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PERFORMANCE CHARACTERISTICS OF EUGENE GOOSSENS’S
CONCERTO FOR OBOE AND ORCHESTRA

Statement of the problem. The study of the process of development of the
concert style of oboe performance is a relevant area of modern musicology, as
evidenced, in particular, by the scientific activity of the International Double Reed
Society (IDRS) and works of other researchers on the history of the instrument
and its repertoire starting with the second half of the 20 century (Bate, 1975;
Bartalozzi, 1967; Reeves & Hooper, 1985, Goossens & Roxburgh, 2001).
The concept of “concert oboe” is actualized by V. Martynova (2018, 2019) on the
basis of the performance art of the 19th — 20th centuries. As for works for oboe
of the early 20th century, in particular by E. Goossens, there are a few studies
devoted to the development of modern style of the concert oboe (Del Mar, 1984;
Lopez-Pelaez-Casellas & Garcia-Herrera, 2019) and to E. Goossens's Concerto
(Woodworth, 2016). This determines the scientific novelty of this research, which
involves genre-style and performance analysis of the Concerto. The purpose of
this study is to identify typical genre-stylistic and performance characteristics of
E. Goossens's composition in the context of the development of the concert style
of oboe performance.

The research methodology is based, first, on the genre and style approach,
which is traditional for musicology, in particular, on research on the code of
reflexivity (Shapovalova, 2006), and pastoral genre in music (Shapovalova,
Chernyavska, Govorukhina & Nikolaievska, 2021). Another methodological
dimension is related to the positions of analytical interpretology and principles
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of performance analysis (Nikolaievska, 2020), which focus on such elements as
form-creation, performance dramaturgy, performance poetics.

Results and conclusions. The typical genre and stylistic features of
E. Goossens’composition refer to the traditions of the romantic concerto (one-
movement structure; the presence of a symphonic model of the genre; the use of
initial intonation as the main sound symbol of the work, the absence of a single
tonal centre; reflexivity, the involvement of pastoral colour as an established image
of the instrument). From the viewpoint of performance poetics we have marked the
overcoming of the formality of rondeau nature by the continuity of performance
form-creation, the presence of such difficulties requiring high performance skills
of an oboist as playing of whole-tone scale, high notes and extreme sounds of
the registers, polyrhythmic structures, the abundance of virtuoso passages in
the composition, the variety of articulation techniques, fast-frequency vibrato,
etc., which is crucial in the process of development of the concert style of oboe
performance in the early 20" century.

Key words: oboe; concerto genre; Eugene Goossens s creativity; performance
specifics; concert style; performance analysis.

Statement of the problem. The process of the development of the
concert style of the oboe performance lasted several centuries: from the
appearance of the instrument in the scores of J. B. Lully, H. Purcell,
A. Vivaldi, works by F. A. Rosetti, W. A. Mozart, to the concerto pieces
of L. A. Lebrun, who wrote 6 concertos for the oboe and orchestra,
K. M. Weber, N. Coste (“Fantasie de concert” for two oboes, op. 35),
V. Bellini, G. Donizetti (Concerto for English horn), A. Pasculli.
In the early 20" century the oboe performance developed rapidly, which
allowed composers to create new works of the concerto type. These
include the Concerto for oboe and orchestra by the leading English
composer and conductor Sir Eugene Goossens (1893-1962). Known
primarily as a conductor, E. Goossens worked with orchestras around
the world: the Rochester Symphony Orchestra, the Cincinnati Symphony
Orchestra, and the Sydney Symphony Orchestra. He also proved to be
a prolific composer, having written nearly 70 works, including chamber
and orchestral, as well as two full-length operas. Eugene Goossens’s
Concerto for Oboe and Orchestra was written in 1929 for his brother
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Leon Goossens, an oboist who was a prominent figure in British oboe
performance sphere.

The study of the process of development of the concert style of oboe
performing is a relevant area of modern musicology, as evidenced by
a review of scientific publications on the topic, presented below.

Analysis of recentresearch and publications. Among the publications
related to the oboe (technology and creativity) a large number of scientific
articles of the International Double Reed Society (IDRS) should be
mentioned. Important studies that still remain relevant are the monographs
of Philip Bate (1975), Leon Goossens and Edwin Roxburgh (2001).
Creativity for the oboe is being actively studied (in particular, in the Web
of Science publications). D. Paoli (1977) analyzed the bibliography that
was published at the time; A. H. Reeves & J. Hooper (1985) reprinted the
1945 issue of the lee Proceedings, a science measurement and technology
Jjournal, which contains important information about the achievements of
music making and the technology of playing the oboe; new measurements
of sound production on the oboe were described by B. Bartalozzi (1967).
As for the oboe music of the end of the 19" — beginning of the 20™ century,
quite a lot of research is devoted to R. Strauss’s Concerto. In particular,
M. P. Lopez-Pelaez-Casellas and C. Garcia-Herrera (2019) designed the
A/R/TOGRAPHY methodology for 1st part of Strauss’s work, which allows
one to research, perform and teach it at the same time (most attention is paid
to breathing), J. Del Mar (1984), additionally researching publications and
other sources concerning R. Strauss’s Concerto, drew conclusions directly
related to the new principles of the oboe playing initiated by the composer.
V. Martynova (2018; 2019) actualizes the concept of “concert oboe” and
makes descriptions of works of the concerto genre of the 2021 centuries.
As for the works for oboe, written in the early 20" century, in particular,
those by E. Goossens, there is not much research studying the process
of flourishing of the modern style of the oboe concerto.

Analysing E. Goossens’ Oboe Concerto, Grace Woodworth (2016)
names several reasons why this particular work is interesting both in terms
of performance and composition. First, E. Goossens’ Concerto for Oboe
and Orchestra is a one-movement work that does not fit into the traditional
structure of a classical concerto. After all, most works of the concerto genre
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from the Baroque era to the present day usually have a three-movement
structure. Also, in this work there is no typical for the concerto form tempo
opposition “fast-slow-fast”. The first two thirds of the work involve one
tempo of the performance (moderato, a dotted quarter equal to 88), in the
last third of the Oboe Concerto there is a slight slowdown. Despite the
fact that the work ends at a brisk tempo, this is the first and only deviation
from the moderato tempo, in which the main material is set out. The next
component that distinguishes the E. Goossens’ Oboe Concerto from the
typical concerto form is the close relationship between the soloist and
the orchestra. While concertos are usually a dialogue between the soloist
and the orchestra, which is manifested in the alternate presentation of the
solo part and orchestral playing, instead of typical concerto structures,
in this work the part of the orchestra and soloist are intertwined into
a single ornament. The composer levelled the distribution of roles; the
orchestra in this work performs not only the function of accompaniment,
but acquires independent features. Also in E. Goossens’s Concerto in One
Movement there is no single tonal centre that is a characteristic feature of
the composer’s writing of the 20™ century.

The purpose of the study is to identify typical genre and stylistic
features and performance specifics of E. Goossens’ Oboe Concerto in
terms of the development of the performance concert style.

The research methodology is based, first, on the genre and style
approach, which is traditional for musicology, in particular the researching
the code of reflexivity (Shapovalova, 2006) and the genre bases of pastoral
(Shapovalova and Chernyavska and Govorukhina, & Nikolaievska, 2021)
in music. Another methodological dimension is related to the positions
of analytical interpretology and the principles of performing analysis,
stated in the monograph of Yu. Nikolaievska (2020), which focus on
such elements of the composition as form-creation, performing drama,
performing poetics.

Presentation of the main material. Compositional and dramatic
analysis of the Concerto. Regarding the structure of the Oboe Concerto,
it should be noted that although this work does not clearly fall under any
of the traditional forms, G. Woodworth (2016) defines its form as a free
rondo: ABACA. But unlike classical concertos, E. Goossens’ work does
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not provide for the canons of traditional rondo. As G. Woodworth notes,
the sections of the work are not balanced in length, they have a different
number of measures. For example, a fragment of the letter “A” (until the
first cadence) lasts 12 measures, the letter “B” — 16, the letter “C” — 15,
while in the classical rondo each fragment has a balanced phrasing, when
each refrain has a square structure equal to the number of measures. Despite
this, it is obvious that the composer tried to present the Oboe Concerto
in classical canons. At the same time, the work contains the rethinking
of the classical idiom from the standpoint of composer’s thinking of
the 20™ century. The most significant difference between E. Goossens’
rondo and the traditional one is on the functional level: this is owing to
the lack of tonality. In addition, the work lacks cadences in the traditional
sense, which have always been an integral part of the classical concerto
and had an important semantic load — a demonstration of the virtuoso
and technical capabilities of the soloist. Owing to the lack of authentic
cadences in the work or the obvious movement from the dominant to the
tonic, E. Goossens’ Oboe Concerto cannot be defined as a form of sonata
rondo. However, the composer identifies cadences using other markers.
The cadence in the Oboe Concerto is marked by a loss, or, conversely,
an increase in energy. This can be seen both in terms of dynamic nuance
and in terms of texture. In most cadences there is a decrease in the level
of dynamics, especially noticeable in the last figurations. But there are cases,
when the dynamic level in the cadence increases and acquires maximum
performance, such as in the main cadence (the letter “W”), which is the
culmination of the whole work both in terms of dynamic performance and
in terms of overall volume and the technical capabilities of the instrument.
The way out of the cadence should be pointed out separately, which
poses a difficult technical task for the performer — the use of the sound
“sol” of the third octave, which goes far beyond the working range of
the oboe! Cadences with the traditional presentation of the harmony of
the V-I steps are rare, most of them are musical material, in which there
is no specific harmonic structure, which makes it difficult to determine
the point of their appearance. In addition, an interesting fact is that in the
cadences (including the main cadence in the letter “W”) the soloist is not
completely without orchestral accompaniment. In the main cadence, the
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oboe solo is performed against the background of the sustained sound
(pedal) of the string group of the orchestra and bassoons (in the clavier,
this element is represented as a fremolo in the left hand of the piano).
As a result, the musical material of the Oboe Concerto is perceived as
a fluid, continuous form that sounds free and constantly changes, and
is updated at any moment. According to G. Woodworth (2016), despite
the differences between the Oboe Concerto and the traditional rondo, it
still has aspects, in which traditional characteristics are manifested. First,
each refrain of the theme (measures 11-20, 23-35, 91-99, 159-169) is
set out in the tonal area of the first conduction. With the exception of the
last refrain, which sounds a fifth higher than the expositional one, each
time the theme returns to a certain tonal area. Although the work does not
show tonal connections in the traditional sense, this figure gives reason
to consider the E. Goossens’ Oboe Concerto a form of rondo. In addition,
there is a strong thematic connection between the refrains in the material.
The motive that opens the Concerto is the main “sound symbol” of the work.
It not only becomes the basis of the main theme, but also penetrates into
the material of other sections, it can be observed in the parts of various
instruments of the orchestra. Not only does the theme act as a refrain, it
also appears in a modified form in other contrasting sections. For example,
in the material of the letter “L” (section B), the theme is used to give more
development to the melody. This effect is further enhanced by resizing
(directly the letter “L”’), where the theme from the even metric 6/8 is now
“embedded” in 7/8. The composer uses numerical means of expression to
achieve a high culminating result (effect): asymmetrical meter, ascending
chromatic line of passages, increase of the dynamic nuance and change of
the tempo to stringendo. The culmination leads to a new section, which
on the one hand contains contrasting material, on the other — through the
use of the motive of the theme-refrain — embodies a certain connection
of the work as a whole. Motive — “sound symbol” sprouts in another
section C (beginning of section C — the letter “P”) (measure 227, six
measures to the letter “V”). In this fragment, the motive has the form
of a rhythmic pattern, which is carried out in “magnification”, laid out
in quarter lengths instead of eighths, after which the material of section C is
returned (theme 3). Section B ends with a diminuendo, its theme (theme 2)
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gradually fades, after which it is replaced by a theme-refrain (theme 1).
The relationship between sections A and B is characterized by a sparse
texture. In this fragment the composer leaves only the oboe solo (second
mini-cadence, 3 measures to the letter “‘H”). But the motive is especially
pronounced in section C during the transition to the cadence (7 measures to
the letter “V”). The form of the work has vague horizons, it is “fluid”. This
is stipulated by the smooth transitions between the sections of the work,
which the composer combines with the help of refrain motives.

The main theme of the Concerto is the opposition of lyrical pastoral
mood to technical virtuosity. The Concerto starts with a short orchestral
introduction (10 measures) — a motive of four notes: fa—do—si flat-mi flat
(pure fourth down, small seventh up and pure fourth up). The first three
sounds are combined with a triplet rhythm, performed with a stroke of
staccato. But different performers in their interpretations play this motive
with different sharpness of sound production. The last sound of mi flat
is long. The theme of the oboe (beginning — the letter “A” or measure 11)
represents further development of the main motive (entry motive),
the triplet rhythm remains the main component. The refrain theme (the
main theme) further permeates all layers of the score of the Concerto,
will constantly accompanies the listener in different modifications and
from different sounds. For example, in the letter “L”, when the character
changes dramatically, the meter changes by 7/8, the theme-refrain is
presented in a modified form. This is achieved not only by changing the
meter and other distribution of lengths (instead duplets replace triplets),
but also by the staccato stroke, which in this fragment must be performed
with a clear solid articulation. The distribution of lengths and strokes also
has a significant effect on phrasing: if the first section of the work was
dominated by a stroke of legato, which combined long broad phrases of up
to four measures, then this section brings to the fore “measuring nature”,
scherzo. The composer gives the listener a unique opportunity to feel all
the shades of contrast, using the same intonation pattern. That is, the same
material can be embodied in contrast, using different means of expression.

Animportant place in E. Goossens’ Oboe Concerto has the development
of motives. The composer creates most of the motives from combinations
of an exposition motive of four sounds (at the beginning of the work it is
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percussion and high woodwinds). When the theme returns in the fragment
(the letter “D”), it is presented in a modified form in accordance with the
changes that occur in the accompaniment. The main motive remains, but it
sounds half a tone higher (measures 56—58). Interestingly, with each new
conduction, the pitch of the motive changes, as shown (measures 64—67
and 74-76). In general, there are three themes in E. Goossens’s Concerto
For Oboe: Theme 1 (refrain) — three measures of the letter “A”; Theme 2
(section B) — measures 6-9 of the letter “H”’; Theme 3 (section C) — three
measures of the letter “R”.

Itis necessary to single out another important expressive compositional
means of E. Goossens’ Concerto — the use of a whole-tone scale. Playing
regular intervals is not typical for oboists, so it requires a certain skill from
the performer. This scale is performed in two “varieties” — from the sound
“do” (C, D, E, F#, G#, A#) and from the sound “C sharp” (C#, D#, F, G,
A, B). The whole-tone sequences can be observed, for example, in the
fragment: the letter “J” (measures 115-118). As these scales follow each
other immediately, the effect of modulation, of the change of the tonal
centre is created (measures 33—-34).

The rhythmic component of E. Goossens’ Oboe Concerto is also
interesting and deserves special attention. The composer often uses
polyrhythmic techniques in the work. This can be considered an important
feature of the compositional writing of E. Goossens, the most common
technique is the comparison of simple and complex meters (for example,
measures 106, 110-114, 118 and 195-197). In measures 111-112, the
oboe solo is set in 6/8, while the orchestral accompaniment is set in 2/4,
thus creating a combination of triplet and duplet rhythms in simultaneous
sounding. A similar comparison also occurs in the letter “C”, when
simultaneous conduction in different groups of the orchestra of the patterns
in 6/8 and 3/4 create hemiola (measures 39—41). The polyrhythmic effect
also appears in measures 195-199, where a triplet rhythm sounds in the
oboe part, while in the cello part a syncopated duplet rhythm is performed,
first by a group of eighths and then by quarter lengths. Polyrhythm is used
in all the sections of the work, and such moments are quite fleeting. Almost
the entire section B contains metrical differences between the soloist and
the orchestral accompaniment, constantly moving between a complex
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and a simple meter. The material of section A (refrain) is set out in 6/8,
each time it returns, except when it returns after the cadence. In such
fragments, the time of 4/4 appears and performs the function of coda,
providing the logic of the end of the work. Section B is also characterized
by a comparison of duplet and triplet rhythms — because the oboe solo
sounds in the time of 6/8, and the orchestra — 2/4. This creates a rhythmic
instability. Section C contrasts significantly with any previous material as
it is written in 3/4 with a very clear and simple meter. Thus, we can assume
that E. Goossens uses the meter in order to highlight different sections
of the work, which also helps to give the form of the work a clearer horizon.

Let’s move on to the analysis of performing specifics. It should be
noted that the composer foresaw a certain difficulty in performing, such
metro-rhythmic “shifts”, so to facilitate the calculation and rhythmic
thinking of performers, he put remarks in the musical text: a dotted quarter
is to be thought as a quarter (the letter “G”), a quarter is to be thought as
a dotted quarter (the letter “J”).

No less difficult to perform on the oboe is the material that lasts
from the letter “D” to “E” (measures 54—70). This fragment also provides
technically complex sound transitions, which requires flexibility and
endurance of the embouchure, as the soloist has to play many high-pitched
notes with weak dynamics (in nuance p), which is very difficult to achieve
on the oboe, especially to maintain control over the quality of intoning.
High notes are difficult to perform on the oboe not only because of the load
on the labial apparatus, but also because of the complex combinations
of fingering. The virtuoso passages, with which the work is saturated,
both in the main material and in the cadences, must also be worked out
to the state of phrasal integrity and filigree. The numerical number of
sharp notes also complicates the requirements of the finger technique of
the performer (as is the case, for example, in measures 59-61). Playing
various modifications of the whole-tone scale presents certain difficulties
for the oboist, as the traditional repertoire for the oboe is built on major and
minor scales, chords and playing of these chords.

The next difficult technical requirement for a performer of the Oboe
Concerto is to use sounds that are located at the extreme register limits.
The work contains both the highest register sounds and extremely low ones



176 [pobnemu 83aemolii Mucmeuymea, nedazoeiku ma meopii i npakmuku ocsimu, surl. 60

(B flat of the minor octave). The fa sound of the third octave is high enough
for the oboe range. In the work, the extraction of this note occurs at an early
stage of sounding, so it presents certain difficulties for the oboe performer
associated with a complex load on the labial apparatus. The presence
of a large number of high notes and an extended range in this Concerto
also complicate the technical performance tasks. In this work the use
of an extended range requires the performer to play the lowest note of
the oboe in B-minor of the small octave, as well as the high note of the
sol of the third octave. Though it is not the highest sound the oboe can
physically produce, extracting the note of sol of the third octave requires
a high level of skill in lip muscles coordination. There is a small number
of orchestral works that require a certain range; most of them are works
by French composers. Some solo works for the oboe also include this
high register, but their number is limited. Such an extended range requires
a specific quality of reeds, from which oboe canes are made, which creates
flexibility in sound production on the instrument and provides the ability
to qualitatively represent both low and high registers.

The Goossens’ Oboe Concerto uses a wide range of articulation
possibilities of the instrument, which also poses a difficult task for the
performer when choosing a cane to perform this work. In order to achieve
this, the oboist must use a wide range of articulations for the successful
realization of the artistic ideas of the work. These articulations include
avariety of accents, light staccato, tenuto, marcato and even legato accents.
Rhythmic ostinato in section B needs pronounced accents both in the solo
part of the oboe and in the accompanying part of the strings (measures 103—
107). The performer must take this accent into account, as he demonstrates
the “weight” of the note, not just the sharp beginning of the sound. To do this,
the soloist must use more air current, competently calculating the force
of respiration and to a lesser extent to use accentuation with the tongue.
In this way, it is possible to achieve the effect of a “heavy” accent, which
is noticeable during all stages of sound production (beginning, stationary
part and attenuation). This accentuated “heaviness” gives the musical
material intensity and purpose, contrasts with the original pastoral theme.
Although most of the Concerto belongs to a lyrical sphere, the composer
also appeals to such expressive means as light staccato with a firm attack
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and clear articulation, which creates a scherzo playful character in some
episodes. For example, such strokes can be observed in the letter “L” and
up to the letter “M” (measures 143—150). The soloist should perform these
sounds with clear articulation, the distance between the sounds should
be slightly greater. Some soloists use a narrow fast-frequency vibrato
when performing these fragments, which contributes to the lightness and
flexibility of sounding. E. Goossens uses the fenuto stroke with caution,
which implies, on the contrary, a very soft articulation. One can assume
that the composer in this particular case is trying to create a special specific
effect, because such a sounding never again occurs in the musical material
of the work. The only tenuto remark is found in measures 212-216, four
measures before the letter “U”. In measures 212-215, such articulation
implies the weight and length of the notes in full sounding, but still with
a certain separation. For a short time the attack loses the clarity of sound
contours. The theme here is the same as in the violin part in the previous
section; however, where previously it was vague, he now writes the same
remarks separately from the fenuto markings.

One of the important features of the Concerto is long, lyrical phrases
and calm pastoral melodies. According to Jeffrey Hopes, the sound image
of pastoral emphasizes the environment, “in which the original pastoral
voice is depicted as expressing itself” (Hopes, 2017: 3). These fragments
do not require accents and bright clear articulation, the composer aims
to achieve the effect of a continuous spatial line. Such phrases usually have
a volume of 3—4 measures and are performed with a stroke of /egato (for
example, measures 59-61).

As well as when using various articulations, the vibrato is also
extremely important in the successful performance of this concerto. It is
possible that the vibrato affects the timbre and the changes of character on
the oboe more than any other technique, because this expressive means
“works” at the intonational level. Owing to the limited dynamic range of
the instrument, the performer needs to have a large number of different
articulations, as well as to master many types of vibrato, both fast-
frequency and vibrato with a larger oscillation amplitude. In the study,
Grace Woodworth quotes Leon Goossens himself, who believes that the
vibrato on a wind instrument is the most natural quality of sound, and
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the wellknown analogy of performance skill on wind instruments with
singing is the best example to follow. He describes four vibrato speeds:
slow, medium, fast, and a combination of slow and fast, in which the
speed of the vibrato changes during transitions from one sound to another
(Woodworth, 2016: 51). All four of these types of vibrato are necessary
for the successful performance of E. Goossens’ Oboe Concerto. Musical
material from “P” to “V” is written in a lyrical, warm character and with
various nuances. Therefore, the oboist-soloist must change the type of
vibrato during the performance of this fragment so that it is wider, with larger
oscillation amplitude and more flexible than when performing the previous
material. This can be achieved by creating a slower vibrato. The middle
section requires the use of another type of vibrato to increase the intensity
required for the further development of musical material. In this case, on
the contrary, the vibrato should be fast and wide. This gives the timbre
an intensity that is necessary for a successful contrast of the presentation.
To achieve the effect of “soft staccato” in the letter “L”, the vibrato
must be very fast and narrow. This gives the articulation lightness, but
without the extreme intensity that is, for example, the vibrato in section B.
Finally, the conduction of Theme 3 involves a combined type of vibrato:
a combination of slow and fast.

Since in in his Oboe Concerto, the composer creates such artistic
images as, for example, landscape scenes, the performer must also choose
vibrato with different characteristics. In this work, the approach to vibrato
is more dictated by focusing on the direction of movement of the melodic
line and phrasing than on the intensity and timbre.

When analysing the E. Goossens’ Oboe Concerto, it is also necessary
to pay attention to the interpretative aspect. Many soloists make their
changes to the musical text during the performance, often playing the
groups of quadruplets unevenly; triplets can also be performed not evenly,
but more sharply, as if the rhythm of eighth-dotted eighth-sixteenth. Among
the soloists there are supporters of fast and virtuoso passages performance,
especially the cadence ones; others, on the other hand, play the passages
as widely and slowly as possible, allowing each sound to resonate fully.
Approaches to the use of vibrato also differ. Some soloists use all the four
of the above mentioned types of vibrato, while others use vibrato only in
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the lower register at long sounds. Thus, the E. Goossens’ Concerto for
Oboe has significant potential for further interpretations.

Conclusions. Thus, in the process of identifying specific features of
E. Goossens’ Concerto for Oboe, we shall note the following.

1. From the view point of typical genre and style features,
one-movement nature (the tradition of a romantic concerto) seems to be
important, but without the tempo opposition “fast-slow—fast”; the presence
of'asymphonic model of the genre (connection of the sounding of the soloist
and the orchestra, constant development of motives); the use of the initial
motive as the main “sound symbol” of the work; the absence of a single
tonal centre; reflexivity (L. Shapovalova) of the composer’s statement,
which is manifested owing to the gradual slowdown of the tempo during
the work; the presence of established roles of the instrument (pastoral
feature is one of the most important).

2. From the view point of performance poetics it is important to note
the following: the rondeau nature of the form (with the obligatory repetition
of the refrain) is overcome by the continuity of the performer’s form-creation;
playing at regular intervals (whole-tone nature), the presence of high notes
and extreme sounds of registers, skilful use of polyrhythmic structures, the
abundance of virtuoso passages in the composition, the presence of various
articulation techniques, high-frequency vibrato (or vibrato of four types,
according to L. Goossens) — all the listed things are a sign of the mastery of
the performer, which is extremely important in the process of formation of
the concert style of oboe performance in the early 20" century.

The availability of a sufficient number of performance editions creates
the preconditions for the next stage in the study of E. Goossens’s Concerto
for Oboe and Orchestra, which is a further perspective of the chosen
topic.
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BUKOHABCBKA CIIEHU®IKA KOHIEPTY JJIA I'OBOA
3 OPKECTPOM IOJI’KUHA I'YCCEHCA

Ilocmanoska npoonemu. Bueuenns npoyecy cmanosieHHs KOHYEPMHO20
CIMUIO BUKOHABCMBA HA 20001 € AKMYAIbHUM HANPSAMKOM CY4ACHOI MY3UKOLO-
2ii, npo wjo ceiouumy, 30Kpema, akMueHicmy HayKkogoi disnvrocmi MixcHapoonol
acoyiayii euxonaeyie Ha 2000i ma gazomi (IDRS) ma pobomu inuux oocnionu-
Ki8, 3 icmopii po3eumKy iHcmpymenma ma 1o2o penepmyapy, HOYUHarouu 6io opy-
2o0i nonosunu XX cm., (Bate, 1975, Bartalozzi, 1967, Reeves & Hooper, 1985,
Goossens & Roxburgh, 2001). Ilonamms «konyepmHuui 20001 KOHYenmyaizye
B. Mapmunosa (2018, 2019) na mamepiani euxonaecmea XIX—XX cm. Il]ooo
meopie ons 20005 nowamky XX cm., 3okpema FO. I'yccenca, mo 0ocnioocenns,
NPUCEsUeHi YboMy emany po3eUmK) CY4acHO20 KOHYEPMHO20 20001iHO20 CIUTIO,
nooounoxi (Del Mar, 1984, Lopez-Pelaez-Casellas & Garcia-Herrera, 2019), ax
i cmocoeno enacue Konyepmy FO. Iyccenca (Woodworth, 2016). Lle obymoenroe
HAYKO8Y HOBU3HY NPeOCMAasieH020 00CAIONCEHHS, WO NONALAE Y HCAHPOBO-CHIU-
JIbOBOMY MA BUKOHABCLKOMY ananizi obpanozo Konyepmy. Mema pobomu — su-
ABUMU MUNOBI HCAHPOBO-CMUNICMUYHI O3HAKU MA BUKOHABCHKI 0COONUBOCHIE
meopy 0. I'yccenca 6 konmexcmi cmano6ieHHs KOHYEPMHO20 CIUTISL 6UKOHAHHS
Ha 2000i.

Memooonozia 0ocnidxicenna 3acHO8aHa, No-nepuie, HA MPAOUYILIHOMY
011 MY3UKO3HABCMBA  HCAHPOBO-CIMUILOBOMY NIOXOO0L, 30KpeMa OO0CHiONCEeH-
HAX wooo pegrexcusnocmi (JI. I[lanosanosa, 2006) ma nacmoparvHocmi
(Shapovalova, Chernyavska, Govorukhina & Nikolaievska, 2021) ¢ my3zuyi. Inuuu
MemOOON02IYHUL BUMID NO8 A3aHUU 3 NOZUYIAMU AHALIMUYHOL IHMmepnpemonozii
ma npuHYyuUnamu suKoHascvko2o ananizy (Hixonaescoka, 2020), wo 30cepediceni
Ha MAKUX CK1a008UX, AK (pOpMOYMEopenHts, BUKOHABCLKA OPAMAMYP2is, GUKOHAB-
CbKa noemuxa.
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Pesynomamu i eucnosku oocnioxcenua. Tunogi dHcanpogo-cmunicmudmi
pucu meopy FO. Iyccenca siocunaiomo 00 mpaouyiti pOMAHMUYHO20 KOHYEPMY
(0OHOUaCMUKHICMb, HAABHICMb CUMOHI308aHOT MOOENI HCAHPY;, BUKOPUCAH-
HS NOYAmMKOBOi iHMOHAYIT IK OCHOBHO2O 36YKOB020 CUMBOY MEOpPY, Gi0CYMHICMb
€0UH020 MOHANbHO20 Yenmpy; peduexcienicme (3a JI. Lllanosanosoro, 2006); 3a-
JIYYeHHs. NACMOPATbHOCI AK YCMANEH020 AMNIYA IHCMPYMeHma). 3 mouku 30py
BUKOHABCHKOT NOEMUKU GIOMIYEHO OONAHHS POHOANILHOCTE POPpMU KOHMUHYAbHIC-
M0 BUKOHABCHKO2O (POPMOMBOPEHHS, HAABHICMb BUKOHABCHKUX MPYOHOWIB, WO
nompedyioms SUCOKO20 PI6Hs. MalicmepHocmi 20boicma (YiiomoHosi 2ammu, 6u-
COKI HOMU Ma KpauHi 36yKuU pe2icmpis, 3acmocy8anHs NONIPUMMIYHUX CHPYKIMYP,
HacuyeHicms meopy GIPIMYO3HUMU NACANCAMU, DISHOMAHIMHICING apMUKYIAYTUHUX
NpUIiomie, UCOKOUACMOMHO20 6I0pamo ma ix.), Wo € HauBaANCIUGIUUM ) NPOYyect
CMAHOB/IeHHs. KOHYEPMHO20 CMUJISL BUKOHAHHSA HA 20001 na nouamky XX cm.

Knrouosi cnosa: 2060ii; scanp konyepmy; meopuicmo FOoocuna I'yecenca,
BUKOHABCHLKA cneyuhika;, KOHYepMHULL CIMULb, BUKOHABCLKUL AHAI3.
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