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Erkki Salmenhaara – born in Helsinki on 12 March 1941 – was one of the tentpoles 
of Finnish musical life, indefatigable as composer, musicologist and administrator. 
He made his mark as a front-line modernist in the 1960s, but – like several other 
once-gung-ho avant-gardists, Arvo Pärt and Henryk Górecki among them – turned 
to a more tonal, even diatonic, idiom, producing music of considerable elegance, 
which got him cold-shouldered by the modernist mainstream in Finnish music. 
Paradoxically, his musicological writings – particularly on Finnish music – put him 
right at the centre of the academic establishment. Simultaneously, he was insider and 
outsider, an ambiguity he viewed with an ironic smile.

Salmenhaara studied under Joonas Kokkonen at the Sibelius Academy in 
Helsinki, graduating in 1963 and going on to musicology, aesthetics and theoretical 
philosophy at the University of Helsinki, earning his Ph.D. in 1970. By that time he 
had been a lecturer there for four years, becoming an Associate Professor in 1975. 

His engagement with Finnish musical life began early. He was a critic for the 
Helsingin Sanomat, the leading Finnish-language daily, from 1963, holding the post 
for ten years. Almost immediately thereafter he took on two important organisational 
positions: chairman of the Society of Finnish composers (1974–76) and of the 
Association of Finnish Symphony Orchestras (1974–78). 

He had long since made his mark as a composer. His earliest surviving work, 
Seventeen Small Pieces for piano (1957–60), show some vestiges of tonality, but he 
was very soon in the thick of radical experiment, using clusters, aleatoric techniques  
(his Suoni successivi of 1962, for piano four hands, for example, give the performers 
only rudimentary guidance on pitch and rhythm), graphic notation, timbral 
innovation, and whatever other intriguing device his curiosity led him to. 
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Salmenhaara’s Catherine-wheel radicality was soon given a sense of direction. In the 
autumn of 1963 he spent a period of study with György Ligeti in Vienna: his doctoral 
thesis, in 1970, was on Ligeti’s music; the effect on his own was much more immediate. 
In his Second Symphony (1963, revised 1966), individual melodic lines are lost in a 
complex polyphonic weft, and in the Third (1963–64) cluster-chords in the winds and 
unstable, chromatic melodic lines in the strings are set in a static framework where 
colour and texture are of more interest than motivic evolution.

Salmenhaara was now poised on the edge of his mature style, triggered with the 
orchestral Le Bateau ivre (1965–66), which is based on a Rimbaud poem. The textures 
were now triadic, which inevitably turned him towards tonality – not a black-and-white, 
major-minor tonality but an impressionist, allusive tapestry of sounds tonally anchored, 
though not always in a single key. Another orchestral work, the gently repetitive La fille 
en mini-jupe (1967), made its Debussyan references clear with quotations from La fille 
aux cheveux de lin; it briefly quarries Beethoven’s ‘Waldstein’ Sonata, too.

Two major vocal-choral works now followed: the humanist Requiem profanum 
(1968–69) and the lyrical opera Portugalin nainen (‘The Portuguese Woman’; 1970–72), 
based on a Robert Musil story, which had to wait until 1976 for an ineffective staging. 

He always rejected the label of ‘minimalist’, but the fourth and last of his piano 
sonatas (1981) weakens his case: its first movement repeats the same patterns, in a 5

8 
rhythm, with minimal modification, for over 800 bars (the second and last movement 
offers only 44 bars of Adagio to round the work off).

Salmenhaara’s music was indeed growing increasingly simple, even pure, the 
harmony almost entirely triadic, the rhythms arising smoothly from gently repeated 
melodic phrases, its lyricism winning and heart-warming – to the extent that disgruntled 
critics and composers, suspecting a sell-out, christened his style ‘neo-simplistic’ and 
‘primitivistic’. He was unfazed, and continued to write the music he wanted to write. The 
Fifth Symphony, Lintukoto (‘Isle of Bliss’; 1989), sets a text by Aleksis Kivi, the major 
Finnish poet of the nineteenth century, for soprano, baritone, chorus and orchestra, 
in a relentlessly consonant manner. The tone, though, remains identifiably Finnish, its 
Sibelian inheritance clearly audible – and even as one wishes for a little more action, the 



4

sheer beauty of the language undermines one’s objections. If one has to label his later 
music, ‘nostalgist’ might be a term worth coining.

Had Salmenhaara never penned a note of his own, he would still be an important 
figure in Finnish musical history thanks to his scholarly writings. He chronicled 
contemporary developments from the early 1960s onwards and also reached backwards, 
producing biographies of Sibelius and Leevi Madetoja, analytical commentaries on 
Ligeti, Sibelius’ tone-poem Tapiola and the Brahms symphonies, histories of twentieth-
century music and of the Society of Finnish Composers, and a text-book on theory. 
He made a major contribution to the four-volume ‘official’ history of Finnish music 
published (in Finnish) in 1995–96,1 and maintained a steady flow of articles – on Toivo 
Kuula, Uuno Klami and other important composers hidden in the shadow of Sibelius. 
He died in Helsinki on 19 March 2002.

If Salmenhaara had been a little pushier, a little better at self-promotion, his music 
might be far better known internationally than it is. Audiences that respond to the 
works of Arvo Pärt, John Tavener, John Adams and other such ‘simplicists’ would find 
much to enjoy in Salmenhaara. They just have to hear it.

Martin Anderson, the founder of Toccata Classics, also writes for a number of publications, including 
Musical Opinion in the UK, Fanfare in the USA, Klassisk Musikk in Norway and Finnish Music 
Quarterly. He is frequently called upon by the BBC and other concert-giving organisations to provide 
programme notes, particularly on music by contemporary Nordic and Baltic composers.
 

1 Suomen musiikin historia, WSOY, Helsinki, 1996–96.
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The musical instrument of Erkki Salmenhaara in his youthful years was the organ, 
which may explain the relatively large proportion of organ music in his output: 
between 1966 and 1985 he wrote eight pieces for organ. In addition to six for solo 
organ, they include an Adagio for oboe and organ and an Introduction and Chorale, 
which is a concerto for organ and symphony orchestra. The solo works are a concrete 
reflection of his aesthetic shift towards a simpler mode of expression.

How was Salmenhaara the young Finnish modernist inspired by the organ, to the 
extent that he composed an hour’s worth of solo music for it, given that orchestral 
music, and symphonies in particular, was the mainstay of his output? The obvious 
answer is that organs have the same power and dynamic range as an orchestra. This 
parallel inspired me to play with the idea that the organ, for Salmenhaara, maybe 
served as a laboratory for examining and operating with compositional and timbral 
ideas and testing them in practice; he then applied his findings and well-tried 
solutions to his orchestral music. Indeed, it is easy to see that his works for organ 
fully represent the modern, cutting-edge achievements he then exploited in his other 
music. 

Until the 1970s, organists were about the only people in Finland to compose for 
organ. A significant change then came about, and from the 1970s onwards a number 
of organ works by non-organists appeared that are nowadays hailed as classics. 
Examples are Lux aeterna (1974) by Joonas Kokkonen (1921–96), the toccatas by 
Mauri Viitala (b. 1948) and Einojuhani Rautavaara (1928–2016), and the Chaconne 
(1970) by Aulis Sallinen (b. 1935). Salmenhaara composed three solo organ works in 
the 1960s: a Toccata, an Intrada and the triptych Prelude – Interlude – Postlude. These 

ERKKI SALMENHAARA, FROM RADICAL AVANT-
GARDIST TO MASTER OF NEO-SIMPLISTIC STYLE
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were followed in the 1970s by two more: a Canzona and Ricercare, and in the 1980s by an 
Introduction and Toccata. The early works represent a radical, incisive modernism and 
a strict style abounding in dissonances, clusters and severe harmonies. Though organ 
composers in Finland did not particularly experiment with the avant-garde, there were 
nevertheless some who did: Jouko Linjama (b. 1934), Ilkka Kuusisto (b. 1933), Paavo 
Heininen (b. 1938) and Erkki Salmenhaara. Together with Kaj Chydenius (b. 1939) and 
Kari Rydman (b. 1936), Salmenhaara counts as one of Finland’s 1960s radical young 
composers. (Chydenius and Rydman later made a name for themselves in different 
genres of light music.) The period in question became dubbed in Finland as one of 
‘nursery’ and ‘sabotage’ concerts, which says something about the standard of musical 
radicalism and avant-garde, but also about the questionable esteem in which they were 
held at the time. Composers looked to Darmstadt and Karlheinz Stockhausen (1928–
2007), György Ligeti (1923–2006) and John Cage (1912–92). Inspired by the Swedish 
organist Karl-Erik Welin (1934–92) and the German Gerd Zacher (1929–2014) and the 
recitals they gave in Helsinki, Finnish composers also began testing their avant-garde 
wings in works for the organ.

But what did modernism actually mean for Erkki Salmenhaara? His 1960s style 
consisted of pillars of chords that, when piled up in different ways, made the harmonic 
structure denser and more complex. The widespread use of cluster technique, from 
individual chords right up to melodies, was a salient feature of the times. The chords 
themselves had no harmonic character, but they could also be used as themes. In his early 
works Salmenhaara sought to interrupt or restart the rhythmic movement, although 
aiming at a uniform tempo. He also operated with a technique in which a melodic line 
flows unbroken throughout the work, as in his Third Symphony.

Salmenhaara revolutionised the meaning of form. For him, form emerged 
organically out of motifs. His works thus display a logical use of motifs akin to the 
way Renaissance composers increased the inner intensity of a texture by varying the 
thematic material. Cluster technique helped him to exploit the tone-row approach of 
dodecaphony and serialism in a new way. Chromatic sets of notes could also be used 
both horizontally and vertically. The aim of his music at that time was dodecaphony, 
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even if it was not strictly applied. As early as the 1960s, soon after his most radical 
phase (as with the Third Symphony, for example), Salmenhaara began to implement 
tonal ideas resolutely, at the same time toppling the taboos connected with tonal music. 
In this way, his harmonic world began increasingly to absorb bitonal influences.

Salmenhaara’s Works for Organ
It was the fashion in the 1960s and ’70s to name works with some sort of Latin 
quotation that did not necessarily have anything to do with the music itself, and so 
Salmenhaara’s choice of Baroque titles, such as Toccata, Canzona and Ricercata, in his 
organ music was as unusual as it was practical, in that, to some extent, at least, the 
terms already indicate the compositional technique and the way in which the texture 
is handled. Each term has its own history that may (though not necessarily) also 
inspire a composer to adopt a certain approach. Most of the terms have their origin 
in early organ history and in Italy. Many of them traditionally point to a contrapuntal 
mode of writing. One such case is the ricercare, a precursor of the fugue. But a toccata 
has always been a virtuoso number – though as an Italian term it might also refer to 
the slow, dissonant compositions customarily performed during Holy Communion.

Salmenhaara completed his first work for organ, his Toccata, in 1965, immediately 
after his Third Symphony, at the urging of Enzio Forsblom (1920–96) and Folke Forsman 
(b. 1937), and it was premiered by the latter at the Nordic Church Music Symposium 
in Oslo in 1965. Alongside the Sonatina, Op. 3, by Jouko Linjama and Ritmo acustico 
by Ilkka Kuusisto, it is one of the few representatives of the Finnish avant-garde in the 
organ repertoire. Salmenhaara’s Toccata was originally in one movement, but after the 
premiere, he turned it into a sort of triptych. In the first version, the register changes 
were marked on a separate stave for an assistant to make, but Salmenhaara abandoned 
this approach in his final version. He was at the time still strongly under the influence of 
Ligeti, but although the Toccata is highly dissonant, with dense, static chords, a change 
of direction can nevertheless be sensed in his style. It is evident from the notation alone, 
for he uses not a graphic form of notation in the manner of Ligeti but precise, traditional 
devices.
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The Toccata begins with a powerful, weighty prelude revolving round a single broad, 
dissonant chord and its rhythmic variation 1 . Its melodic material is minimalist and 
precisely premeditated. It sounds dodecaphonic, though only the timbre is borrowed from 
this technique. It has been stripped to the bare essentials. The overall impression is static, 
thanks to the sustained chords. The second movement 2  continues along the same lines. 
Chords are dismantled and stacked, the metres are enlivened and the registers change 
according to strict instructions. The music gradually gathers speed and spirit, building up 
to a real toccata, at first in quavers, then triplets and, later, semiquavers. The harmonically 
lively episode is magnificent, because it presses frenziedly onwards without ever really 
reaching anything like a tonal cadence, instead remaining hovering in an indefinite static 
state. One of the fine points about dodecaphony is that the composer can feast on crusty 
surfaces and unresolved harmonies, keeping the listener constantly alert. The Toccata ends 
quietly with a third movement 3  beginning with minimalist simplicity that already looks 
ahead to Salmenhaara’s neo-simplistic style. This pared-down beginning leads to a web of 
clusters and archaic effects. Before gathering strength for its mighty conclusion, it makes 
a chord glissando in the right hand – in addition to harmonic and rhythmic elements, 
the avant-garde used the palms of the hands to play huge chords. There is in the third 
movement already a hint of Salmenhaara’s interest in thematic work and triads. He would 
soon develop this aspect further in Le bateau ivre for orchestra (1966) and the Requiem 
profanum (1969) for string orchestra, piano, organ and percussion.

Some Norwegian critics reckoned that surely no one could designate such a 
fortissimo din as Salmenhaara’s Toccata as music for the church; others opined that 
music so noisy sounded like electronic music on the cathedral organ. By contrast, the 
composer Klaus Egge wrote:

The Toccata by the talented young Finn Erkki Salmenhaara also has a character of its own. 
He has fun with outbursts of notes and harasses the listener with dense, dissonant and 
static chords that he lets sound long and forte. He is certainly going somewhere, but he has 
not yet established a form, so the piece is more one of serial effect than a thematic frame.2

2 Quoted in Folke Forsman, Suomalaiset urkusävellykset ja suomalainen urkujenrakennus, Organum-seura, Helsinki, 1985, pp. 87–88.
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An unusually large volume of organ music was written in Finland in the 1960s and 
’70s, as churches, festivals and similar institutions began holding competitions for organ 
compositions. Organ building was enjoying a boom, too, and an inauguration was a 
good opportunity to commission new repertoire. The origins of Salmenhaara’s early 
Intrada per Organo 4  are uncertain, as are the details of the premiere, but in view of 
its date (1967), it may have been written for the competition held to celebrate the new 
organ in Helsinki Cathedral. The competition was won by Einojuhani Rautavaara with 
a work entitled Ta tou theou; the second prize went to Jouko Linjama for his Partita-
Sonata Veni creator Spiritus. 

The Intrada continues along the path mapped out by the Toccata in the region 
between Salmenhaara’s avant-garde and neo-simplistic style. Its harmonies are slightly 
softer than in the Toccata. Motif technique plays a large part in its construction, but so 
does a technique already used in the Toccata: that of letting sounds linger on to form 
chords. The Intrada begins with a massive C in the pedals. Above it in the manual is 
a motif that gradually grows and paves the way for the first climax. The overall form 
is reminiscent of improvisation, the ideas and gestures surreptitiously slipping in. The 
repeat of the opening texture after the final build-up lends the work cohesion.

Like the Toccata, the triptych Prelude – Interlude – Postlude (1969) is one of 
Salmenhaara’s biggest works and already represents his neo-simplistic style with its clear 
striving towards triadic tonality spiced with bitonal effects. In its organ techniques, it 
does not differ from the Toccata. By contrast, the chord formations incorporate soft 
harmonies, parallel fourths and triads. Although the music is not tonal, the chords 
follow one another stepwise in close parallel fifths to create cross-relations involving a 
major third. The addition of notes alien to the chord creates bitonal traits.

To some extent, the work uses the same motifs as the Requiem profanum.  
The Prelude 5  begins with a loud pedals solo that is not in any way virtuosic and 
that underlines the lowest and loudest notes of the organ through static writing. The 
Prelude is in itself like a Renaissance toccata in which the note-values grow shorter as 
the work proceeds. In spite of the mobility of texture, the underlying impression is of 
stasis. The second movement, Interlude 6 , revels in exploiting the registration potential 
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of the instrument. The idea of four different timbres sounding simultaneously right at 
the beginning of the Interlude shows that Salmenhaara was closely acquainted with 
organ technique. The texture of the Interlude later becomes more mobile, rhythmic and 
toccata-like. The triptych ends with a mighty apotheosis, Postlude 7 , where, as he did 
in the Toccata, Salmenhaara uses the sustained notes that are possible on an organ, and 
so, over a sustained accompanying chord consisting of a fifth in the pedals and a tritone 
and fourth in the manual, he unfurls a grand melody such as is not to be found in his 
other works for organ.

Salmenhaara’s Canzona (1971) 8  may have been inspired by the organ-composition 
competition that accompanied the completion of the Finlandia Hall concert and 
congress centre in Helsinki in 1971. The first prize went to Einar Englund (1916–99) for 
a passacaglia and the second went to Jouko Linjama for his Triptych for two organs. 
The Canzona was officially a commission from the Finnish Broadcasting Company 
(Yle) and was premiered by Kari Jussila (b. 1943) on 5 December 1971.

The piece falls into two large sections. The first begins with a texture in simple time 
consisting of a flute-stop ostinato theme and a reed-stop counter-subject. The timbre 
created by an open fifth low in the pedals evokes early Italian organum. The mood lifts 
in little rhythmic variations into a euphoric nocturne. The second section is in triple 
time and proceeds calmly in crotchets. The piece clearly reveals Salmenhaara’s shift to 
a simpler range of expression and it ends, as if symbolically, on a pure C major chord.

The Ricercata per Organo (1977) 9  was composed for a competition run by the 
Lahti Organ Festival; it won third prize and was premiered by Tauno Äikää (1917–2008) 
at the Lahti Church of the Cross on 9 August 1977. It uses numerous playing techniques 
already familiar from Salmenhaara’s earlier works, the basic source of inspiration being 
the static sounds obtainable on the instrument. In keeping with the traditional ricercare, 
it is founded on the principle of mimesis, using imitation. The overall form once again 
gives the impression of improvisation, even though the work begins and ends with 
the same, highly dissonant texture. The musical expression has much that is simpler 
and softer, despite the incisive beginning and end. The sharp opening harmonies, in 
which the interval of a fourth plays a leading part, disintegrate, as it were, as the piece 
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progresses. An interval of a fourth also occupies various roles in other sections of the 
work. Towards the end, the texture integrates again and returns to the dissonant world 
of the beginning.

Salmenhaara’s last work for organ, the Introduction and Toccata (1985), was a 
commission from the Finnish Broadcasting Company (Yle) and was first performed by 
Markku Heikinheimo (b. 1948) in Helsinki on 9 April 1986. It begins 10  in a grand and 
assertive manner with stately, majestic chords. The texture nevertheless very soon shifts 
from massive to light and from one to three strata. The syncopated left-hand movement 
that later transforms into a rhythmic octave texture initially accompanies a duet for 
the right hand and pedals. Quavers become the dominant metric element, until broken 
thirds in semiquavers take over. As in a Renaissance toccata, the note-values grow shorter 
as the texture proceeds. The Introduction ends with the dissonant chord-formation 
familiar from the beginning. Whereas the Introduction operated more with simple 
chords, the Toccata 11  prefers changing time-signatures and playful accentuations. 
It seems to spring into action out of the B minor chord that ends the Introduction. 
Proceeding with one voice and later two, the Toccata is rather a perpetuum mobile, 
flowing unhindered and uncontested towards its climax. It ends with sighing Più lento 
chords in which the interval holding the melodic movement together is that of a second, 
already familiar from earlier in the work.

The international organ virtuoso Dr Jan Lehtola is one the most successful and progressive 
Finnish organists of his generation. He has appeared with the BBC Philharmonic Orchestra, 
Finnish Radio Symphony Orchestra, Tapiola Sinfonietta, Lahti Symphony, Tampere 
Philharmonic and Ostrobothnian Chamber Orchestras and the St Michel Strings. He has 
performed at many international festivals and has worked with conductors including Juha 
Kangas, Ludovic Morlot, Kent Nagano, Sakari Oramo, Leif Segerstam, Muhai Tang and 
Osmo Vänskä. He has also given recitals in leading European concert-halls, among them the 
Gewandhaus in Leipzig and the Mariinsky Theatre in St Petersburg, and in cathedrals and 
churches around the world, such as Sainte Trinité in Paris, the Berlin, Riga and Tallinn Doms, 
St Thomas Church in Leipzig and St Paul’s Cathedral and Westminster Abbey in London.
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Jan Lehtola collaborates regularly with 
composers and has given more than 150 
world and regional premieres. He has had 
works written for him by Harri Ahmas, 
Kalevi Aho, Atso Almila, Adina Dumitrescu, 
Thierry Escaich, Naji Hakim, Matti Heininen, 
Paavo Heininen, Carita Holmström, Juha T. 
Koskinen, Olli Kortekangas, Juha Leinonen, 
Jouko and Jyrki Linjama, Jukka Linkola, 
Paola Livorsi, Pehr Henrik Nordgren, Axel 
Ruoff, Martin Stacey, Riikka Talvitie and 
Adam Vilagi. In 2003 he organised the first 
International Naji Hakim Festival in Helsinki.  
He was the Artistic Director of the Organo Novo Festival in Helsinki from 2007 to 2016 and 
Chairman of the Finnish Organum Society from 2009 to 2014. 

He has recorded for the Finnish Broadcasting Company (Yle) and can be heard on more 
than forty commercial recordings (on the labels Alba, BIS, Fuga, IFO, Jubal, Ondine, Pilfink 
and Toccata Classics), in repertoire including Bach, Dayas, Dupré, Hakim, Heininen, Linjama, 
Mendelssohn, Oskar Merikanto, Rautavaara, Saint-Saëns, Schumann and Widor.

Jan Lehtola studied the organ in Helsinki with Olli Porthan and Kari Jussila, in Amsterdam 
with Jacques van Oortmerssen and Jean Boyer, in Stuttgart with Ludger Lohmann, in Lyon 
with Louis Robilliard and in Paris with Naji Hakim. He graduated from the Church Music 
Department of the Sibelius Academy, gaining his diploma with distinction in 1998. In 2000 he 
gave his Sibelius Academy debut recital in the Kallio Church, Helsinki, and in 2005 received a 
Doctorate for his dissertation on Oskar Merikanto as a transmitter of European influences to 
Finland. He is Lecturer in Organ Music in the Sibelius Academy. He is also active as a lecturer 
and a teacher of master-classes. 
www.janlehtola.com
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THE ORGAN OF TURKU CATHEDRAL

Veikko Virtanen Oy (1980), opus 83.

I Rückpositiv 
Principal 8' 
Gedackt 8' 
Oktava 4' 
Rohrflöte 4' 
Oktava 2' 
Nasat 1⅓' 
Sesquialtera 2x 
Mixtur 4-5x 
Cymbel 3x 
Dulcian 16' 
Trompete 8' 
Krummhorn 8'
Tremolo

II Hauptwerk  
Principal 16' 
Oktava 8' 
Flute harm. 8' 
Rohrflöte 8' 
Gamba 8' 
Voce Umana 8' 
Oktava 4' 
Spitzflöte 4' 
Terz 31/5' 
Kvinta 2⅔' 
Oktava 2' 

Terz 13/5' 
Mixtur 6-8x 
Scharf 4-6x 
Trompete 16' 
Trompete 8' 
Trompete 4'

III Swellwerk 
Gedackt 16' 
Flöte 8' 
Cor de nuit 8' 
Fugara 8' 
Voix céleste 8' 
Principal 4' 
Traversflöte 4' 
Salicet 4' 
Spitzkvinta 2⅔' 
Waldflöte 2' 
Terz 13/5' 
Mixtur 7x 
Basson 16' 
Tromp. harm. 8' 
Hautbois 8' 
Voix humaine 8' 
Clairon 4'
Tremolo

IV Brüstwerk (in swell) 
Rohrgedackt 8' 
Kvintadena 8' 
Principal 4' 
Gedacktflöte 4' 
Gemshorn 2' 
Spitzoktava 1' 
Cymbel 3-4x 
Regal 16' 
Schalmey 8' 
Cornet 5x
Tremolo

Pedal
Principal 32' 
Oktava 16' 
Subbass 16' 
Oktava 8' 
Cello 8' 
Gedackt 8' 
Oktava 4' 
Koppelflöte 4' 
Nachthorn 2' 
Rauschpfeife 4x 
Mixtur 7x 
Posaune 32' 
Posaune 16' 
Fagott 16' 
Trompete 8' 
Singend Regal 4'
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Echo (III, IV in swell)
Liebl. ged. 8' 
Kvintadena 8' 
Spitzflöte 4' 
Rohrflöte 4' 
Nasat 2⅔' (disk)
Piccolo 2'
Tremolo

Trompeteria  
(I, II, III, IV, Ped.) 
Trompeta magna 16'D 
Trompeta brillante 8' B D 
Clarin fuerte 4'B D 
Clarin 2'B

Couplers
I–II 
III–II 

IV–II 
IV–III 
III–I 
I–P 
II–P 
III–P 
IV–P
256 combinations, computer
Mechanical action

The Organ of Turku Cathedral

Photograph: A
nu Å

berg
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Recorded on 21 May 2018 in Turku Cathedral, Finland 
Recording and editing: Antti Pohjola
Registration assistant: Kristian Saarinen 
Producer: Jan Lehtola

This recording was supported by The Finnish Music Foundation (MES) and Finnish Church. 
Special thanks to the organ-builder Veikko Virtanen Oy 
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ERKKI SALMENHAARA Complete Music for Solo Organ

Toccata (1965)  12:43
1  I Pesante 4:08
2  II Moderato 4:12
3  III Misterioso – Grave 4:23
4  Intrada (1967)  7:52

Prelude – Interlude – Postlude (1969)  11:02
5  I Prelude 5:30
6  II Interlude 3:37
7  III Postlude 1:55
8  Canzona (1971)  8:52
9  Ricercata (1977)  9:43

Introduction and Toccata (1985)*  6:20
10 I Introduction – 4:12
11 II Toccata 2:08

Jan Lehtola, organ of Turku Cathedral

  *FIRST RECORDING

TT 56:34


