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Sonata in B flat major, K 454

1 Largo – Allegro [10:00]

2 Andante [7:12]

3 Allegretto [6:54]

Sonata in E minor, K 304

4 Allegro [9:41]

5 Tempo di Menuetto [6:17]

Sonata in B flat major, K 378

6 Allegro moderato [9:02]

7 Andantino sostenuto e cantabile [5:42]

8 Rondeau: Allegretto [4:43]

Total playing time [59:37]

WOLFGANG AMADEUS MOZART (1756–1791)
SONATAS K 304, K 378 & K 454

Olivier Stankiewicz oboe
Jonathan Ware piano



Towards the end of the eighteenth century and 
at the beginning of the nineteenth, the craft 
of transcription (or ‘arrangement’) reached 
its zenith. Many popular works – for instance, 
favourite arias from operas – were offered to 
the public in domestically playable versions 
for solo keyboard, or else in chamber music 
formats frequently featuring the flute, violin, or 
another treble melody instrument. Title pages 
of published works often specified alternative 
performing forces: one such is Mozart’s 
famous ‘Kegelstatt’ Trio, k 498, originally 
written for the virtuoso clarinettist Anton 
Stadler, yet whose earliest edition presents 
the clarinet merely as an alternative to a violin – 
presumably first and foremost for commercial 
reasons, because the violin (or at least, a 
violinist) was far more likely to be available 
than a clarinet (or clarinettist). Similarly, 
some of Mozart’s works were published 
shortly after his lifetime in alternative formats 
featuring wind instruments in a soloistic role. 
For instance, two of his violin sonatas, k 378 
and k 380, and one of his piano trios, k 496, 
were transcribed and published as clarinet 
quartets (clarinet, violin, viola, cello) in Vienna 
around 1800. 

Mozart himself had sometimes engaged in, or 
else sanctioned, the practice of transcription: 
he reworked his Oboe Concerto in C major, k 
314, as a flute concerto in D; he recommended 
that, should clarinets not be available for 

performances of his Piano Concerto No 23 in A 
major, k 488, they should be replaced by violas; 
and he famously produced two scorings of 
Symphony No 40 in G minor, k 550 – one with 
oboes and another including clarinets. So the 
idea of adapting a work’s original scoring, 
exchanging one melody instrument for another 
(even one from a different instrumental family), 
was by no means unfamiliar to Mozart, and the 
present recording – on which three of his best-
loved violin sonatas are reimagined for oboe 
and piano – thus falls into a tradition that has its 
roots in the composer’s own time.

Mozart completed over two dozen duo 
sonatas for violin and keyboard (a designation 
that included harpsichord as well as the 
then emergent piano), which span virtually 
the whole of his career. Taking an overview 
of his output in the genre, we cannot fail to 
notice a gradual but decisive shift towards 
a fully equal musical partnership between 
the two instruments, departing from the 
so-called ‘accompanied sonata’ that was so 
typical of the mid-eighteenth century. Here 
the keyboard had the leading part, with a 
melody instrument such as a violin providing 
an ‘accompaniment’ of technically rather 
simple and undemanding sustained notes 
and background figuration, inessential in 
nature, whose purpose was one of timbral 
and sometimes textural enhancement rather 
than a contribution to the musical argument 
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Young Classical Artists Trust (YCAT) has 
been at the forefront of international artist 
development since 1984 – nurturing and 
launching some of the most significant careers 
on the world stage, including Ian Bostridge, 
Alison Balsom, the Belcea Quartet, and 
Delphian artists Sean Shibe and Philip Higham.

Released in August 2020 and already the 
subject of great acclaim both in the UK press 
and internationally, recorder player Tabea 
Debus’s recital album Ohrwurm inaugurated 
a partnership between Delphian Records 
and YCAT which the two organisations have 
specially tailored to offer precious recording 
opportunities for the most promising young 
artists. The collaboration unites YCAT’s 
mission of developing careers at a world-class 
level with Delphian’s twenty-year reputation 
for bold, considered programming. From 
initial concept planning, through recording 
and editing to the final packaged and digital 
product, the scheme reflects and enhances 
both Delphian’s and YCAT’s commitments to 
nurturing their musicians’ artistic development 
and long-term careers.

Following on from Tabea Debus, LSO principal 
oboe Olivier Stankiewicz, longstanding 
violin/piano duo Benjamin Baker and Daniel 
Lebhardt, and accordionist Samuele Telari join 
the Delphian family with releases in spring 
and summer 2021, with five more YCAT artist 
releases to be announced across the following 
two years. The complete collection will offer 
audiences around the world an engaging and 
varied series of albums, covering repertoire 
from the fourteenth century to the present day.

Delphian and YCAT are indebted to the 
generosity of Alastair and Liz Storey that 
supports this partnership.

 

www.ycat.co.uk



In spring 1784, the virtuoso violinist Regina 
Strinasacchi arrived in Vienna. Mozart soon 
made her acquaintance, writing the Sonata 
in B flat major, k 454, expressly for her, as he 
confirmed to his father in a letter of 24 April 
concerning the imminent first performance: 

We have here at the moment the famous 
Strinasacchi from Mantua, a very fine violinist. She 
has very good taste and much feeling in her playing. 
Right now, I am composing a sonata for her, which 
we will play together next Thursday at a concert … 

She was evidently either an able sight-reader 
or else a quick learner, as the challenging 
part Mozart wrote for her was apparently 
completed only at the last minute, and 
according to a reminiscence some years later 
by Mozart’s widow Constanze, Mozart had no 
time to write out his own (piano) part properly, 
performing it from an incomplete score, and 
presumably improvising a significant amount 
‘on the spot’. As she recalled:

The Emperor Joseph, looking down from his box [in 
the Court Theatre] through opera glasses, thought 
he saw that Mozart had no notes in front of him, and 
sent for him afterwards, asking to see the score. He 
was astonished to see that there really was nothing 
on the music paper but barlines. 

Constanze was probably exaggerating to 
some extent – to judge from similar surviving 

of Mozart’s most gifted pupils, Josepha 
Auernhammer, whom Mozart described as 
‘hideous-looking, but she plays [the piano] 
delightfully’. Auernhammer subsequently 
enjoyed a successful career as a pianist and 
teacher, and evidently had a keen eye - Mozart 
entrusted her with proof-reading some of his 
published works. Once again, the relationship 
of the two instruments is one of near equals 
(indeed, several of the earliest editions 
describe the melody instrument as ‘obligé’), 
and Mozart arguably explores a more fluid 
intermingling of their roles here than in k 304, 
allowing both instruments to introduce new 
material at times and, especially in the finale, 
adopting a truly gymnastic persona, in which 
the duo partners variously engage in quickfire 
dialogue, mimicking each other’s idiomatic 
patterns, and all the while contributing 
rhythmic energy and textural vitality. A review 
of the set of six sonatas published in 1781 as 
‘Op. 2’, comprising k 376, 296, 377, 378, 379 
and 380, appeared in the Hamburg Magazin der 
Musik in early 1783, and noted that they were 

unique in their kind. Rich in novel ideas, and traces 
of their author’s great musical genius … The 
violin accompaniment [sic – the conception of the 
‘accompanied sonata’ genre retained a hold on 
commentators for many years] is so ingeniously 
combined with the keyboard part that both 
maintain equal prominence … They call for as 
skilled a violinist as a keyboard player.

Notes on the music

as such. In one sense, the capacity of a solo 
string or wind instrument truly to sustain 
notes, and to provide cantabile connections 
between them, satisfyingly complemented 
the naturally rather sharp articulation of the 
harpsichord or fortepiano. In another sense the 
shift parallels a degree of ‘professionalisation’ 
of the genre through the 1780s and 1790s. 
The accompanied sonata would have allowed 
reasonably talented aristocrats an opportunity 
to perform creditably alongside their local 
Kapellmeister, gracing private social gatherings 
in which musical items would have been 
interspersed with poetry readings, political 
discussions and card games. The three sonatas 
heard here, by contrast, were all designed 
both with professional players firmly in mind 
(sometimes being written expressly for known 
virtuosi, partnered on the keyboard by Mozart 
himself) and for rather more formal musical 
occasions resembling the modern conception 
of a concert.

The six sonatas k 301–306 were composed 
during Mozart’s extended tour of Mannheim 
and Paris in spring/summer 1778. Dedicated 
to the Electress Palatine, Maria Elisabeth, 
all except the last of this set depart from the 
usual three-movement structure with just a 
pair of contrasting movements. While these 
works retained the title avec accompagnement 
d’un violon, Mozart clearly assigned the 
melody instrument an independent, soloistic 

voice from the start: it is vital to the musical 
conception, not a mere accessory. At many 
points in the first movement of the Sonata in E 
minor, k 304, for instance, the narrative unfolds 
as a dialogue in which both duo partners supply 
an equal and fundamental contribution, not 
just to melodic content, but to the integrity of 
texture, which would otherwise make little 
sense. While the striking opening theme is 
declaimed in unisons and octaves by both 
instruments, the recapitulation is dramatically 
reimagined, with the solo instrument restating 
it entirely alone, interrupted every other bar by 
urgent chromatic chord repetitions in the piano. 
The finale, a rondo, likewise demonstrates 
– and at the same time depends upon – the 
eloquent coupling of both instruments, and 
contains an exquisite middle section in E major 
(a rare key indeed for Mozart). Interestingly, 
the autograph manuscript of k 304 contains 
engraver’s markings that correspond strictly 
with the page divisions in the first edition. (It 
was obviously used by the publisher, Sieber as 
the copy text for the Paris edition prepared that 
year.) As we know from complaints in Mozart’s 
letters, the Paris text was deficient in some 
details; having returned to Salzburg, leaving his 
autograph manuscript behind with Sieber, he 
was unable to check the proofs himself – and he 
never saw his manuscript again!

The Sonata in B flat major, k 378, was 
dedicated not to an aristocrat but to one 



produce performances equal to the inspiration 
provided by Mozart’s original repertoire for 
oboe, which is demanding, truly virtuosic, 
and comprises pieces of great compositional 
interest. The Oboe Quartet, k 370, for 
example, features a stunning polymetric 
passage in its final movement. The Serenade 
in C minor for wind octet, k 388 – which was 
interestingly transcribed by Mozart himself 
for string quintet – is a work of dark, brooding 
character, exhibiting intricate contrapuntal 
writing far beyond what one might expect  
of a divertimento.

Over and above the sheer joy of having 
more repertoire to delve into, I find the 
act of transcribing very instructive. Any 
instrumentalist can learn hugely from vocal 
repertoire in terms of where to place the 
emphasis in a phrase, and how to vary 
timing and articulation (as if to render various 
consonants). However much string players 
may long not to have to change bows in the 
middle of a phrase, wind players can benefit 
greatly from understanding the crucial role 
of bowings in shaping eighteenth-century 
melodic writing. Here I must warmly thank 
the violinist Mark Steinberg, whose guidance 
on these sonatas has been invaluable. He 
transformed my view of Mozart, and certainly 
went far beyond correcting my bowings!

© 2021 Olivier Stankiewicz

I have often borrowed repertoire from other 
instruments, as well as Lieder, since first 
being encouraged to do so by my professors 
David Walter and Jacques Tys during my 
studies. David has tirelessly transcribed 
more than 1000 works to date for various 
instrumental forces, and it was Jacques who 
first suggested to me that Mozart’s two B flat 
major violin sonatas would make excellent 
repertoire for the oboe – a recommendation 
that seemed to be confirmed when the 
legendary oboist Maurice Bourgue, having 
himself just finished recording some string 
trio transcriptions, commented to me in 2018 
that ‘the oboe in its upper register sounds just 
like a violin’.

The three sonatas on which I settled for this 
recording lend themselves particularly well to 
my instrument. They contain relatively little 
heavily idiomatic violin writing such as double 
stops and tremolos, and their range rarely 
extends below the modern oboe’s common 
limit of a low B flat. (Indeed, the key of B flat 
major, which two of them share, is particularly 
well suited to the oboe; it is also the key 
of the wind serenade, k 361 – the so-called 
Gran Partita.)

This recording is by no means the first to 
present these works on the oboe. However, 
I have made personal choices in both 
adaptation and interpretation. I wanted to 

two contrasting favourite eighteenth-
century dance types, the gavotte and the 
bourrée. Beginning with the gavotte (a dance 
leading from the half-bar), he rudely interrupts 
the flow with a descending broken-chord 
pattern, before continuing with a secondary 
theme that moves ever closer to the bourrée’s 
distinctive scansion (beginning with an upbeat 
crotchet). From this point on, the two types 
intermingle with ever greater subtlety, before 
the movement reaches an effusive climax 
with remarkably virtuoso flourishes from 
both players.

© 2021 John Irving

John Irving is an internationally recognised 
Mozart scholar, having published six books 
on the composer. He is Professor at the 
Guildhall School of Music & Drama, where 
he works across the Research and Historical 
Performance departments, and has been 
Director of the Institute of Musical Research 
(University of London) and a Vice President 
of the Royal Musical Association. He is active 
as a performer in the UK and Europe, and has 
recorded several CDs of Mozart's music on 
historical keyboard instruments.

manuscripts, it is likely that Mozart had some 
basic sketch outline drafted beneath the violin 
stave – but the gist of this legend is confirmed 
by the state of the surviving autograph 
manuscript score (now in a private collection 
in Stockholm), which is in two different 
colours of ink, with quite a lot of the piano 
part crammed in between the barlines in an 
obvious retrospective attempt to align as much 
as possible of the fully worked-out piano part 
with the previously completed and written-out 
solo part. It is tantalising to imagine which cues 
Mozart had already sketched into the copy 
from which he performed in April 1784!

This is one of his most expansive duo sonatas, 
beginning with a slow introduction reminiscent 
of later eighteenth-century symphonies or 
string quartets (indeed, in some of its thematic 
outlines, as well as its key, it resembles the 
slow introduction to the famous Serenade in B 
flat, k 361), which leads into a first-movement 
Allegro that balances melodic flair with 
closely argued developmental writing looking 
forward to the style of Beethoven. Following 
a magisterial slow movement in which Mozart 
explores a chromatically rich and sometimes 
ethereal harmonic palette, k 454 ends with 
a sonata-rondo that cleverly counterposes 

Notes on the music A note from Olivier Stankiewicz



Biographies

Principal oboe of the London Symphony 
Orchestra since 2015 as well as a distinguished 
soloist, chamber musician and teacher, Olivier 
Stankiewicz has performed widely in Europe, 
Japan and the USA. Highlights include recitals 
at Wigmore Hall, Snape Maltings, the Louvre in 
Paris, Festspiele Mecklenburg-Vorpommern, 
the Isabella Stewart Gardner Museum in 
Boston, and Merkin Concert Hall and The 
Morgan Library & Museum in New York. 

As soloist he has appeared with the Tokyo 
Sinfonietta at Suntory Hall, the Orchestre 
National de France (broadcast on France 
Musique), the Orchestre de Lille, Orchestre 
National du Capitole de Toulouse and the 
Pro Arte Orchestra of Hong Kong, among 
many others. In 2019 he recorded the Mozart 
concerto with the LSO, and premiered a new 
concerto commission by Laurent Durupt 
in Paris and London. Future engagements 
include his debut at The Phillips Collection in 
Washington DC, featuring a new commission 
by Benjamin Attahir, and a tour of New Zealand 
with Berlin Counterpoint. He returns to Japan 
as soloist in 2022.

As guest principal, Olivier has appeared with 
the Chamber Orchestra of Europe, Mahler 
Chamber Orchestra, London Sinfonietta, 
Philadelphia Orchestra, Symphonieorchester 
des Bayerischen Rundfunks and the Royal 
Concertgebouw Orchestra. 

Olivier won First Prize at the 10th International 
Oboe Competition of Japan in 2012, held by 
Sony Music Foundation; First Prize in 2015 
at the Young Concert Artists International 
Auditions in Leipzig and New York; and in 2016 
was a prizewinner at the YCAT International 
Auditions in London. 

Born in Nice, Olivier studied oboe and music 
theory at the Conservatoire National Supérieur 
de Musique, Paris. He is currently Professor of 
Oboe at the Royal College of Music.
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Ohrwurm (YCAT Vol 1) 
Tabea Debus, Jonathan Rees, Alex McCartney 
DCD34243

Rising talent Tabea Debus makes an immediate impression as she joins 
the roster of Delphian house artists, coaxing an astonishing spectrum of 
moods and timbres from an array of Renaissance and Baroque recorders. 
Equally astounding is the tightness and responsiveness of her interaction 
with gamba player Jonathan Rees and lutenist Alex McCartney, while 
solos for recorder alone bookend the programme chronologically with 
music from the fourteenth century and the twenty-first.

 ‘There’s a lovely sense of affectionate irreverence … Renaissance and 
Baroque works are despatched with an almost folky exuberance,  
and it’s a toe-tapping joy’ 
— Presto Classical, August 2020, EDITOR’S CHOICE 

 ‘1942’: Prokofiev – Copland – Poulenc (YCAT Vol 3) 
Benjamin Baker, Daniel Lebhardt 
DCD34247

Since winning First Prize at the 2016 Young Concert Artists International 
Auditions in New York, New Zealand-born violinist Benjamin Baker has 
established a presence across the globe, with acclaimed solo, chamber 
and concerto appearances on five continents. His Delphian recording 
debut sees him joined by regular duo partner Daniel Lebhardt in a 
programme of three powerful works which were all begun in 1942.

Each marked in its own way by a world at war, these sonatas show three 
of the twentieth century’s most individual composers engaging themes 
of private loss, political uncertainty and music’s enduring ability both to 
reflect and to transcend circumstance.

New in April 2021

Also available on DelphianBiographies

Born in Texas, Jonathan studied at The Juilliard 
School in New York and the Hochschule für 
Musik Hanns Eisler in Berlin; he now resides 
in Berlin and teaches at the Hochschule für 
Musik Hanns Eisler and at the Barenboim–Said 
Akademie. He regularly returns to the Verbier 
Festival Academy as staff and to the Samling 
Institute to give masterclasses. A prizewinner 
at the YCAT International Auditions in 2014, 
Jonathan has since collaborated with Benjamin 
Appl, Michael Collins, Mojca Erdmann, 
Dame Felicity Lott, Dame Ann Murray, Fatma 
Said, Ailish Tynan and many others, and 
has performed widely throughout Europe, 
including appearances at the Philharmonie 
am Gasteig, Munich, the Kölner Philharmonie, 
Konzerthaus Berlin, the Rheingau Musik 
Festival and the ‘Dialoge’ Festival of the 
Mozarteum Foundation Salzburg.

Jonathan Ware is sought after as a song 
accompanist and chamber musician. During 
2019/20 he gives concerts across Europe at 
venues including the Théâtre des Champs-
Elysées, Staatsoper Berlin, Opéra National 
de Bordeaux, the Royal Concertgebouw and 
Wigmore Hall, collaborating with Elsa Dreisig 
and Robin Tritschler. In 2020 he makes his 
debut at La Scala, Milan with Bejun Mehta 
and returns to the Heidelberger Frühling 
festival with Bejun Mehta and Ludwig 
Mittelhammer. In the USA, he appears in 
recital at Carnegie Hall with Golda Schultz, at 
the John F. Kennedy Center in Washington DC 
with Brenda Rae, and at the Mondavi Center, 
University of California at Davis with Luca 
Pisaroni.  

Over the last two years Jonathan has given 
recitals at the Pierre Boulez Saal (Berlin), 
Snape Maltings, the Elbphilharmonie Hamburg 
and L’Auditori de Barcelona, as well as at 
the Richard Strauss Festival in Garmisch-
Partenkirchen. He has collaborated with the 
Vogler Quartet, with the trombonist Peter 
Moore (in a tour sponsored by the European 
Concert Hall Organisation), and received 
critical acclaim for his appearance with Olivier 
Stankiewicz at The Morgan Library & Museum, 
New York.

PRESTO
Editor’s Choice  
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Mozart: ‘Coronation’ Mass, Vespers, Ave verum corpus 
Tewkesbury Abbey Schola Cantorum, Charivari Agréable 
DCD34102

Delphian regulars Tewkesbury Abbey Schola Cantorum of Dean 
Close Preparatory School are joined by Charivari Agréable in vividly 
communicative interpretations of three of Mozart’s sacred masterpieces. 
The forces are very much as Mozart intended – a period orchestra, an 
all-male chorus and soloists (including 2009 BBC Chorister of the Year 
Laurence Kilsby) drawn from the choir. Under Benjamin Nicholas’s 
spirited direction, these performances bristle with energy and the 
invigorating freshness of youth.

 ‘The choir are full of the abandon of this delicious music, and the small-
scale period instrument band Charivari Agréable accompany most 
agreeably (fantastic gunshot timps!)’ — Gramophone, January 2012

Giovanni Giornovich (1747–1804): ‘London’ Concertos 
Bojan Čičić violin, The Illyria Consort 
DCD34219

One of the most popular violin virtuosos of his day, Giovanni Giornovich 
was seemingly known by a different name in every country he toured 
(Ivan Jarnović and Giovanni Giornovichi, among some thirty variants), 
deliberately making the most of his mysterious origins. More mysterious 
still is why these concertos – witty, charming, characterful, and redolent 
of the international musical life of Haydn’s London in the 1790s – should 
have waited so long to be recorded. Modern-day virtuoso Bojan Čičić and 
his Illyria Consort, fresh from their triumphant revival of the sonatas of 
Giovanni Stefano Carbonelli (also on Delphian), are ideal champions.

 ‘The performances are world-class … captured by the Delphian engineers 
with remarkable clarity and precision’  
— Early Music Review, December 2018

Also available on Delphian

17th-Century Playlist 
Ed Lyon, Theatre of the Ayre 
DCD34220

Tenor Ed Lyon has been one of the UK’s most versatile and sought-
after soloists for over a decade. Now, for Delphian, comes his first 
solo recording project, inspired by the immediacy, joy and freedom 
found in seventeenth-century music. Joined by Theatre of the Ayre – 
a flexible and innovative ensemble led by the lutenist Elizabeth Kenny 
– he has conceived his very own ‘playlist’: a live mixtape of the songs, 
simultaneously catchy and sophisticated, which became the earworms 
of their day.

 ‘There’s a real sense of musical camaraderie here – of spontaneous 
conversations and mutual enjoyment of skill’ 
— Gramophone, November 2019

J.S. Bach: Suites for Solo Cello 
Philip Higham 
DCD34150 (2 discs)

Philip Higham’s debut recording, of Britten’s three solo cello suites, 
won Editor’s Choice accolades from both Gramophone and BBC Music 
Magazine. Now he takes on the Bach suites which were Britten’s 
inspiration, and which remain pinnacles of the repertoire for any cellist. 
Not afraid to question received wisdom, Higham’s thoughtful yet daring 
approach leads him to combine elements of period and modern style both 
in his playing and in his choice of instruments – a 1697 cello for the first 
five suites and a 2013 five-string instrument to bring out the extraordinary 
range of colours with which Bach invested the crowning Sixth.

 ‘The character he finds throughout this music is consistently revealing … 
unpretentious depths and organic, naturalistic flow: the highest possible 
recommendation’ — The Herald, August 2015

PRESTO
Recordings of the Year
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