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Friedrich Lux (1820–95) is one of those composers whose names have been forgotten 
and who have only recently begun to receive the attention they deserve. Similar cases 
often come to light, and as part of my ongoing collaboration with Toccata Classics 
I have already ‘rehabilitated’ the music of William Humphreys Dayas (1864–1903), 
Richard Stöhr (1874–1967) and Eduard Adolf Tod (1839–72).1 Why do such 
composers fall into oblivion, even though their works are technically accomplished 
and abound in personal character, whereas others remain enduring favourites?

One reason is the concept of a ‘canon’ of repertoire, which in recent years 
has been widely criticised by music historians. A ruling musical canon – the sum 
of many factors – was gradually built up in the course of the nineteenth century. 
Its emergence was influenced by the Geschichte der europäisch-abendländischen 
oder unserer heutigen Musik by Raphael Georg Kiesewetter (1834)2 and, especially, 
the Geschichte der Musik (1862–78) by August Wilhelm Ambros.3 Other reasons 
were concert repertoires, national factors, the opinions of other historians and 
the views expressed in various component cultures. Rationalist classification and 
compartmentalisation have also influenced the way people think. In the 1970s 
‘genre theory’ (Carl Dahlhaus, Tibor Kneif) was the common method of addressing 
music as a subject for research – but it is only a tool (admittedly a serviceable one) 

1 My Dayas recording can be found on Toccata Classics tocc 0285, the Stöhr organ music on tocc 0280 and the Tod album 
on tocc 0505.
2 Raphael Georg Kiesewetter, Geshichte der europäisch-abendländischen oder unserer heutigen Musik, Breitkopf und Härtel, 
Leipzig, 1834; republished by Nabu Press, Berlin, 2010.
3 August Wilhelm Ambros, Geschichte der Musik, F. E. C. Leuckart, Leipzig, 1862–78. Kiesewetter was Ambros‘ maternal uncle, 
as it happens.
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for rearranging that which is already recognised. Classification should not become a 
dogma; it must remain dynamic.

Why is it, then, that some composers acquire almost hallowed status? One reason 
is that the canon is seldom updated. Musicians generally prefer to play music that they 
know, and historians likewise gravitate to topics with which they are familiar. The 
musicologists who do look askance at canon-oriented research tend to reject the music 
of the past and embrace the new, but this static, them-and-us way of approaching the 
past is slowly giving way to a more fluid approach – the idea that musical history is 
not simply a chain of works and composers waiting for a researcher to turn up and 
document it but something constructed in the process of research, writing and 
performance. History is always written for use in a specific context, and that use will 
naturally depend on the Zeitgeist and prevailing cultural-political trends. But individual 
researchers have the power to assert a divergent view of history as no less true than the 
idées reçues against which they are reacting. History is thus always someone’s history.  
It is this authorisation that I claim in documenting forgotten masters in sound.

Some composers have been deliberately elevated to the status of national symbol. 
That is what happened with Sibelius in my native Finland, and only in recent decades 
have other composers of his era been singled out for attention. He was placed at the 
crest of Finnish cultural life, on a tsunami that engulfed every other composer for a long 
time afterwards.4 Chopin has similarly obscured other Polish composers. There were 
obviously many musical geniuses in Germany in Lux’s lifetime, and it is not possible to 
point to any specific reason that Lux did not become part of the recognised historical 
canon. One explanation may be that he did not live and work in a major city, such as 
Leipzig or Berlin, with an established musical culture. No contemporary studies of him 
exist, which may indicate that he did not network with the right people. His abundant 

4 It is interesting to compare the standing – national and international – of the composers sometimes seen as the ‘three Nordic 
giants’: the Finnish Sibelius (1865–1957), the Dane Carl Nielsen (1865–1931) and the Swede Wilhelm Stenhammar (1871–1927). 
The latter two emerged in cultures that were politically dominant and thus had no need of a symbol of national identity, whereas 
Sibelius’ music began to be heard as the Finnish struggle for independence from Tsarist Russia was intensifying, and so it was co-
opted to that end – with the wholehearted agreement of its composer.
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output was aimed at a limited audience; with the exception of operas, it lacks large-scale 
works such as orchestral symphonies. Nor, perhaps, were his compositions published 
in sufficiently large editions for them to have a wide geographical distribution. In the 
case of his organ music, another reason was the watershed, the Orgelbewegung (‘Organ 
Reform Movement’), that from Albert Schweitzer (1875–1965) onwards progressively 
reinforced the power-structure of the existing canon, emphasising the importance 
of early music in the recital repertoire. Enthusiasm for music of the Baroque ran so 
high that, by and large, organ music of the Romantic period was no longer played. 
As a result, the performance practices that had prevailed in the nineteenth century 
were forgotten, and most of the organs dating from that period were dismantled. In 
the absence of an authentic environment for performance, many compositions were 
virtually forgotten. It must be remembered that Lux was composing his organ works in 
a specific historical and social context, and with a certain sound and technique in mind. 
In this sense, nineteenth-century organ music cannot be played without a knowledge of 
contemporary aesthetics.

The study of sources and instruments is of primary importance to the performer 
wishing to do justice to the original aesthetic context. With Friedrich Lux, this 
requirement means that the performer has to examine his works alongside those of 
contemporary composers, and to play organs built according to late nineteenth-century 
aesthetics, with their accompanying tone and technique. Where one is not always able to 
perform works on organs of the period, a familiarity with their authentic environment 
will help the organist to find a suitable mode of performance even in an unfamiliar 
milieu.

Lux’s significance as a composer for the organ springs from the fact that he was 
different. He wrote no suites or sonatas, which was unusual for the time. Instead, he 
made arrangements of operatic works and wrote miniatures of the nature of Lieder ohne 
Worte. His primary genres were concert pieces and chorale fantasias. The profane thus 
goes beautifully hand in hand with the sacred, although occasionally one dominates the 
other. This outlook was very much in keeping with the times: the church was losing its 
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ascendancy, and although Lutherans and Catholics were keeping a firm grip on their 
own geographical domains, concerts were shifting from churches to concert-halls.

The historical view of musical culture would be excessively narrow if it showcased 
only the masters deemed fit for the canon. Musical life and the practice of music are 
much more than the occasional flash of genius. Each composer has a history, a lifespan 
and a unique personal identity. The mainstream takes on significance when the nuances 
and variations of composers outside the canon are taken into account, and our musical 
world would be much richer if only we could fully free ourselves from the fetters of the 
canon. Seen in this broader context, Friedrich Lux can be understood not as simply 
another obscure composer but as an interesting and important strand in the fabric of 
musical history.

Friedrich Lux’s Life
Friedrich Lux was born in Ruhla, Thuringia, on 24 November 1820, the youngest son of 
the cantor Georg Heinrich Lux.5 He played the organ in public when he was seven and 
wrote his first piece, a ‘Minuet’, at the age of eleven, dedicating it to his teacher. At twelve, 
he gave his first recitals – one with organ in Gotha and another with piano in Eisenach. 

In 1834, he began receiving lessons in composition at the Gotha Gymnasium (High 
School). At the age of sixteen, he walked to Frankfurt am Main during his summer 
holiday to see and hear the new Walcker organ in the Pauluskirche. He was allowed to 
play it, and later gave two recitals in the church. By 1837, he was ranked on a par with the 
major organ virtuosos of his day. A court concert he held in Gotha caught the attention 
of the Duke, who decided to grant Lux his patronage so that he could continue his 
musical studies. In 1839, Lux sought a meeting with Friedrich Schneider (1786–1853), 
an eminent music theorist, organist and conductor. From 1839 to 1841, Lux studied 
with Schneider in Dessau, where Lux himself was appointed director of music at the 
court theatre in 1841. He married Caroline Pertz (1825–85), the daughter of a Dessau 
5 That would suggest the Lux was Jewish, which in turn makes his later prominence in Protestant German musical culture 
remarkable, the more so when one considers that full Jewish emancipation in Germany did not occur until 1871, when the 1869 
Constitution of the North German Confederation, which conferred full civic rights on Jews in 22 German states, was also extended 
to Bavaria. The role that religion played in Lux’s own life awaits further research.
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merchant, in 1850. It was in Dessau that Lux wrote his first operas, Das Kätchen von 
Heilbronn and Rosamunde. 

After ten years in Dessau, in 1851, he moved to Mainz when he was offered a 
position at the City Theatre and was its conductor there until 1853. Thereafter he 
continued to take an active part in the musical life of Mainz, teaching music theory, 
piano and singing, organising concert series and leading numerous societies, such as 
that for arts and literature (as its musical director), the Mainz Male Choir (1856–63), 
the Israeli Choral Organisation (c. 1858), the Church Music Society (1860–64) and the 
Mainzer Liederkranz (1862–64). He was also a champion of works then still unknown 
by Schumann and organised symphony and church concerts.

In 1864, Lux was chosen from among 70 applicants to lead the Liedertafel, an oratorio 
society. The singers in Mainz thrived under his direction. He put on substantial choral 
works such as Mendelssohn’s St Paul, Handel’s Messiah and Haydn’s The Creation, and 
also his own Missa brevis et solemnis for soloists, mixed choir, organ and large orchestra. 
In addition to older repertoire, he was interested in music of his own era, playing works 
by Brahms, Liszt and Verdi, as well as the less-familiar Carl Amand Mangold.

In Mainz, Lux composed the romantic opera Der Schmied von Ruhla as a tribute 
to his birthplace and as a document of his love for the Thuringian forest. The opera 
was first performed in Mainz in 1882, after which it toured to much acclaim to over 30 
theatres, from Strasbourg to Chemnitz and from Rostock to Basel. It also ran to several 
performances in Gotha and Eisenach.

Lux had become famous as an organ virtuoso following his early appearances in 
Gotha and Frankfurt (1836). He also travelled, in the 1850s, to the Netherlands and 
Belgium. His works began to appear in print in the 1860s, and from 1880 onwards they 
were mostly published by Jakob Diemer, who was a member of the board of the Mainz 
Liedertafel.

The Mainz years were a prolific time, producing a comic opera, Die Fürstin von 
Athen, a piano trio, three string quartets, various festive overtures and a number of 
pieces for piano and organ. All in all, his œuvre amounted to over 100 items. He was 



7

awarded various honours and distinctions during his lifetime and died in Mainz on  
9 July 1895.

A festival dedicated to the performance, documentation and publishing of Lux’s 
works has been held in Ruhla since 2010.6

The Music in this Recording
Most of the music recorded here comes from relatively late in Lux’s life – or, at least, was 
published then: without further research, it is difficult to say exactly when each piece 
was composed, and the years given here are therefore generally those of publication.

Unusually, Lux’s output abounds in miniatures, such as the Lied ohne Worte, Op. 57 
(1877) 16 , representing a category rare in organ music. Those for piano by Mendelssohn 
(1809–47) had pointed the way to a type of piece designed above all to create delicate 
moods by instrumental means alone; similar works were later composed by Edvard 
Grieg (1843–1907), under the heading of Lyrische Stücke, and by numerous other 
composers of the period. The form of Lux’s Op. 57 is aba: the a section is based on a 
canon at the octave that is repeated as such, and later in a major key, at the end, and the 
b section features a semiquaver melody in the left hand and a noble, beautiful solo in 
the treble.

Lux’s Geistlisches Lied ohne Worte, Op. 63, in G major (1881) 5 , is in the same 
category. It is cast in a surprisingly traditional, almost Classical mould, again aba. 
The b section is whimsically rhapsodic, evocative of Sturm und Drang, the movement, 
originating in German literature and music, named after the play Sturm und Drang by 
Friedrich Maximilian von Klinger (1752–1831), which held sway from 1767 to 1885 and 
emphasised powerful emotional expression.

Sacred and profane are in constant competition in the organ works of Lux, but 
they join hands in the Concert-Fantaisie über Luther’s Choral ‘Ein’ feste Burg’, Op. 53 
(1877) 1  – a concert piece in the nature of a chorale fantasia. It begins in solemn, 
dramatic vein in D major. Lux brilliantly exploits the dynamic changes permitted 
by registration and uses three different registrations to achieve a texture in which 
6 http://www.st-concordia.de/hisperlux.htm and http://www.mmm2.mugemir.de/doku.php?id=lux.
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terraced dynamics occupy an important role. Luther’s chorale is then heard in a quieter 
register, harmonised like a chorale. Next comes a variation in B flat major in which 
sextuplets alternating between bass and treble in the accompaniment travel along 
seamlessly, apace with the chorale in minims. The development section has a Sturm 
und Drang episode in which chromatic runs in the pedals alternate with the chorale. 
Harmonically, the music revolves around B flat major, D major, F sharp minor and  
B minor. The chorale melody is in the left hand in the bass while the right hand sees to 
the chromatic counter-voice. The piece reaches a climax in a D major stretto in which 
the tempo becomes more frenzied. Right at the end, the pedal chromatics return as a 
sort of organ-point ostinato, while characteristic fragments from the different episodes 
combine with growing intensity to end the work.

The three chorale fantasias published together in 1881 combine the chorale with 
the song-without-words, with a result that could well be labelled Lied ohne Worte: the 
harmonic and melodic twists mean that Romantic narrative and expressiveness are 
strongly present. The chorale is clearly audible in all the movements and the musical 
fantasia underlines the ‘affects’7 of the chorale text. The chorales are: 1. Gott des Himmels 
und der Erden; 2. Auferstehen, ja auferstehen wirst du; and 3. Allein Gott in der Höh’ sei 
Ehr’. They form a set that could also be described as sonata-like, in accordance with the 
very loose concept of an organ sonata prevailing at the time.

The first of the pieces, Gott des Himmels und der Erden, in G major 2 , begins with 
an introduction in which poetic narrative alternates with the chorale. It continues with 
a trio section, with the chorale in the tenor on the pedals, the accompaniment in long 
notes in the left hand and a beautiful solo in triplets in the right.

The second piece, Auferstehen, ja auferstehen wirst du, in B flat major 3 , is dance-
like. The left-hand counter-subject is very characterful, with pedal pizzicati (staccati 
7 The ‘Doctrine of the Affections’ (Affektenlehre in German) was a precept initially articulated, on a physiological basis, by the 
‘Florentine Camerata’ of composers and theorists of the late sixteenth century and widely held in the Baroque period. It argued that 
a specific musical gesture embodied an emotional stimulus (Affekt) that was equally specific: that (for example) fast music, in a major 
key, would act on the ‘bodily vapours’ in man to produce happiness, just as slow music, in a minor key, would elicit sadness, loud 
music anger, and so on. The elements of music – scales, rhythm, harmonic structure, tonality, melodic range, forms, instrumental 
colour and so on – could thus be interpreted ‘affectively’.
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that suggests the sound of a double bass) accompanying its elegant lilt. The melody, 
unembellished, is in the right hand, with little mood expansions in the bridge passages. 
In the following variation, the melody is accompanied by lively left-hand staccati. The 
music then takes a surprising turn: it becomes less serious, with a hint of salon music, 
and the style draws away from the chorale fantasia of the church. The lilting twists 
then return and lead the music back to the dance-like world of the opening. The piece 
demonstrates Lux’s ability to compose many kinds of music. He clearly wanted to widen 
the remit of organ music and lead it in a lighter, more secular direction.

In the third piece, Allein Gott in der Höh’ sei  Ehr’ 4 , the chorale is present right at the 
beginning, in a simple, unadorned form. It is then processed in the right hand in octaves 
while the left hand draws triplets against it. The lines are grouped by short interludes 
with dotted rhythms. The work continues in declamatory mode: the pedals surge up and 
down in semiquavers while the chorale sounds in the manuals à la Grand Chœur. The 
ending is typical Lux: the music subsides into silence, with tranquillo semiquaver pedal 
arpeggios adding movement to the otherwise leisurely pace of the manuals.

The Canon in Gegenbewegung über ‘Allein Gott in der Höh’ sei Ehr’’ (1881) 6  has no 
opus number. It is in D major and is akin to a three-part canonic study. It runs straight 
through the chorale in the top voice, the lines being divided off with bridge passages.

The format of the Grosser religiöser Marsch zur Eröffnung von Kirchenfeierlichkeiten, 
Op. 55, in E major (1876) 7 , is a symmetrical aba. The first and third sections have 
almost identical episodes that are, as the title suggests, march-like. The texture is 
coloured with various changes of dynamics and registration. The lyrical b section is in 
C major, with the chorale Lob singt ihr Christen allzugleich played in the tenor pedals 
under manual arpeggios. The triplet arpeggios in the manual are evocative of a harp 
and transport the music far away from the otherwise solemn liturgical march mood. 
At the end of this section, rich in chromatic and harmonic colour, the texture lands 
up safely back in C major before returning to the liturgical E major march. Here again, 
Lux’s tendency to combine sacred and profane is strongly present. The piece is obvious 
procession music, presenting the liturgical world in a secular context.
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Lux loved opera as both producer and consumer, and his arrangements will be 
well represented in the second volume of this comprehensive recording of his organ 
music. The Morceau de Concert sur la Prière de l’opéra Robin des bois, Op. 33, in  
E major (1863) 8 , takes its theme from Weber’s Der Freischütz.8 It consists of a theme 
and five variations, all played without a break. The piece is unusually extroverted and 
virtuosic, as is the pedal texture. It begins with an introduction in leisurely chorale-
like mood. Having stated the theme twice, it continues with a three-part rendering 
manualiter. The next variation is more virtuosic, with triads in the pedals and melodic 
manual fragments alternating in rhapsodic, extrovert manner. Sextuplets in the left 
hand occupy the leading role in the next variation and illuminate a beautiful poetic 
world. Accompanying them are double notes in the pedals, while the right hand plays 
the theme in octaves in the treble. Before the final climax the music halts on an episode 
that exploits the registration potential of the organ in terraced dynamics. The strong 
pedals and the left hand dominate the overall sound, while above them the capricious, 
improvisatory right hand mischievously peeps out and taunts. The end is a true grand 
finale not lacking virtuosity in either pedals or manuals. After all the hubbub the piece 
ends with vanishing tones recalled from the beginning.

The theme in the Concert-Variationen über ein Thema von Händel, Op. 52 (1872), 
is from ‘The Harmonious Blacksmith’, heard in the last movement, ‘Air and Variations’, 
from Handel’s Fifth Suite in E major for harpsichord, hwv430 (the ‘Air’ was one of 
the first of Handel’s harpsichord works to be published). Lux’s work consists of an 
introduction, theme and five variations. The introduction 9  is in the nature of a chorale 
and draws on two registrations, marked mf and pp, and is followed by a statement of 
the theme 10 . The first variation, Poco più mosso e molto legato 11 , is played slurred, 
legato; there are lots of chromatics, and the harmonies are bold. The solo in the second 
variation 12  is played with the reed stop in the left hand and accompanied by the 
capricious and improvisatory right hand. The third variation 13  is calm and marked 

8 The first Paris production of Der Freischütz was given as Robin des Bois, on 7 December 1824, in a version considerably changed 
by the musicologist François-Henri-Joseph Blaze, known as Castil-Blaze. He adopted many foreign operas for the French stage, in 
Paris and the provinces, attracting much criticism for his high-handed disregard of the original scores.
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throughout by a chromatic descending line. It uses two registrations, marked mf and pp. 
In the fourth variation 14 , strong registration of the pedals and great organ marks off 
cadenza-like improvisations that render the music exciting and unpredictable. The set of 
variations ends with a mighty finale 15 , with the melody played staccato in the manuals 
over surging octaves on the pedals.

The Concert-Fuge, Op. 56, in D minor (1877) 17 , is a true rarity – a vast fugue 
without a chorale. It begins with a short and modest introduction, after which the theme 
is stated in quavers; it later acquires a second counter-voice theme in semiquavers. The 
piece has two huge waves. The intensity initially builds up at the end of the first fugue, 
but promptly returns to its fine contrapuntal design. It then begins weaving a new fugue 
in which both the key and, to some extent, the part-writing are almost identical with the 
first fugue. The intensity builds up again, and at the end the music briefly returns to the 
serene mood and texture of the opening.

The best-known and biggest organ work by Lux is probably the Fantaisie de 
Concert sur ‘O Sanctissima’, Op. 29, in F major (1863) 18 . It is based on what was said 
to be a Sicilian folksong9 to which the Prussian poet Johannes Falk (1768–1826) added 
Christmas lyrics in 1816; it is therefore known nowadays as ‘O du fröhliche’. Like many of 
Lux’s works, it is a mixture of sacred and profane, and though termed a concert fantasia, 
it is in effect a chorale fantasia. It begins with a chorale-like introduction, after which 
the theme is varied by different textures, growing increasingly chromatic. The organ-
writing is rich in ideas and would lend itself well to orchestration. The piece gets even 
more interesting in the variation where the chorale sounds in the tenor on the pedals, 
while the manuals colour it with memorable triplet ornaments. In the next variation the 
triplets are joined alternately by semiquavers and accompanying left-hand harmonies. 
The contrasting textures and registrations lead the music to a festive conclusion. Here, 
the melody is highest in the soprano, while the other manual notes accompany it in 
arpeggios. The left foot plays the bass, while the right reacts independently to the twists 
9 The first known publication of ‘O sanctissima’, in London in 1792, presented it as a traditional song from Sicily (formulated, on the 
title page of a later edition of Lux’s score, as a ‘Sicilian Mariners’ Hymn’), but without offering any authority for the claim – nor has 
any original source for melody or text since been identified.
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in the melody in the treble. The torrent erupts in a wild pedal barrage rhythmicised by 
short chords that contain the melody. In Lux’s usual manner, the piece ends in quiet, 
leisurely fashion and fades into silence.

Lux’s many arrangements are represented here by the Concerto von Händel of 1877, 
the original composition being Handel’s Concerto Grosso in D major, Op. 3, No. 6, for 
orchestra. The first movement, an Allegro maestoso in D major 19 , did not include an 
organ in Handel’s original, but the second, a Presto in D minor 20 , did, and it is also 
part of the D minor Organ Concerto, Op. 7, No. 4 (hwv309). The published score of 
Lux’s version was found in the British Library in London. It is pure Baroque music, 
with no Romantic outpourings, and is accordingly marked non legato. It is interesting 
to reflect on how Lux might have played Baroque music in accordance with the customs 
of his day. They probably did not change much in his lifetime, since most of the 
instruments dated from the Baroque. The German theorist Hugo Riemann (1849–1919) 
was opposed to the typical Baroque custom of dividing accents hierarchically between 
weak and strong beats, but this practice had not yet been abandoned in Lux’s time.  
In 1884 Riemann criticised Classical practice because the division into accented and 
non-accented notes was not in keeping with his theory of a sustained melodic line. 
According to him, the biggest error in ‘accent theory’ was playing the note between 
accented notes crescendo or diminuendo.10 Judging by Riemann’s criticism, Baroque 
performance practice had not yet been fully abandoned in Lux’s lifetime.

10 Hugo Riemann, Musikalische Dynamik und Agogik. Lehrbuch der musikalischen Phrasierung auf der Grund einer Revision der Lehre 
von der musikalischen Metrik und Rhytmik, Fr. Kistner, Leipzig, 1884, p. 27.
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Only patchy information about the organs played by Friedrich Lux has survived. 
It is certain that Baroque instruments were still predominant during his lifetime, 
but instruments made by the E. F. Walcker factory1 were increasingly making 
their appearance. Ruhla in Thuringia (Thüringen), where Lux was born, had many 
instruments of historical value, made by Gottfried Silbermann (1683–1753), Tobias 
Heinrich Gottfried Trost (1673–1759) and Zachariassen Hildebrandt (1688–1757).

The most important organ-builder in Lux’s lifetime was Friedrich Ladegast 
(1818–1905). To begin with, Ladegast worked under several masters, such as Johann 
Gottlieb Mende, Urban Kreutzbach and the Werkstatt Zuberbier. He had also 
been influenced by Silbermann’s organs, and his own instruments later thus bore a 
significant number of traits of Classical organ-building. But Ladegast’s organs had 
a rounder tone than Silbermann’s, with stops pointing in the Romantic direction. 
The treble is not as clear as Silbermann’s, as a result of the voicing method and 
the structure of the choir organ. Ladegast’s pipes were made by the same method 
as Silbermann’s. Ladegast’s action was still suspended in accordance with Baroque 
practice, which was significant in the overall sound and touch of his organs.

Martti Porthan Oy (b. 1952) is a Finnish organ-builder specialising in historically 
oriented organs. His factory has produced numerous organs in the spirit of Gottfried 
Silbermann. He has also been interested in the North German style and the methods 
employed by Arp Schnitger (1648–1719). Porthan has, furthermore, built organs 
in Italian Renaissance, French Classical and Nordic Romantic styles. The Ladegast-
type organ in Raahe Church dates from 2013. (Raahe is on the coast of the Gulf of 
Bothnia, in north-west Finland.)
1 Walcker Orgelbau (also known as E. F. Walcker & Cie.) was founded in 1780 by Johann Eberhard Walcker in a suburb of 
Stuttgart. In 1820 his son Eberhard Friedrich Walcker moved the business to Ludwigsburg in Baden-Württemberg.

THE ORGAN IN RAAHE CHURCH
by Jan Lehtola 



15

The Raahe Church of the Holy Trinity was designed by Josef Stenbäck in National-
Romantic and Art Nouveau (Jugend) style and was built in 1909–12. It has seating for 
580. The previous wooden church burnt down on 23 July 1908 and was replaced by one 
constructed of granite stones. Porthan’s organ is the third to be installed in the history of 
the church. The first was made by E. F. Walcker in 1912 and the second by the Kangasala 
Organ Factory in 1969.

Photograph: Raahe C
hurch
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I Man. Oberwerk, C–g3

Lieblich Gedackt 16′
Geigenprincipal 8′
Gedackt 8′
Salicional 8′
Principal 4′
Flauto amabile 4′
Violine 2′
Progressio Harmonika 2–3 
  fach
Oboe 8′
Tremulant

II Man. Hauptwerk, C–g3

Bordun 16′
Principal 8′
Gambe 8′
Flöte 8′
Rohrflöte 8′
Octave 4′
Gedackt 4′
Quinte 2⅔′
Octave 2′
Cornett 3 fach
Mixtur 3 fach
Trompet 8´

III Man. Echowerk, C–g3

Flöte traverse 8′
Viola d´amour 8′
Lieblich Gedackt 8′
Zartflöte 4′
Tremulant

Pedal, C–f1

Untersatz 32′
Principalbass 16′
Subbass 16′
Octavbass 8′
Bassflöte 8′
Octavbass 4′
Posaune 16′

II–I
III–II
II–P
I–P

Urkurakentamo Martti Porthan Oy, 2013

Mechanical action, mechanical and electronical registration system, Setzer combination system
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Recorded on 9–10 May 2022 in the Church of the Holy Trinity, Raahe, Finland
Recording and editing: Antti Pohjola
Producer: Jan Lehtola

Special thanks to the Parish of Raahe and to the organ-builder Martti Porthan Oy,  
  to Martin Holmes and Martin Stacey, and to the librarians at the Sibelius Academy  
  for help in locating the scores.

Booklet essays: Jan Lehtola
Translations: Susan Sinisalo
Cover design: David M. Baker (david@notneverknow.com)
Typesetting and layout: Kerrypress, St Albans 

Executive Producer: Martin Anderson

© Toccata Classics, London, 2022  ℗ Toccata Classics, London, 2022

Toccata Classics CDs are available in the shops and can also be ordered from our distributors 
around the world, a list of whom can be found at www.toccataclassics.com. If we have no 
representation in your country, please contact:  
Toccata Classics, 16 Dalkeith Court, Vincent Street, London SW1P 4HH, UK
Tel: +44/0 207 821 5020 E-mail: info@toccataclassics.com
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    *FIRST RECORDINGS

FRIEDRICH LUX Organ Works, Volume One 
1  Concert-Fantaisie über Luther’s Choral ‘Ein’ feste Burg’, Op. 53 (1877)  7:00 
Drei Choral-Fantasien (1881) 12:05
2  No. 1  Gott des Himmels und der Erden  3:33 
3  No. 2  Auferstehn, ja auferstehn wirst du  3:58 
4  No. 3  Allein Gott in der Höh’ sei Ehr’  4:34 
5  Geistliches Lied ohne Worte, Op. 63 (1881)*  3:31 
6  Canon in Gegenbewegung über ‘Allein Gott in der Höh’ sei Ehr’’ (1881)*  2:56 
7  Grosser religiöser Marsch zur Eröffnung von Kirchenfeierlichkeiten, Op. 55 (1876) 7:43 
8  Morceau de Concert sur la Prière de l’opéra Robin des bois, Op. 33 (1863)* 7:20
Concert-Variationen über ein Thema von Händel, Op. 52 (1872)  9:00
9  Introduction: Choralmässig 0:58 

10 Thema: Andante 1:02 
11 Var. 1: Poco più mosso e molto legato 1:14 
12 Var. 2 1:16 
13 Var. 3 1:22 
14 Var. 4 1:44 
15 Var. 5 1:24 
16 Lied ohne Worte, Op. 57 (1877)* 3:44 
17 Concert-Fuge, Op. 56 (1877)* 7:18 
18 Fantaisie de Concert sur ‘O Sanctissima’, Op. 29 (1863) 10:01 
Concerto von Händel (1877)* 7:28 
19 I Allegro maestoso  3:35 
20 II Presto  3:51 

Jan Lehtola 
Martti Porthan organ, Raahe Church, Finland 

TT 78:13


