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Concerto for oboe in G minor, BWV 1056R
Reconstruction of BWV 1056, Concerto in F minor for Harpsichord
I. [Moderato]
3:10
II. Largo
2:25
III. Presto
3:13
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Concerto for oboe in F major, BWV 1053R
Reconstruction of BWV 1053, Concerto in E major for Harpsichord
I. [Allegro]
7:05
II. Siciliano
4:56
III. Allegro
5:46

7
8
9

Concerto for oboe in D minor, BWV 1059R
Reconstruction based on a concerto fragment and Cantatas 35 and 156
I. Allegro
5:12
II. Adagio
2:26
III. Presto
3:02
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Concerto for oboe d’amore in A major, BWV 1055R
Reconstruction of BWV 1055, Concerto in A major for Harpsichord
I. [Allegro]
3:56
II. Larghetto
4:39
III. Allegro ma non tanto
4:08
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Concerto for violin and oboe in C minor, BWV 1060R
Reconstruction of BWV 1060, Concerto in C minor for Two Harpsichords
Monica Huggett, violin soloist
I. Allegro
4:30
II. Adagio
4:30
III. Allegro
3:27

16

Aria from Cantata 51: “Höchster, mache deine Güte”
Transcribed by Gonzalo X. Ruiz
Total Time
Performed on Period Instruments

2

4:56

67:21

Gonzalo X. Ruiz, baroque oboes
Born in La Plata, Argentina, Gonzalo X. Ruiz is one of the world’s most critically acclaimed baroque oboists. A member
of Portland Baroque Orchestra for over twenty years, he performs as principal oboist and soloist with groups such
as Philharmonia Baroque, Ensemble Sonnerie, Boston Early Music Festival, The English Concert, Wiener Akademie,
Orchestra of the Age of Enlightenment, and Carmel Bach Festival. He has collaborated with conductors McGegan, Savall,
Pinnock, Rattle, Egarr, Manze, Hogwood, Hassellböck, and many others.
Ruiz’s playing is featured on dozens of recordings including his 2010 Grammy®-nominated recording of reconstructions
of the four orchestral suites of J.S. Bach, with Monica Huggett and Ensemble Sonnerie. In addition to frequent and
numerous appearances in recital and with chamber ensembles, his ground-breaking work in new music with American
Baroque earned the ASCAP Award for Adventurous Programming and the WQXR Record of the Year Award.
Ruiz was appointed to the faculty of The Juilliard School in 2009 and for many years prior taught at Oberlin
Conservatory’s Baroque Performance Institute and the Longy School’s International Baroque Institute. He has given
master classes at Yale, Harvard, and Indiana Universities. His former students now fill most of the key oboe positions
in baroque ensembles in the USA. Ruiz is an acknowledged expert in reed design, and examples of his work are on
permanent display at the Metropolitan Museum of Art. In his free time he enjoys playing guitar and dancing tango.
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Bach’s concertos for oboe and oboe d’amore
When Bach began to write for the oboe, the instrument was newer than the saxophone had been when first used in jazz. This at first necessitated some special
compromises. These new French instruments were pitched one whole step lower than the strings and organ, so in order to use them the composer had to
treat them as transposing instruments, much like a B-flat clarinet. Not until his tenure in Cöthen did Bach have the luxury of all the instruments playing at the
same pitch. Nevertheless, beginning with his first cantata, Bach used the oboe as no other composer had before, treating it as an equal partner to the voice,
and showering it with lyrically and technically demanding roles. Based on its prevalence in his sacred works, the oboe must have been one of Bach’s favorite
instruments—receiving over 220 solos in about as many cantatas. The next contender would be the violin, coming in at a comparatively measly 84 solos. His
affection for the oboe extended, in at least two cases, to the players themselves: Bach was godfather to the children of both his main Leipzig oboists, Gleditsch
and Kornagel.
It has long been assumed by scholars that Bach wrote concertos for the oboe. All manuscripts for these are lost, but some have been reconstructed from surviving
later versions for keyboard. In the nineteenth century Bach’s keyboard concertos were seen as the earliest masterpieces of the genre, precursors of every great
piano concerto from Mozart to Tchaikovsky. As such it seemed unthinkable that they could actually be transcriptions rather than original compositions. It was
the great philosopher and Bach scholar Albert Schweitzer who suggested early in the Twentieth Century that the limited compass of Bach’s keyboard concertos
would indicate that they were originally conceived for an instrument with a similarly constrained range. He proposed that the keyboard concerto in A major
(BWV 1055) had been written for the oboe d’amore, an alto oboe (pitched a third below the oboe) for which Bach wrote dozens of solo arias. In this concerto,
the right hand part of the solo encompasses the exact range of Bach’s oboe d’amore, and very little “reconstruction” is needed to recreate the original version of
the work. This was a remarkable bit of intuition on Schweitzer’s part, however, as the oboe d’amore was at that point an instrument lost in the mists of time.
The new reconstruction of the A major concerto gave instrument makers the impetus to develop a new oboe d’amore, updated with all the key mechanisms of
the modern oboe. Only later in the Twentieth Century, with advent of period instrument movement, were replicas of authentic oboe d’amore, such as the one
used on this recording, available for performance of this concerto.
The concerto for two harpsichords in C minor (BWV 1060) was the next work identified by scholars to be a transcription by Bach of an earlier work: a double
concerto for oboe and violin. In retrospect, this one was particularly low hanging fruit for musicologists. In the surviving keyboard version, the right hands in
both solo parts show the same telltale limited ranges. They fit the oboe and violin like a glove, the latter occupied with the busier solos of the outer movements,
while the oboe leans more to the lyrical side. Both instruments play from their lowest to their highest note. In spite of what seems like such a perfect fit, one of
the work’s early champions made a mistake second-guessing its tonality. Because Bach on a number of occasions transposed one step down when adapting violin
concertos to the keyboard, Nikolaus Harnoncourt performed and recorded it in D minor. Likely this transposition also was prompted by the fact that in the
1970’s the baroque oboe revival was in its infancy, and the simpler fingerings afforded by D minor, rather than C minor, seemed worth the compromise of the
uncomfortably higher tessitura (and the resulting high E in the Adagio, which is a note that did not exist on the oboe of Bach’s time). It is now almost universally
agreed that C minor is in fact the intended tonality of this concerto.
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We have two sources for the concerto for oboe in F major, which has also been reconstructed for oboe in E-flat and for oboe d’amore in D. The first source is
the harpsichord concerto in E major, BWV 1053, and other is a version for organ divided between two cantatas (BWV 49 and 169) that were first performed
in close proximity to each other. It is supposed that the original version of this composition, for oboe and strings, was pressed into service by Bach to fulfill
his obligations to provide music for religious services. Later yet he adapted it for his own performance as a harpsichord concerto. The fact that all three
reconstructions of this work, in their various keys, pass the empirical test of live performance extremely well surely speaks to an unmistakable oboistic quality in
the solo lines. Even in the most technically demanding passages, the solo line retains the vocal quality we associate with Bach’s writing for oboe.
Scholars essentially agree that the harpsichord concerto in F minor (BWV 1056) is a reworking by Bach of earlier material. It is often heard performed in G minor
as a violin concerto, yet the middle movement is taken directly from the opening Sinfonia of Cantata 156 (the famous Adagio for oboe and strings which is also
used in BWV 1059R), and the demanding passagework of the outer movements seems more idiomatic to the oboe. In performance I often substitute a favorite
soprano aria with basso continuo accompaniment for the middle movement, and save the famous Adagio for performance in the D minor oboe concerto. For the
present recording we offer both, and I am happy to be able to include a recording of the aria “Höchster, mache deine Güte” from BWV 51 as the final track here.
The concerto in D minor is the only oboe concerto on this recording that does not have a harpsichord concerto counterpart. The outer movements are found in
sinfonias for organ and strings in one cantata (BWV 35), while the famous Adagio from BWV 156 is used unaltered as the middle movement. Some scholars today
will refer to the work as BWV 1059R—a nod to the nine-bar concerto fragment for harpsichord oboe and strings (also from Cantata 35) that is labeled 1059 in
the Bach-Werke-Verzeichnis. This concerto presents the most formidable technical challenges of any of the works included here, and, while rarely performed, it is
a work I had the pleasure of performing with Portland Baroque Orchestra early in my career.
Gonzalo X. Ruiz

Portland Baroque Orchestra
Emerging in the early 1980s as a grassroots cooperative of musicians in the Pacific Northwest, the Portland Baroque Orchestra has matured as a polished,
professional ensemble within the ranks of the best period-instrument orchestras in North America and Europe. Succeeding Ton Koopman, Monica Huggett has
been Portland Baroque’s artistic director since 1995. She is considered one of the world’s premier baroque violinists, known for her for virtuoso performances,
daring programming, and vibrant expressivity, which have also become trademarks of Portland Baroque Orchestra.
The players of Portland Baroque Orchestra are among the most sought-after period specialists in North America. Alongside its performances under the direction of
Monica Huggett and Ton Koopman, Portland Baroque has collaborated with a long list of renowned early music specialists, including Rinaldo Alessandrini, Richard
Egarr, Reinhard Goebel, Paul Goodwin, Matthew Halls, Andrew Manze, Nicholas McGegan, Marc Minkowski, and Jaap ter Linden.
Since 2009 Portland Baroque has been guest period ensemble and statewide touring ambassador for the Oregon Bach Festival. Portland Baroque Orchestra also
collaborates regularly with Portland Opera and has been a featured guest ensemble at festivals and series throughout the Pacific Northwest region, including
regular appearances in Seattle, Washington and Victoria and Vancouver, British Columbia.
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Portland Baroque Orchestra, featuring Monica Huggett as director and violin soloist, has released recordings of Bach’s St. John Passion (Avie, AV2236); Mozart’s
Sinfonia Concertante and Concertone with Pavlo Beznosiuk (Virgin); Guiliani and Boccherini with guitarist Richard Savino (Koch); and several live recordings on
its own label, including Vivaldi’s Four Seasons, and Complete Opus 11 Concertos, featuring Monica Huggett as soloist, and Gonzalo X. Ruiz. This 2008 Vivaldi
double-CD recording was distinguished by Gramophone magazine as “highly recommended” for “an organic approach that is winning.” It is available at
www.pbo.org.

Portland Baroque Orchestra wishes
to thank the following:

We also thank these generous donors
to the recording:

Andrea Hess, Mark Powell, Laurel Degutis, Mary Rowell,
and Robin Greenwood

Anonymous
The Jackson Foundation
David Kerr and Robert Abbott
Heidi Kohne
The Standard
Joella Werlin, in memory of Robert L. Autrey
Randy Zasloff and Frederick Cohen

The Board and Musicians of Portland Baroque Orchestra
John Paul, Justin Smith and Marylhurst University
Byron Will, harpsichord and clavichord maker
David Kerr Violin Shop

Thomas Cirillo, Executive Producer
Gonzalo X. Ruiz, Audio Producer
Stephen Schultz, Session Producer
Roderick Evenson, Recording Engineer
Tatiana Daubek, Assistant to Audio Producer

Recorded October 7-11, 2013 at St. Anne’s Chapel,
Marylhurst University, Marylhurst, Oregon, USA
Photography by Tatiana Daubek
Graphic Design by Laurel Degutis

6

AV2324

