
 
Richard Strauss (11 June 1864 – 8 September 1949) was one of the most influential and versatile composers of the late Romantic 
and early modern periods. A native of Munich, Strauss demonstrated extraordinary musical talent from an early age, receiving 
rigorous training in composition, piano, and conducting. His early works showed the influence of classical models like Mozart and 
Beethoven, but he quickly moved into more progressive territory, developing a bold and expressive style that pushed the 
boundaries of orchestration, harmony, and musical narrative. 
 
Strauss first gained international acclaim with his series of orchestral tone poems, including Don Juan (1889), Tod und Verklärung 
(1890), Also sprach Zarathustra (1896), and Ein Heldenleben (1898), which showcased his mastery of programmatic writing and 
orchestral color. He later turned to opera, where he made a lasting mark with groundbreaking works such as Salome (1905), 
Elektra (1909), and Der Rosenkavalier (1911), combining psychological intensity with innovative harmonic language and lush 
orchestrations. His partnership with librettist Hugo von Hofmannsthal became one of the most important composer-librettist 
collaborations in music history. 
 
Though Strauss’s reputation became complicated due to his role in German cultural life during the Nazi regime, his artistic legacy 
remains secure. He continued composing prolifically into old age, producing late masterpieces such as the Metamorphosen (1945) 
and the Four Last Songs (1948). Across his career, Strauss demonstrated an uncanny ability to adapt to changing artistic climates 
while maintaining his distinctive voice characterized by a profound understanding of the orchestra, a gift for melody, and a wry, 
often satirical sensibility. 
 
Le bourgeois gentilhomme, Op. 60, occupies a unique place in Strauss’s output as a witty and elegant fusion of theater and music, 
based on Molière’s 1670 comédie-ballet of the same name. Initially conceived as part of an ambitious hybrid production that 
combined a German adaptation of Molière’s play with the one-act opera Ariadne auf Naxos, the project proved too unwieldy for 
audiences. In response, Strauss reworked the materials into two separate entities: the now-famous opera and a self-contained 
orchestral suite, which premiered in 1918. 
 
The suite, composed between 1911 and 1917, consists of nine movements that reflect both the charm and satire of Molière’s 
original characters and situations. At its center is Monsieur Jourdain, a bourgeois man obsessed with entering aristocratic society, 
whose pretensions become the subject of gentle mockery. Strauss mirrors this comedic tone by adopting a neoclassical style that 
affectionately imitates the music of Lully and other Baroque composers, while infusing it with his own unmistakable harmonic 
sophistication and orchestral flair. 
 
Musically, Le bourgeois gentilhomme is a showcase of Strauss’s lighter, more refined side, far removed from the dense textures of 
Elektra or the sweeping grandeur of Ein Heldenleben. The orchestration is delicate and transparent, with prominent parts for solo 
winds and strings, and the mood ranges from graceful and courtly to exuberantly humorous. Each movement such as the stately 
Overture, the mock-heroic Entrance and Dance of the Tailors, or the graceful Dinner scene evokes a specific theatrical moment 
while standing firmly as concert music. 
 
Though it is not among Strauss’s most performed works, Le bourgeois gentilhomme reveals his deep affection for theatrical 
tradition, his skill in pastiche, and his sharp comedic instinct. It also marks an important stylistic turning point, anticipating the 
neoclassical movement that would soon emerge in the works of composers like Stravinsky and Prokofiev. As such, it serves as both 
a tribute to the past and a forward-looking exploration of style, reaffirming Strauss’s status as one of the most adaptable and 
imaginative composers of his generation. 
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