hohl Flute 8, Dulciana 8, Octave Diapason 4, Harmonic Flute 4, Fifteenth 2, Posaune 8

Swell: Violin Diapason 8, Rohr Flute 8, Aeoline 8, Unda Maris 8, Principal 4, Grave Mixture II, Trumpet 8, Oboe 8

Pedal: Open Bass 16, Sub Bass 16, Bass Flute 8
3 composition pedals to Sw, and to Gt (mechanical), two pistons: for Dulciana/SubBass, and its reversal
Normal couplers, with Octave and Sub. 
This was a very modest instrument, and it is not presently clear whether the firm fitted the full panoply of C.F. Brindley’s latest stop control gadgets, a system which he launched just one year before the organ move.   
Brindley & Foster were not organ builders of the first league, being active at the economic end of the organ trade, and of necessity preoccupied as much with technology patents in the area of ‘much out of little’ action wizardry as with designs of uncompromising musicality. (For a brief summary of the Brindley & Foster story, see below.) They were commercially astute in that area of the market which involved offering as much organ as possible, for the lowest price. Their materials were not oriented towards longevity, the windchests were shallow, and the crucial pneumatic tubing tended to collapse as the metal was too thin. This organ’s timbers and pneumatic leathers had also to contend with a change of building and a powerful air-circulation heating regime: people who remember playing it in the mid-1950s report that its console and pneumatic coupling mechanisms were disastrous. It is also fair to say that its modest tonal design was shoe-horned into a reverberant and glorious new building of a sort in which Brindley’s organs were rarely heard, when their voicing style was perhaps best adapted to spaces less acoustically lively. The costly visible apparel suggested a grandiloquence, while the little instrument inside was just astonishingly loud.    
Undertakings for the rebuild and completion of this organ had twice been launched but interrupted by war, in 1914 and 1939. At last, after a £6,300 fund-raising organised in 1957 by the vicar, Prebendary Douglas Cleverley Ford, involving a scheme of pipe sponsorship, Rushworth & Dreaper undertook a rebuild and modest expansion, to a conservative scheme drawn up by their London man, Mr White, in consultation with Sir William McKie and Stanley Stubbs. Indexing forwards, this would be something over £90,000 in 2005 money. In the mid-90s the writer spoke to DCF about this major effort, and heard the story of the fund-raising and of the destitution of the previous installation. The pipework of the old organ was retained, with three second-hand manual windchests (which include to this day two vacant slides), Rushworth's admirable 3-stage electro-pneumatic action, big blower/small single-rise reservoirs, all of which remain serviceable nearly half a century later. The Great chest (93×47×12 in.) accommodates only the 4 ft. basses, so two Diapason ranks and the Dulciana have their bass octaves (made of lightweight zinc) stowed elsewhere on units. The manual compass was extended by 3 notes to c4. Pedal chests and their tubular action were retained from the 1905 organ. The Pedal section comprised two extended ranks from the old organ: Open Wood 16–8–4 and Bourdon 16–8, a rationalisation typical of the time, economical with space and materials but in this instance not well enough executed in terms of the pre-existing wind supply. 

The Rushworth work has to be admired, though they were still doing 1930s-style work in 1957. The action is very fast, and is sure to be good for half a century and more. Only the wind system is suffering as cotton ribbons on the wind-blinds fray and then rupture, and concussion bellows are failing. The needs of the church for a mechanically robust instrument with increased subtlety for accompanying choral liturgy were paramount, and were evidently well met, though the small choir of boy trebles and amateur men set very different standards of tone and projection from those prevailing towards the end of the 20th century. There is extreme delicacy in the pp spectrum, in ranks which have a shy and reticent prettiness in the treble; in repertoire, this can seem more like an infuriating lack of drive and musicality in ranks that are inside an expression chamber. Serious organ repertoire was not well catered for, while in the neighbouring (Catholic) parish, Ralph Downes’s explorations were making very different standards apparent. 
Brindley’s flue pipework has the booming tenor and bottom octaves typical of the 1890s, enough to quiver the timbers of a full church (Open Wood CC is 13 × 14½ in., Diapason I C is 7 in. diameter), and these honking basses – in a building which greatly amplifies them with standing waves – went beyond B&F’s intentions when Rushworth added the 8ft Open extension to the Pedal. The Edwardian bass crescendo and treble restraint at the heart of this organ were not tampered with in 1958, and the refurbishment was very happily conservative of its essential character.   
In accordance with their house style, Rushworth and Dreaper added a second Diapason, less plump than its older sibling, and its slight treble lift enhances the melodic projection of Brindley’s Diapason I when in combination with it. The Twelfth and Fifteenth are asked to cover for the absence of a chorus Mixture: Rushworth’s added Twelfth had  this tricky compromise to perform, and here there was a significant brightening of the palette in 1958, as also in the Swell. The compromise was particularly tricky with the flutey voicing of the Octave 4ft rank, whose scaling removes all keenness (Edwardian taste again) and verges on incorrectness. The Hohl Flute is more beguiling than many; this has the sort of fundamental that would add body to a narrow-scaled Prinzipal adorning the casework perhaps – the idea and name are 19th c. German – but these conditions don’t apply here, while a flute with more charming overtones would be pleasant, and the Hohl Flute’s classic  and lovely partnership with a string sound was only half-achieved with Rushworth’s rebuild.   
The Oboe, Posaune, and Rushworth’s Clarinet and Trumpet are fine reed ranks, the first two bearing the stamp of Albert Healey Foster’s known strengths in this department. In certain repertoire with Romantic reedy emphasis these ranks are conspicuously beautiful. The Posaune is on the flue wind pressure but is quite brash, stood across the front of the chamber, and is a slightly uncomfortable chorus reed for the splashy acoustic conditions: its voicing begs for integration with the flues by a sufficiently ample Mixture, a deficiency which makes the tutti a little incorrect.      
A sideways Choir expression chamber was squeezed in, with a chromatic chest, and a third keyboard on a new console construction of fine quality in solid oak. The Choir chest was supplied with used pipework of unknown origin, of small scale and great delicacy, including an octave of good haskellised 16 ft Salicional which is poorly integrated with its 8ft extension for understandable reasons. But this rather apologetic department lacks sufficient projection, as diffusion of sound is not good from the awkward box. In use, neither pitch nor rhythm can be picked up from such sounds by today’s quintet of professional singers. Many builders would have insisted on the box being much forward of its present position, vacating some hugely useable space. 
The old Swell Trumpet and Grave Mixture II (it would have been a straight 12.15) were scrapped, to be replaced with beautiful reconditioned stock. Some resonators of the Trumpet (top two octaves) are of spotted metal, with zinc for the others, which have more perceptible ‘sizzle’ in their tone. Rushworth’s Mixture respects the Edwardian character with only a delicate tinkling in the mid-treble which hides behind some of the tenor notes, though there may be soundboard and dirt issues affecting it:  C 12.15.19,  cʹ 8.12.15,  gʹ 5.8.12    
This incarnation of the organ is strong for the building, and continues to sound impressive when used with a keen ear for its idiosyncracies. Its electrical front end of custom-built pre-transistor-era relays is as completely obsolete as the bakelite telephone, and this stands in the way of the modern organ controls which players expect. With pipework which emphasises smoothness and gentle attack and therefore delayed build-up of hooty tone in the bass, the varyingly sluggish Swell pallet motors have aggravated a general unrhythmic impression in recent years. The existing pipework is not deployed in the pipe racks to optimal effect by today’s standards, with some degree of redundancy that can’t be afforded in a needy 26-rank organ (Dulciana?). A half-century refurbishment of the action and winding would bring opportunities for a little deft musical revision, with sundry Brindley & Foster Edwardian pipework known to be available around the country. The organ routinely under-impresses in the accompaniment of – for instance – the Duruflé Requiem, and the under-supply of string tone is serious.  
This organ shows the traces of an all-powerful architect, its 1897 core being hardly more costly than the casework that was later put around it. It is expected to be musically a match for Bodley’s vision of the building, which was so fully realised in solid Bath stone, marble, and carved oak, and it is indeed the building that makes it sound so grand. There are some impressive sound-diffusing stone surfaces at high level which shake and stir the cocktail of sounds for at least three seconds. Such organs are rarely found unbowdlerised now, which increases our appreciation of one that was so conservatively handled. Their studied avoidance of brightness came to seem a problem as the pendulum of fashion swung, but a tonal edifice of such strong personality is not easy to tamper with successfully, and particularly would not be in this very musical building in which the listener is not grateful for more noise than the organ makes already. The noise is formidable, in a way which delights visitors from countries with formidable organ cultures of their own, and their perspectives are always interesting.   
                                                                              Tim Roe, 2005
NPOR: N17202,  26 full ranks, 4 extended, Rushworth and Dreaper, E-P action (tubular to Ped. and bass chests), as rebuilt 1958:
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4 settable pistons to each department.  Unison, 4ve and 16ve manual couplers

Brief history of Brindley & Foster

The firm was founded in 1854 at a Sheffield workshop by Charles Brindley, after a period of training in Germany. The possibility that he worked for Edmund Schulze was investigated by William Sumner (Musical Opinion, April 1973). That he would be bewitched by Schulze’s organs in Doncaster, Harrogate, and Leeds would not be surprising, and the tone ideal and scales of those Principal choruses, and of flutes with German names, can be detected in his surviving work. There is evidence that Brindley’s men were involved in the move of the great Schulze organ from St Peter’s Harrogate to St Bartholomew’s at Armley in 1879, and in the mounting of the Schulze organ which succeeded it at Harrogate. The first console at Armley had white ceramic stop labels: also one of Brindley’s distinctive practices. 

The early instruments were labelled ‘Charles Brindley’, with slider chests and tracker action apparently made by experienced German builders. Albert Healey Foster joined as a partner early in the story: a practising organist and fine voicer of strings and reeds. Brindley’s son, Charles Frederick Brindley, took over from his father in 1887, after apprenticeship with ‘one of Germany’s most famous organbuilders’, thought to be Schulze. Charles Brindley died in 1893, his son in 1925. Foster ran the London office from 1910 to his death in 1919, living in Sutton (Surrey) where the large organ at Christ Church stands as testimony to his artistry. The firm never recovered from the economic and manpower effects of the Great War, but continued to operate under C.F. Brindley’s son, until going into receivership in 1936, and dissolution in 1939. 
Charles Brindley was at the forefront of tubular action development, with many patents granted in the 1880s and 90s around his ‘metechotic’ system (increasingly multi-pallet sliderless chests, extensive use of transmission and extension designed to increase the scope of a small organ, combination pistons which acted ‘blind’ on the pneumatics behind the stop jambs). There is a definition of this curious term by the firm: ‘By the use of the Metechotic system, economy of space and money is effected. Owing to the marked individuality of the tone, and the artistic care bestowed on the voicing of every stop, organs constructed on this principle are remarkable for their ample power, extreme richness, and vast variety’. Much of this seems wrong-headed now, and fostered scepticism then (‘the greatest fraud ever attempted to be foisted on the Musical Public…’) but it was of its time. The Victorians were both entranced by technical progress, and engaged in a fury of church-building, often including powerful heating systems: mass production of organs at a certain level of the market required less exactingly prepared timber, tending to make slider chests less reliable in all climatic/heating conditions. Multi-valve chests were quicker to prepare in a mass production facility, and would function better in stressful conditions. They lent themselves to all the clever tricks in the player controls which met the needs of that generation of organists and composers, tending to get big sounds out of modest amounts of pipework in the contemporary diet of orchestral and choral arrangements. All of the technology had its parallels in German organs of the same period, particularly those of Walcker. In London, a living example of the German form of such pneumatic action and console controls is seen at St George’s Lutheran Church in Alie Street (where the cone chests are incapable of absolute rhythmic unison between ranks, or of fast and even trilling between notes).     
C.F. Brindley continued his father’s tendencies and surpassed him in the instinct for shrill publicity expressed in quasi-scientific language. He launched the ‘Charles Brindley System’ in 1904, as a package of technical features involving pipe scales, sliderless chests, and tubular wizardry between the key end and the pallet valve. Critics called it all ‘unadulterated puffery’. It lent itself to enhancement by curious patented features: Transformers, Brinovus Touches, the Brindgradus pedal, Stop transference, Governors, Controllers, settable combinations, all first launched upon the world in 1905 at Sheffield Parish church ​– later Cathedral – whose organist T.W. Hanforth wrote for the firm ‘The B&F March’ which was much used at openings of their new organs. These console controls realised in their tubular relays what soon became routine and far more compact and reliable in electro-pneumatic action, and they were swiftly passé. John Compton worked for the firm as a young man, also as a demonstrator: his entire project in life would seem to be coloured by the preoccupations dominating the Sheffield factory.
Many B&F organs were lost in WWII. Those which survived usually needed entirely new E-P actions and slider chests within 50 years of being built (at a cost which put Brindley’s theory of economy into perspective) and were often extensively changed. Notably often, the Principal choruses were found admirable enough to be retained. Surviving larger organs which give a good idea of Brindley & Foster’s musical values are at St John’s, Ranmoor, Sheffield (1889/1900), Pietermaritzburg City Hall, S.A. (1902), the Catholic Apostolic church in Maida Vale (1894), and Christ Church, Sutton (ca. 1890). Holy Trinity, Kensington Gore (1897/1905) has lost a couple of ranks and gained three, on the original manual departments, and its Brindley Diapasons are intact.    
Tim Roe, 2005         

The principal source of information on the firm, the fruit of more than 40 years of data collection, will always be:

Brindley & Foster, Organ Builders, Sheffield 1854 – 1939   privately published by J.R. Knott in 1973, of which we have a copy.

Since that production, the National Pipe Organ Register has come to fruition, and a useful book incorporating statistics later than Knott’s is:  Some Sheffield Organs, A Millenium Survey,  C.W. Andrews, 2000, published by Cappella Archive.
Discoveries in the Armley organ with a bearing on B.& F. were described in: The Armley Schulze Organ, Kenneth Johnstone, 1978, 2nd edn 1985. 
(2010 note: ) 
Important organs recently restored are the 8-stop mechanical action by C.Brindley (1865) at St Peter’s Elmton, Derbyshire (restored Goetze & Gwynne 2005), and the 32-stop tubular pneumatic by B&F (1912) at Grand Lodge, Edinburgh (restored Forth Pipe Organs 2009) recorded by Simon Nieminksi (ProOrgano CD), see  http://www.youtube.com/watch?v=hExvBZL9vVg, and heard on Delphian’s set Organs of Edinburgh. . 






