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ABSTRACT 

 

Although the orchestral works and operas of Richard Strauss (1864–1949) have 

achieved universal acclaim, his piano music remains largely unexamined on a scholarly 

level. Even though Strauss’s array of piano music is diverse, it has not been thoroughly 

studied in its full spectrum. In fact, there is no major work in English that addresses his 

piano legacy. 

This monograph presents Strauss’s piano solo oeuvre by analyzing his stylistic 

features, sources of inspiration, and development as a composer. Combining all his piano 

works into a single analytical assessment will provide access to Richard Strauss’s musical 

world and shine a spotlight on this significant but neglected area of his output. Moreover, 

the composer’s 12 Variations in D major, TrV 68 (1878) is included and discussed in the 

monograph for the first time, since they have never appeared in print. It will be a valuable 

resource for performers and scholars, who can rediscover his music.  
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CHAPTER 1 

INTRODUCTION 

 

Somewhat of a child prodigy, Strauss started writing piano music when he was 

only seven years old. During his early years he composed profusely, producing forty 

piano pieces that consist mainly of miniatures and some large-scale works. Because they 

were written in the composer’s early years, these compositions have not previously been 

viewed as significant. Nevertheless, these works illuminate the full spectrum of his 

musical development. Only when we study his early works can we understand the 

changes in his style and why he adopted a strikingly new approach.  

Raised in a supportive environment for music making, Strauss did not squander 

the opportunity to take full advantage of it. He was a talented pianist and skillful sight 

reader, which helped him to get acquainted with the music of the old great masters. With 

the encouragement of his father, young Richard was able to apply the best traditions of 

the classical-romantic approach. Strauss’s piano writing demonstrates the ideas he 

absorbed as a developing young composer. 

Literature review 

Several books, articles, and reviews discuss some of Strauss’s most famous piano 

pieces such as Fünf Klavierstücke, op. 3, the Piano Sonata in B minor, op. 5, and 

Stimmungsbilder, op. 9, but there is no single unifying work that considers his piano 

contributions in their entirety.  
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One of the most fundamental collections of works on this subject is Charles 

Youmans’s book, The Cambridge Companion to Richard Strauss (2010). It consists of 

seventeen essays by different scholars. In particular, James Deaville, Walter Werbeck, 

and Wayne Heisler, Jr. contributed different analyses of some of the composer’s early 

piano works, as well as unique descriptions of musical life during the period of Strauss’s 

coming of age. James Deaville writes that “Richard Strauss may have grown up in a 

domestic and social milieu that cultivated high-status, conservative values in music” 

(Deaville 2010, 20). This provides us with an understanding of what it meant for Richard 

Strauss to be an aspiring musician in late nineteenth-century Munich. The volume as a 

whole provides background on Strauss’s compositional process, his musical surroundings 

and early influences.  

 Another book to be mentioned in this context is Richard Strauss: A Chronicle of 

the Early Years 1864–1898, by Willi Schuh (1982). It is based on documents, including 

correspondence with other musicians, that are housed in the Richard-Strauss-Institute in 

Garmisch-Partenkirchen (Bavaria). The book chronicles the composer’s life and his 

development as an artist. This source helps to establish Strauss’s attitude toward piano 

writing, and his musical tastes in the early years, when he wrote his large-scale piano 

works. In a letter to his friend Ludwig Thuille (1861–1907), the composer expressed his 

admiration of Haydn, Mozart and Beethoven: “At the moment I’m very diligently playing 

the Mozart piano concertos from our Mozart edition, and I can tell you it’s wonderful, it’s 

giving me enormous enjoyment” (Schuh 1982, 31). 

Similarly, Bryan Gilliam in his book, The Life of Richard Strauss (1999), focuses 

on Strauss’s musical development and early career. “Franz Strauss wanted to nurture the 
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artistic side of his son’s personality while simultaneously preparing the young boy for 

modern bourgeois life” (Gilliam 1999, 12). Gilliam describes the role of Franz Strauss in 

the musical upbringing of his son, as well as the young composer’s musical influences. 

He briefly presents some of the composer’s piano works, with references to reviews from 

acclaimed individuals, among whom was Hans von Bülow (1830-1894). 

Norman del Mar, in the first chapter of Richard Strauss: A Critical Commentary 

on his Life and Works (1986), suggests the sources of Strauss’s early inspirations. 

Regarding the Fünf Klavierstücke, he writes, “The set of such miniatures which were 

published as his op. 3 are this time strongly reminiscent of [Robert] Schumann (no. 1) 

and Beethoven (no. 3) as well as Mendelssohn (nos. 2, 4, 5)” (Del Mar 1986, 7). While 

these writings about the composer’s early life, piano music and influences are 

indispensable for this monograph, they still do not cover the majority of his piano music, 

which remains to be explored. 

Primary sources, such as Strauss’s memoirs, correspondence, and recollections, 

are essential for providing information about the composer’s thoughts on musical 

aesthetics and the compositional process, as well as reviews from his friends and 

mentors. Among these sources are letters to and from Hans von Bülow and Richard’s 

own recollections and reflections. In these he expresses his thoughts on his compositional 

process and notes significant influences on his development. As Schuh writes: 

In the course of more than fifty years Richard Strauss . . . published a 
considerable number of essays, prefaces, open letters and other papers. . .  
These writings . . . [which] are printed mostly in periodicals inaccessible 
today, provide such valuable and precise clues to the composer’s attitude 
towards his art, the great masters of music, his own creative work and 
important problems of musical tradition and practice, that no justification is 
needed for collecting them. (Schuh 1953, 5) 
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Of special interest are reviews of recordings of Strauss’s piano works, which 

illustrate different approaches to interpretation and performance. Italian pianist Dario 

Bonuccelli recorded most of the composer’s works for solo piano and titled it The 

Richard Strauss Project (2016), which is still in progress. The reviewer Alan Becker 

writes, “While these are works of childhood or adolescence, they are vital to our 

understanding of the genius to come” (Becker 2016, 172). He believes that Mozart 

influenced the first pieces up to 1880, while his larger works are reminiscent of 

Schumann. Another Italian pianist, Costantino Catena, presented the project Richard 

Strauss and the Piano (2014), for which he recorded some solo works for piano and 

chamber music. In his review Jim Sveida states, “What is less predictable is not only the 

ease with which such a young composer masters all the standard salon forms of his time 

but also how effortlessly he transforms them into something considerably more than 

salon music, especially in the Stimmungsbilder from 1882–1884, which clearly points to 

many famous ‘mood pieces’ to come” (Svejda 2016, 417). 

Another important work is a doctoral dissertation, “The Compositions of Richard 

Strauss from 1871–1886: The Emergence of a ‘Mad Extremist’,” written by Craig James 

De Wilde (De Wilde 1991). It contains a section on Strauss’s Grosse Sonata No. 2 in C 

minor, TrV 79. De Wilde presents a detailed analysis of the Sonata, with musical 

examples and references to Strauss’s letters at the time of composition. Other sections 

discuss the role of the piano in Strauss’s chamber music and vocal works but none of 

them focus solely on his solo piano works. 
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There are no recent articles that discuss Strauss’s solo piano compositions. We 

can find brief mentions of his piano works from the 1880s, but no one has dedicated an 

article solely to his solo piano works. 

 

Approach 

This monograph is organized in six chapters and a conclusion. The second chapter 

focuses on Strauss’s early life as a composer, and the music surrounding his early years. 

This is intended to offer a context that aids in understanding what Strauss listened to and 

what the sources of his early inspirations were.  

 The third chapter introduces Strauss’s early miniatures by analyzing their 

stylistic features and exploring his compositional development. I have not found any 

documents that explore Strauss’s growth as a piano composer. His first piano works were 

written in a traditional classical style, but others show evidence of technical changes. 

Why did the composer change his style and how can we trace this? I explore these 

changes of technique, texture and structure. The early piano works vividly showcase 

Strauss’s ability to integrate musical ideas of the nineteenth century. By examining these 

works we can better understand the genius of Strauss, his ability to absorb the influences 

of his time, reflect on them, and create his own style. 

In the fourth chapter I present a detailed study of Strauss’s large-scale works: 

Fünf Klavierstücke; the Piano Sonata; and Stimmungsbilder. Several scholars have 

pointed out the connections between these piano masterpieces and compositions of earlier 

romantics. I explore these similarities by further comparing Strauss’s music with the 

works of Schumann, Brahms, Mendelssohn and others. With specific references to 
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structure and key scheme, I identify and analyze the similarities. Strauss frequently 

mentions his admiration of Brahms’s music in the letters, but there is no serious study 

that analyzes this influence. 

 The fifth chapter features a performance history of Strauss’s solo piano works and 

their role in modern concert performance. In addition, I include interviews with the 

performers and discuss performing issues. By examining performances of Strauss’s 

works throughout the centuries we can track the evolution of understanding of his music, 

its relevance to subsequent generations, and the influence it has had inspiring new 

performers and composers. 

In the sixth chapter I am pleased to present for the first time a copy of the 12 

Variations in D major, TrV 68, which is archived in the Bibliothèque nationale de France. 

It has never before been published, so presents a significant discovery for performers and 

musicologists. 
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CHAPTER 2 

THE EARLY MUSICAL ENVIRONMENT AND COMPOSITIONS  
OF RICHARD STRAUSS 

 

Nineteenth-century Munich was the ideal place for a music prodigy to be born. It 

was a historic and musical city and a major cultural center. In 1864, the same year 

Richard was born, Ludwig II became King of Bavaria (1845–1886). He made outstanding 

contributions to Munich’s artistic life as a musical patron and enhanced the city with 

cultural events. Among musicians who worked in the city were Franz Lachner (1803–

1890), who was appointed conductor of the Munich Court Orchestra in 1836, and later 

promoted to General Musical Director in 1852; Richard Wagner (1813–1883), whose 

music was the center of discussion and controversy; Hans von Bülow (1830–1894), who 

became conductor of the Court Orchestra in 1867; Franz Wüllner (1832–1902), who 

succeeded Bülow as conductor of the Court Opera and the Academy Courts; and 

Hermann Levi (1839–1900), who was Court conductor from 1872 to 1896. 

Richard Strauss was surrounded by various types of music in his early years, 

including music of entertainment venues, chamber music in homes and salons, and the 

repertory performed at the Court Opera. Richard’s father, Franz Strauss (1822–1905), 

played first horn in the Munich Court Orchestra for more than forty years (from 1847 to 

1889) and was considered one of the best French horn players of his time. As his son 

Richard listened to the music of the great composers—Beethoven, Schumann, Liszt, 

Schubert, Brahms, Mendelssohn, and others—Franz was performing under the direction 

of Lachner, Levi, Bülow and other distinguished conductors. “The 1864 season under the 

direction of Franz Lachner reflects the orchestra’s conservative repertoire before the 
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arrival of Bülow and Levi . . .” (Deaville 2010, 10). The orchestra performed music by 

Lachner himself, Mendelssohn, Beethoven, Mozart, Schumann, Spohr and others. 

“Observing such opera conductors as Hans von Bülow (as guest), Hermann Levi, and 

Franz Wüllner also contributed to the young composer’s musical training, whether they 

were conducting the standard repertoire or Wagner’s operas” (Deaville 2010, 10). In his 

recollections Richard describes his father’s opinion regarding different composers, “His 

musical creed worshipped the trinity of Mozart, Haydn and Beethoven. These were 

followed by the Lieder composer Schubert, by Weber, and, at some distance, by 

Mendelssohn and Spohr” (Strauss 1953, 127).  Richard often wrote in his memoirs that 

he received a strictly classical education listening to the music of old masterworks.  

 Richard’s mother Josephine Strauss was one of five daughters of the wealthy 

Pschorr family of brewers. She was also a musician and was the one to introduce little 

Richard to the piano and to give him his first lessons. While Josephine was sensitive by 

nature, Franz had strict principles in raising his son. It was he who formed Richard’s 

musical tastes and significantly influenced his development as a musician. “Under my 

father’s strict tutelage I heard nothing but classical music until I was sixteen, and I owe it 

to this discipline that my love and adoration for the classical masters of music has 

remained untainted to this day” (Strauss 1953, 132).  

Richard began playing piano when he was only four years old. After his mother’s 

lessons he started studying with August Tombo (1842–1878), a harpist in the Court 

Orchestra. By the age of six Richard already composed his first piano work, the 

Schneiderpolka (Tailor’s Polka).  

My first attempts at composition (at the age of six) consisted of a Christmas 
carol… and the so-called Schneiderpolka. These were followed by piano 
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sonatas, Lieder, pieces for horn and clarinet, and later by pieces for chorus 
and orchestra when I had learned a little orchestration from Mayer. (Strauss 
1953, 134–135)  
 

Strauss did not start his composition lessons with Friedrich Wilhelm Meyer (1818–1893) 

until 1875, but he had already produced nearly twenty short pieces for piano solo, among 

which were polkas, sonatas, sonatinas, a fantasie, and other pieces. “Strauss learned 

musical craftmanship as though it were child’s play, and he was very soon to get beyond 

the stage of youthful experiments” (Krause 1969, 30). He also took his lessons with 

Meyer seriously and did all the exercises assigned, such as writing fugues and double 

fugues. “By the time he was sixteen he knew all there was to know about counterpoint, 

“from plain and double to quadruple, and fugue” (Krause 1969, 30). As a result, he 

composed a fugue for piano (1880) with four subjects as a present to his father. “Through 

his [Meyer’s] lessons in theory, orchestration, and composition, Strauss gained a great 

deal of confidence in respect to composition, and experimented with a number of genres 

and instrumental combinations” (De Wilde 1991, 3). He also started taking violin lessons 

when he was about eight years old with Franz’s cousin and leader of the Court Orchestra, 

Benno Walter (1847–1901). His piano lessons were intensified when he continued his 

study with the distinguished Munich pedagogue Friedrich Niest (1810–1982). Richard’s 

sister Johanna Strauss writes, “In his piano lessons he preferred Chopin, Mendelssohn, 

and Bach” (Schuh 1982, 25). Richard had a great opportunity to compose, form his 

musical tastes and develop as a musician, growing up in a musical family and attending 

numerous concerts. “Franz Strauss bequeathed to his son not only his musical gifts but 

also a sense of duty, strength of will and the ability to work hard” (Schuh 1982, 14). 
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Not only were music lessons important in Strauss’s family, but also studies 

outside the musical field were valued. “Franz Strauss . . . wanted his son to have a strong 

liberal arts education, one that would provide a firm and broad foundation, emphasizing 

literature, history, Greek, and Latin” (Gilliam 1999, 12). 

Richard’s first visits to the opera took place in 1871 at the Court Theatre with his 

aunt, Johanna Pschorr (1838–1918). Young Strauss took these events seriously and was 

well prepared; he learned the operas beforehand by playing arias on the piano. Weber’s 

Freischütz and Mozart’s Die Zauberflöte were the first two operas Strauss heard, and 

they greatly impressed him. As his aunt describes, “He was in a fever of impatience as he 

waited for the entrance of the serpent, Papageno with the padlock on his mouth and 

Pamina’s arias” (Schuh 1982, 23). He also attended symphony concerts, where his father 

led the horn section. Additionally, Richard frequently visited rehearsals of the amateur 

orchestra Wilde Gung’l, which Franz Strauss conducted from 1875 to 1896, and which 

Richard joined himself as a first violinist in 1882. This orchestra performed his Gavotte 

No. 4 in D major in 1880 (originally written for piano in 1879), which received a 

favorable review in the Süddeutsche Presse und Münchner Nachrichten:  

A Gavotte on the programme was marked as a first performance and was 
given a favourable reception. After repeated calls, the president of the 
association led the composer on to the platform: it was the fourteen-year-
old son of the conductor, Herr Strauss. He will at all events bring honour to 
his name: his indisputable talent and his great love of music are the 
guarantee of that. (Schuh 1982, 47) 
 

When Richard was eight years old, he met Ludwig Thuille (1861–1907), who was three 

years older. Thuille became his friend five years later and proved to be a strong musical 

influence on young Richard. Because Thuille had exceptional musical abilities and had 
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lost both his parents, he was taken to Innsbruck to study with a pupil of Bruckner. Strauss 

wrote: 

 Ludwig Thuille, the friend of my schooldays, during which he probably 
had the greatest influence on my development (in the exchange of ideas and 
mutual competition) . . . showed an encouraging talent for composition at 
an early age, was about two years ahead of me in development. (De Wilde 
1991, 27) 
 

Strauss shared a lot with Thuille: his musical opinion, compositional process, musical 

ideas, and new compositions he was working on. “The slightly older Thuille would prove 

to be a vital outlet for a boy who had few childhood friends with whom he could discuss 

music in detail” (Gilliam 1999, 15). They both composed, enjoyed going to concerts 

together, and had similar musical tastes at the time. Later, in 1885 Strauss changed his 

musical views, which somewhat affected their friendship. Thuille remain true to the 

conservative approach, while Strauss was excited about the new music. But when they 

were school age, neither understood Wagner’s music and both were musically 

conservative. Young Strauss composed copiously, aside from his composition lessons 

with Meyer, Richard wrote music for himself, such as the E major Piano Sonata (TrV 47, 

1877), and the Grosse Sonata no. 2 (1879), and he always kept Thuille informed about 

his new works. 

In the early 1880s Strauss began to compose larger piano works, including Fünf 

Klavierstücke, op. 3 (1881), Sonata in B minor, op. 5 (1881), and Stimmungsbilder, op. 9 

(1884). These were the only three piano works to which Richard gave opus numbers. The 

year 1884 was significant for Strauss because he met many distinguished musical figures 

during a trip to Berlin. Among them were Joseph Joachim (1831–1907), Hermann Wolf 

(1845–1902), and Philipp Spitta (1841–1894). “Franz sent Richard to the German capital 
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to help further his career as a composer and musician by meeting conductors, composers, 

and publishers, and presenting his music to them (De Wilde 1991, 36–37). The most 

valuable meeting was with Hans von Bülow who became his mentor and friend for many 

years. Bülow was a distinguished conductor and a major musical figure in Europe. “Of all 

the musicians he observed in Berlin, Bülow made the greatest impression—as a pianist, 

whose ‘phrasing, touch and execution’ he admired, but even more so as a conductor, 

whose probing interpretations captivated him” (Gilliam 2001, 2). From Bülow he gained 

a preoccupation with Brahms that would last the next few years. Although Franz Strauss 

and Bülow shared dramatically opposing musical views, they still respected each other, 

and Franz was thankful for Bülow’s interest in Strauss’s talent. At first, Bülow was not 

impressed by Fünf Klavierstücke, nor by Stimmungsbilder, replying to Strauss’s publisher 

Eugen Spitzweg:  

Do not care for the piano pieces by Richard Strauss in the least… Lachner 
has the imagination of a Chopin by comparison. Fail to find any signs of 
youth in his invention. Not a genius in my most sincere belief, but at best a 
talent, with 60% aimed to shock. (Schuh 1982, 49) 
 

Regarding the Stimmungsbilder, Bülow states, “Pity the piano writing is so clumsy, so 

much in need of practical improvements. Is it really so hard to learn the ‘proprieties’ in 

this respect from Beethoven, Mendelssohn, Liszt, Raff?” (Schuh 1982, 49). Nevertheless, 

he eventually was very complimentary about 14 Improvisationen und Fuge über ein 

Originalthema, TrV 130 (1884), which Strauss dedicated to him. Bülow even introduced 

Strauss to Princess Marie (1853–1923), who was an excellent pianist herself and for 

whom the young composer played his 14 Improvisationen und Fuge in 1885 in Bülow’s 

presence. The support which Richard received from Bülow was extraordinary. “Hans von 

Bülow was an important influence on every aspect of the musical life of Richard Strauss. 
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Indeed, Strauss' music would not have developed in the manner that it did without the 

intervention of Bülow” (De Wilde 1991, 89). He organized concerts for the young 

musician, supported him as a composer and pianist, assigned Richard as his assistant 

conductor, and invited him to his classes. In a letter to Bülow, Strauss expressed his 

gratitude after visiting his lessons. 

The enjoyable and stimulating days that I was lucky enough to spend in 
your company at Frankfurt are among the happiest in my life . . . Your 
observations regarding the performance of works of Bach and Beethoven in 
particular, opened up to me many new points of view. . .  (De Wilde 1991, 
69–70) 
 

Richard also describes in his memoirs the experience of collaborating with Bülow, which 

took place in Meiningen in 1885:  

Bülow wanted me to play Mozart’s Pianoforte Concerto in C minor. 
Although I had practiced busily all summer, the idea of playing the concerto 
with Bülow conducting filled me—by no means a fully-trained pianist—
with fear and trembling. When we had negotiated the first movement quite 
creditably, the master encouraged me with the words, “If you weren’t 
something better, you might become a pianist. (Strauss 1953, 123)  
 

At that concert Richard met Johannes Brahms (1833–1897), who was in the audience. 

Brahms praised Strauss’s F minor Symphony, which also was on the program, stating, 

“Quite pretty, young man” (Kennedy 1976, 9). He also gave Strauss a piece of advice 

regarding composing, “Take a good look at Schubert’s dances, and try your luck at 

inventing simple eight-bar melodies.” (Kennedy 1976, 9)  

Having somewhat conservative musical tastes and classical training, as a result of 

his father’s influence, it was time for Richard for new musical insights. His perceptions 

changed when in 1885 he met the composer, philosopher, and violinist Alexander Ritter 

(1833–1896), Bülow’s childhood friend. Before the mid-1880s Richard did not value the 

music of Wagner, whom Franz Strauss despised. Ritter, to the contrary, was a spouse of 
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Wagner’s niece and admired his music and advocacy of new progressive compositional 

principles. In his memoir Richard wrote: 

My education had left me with some remaining prejudices against the works 
of Wagner and, in particular, of Liszt, and I hardly knew Wagner’s writings 
at all. Ritter introduced me to them and to Schopenhauer, patiently 
explaining until I both knew and understood them, he demonstrated to me 
that the path onwards from Beethoven "the musician of expression" led via 
Liszt, who, like Wagner, had rightly recognized that sonata form had been 
extended to its utmost limits with Beethoven . . . New ideas must seek out 
new forms for themselves: the basic principle adopted by Liszt in his 
symphonic works, in which the poetic idea really did act simultaneously as 
the structural element, became from then onwards the guideline for my own 
symphonic works. (De Wilde 1991, 99) 
 

Strauss was converted to the New German School; he was excited to discover the 

writings of Arthur Schopenhauer (1788–1860) and to reconsider the music of Wagner.  

The most important event of that Meiningen winter was my becoming 
acquainted with Alexander Ritter . . . He invited me to his house, and there 
I found an intellectual and spiritual stimulus which had a decisive effect on 
my future development. (De Wilde 1991, 99)  
 

Strauss’s musical beliefs had changed once and for all.  
 

Ritter rejected the more conservative approach of absolute music, claiming 
that the idea of using established classical forms to determine the structure 
of a work randomly was not an artistic expression, but rather a mechanical 
process void of any musical logic. Ritter's philosophy continued to be a 
driving force in Strauss' compositional output throughout his entire career. 
(De Wilde 1991, 10) 
  

Strauss also changed his opinion regarding Brahms’s music. Earlier he admired the 

composer and followed his advice, but that changed with Ritter’s influence. “Brahms’s 

concept of absolute music, using a random classical form that relies upon a totally 

exterior musical logic unrelated to the poetic expressiveness of a work, was rejected” (De 

Wilde 1991, 123). 
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 Strauss applied Ritter’s new ideas, and did not compose for piano as often as he 

used to. He became completely preoccupied by Wagner’s compositions. Following the 

Intermezzo in F major for piano four hands (1885) and the Burlesque for piano and 

orchestra (1886), Strauss did not compose another piano work for many years. Although 

most of Strauss’s solo piano music was written in his early life, he did return to the piano 

in a brief but specific way later on. He wrote a melodrama for narrator and piano, Das 

Schloss am Meere, TrV 193 (1899), four marches for piano in 1905-1907, among which 

are Parade-March des Regiments Königs-Jäger zu Pferde no.1 in E flat major, TrV 213; 

De Brandenburgsche Mars (Präsentiermarsch), TrV 214; Königsmarsch in E-flat major, 

TrV 217; and Parade March for Cavalerie no. 2 in D flat major, TrV 222.  Later he 

composed two works for piano left hand and orchestra, Parergon zur Symphonia 

Domestica, op. 73, TrV 209a (1925), and Panathenäenzug “Symphonische Etüden in 

Form einer Passacaglia,” op. 74, TrV 254 (1928).  Besides composing songs and 

chamber music, during this period Strauss focused mostly on symphonic music, opera, 

and tone poem. Ritter stated to Strauss: 

Your future lies in the symphonic poem, in the poetic and expressive in 
music [Musik als Ausdruck], as exemplified in the works of Berlioz, Liszt, 
and Wagner. That is the music of the future [Zukunftsmusik] and that is the 
line I urge you to follow. In that direction lies your future. (De Wilde 1991, 
98–99) 
 

Even when Richard developed musical tastes that contradicted his father’s, Franz did not 

stop giving advice to his son, and continued to support him until his death in 1905. Franz 

Strauss’s early influence was later shaped by other distinguished musicians, who played a 

crucial role in the musical life of the young composer. As Gilliam states, “If anything, in 

his bourgeois upbringing and classical training, with instrumental music-making central 
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to domestic life, he was closer to Wagner's nemesis, Mendelssohn” (Gilliam 2001, 1). He 

certainly learned from the best musicians of the time and was able to integrate the ideas 

into his piano works.   
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CHAPTER 3 

EARLY COMPOSITIONS AND THEIR STYLISTIC FEATURES 

 

Richard Strauss in his early years dedicated his time mostly to instrumental 

composition and Lieder. He wrote nearly forty solo piano pieces;2 unfortunately, many of 

them are lost but those that survived show us a young composer’s fascinating musical 

development and the stylistic variety of his compositions. Many of the early works were 

not published until the early twenty-first century, which explains their obscurity. Schott 

Music group published a remarkable first edition of never-before-published works of 

Strauss in three volumes. The first volume (2003) contains miniatures written between 

1872 and 1883. 

This edition is based on sources from the Richard Strauss Archive in 
Garmisch, the Musiksammlung der Bayerischen Staatsbibliothek München 
[Music Department of the Bavarian State Library in Munich] and the 
Münchner Stadtbibliothek [City Library in Munich]: the original 
manuscripts of Richard Strauss and a copy of the Panzenburg-Polka o. Op.3 
AV. 10, TrV 11 in an unknown hand. (Wolff, 2003) 
 

The second volume (2004) contains four Sonatinas and a Fantasia: 
 
This publication was based on the complete autograph ink copies by 
Richard Strauss and also copies in an unknown hand of the three Sonaten o. 
Op. AV. 17–19, TrV 22–24. With the exception of the fair copy of the 
Sonate N. 5 in Es-Dur which today is preserved in the Musiksammlung der 
Bayerischen Staatsbibliothek München [Music Department of the Bavarian 
State Library in Munich], these sources are all housed in the Richard-
Strauss-Archiv Garmisch. (Wolff, 2004) 
 

 

 

																																																								
2 See the list of piano works on p. 79 
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The third volume (2008) contains three larger-scale works: the Sonata in E major,  

Grosse Sonata and 14 Improvisationen und Fuge über ein Originalthema.  

The publication was based on the sources stored in the Richard-Strauss-
Archiv in Garmisch: the autographs in ink of the two sonatas and the copy 
of a transcript in a foreign hand of the 14 Improvisationen und Fuge über 
ein Originalthema. The original manuscript copy is privately owned. 
(Wolff 2008) 
 

Strauss was not consistent when it came to cataloguing his works. He only gave three 

definitive opus numbers to his large-scale piano compositions, and among all his works 

only eighty-eight received opus numbers. It was a challenge for scholars to compile the 

catalogue of the remaining works and it took many years to publish them. The first two 

volumes of a catalogue were assembled by Erich Hermann Mueller von Asow (1892–

1964) in 1959 and were completed after his death by Franz Trenner (1915–1992) and 

Alfons Ott (1914–1976). This is known as AV (Asow-Verzeichnis). In 1985 Franz 

Trenner created a new chronological catalogue, and a second updated edition of complete 

works was published in 1993. The most up-to-date catalogue of 1999 is by his son 

Florian Trenner, whose TrV (Trenner Verzeichnis) numbers will be used in this 

monograph. 

Miniatures 

Since the classics were the foundation of young Strauss’s musical education, his 

first miniatures remain within the stylistic borders laid down by Mozart, Haydn, and early 

Beethoven. The most interesting genre for the young composer was dance music. Among 

his miniatures are a large number of polkas, minuets, waltzes and other dances. 

Richard’s first piano work, the Schneiderpolka, TrV 1, (Tailor Polka, 1870), 

consists of an introduction and trio with a simple left-hand accompaniment. He was only 
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six when he composed it and “he was not yet capable of writing it down. Papa had to do 

it for him” (Schuh 1982, 19). Franz Strauss later orchestrated the work for a small 

ensemble, which Richard conducted at a Carnival Concert in the Odeon promoted by 

Munich Philharmonic Association on February 23, 1873. 

Panzenburg-Polka, TrV 11 (“Paunch Castle” Polka, 1872) is similar in style to 

the Schneiderpolka. It has the same structure and simple left-hand accompaniment. Franz 

Strauss also orchestrated this piece and performed it with the Harbni Orchestra, an 

amateur ensemble that consisted of family and friends. It was performed at the home of 

Georg Pschorr in 1872.  In a letter to his wife Franz wrote: 

There was a Harbni Orchestra rehearsal yesterday, at which we 
played Richard’s polka. Those present were amazed and said they didn’t 
believe it, but I assured them on my honour that it was all his own work, 
and I had only orchestrated it. (Schuh 1982, 21) 

 
Lyrical and dramatic, Langsamer Satz, Trv 12 (1872) impresses with its 

extraordinary and deep sense of sorrow and pain. The two-part composition with a G 

minor melody is at the same time simple and well-structured—hard to imagine that it was 

composed by an eight-year-old boy. As Krause states, “Strauss learned musical 

craftmanship as though it were child’s play, and he was very soon to get beyond the stage 

of youthful experiments” (Krause 1969, 30). The first lyrical theme is repeated four times 

and then moves to a dramatic and proportionally larger second part. The second theme is 

unified by the same musical idea, which repeats many times but slightly changes towards 

the end.  

Kleine Stücke, TrV 18 (1873) consists of five short movements, each about one 

minute long. The first movement, Allegretto, has only forty-eight measures and is built on 

a short four-measure theme. The second movement, Moderato, is a waltz in A-B-A form. 
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Similarly, the next part, Allegretto, is in triple meter, ternary form, but in a faster tempo. 

The fourth contrasting movement, Larghetto, starts with a short introduction and then 

follows with a light dance in triple meter in F major. The final contrasting Allegro is a 

vivid, scherzoso movement with a driving, arpeggiated left-hand accompaniment. This 

movement has traces of Mozart’s Papageno aria, “Ein Mädchen oder Weibchen”.  It is 

written in the same playful mood, with a similar arpeggiated accompaniment. Richard 

was extremely inspired by Mozart’s operas; he had already heard Die Zauberflöte and 

played the piano music.  

2 Kleine Stücke, TrV 30 (1875) consists of a lyrical Moderato in A major and an 

elegant Andante in G minor. The two pieces are short, each just one page long, and 

continue to display such classical features as clear textures, short melodies with clear-cut 

phrases, and symmetrical structures. 

Aus alter Zeit (eine kleine Gavotte), TrV 72 (1879) is Strauss’s first programmatic 

piano work and his first printed composition: “it was published in Munich in the same 

year, under the title Aus alter Zeit (From bygone days), in a Musical Picture Album 

assembled by Lothar Meggendorfer (Musikalisches Bilderbuch fur das Pianoforte, vol. 1, 

fasc. 1)” (Schuh 1982, 47). The composition has a trio section in a Maestoso character, 

using a melodic line within the chords. The simple homophonic texture at the beginning 

contrasts with the chordal statement in the trio. 

Andante in C minor, TrV 73 (1879) shows the first traces of a romantic style; 

Richard uses a great number of semitones and the texture becomes more contrapuntal. 

The young composer had already started advanced piano study, which can explain the 

change and development in his composing. The three-part form (A-B-A) has a 
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contrasting middle part in A flat major. Strauss states the melody line not only in both 

hands but also in the middle voices, which he might have learned from Schumann. 

Skizzen. Fünf kleine Klavierstücke, TrV 82 (1879) is a collection of sketches that 

represent short, dance-like pieces. The first Allegro in E major is a scherzoso, fast 

moving, humorous composition with the contrasting middle part. The second piece, 

Andante, is a homophonic texture in which each voice is equally important, creating a 

melodic-polyphonic formation. Strauss also uses chromatic movement in the middle 

section. The remaining three pieces are labeled Gavotte. The third and fourth pieces also 

have Trio sections, while the last presents a Pastorale instead. All three sketches have a 

thicker texture than the first two and share similar tempi (Allegretto, Allegro, Allegro 

molto). 

Scherzo, TrV 86 (1879) is filled with accents, rapid figurations and chords. 

Sudden changes in tempo makes this piece unpredictable and the Presto tempo brings the 

composition joyful freshness. Strauss becomes more daring when he places Prestissimo 

at the end. This piece uses a variety of techniques, including chords, passages, octaves, 

arpeggios, and martellato. The closest influence seems to be Mendelssohn, since the 

composition has a similar approach to Mendelssohn’s Scherzo from A Midsummer 

Night's Dream, op. 21. It has the same freshness and use of light staccato figurations, 

unexpected accents, and excited intensity. 

Andantino, TrV 93 (1880) is the surviving work of two piano pieces dedicated to 

Strauss’s cousin Robert Pschorr (1868–1930). It is an extremely short, lyrical piece with 

rich harmonies and a leading melody in the top voice.  
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Fuge zu vier Themen, TrV 99 (1880) was dedicated to Strauss’s father as a 

Christmas present. The fugue (Example 1) presents the composer’s development in 

voicing and his enterprising attitude. 

Example 1. Richard Strauss, Fuge zu vier Themen, TrV 99, mm. 1–5. 

 

 

 

By the time Strauss composed Albumblatt, TrV 111 (1882) he had already written his 

large-scale works Fünf Klavierstücke and Sonata, op. 5.  Albumblatt is in three-part form, 

with a lyrical A part and a dramatic middle section. We can already hear definite traits 

that recur in his piano works. For example, the specific chord accompaniment on weak 

beats that gives the piece its urgency and restlessness can be found in the B section of the 

Albumblatt and in the second theme of the finale of the Sonata. Also, he frequently uses 

melodies with a rising interval of a third or fourth, usually repeated but with a larger 

interval the second time. As in Example 2, the melody at the beginning of the Albumblatt 

has the interval of a fourth, and then the interval of a fifth the second time. Similarly, 

Example 3 demonstrates the end of the first piece in Klavierstücke that has the rising 

interval of an octave and then a tenth. 
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Example 2. Richard Strauss, melody in the first voice from Albumblatt TrV 111,  
mm. 3–5. 

 

 

Example 3. Richard Strauss, melody in the first voice from Fünf Klavierstücke, op. 3 no. 
1, mm. 82–83. 

 

 

Largo, TrV 120 (1883) is a short and purely romantic composition. The first and 

last section consists of syncopated and repetitive figurations that lead to a suspended 

chord with fermata. The middle section is similar to the middle part of Strauss’s third 

piece of op. 3. It also has a leading melody at the top, and an accompaniment with dense 

chords in the middle. 

Stiller Waldespfad, TrV121 (1883) (“Silent Forest”) is similar to the pieces from 

Stimmungsbilder. Strauss depicts nature by using an echo effect, dotted rhythms, and 

dialogue between voices. The composer represents the silent forest as a gentle melody in 

piano with a syncopated accompaniment. The sixteenth-note triplets that are repeated 

pianissimo one octave higher and tempo marking un poco moto suggest the sound of 

rustling leaves. The dramatic middle part, forte and molto piu moto, transfers us from a 

calm and tender atmosphere to a stormy, windy image. The ascending melody in the bass 

and syncopated accompaniment brings to mind the gust of wind that destroys a peaceful 
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mood. At the end, Strauss brings us back to the initial atmosphere and ends the work 

triple piano and calm. 

Sonatinas and Fantasie 

 During 1873 and 1874 Richard composed numerous Sonatinas, many of them 

unfinished. “In 1874 his entire compositional output consisted of eight solo piano 

sonatas” (De Wilde 1991, 2). At that time, Strauss had not yet received composition 

lessons from Meyer, but he already played piano and violin. As Christian Wolff states in 

the preface of the first volume published by Schott music group: 

Strauss later considered many of the compositions written during his 
childhood and youth not as part of his actual oeuvre. The pieces published 
here for the first time should also not be viewed as being valid works but 
rather as compositional studies. They do nevertheless reflect the musical 
expressive possibilities of the young composer during an early phase in his 
development. (Wolff 2004, preface) 

 
 Sonatina No. 2 in E major, TrV 20 (1873) is in one movement, Allegro moderato. 

The copy of the second movement, Largo molto, is incomplete. Some older sources had 

indicated that this work was lost. The stylistic features remain the same as in the 

Miniatures: short eight-measure thematic ideas, simple harmonies, and plain 

accompaniment. 

 Sonatina No. 1 in C major, TrV 22 (1874) has two short movements: Allegro con 

brio and Presto assai. The first movement is filled with childish playfulness and humor 

(Example 4). While here Richard extends his use of harmony, using a modulation, the 

finale bursts in with a dissonance, which he has not used before (Example 5). 
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Example 4. Richard Strauss, Sonatina in C major, TrV 22, mvt 1. mm. 1–4. 

 

 

Example 5. Richard Strauss, Sonatina in C major, TrV 22, mvt. 2, mm. 1–2. 

 

 

 Written in the same year, the Sonatina no. 2 in F major, TrV 23 still falls in line 

with the classical tradition. This work is in three movements: Allegro; Andante; 

Prestissimo molto – Trio. In the Allegro Richard uses different technical aspects: double 

notes, tremolo, and chords. In the extended second movement he employs a variation 

form, consisting of a theme, five variations, and coda. In comparison to the previous 

sonatinas this is the longest movement. The virtuosic final movement is full of speedy 

scales that alternate between right and left hands. 

 Sonatina no. 3 in B flat major, TrV 24 (1874) presents four short contrasting 

movements: Allegro, Andante cantabile, Tempo di Menuetto – Trio, Presto – Trio. He 
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incorporates dance music and a variety of finger techniques, which makes it also suitable 

for training purposes.  

The last in this series, Sonatina no. 5 in E flat major, TrV 26 (1874) was dedicated 

to Richard’s uncle Carl Hörburger for his name day. The work shows the composer’s 

progress in developing different ideas. Strauss enriches the form in the first movement 

Allegro assai by using diverse themes, richer harmonies, and thicker texture. He pays 

close attention to the melody as his father advised. Franz Strauss always emphasized the 

importance of the melody. “His credo was the conservative classical ideal, where the 

melody was the most important element in the work” (De Wilde 1991, 51). We can 

especially hear it in the second movement, a three-part Adagio molto. The main theme is 

presented with a static melody, whereas the middle part is enriched by the movement of 

sixteenth notes in the theme. The short Menuetto: Allegretto – Trio serves as a bridge 

between the second and last movement. It is one page long and presented in a light, two-

voiced texture. The Finale: Allegro is an energetic and brisk presentation of a young 

composer’s fascinating sense of humor. 

Starting with the Fantasie in C major for piano, TrV 29 (1874) Strauss takes an 

interest in more expansive forms. Stylistically, it retains classical features. As Becker 

states: “Mozart seems to be the most prominent influence, and that’s nothing to sneeze at. 

Melodically it is simple, and with an innocent, plain accompaniment. Counterpoint is also 

absent at this stage” (Becker 2016, 172). Richard dedicated this work to his father, whose 

musical opinion he still valued the most. It starts with a slow introduction in Adagio and a 

lyrical homophonic theme in the right hand. The theme develops into Allegro Presto in 

alla breve with the melody in the left hand. After a little cadenza Strauss modulates to a 



 27	

contrasting Andante in A flat major in the trio section. Another modulation takes us to a 

virtuosic Allegro con fuoco in F minor, which seems to be the most emotional, intense 

part of the work. The composer uses a lot of arpeggios, chords, and sequences to stress 

the drama. After this powerful passage Strauss transfers us back to the innocent C major 

with contrasting Minore and Maggiore parts, and Allegro molto coda to conclude the 

work.	

Larger-scale compositions 

Sonate no. 1 in E major, TrV 47 (1877) is dedicated to Richard’s close friend 

Ludwig Thuille. It is in four movements with an expansive second movement. Thuille 

made some critical comments on this work and Strauss considered them responsibly: 

With reference to the accompaniment of the 1st and last movements of my 
E major sonata [o. Op. 38] I do see the big mistake I’ve made there and in 
respect of the numerous bridge passages, and I will do my best in my 2nd 
sonata [in C minor, o. Op. 60] and my other things to shale off my old habit 
and produce a better-made accompaniment. I’m very grateful to you for 
drawing my attention to this, and if I’d noticed this glaring mistake earlier 
I’d never have had the nerve to let you set eyes on such a clumsy piece of 
work, let alone dedicate it to you as something equal to your sonata, which 
is of a much higher standard than mine. With reference to the 2nd section of 
the 1st movement I can tell you frankly that I didn’t dare attempt a proper 
development and only wrote a short transition. (21 December 1878) (Schuh, 
1982, 33–34) 
 
The Allegro movement has various types of simple accompaniment and two 

contrasting themes in the right hand. The above-mentioned accompaniment, which 

Strauss promised to improve, is a bass with rhythmic chords as in Example 6. 
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Example 6. Richard Strauss, left-hand accompaniment from Sonata no. 1, TrV 47, mm. 
39–40. 

 

Example 7 demonstrates the short transition to the second section that Strauss 

mentions. It is a six-measure statement with modulating sequences. 

 

Example 7. Richard Strauss, Sonata no. 1 TrV 47, mm. 53–56, short transition to the 
second section. 

 

 

The second movement is Andante con variazioni which consists of a theme and 

six variations. We can find the similarities with the second movement of the Sonatina no. 

2 in F major, which is also written in the form of variations. Strauss presents both themes 

in a lyrical mood and both are written in Andante. The first variations in both 

compositions still remain in the same character as the theme while the others are 
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developed dramatically and technically. The last variations are fast with the rapid 

passages. 

The third movement Tempo di Menuetto with the trio section is also Strauss’s 

frequently used genre for the slow parts and similar to his other slow movements from 

the sonatinas. 

The Allegro agitato Finale is reminiscent of the opening of Beethoven’s Piano 

Sonata, op. 31 no. 2. It is also built on passages in groups of two-note slurs. Nevertheless, 

Beethoven’s music remains emotionally tense, whereas Strauss switches to major 

immediately. In the preface to the first edition Christian Wolff states: “For the fourth 

movement Finale, he utilized a fragment of the second final movement of a sonatina in E 

minor AV. 202, TrV 28, which originated in 1873 or 1874” (Wolff 2004, preface). The 

sonatina in E minor was unfinished. 

Strauss completed the Grosse Sonata no.2 in C minor, TrV 79 on June 10, 1879, 

one day before his fifteenth birthday. He dedicated the work to his aunt’s husband Carl 

Hörburger (1826–1899), with whom the Strauss family often spent their holidays. In a 

letter to his friend Thuille on May 8, 1879, Strauss informs him about the process of the 

work: 

The final movement of the sonata is in progress and the 3-page development 
section has been overcome; it will therefore not be long before the work is 
complete. I will also add a shorter melodic A flat major Adagio which will 
have a direct transition leading into a scherzo. (Wolff 2004, preface) 
 

In the middle of June 1879, after completing the work, Strauss wrote Thuille: 

I have now finished the sonata[;] the Adagio which leads straight into the 
Scherzo has turned out quite well, and I have been much praised by Papa 
(which means a lot) and by Mr. Kapellmeister Meyer who says it is very 
tasteful and fine. (Wolff 2004, preface) 
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Strauss composed the sonata at a time of prolific activity. “This work is representative of 

the transition between Strauss as a student of composition and as a maturing, professional 

composer” (De Wilde 1991, 126).  

The sonata has four movements. The first movement, Allegro ma non troppo in C 

minor, is written in standard sonata form with an extended coda. It starts with the main 

theme, which appears throughout the movement. In the transition to the second theme 

Strauss uses an eight-note statement that develops into a sixteenth-note pattern, with the 

melody alternating in both hands. The contrasting sostenuto second theme is written in 

the relative E flat major. It develops and brings us to the main theme. The development 

section uses the principal theme and patterns from the transition. Strauss reaches a 

dramatic culmination by presenting the theme in octaves with supporting chords. In the 

recapitulation the composer presents the second theme in C major, this time fortissimo. In 

the extended coda Strauss frequently modulates the first theme until it reaches the main 

key of C minor and is presented in a brilliant octave ending. 

The short second movement, Andante cantabile, serves as a bridge to the Scherzo. 

The binary form introduces two themes in the key of A flat major and E major. The final 

section in Presto leads us straight to the Scherzo in F minor. Strauss here uses descending 

arpeggios, chromatic scales, and repeated chords that ornament the main theme. The 

extremely contrasting Trio in F major is full of sustained chords. Before returning to the 

Scherzo Strauss uses the same transition material as in the second movement. He also 

cites the two themes from the previous movement in the closing section. De Wilde draws 

a parallel here: “A similar characteristic is also seen in Beethoven’s Fifth Symphony, 
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where he segues between the scherzo and finale without pause, and recalls the scherzo in 

the middle of the fourth movement” (De Wilde 1991, 138). 

The Finale, Allegro maestoso, ma non troppo lento, is in C major and written in 

sonata form. The theme is presented in a virtuosic chord statement that transfers to the 

transition in octaves in both hands. Strauss demonstrates a development in his concept of 

transitioning between themes. Whereas his earlier transitions were short, modulating 

bridges, this transition displays a well thought out compositional process. The contrasting 

second theme is in G major. Strauss uses polyphonic texture with a four-voice statement 

in which each voice is equally important. The development section is based on the main 

theme modulating to different keys. De Wilde states: 

 This development section shows the high level of expertise of the 
young composer. His ability to rework themes through fragmenting, 
inverting, and recombining melodic material and passing them through 
remote keys is well developed at this early stage of his experience. (De 
Wilde 1991, 140–141) 

 
The maestoso recapitulation is stated fff and reaches ffff before the principal theme 

from the first movement is presented. “Whereas the second and third movements were 

related with common thematic material, Strauss is also drawing a connection between the 

first and fourth movements, creating a definite cyclic quality to the sonata” (De Wilde 

1991, 141). The powerful Presto coda brings the sonata to a remarkable conclusion. 

The sonata clearly demonstrates Strauss’s compositional development. He invents 

numerous thematic ideas, improves transitional passages, and enriches the texture. His 

style has also changed, which is now not strictly in the classical but clearly in the 

romantic tradition. 



 32	

When Strauss started composing 14 Improvisationen und Fuge über ein 

Originalthema, TrV 130 he already became personally acquainted with Bülow, for whom 

he dedicated the work. He began the composition in Berlin, in March of 1884 and 

completed it in Munich, on May 16, 1884. He had also finished the Stimmungsbilder 

earlier in Berlin. Musicians might be confused by older sources that indicate that only the 

fugue survived. In fact, the whole composition was not published until 2008 by Schott 

Music Group. In the preface of the edition, it is indicated:  

“While his Stimmungsbilder, op. 9 completed in Berlin in February 1884 
had been printed in 1886, Strauss was unsuccessful in finding a publisher 
for his piano variations. Only the fugue—in a version 19 bars shorter than 
the one included in this edition—appeared in 1898 as one of the “original 
musical contributions” in a book by Oscar Bie entitled Das Klavier und 
seine Meister [“The Piano and his Masters”]. (Wolff 2008, preface) 
 
Christian Wolff used a copy of a transcript in an unknown hand, since the 

original manuscript is in a private collection.  

In this work we can find traces of Brahms’s influence. Strauss had not 

understood his music when he first heard it; he thought it was too complicated. But 

he reconsidered his opinion and eventually felt great enthusiasm for Brahms, 

particularly because of Bülow’s influence. After he heard Brahms’s third 

Symphony in March of 1884, Strauss writes, “I’m beginning to get very attached 

to Brahms as a whole, he’s always interesting and very often really beautiful as 

well” (Schuh 1982, 68). Todd believes that Brahms’s influence was crucial to 

Strauss’s musical life.  

Brahms may have played a not insignificant role in Strauss’s 
compositional development; even so, scholarship has largely failed 
to measure the extent or nature of that role. A full account of the 
Brahms-Strauss case remains to be written; we need only look at 
Strauss’s works of the mid-1880s to discover them. (Todd 1992, 5) 
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Gilliam also believes that Brahms’s presence in Strauss’s musical compositions is 

obvious: 

For Strauss, then, the progression that preoccupied him during the 
early 1880s – from Mendelssohn and Schumann to Brahms – was 
almost inevitable, and his personal contact with Brahms in all 
likelihood only reinforced it. The Brahms experience represented 
more or less the final stage of Strauss’s student period. It enabled 
him to intensify his dependence on the German instrumental 
tradition and yet ultimately spurred him to reconsider the 
dependence. (Gilliam 1999, 38) 
 
Strauss was thankful for everything that Bülow was doing for him, and he 

wanted to express his gratitude compositionally. He was very proud of his work, as 

was Bülow, who finally recognized the young composer’s piano writing ability. In 

a letter to Bülow Strauss writes: 

Since it was denied me yesterday, despite repeated efforts, to meet you 
personally, I am gratefully compelled to adopt this means of expressing to 
you my most heartfelt and deepest thanks for the honour that you, revered 
Master, have done me in accepting my ‘Improvisations and Fugue’, in the 
dedication of which I thought only to fulfil an overriding duty of respect 
and gratitude. From the first moment of its conception the work was 
intended and planned for you, and impelled by respect and gratitude, I have 
put the best of my powers into it, in order to make it, so far as my talent and 
skill permit, worthy of the master for whom, and for whom alone, it came 
into being. (Bülow 1953, 6–7) 
 
Unfortunately, Bülow never performed the work. As described earlier, Bülow had 

made a significant impact on Strauss’s development. In particular, his piano writing had 

developed new stylistic features, shifting from classical traditions to romantic aspects. He 

also was changing as a symphonist. “Although the precise sources of Strauss’s inspiration 

remain debatable, it is significant that in 1880 the young symphonist was already beginning 

to migrate from his father’s esteemed classics to the late romantics in terms of harmony, 

thematic development, and orchestration” (Heisler 2010, 46). Even though Franz Strauss 
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was trying to foster a conservative approach in Richard’s composing, the change in his 

writing was inevitable. Nevertheless, Franz always supported his son and gave him advice. 

In a letter to Richard, he suggests: 

  When you are doing something new, make sure that it is melodious and not 
too heavy, and that it’s pianistic. Increasingly, it’s my experience that only 
melodious music makes a lasting impression on musicians and amateurs, 
and melody is the most viable element in music. (11 February 1884) (Schuh 
1982, 73–74) 

 
14 Improvisationen und Fuge über ein Originalthema, TrV 130 represents an 

absolutely different approach to piano writing. The texture is much richer and includes 

vivid contrasts and expressive indications such as marcato, con espressione, and breit, 

which are not in his earlier works. He has already stepped into the world of the great 

romantics and his Improvisations are a notable example.  

The composition starts with a Maestoso introduction, full of rising octaves 

enriched with chords. The lyrical theme in the Andante is presented in the right hand and 

then repeated in the left hand. The fourteen improvisations that follow are written at a 

high artistic level. The melodic lines are presented with numerous changes in dynamic 

and tempo. He also demonstrates layers in the improvisations, contrapuntal melodic lines, 

polyrhythms, and technical variety. The fugue is in four voices and based on the theme 

from the introduction, which perfectly structures the piece. It is a vigorous, combative, 

and challenging work for pianists. 

The composition clearly demonstrates the composer’s development, not only as a 

pianist, but also as a symphonist. By the time he finished this work he had already 

composed two symphonies, which explains the orchestral approach to the composition. It 

is the work of a composer who has developed as a versatile musician. 
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CHAPTER 4 

STRAUSS’S LARGE-SCALE WORKS WITH OPUS NUMBERS 

 

Strauss’s compositional style started to change in the 1880s. His musical language 

in this period is characterized by the traditions of the nineteenth century. The prominent 

figures that influenced Strauss’s writing were Schumann, Mendelssohn, Brahms, and 

other romantics. 

Larry Todd argues that:  

From his study of Brahms, Strauss found reinforcement for certain 
conservative features of his own music written before the 1885 conversion: 
its reliance on traditional forms and genres, its use of thick, contrapuntal 
textures, its general preference for doublewind orchestration – in short, its 
awareness of and close relation to the mainstream tradition of nineteenth-
century German ‘absolute’ instrumental music. (Todd 1992, 5) 
 

Fünf Klavierstücke, op. 3 

Strauss started this work in 1880 and completed it on July 31,1881. The pieces 

mainly utilize a conservative harmonic style. Krause writes that “This music possesses 

considerable melodic warmth, but its waters are still unruffled, and it follows traditional 

classic-romantic lines” (Krause 1969, 35). Todd and Del Mar find similarities between 

Strauss’s Klavierstücke and Schumann’s early piano music. Richard Strauss noted his 

father’s judgements of Schumann’s music: “he approved of Schumann’s compositions for 

the piano up to op. 20; his later compositions, on the other hand, because of their 

rhythmic monotonies and repetition of phrases, were labeled ‘Leipzig music’ and were 

accordingly valued less highly” (Strauss 1953, 127). Therefore, it is not surprising that 

elements of Schumann’s early style are found in Strauss’s piano pieces, especially 
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Schumann’s music before op. 20. Interestingly, Strauss did not favor Schumann’s later 

works. Richard wrote to his father about Schumann’s piano concerto, op. 53: “A Fraulein 

K. played the first movement of an A minor concerti by Schumann, which I didn’t like 

very much, because it’s not at all clear and the scoring is very thick, so that you hardly 

get to hear the piano” (Schuh 1982, 26). 

 The first piece is Andante and is in ternary form. Del Mar believes that it is 

reminiscent of Schumann. The first theme is calm and tender. Its mood is close to the first 

piece of Schumann’s Kinderszenen, op. 15, which was written in 1838. The A section 

(Example 8) is similar melody and texture to the first piece of Kinderszenen “Von 

Fremden Ländern und Menschen” (Example 9). Strauss presents the melody not only in 

the upper voice but also hides it in the middle line (Example 10). Outer voices in half and 

quarter notes and inner voices moving in a flowing, descending eighth note arpeggiation, 

capture that special sound of the first piece of Kinderszenen. Both employ an essentially 

monothematic technique. 

 

Example 8. Richard Strauss, Fünf Klavierstücke, op. 3 no. 1, mm. 1–4. Strauss 1881, 3. 
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Example 9. Robert Schumann, Kinderszenen, op. 15, mm. 1–4. Schumann 1880, 58. 

 

Example 10. Richard Strauss, Fünf Klavierstücke, op. 3 no. 1, mm. 17-20. 

 

 

 Larry Todd provides an excellent comparison of Schumann’s Humoreske and 

Strauss’s first piece. “Nowhere did the young composer reveal himself a more avid 

Schumannianer than in the first of his Fünf Klavierstücke, op. 3 . . . Andante in B flat 

major is unabashedly derived from Schumann’s Humoreske (1839)” (Todd 1992, 33).  He 

compares the A section, in B flat major, with the opening page of the Humoreske, also in 

B flat; like Schumann, Strauss begins with a non-tonic opening (Example 11). 
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Example 11. Robert Schumann, Humoreske, op. 20, mm. 1–6. Schumann 1887, 2. 

 

 

The B section of the Strauss is in the contrasting key of G minor. As is the second section 

of the Humoreske is in G-minor (Examples 12 and 13). 

 

Example 12. Richard Strauss, B section from Fünf Klavierstücke, op. 3 no. 1, mm. 39–40. 

 

Example 13. Robert Schumann, Humoreske, op. 20, mm. 1–3. Schumann 1887, 14. 

 

 

 “Finally, the concluding measures of the Andante contain traces of the close of 

the Humoreske, marked Zum Beschluss” (Todd 1992, 34–35). 
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The similarities with Schumann are obvious and prove that Strauss studied old 

masters’ scores carefully and absorbed a great deal from them. The comparison with 

Schumann’s Kinderszenen and Humoreske is helpful also in performing—for example, 

choosing the right tempo for Strauss’s first work. Moreover, in tandem with Schumann’s 

works, one can discern the mood Strauss wanted to convey. 

Larry Todd makes the comparison of harmonies: 
Whereas Schumann taunts us with an ambiguous augmented triad that 
resolves to the subdominant before the tonic is secured in measure 4, 
Strauss begins less adventurously with the subdominant; this, too, gives 
way to a cadential phrase that establishes the tonic in m. 4. Later in the 
Andante, however, Strauss does insert a reference to Schumann’s 
augmented triad, and when it resolves not to the subdominant but to the 
lowered submediant, G-flat major (mm. 21 ff), we are reminded that 
Schumann too touches on G-flat major (mm. 8 ff), the triad of which 
includes two pitches from the original augmented triad. (Todd 1992, 35) 
 

The texture in this piece has multiple layers which is also typical for Schumann. 

Strauss also presents here a lyricism that is typical of the German Romantic 

tradition. 

The second piece, Allegro Vivace Scherzando, is also in ABA form. The time 

signature is 6/8 and the piece starts with the fifth, then texture thickens in the second half 

of the measure. Example 14 shows that the first beat has just the octave and the last has 

the full chord. The scale degree 5 to 1 in the soprano is significant, it implies V to i6 

harmonies. The performer has a difficult task to play it without accent on the second half 

of the measure. Moreover, the diminuendo should be made by the end of the fourth 

measure, so it feels like one phrase. Also, Strauss indicated pianissimo, which means that 

it should be played with completely relaxed arms in order to get a soft sound. 
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Example 14. Richard Strauss, Fünf Klavierstücke op. 3 no. 2 mm. 1–6. Strauss 
1881, 7. 

  

 

Strauss extends the hypermeasure three times before the return to the main theme, 

which makes it sound more intriguing. Moreover, he does not mark the ritenuto sign 

before the return, which performers are prone to do. Without the ritenuto the listener’s 

attention is held, and the result is much more exciting.  

The rhythm and scherzo mood may have been stimulated by the first movement 

Vivace (mm. 63–68) of Beethoven’s Symphony no. 7 (Example 15). Beethoven’s 

Symphony as a whole is known for its use of rhythmic devices suggestive of a dance, 

such as dotted rhythms, and repeated rhythmic figures. It is dominated by sudden 

dynamic changes, and abrupt modulations. Strauss uses the same dotted rhythm, time 

signature, and exactly same tempo markings ( . = 104) in the second piece. In general, 

the second piece recalls similar devices that Beethoven had used. This comparison might 

be helpful in performance. In particular, the sound in the beginning of this piece should 

match the sound of the flute in Beethoven’s symphony. Hence, we can get the light, 

pleasant effect that is typical of a scherzo. 
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Example 15. Ludwig van Beethoven, Symphony no. 7, op. 92, mm. 63–68. Beethoven 
1938, 163). 

 

 

 

The center of the Strauss cycle is the Largo, which serves as the dramatic climax 

of the work. This, the slowest movement, is a challenge to the performer. The structure is 

an ABA form. The beginning is very slow-going, in the tragic tonality of C minor 

(Example 16). Beethoven frequently used this key to suggest tragedy, as in the “Funeral 

March” of his Third Symphony. 

 

Example 16. Richard Strauss, Fünf Klavierstücke, op. 3 no. 3, mm. 1–5. Strauss 1881, 11. 
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Strauss transports us to a contrasting B section in the relative key of E flat major 

(Example 17). 

 
Example 17. Richard Strauss, Fünf Klavierstücke, op. 3 no. 3, mm. 48–51. Strauss 1881, 
12. 

 

 

In this section, the first piece that immediately comes to mind is one of Liszt’s 

Transcendental Études—Ricordanza, written in 1830. Later Ritter introduced Strauss to 

Liszt’s symphonic poems, a body of orchestral music in which Strauss discovered, in his 

words, “the leading thread for my own symphonic work” (Todd 1992, 3). “Strauss 

vigorously pursued the Lisztian notion that the poetic idea should shape and determine 

the musical form” (Todd 1992, 3). The second theme of Liszt’s Ricordanza in Example 

18 has the same texture as the B section in the third piece: a pulsation of dense repeated 

chords in the bass with the singing melody at the top. Moreover, Strauss’s B section has a 

similar mood to Ricordanza; both imply a song about love. Liszt writes chords in the left 

hand, while Strauss underlines the bass contour. Accordingly, in performance, it is 

effective to concentrate attention on both the melody in the right hand and the bass line in 

the left, in order to convey the dialogue between them. The melodic contour of this piece, 

the regular phrase structure, weak half cadences, and key, all make reference to Liszt’s 

Ricordanza. 
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Example 18. Franz Liszt, Ricordanza from Transcendental Études S. 139, mm. 55–57. 
Liszt 1911, 65. 

 

 

The fourth piece is the only movement in the cycle that is not written in a ternary 

form. Here the structure is a rondo: ABACA. It is marked Allegro molto and has a light, 

playful character. From the beginning to the C section the composer maintains strict four-

measure phrasing. The one exception is the measure with the time signature 9/8 (Example 

19), which is the fourth bar of a hypermeasure.  

 

Example 19. Richard Strauss, Fünf Klavierstücke, op. 3 no. 4, mm. 121–125. Strauss 
1881, 20. 

  

 

Strauss adds one beat there; slightly extending the hypermeasure by changing the 

6/8 to 9/8 but remaining within the four-measure frame. Accordingly, he gives the 

performer an opportunity to change the mood before the new C part. It is also a perfect 

place to avoid ritenuto, so that the transition does not disrupt the structure of the work. 



 44	

The beginning of the last piece again shows Schumann’s influence. His Marche 

des Davidsbündler contre les Philistins, from Carnaval, op. 9 (1834–1835) can serve as a 

model for the last movement. The two compositions are similar in mood, have triple 

meter and similar tempo markings (Strauss, Allegro marcatissimo; Schumann, Non-

Allegro) (Examples 20 and 21). 

 

Example 20. Richard Strauss, Fünf Klavierstücke, op. 3 no. 5, mm. 1–9. Strauss 1881, 22. 

 

 

Example 21. Robert Schumann, Marche des Davidsbündler contre les Philistins, from 
Carnaval, op. 9, mm. 1–8. Schumann 1879, 24. 

 

 

Both pieces open with chords played constantly forte. The homophonic texture is 

one especially favored by Schumann. Strauss’s approach to the piano recalls Schumann’s 

most pianistically challenging works. Like Schumann, Strauss favored thick 

arrangements of chords in thirds and sixths, and figuration that use the full range of the 

instrument. Schumann’s title Marche provides a strong hint to the character of Strauss’s 
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piece: it must be played majestically, and not too fast. As Schumann had done, Strauss 

assigns the melody to both hands. Accordingly, the pianist needs to focus not only on the 

top line but should also underline the melody in the left hand. 

The challenge for pianists is the extensive fugue that serves as the middle section 

of the piece. It is in three voices and shows composer’s great skill. It consists of three 

expositions, each followed by episode. In the episodes the composer uses motivic 

fragmentation of the subject and the countersubject. The last episode leads to the third 

part A through a fragmentation and a sequencing. 

Young Strauss paid close attention to the music that was created by his 

predecessors. In order to develop as a composer, he learned, analyzed, and evaluated 

music by different composers, who were close to his musical tastes. Becker suggests that 

“Strauss also masters the standard salon forms of his time and effortlessly transforms 

them into something that is considered to be more than salon music” (Becker 2016, 172). 

Fünf Klavierstücke demonstrates Strauss’s ability to adapt to the musical tendencies of 

his time, as well as his talent to take the best ideas from music of the great composers and 

masterfully convert them in his piano works.  

Sonata in B minor, op. 5 

The extensive Sonata in B minor, op. 5 was also started in 1880 and finished on 

January 9, 1881, when the composer was 17. “This is actually the third of its species, but 

the hard and fast line drawn by the mere fact of publication has brought the B minor 

Sonata alone into the range of familiarity” (Del Mar 1986, 9). This work is in four 

movements and in the romantic style. Its main inspirations seem to be from Mendelssohn 

and Beethoven. 
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The first movement, Allegro molto Appassionato, is in a traditional sonata form. It 

is based on a repeated note pattern (Example 22), similar to the famous motif in 

Beethoven’s fifth symphony. 

 

Example 22. Richard Strauss, Sonata, op. 5, mvt. 1, mm. 1–6. Strauss 1882, 2. 

  

 

 We can hear the motive throughout the piece and at its peak in the development section. 

As Del Mar states, “The first movement of this Sonata, op. 5, has the distinction not only 

of being built around a somewhat familiar figure . . . but has a dramatic urgency which is 

quite new and which carries the composer farther than ever before” (Del Mar 1986, 9). 

The contrasting lyrical second theme in the relative D major recalls the miniatures of 

Brahms. From the intense, grand opening Strauss transitions us to the light, introverted 

melody. Numerous examples of such rapid transformations can be found in Brahms’s 

music.  Like Brahms, Strauss also favored thick chords in thirds and sixths, figurations 

that use the full range of the instrument, and shifting metrical patterns. 

Todd suggests that “in the closing bars of the movement we find a major-key 

version of the close of Beethoven's first movement” (Todd 1992, page 28). 

The second movement, Adagio Cantabile in E major, is in ternary form like many 

of his miniatures. Del Mar is assured that this music is reminiscent of Mendelssohn. “The 
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Adagio Cantabile is for all intents and purposes one of Mendelssohn’s Lieder ohne 

Worte” (Del Mar 1986, 9). It begins with a dreamlike, sweet melody in the right hand and 

syncopated chord accompaniment (Example 23). 

 

Example 23. Richard Strauss, Sonata, op. 5, mvt. 2, mm. 1-5. Strauss 1882, 12. 

 

 

The second phrase is stated as a dialogue between two hands. Todd makes an 

interesting comparison: 

The second phrase introduces a lyrical tenor melodic part set against 
the soprano, effectively converting the solo Lied ohne Worte to a Duett ohne 
Worte, a device encountered in Mendelssohn’s . . . piano lieder (as in the 
Lied, op. 38 no. 6, said to have been conceived as a love duet on the occasion 
of Mendelssohn’s engagement to Cecile Jeanrenaud in 1836). (Todd 1992, 
28-29)  

 
He also suggests that the conclusion of the second phrase is similar to 

Beethoven’s ending of the slow movement of the Fifth Symphony. 

The grazioso middle part of the movement is in the parallel E minor 

(Example 24). It is a refined, scherzoso section with light staccato chords. 
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Example 24. Richard Strauss, Sonata op. 5, mvt. 2, mm. 43–44. 

  
 

One can draw a connection to Mendelssohn’s A Midsummer Night’s Dream, 

which starts in the same key. Its main theme is also in staccato four-voice statement 

and is written in the same register (Example 25). 

 
 
Example 25. Felix Mendelssohn, A Midsummer Night’s Dream, Overture, op. 21, 
mm. 1–13. Mendelssohn 1874, 1. 
 

 

 

 Del Mar also suggests similarities with Mendelssohn’s Rondo capriccioso, 

op.14, and the Scherzo a capriccio in F sharp minor. 

These include the sculpting of the tonic triad on the fifth, third, and first 
scale degrees, the insertion of rests to articulate the descent through the 
third and first scale degrees, and, finally, the application of turn-like 
figures to support the descent on the weak beats of the measure. (Del Mar 
1986, 30) 
 
The last section in the tonic major is basically the same as the beginning but slightly 

shortened. 
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The third movement is a humorous Scherzo Presto – Trio un poco piu Lento in 

ABABA form. Again, we can find traces of Mendelssohn’s music. Todd believes that 

“The 2/4 meter is possibly a debt to Mendelssohn, who wrote a number of duple-meter 

scherzos (. . .Octet, op. 20, the Second Piano Trio, op. 66, and the Scotch Symphony, op. 

56)” (Todd 1992, 31). He also makes an interesting observation regarding the motivic 

similarities with the middle section of the second movement: 

Through a clever thematic manipulation, Strauss’s F-sharp minor 
movement is related to the middle E-minor section of the Adagio; basically, 
Strauss reverses the two elements of the earlier scherzo theme, so that the 
theme of the third movement begins with a simple turn figure which, after 
several repetitions, exhausts itself through a compressed descent. (Todd 
1992, 31) 
 
The contrasting B section is a slow, elegant, and harmonious Trio. Todd goes on 

suggesting Mendelssohn’s presence in this composition.  

The trio, for example, has a melodic flourish reminiscent of the 
second theme of the finale to Mendelssohn’s Violin Concerto, op. 64. And 
at the conclusion of the scherzo . . . Strauss creates a texture reminiscent of 
the at the close of the Lied ohne Worte, op. 19 no. 3 (the celebrated 
Jagdlied), or of the Caprice, op. 16 no. 2, in E minor. Beneath the churning 
turn figure in the high treble, we hear fleeting horn calls. And finally, the 
concluding cadence, with its modal mixture of minor subdominant and tonic 
major, is reminiscent, of course, of the motto with which the Midsummer 
Night’s Dream Overture begins and ends. (Todd 1992, 31–32) 

 
Similar to this movement, Strauss frequently incorporates speedy, humorous, and 

fleeting passages into his other compositions. We can find this trait in the third movement 

of the Sonatina no. 2 in F major; in the third variation of the second movement, Sonata 

no. 1; and in the fourth piece of the Fünf Klavierstücke, op. 3. “The coda of the Scherzo, 

however, gives one of those horn-call figures which, while in themselves innocuous and 

common to all composers, later become such a predominant feature of Strauss’s thematic 

construction” (Del Mar 1986, 9). 
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The finale Allegro vivo in B minor is in sonata form. Gilliam suggests that the 

opening theme (Example 26) might be inspired by the finale of Mendelssohn’s Second 

Piano Trio in C Minor, op.66 (Example 27). 

At the repetition of the theme, Strauss redirects the melody to the middle 
register and adds a broken arpeggiated accompaniment above: this revision 
brings the passage closer to the texture of Mendelssohn’s finale, which 
feature the first theme in the cello with piano accompaniment. (Todd 1992, 
32) 
 
 

Example 26. Richard Strauss, Sonata op. 5, mvt. 4, mm. 1–6. Strauss 1882, 22. 

 
 
Example 27. Felix Mendelssohn, Piano Trio no. 2, op. 66, mvt. 4, mm. 1–5. 
Mendelssohn 1874, 32. 

 
 
It is also reminiscent of Schumann’s Einfach, 11th movement of the Davidsbündlertänze, 

op. 6. It is written in the same B minor key and shares the same nostalgic mood.  

 The second theme in the relative D major is stated in octaves with chordal 

accompaniment. “Here the melodic contour, regular phrase structure, weak half cadences, 
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and key indicate unambiguously the beginning of Mendelssohn’s D-major Cello Sonata, 

op.58 as the source” (Todd 1992, 32).  

 The development section combines motives from the transition and primary 

theme, which rapidly modulates through a wide variety of keys. Similar to the finale of 

the Grosse Sonata, Strauss reworks the themes from the exposition in the development 

section. This section has the same thick, furious arrangement of chords as in Schumann’s 

Davidsbündlertänze, thirteenth movement Wild und lustig. 

 Finally, the compressed recapitulation is in the main key of B minor, but not for 

long. After the principal theme of eight measures, Strauss transfers it to B major. It is 

similar to the beginning of the seventeenth movement (Wie aus der Ferne) of 

Schumann’s Davidsbündlertänze, which is also in B major; also, Chopin’s Barcarolle, 

op. 60 and the Nocturne, op. 32 come to mind. Strauss played some of Chopin’s works in 

his piano lessons, and it is possible that this composer did not leave young Richard 

without ideas. The Presto coda with a martellato passage has a Lisztian approach and 

gives the sonata a virtuosic conclusion.  

Nevertheless, Mendelssohn would seem to be the main influence when Richard 

composed this piece. As Todd states “In emulating Mendelssohn, young Strauss was 

essentially following the path of Schumann, who had turned to Mendelssohn, Schubert, 

Beethoven, and others for inspiration in his instrumental music” (Todd 1992, 36–37). 

Even later in his life, after he wrote his great operas, in his memoir Strauss advised 

“Conduct ‘Salome’, and ‘Elektra’ as if they were by Mendelssohn: Fairy Music” (Strauss 

1953, 38). 
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Stimmungsbilder op. 9 

Strauss completed his cycle of Stimmungsbilder, op. 9 (Mood Pictures) in Berlin, 

in 1884. This is a programmatic piano work consisting of five pieces, four of which are 

titled:  Auf stillem Waldespfad (In silent Forests), An einsamer Quelle (Beside the 

Spring), Intermezzo, Traumerei (Reverie), and Heidebild (On the Heath). “The title of the 

set applies well to four of the five pieces, which are full of Schumannesque romantic 

atmosphere, especially, of course, the Traumerei” (Del Mar 1996, 7).  A sixth piece 

entitled Nocturne was unfortunately lost. Considering the titles, this work is inspired by 

nature. “Along with the early vocal music, then, the Stimmungsbilder serve as a reminder 

that this young composer was already inspired by extra-musical content, particularly 

images from nature, thus foreshadowing the pivotal Aus Italien” (Youmans 2010, 48). 

The composer appears here as a great storyteller and develops many aspects of his 

technique. He expands the three-part form, looks for new sound effects, develops a 

manner of melodizing, especially in the first two pieces, and applies programmatic 

thematic ideas.  Along with his two previous works, it represents romantic style. 

The first piece, Aus stillen Waldespfad was originally titled Albumblatt. Strauss re-used 

the A section from his miniature Albumblatt, written two years earlier. Del Mar believes 

that “the opening bars are strongly suggestive of the ‘Hinterweltlern’ section of 

Zarathustra” (Del Mar 1986, 7). This movement suggests the lyricism of a Lied. The first 

section is practically the same as the beginning of Albumblatt. The middle part, un poco 

moto, has triplet sixteenth notes that add urgency to the music (Example 28). In the 

Albumblatt the middle section is much more dramatic, whereas in this first piece Strauss 

keeps the dreamy mood throughout the whole movement. In the last section the main 
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theme is combined with the melody from the B section. Even though the composer uses 

the same theme as in the Albumblatt at the beginning, Aus stillen Waldespfad creates a 

distinctively different mood. 

 

Example 28. Richard Strauss, Stimmungsbilder, op. 9 no. 1, mm. 33–36. Strauss 1903, 4. 

 

 

In the second piece, An einsamer Quelle, Strauss achieves the sound effect of a 

flowing stream in the accompaniment. (Example 29) The tempo is Lento, but the 

accompaniment makes it sound fluid and quite active. Nuances are very precisely 

marked. The dynamic range varies between pppp and mf. Most of the work is calm and 

the only mf is placed at the climax. 

 

Example 29. Richard Strauss, Stimmungsbilder, op. 9 no. 2 mm. 1–2. Strauss, 1903, 7. 
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The middle Intermezzo is humorous and capricious. Strauss even marks at the 

beginning mit Laune (whimsically). “Richard originally dedicated the third of the 

Stimmungsbilder for piano, op. 9 to Dora, as ‘Second Album Leaf’” (Schuh 1982, 86). 

Dora Wihan was a pianist from Dresden, and some sources report that Richard and Dora 

fell in love. Like many of Strauss’s other intermezzi, this piece indicates Mendelssohnian 

inspiration, especially the middle section. Rapid staccato chords in 6/8 are akin to those 

in the Rondo capriccioso, op. 14. 

Strauss’s Traumerei has a lot of features in common with Schumann’s Traumerei. 

Even though the melodic material is absolutely different, both composers produced a 

dreamy effect with sustained chords and fermate.  Strauss’s biographer Max Stainitzer 

(1864-1936) believes that Traumerei, as well as the first piece of the cycle, are 

particularly “worthy of Schumann in terms of their lyricism and the creation of a musico-

poetic atmosphere, respectively” (Heisler 2010, 47). 

The final Heidenbild is in an improvisatory style. Its colorful sonority, open 

harmonic texture, and focus on inner sensitivity imply the features of Impressionism. Del 

Mar describes this piece as “the most freely imaginative, with its two contrasted 

figurations, both set over a persistent drone of a bare fifth” (Del Mar 1986, 8). As in the 

second piece Strauss presents an image of nature; the descending line of the short 

figurations represents the blowing wind. Adding rests and dividing the figurations into 

longer and shorter phrases make it sound extremely naturalistic. A simple melody in G 

minor placed over the triplet accompaniment sounds exceptionally nostalgic, and the 

constant interval of a fifth in the bass gives the piece a sense of inevitability. The second 

time the same theme is presented in G major gives warmth to the piece. The rapid 
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descending and ascending passage at the end may portray a sudden gust of wind that 

moves the composition to its ending. 

Looking at Strauss’s piano oeuvre we can trace how he learned, experimented, 

and eventually developed as a musician. Michael Kennedy mentions “from first to last he 

put his trust in tonality, melody, dramatic instinct and a vein of fantasy which belongs to 

all the greatest storytellers” (Kennedy 1976, 1). The many similarities with the music of 

other composers reveals the young composer’s growth as a musician, as he applied the 

best ideas to his compositions. Strauss’s piano works show us the foundation of the great 

master’s musical progress.  
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CHAPTER 5 

PERFORMANCE HISTORY OF STRAUSS’S PIANO WORKS 

 

First Performances 

When Richard began composing, his father was the first to promote his early piano 

works. He would arrange Richard’s compositions for orchestra and perform them with an 

amateur ensemble consisting of his friends. “Until about 1878 his compositions, with few 

exceptions, were written for private performance in the bosom of the Pschorr family” 

(Schuh 1982, 48). Therefore, his early piano pieces were heard only in the small circle of 

family and friends. When Richard grew older, he was able to perform his works by 

himself and move them to bigger stages. “Strauss had completed his five-year study of 

composition with Meyer, and now wanted to expose his work to a larger audience” (De 

Wilde 1991, 5). 

The very first public performances – such as those of the Gavotte 
no. 4 and the Festive March Op. 1 by the Wilde Gung’l – were given in 
relative obscurity, but in the month of March 1881 no fewer than four of 
Richard’s works were heard in different Munich concert halls. (Schuh 1982, 
49) 

 
He also performed his piano works at grammar school: 
  

At the annual May Festival in the Great Hall of the Museum, when 
the pupils of the Ludwigs-Gymnasium recited poems or performed on 
musical instruments, on 16 May 1882 Richard played two piano pieces from 
his ‘Opus 3.’ Since he frequently changed the opus numbers he gave his 
early works, it cannot be established with any certainty which pieces these 
were: they may have been from the set of five sketches he wrote in 1879, o. 
Op. 59, or the Two Piano Pieces, o. Op. 68. (Schuh 1982, 55) 

 
One of the most notable performances was the concert in Vienna in the 

Bösendorfersaal on December 5th, 1881. Richard performed with the prominent violinist 
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Benno Walter, his former teacher. They played Strauss’s violin concerto and the 

composer accompanied Walter on piano. “He described himself as ‘never technically 

efficient’ as a pianist because he did not enjoy practising… but the critic Eduard Hanslick 

noted ‘unusual talent’” (Kennedy 1976, 5). 

With Bülow’s support Strauss was able to perform his compositions more often. 

He appeared as both conductor and pianist. One such event was Richard’s performance in 

Meiningen in 1885. He played Mozart’s Piano Concerto in C minor, for which he 

composed his own cadenza. Also on the program was Strauss’s F minor Symphony. That 

day was historic because in the audience was Brahms himself, who praised the young 

composer and gave him valuable advice regarding composing. 

 Strauss also mentions the performance on April 7th, 1886, in Meiningen, where 

he played three of his piano pieces but it is not clear which ones. “On Friday I am having 

the last chamber music concert (Viola trio of Mozart, C minor Quartet, op. 18 of 

Beethoven, 3 piano pieces of mine a[nd] E flat major Quartet of Schumann)” (Schuh 

1982, 31). 

For many years Strauss was the one to promote his own piano works as a 

performer. There is one recollection of a pianist from the Moscow Conservatory, who 

was interested in performing his works, but we do not know for sure whether he indeed 

performed them: 

I recently had a visit from Herr Gustav Pohl and a teacher 
(introduced to me by Klindworth) from the Moscow Conservatorium 
(something like Jeritscha he was called), in whom I found a very amiable 
hardworking musician, a[nd] to my great joy, a most enthusiastic admirer 
of yours. He showed a very friendly interest in my things a[nd] will play my 
piano quartet a[nd] new piano pieces in Moscow. (Schuh 1982, 40–41) 
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Only three piano works with definitive opus numbers were published during 

Strauss’s life; the other compositions were not in print until the end of the twentieth 

century, so those were not well known or performed. In spite of the recent Schott edition 

of compositions previously considered lost, there remains some confusion about his piano 

works. Many older sources contain outdated information, so numerous works have still 

not been recorded. 

Role of the Piano Works in Modern Concert Performances 

Glenn Gould was the one who shed light on Strauss’s early piano music.  He 

regarded Strauss as “among the most contrapuntal minded of composers . . .” (Heisler 

2010, 43). He made the first recording of Fünf Klavierstücke, and the Sonata, op. 5, 

released in 1984, which was also his last recording. Lloyd Grove in his review writes:  

In the sonata and the five short pieces, recorded three years earlier 
for this recent release, Gould stops to linger over the slow moments, and 
thus invests the teenage Strauss’ music with unexpected depth and maturity. 
For instance, he savors the slow second theme of the sonata’s first 
movement, a languid chord progression, as if each chord were a precious 
drop of eternity. He bares every little nuance of tone and shading, delicately 
turns every phrase, and lends Strauss the same crispness of intention he 
brought to the works of Bach. 

Performing the showy sonata in bursts of raw power, lush density, 
liquid transparency and flying virtuosity, Gould is a more than convincing 
romantic: He'd prefer to say ecstatic. He is also, it goes without saying, a 
naturally towering technician. And first, last and always, he's an original 
thinker. (Grove, 1984)  
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Gould believed that Strauss’s early music was unfairly underestimated, and that its time 

was yet to come. As Krause states: 

Nevertheless, his work calls for examination. That Thomas Mann once said 
of Schoenberg, that the curve of his life clearly veered “between adulation 
and neglect”, is also true of Strauss. Undoubtedly, he made it difficult to 
trace a straight line of development, with the abundance of his works, and 
the many demands he makes on both performer and listener. (Krause 1969, 
10) 
 

Interest in Strauss’s piano works is rising, and more and more pianists have become 

interested in his early works. I believe that with time we will be able to hear many 

interpretations of his wonderful compositions. 

 Among contemporary pianists who have created significant performances of 

Strauss’s piano music are Evgeni Bozhanov and Denys Proshayev. As Wolff mentions, in 

2006 theirs was the first public performance of Strauss’s piano works, at the Richard-

Strauss-Festival in Garmisch-Partenkirchen. “Evgeni Bozhanov performed the Sonate Nr. 

1 on 6 July 2006 and Denys Proshayev played the Grosse Sonate c-Moll no. 2 on 4 July 

and the 14 Improvisationen and Fugue über ein Originalthema on 6 July” (Wolff, 2008). 

 Nowadays, there are many recordings of Strauss’s piano works, but mainly his 

three large-scale compositions with the definitive opus numbers. They have been 

recorded by prominent pianists from all over the world. Among them are the Norwegian 

pianist and conductor, based in Germany, Stefan Veselka; French pianist Frank Braley; 

Italian pianist Costantino Catena; and Russian pianist Oleg Marshev, based in Italy. 

 Frank Braley recorded Fünf Klavierstücke; Sonata, op. 5 and Stimumgsbilder. 

David Mermelstein in his review of the CD writes: 

Frank Braley, a 30-year-old French pianist, clearly appreciates the worth of these 
juvenile works, and his new record affords them an excellent showcase. Mr. Braley, 
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a supple artist, plays the Five Piano Pieces (Op. 3) in alternatingly autumnal and 
exuberant fashion. (Mermelstein 1999, 86) 
 

About the pianist’s execution of the B minor Sonata Mermelstein states, “Mr. Braley 

lends it the bravado befitting a big statement without sacrificing its endearing nuances” 

(Mermelstein 1999, 86). Stimmungsbilder impressed the reviewer with Braley’s 

“attention to color and dynamics, his fluid playing and rich tone enhancing Strauss's 

attractive strains” (Mermelstein 1999, 86). 

 The most significant contribution so far has been by the Italian pianist Dario 

Bonuccelli, who recorded two volumes of Strauss’s piano works. The project is still in 

progress, with the goal of recording all the piano works. 

Interviews 

Recently I have been in contact with three pianists who have made recordings of 

Strauss’s piano works. They kindly agreed to answer my questions regarding the 

compositions. The following section is the result of my conversations with these artists. 

Oleg Marshev was born in Azerbaijan and studied at the Moscow Conservatory 

with Mikhail Voskresensky, where he received his Performance Doctorate in 1988. He 

has been based in Italy since 1991 and is also a Professor at the Anton Bruckner 

University in Linz, Austria. He has recorded over 35 CDs for Danacord Records. 

Marshev is interested in underestimated and forgotten music, which inspired him to 

record 4 volumes of Danish romantic piano concertos, Emil von Sauer’s complete piano 

works in 6 volumes, and among others, Strauss’s Fünf Klavierstücke, Sonata, op.5; and 

Stimmungsbilder. The Strauss recordings received praise in a Gramophone review: “Oleg 

Marshev, a gifted young Russian pianist, warms to his ungrateful task with commendable 



 61	

affection and bravura and, unlike Gould in his celebrated Sony recital, he includes 

Strauss’s best keyboard work, the Stimmungsbilder, op. 9” (Gramophone 2015).  

 The idea of making a recording of Strauss’s piano works came from the Danacord 

company. The only piece he knew at the time was the Sonata, op. 5. When he discovered 

the other works, he began including some of them in his concerts. Additionally, Marshev 

decided to involve his students in performing these works. They played them three times 

in 2015: in the Czech Republic, at Bruckner University in Linz, Austria, and in the city of 

Enns, Austria. 

 Marshev believes that Strauss’s Sonata, op. 5 compares really well to other 

romantic sonatas, such as Schumann’s and Brahms’s. He considers that if we are trying to 

somehow compare Strauss’s and Schumann’s sonatas, that maybe it is best to talk about 

the first Schumann sonata in F sharp minor. Marshev thinks that Strauss tries for the same 

very active emotional charge as Schumann, but at the same time, his music is also close 

to Brahms’s piano world. Their sonatas are not similar, but they are somehow in the same 

great German Romantic tradition. Strauss’s Sonata was written when he was extremely 

young, and Brahms was also young when he wrote his first sonata. We can see the 

continuation of tradition.  

 In Marshev’s opinion, Strauss’s solo piano music is absolutely romantic, and that 

he is definitely a purely romantic composer when it comes to the piano. He cannot find 

specific or recurring compositional traits that are particular to Strauss. If we hear op. 3 or 

op. 9 for the first time, we can easily find vestiges of Schumann. It does not mean that 

Strauss is not original; it is just too early to recognize his own traits. 
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 As Marshev observes, the composer uses the piano in very clever ways. For 

example, in the piece, An einsamer Quelle from op. 9, he writes a very interesting and 

unique accompaniment. It looks pianistically tricky, but the music is gorgeous. Strauss 

uses the instrument extremely well. It is enjoyable to play because it does not use 

uncomfortable techniques like some of his predecessors have. 

 Marshev believes that Strauss’s piano music is definitely underestimated and 

needs more attention from musicians. He believes that “there is so much great music 

written around us, but we are stuck with the same piano concertos. We should play and 

study more. It is a pity that pianists could not get more from [Strauss]. Curiously, after 

such a great start in piano music Strauss basically never went back to the piano. Being in 

his twenties and producing such a high quality of music is absolutely gorgeous and 

amazing.” 

 Another pianist that contributed to Strauss piano recordings is Costantino Catena. 

After graduating from the Conservatorio di Musica Giuseppe Martucci Salerno under the 

guidance of Luigi D’Ascoli, he continued and completed his piano studies with 

Konstantin Bogino, Bruno Mezzena, Boris Bechterev and Aldo Ciccolini. He is an 

official Yamaha artist. Since 2010 he has served as chair professor at the Conservatorio 

di Musica D. Cimarosa in Avellino. Catena maintains an intense schedule of recording 

activity, mainly with the Japanese label Camerata Tokyo, with whom he recorded Fünf 

Klavierstücke, and Stimmungsbilder, among other chamber works of Strauss. In the 

review Svejda writes, “Costantino Catena proves a shrewd and consistently ingratiating 

guide to all this music, wisely resisting the temptation to turn it into something more than 
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it can possibly be, while constantly finding what is freshest and most original at its heart” 

(Svejda 2016, 417). 

 Catena discovered Strauss's piano music thanks to the founder of Camerata 

Tokyo, Isaka Hiroshi, who proposed that he record the Klavierstücke and 

Stimmungsbilder, to which were then added some graceful and youthful pieces of 

Strauss’s chamber music with piano. He recorded these with the Savinio Quartet, after 

they had recently recorded a Schumann Piano Quartet and the Quintet. He decided to 

accept the proposal because he found the piano pieces very interesting and “although they 

are in perfect Straussian style—that is not particularly innovative from a harmonic point 

of view, they are inspired and written very well. There are also few recordings.” 

 Catena also recently recorded the piano works of Ermanno Wolf-Ferrari, an 

Italian-German composer known above all for his operas. Catena rediscovered some of 

Wolf-Ferrari’s unpublished piano music at the Staatsbibliothek in Munich. He finds that 

these two authors have something in common: rejection of the avant-garde and a search 

for timeless beauty, without excessive and overly abstruse experimentalism, which can at 

times become incomprehensible. He states that, “Maybe it is my limitation, but I remain 

tied to this type of writing we could call romantic, even if there is clearly a lot of 

decadence in Strauss's music.” 

 When it comes to Strauss’s sources of inspiration Catena believes that the 

composer could not have written these pieces without knowing Brahms, Wagner and 

Liszt. He also finds a lot of Schubert and Schumann there, especially in the most youthful 

pieces.  
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 Catena notes that Strauss is never immediately explicit; he never shows 

everything immediately or easily. He is a composer who must be conquered over time 

and delved deeply into. His piano music is very inspired and moving, but not obvious; it 

is music full of pathos. Catena is reminded of Brahms’s depth and lyricism—never too 

overt but always very deep and engaging. 

 Catena believes that Strauss’s tendency to compose program music is significant; 

in fact, even the Stimmungsbilder were given very important titles, despite having been 

composed in his youth. Like Marshev, Catena finds it difficult to identify Strauss’s true 

stylistic elements, “because the piano pieces belong to the composer’s youth, and his 

stylistic evolution was very fragmentary: it went from romantic or post-romantic writing 

to expressionism and polytonality and then even returned to neoclassicism.”  

In Catena’s opinion Strauss’s piano writing is clearly recognizable, very accurate and 

intimate, modeled on timbral research, but when necessary it is also vigorous and 

complex, combining different styles. For example, in the last Klavierstücke, there is even 

a fugue. 

 Catena has played Strauss’s pieces in his concerts a few times and intends to do 

so in the future, “even if it is sometimes difficult to get artistic directors to accept some 

composers. The twentieth century was a time in which those who did not adapt to the 

new trends were in a certain way isolated: it happened to Wolf-Ferrari who was 

considered uninteresting because of his practically nineteenth-century writing; and partly 

also to Strauss, although of course we are talking about a completely different stature. 

However, Strauss has often been treated unfairly because he is considered too 
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retrospective, and therefore has some ground to recover. One should play more of his 

music, especially these piano pieces which are practically unknown. 

 The most significant contribution has been made by Italian pianist Dario 

Bonuccelli, who is in the process of recording the complete piano works of Strauss. He 

has recorded two volumes so far, and two more are planned for release in the next two or 

three years. 

 Dario Bonuccelli earned his master’s degree in performance at the Conservatorio 

Niccoló Paganini with Marco Vincenzi. He took part in many national and international 

competitions, winning forty-two first prizes, many scholarships and special recognitions. 

Bonuccelli’s repertoire spans baroque to contemporary music, with a predilection for 

early romanticism. 

 He discovered Strauss’s piano writing through the chamber music and Lieder. He 

played violin and cello sonatas and many Lieder. Bonuccelli noticed that the composer’s 

piano writing was really good and that his use of the instrument was exceptional. In 2013 

the pianist recorded Wagner’s complete piano works to celebrate the 200th anniversary of 

his birth. 2014 was the 150th anniversary of Strauss’s birth, and Bonuccelli noticed that 

the complete piano music had not yet been recorded so he passed “from one Richard to 

another Richard.” In these years he started thinking that his role as a pianist could be 

more valuable recording neglected pieces rather than rerecording Chopin Ballades, so he 

dedicated himself to championing pieces that are unknown or barely known. 

 For Bonuccelli it is very interesting to see both sides of Strauss’s piano music. On 

the one hand, the mature compositions contain references to Strauss’s great orchestral 
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music. The youthful works, on the other hand, show the "enfant prodigy" playing the 

piano at a very young age and trying to imitate his role models. 

 Bonuccelli frequently includes Strauss’s piano compositions on his recital 

programs. He performs Schneiderpolka very often as an encore, Sonata, op. 5 and some 

short pieces. 

 Bonuccelli says that “Strauss focused on his material and on harmonic research, 

even in his youthful pieces, arriving in some cases at strange and bizarre pastiches of 

styles but, in others, finding very nice effects. Maybe the composer did not write the 

milestones of piano repertoire, but his piano music is really enjoyable and worthwhile. 

Strauss is very precise about indicating what he wants, especially in his dynamics and use 

of the pedal. We cannot see a real evolution in his piano music, because the main part of 

it was written when he was young. Then he moved to other genres, and the piano was 

quite neglected.” 

 Bonuccelli does not think that Strauss employs the piano differently from other 

composers.  “We cannot find anything that has not already been done by his predecessors 

(Mozart, Beethoven, Chopin, Liszt, Brahms) or contemporaries (Debussy), pianistically 

speaking, of course. Nevertheless, that is no reason to forget his music.”  

 In Bonuccelli’s opinion, “Each note coming out from the composer’s pencil is 

noteworthy when we face a genius like Strauss. Speaking about other works and 

especially opus 3, 5 and 9 (but not only), I think they should appear a little more in 

concert programs.” 
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CHAPTER 6 

12 VARIATIONS IN D MAJOR, TRV 68 

 

 These variations appear for the first time in this monograph, since they have not 

previously been made available. The manuscript was in the private collection of André 

Meyer (1884-1974), and after his death it was acquired by the Bibliothèque nationale de 

France.1 

The composition is dedicated to a family friend, Pauline Nagiller (1832-1881), widow 

of the musician and the composer Matthäus Nagiller (1815-1874). She was an important 

figure in Strauss’s life since she was the one who introduced Thuille to Strauss’s family. 

Strauss finished the work on May 16, 1878 when he was fourteen years old. The 

work consists of a theme and 12 short variations. The second, fourth, sixth and ninth 

variations do not have tempo markings. The seventh and eighth variations only have the 

descriptive markings, “Minore” and “Maggiore.” The only two variations that have 

different time signatures are no. 10 and no. 12. They are presented in 6/8 while the theme 

and all the other variations are written in 2/4. 

The Adagio theme consists of only sixteen measures, and Strauss keeps that 

structure for the next ten variations. The theme is presented in a four-voice choral 

statement.  

																																																								
1 Catalogue no. FRBNF43287480. I am grateful to the Bibliothèque nationale de France for 
their permission to include this manuscript in my monograph. 
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The first gracioso variation in Larghetto is in staccato eight notes alternating with 

a slurred group of two eighth notes. It is similar in texture to Strauss’s Scherzo, TrV 86, 

written one year later, also in D major.  

The second variation does not have a tempo marking, which might imply the 

same tempo as in the first variation. It is stated in legato triplets and based on 

chromaticism. 

Strauss increases the motion in the third variation with sixteenth notes in Con 

Moto, developing the speed and maintaining a consistent rhythmical idea. The theme is 

presented in the right hand and integrated with the left. In the second statement both 

hands play the theme in sixteenth notes. 

The fourth variation, marked gracioso like the first, is full of grace notes that 

create a humorous mood. The composer omits a tempo marking again. But it seems to 

adhere to the same pace as the previous variation. The overall mood recalls Strauss’s first 

polkas. 

The fifth variation, Risoluto, combines eighth notes with sixteenth note triplets 

that alternate in both hands. It also has short and rapid virtuosic passages. 

The sixth variation is another scherzoso statement in Mendelssohnian style. We 

can draw a parallel with the Mendelssohn’s Scherzo a Capriccio, WoO 3 that has a 

similar approach, using staccato chords in both hands in pianissimo. 

The seventh variation is the only one to appear in minor.  It is a contrapuntal 

imitation in four voices. 
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The next two variations share the same approach. The eighth variation has the 

theme in the left hand, with rapid passages in the right hand. In the ninth variation Strauss 

transfers a slightly changed melody to the right hand, and the passagework to the left. 

The tenth variation is written in a 6/8 Allegretto grazioso, in a dance style. The 

accompaniment consists of a long-short chordal pattern, which Strauss later employed as 

the basis for the final movement of his Sonata, op. 5. 

The extended eleventh variation consists of an Allegro of 37 measures and a 

cadenza in Presto. It is full of speedy passages and arpeggios. The cadenza is based on 

chromatic scales that lead attacca to the final variation. 

The Finale, Allegro scherzando is the longest variation. It is full of joyous 

staccato chords in combination with short rapid passages. Strauss includes six measures 

of the fourth variation, after which he returns to the main theme of the finale and ends it 

in triple piano, also similarly to the ending of the third movement of his Sonata, op. 5. 

Each of the variations is unique and distinctive. Strauss uses rhythmical variety 

throughout the composition that unifying the structure. Even though each variation is 

presented in its own character, all together they create a perfectly shaped work. The 

composer uses different techniques that he employed in his later compositions. In 

particular, his scherzoso sections are developed in the Klavierstücke and in the second 

movement of the Sonata, op. 5, which are technically more challenging for performers. 

The 12 Variations serve as a great example of Strauss’s development, as we can find the 

same thematic and rhythmic ideas in his later large-scale works. Personally, it has been a 

gratifying discovery, and I look forward to future work with the piece and to performing 

it. 
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Richard Strauss, 12 Variations in D major, TrV 68.  
Manuscript in the Bibliothèque nationale de France. Used by permission. 
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CONCLUSION 

Even though Strauss did not consider his first piano works to be significant, they 

still represent the composer’s musical approach and transformation. His mature operas 

and tone poems overshadowed his early compositions, but the latter are also important. 

Without his beginnings, attempts, experiments, and sometimes even unsuccessful 

writings Strauss would not have become such a great master. Knowing his developmental 

path is crucial to understanding Strauss’s musical language, which varied in so many 

ways. 

In order to develop as a composer, Strauss learned, analyzed, and evaluated music 

by different composers, who were close to his musical tastes. As Krause states:  

His love and reverence for the ideals of Mozart’s artistry influenced all his 
work. In the smile of Mozart, but also in his knowledge of the unfathomable 
depths of life and his expression of bitter sorrow, Strauss saw the 
embodiment of classicality in music (Krause 1969, 84) 

 Woronecki sums up the composer’s musical path: 

Throughout his career, Strauss was capable of recognizing that which was 
good or, more importantly, useful, in the works of other composers. He was 
able to effortlessly absorb these qualities and then incorporate them into his 
own works. Numerous authors have noticed the influence of other 
composers, among them especially Beethoven, Schumann and 
Mendelssohn, in the young Strauss’s music. Indeed, the emulation of past 
masters is common and even to be expected, but what is remarkable in 
Strauss’s case is his thorough knowledge and deep understanding of so 
much music at such a young age.  (Woronecki 2013, 32) 

The long absence of accurate publications of Strauss’s piano compositions 

prevented them from being discovered by a larger audience. Fortunately, with the 

availability of the Schott publications, pianists from all over the world are now starting to 

show interest in Strauss’s piano pieces. The magnitude of his works is impressive, and 
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musicians can find not only works for advanced players, but also training material for 

students. His miniatures are perfect for encores, and the large works can serve as 

substantial components of a piano program.  

Many of Strauss’s piano works are still not recorded, and some are recorded by 

just one pianist, Dario Bonuccelli. Among the compositions that are not recorded is the 

remarkable 14 Improvisationen and Fugue über ein Originalthema. This work is of an 

extraordinary beauty and demands a lot of skill from a musician. As a concert pianist, I 

think that this work is not only beneficial for performers to expand their technique, but 

also significant for discovery of a whole new world of late nineteenth century piano 

music and the possibility to enrich one’s repertoire. It is performers who have a 

responsibility to transmit the works of Richard Strauss to the musical community. He was 

a successor to the great classicists and romantics. He found his own path and developed 

his own unique musical language. Consideration of his piano works is crucial, since they 

represent the cornerstone of his musical career and present distinct evidence in the 

attempt to explain Richard Strauss’s musical genius. The impact of the rediscovery of his 

piano compositions is important for future generations of musicians. 
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APPENDIX A 

LIST OF PIANO SOLO WORKS 

1. Schneiderpolka for piano
TrV 1(1870)

2. Moderato in C major for piano
TrV 9 (1871)

3. Panzenburg – Polka for piano
TrV 11 (1872)

4. Langsamer Satz for piano
TrV 12 (1872)

5. Polka, waltz and other small compositions for piano
TrV 14 (1872) lost

6. Kleine Stücke (5) for piano
TrV 18 (1873)

7. Sonatine Nr. I in C major for piano
TrV 19 (1873)

8. Sonatine Nr. II in E major for piano
TrV 20 (1873)

9. Sonatine I in C major for piano
TrV 22 (1874)

10. Sonatine II in F major for piano
TrV 23 (1874)

11. Sonatine III in B major for piano
TrV 24 (1874)

12. Sonatine Nr. IV in E major for piano
TrV 25 (1874)

13. Sonatine Nr. V in E flat major for piano
TrV 26 (1874)

14. Sonatine Nr. VI in D major for piano
TrV 27 (1874)
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15. Fantasie in C major for piano
TrV 29 (1874)

16. 2 Kleine Stücke for piano
TrV 30 (1875)

17. Allegro assai in B flat major for piano
TrV 34 (1875) unfinished

18. Sonate Nr. 1 in E major for piano
TrV 47 (1877)

19. 12 Variations in D major for piano
TrV 68 (1878)

20. Aus alter Zeit (From older days) a small gavotte for piano
TrV 72 (1879)

21. Andante in C minor for piano
TrV 73 (1879)

22. Skizzen. Fünf kleine Klavierstücke: Allegro in E major for piano, Andante in G
major for piano, Gavotte II in D major for piano, Gavotte III in G major for piano,
Gavotte IV in D major for piano
TrV 82 (1879)

23. Grosse Sonata no. 2 in C minor (Great Sonata)
TrV 79 (1879)

24. Scherzo in B minor for piano
TrV 86 (1879)

25. Two short pieces for piano
TrV 93 (1879)

26. Scherzando in G major for piano
TrV 96 (1880)

27. Fugue on four themes for piano,
TrV 99 (1880)

28. Sonata in B minor for piano
TrV 103, op. 5 (1881)

29. Fünf Klavierstücke for piano
TrV 105, op. 3 (1881)
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30. Albumblatt in F major for piano
TrV 111(1882)

31. Largo in A minor for piano
TrV 120 (1883)

32. Stiller Waldespfad (Quiet forest path) for piano (early version of Op. 9 no. 1)
TrV 121 (1883)

33. Melody in G flat major for piano
TrV 122 (1883)

34. Stimmungsbilder (Mood Pictures) for piano
TrV 127, op. 9 (1884)

35. 14 Improvisationen und Fuge über ein Originalthema for piano
TrV 130 (1884)

36. Intermezzo in F major for piano (four hands)
TrV 138 (1885)

37. Parade-March des Regiments Königs-Jäger zu Pferde no.1 in E flat major for
piano but according to Volta (The Wind Band and Its Repertoire) probably
intended for military band
TrV 213 (1905)

38. De Brandenburgsche Marsch, (Präsentiermarsch) arranged for piano,
TrV 214 (1905)

39. Parade March for Cavalerie no. 2 in D flat major for piano
TrV 222 (1907)

40. Waltz in G flat major arrangement for piano (Kupelwieserwalzer) by Franz
Schubert arranged by Richard Strauss,
TrV 285 (1943)
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APPENDIX B 

DISCOGRAPHY 

The Richard Strauss Project. Complete Works for Piano Solo, vol. 1. 
Dario Bonuccelli, piano. 2014. Dynamic 7695. CD. 

01. Schneiderpolka, TrV 1

02. Panzenburg-Polka, TrV 11

03. Langsamer Satz, TrV 12

04. 5 Kleine Stucke, TrV 18

05. Piano Sonatina no. 2 in E Major, TrV 20

06. Piano Sonatina no. 1 in C Major, TrV 22

07. Piano Sonatina no. 2 in F Major, TrV 23

08. Piano Sonatina no. 3 in B Flat Major, TrV 24

09. Piano Sonatina no. 5 in E Flat Major, TrV 26

10. 5 Piano Pieces, op. 3, TrV 105

The Richard Strauss Project. Complete Works for Piano Solo, vol. 2. 
Dario Bonuccelli, piano. 2017. Dynamic 7748. CD.  

01. Fantasie, TrV 29

02. 2 Kleine Stücke, TrV 30

03. Piano Sonata no. 1 in E Major, TrV 47

04. Aus alter Zeit (eine kleine Gavotte), TrV 72

05. Andante in C Minor, TrV 73

06. Stimmungsbilder, op. 9, TrV 127

07. Albumblatt, TrV 111
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Richard Strauss. Frank Braley, piano. 1998. Harmonia Mundi HMC901642. CD. 

01. Piano Sonata in B minor, op. 5

02. 5 Klavierstücke, op.3

03. Stimmungsbilder, op.9

Richard Strauss and The Piano. Costantino Catena, piano, Quartetto Savinio. 2014. 
Camerata 28309. CD.  

01. 5 Klavierstücke, op.3, TrV 105

02. Ständchen, TrV 114

03. Festmarsch, TrV 136

04. Arabischer Tanz

05. Liebesliedchen

06. Concertante, TrV 33

07. Stimmungsbilder, op.9, TrV 127

Richard Strauss. Glenn Gould, piano. 2015. Sony G010003293094U. CD. 

01. Piano Sonata in B minor, op. 5

02. 5 Piano Pieces, op. 3

Richard Strauss - Piano Music. Stefan Veselka, piano. 2006. Naxos 8557713. CD. 

01. Five Piano Pieces, op. 3

02. Piano Sonata, op. 5

03. Stimmungsbilder, op. 9
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Richard Strauss Piano Music. Oleg Marshev, piano. Danacord DACOCD440. CD. 

01. Piano Sonata in B Minor, op. 5, TrV 103

02. 5 Piano Pieces, op. 3, TrV 105

03. Stimmungsbilder, op. 9, TrV 127




