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Johann Sebastian Bach’s solo oboe music, though regarded today as a treasure, does not

really exist as such. Instead, these pieces come down to us as harpsichord concertos (and in some

cases church cantata movements) that have been later reconstructed for solo oboe. For example,

Bach’s Concerto in C Minor for violin, oboe, and strings (BWV 1060R), was reconstructed from

a work for two harpsichords and strings when nineteenth-century scholars realized the high

probability of the solo parts originally having been conceived for oboe and violin (which are

more soloistic instruments than the harpsichord). In this paper, I focus on performance

approaches and styles to the first movement of BWV 1060R. After explaining how Bach’s solo

oboe repertoire was derived from his keyboard concertos and church cantatas, I investigate the

performance traditions of this movement from the mid-twentieth century to the present using a

variety of recordings. This evaluation is based in part on my own experiences of playing oboe

and listening to professional oboists. My goal is to clarify not only the history of J.S. Bach’s solo

oboe repertoire, but also to reveal how the history of performing the opening Allegro of BWV

1060R on the oboe has unfolded, and how it is still developing today.

Bach’s Oboe Concertos Reconstructed

The idea of a complete, pure oboe concerto composed by Bach is one of fantasy, although

he had a great passion for the solo oboe. American oboist and author Bruce Haynes explicates

Bach’s evident fondness for the oboe, as the composer created more opportunities for his oboists

to perform solo than any other solo instrument he wrote for:

Bach wrote well over twice as many solos for hautboy as for any other instrument, bar

none. His most fertile period was the mid-1720s, when he was producing as many as

eight new cantata arias a month for his hautboy soloists, Gleditsch and Kornagel (who,
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like himself, were employed by the city of Leipzig). Through their playing, these two

musicians inspired Bach to write close to 200 hautboy solos at Leipzig (he had written

some three dozen before then (Haynes, 2004, p. 72).

Regardless of the admiration Bach showcased for his oboists by writing beautiful cantata solos,

there are no known surviving autograph manuscripts of solo oboe concertos (Haynes, 2004, p.

76). Haynes explains this mysterious lack of music and how we are able to infer solo oboe works

through the pieces Bach left behind upon his death:

While in his vocal works Bach gave the hautboy literally hundreds of solo obbligatos, the

instrument is conspicuous for its absence in his surviving chamber music. This anomaly

must have to do with the transmission of Bach’s works after his death. A mere handful of

chamber pieces of any kind survive, and of these, only a single movement (BWV 1040)

is for hautboy. Yet we know that when he died, Bach left behind ‘eine Menge …

Instrumentalsachen, von allerley Art, und für allerley Instrumente’ (‘a mass of

instrumental works of all kinds, and for various instruments’) … If we are ever to recover

any of these pieces, the obvious place to look is among Bach’s keyboard music, because

we can assume he would regularly have adapted his own pieces when he needed solos to

play (Haynes, 2004, p. 76).

Bach’s surviving solo works for oboe (as well as works that presumably have not survived) can

be based on the evidence supporting his connection with his first hautboy player, Caspar

Gleditsch, and the vast number of known oboe solos of Bach’s (Haynes, 2004, p. 72). The

justification for reconstructing these oboe works derives from the existence of the oboe solos in

many of Bach’s cantatas that Gleditsch would have performed.
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The reconstruction of BWV 1060 for oboe and violin is more widely accepted by

musicians than some of the other reconstructed solo oboe concertos. This is because the two solo

parts of the surviving harpsichord version were clearly intended for two different kinds of

instruments, based on range and phrasing (Haynes, 2001, p. 31). These solo instruments are oboe

and violin, which is suggested by the great collection of solos written by Bach for both oboe and

violin, the range of these instruments, and the key of C minor. Joshua Rifkin (1944 -) is an

American musicologist who reconstructed and recorded several Bach oboe concertos. In judging

the feasibility of a certain reconstruction, Rifkin considered many factors, including the solo

parts and the orchestral accompaniment. In the specific case of BWV 1060R, Haynes observes

that:

Rifkin noticed that in the first and last movements, the first ripieno violin part almost

always doubles one of the other treble parts, and that the earlier form with hautboy and

violin therefore probably included only one ripieno violin. The slow movement, by

contrast, not only demands a four-part string group, but (unlike the outer movements)

gives the two solo instruments the same range and the same thematic material (Haynes,

2001, p. 31n189).

This technical point is minor, yet valid. However, the overall expressive style and melodic

contour of the solo parts is not entirely characteristic of two harpsichords. Thus, American

musicologist and writer Michael Steinberg states: “Differences in range and types of figurations

make it clear the the lost original of the C minor Two-Harpsichord Concerto involved two

different kinds of instruments in the solo roles, one of them obviously a violin, the other a wind

instrument - because of the special espressivo style, almost certainly an oboe” (Steinberg, 2002).
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Table 1. Bach’s Reconstructed Solo Oboe Music

Reconstructed Oboe Work Keyboard Version Earliest Source

BWV 1053R - Oboe Concerto in
F Major, I. Allegro

The Harpsichord Concerto in E
Major, BWV 1053 - ca. 1738.

Sinfonia - Cantata, Gott soll
allein (BWV 169) - ca. 1726.

BWV 1053R - Oboe Concerto in
F Major, II. Siciliano

The Harpsichord Concerto in E
Major, BWV 1053 - 1738.

Aria - Cantata, Gott soll allein
(BWV 169) - 1726.

BWV 1053R - Oboe Concerto in
F Major, III. Allegro

The Harpsichord Concerto in E
Major, BWV 1053 - 1738.

Sinfonia - Cantata, Ich geh’ und
suche mit Verlangen (BWV 49)
- 1726.

BWV 1055R: Concerto for Oboe
d’amore in A Major, I. Allegro

Harpsichord Concerto No. 4 in A
Major, BWV 1055 - 1738.

n/a

BWV 1055R: Concerto for Oboe
d’amore in A Major, II.
Larghetto

Harpsichord Concerto No. 4 in A
Major, BWV 1055 - 1738.

n/a

BWV 1055R: Concerto for Oboe
d’amore in A Major, III. Allegro
ma non tanto

Harpsichord Concerto No. 4 in A
Major, BWV 1055 - 1738.

n/a

BWV 1056R: Oboe Concerto in
G Minor, I. Allegro

Harpsichord Concerto No. 5 in F
minor, BWV 1056 - 1738.

n/a

BWV 1056R: Oboe Concerto in
G Minor, II. Largo

Harpsichord Concerto No. 5 in F
minor, BWV 1056 - 1738.

Sinfonia - Cantata, Ich steh mit
einem Fuß im Grabe (BWV
156) - 1729.

BWV 1056R: Oboe Concerto in
G Minor, III. Presto

Harpsichord Concerto No. 5 in F
minor, BWV 1056 - 1738.

n/a

BWV 1058R: Concerto for Oboe
d’amore in G Major, I. Bass Aria

Harpsichord Concerto No. 7 in G
minor, BWV 1058 - 1738.

Aria - Cantata, Was Gott tut, das
ist wohlgetan (BWV 100) - ca.
1732-35.

BWV 1058R: Concerto for Oboe
d’amore in G Major, II. Alto aria

Harpsichord Concerto No. 7 in G
minor, BWV 1058 - 1738.

Aria - Cantata, Vergnügte Ruh,
beliebte Seelenlust (BWV 170) -
1726.
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BWV 1058R: Concerto for Oboe
d’amore in G Major, III. Bass
aria

Harpsichord Concerto No. 7 in G
minor, BWV 1058 - 1738.

Aria - Cantata, Freue dich,
erlöste Schar (BWV 30) - 1738.

BWV 1059R: Oboe Concerto in
D Minor, I. Allegro

Harpsichord Concerto No. 8 in D
minor, BWV 1059 - 1850.

Sinfonia - Cantata, Geist und
Seele wird verwirret (BWV 35) -
1726.

BWV 1059R: Oboe Concerto in
D Minor, II. Adagio

Harpsichord Concerto No. 8 in D
minor, BWV 1059 - 1850.

Aria - Cantata, Geist und Seele
wird verwirret (BWV 35) -
1726.

BWV 1059R: Oboe Concerto in
D Minor, III. Presto

Harpsichord Concerto No. 8 in D
minor, BWV 1059 - 1850.

n/a

BWV 1060R: Concerto for Oboe
and Violin in C Minor, I. Allegro

Concerto for 2 Harpsichords in C
minor, BWV 1060 - ca. 1736.

n/a

BWV 1060R: Concerto for Oboe
and Violin in C Minor, II. Adagio

Concerto for 2 Harpsichords in C
minor, BWV 1060 - ca. 1736.

n/a

BWV 1060R: Concerto for Oboe
and Violin in C Minor, III.
Allegro

Concerto for 2 Harpsichords in C
minor, BWV 1060 - ca. 1736.

n/a

Sources:

“Bach & Britten by Bahl.” Program notes. Omaha Symphony; “Concertos BWV 1041-1045, 1052-1065 General Discussions - Part 1.” Bach

Cantatas Website; Jeay. “Intimately Bach: Programme Notes.”; “J.S. Bach: Oboe Concertos.” Brilliant Classics. Linear; King. “Oboe

Concerto in F Major.”; “Program Notes: Bach Oboe Concerto in F major.” Program notes. Seattle Symphony; Robison. The Lost Oboe

Works of J.S. Bach. V; Wigmore. “Violin Concerto in G Minor, BWV1056.”

Table 1 above depicts the relationships between the reconstructed oboe concertos, BWV 1053R,

BWV 1055R, BWV 1056R, BWV 1058R, BWV 1059R, and BWV 1060R, and the earliest

known sources (if known) of every movement. Each concerto has a corresponding keyboard

concerto that the reconstruction was based upon, and some individual movements of concertos

have additional, earlier originations. On the topic of original sources for Bach’s oboe concertos,

Rifkin writes that Bach’s music of oboe concertos are found today in a series of church cantatas

written in the late 1720s, as well as the harpsichord concertos (BWV 1052-1059) written around
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1740 (Rifkin 5). BWV 1053R is an example of a reconstructed concerto that originates from

church cantatas, specifically movements 1 and 3 which derive from Gott soll allein (BWV 169)

and Ich geh’ und suche mit Verlangen (BWV 49), respectively. Other movements have been

reconstructed from Bach’s arias, such as movement 2 of BWV 1053R, which also derives from

BWV 169. These oboe solos from cantata sinfonias and arias were eventually translated by Bach

to keyboard, and were ultimately reconstructed as the oboe concertos cherished today.

By understanding how Bach’s solo oboe concertos came into existence, one is better able

to understand why the interpretation of BWV 1060R is ever-changing. It is no surprise that the

performance traditions of his music have changed over time; just as performance traditions of all

genres of music, and the art of music itself, have changed over time - and continue to change

every day! I have selected recordings ranging from 1950 to 2020 in hopes of analyzing and

discovering similarities and differences amongst recordings of the Allegro of BWV 1060R. The

recordings are grouped chronologically, beginning with the mid-to-late-twentieth century,

followed by the late-twentieth and very early-twenty-first century, and finally concluding with

recordings of the early-twenty-first-century through to the present day. Looking at the

performances chronologically, I hope to make clear a linear progression of performance

traditions as the timeline advances. Performance aspects to be focused on specifically include the

equipment used (Baroque versus modern oboe), the reconstruction edition from which the oboist

performs, techniques used (such as articulation, tempo, etc.), and aspects of style (rubato,

dynamics, etc.).
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The Baroque Oboe Versus the Modern Oboe

After scholars agreed that Bach’s Concerto for Two Harpsichords in C minor (BWV

1060) was originally written for oboe and violin, there remained the question of how Bach

intended the solo oboist to perform a piece that demands so much stamina. John O. Robinson

answers this question:

On the Baroque oboe, everything is more relaxed than on the modern oboe. The reed on

the Baroque instrument is much freer and easier-blowing and the lip pressure on the reed

is minimal. The baroque oboe plays at about half the dynamic level of the modern oboe

and the instrument simply doesn’t require as much physical effort as its modern

counterpart (Robinson, 1982, p. 3).

In 1924, German musicologist Max Schneider edited the reconstructed BWV 1060R, Concerto in

C minor for oboe and violin, to be in the key of D minor (Robinson, 1982). This key

transposition only makes sense on the modern oboe, since it results in the range required of the

oboe surpassing what is possible on the Baroque oboe. “In addition to exceeding the highest note

on the Baroque oboe, Schneider retains the original reading of the second harpsichord part in

measures 5-6 of the first movement, and thus exceeds the lowest note on the Baroque oboe as

well…” (Robinson, 1982). Schneider’s transposition from C minor to D minor in the twentieth

century is reasonable. The modern oboe is at concert pitch, so playing in the key of D minor does

not require as many accidentals as the key of C minor. This holds true for all movements of the

piece, the first and third movements being in C minor (edited in D minor) and the second

movement being in Eb major (edited in F major). Haynes states that “In general, the piece feels

better on hautboy in d minor, but in this key each movement has several awkward high d3s that

can be avoided only by making illogical octave changes in the middle of sequences” (Haynes,
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2001, p. 31). While it would have been illogical for the original composition for oboe and violin

to be written in the key of D minor during the eighteenth century because of the instrumental

limitations of the Baroque oboe, this alteration made for oboists in the twentieth century is

rational.

BWV 1060R (I. Allegro) Performance Traditions: 1950 - 1984

I will be analyzing performances of BWV 1060R for oboe and violin dating from the

mid-to-late-twentieth century. These recordings consist of performances by oboists Marcel

Tabuteau with the Prades Festival Orchestra in 1950, Edgar Shann with the Müchener

Bach-Orchester in 1963, Emilia Csánky with the Liszt Ferenc Chamber Orchestra in 1974 and

Heinz Holliger with the Academy of St. Martin in the Fields in 1984. Each of these four

performances are in the standard tuning, and played on the modern oboe. In Tabuteau’s and

Holliger’s performances of BWV 1060R, the original key of C minor is used, whereas Shann and

Csánky perform the 1924 edited version in the key of D minor by Max Schneider. The major

difference in Schneider’s version of BWV 1060R (aside from the fact that it is in D minor rather

than C minor), is that some sections are different in regards to the solo oboe part. The solo oboe

plays passages that are found in the string accompaniment in other reconstructed versions of

BWV 1060, such as that of Wilfried Fischer from 1970. One such passage includes the

descending sixteenth note passages found in the second violin part in measures 5 and 6, as a

continuation of the falling scale that begins with the solo violin and first violins on the first beat

of those measures (Shann, 0:18-0:23).
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Tempo

In Tabuteau’s performance of the first movement, a pompous feeling is present from the

relaxed tempo at eighty beats per minute. Tabuteau and the Prades Festival Orchestra play with

little rubato, and the tempo is very consistent throughout the performance, with a slight lift in the

pulse that makes it feel almost dance-like. Csánky also performs the Allegro at the relaxed tempo

of eighty beats per minute, with a very metrical feeling. Shann and the Müchener Bach-Orchester

perform the Allegro at a slightly brisker tempo than Tabuteau, at around eighty-four beats per

minute. Shann’s performance also conveys a sense of royalty, sounding like a dance for

aristocratic people in the eighteenth century. At about 100 beats per minute, Holliger performs

the Allegro much more quickly than Shann or Tabuteau, and much closer to a

modern-interpretive tempo.

Articulation

Tabuteau, Shann, and Holliger each prioritize slurring the many stepwise groups of four

sixteenth note passages over any other articulation style when there is no articulation marked,

such as the sixteenth notes in measure 19 (Holliger, 0:49; Shann, 0:59; Tabuteau, 0:59).

However, Csánky performs these passages using a range of articulations, using both completely

rearticulated groups of sixteenth notes and completely slurred groups of sixteenth notes (as well

as a combination of the two articulations). Tabuteau chooses to articulate unmarked sixteenth

note passages that appear in measures 27 and 28, and reappear in measures 65 and 66 by slurring

two sixteenth notes at a time. This pattern of slurring each pair of sixteenth notes in the group is

supported by the opening four bars of the movement where each pair of eighth or sixteenth notes
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is slurred together. Csánky uses a different default articulation for such sixteenth note passages,

which is to rearticulate each individual sixteenth note rather than slur.

These moments of unmarked articulations are found in both the oboe part of the

reconstruction and the Cembalo II part of the double harpsichord version of the concerto, so

there is no source of reference of how exactly these measures should be articulated. Haynes

explains the confounding element of articulation in the Baroque era and the composers’ lack of

specificity, specifically on woodwind instruments:

It is ironic that with the enhanced ability of Baroque instruments to articulate, the signs

for detaching and slurring (‘articulation’ in its more specific sense) were not regarded as

essential to write down. Composers normally limited themselves to the odd slur, dot, and

vertical stroke. Musicians were evidently expected to effect subtleties of articulation

without specific advice from the composer. On woodwind instruments, the everyday act

of tonguing had certain interesting nuances, because unequal, paired tonguing patterns

were the norm during the hautboy’s period (Haynes, 2001, pp. 67-68).

The lack of articulation markings in BWV 1060 and the reconstructed version can be attributed

to this concept. Thus, it makes sense that each oboe soloist performs the articulations slightly

differently than the next.

Tabuteau performs even longer passages of all slurred runs of sixteenth notes. This is not

difficult on the oboe because these moments all feature stepwise melodic writing, and could very

well have been intended to be all slurred in the eighteenth century. Such slurred passages in the

Allegro include the sixteenth notes in measures 20-22 (Tabuteau, 1:02). Shann performs this

same passage with an alternation of slurring and articulating groups of four sixteenth notes,

bridging the gap between all rearticulated sixteenth notes and all slurred sixteenth notes (Shann,
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1:02). Csánky performs a variety of differing articulations in her performance of the Allegro,

specifically when it comes to the sixteenth note runs, performing both consistent rearticulations

of the sixteenth notes, or a pattern of slurs and rearticulations of the sixteenth note groupings.

Csánky’s overall articulation style parallels that of Shann, incorporating both the absolutes in

using just one articulation throughout a passage, and a mixture of the articulation patterns in

alternation.

Holliger introduces the technique of playing more stylistic articulations that would

become popular in future years (i.e. staccato, tenuto, legato, interesting patterns between

articulations, etc.) in measures 27 and 28, as he rearticulates the first pair of sixteenth notes on

the first and third beats of these measures (Holliger, 1:09). This is immediately noticeable

because of the deviation from the slurred four sixteenth note groups that was standard in

performances from the mid-twentieth century.

Vibrato

Tabuteau and Csánky perform with a more straight-tone and less vibrato than what is

expected of solo oboists today, when more continuous vibrato use is a standard practice.

However, musicians in the Baroque period did not play with the breath vibrato that was

popularized in the twentieth century. Haynes describes the Baroque style’s use of vibrato:

Eighteenth-century vibrato is distinguished from modern practice in two ways: it was

used intermittently, as an ornament; and (except for special effects) it was not produced

with the breath. Although the kind of breath vibrato used at the end of the twentieth

century started to appear as early as the 1910s, recordings show that continuous vibrato

did not become widely used until the 1940s. None of the early wind tutors speak of an
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uninterrupted vibrato, since it would not have made sense to apply an ornament

continuously (Haynes, 2004, p. 57).

However, Holliger performs the piece with a more “twenty-first century” use of vibrato. Holliger

uses breath vibrato on notes at the ends of phrases, and the vibrato is much more noticeable when

the length of the note is a quarter note, as at measure 32 (Holliger, 1:24). In my experience

playing music from the Baroque era, I have found that where there are notes held for a longer

duration than one or two beats, there is more often than not a trill written for that note,

presumably because with the Baroque oboe, vibrato was not used as anything more than a quick

ornament (Haynes, 2004, p 57). This can be attributed to the fact that it was technically possible

to vibrate on the baroque oboe, as with all baroque woodwind instruments, when sustaining long

notes, by slightly covering and uncovering the tone hole of the instrument with one’s fingers, but

impossible to perform this technique on short notes (Zohn). In terms of vibrato, Shann performs

with a decent amount of breath vibrato. Similarly to Holliger’s performance, Shann’s vibrato is

found on notes of longer length, and the vibrato is more continuous throughout the duration of

the note rather than used just at the end of a note.

Ornamentation

When performing the written, sustained trills, both Tabuteau and Holliger maintain the

trill for the entire duration of the note, a characteristic that was not customary in ornamentation

in the Baroque period (Haynes, 2004, p. 57), but one that is very common in modern

interpretations of eighteenth-century music. The trills that Tabuteau and Holliger perform also

use a bit of a decay here rather than a straight-forward performance (Tabuteau, 0:53). Shann

performs ornaments, and specifically trills, in a different style by blowing through the entire
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duration of the note, rather than the decay found in the recordings of Tabuteau and Holliger.

Tabuteau also performs a trill on the dotted eighth note at the end of the phrases in measures 32

and 70 (Tabuteau, 1:40 and 3:39, respectively), but performs no other ornaments. In Holliger’s

performance, this trill is also found in the same measures as Tabuteau (Holliger, 1:37 and 3:25,

respectively), but the sustained trills in Holliger’s performance are blown through the entirety of

the duration of the note instead of any decay in the beginning or ending of the note like Tabuteau

(Holliger, 0:45). Additionally, Holliger includes ornaments such as the quarter notes tied over

from the long trills with vibrato (such as the downbeat of measure 24), or the trills on the third

beats on measures 47 and 48 (Holliger, 2:00), which are not found in the recordings of Tabuteau

or Shann. As seen in both performances by Tabuteau and Holliger, Shann also plays the typical

Baroque trill on the dotted eighth note figure in measure 70 (Shann 3:25). Overall, Shann

performs the trills of longer duration in the Allegro, such as half notes or half notes tied over to

whole notes, without any deviation to the speed of the trill; and the trilling begins immediately

upon the sound starting and remains consistent throughout the entirety of the note.

Additional Interpretive Aspects

In the performances by Tabuteau, Csánky, and Shann, there is a significant scarcity of

noticeable dynamic changes in the majority of the phrasing. In Holliger’s performance, we get

the first sense of any dynamic contrast, specifically a crescendo, throughout measures 50-54

(Holliger, 2:08-2:16).
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Concerto in C minor BWV 1060R: I. Allegro

(measures 1 - 2)

Example 1. Bach, Johann Sebastian. “Concerto for Violin and Oboe in C Minor, BWV 1060.” 1736. Edited by Wilfried Fischer (1938-).

Germany, ca. 1920, IMSLP. https://imslp.org/wiki/Special:ReverseLookup/104093. Accessed 8 Oct. 2021.

The opening theme found in the first two bars of the Allegro (Example 1) recurs

throughout the entirety of the movement. The way in which the oboist performs this theme is

what establishes the style of the overall performance. Tabuteau, Shann, Csánky, and Holliger all

perform the opening theme with an emphasis on the first and third beats. Shann performs with a

bit of heaviness in his performance with the Müchner Bach-Orchester, as he seems to

deliberately land on the first and third beats of these measures. He performs without taking any

soloistic liberties that would contrast the tutti melody and also provides little to no feeling of

lightness or musical lift to the music (Shann, 0:06). It is unclear whether Tabuteau performs the

opening theme with the tutti strings, but he does, however, play the echo on the fourth beat of

measure 2 very straight-toned, providing a sense of simplicity to the performance (Tabuteau,

0:06). Csánky mirrors Tabuteau’s straight-toned performance style in measure 2, and throughout

the Allegro in general. The recordings of Tabuteau and Csánky share many similarities in the

performance techniques, as do the recordings of Shann and Holliger. This is interesting

considering the substantial twenty-four-year gap between the recordings of Tabuteau and Csánky,

and the twenty-one-year gap between the recordings of Shann and Holliger.

Holliger performs this opening phrase in a very soloistic style, with both a heavy

emphasis on the strong beats of one and three, where the contour of the melody faces more of a

downward motion, and a lift on beats two and four where the motion of the melody is more
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upward (and the pitches themselves are higher). Holliger emphasizes beats one and three of the

Allegro by playing with a bit of vibrato and starting the note with a hearty, tongued articulation.

He soars on the fourth beat of measure 2 (an isolated moment in the oboe part that echoes the

tutti beat before), with a slight rubato on the downbeat of measure 4 and vibrato on the high A,

followed by a decay as the descending leap ends on the D natural (Holliger, 0:06). Holliger

performs this same “echo” theme in a paralleled melodic way in measures 34 and 36, when the

strings repeat the opening theme (Holliger, 1:29-1:35).

BWV 1060R (I. Allegro) Performance Traditions: 1996 - 2003

The recordings considered here include performances by Anthony Robson in 1996 with

the Orchestra of the Age of Enlightenment, Stephen Hammer in 1997 with the Academy of

Ancient Music, Christian Hommel in 1997 with the Kölner Kammerorchester, Albrecht Mayer

with the Berlin Philharmonic in 2000, and Antoine Torunczyk in the recording of Café

Zimmerman in 2003. In the Allegro, Mayer performs the Schneider edited version that, once

again, incorporates the solo oboe performing passages originally written in the string

accompaniment in measures 5 and 6 of the Allegro (Mayer, 0:12). Hommel performs the Fischer

edited version of BWV 1060R which contains only miniscule differences from the Schneider

reconstruction performed by Mayer, such as different arrangements of the strings and oboe

soloist from the BWV 1060 keyboard score. Mayer and Hommel both perform in

twentieth-century standard tuning and on the modern oboe, similarly to those earlier recordings

by Tabuteau, Shann, Csánky, and Holliger. Each performance is very much a modern

interpretation of the original work, and is in line with the performance technique used by a

modern oboist in the twenty-first century performing a Baroque piece, in my experience. Mayer
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and Hommel perform using continuous, fast breath vibrato, a lively tempo (which complicates

the technique needed for fast sixteenth note passages), and the clear, piercing tone of the modern

oboe.

Interestingly, the 1997 recording of Hammer chronologically lines up with the 1997

recording of Hommel, despite this fact being one of the only similarities between the two

performances. This alignment in the timeline of performance recordings of BWV 1060R

emphasizes just how different the performance traditions started to become in the late-twentieth

century, something that only continued to evolve through the early-twenty-first century and

present day. Hammer, the soloist of Café Zimmerman, and Robson all perform BWV 1060R on

the Baroque oboe. The Baroque oboe produces a much warmer, rounder timbre than the

penetrating, clear tone of the modern oboe. The difference in timbre is especially noticeable

when the trills and embellishments are played in the Allegro. The oboist of Café Zimmerman,

Hammer, and Robson perform the original reconstruction of BWV 1060R in the key of C minor,

and, of course, in the standard Baroque tuning of 415 Hz. Each recording makes an effort to

provide a very traditional and historically accurate performance.

Tempo

The tempo of the performance by Robson is about ninety-six beats per minute, without

the use of very much rubato. In Mayer’s performance, the tempo is about ninety-two beats per

minute, with a very stylish use of rubato. Hammer’s performance also maintains a tempo of

around ninety-two beats per minute throughout, with an infinitesimal push and pulling of the

pulse. Each of these performances demonstrate a significant increase in the tempo taken by the

soloist than three of the earlier recordings in the mid-twentieth century. An especially observable
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difference between the 1997 recordings of Hommel and Hammer occurs in the tempo and overall

feel of the performances. Although Hommel's performance is only slightly faster, at 100 beats

per minute with a slight use of rubato, this tempo affects a notable difference in mood compared

to the other recordings. In the recording by Café Zimmerman, the tempo is the most lively out of

all of the recordings analyzed thus far, with a quick pulse of about 108 beats per minute.

Articulation

The oboist of Café Zimmerman performs most sections of fast sixteenth notes quickly

and slurs in groups of four sixteenth notes. In measures 20-22, the oboist plays a new articulation

pattern, one with the most tongued notes we have heard thus far in the recordings. They perform

using a repeated pattern over two beats, alternating between rearticulating sixteenth notes in a

group of four, slurring of the following two sixteenth notes and rearticulating the final two

sixteenth notes of a beat. In measure 24, the oboist performs this common articulation style of

tonguing the first sixteenth note, and then slurring the next three sixteenth notes.

Robson articulates many of the sixteenth note passages that were slurred in recordings

from the mid-twentieth century; however, the same sixteenth note passage as the recordings from

the mid-twentieth century was slurred in measure 19 (Robson, 0:47). Robson demonstrates a new

articulation pattern in the long sixteenth note passage in measures 20-22, via rearticulating and

slurring a group of four sixteenth notes (Robson, 0:50). Hammer’s performance shows a very

decisive use of slurring passages of running, stepwise sixteenth notes. This is an intriguing

performance technique on his part, considering the ease of the hautboy when it comes to

tonguing on the reed (Robinson, 1982, p. 3). The performances by Robson, Hammer, and the
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oboe soloist of Café Zimmerman mirror the mid-twentieth century oboists performing a majority

of unmarked sixteenth note sections in groups of four slurred together.

Hommel performs with a very wide variety of articulation patterns, from rearticulated

sixteenth note passages, to groups of sixteenth notes slurred together. He also performs certain

tongued passages with strength and very stylistically, using a firm staccato and variety of

contrasts among articulations; and this is the first recording to use this technique that is almost

always found in twenty-first century performances of Baroque music (Hommel, 3:23).

In the sixteenth note figures on beats three and four of measures 25 and 26, Mayer

performs with another common articulation pattern that many oboists use when performing

unmarked articulation passages in eighteenth-century music: slur the first two sixteenth notes and

tongue the last two (Mayer, 1:03). This is an articulation technique that I, myself, often use when

playing unmarked, quick passages in both the Baroque- and Classical-era music. In my

experience, this makes it easy to rearticulate on the double reed while also providing a greater

sense of momentum and pace, especially when single-tonguing a quick passage.

Vibrato

None of the oboe soloists performing on the Baroque oboe chooses to perform with any

vibrato in their performances of BWV 1060R. We can associate their use of straight-tone with

the instrument. In a contrasting manner, both Hommel and Mayer use a very typical amount of

breath vibrato in their performances, as one would expect to hear on a modern oboe nowadays.

The vibrato use of these performances from the late twentieth century by Hommel and Mayer is

prominent in comparison to that of Tabuteau, who performed with noticeable straight tone. This

analysis is supported by Haynes’ claim mentioned earlier that continuous vibrato was only
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standardized around the 1940s, and, justifiably, the performances of Hommel and Mayer are well

after this date. As an audience member and an oboist, I personally find the performances with

continuous vibrato to be much more emotionally and dramatically effective. While I appreciate

the recordings of soloists who omit vibrato from their performances, such as Tabuteau and

Csánky, and the history of doing so, I find a greater variety and interest in recordings with the

modern, standardized vibrato. However, I do believe that the differentiation between the two

styles of vibrato are appropriate for the dissimilar instruments.

Ornamentation

Mayer performs the written trills with quick speed and maintains the trill for the entire

duration of the note, which, as we have seen, is not characteristic of what would have been

played in the eighteenth century, but instead is a more common characteristic of modern oboe

performances (Mayer, 0:36). Hommel uses a generous amount of ornamentations in his

performances, playing trills that are written into the music, as well additional trills and turns not

marked in the score that recall those in performances by Holliger and Tabuteau (Hommel, 2:50).

The speed and utilization of the ornamentations in the Allegro both represent a very typical

twenty-first century approach to a Baroque piece when considering the quicker speed, sharper

accuracy, and more populated use of ornaments in the piece.

In contrast to Hommel, Hammer is very sparing in his ornamentations, specifically the

trills. He trills only at the ends of phrases on the dotted eighth figure that every other oboe soloist

studied thus far includes. Hammer does not perform any of the sustained trills that are written in

the reconstruction by Fischer or included in the recordings of Mayer and earlier soloists.
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Robson’s performance omits many of the ornamentations written into the score,

specifically the trills, and instead we hear sustained, straight-tone notes such as in measure 14

(Robson, 0:34). Measure 32 of the Allegro has the elements that a musician looks for when

ornamenting a work from the eighteenth century, such as dotted eighth note figures and leaps

involving accidentals, and is ornamented in other recordings. Nonetheless, Robson performs no

added ornamentation to measure 32, only a simple trill on the final beat of the measure, just as

every recording analyzed thus far has (Robson, 1:21).

Contrarily, the performance by Torunczyk uses ornamentations on the Baroque oboe. The

oboist adds a trill on the third beat of measure 12 in the Allegro, an unmarked ornamentation that

we are hearing for the first time in all recordings (Zimmerman, 0:30), but does not play the

sustained trills, similarly to both Robson and Hammer. Since each of these oboists is performing

on the Baroque oboe, this draws a connection between the instrument and the musical element of

a sustained trill. Instead, the Baroque oboists place a breath accent, and blow through the half

note tied over to the eighth note, while growing in volume and intensity.

Additional Interpretive Aspects

In the Allegro, Torunczyk performs with a significant amount of dynamic contrast, a

practice not seen before in previous recordings. This can be attributed to the fact that a Baroque

oboe was used in this performance, as well as the performer’s choice; and while a modern oboe

also holds the ability to perform with vast dynamic contrast, the Baroque oboe seems to have a

slightly higher control over this technique. Haynes references this aspect of the hautboy stating,

“Something the hautboy can do better than any other instrument is to make extreme and sudden

changes of dynamics, covering a range from barely audible to very loud” (Haynes, 2004, p. 56).
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Robson also performs with a great deal of dynamic nuance and style, including great

crescendos, subito pianos, and some moments of rubato. Robson decides to omit some of the

written trills in the piece, such as the trills written on the third beats of measures 4 and 5, and

instead places more of a breath accent on the note along with the rest of the strings (Robson,

0:15). On the Baroque oboe, the low notes have a large, round, resonant timbre to them, allowing

for a much richer sound. This shines through in the phrasing of the theme in the opening four

bars of the Allegro, as seen in the example above. The pitches on the first and third beats of the

first measure are the lowest in the melodic contour of that theme, and the overall sound produced

by the Baroque oboe when landing on those low notes on the strong beats creates a sense of

pulse and intensity.

Hammer’s performance of BWV 1060R is quite soloistic in its own way. The style is

very much traditional and standard of a Baroque performance, consisting of a lack of rubato and

steady pulse, a predictable use of breath accents (specifically on the opening statement of the

Allegro), as well as the extremely careful placement of ornamentations so as to not change the

original score much at all. There is also a recurrent decaying of the sustained notes and the notes

at the ends of phrases, which adds to the soloistic feeling of Hammer’s performance.

Hommel’s soloistic style of the Allegro seems to bridge a gap between the twentieth- and

twenty-first-century styles of Baroque performances by incorporating the techniques found in

modern performances: a lively tempo, a generous use of ornaments, a deliberate use of tonguing,

slurring, and styled articulations such as staccato and tenuto, and a variety of dynamic changes.

Mayer and Hommel both perform the Allegro very soloistically, with emphasis on the first and

third beats of the measures, specifically when returning to the main theme that opens the

movement, which is found in most performances of this piece. Mayer’s use of vibrato and
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standard embellishments in his performance, such as the turns he plays on the fourth beat of

measure 69, and the trills he plays on the upbeat of the second beat of measure 70 and the dotted

eighth note on the fourth beat of measure 70 (Mayer, 3:00 - 3:05), help standardize the Baroque

piece in the modern culture of classical music.

BWV 1060R (I. Allegro) Performance Traditions: 2013 - 2020 (~Present Day)

One of the most notable differences among performances of BWV 1060R dating from the

mid-twentieth century to the recent years of the twenty-first century is tempo. Looking at recent

recordings of performances from 2020, we observe oboists such as ToniMarie Marchioni in

2013, and both Kai Frömbgen and James Austin Smith in 2020 playing at a tempo of about 102

beats per minute. When considering this tempo in addition to the tempo taken by the 2003

recording of Torunczyk, we generalize an “accepted” tempo to perform the Allegro of BWV

1060R on oboe and strings in the twenty-first century. The tempos performed by oboists in the

mid-twentieth century, such as Tabuteau and Shann are based around only eighty beats per

minute, forming a discrepancy.

The increase in tempo of BWV 1060R in the twenty-first century thus corresponds to an

increase in technical difficulty that comes with articulation in the Allegro. However, Frömbgen

uses the articulation pattern that I am most familiar with for sixteenth note passages in Baroque

music, such as measures 24-26. This articulation is previously mentioned in the analysis of

Mayer’s performance, consisting of the alternation between rearticulated sixteenth notes and

slurred sixteenth notes (Frömbgen, 1:08-1:14). The sequence seems easy enough, but when

performing at a tempo such as those used by Marchioni, Frömbgen, or Smith, the articulation can

get very sloppy.
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The softness of the Baroque oboe also provides a different feeling to the Allegro than

those performances on the modern oboe, and makes the movement sound almost more rich and

royal. We observe considerable moments of pure, beautiful hautboy sound on the recordings of

Robson and Torunczyk, such as measures 75-77 (Robson, 3:10-3:18) where the hautboy

performs a variety of lengths of notes, ranging from sixteenth notes to a whole note. The mellow

tone of the Baroque oboe sticks out from the strings, differently than the way a modern oboe’s

sound sticks out. The modern oboe played by Frömbgen (as well as Marchioni, Smith, Mayer,

Hommel, Tabuteau, Shann, Csánky, and Holliger) is much better at projecting a clear sound and

performing in a traditional soloistic style, such as in measures 31-32 (Frömbgen, 1:22-1:30),

where he not only projects over the strings, but phrases the notes as if it could be an

unaccompanied solo for oboe. Considering that the instrumental balance of these performance

recordings are no doubt adjusted to some extent, the tone and blend of the solo oboe can be

modified to fit the liking of a specific ensemble; however, this technological enhancement does

not strip the effect of the distinct, differing tones of the Baroque oboe and modern oboe and their

blend to with orchestral ensemble.

The phrasing of the modern-day oboist performing this piece is related to the 2020

recordings by Frömbgen and Smith, as there is finally a more directional sense of melody. A very

clear example of this is in Frömbgen’s recording in measures 49-53, where he takes the strong,

rhythmic melody in measures 49 and 50 down to a softer, almost inaudible level before growing

throughout the ascending lines that follow in measures 51-53 (Frömbgen 2:06-2:17).
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Hammer and Hommel: Bridging the Gap in 1997

Over the course of time, the solo oboe performances of the Allegro from BWV 1060R

have drastically evolved. While the use of the Baroque oboe versus the modern oboe is a part of

the considerable change that took place in recordings between the mid-twentieth century and

twenty-first centuries, there are many other factors that added to the evolution of the

performance techniques. The typical performance techniques of the mid-twentieth century

include the hesitant and very specific use of elements such as vibrato, ornamentations,

articulations, and tempo. These elements have substantially evolved from the first performance

analyzed by Tabuteau in 1950 to the most recent performances by Frömbgen and Smith in 2020.

For example, an overlap is seen in the distinguishable elements of each time period through the

1997 performances of Hammer and Hommel. Hammer performs on the Baroque oboe and

provides a traditional Baroque performance that imitates some of the earlier recordings from the

mid-twentieth century; he performs with the accepted Baroque tuning of 415 Hz in the original

key of C minor, maintaining a consistent, relaxed tempo with a straight-tone throughout the

entirety of the movement, a favorable use of slurs when it comes to sixteenth note passages, and

only a handful of ornamentations. In the same year, Hommel performs on modern oboe and

provides a typical twenty-first century interpretation completely different from Hammer’s.

Hommel uses standard tuning, yet in the original key of C minor, a much livelier pulse (with an

increase of about eight beats per minute), a noticeable amount of breath vibrato, a mixture of

both slurring and tonguing sixteenth note passages with an added stylistic staccato element, and

ornamentations that are both written in and improvised. Despite the performances both having

been in 1997, it is fascinating to note the differences that clearly showcase how the Allegro of

BWV 1060R is evolving over time.
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Hommel’s and Hammer’s recordings are also a clear example of the relationship between

Baroque and typical twenty-first-century performance styles. While Hommel performs the piece

in a modern style, so do Mayer, Smith, Frömbgen, Smith Csánky, Shann, Holliger, and Tabuteau.

While there are many differences in these recordings, such as the drastic tempo difference in

Tabuteau and Mayer’s performances, the overarching similarity of the instrumental timbre unites

these recordings in terms of mood. On the other hand, Hammer, Robson, and Torunczyk all

perform on the Baroque oboe, sharing a different mood via the timbre of the hautboy.

Final Thoughts

While there is no “right” or “wrong” way to perform Bach, or any piece of music for that

matter, I do find myself appreciating certain performances of BWV 1060R more than others. I

tend to gravitate towards the early twenty-first century. The performance by Albrecht Mayer is

the one I found the most relatable. This is because in my twelve years of experience playing the

oboe, and young twenty years of living, I have only ever surrounded myself with performance

styles of the twenty-first century. Oboists such as Mayer, Frömbgen, Smith, Marchioni, Hommel,

and in some moments Holliger, all share traits in their playing that I have been groomed to play.

It takes a great deal of energy and effort to put on the most historically authentic and

traditional possible performance, and those are the performances that I tend to learn the most

from. However, there is no indisputable reason why a Baroque piece of music should be

performed in the twenty-first century in the exact same manner as it would have been in the

eighteenth century, although it is impossible for a piece of music to ever be performed in such a

manner. The use of a baroque oboe is only one step towards what we believe to be the

performance history of this piece. It is important to consider that there was no “performance
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tradition” of BWV 1060R until the first reconstruction for oboe and violin came to be in 1920,

and the earliest known recording we have to analyze is only from the early-twentieth century;

however, it is interesting to note the differences in performances of this piece throughout this

“short” amount of time. Generally speaking, when taking a piece composed in the eighteenth

century and playing it in the twenty-first century, it should be expected that the performance

traditions of the piece have evolved over the course of time, parallel to how the oboe and

classical music as a whole have evolved over time. Thus, performing a piece written centuries

before should include performance factors of both the time period it was written in, and the

present day! This is an inevitable aspect of classical music, regardless of which type of oboe is

used, because we cannot escape our own culture entirely, whether we wish to or not. Through the

treasure archive of recordings that we have of Bach’s music (and in this specific case, BWV

1060R), we are able to take performance traditions from up to seventy years ago and incorporate

them into our performances! The very talented oboists Tabuteau, Shann, Csánky, Holliger,

Mayer, Robson, Hammer, Hommel, Torunczyk, Marchioni, Frömbgen, and Smith have all put on

a performance of J.S. Bach’s Concerto in C minor (BWV 1060R) that represents the history of

the piece, while incorporating their own musical tastes and experiences.



27

Works Cited

Editions

Bach, Johann Sebastian. “Concerto for Violin and Oboe in C Minor, BWV 1060.” 1736. Edited

by Wilfried Fischer (1938-). Kassel, Germany: Bärenreiter, ca. 1970. IMSLP

https://imslp.org/wiki/Special:ReverseLookup/104093. Accessed 8 Oct. 2021.

Bach, Johann Sebastian. “Concerto for 2 Harpsichords in C Minor, BWV 1060.” 1736. Edited by

Wilhelm Rust (1822-1892). Leipzig, Germany: Breitkopf und Härtel, 1874. IMSLP

https://imslp.org/wiki/Special:ReverseLookup/2302. Accessed 23 Nov. 2021.

Bach, Johann Sebastian. Konzert für Oboe, Violine, Streicher, und Basso continuo d-moll (BWV

1060). 1736. Edited by Max Schneider (1875-1967). Wiesbaden, Germany: Breitkopf &

Härtel, (1924).

https://www.stretta-music.com/en/bach-concerto-in-d-minor-bwv-1060-nr-295239.html.

Recordings

Bach, Johann Sebastian. “Bach - Concerto for Oboe and Violin in C Minor BWV1060 - Mov.

⅓.” Café Zimmerman. Pablo Valetti. Antoine Torunczyk (oboe). Amandine Beyer

(violin). Alpha (2003). https://www.youtube.com/watch?v=vlemQD09S2s.

Bach, Johann Sebastian. “Concerto for Oboe & Violin in C Minor, 1060R: I. Allegro.” Kölner

Kammerorchester. Helmut Müller-Brühl. Christian Hommel (oboe). Lisa Stewart (violin).

Naxos (1997). https://www.youtube.com/watch?v=FW-tFDFwsgM.

Bach, Johann Sebastian. “Concerto for Violin and Oboe in C minor, BWV 1060R: I. Allegro.”

Berliner Philharmoniker. Nigel Kennedy. Albrecht Mayer (oboe). Warner Classics,

Warner Music UK Ltd (2000). https://www.youtube.com/watch?v=FrcmJKWhCuc.

https://imslp.org/wiki/Special:ReverseLookup/104093
https://imslp.org/wiki/Special:ReverseLookup/2302
https://www.stretta-music.com/en/bach-concerto-in-d-minor-bwv-1060-nr-295239.html
https://www.youtube.com/watch?v=vlemQD09S2s
https://www.youtube.com/watch?v=FrcmJKWhCuc


28

Bach, Johann Sebastian. “Concerto for Violin & Oboe in C Minor, BWV 1060R: I. Allegro .”

The Prades Festival Orchestra. Pablo Casals. Marcel Tabuteau (oboe). Isaac Stern

(violin). Sony BMG Music Entertainment (1950).

https://www.youtube.com/watch?v=PoeFY8Nd65E&list=OLAK5uy_lYWYk2mlill1tRny

pWk_srAHLk2ekAQpc&index=1.

Bach, Johann Sebastian. “Concerto for Violin and Oboe in D minor, BWV 1060 Allegro.” Liszt

Ferenc Chamber Orchestra. Frigyes Sándor. Emilia Csánky (oboe). János Rolla (violin).

Hungaroton Records LTD. (1974). https://www.youtube.com/watch?v=BCAd0d0-ta4.

Bach, Johann Sebastian. “Johann Sebastian Bach - Concerto for Oboe and Violin, BWV 1060.”

Münchener Bach-Orchester. Karl Richter. Edgar Shann (oboe). Otto Büchner (violin).

Archiv Produktion (1963). https://www.youtube.com/watch?v=m_LpX2JTg9Q.

Bach, Johann Sebastian. “Johann Sebastian Bach - Concerto for Violin and Oboe, BWV 1060R

(1736).” The Orchestra of the Age of Enlightenment. Anthony Robson (oboe). Elizabeth

Wallfisch (violin). Virgin Veritas (1996).

https://www.youtube.com/watch?v=9T5szj41Sd4.

Bach, Johann Sebastian. “Johann Sebastian Bach: Concerto for Violin and Oboe in C minor

BWV 1060.” Anima Musicae Chamber Orchestra. László G. Horváth. Kai Frömbgen

(oboe). László G. Horváth (violin). (2020).

Bach, Johann Sebastian. “J.S. Bach Concerto for Violin and Oboe in C minor BWV 1060,

Kremer Holliger.” Academy of St. Martin in the Fields. Anton Heiller. Heinz Holliger

(oboe). Gidon Kremer (violin). Entertainment One U.S., LP (on behalf of Vanguard);

Warner Chappell, and 1 Music Rights Societies (1984).

https://www.youtube.com/watch?v=musEWldYRS8.

https://www.youtube.com/watch?v=PoeFY8Nd65E&list=OLAK5uy_lYWYk2mlill1tRnypWk_srAHLk2ekAQpc&index=1
https://www.youtube.com/watch?v=PoeFY8Nd65E&list=OLAK5uy_lYWYk2mlill1tRnypWk_srAHLk2ekAQpc&index=1
https://www.youtube.com/watch?v=BCAd0d0-ta4
https://www.youtube.com/watch?v=m_LpX2JTg9Q
https://www.youtube.com/watch?v=9T5szj41Sd4
https://www.youtube.com/watch?v=musEWldYRS8


29

Bach, Johann Sebastian. “J.S. Bach: Concerto in C Minor for Violin and Oboe, BWV 1060R - 1.

Allegro.” Academy of Ancient Music. Christopher Hogwood. Stephen Hammer (oboe).

Catherine Mackintosh (violin). Decca Music Group Limited (1997).

https://www.youtube.com/watch?v=QF4hbeQcZRY.

Bach, Johann Sebastian. “[NYCP] Bach - Concerto for Oboe and Violin, BWV 1060 (James

Austin Smith, Siwoo Kim).” New York Classical Players. Dongmin Kim. James Austin

Smith (oboe). Siwoo Kim (violin). (2020).

https://www.youtube.com/watch?v=wU4fXV-ySg8.

Bach, Johann Sebastian. “[NYCP] Bach - Concerto for Oboe and Violin in C minor (ToniMarie

Marchioni / Ken Hamao, violin).” New York Classical Players. Dongmin Kim.

ToniMarie Marchioni (oboe). Ken Hamao (violin). (2013).

https://www.youtube.com/watch?v=qAJHMoy3t6s.

Secondary literature

Bach, Johann Sebastian. “J.S. Bach: Oboe Concertos.” Pier Luigi Fabretti. Stefan Schilli.

Giovanni Deangeli. Andrius Puskunigis. Simona Venslovaite. L’Arte dell’Arco, Stuttgart

Chamber Orchestra, St. Christopher Chamber Orchestra. Federico Guglielmo. Nicol Mat.

Donatas Katkus. Brilliant Classics 95410BRa, 2016. Linear.

Burgess, Geoffrey, and Bruce Haynes. “The Sprightly Hautboy, 1680-1760.” The Oboe, Yale

University Press, London, 2004, pp. 55-77. Yale Musical Instrument Series.

Case, Catherine.“Program Notes: Bach Oboe Concerto in F major.” Program notes for Oboe

Concerto in F Major, BWV 1053R. Seattle Symphony. Mary Lynch. Lee Mills. Seattle:

Seattle Symphony Live. January 22, 2021.

https://www.youtube.com/watch?v=QF4hbeQcZRY
https://www.youtube.com/watch?v=qAJHMoy3t6s


30

“Concertos BWV 1041-1045, 1052-1065 General Discussions - Part 1.” Bach Cantatas Website,

2021, https://www.bach-cantatas.com/NVD/Concerto-Gen1.htm. Accessed November 6,

2021.

Haynes, Bruce. "Bach and the Hautboy." The Eloquent Oboe: A History of the Hautboy from

1640 to 1760. Oxford University Press, 01. Oxford Scholarship Online. Date Accessed 23

Nov. 2021.

<https://oxford-universitypressscholarship-com.libproxy.temple.edu/view/10.1093/acprof

:oso/9780195337259.001.0001/acprof-9780195337259-chapter-7>.

Jeay, Grégoire. “Intimately Bach: Programme Notes.” Program notes for Bach Violin Concerto in

G Minor. Tafelmusik Baroque Orchestra. Jeanne Lamon. Toronto: Trinity-St.Paul’s

Centre, Jeanne Lamon Hall. January 29-February 2, 2014.

King, Robert. Linear Notes for Johann Sebastian Bach. “Oboe Concerto in F Major.” Hyperion

Records, 1988, https://www.hyperion-records.co.uk/tw.asp?w=W7474. Accessed 7 Nov.

2021.

Lowe, Steven. “Bach & Britten by Bahl.” Program notes for Concerto for Oboe d’Amore, String

and Continuo in A Major, BWV 1055a. Omaha Symphony. Alexandra Rock. Ankush

Kumar Bahl. Omaha: Witherspoon Concert Hall, Joslyn Art Museum. October 10, 2021.

Rifkin, Joshua. Linear notes for Johann Sebastian Bach. J.S. Bach Oboe Concertos First

Recordings. Stephen Hammer, Bach Ensemble, Joshua Rifkin. Intersound, Inc., 1986,

compact disk.

Robinson, John O. The Lost Oboe Works of J.S. Bach, Parts II, III, and V. Bach, vol. 13, no. 3,

July 1982, pp. 3-11; vol. 13, no. 4, Oct 1982, pp. 30-35; vol. 14, no. 3, July 1983, pp.

18-28. EBSCOhost.



31

Steinberg, Michael. “Bach, J.S.: Concerto in C minor for Oboe and Violin.” Program notes for

Concerto in C minor for Oboe and Violin, BWV 1060R. San Francisco Symphony.

Esa-Pekka Salonen. Eugene Izotov (oboe). Jaime Laredo (violin). San Francisco: Davies

Symphony Hall. July, 2002.

https://www.sfsymphony.org/Data/Event-Data/Program-Notes/B/Bach-J-S-Concerto-in-C

-minor-for-Oboe-and-Violin.

Wigmore, Richard. “Violin Concerto in G Minor, BWV1056.” Hyperion Records, 2015,

https://www.hyperion-records.co.uk/dw.asp?dc=W18070_68068. Accessed 7 Nov. 2021.

Linear.

Zohn, Steven. “Music Minus One: Meanings for Bach’s Unaccompanied Sonatas, Partitas, and

Suites.” Music in History 3696. Temple University Boyer College of Music and Dance.

Philadelphia, PA. 15 November 2021. Presentation and Lecture.

https://www.sfsymphony.org/Data/Event-Data/Program-Notes/B/Bach-J-S-Concerto-in-C-minor-for-Oboe-and-Violin
https://www.sfsymphony.org/Data/Event-Data/Program-Notes/B/Bach-J-S-Concerto-in-C-minor-for-Oboe-and-Violin

