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Sonatina in B minor, Op. 52, for violin and piano (1944) 11:38 
 I.  Mässig 5:06 
 II.  Breit und gesangvoll 3:18 
 III.  Tänzerisch belebt, dabei etwas schwerfällig und derb 3:14 
 
Sonata in E major, Op. 46, No. 2, for solo violin (1940) 11:50 
 I.  Sehr langsam 3:40 
 II.  Scherzo: Ganze Takte 2:14 
 III. Gemessen 5:56 
 
Duo in G minor, Op. 47, No. 1, for two violins (1940) 10:42 
 I. Mit lebhafter Energie 3:42 
 II. Langsam gehend (in fliessender Bewegung) 2:37 
 III.  Nicht zu lebhaft, ein wenig gemächlich 4:23 
 
Sonata in A minor, Op. 46, No. 1, for solo violin (1940)* 8:48 
 I. In Form einer freien Fantasie 3:23 
 II. Ruhig und gesangvoll 3:56 
 III.  Äusserst schnell 1:29 
 
Sonata No. 3 in C major, Op. 43, for violin and piano (1936) 17:01 
 I.  Vivace 6:51 
 II.  Allegretto grazioso 4:47 
 III. Con fuoco  5:23

Pauline Reguig, violin
Darius Kaunas, violin [7]–[9]
Emilio Peroni,  piano [1]–[3], [3]–[5]
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Günter Raphael was born on 30 April 1903 in Berlin, to a family that was Jewish on his father’s 
side: he was the son of the composer and church musician Georg Raphael (1865–1904), who 
had converted to Protestantism and was director of music at the Matthai Kirche in Berlin.  
His maternal grandfather Albert Becker (1834–99) was also a notable composer whose students 
had included Sibelius. Surrounded by music virtually from the cradle, and performing from 
an early age with his mother, a �ne violinist, Raphael began composing at the age of ten.  
He studied privately with Arnold Ebel and in 1923 won the Robert Schumann Leipzig Foundation 
scholarship to study at the Berlin Hochschule für Musik, where his teachers were Max Trapp, 
Robert Kahn and others. Karl Straube, the homaskantor in Leipzig, who had been a friend of 
Raphael’s father, became his mentor and arranged for Raphael to have further instruction from 
Arnold Mendelssohn in Darmstadt. He began to attract attention from this period, with works 
performed by the Busch Quartet and other leading musicians; Wilhelm Furtwängler premiered 
his First Symphony in Leipzig in 1926. From that year until 1934 he was a professor at the 
Leipzig Conservatoire, teaching theory and composition, and also taught at the church music 
institute in that city. 
 But this highly promising early career of a remarkably knowledgeable and gited musician 
was the prelude to years of struggle. Owing to the rise to power of the Nazi Party – under Hitler 
he was categorised as a ‘half-Jew’ – in 1934 Raphael was dismissed from his post in Leipzig 
and was unable to �nd employment during the period of the hird Reich. In Copenhagen, he 
married his former pupil, the pianist Pauline Jessen, and they moved to Meiningen in huringia, 
where Jessen already held a teaching position: a town with a highly distinguished musical 
tradition, associated with Brahms, Hans von Bülow, Richard Strauss and others. But in 1937 
Raphael contracted tuberculosis, a disease he had to battle for the remainder of his life, which 
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was punctuated by several operations and long periods in sanatoria. (His doctors oten protected 
him from the SS.) Nevertheless during this entire miserable period, oten in mortal danger, he 
continued to compose proli�cally. 
 With the end of the War Raphael moved to Laubach in order to be near his friend and surgeon 
Franz Volhard. His music had been banned from performance for so long that he found it very 
difficult to re-establish himself professionally, and though he assisted many friends to go through 
the de-Nazi�cation process there was little or no support for him. He did manage to �nd publishers 
for the works he had written under the hird Reich, and he formed a piano duo with his wife 
Pauline, giving numerous concerts and broadcasts. For his fortitude and musical achievement he 
was awarded the Franz Liszt Award in 1948. From 1949 to 1953 he taught at Duisburg Conservatory 
(with a ten-month break at a sanatorium in Uppsala, �nanced by the Swedish government). In 
1956 he was offered the post of homaskantor in Leipzig (formerly held by Karl Straube, and 
long before, by J. S. Bach) but he declined it, fearing he would forfeit his artistic freedom in East 
Germany. He lectured instead in Mainz and Cologne, and from 1957 was a professor at the Cologne 
Musikhochschule. He died on 19 October 1960, aged 57, in an ambulance en route to Herford in 
Westphalia, as a result of his long illness.
 Raphael composed a substantial body of works, including six symphonies and other orchestral 
pieces, concertante works for organ, violin, viola, cello, saxophone and �ute, six string quartets, and 
a large amount of other chamber, organ, piano and choral works. He made numerous orchestrations 
(including one of Brahms’ Vier ernste Gesänge), and a host of of editions of Classical and Baroque 
works – for example, by Frederick the Great, J. S. Bach, Handel and Vivaldi – and was also responsible 
for securing the �rst performance in 1929 of Dvořák’s early Cello Concerto in A major when it was 
discovered.
 In his own music, Raphael can be heard carrying on a continuous dialogue with tradition, 
developing from the general ambience of Germanic late Romanticism into a much more personal 
mode of utterance during his difficult years under the Nazis, harmonically rich and yet contrapuntally 
highly developed, especially in the works of the early 1940s. After World War II he developed an 
interest in the twelve-note method of composition, though generally in a way that clearly relates 

und Theater, Rostock, Germany, under the tutelage of Petru Munteanu. He has been a member of the 
Concertino Ensemble since his arrival in Rostock. 
 Darius performed as soloist with a number of orchestras, including the Kaunas Symphony Orchestra, 
the Klaipeda Symphony Orchestra, the Camerata Klaipeda, the Norddeutsche Philharmonie and the 
Concertino Ensemble. An experienced chamber musician, he has appeared at internationally renowned 
festivals, among them the Festspiele Mecklenburg-Vorpommern, and made a several CD recordings as a 
member of different groups. He is currently a laureate of the ‘Live Music Now’ programme of the Yehudi 
Menuhin Foundation (2009).

The pianist Emilio Peroni was born in 1977 in Argentina and studied with Miguel Martín Morales and Aldo 
Antognazzi (Argentina), Carlo Bruno (Italy), Angel Soler (Barcelona), Bernd Zack (post-graduate studies in 
Piano Performance and Chamber Music at the Hochschule für Musik und Theater in Rostock) and Bruno 
Leonardo Gelber.
 He is a prize-winner of several competitions: first prizes in the Oscar Lorenzo Fernández and First 
Prize in the Bienal Juvenil 2001–2 (for his performance of the Three Studies in Sonatina Form by Pau 
Casals) and the Patagónico de Neuquén, as well as third prize for the interpretation of an Argentinean piece. 
Other prizewinning competition performances include the VII Homenaje a Alberto Williams, XVII Premi 
Zanuy (Berga, Spain) and Drago Mitre in Argentina in 1998. His violin and piano duo with Pauline Reguig, 
founded in 2004, won the Felix Mendelssohn Bartholdy and Freunde Junger Musiker prizes in 2007 and 
the second prize at the Musikpreis 2008 in Rostock. He has also received scholarships from the Mozarteum 
Argentino, the Deutscher Akademiker Austausch Dienst and Katholischer Akademiker Ausländer-Dienst. 
 Emilio Peroni has performed as a soloist and chamber musician throughout Argentina, Italy, Holland, 
France, Latvia, England and Germany. He also made several radio and TV broadcasts, for NDR and 
Bayrischer Rundfunk, among others) and has a number of concerto appearances to his name.
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to traditional tonality. The works on this disc all date from his second period, in which Raphael’s 
copious melodic gift is strengthened and disciplined by an equally assured contrapuntal discipline.
 The earliest and most imposing work on the present CD, Raphael’s Violin Sonata No. 3 in  
C major, Op. 43, is dedicated to ‘Anton Reichel’, possibly the noted graphic artist Carl Anton Reichel 
(1874–1944). From the opening phrases it is clear that this is a composer who is very sure of himself, 
unafraid to inhabit an expanded tonal idiom that is clearly contemporary with such figures as 
Hindemith, Goldschmidt or Schulhoff yet does not sound like any of them. (If there is any parallel 
in sound it is probably mostly with Hindemith, but this is likely due to Raphael’s partiality for the 
interval of the fourth as one of the generating forces of both melody and harmony.) A remarkable 
feature of the first movement is how totally the melodic line is given to the violin alone. The pianist, 
though continually active, is almost entirely required to provide ostinato figures (like the low 
thrumming around C that covers the opening page), chordal progressions and accompanimental 
shapes, while the violin raises its voice in continuous song. 
 The first theme, climbing confidently an octave and a fifth in its first five tones, is an impassioned 
cantilena that begins developing from its second statement before arriving at an equally ardent 
second subject marked to be played mit grossen Ton. Several smaller motifs split off from the main 
themes and are treated in sequence as the movement proceeds. The mood is both energetic and 
lyrical, but with a sense of strain and anxiety in the persistent chromatic inflections of the melodic 
line and harmony. This sense intensifies in the development, which involves both main themes. 
The only time the pianist has a significant melodic statement is at the opening of the recapitulation, 
when the very opening measures of the first theme reappear (with the implication of A minor, not 
C major) in the right hand, still against left-hand ostinati which become ever more active, in smaller 
note-values, as the recapitulation proceeds. The last triumphant statement by the violin of the same 
climbing line as opened the movement precipitates a Molto vivace coda returning the music to C.
 The sonata has no slow movement. Its central movement is an Allegretto grazioso reminiscent 
in its way of the intermezzo-like movements in the Brahms violin sonatas; the two-against-three 
rhythmic ambiguities of the violin as against the piano might also be described as Brahmsian. But 
the atmosphere is very different: the tapping quavers in the piano and the nervously pirouetting 
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and elsewhere. She is concertmaster of the Ensemble Concertino and in 2009 founded the Bartholdy 
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Christian Hammer (with the Norddeutsche Philharmonie, Rostock), Christfried Göckeritz and Robert 
Stehli (KlassikPhilharmonie, Hamburg), Amaury du Closel and Alexandre Myrat (Chamber Orchestra 
of Romanian Radio). In 2006 she was a guest of the NDR radio show Stars of Tomorrow, and in 2008 she 
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Career. Pauline Reguig’s festival appearances include the Festival de Radio France Montpellier Languedoc-
Roussillon (broadcast live on Radio France Musique), and the Festival Mecklenburg-Vorpommern, with 
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triplets of the violin are more like the bleak uncertainties of Debussy’s late music, such as the 
central movement of his Cello Sonata. Grace-notes croak like frogs in the piano part. Though not 
so marked, the ensuing Più animato section, starting with a calmer, coiling melody in bare octaves 
on the piano, constitutes a trio section. The violin takes up the theme and develops it in a lyrical 
manner that to British ears almost suggests the music of Vaughan Williams (there are ‘English’ 
parallels in some of Raphael’s music, just as there are ‘Russian’ ones in Berthold Goldschmidt’s). 
When the Allegretto music returns, the violin triplets have become semiquavers in an elaborated 
reprise of its original line. In a short coda, the theme of the contrasting second section is heard in an 
icy little canon between piano and violin, marked senza espress., with a final mocking flourish. 
 The Con fuoco finale is a remarkable invention, often highly contrapuntal and sometimes 
canonic, as foreshadowed by the end of the second movement. But it begins with violin 
unaccompanied giving out the pugnacious main theme, which starts out by seeming plain C major 
but tends to stray off into chromatic shadows. This striking initial gesture then turns into a surging 
passage of melody with piano accompaniment, changing into a dissonant triplet episode before the 
main theme is restated. The piano next provides a machine-like ostinato background for a faster 
contrasting subject, Vivace, with an almost Bartókian air. This figure takes over most of the rest of 
the movement: it goes into canon between violin and piano, then flowers into a much more lyrical, 
dolce statement against rippling arpeggios before further extensive development. Only in the coda, 
Un poco più tranquillo, does the opening theme of the movement return, with evanescent echoes of 
the first movement too. The final fff statement – two falling fourths in unison octaves and a gaunt 
tour of the chromatic spectrum in triplets – prepares the final resolution on octave C’s.
 The year 1940 seems to have been an especially productive one for Raphael, when he wrote 
multiple works that he collected under single opus numbers. His Op. 46 is a collection of nine 
solo sonatas – two each for unaccompanied violin, viola, cello and flute and one for bassoon. The 
viability of such extended solo-instrument works had of course been powerfully demonstrated by 
the contemporary solo sonatas of Paul Hindemith, which Raphael must have known. (They were 
clearly known to his almost exact contemporary Karl Amadeus Hartmann, as attested by Hartmann’s 
two sonatas and two suites for unaccompanied violin from the end of the 1920s.) Their ultimate 

staccato ostinato of even quavers, while the first violin has more capricious and lyrical material 
above it. In the second half the melodic material is shared more equally between the players as they 
drive first to a central climax and then, via a reprise of the opening material, to a fiercely emphatic 
ending. For all its exuberance there is something obsessive about this movement – the melodic 
material tries to break free of the treadmill of the even quavers, but in the end can only vent a sense 
of frustration. 
 Raphael’s Sonatine in B minor for violin and piano, Op. 52 was composed in 1944 and bears 
a dedication to Peter Pfuhl. Like all the works on this disc it is in three movements. The clarity and 
comparative plainness of its textures and the unaffected directness of its melodic writing suggest, if 
not a miniature sonata, a simple one. The lyric grace of the first subject, with the Baroque feeling of 
inevitability in the continuous even quavers in the piano part, gives way to a livelier second subject 
in anapestic rhythm. The development begins quietly but works up to a climactic stretto between 
piano and violin. The recapitulation leads into a coda that dissolves the main ideas into serene 
silence.
 The central slow movement, in F major / D minor, is marked Breit und gesangvoll: the ‘song’ in 
question is carried by the violin, against the even tread of the crotchets in the piano. Here again is 
a movement that has something of the spirit of Baroque aria. The tempo-marking for the finale is a 
paradoxical Tänzerische belebt, dabei etwas schwerfällig und derb (‘enlivened in a dance-like manner, 
at the same time perhaps rather clumsy and and rough’). It starts out as a kind of tipsy waltz, but 
the central episode is an elegant, bittersweet melody, lapped around by impressionistic arpeggios.  
The ponderous but genial waltz returns and capers to a good-humoured conclusion. 

 © Malcolm MacDonald, 2010

Malcolm MacDonald is the author of he Symphonies of Havergal Brian (three vols., Kahn & Averill, London, 1974, 
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2009); three further volumes are in preparation. His other writings include books on Brahms, Foulds, Schoenberg, 
Ronald Stevenson and Edgard Varèse.
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model, whether in Hindemith or Raphael, is of course the solo sonatas and partitas of J. S. Bach, 
but that model had been handed on to Hindemith, as it were, by Max Reger, whose late works for 
unaccompanied string instruments had revived the Baroque genre in the most fruitful way. 
 Raphael’s Solo Violin Sonata in A minor, Op. 46, No. 1, has three movements. It begins with 
one marked In Form einer freien Fantasie, based on the six-note chromatic figure announced by the 
violin in the first two bars, which is heard in progressive diminution and inversion as part of an 
eloquently ‘speaking’ melodic line. Towards the end of the movement the line rises, trilling, from 
the lowest to highest register of the violin for a final agonised statement of the six-note figure before 
a slashing downward descent.
 The slow central movement, marked Ruhig und gesangvoll, is a tender, deeply felt monologue 
demonstrating Raphael’s sheer mastery of line. Here the Bachian archetype is very close; the 
movement is like an aria sung against the surrounding darkness, and attains remarkable intensity.  
 The helter-skelter finale is a sort of bravura perpetuum mobile on a subject in rapid semiquavers.  
It spans the full range of the instrument, reaches a peak of intensity in its highest register, and signs 
off curtly with a five-note figure which allows the realisation, in retrospect, that the subject of the 
finale has been an inversion of the six-note motif of the first movement.
 The Solo Violin Sonata in E major, Op. 46, No. 2, again, has three movements. It begins with 
a slow, intensely expressive Sehr Langsam, at first almost like a transcribed vocal solo but becoming 
more obviously instrumental as it becomes more chromatic. The floridly decorated melodic line 
becomes most rapid and agitated in the centre of the movement, then restates the opening melody 
in a broader tempo, subsides into the lowest register of the instrument and then rises, ganz ruhig, to 
a high-register ending of remote, philosophical serenity. Such a movement obviously recalls Bach 
and, just as obviously, could only have been written in the mid-twentieth century. The ensuing 
Scherzo in  time, marked Ganz Takte (i.e., one in a bar), contrasts rough open fifths with a 
sardonically dancing motif. Then the fifths go quiet and the roiling, coiling figuration gets rougher. 
This scherzo has no trio, but it has a development, taking it into far-flung tonal areas. The movement 
as a whole has something of the wild, rhythmically hard-driving quality of some of Hindemith’s 
unaccompanied string scherzos.

 The last movement, marked Gemessen (measured, as in ‘with measured tread’) is the most fully 
worked-through. It presents a long theme so chromatically inflected that seems near to a state of 
total chromaticism. In fact, some pitches are repeated fairly often, and phrases tend to encompass 
eleven tones rather than the full twelve of the total chromatic. The mood is pensive, interrogatory, 
the melody twisting this way and that as if in search of certainty. Essentially it passes through a 
series of variations – indeed implicitly a chaconne. Octave interjections do not provide its answer; 
neither does slippery chromatic descents, nor would-be jaunty dotted rhythms, nor staccato double-
stopping, nor plangent counterpoint. A faster, wiry section arrives at a floridly decorated variation 
reminiscent of the first movement, and then a quasi-restatement of the theme leading to a broad 
concluding statement, fff, in dourly majestic octaves and triple-stopping. 
 Just as Op. 46 is a series of solo sonatas, so Raphael’s Op. 47, also dating from 1940, is an 
extensive collection of six duos: for two violins, for violin and viola, for violin and cello, for viola and 
cello, for two flutes (this one is also titled Kanonische Suite), and for clarinet and violin. The Duo 
in G minor for Two Violins, Op. 47, No. 1, is similar in layout to the solo violin sonatas but on the 
whole larger in its dimensions: Raphael exploits to the full the possibilities for canonic imitation, 
contrary motion, and solo-accompaniment writing; one thinks of the canons in Bach’s Musical 
Offering. Thus the first movement (Mit lebhafter Energie) begins with a stately phrase in octave 
unison, and proceeds immediately to a livelier, dancing one presented canonically by the two violins 
in stretto, the second player one crotchet’s distance behind the first. The previous unison phrase 
gets the same treatment, and then the dancing tune is expounded in full by the second violin as the 
subject of a two-voice fugue, worked out with immense skill until the music arrives at a fortissimo 
restatement of the opening octave theme, followed by the dance tune/fugue theme in stretto.
 In the second movement, Langsam gehend, the opening phrase of the second theme from the 
first movement is extended into an accompaniment in even crotchets in the second violin, while 
the first violin plays an expressive theme based on the same phrase, but in rhythmic augmentation. 
The effect is desolate and nostalgic, as if anticipating the late chamber music of Shostakovich. The 
finale is a brilliant two-part invention based, essentially, on the interval of a falling major seventh. 
In the first half of the movement, which is repeated verbatim, generally violin 2 keeps up a chugging 
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unison, and proceeds immediately to a livelier, dancing one presented canonically by the two violins 
in stretto, the second player one crotchet’s distance behind the first. The previous unison phrase 
gets the same treatment, and then the dancing tune is expounded in full by the second violin as the 
subject of a two-voice fugue, worked out with immense skill until the music arrives at a fortissimo 
restatement of the opening octave theme, followed by the dance tune/fugue theme in stretto.
 In the second movement, Langsam gehend, the opening phrase of the second theme from the 
first movement is extended into an accompaniment in even crotchets in the second violin, while 
the first violin plays an expressive theme based on the same phrase, but in rhythmic augmentation. 
The effect is desolate and nostalgic, as if anticipating the late chamber music of Shostakovich. The 
finale is a brilliant two-part invention based, essentially, on the interval of a falling major seventh. 
In the first half of the movement, which is repeated verbatim, generally violin 2 keeps up a chugging 
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triplets of the violin are more like the bleak uncertainties of Debussy’s late music, such as the 
central movement of his Cello Sonata. Grace-notes croak like frogs in the piano part. Though not 
so marked, the ensuing Più animato section, starting with a calmer, coiling melody in bare octaves 
on the piano, constitutes a trio section. The violin takes up the theme and develops it in a lyrical 
manner that to British ears almost suggests the music of Vaughan Williams (there are ‘English’ 
parallels in some of Raphael’s music, just as there are ‘Russian’ ones in Berthold Goldschmidt’s). 
When the Allegretto music returns, the violin triplets have become semiquavers in an elaborated 
reprise of its original line. In a short coda, the theme of the contrasting second section is heard in an 
icy little canon between piano and violin, marked senza espress., with a final mocking flourish. 
 The Con fuoco finale is a remarkable invention, often highly contrapuntal and sometimes 
canonic, as foreshadowed by the end of the second movement. But it begins with violin 
unaccompanied giving out the pugnacious main theme, which starts out by seeming plain C major 
but tends to stray off into chromatic shadows. This striking initial gesture then turns into a surging 
passage of melody with piano accompaniment, changing into a dissonant triplet episode before the 
main theme is restated. The piano next provides a machine-like ostinato background for a faster 
contrasting subject, Vivace, with an almost Bartókian air. This figure takes over most of the rest of 
the movement: it goes into canon between violin and piano, then flowers into a much more lyrical, 
dolce statement against rippling arpeggios before further extensive development. Only in the coda, 
Un poco più tranquillo, does the opening theme of the movement return, with evanescent echoes of 
the first movement too. The final fff statement – two falling fourths in unison octaves and a gaunt 
tour of the chromatic spectrum in triplets – prepares the final resolution on octave C’s.
 The year 1940 seems to have been an especially productive one for Raphael, when he wrote 
multiple works that he collected under single opus numbers. His Op. 46 is a collection of nine 
solo sonatas – two each for unaccompanied violin, viola, cello and flute and one for bassoon. The 
viability of such extended solo-instrument works had of course been powerfully demonstrated by 
the contemporary solo sonatas of Paul Hindemith, which Raphael must have known. (They were 
clearly known to his almost exact contemporary Karl Amadeus Hartmann, as attested by Hartmann’s 
two sonatas and two suites for unaccompanied violin from the end of the 1920s.) Their ultimate 

staccato ostinato of even quavers, while the first violin has more capricious and lyrical material 
above it. In the second half the melodic material is shared more equally between the players as they 
drive first to a central climax and then, via a reprise of the opening material, to a fiercely emphatic 
ending. For all its exuberance there is something obsessive about this movement – the melodic 
material tries to break free of the treadmill of the even quavers, but in the end can only vent a sense 
of frustration. 
 Raphael’s Sonatine in B minor for violin and piano, Op. 52 was composed in 1944 and bears 
a dedication to Peter Pfuhl. Like all the works on this disc it is in three movements. The clarity and 
comparative plainness of its textures and the unaffected directness of its melodic writing suggest, if 
not a miniature sonata, a simple one. The lyric grace of the first subject, with the Baroque feeling of 
inevitability in the continuous even quavers in the piano part, gives way to a livelier second subject 
in anapestic rhythm. The development begins quietly but works up to a climactic stretto between 
piano and violin. The recapitulation leads into a coda that dissolves the main ideas into serene 
silence.
 The central slow movement, in F major / D minor, is marked Breit und gesangvoll: the ‘song’ in 
question is carried by the violin, against the even tread of the crotchets in the piano. Here again is 
a movement that has something of the spirit of Baroque aria. The tempo-marking for the finale is a 
paradoxical Tänzerische belebt, dabei etwas schwerfällig und derb (‘enlivened in a dance-like manner, 
at the same time perhaps rather clumsy and and rough’). It starts out as a kind of tipsy waltz, but 
the central episode is an elegant, bittersweet melody, lapped around by impressionistic arpeggios.  
The ponderous but genial waltz returns and capers to a good-humoured conclusion. 

 © Malcolm MacDonald, 2010

Malcolm MacDonald is the author of he Symphonies of Havergal Brian (three vols., Kahn & Averill, London, 1974, 
1978 and 1983) and the editor of the �rst two volumes of Havergal Brian on Music (Toccata Press, London, 1985 and 
2009); three further volumes are in preparation. His other writings include books on Brahms, Foulds, Schoenberg, 
Ronald Stevenson and Edgard Varèse.
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to traditional tonality. The works on this disc all date from his second period, in which Raphael’s 
copious melodic gift is strengthened and disciplined by an equally assured contrapuntal discipline.
 The earliest and most imposing work on the present CD, Raphael’s Violin Sonata No. 3 in  
C major, Op. 43, is dedicated to ‘Anton Reichel’, possibly the noted graphic artist Carl Anton Reichel 
(1874–1944). From the opening phrases it is clear that this is a composer who is very sure of himself, 
unafraid to inhabit an expanded tonal idiom that is clearly contemporary with such figures as 
Hindemith, Goldschmidt or Schulhoff yet does not sound like any of them. (If there is any parallel 
in sound it is probably mostly with Hindemith, but this is likely due to Raphael’s partiality for the 
interval of the fourth as one of the generating forces of both melody and harmony.) A remarkable 
feature of the first movement is how totally the melodic line is given to the violin alone. The pianist, 
though continually active, is almost entirely required to provide ostinato figures (like the low 
thrumming around C that covers the opening page), chordal progressions and accompanimental 
shapes, while the violin raises its voice in continuous song. 
 The first theme, climbing confidently an octave and a fifth in its first five tones, is an impassioned 
cantilena that begins developing from its second statement before arriving at an equally ardent 
second subject marked to be played mit grossen Ton. Several smaller motifs split off from the main 
themes and are treated in sequence as the movement proceeds. The mood is both energetic and 
lyrical, but with a sense of strain and anxiety in the persistent chromatic inflections of the melodic 
line and harmony. This sense intensifies in the development, which involves both main themes. 
The only time the pianist has a significant melodic statement is at the opening of the recapitulation, 
when the very opening measures of the first theme reappear (with the implication of A minor, not 
C major) in the right hand, still against left-hand ostinati which become ever more active, in smaller 
note-values, as the recapitulation proceeds. The last triumphant statement by the violin of the same 
climbing line as opened the movement precipitates a Molto vivace coda returning the music to C.
 The sonata has no slow movement. Its central movement is an Allegretto grazioso reminiscent 
in its way of the intermezzo-like movements in the Brahms violin sonatas; the two-against-three 
rhythmic ambiguities of the violin as against the piano might also be described as Brahmsian. But 
the atmosphere is very different: the tapping quavers in the piano and the nervously pirouetting 
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 She has performed as soloist and chamber musician in Germany, France, Argentina, the USA, Japan 
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 Her awards include the Gold Medal (with Regional and National Honours) in the Youth Competition 
Radio France (1999); First Prize and best interpretation of a work by Mozart at the competition  
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of Young Musicians at the Mendelssohn Competition 2007 in Berlin for her duo performance with 
Emilio Peroni (piano); and second prize at the HMT – Musikpreis 2008 as a chamber musician. For her 
performance of Schoenberg she received the Izzy Fuhrmann Award which included an extensive concert 
tour in the USA (2008). In 2010 she won Third Prize, with Yasuko Sugimoto, at the Seventeenth Kiejstut 
Bacewicz International Chamber Music Competition in Łόdź. She is a Laureate of the Cziffra Foundation 
(2008) and of the ‘Live Music Now’ programme of the Yehudi Menuhin Foundation (2009).
 Pauline has been teaching violin and chamber music at the Hochschule für Musik und Theater Rostock, 
Germany, since 2008. She plays a violin made by Claude Pirot in 1806.

Darius Kaunas (violin) was born in 1988 in Klaipeda, Lithuania. At the age of six, he began studies with 
violin at the Eduardas Balsys School. In 2001 he won a Diploma at the the Violin Competition ‘Gradus ad 
Parnassum’, taking also second place at the National Raimundas Katilius Competition and first place at the 
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was punctuated by several operations and long periods in sanatoria. (His doctors oten protected 
him from the SS.) Nevertheless during this entire miserable period, oten in mortal danger, he 
continued to compose proli�cally. 
 With the end of the War Raphael moved to Laubach in order to be near his friend and surgeon 
Franz Volhard. His music had been banned from performance for so long that he found it very 
difficult to re-establish himself professionally, and though he assisted many friends to go through 
the de-Nazi�cation process there was little or no support for him. He did manage to �nd publishers 
for the works he had written under the hird Reich, and he formed a piano duo with his wife 
Pauline, giving numerous concerts and broadcasts. For his fortitude and musical achievement he 
was awarded the Franz Liszt Award in 1948. From 1949 to 1953 he taught at Duisburg Conservatory 
(with a ten-month break at a sanatorium in Uppsala, �nanced by the Swedish government). In 
1956 he was offered the post of homaskantor in Leipzig (formerly held by Karl Straube, and 
long before, by J. S. Bach) but he declined it, fearing he would forfeit his artistic freedom in East 
Germany. He lectured instead in Mainz and Cologne, and from 1957 was a professor at the Cologne 
Musikhochschule. He died on 19 October 1960, aged 57, in an ambulance en route to Herford in 
Westphalia, as a result of his long illness.
 Raphael composed a substantial body of works, including six symphonies and other orchestral 
pieces, concertante works for organ, violin, viola, cello, saxophone and �ute, six string quartets, and 
a large amount of other chamber, organ, piano and choral works. He made numerous orchestrations 
(including one of Brahms’ Vier ernste Gesänge), and a host of of editions of Classical and Baroque 
works – for example, by Frederick the Great, J. S. Bach, Handel and Vivaldi – and was also responsible 
for securing the �rst performance in 1929 of Dvořák’s early Cello Concerto in A major when it was 
discovered.
 In his own music, Raphael can be heard carrying on a continuous dialogue with tradition, 
developing from the general ambience of Germanic late Romanticism into a much more personal 
mode of utterance during his difficult years under the Nazis, harmonically rich and yet contrapuntally 
highly developed, especially in the works of the early 1940s. After World War II he developed an 
interest in the twelve-note method of composition, though generally in a way that clearly relates 

und Theater, Rostock, Germany, under the tutelage of Petru Munteanu. He has been a member of the 
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 He is a prize-winner of several competitions: first prizes in the Oscar Lorenzo Fernández and First 
Prize in the Bienal Juvenil 2001–2 (for his performance of the Three Studies in Sonatina Form by Pau 
Casals) and the Patagónico de Neuquén, as well as third prize for the interpretation of an Argentinean piece. 
Other prizewinning competition performances include the VII Homenaje a Alberto Williams, XVII Premi 
Zanuy (Berga, Spain) and Drago Mitre in Argentina in 1998. His violin and piano duo with Pauline Reguig, 
founded in 2004, won the Felix Mendelssohn Bartholdy and Freunde Junger Musiker prizes in 2007 and 
the second prize at the Musikpreis 2008 in Rostock. He has also received scholarships from the Mozarteum 
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Günter Raphael was born on 30 April 1903 in Berlin, to a family that was Jewish on his father’s 
side: he was the son of the composer and church musician Georg Raphael (1865–1904), who 
had converted to Protestantism and was director of music at the Matthai Kirche in Berlin.  
His maternal grandfather Albert Becker (1834–99) was also a notable composer whose students 
had included Sibelius. Surrounded by music virtually from the cradle, and performing from 
an early age with his mother, a �ne violinist, Raphael began composing at the age of ten.  
He studied privately with Arnold Ebel and in 1923 won the Robert Schumann Leipzig Foundation 
scholarship to study at the Berlin Hochschule für Musik, where his teachers were Max Trapp, 
Robert Kahn and others. Karl Straube, the homaskantor in Leipzig, who had been a friend of 
Raphael’s father, became his mentor and arranged for Raphael to have further instruction from 
Arnold Mendelssohn in Darmstadt. He began to attract attention from this period, with works 
performed by the Busch Quartet and other leading musicians; Wilhelm Furtwängler premiered 
his First Symphony in Leipzig in 1926. From that year until 1934 he was a professor at the 
Leipzig Conservatoire, teaching theory and composition, and also taught at the church music 
institute in that city. 
 But this highly promising early career of a remarkably knowledgeable and gited musician 
was the prelude to years of struggle. Owing to the rise to power of the Nazi Party – under Hitler 
he was categorised as a ‘half-Jew’ – in 1934 Raphael was dismissed from his post in Leipzig 
and was unable to �nd employment during the period of the hird Reich. In Copenhagen, he 
married his former pupil, the pianist Pauline Jessen, and they moved to Meiningen in huringia, 
where Jessen already held a teaching position: a town with a highly distinguished musical 
tradition, associated with Brahms, Hans von Bülow, Richard Strauss and others. But in 1937 
Raphael contracted tuberculosis, a disease he had to battle for the remainder of his life, which 

GÜNTERRAPHAEL:MUSICFORVIOLIN
byMalcolmMacDonald

Recorded in the Kammermusiksaal der Hochschule für Musik und Theater, Rostock, 
 on 1 February 2010 (tracks [1]–[3] and [1]–[1] and 12 March 2010 (tracks [4]–[2])
Producer-engineer: Carsten Storm

Booklet notes: Malcolm MacDonald
Cover sketch of Günter Raphael (artist unknown) and background (the first page of  
 Raphael’s Solo Violin Sonata in A minor, Op. 46, No. 1) © Fredrik Pachla,  
 Christine Raphael Foundation for the Promotion of Günter Raphael’s Complete Works,  
 www.guenter-raphael.de
Design and layout: Paul Brooks, Design and Print, Oxford 

Executive Producer: Martin Anderson

TOCC 0122                        

© 2010, Toccata Classics, London                        2010, Toccata Classics, London

Come and explore unknown music with us by joining the Toccata Discovery Club. Membership brings you two free CDs, big discounts on all 
Toccata Classics recordings and Toccata Press books, early ordering on all Toccata releases and a host of other bene�ts for a modest annual fee 
of £20. You start saving as soon as you join. You can sign up online at the Toccata Classics website at www.toccataclassics.com or send a cheque 
for £20 made out to Toccata Classics to the address below, with a note of which two free CDs you would like us to send you.

Toccata Classics CDs are also available in the shops and can be ordered from our distributors around the world, a list of whom can be found at 
www.toccataclassics.com. If we have no representation in your country, please contact: Toccata Classics, 16 Dalkeith Court, Vincent Street, London 
SW1P 4HH, UK Tel: +44/0 207 821 5020  Fax: +44/0 207 834 5020   E-mail: info@toccataclassics.com

1 3 13 15 4 12

TOCC0122Raphael.indd2 08/06/201014:42:15



12

GÜNTERRAPHAELMusicforViolin
Sonatina in B minor, Op. 52, for violin and piano (1944) 11:38 
 I.  Mässig 5:06 
 II.  Breit und gesangvoll 3:18 
 III.  Tänzerisch belebt, dabei etwas schwerfällig und derb 3:14 
 
Sonata in E major, Op. 46, No. 2, for solo violin (1940) 11:50 
 I.  Sehr langsam 3:40 
 II.  Scherzo: Ganze Takte 2:14 
 III. Gemessen 5:56 
 
Duo in G minor, Op. 47, No. 1, for two violins (1940) 10:42 
 I. Mit lebhafter Energie 3:42 
 II. Langsam gehend (in fliessender Bewegung) 2:37 
 III.  Nicht zu lebhaft, ein wenig gemächlich 4:23 
 
Sonata in A minor, Op. 46, No. 1, for solo violin (1940)* 8:48 
 I. In Form einer freien Fantasie 3:23 
 II. Ruhig und gesangvoll 3:56 
 III.  Äusserst schnell 1:29 
 
Sonata No. 3 in C major, Op. 43, for violin and piano (1936) 17:01 
 I.  Vivace 6:51 
 II.  Allegretto grazioso 4:47 
 III. Con fuoco  5:23

Pauline Reguig, violin
Darius Kaunas, violin [7]–[9]
Emilio Peroni,  piano [1]–[3], [3]–[5]
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inLeipzig.ConfinedtohospitalbytuberculosisduringtheWaryears,hecontinuedtocompose
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