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ABSTRACTS 

YOLANDA ACKER (Australian National University) 
Tati… Tati… and Popular Musical Theatre in Madrid During the Spanish Civil 

War (1936-1939) 

Theatre, particularly musical theatre, was a popular and constant form of 
entertainment throughout the Spanish Civil War (1936-1939) in Madrid. As many as 
two thirds of the theatres that were functioning in the capital just prior to the War 
were still operating at the beginning of the 1937 theatrical season in the besieged 
city. In 1938 takings were higher than ever, and by the War’s end, the 
overwhelming majority of these theatres were still in operation.  

Music was present in over half of these theatres, which played host to everything 
from drama and comedy to opera, zarzuela, and music hall. Unable to spend a day 
in the countryside, and with a limited selection of films on offer, the population 
took refuge in the theatre to escape a hostile and harsh reality. Many spectators 
thus favoured the “lighter” forms of musical theatre, chiefly revista and zarzuela, 
the Spanish equivalent of the revue and operetta, respectively. 

This paper focuses on one of the most controversial revistas of the War period, 
Tati… Tati…, a three-act musical comedy in the burlesque style with music by the 
Ruiz Arquelladas brothers and a libretto by Alberto Álvarez Cienfuegos. Despite 
being banned by the leader of the central Republican government, General Miaja, 
the work went on to become one of the most successful in Madrid at the time, 
helping the soldiers and the population at large to forget the hardships of war. 

MICHAEL CHRISTOFORIDIS  (MCM, University of Melbourne) 
Beyond Musical Exoticism: Modernist approaches in Manuel de Falla’s  

El retablo de maese Pedro 

Manuel de Falla’s El retablo de maese Pedro (Master Peter’s Puppet Show, 1918-
23) can be viewed as a singular work—and perhaps even a transitional one—in its 
construction of a post-war modernist style that drew together oriental, as well as 
folk and historical, sources associated with Spain. Falla’s move to Granada in 1919-
20 seems to have instigated a re-examination of the tenets of his musical 
nationalism. It signaled a new approach to his integration of oriental musics (and 
in particular North African traits associated with the Iberian peninsula) within the 
context of an “Arab-Castilian” style, and in the process made him reconsider the 
ways in which “Hispanic” musical materials could be integrated within a work. In 
doing so, he was influenced by the practices employed by Claude Debussy, the 
Parisian circle of the Apaches (and most notably Igor Stravinsky), and the cubist 
and post-cubist techniques of Pablo Picasso. This paper briefly considers Falla’s 
application of techniques of fragmentation/juxtaposition, simultaneity, hybridity 
and intertextuality in the composition of El retablo de maese Pedro, a work that 
successfully negotiated the transition from exoticism to modernism in the Hispanic 
context. 



ABSTRACTS 

 
Spain and Constructions of Musical Exoticism 

Melbourne Conservatorium of Music 
30 November-1 December 2018 

 2 

WALTER CLARK  (University of California, Riverside) 
From Málaga to Malibu: The Romeros and Spanish-American Relations during 

the Cold War, 1953-60 

I wish to use the history of the Romero family of guitarists as a case study in the 
connections between Spain and the United States during a particularly dangerous 
period in world history. The Romeros, natives of Málaga, fled Franco’s Spain in 
1957 to resettle in Southern California—not exactly in Malibu but close enough to 
permit the alliteration. Though thoroughly Republican and liberal in their politics, 
they nonetheless played an important role as cultural ambassadors by bringing 
Spain and the U.S. closer together during the depths of the Cold War, 
rehabilitating Spain’s image as a friend, not an enemy, despite the ongoing 
dictatorship. The quartet did not exist before the family moved to the U.S., and 
there was no thought given to forming an ensemble while the Romeros were still 
living in Spain. Here is where our story begins, in Málaga in 1953, during a period 
of rapid rehabilitation in Spain’s standing with the West as a result of its fervent 
anti-communism. I examine deepening political, economic, and cultural relations 
between Spain and the U.S., which facilitated the Romeros’ relocation to Southern 
California. The narrative concludes in 1960, during which year Celin served in the 
U.S. Army and the family then formed their famous quartet. The Romeros were 
now poised to take their “exotic” Spanish music into the living rooms, high-school 
auditoriums, and concerts halls of Americans from Los Angeles to New York, as 
well as from Tucson to Tuscaloosa. 

 

ALBA COMINO COMINO (University of La Rioja) 
The Aguilar Quartet: Ambassador of Spanish Music in the United States  

(1929-1934) 

The Aguilar Quartet, comprising the González-Aguilar Peñaranda siblings: Ezequiel 
(laudín or bandurria), Pepe (laudete), Elisa (lute or bandurria tenor) and Paco 
(laudón), was one of the most emblematic plectrum instruments chamber groups 
during the first half of the 20th century in the Spanish music scene. This quartet of 
lutes achieved a great international projection, performing in different concert halls 
of America and Europe from its creation in 1923 until its dissolution in 1939. The 
Aguilar Quartet developed an important concert activity in the United States showing 
the possibilities offered by the lute in a different framework to that of Spanish 
popular music. However, the Aguilar siblings always exhibited their commitment to 
Spanish musical heritage, first by recovering works for vihuela and, later promoting 
the creation of lute works by contemporary Spanish composers. In this communication, 
I reconstruct for the first time the five tours performed by this group in the United 
States between 1929 and 1934, through the information provided by the press. The 
identity of the Aguilar siblings highlighted by their physical features, together with the 
scenery and costumes of their staging and the sound of the lute linked to folklore and 
the Orient, project an exotic archetype of Spain. The analysis of the repertoire, the 
reaction of the audience and the musical critiques of the concerts confirm that this 
ensemble became the ambassador of Spanish music. 
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LEILANI DADE (University of California, Riverside) 
Joaquín Turina’s Pre-Paris Years: Seville, Madrid, and the Zarzuela  

(1882-1905) 

In the late-nineteenth and early-twentieth centuries, many young Spanish 
composers travelled to Paris in order to promote their works and profit from the 
French fascination with exoticized Spanish music and culture. Joaquín Turina 
(1882-1949), best remembered for his distinctive compositional style combining 
elements of Spanish folk music with mainstream Western harmony, was one such 
composer. Although Turina’s Paris years laid the groundwork for his signature 
Franco-Andalusian style, his compositions prior to this visit deserve further study. 
In this project, I discuss Turina’s early life in Seville including his musical schooling 
with Evaristo García Torres and later José Tragó at the Real Conservatorio Superior 
de Música; Turina’s friendship with Manuel de Falla and the influence that Falla 
had on Turina’s early musical style; and their time in Madrid where they sought to 
make a living as zarzuela composers prior to Turina’s departure from Spain in 1905. 
Musical examples include La sulamita, an early stage work composed in 1902, and 
two zarzuelas: La copla (ca. 1904) and Fea y con gracia (1905). This presentation is 
part of a larger stylistic study of the life and works of Joaquín Turina and the 
impact that his time in Paris (1905-1914) had on his subsequent compositions and 
contributes to a larger trend in musicological research by directing attention to 
Spanish music of the modern era, which until recently has been relatively 
underrepresented in mainstream music scholarship. Although omitted from his 
catalogue, these pieces laid the foundation for Turina’s compositional career. 

 

JENNIFER HANNA (MCM, University of Melbourne) 
Gothic impressions of Spanish Music in the 1920s: Lorca’s reimagining of 

duende and Falla’s fascination with El Greco 

This paper draws on some of the themes of my research, which explores how 
aspects of Spanish music in the 1920s were influenced by or interpreted in relation 
to ideas linked to the Gothic. These Gothic perspectives of the 1920s built upon 
earlier tropes associated with Spain that include the Black Legend, Francisco de 
Goya and the grotesque, Romantic Alhambrism, Antiflamenquismo, and even 
specific references to medieval Gothic culture. The allure of aspects of the Gothic 
will be examined with refence to two examples. In the first I consider how the 
young Spanish poet Federico García Lorca reimagined the idea of duende, 
originally associated with the ghosts or spectres of Granada’s Moorish Alhambra 
palace (which had been viewed as a Gothic structure by Romantics), to 
encapsulate the spirit of flamenco. Lorca had developed these ideas in tandem 
with the composer Manuel de Falla while they were organising a flamenco festival 
in the Alhambra in 1922. Falla in turn was fascinated with El Greco, and drew on 
what were seen to be the Gothic elements of the Renaissance painter to inform his 
aesthetic approach and incorporation of 14th-century musical materials in the 
Concerto for harpsichord (1926). 
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ERIC JOHNS (University of California, Riverside) 
Constructing Hispanismo in the Americas: Music of Iberian Cultural Associations 

in Fin de Siècle Buenos Aires 

In this paper, I document the role music played in the construction of hispanismo, 
a transatlantic identity centered around Iberian heritage and identity, and its later 
incorporation into Argentine national discourse. Between 1857 and 1930, two 
million Spaniards relocated to Argentina. During this time, Buenos Aires became 
home to more Spanish nationals than any other city in the world after Madrid and 
Barcelona. While a unified Spanish identity had yet to be fully constructed in Spain, 
one began to form in the Argentine port city. Marked as the Other, Iberian 
immigrants formed associations for political representation and to provide welfare 
to their members. These associations also provided a gathering place for musicians 
to form rondallas, estudiantinas, and orfeones. These ensembles performed music 
from throughout the Iberian Peninsula as well as the popular music of the city, the 
tango. Through the incorporation of urban popular music and a variety of regional 
Iberian musics, Iberian cultural associations constructed a unified identity in the 
diaspora. By the 1910 Argentine centennial, Spanish immigrants began to be 
incorporated into the larger Argentine society. During this celebration, Iberian 
immigrants celebrated their Iberian heritage through music, but also marked their 
incorporation into the imagined community of Buenos Aires through their 
adaptation of the tango. 

 

ELIZABETH KERTESZ (MCM, University of Melbourne) 
The Spains of Carmen: A View from Barcelona  

In the context of a study of the evolving “Spanishness” of Bizet’s Carmen, this 
paper argues for the importance of cosmopolitan Barcelona in shaping the opera’s 
performance traditions during the Belle Epoque and into the early twentieth 
century. Known as Spain’s operatic capital, Barcelona was also the home of a 
vibrant entertainment industry, and the city offered a meeting point for 
Andalusian song and dance traditions, Madrid theatrical genres, and the 
international musical hall styles that emanated from Paris. Barcelona’s 
multifaceted cultural landscape allowed for the mediation of varied performance 
traditions in the process of creating distinct “Spanish” Carmens. Starting with 
Carmen’s 1881 Spanish premiere (featuring Galli-Marié), this narrative includes the 
Carmen “phenomenon” of the late 1880s and early 1890s, and introduces the great 
Catalan Carmens who conquered the world in the new century: Maria Gay and 
Conchita Supervia. 
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WILLIAM CRAIG KRAUSE (Hollins University) 
Casticismo Before and After 1939 

The exploration of the term casticismo as it was understood during the lifetime of 
Federico Moreno Torroba (1891-1982) reveals much about his own views of 
nationalism in music and also serves as a window into the views of many of his 
contemporaries who held both similar and dissimilar views. Prior to 1939, his 
perspective was one of many hues on the palette of musical nationalism. However, 
with Franco’s victory it became, as much by default as by design, the favored 
musical aesthetic of the regime. 

Casticismo may refer to something emanating from Castile or more broadly refer 
to the Spanish nation as a whole. Intellectuals of the Generation of ‘98 searched 
for a concise definition of the word. While its inhabitants had come from Africa, 
Asia and Europe, Spain was viewed as a unique cultural entity. Although such 
words were eloquent and may have inspired many Spanish composers who sought 
to infuse their music with national elements, the resulting music was not uniform. 
With the regime as the arbiter of culture, some compositional styles and genres 
enjoyed greater favor. 

The presentation notes the origins of the term, the environment in which Torroba 
delivered his discourse on casticismo and nationalism to the Academia de Bellas 
Artes in 1935, and then focuses on the discourse itself. The presentation concludes 
with observations about the role of casticismo in Franco’s “New Spain” and beyond. 

 

PEDRO LÓPEZ DE LA OSA  (University of California, Riverside) 
Rafael Rodríguez Albert: A Key to Understanding the Evolution of Music in 

Franco’s Spain 

Although scholars have begun to publish musicological articles and papers 
concerning the development of music during Franco’s dictatorship, few have 
critically reviewed the musical importance of those that are lesser known such as 
Rafael Rodríguez Albert (1902-1979). The policy followed by all those involved in 
the arts during Franco’s dictatorship served to incorrectly fossilize the period, 
omitting or mislabeling some of the most historically significant artists and works. 
Re-examining the works of composers such as Rodríguez Albert could be key to 
unravelling the puzzle of Spanish musical development between the late 1930’s 
and the 1970’s. 

This paper attempts to reveal the true Rafael Rodriguez Albert; who despite 
internal exile and ostracism by critics and the regime alike, assimilated and 
developed a remarkable personal musical language spanning many of the boldest 
innovations of twentieth-century music. Thus, he deserves to be re-examined and 
redefined as one of several composers who were instrumental in this period of 
Spanish musical history. 
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ADAM MAY  (MCM, University of Melbourne) 
Spanish Exoticism in Brazilian Choro Music  

This presentation will examine musical elements of Spanish guitar repertoire and 
musical exoticism in relation to Spain, and how they manifested in Brazilian choro 
music. I will demonstrate, through a combination of musical analysis and 
performance techniques found in one of the most well-known and enduring choros 
Santa Morena, how Spanish music and the flamenco guitar have had an influence 
on choro music and its repertoire.  

Choro is a genre of Brazilian instrumental music that developed in Rio de Janeiro, 
through a combination of European, African and indigenous musical influences, 
during the late nineteenth century. During the twentieth century choro composers 
continued to assimilate ideas from other musical styles, including regional styles 
from the vast Brazilian popular music spectrum, through to North American jazz 
and the flamenco influence from Spain.  

A case study of the 1954 composition Santa Morena by one of Brazil’s most 
celebrated musicians Jacob do Bandolim (1918-1969), will demonstrate how the 
recognisable and exotic sounds of flamenco guitar music, such as the use of 
rasgueado, the Phrygian mode and harmonic minor scale, the Andalusian cadence 
and hemiola rhythmic patterns combine in this classic choro composition to evoke 
a sense of Spain.  

 

LUISA MORALES (MCM, University of Melbourne / FIMTE) 
The Essercizi or Domenico Scarlatti’s Invention of an Exotic Spanish Style 

The first keyboard sonatas by Domenico Scarlatti to have been published are the 
Essercizi per Gravicembalo (London, 1738-9). The Essercizi are a truly 
multinational grouping in which French, Italian and Spanish styles are all 
represented. If the first two styles were already familiar to music lovers and 
keyboardists around Europe, the group of sonatas in what I will now call “a new 
Spanish style”—characterized by the profuse use of the phrygian mode combined 
with irregular rhythmic patterns—produced a huge sensation, as no similar music 
had been published before. The Essercizi enjoyed immediate success: the sonatas 
were copied, modified and even pirated from the very start by the English 
publisher Thomas Roseingrave. 

The question of Domenico Scarlatti’s Spanish style has been the subject of a 
significant body of commentary and analysis for more than a century now. Over 
that period, Scarlatti’s Spanish idiom has generally been viewed through the prism 
of Alhambrism and flamenco aesthetics, two visions inherited from late 
nineteenth-century representations of Spain. A careful examination and 
deconstruction of that vision has instead driven my research to contemplate 
Spanish style through the documented musical manifestations contemporary with 
the composer. 
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KEN MURRAY  (MCM, University of Melbourne) 
Exotic parodies: English Takes on Spain from Arthur Sullivan to Lord Berners 

The interest in Spain and Spanish culture in England in the second half of the 
nineteenth century was promoted by travel writers, Carmen, music hall parodies, 
Spanish dance troupes and touring musicians who helped to make images of Spain 
part of the popular English imagination. A number of English composers wrote 
Spanish music as part of music hall revues or theatrical works that evoked Spain. In 
this paper English engagement with different aspects of “Spanish” music will be 
discussed with examples taken from selected works by Arthur Sullivan, Edward 
Elgar and Lord Berners. 

CARINA NANDLAL  (University of Melbourne) 
Picasso and Goncharova: Modernist Depictions of Spanish Dancers and  

The Three-Cornered Hat 

Pablo Picasso and Natalia Goncharova were colleagues working to design ballets 
for Diaghilev’s Ballets Russes from 1916 to 1919. Their relationship has often been 
overlooked, however, and in examining the artistic output of both from this period 
there is a shared approach in their representation of Spanish dancing women. Both 
artists were responding to the impresario of the Ballets Russes, Serge Diaghilev, 
who was remaking his company using Spain and depictions of Spanish dancing as a 
focal point. Although Diaghilev planned a cycle of Spanish-themed ballets that 
never eventuated, there are many examples showing how Goncharova and Picasso 
depicted Spanish dancers from this period. Although using different techniques and 
styles, these two artists show a shared aesthetic. In this paper, I will contrast 
examples of the earthy and dynamic cubo-futurist Spanish dancers of Natalia 
Goncharova with Picasso’s more classical approach to the central character of the 
Miller’s Wife from his designs for the ballet The Three-Cornered Hat. Through this 
comparison, I argue Picasso and Goncharova use modernist aesthetics to reshape 
the subject of Spanish dancing women away from the dominant French-Hispanic 
imagery of Carmen. 

ALESSIO OLIVIERI (University of California, Riverside) 
Tenebrism: Manuel de Falla, and the Guitar of the Noche Oscura 

Manuel de Falla’s only piece for guitar, the Homenaje pour le tombeau de Claude 
Debussy (1920), is well known for its impressionist character. However, its 
uniqueness lies in a bifold inspiration, springing from both Falla’s admiration for 
Debussy’s music—especially those works exoticizing Spain—and his interest in the 
Andalusian cante jondo.  

I argue that, with the Homenaje, Falla unknowingly introduced a new and ground-
breaking stream into the modern guitar repertoire, by establishing an innovative 
poetic antithetical to the dominant nineteenth-century idea of the guitar as a 
merely entertaining and lyrical instrument. In Falla’s view, the guitar has duende, 
emanating from the wood, the vibration, the halo of resonance, the timbric 
palette, and it is intrinsically an instrument “of the night,” evoking a dark and 
magical world. Astonishingly, when such composers as Britten, Petrassi, Ohana, or 
Martin decided to write for guitar, they all—independently—approached the 
instrument from this point of view, envisioning a guitar of the noche oscura (e.g. 
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Petrassi’s Suoni Notturni, Britten’s Nocturnal). I maintain that such new poetic, 
which the composer Angelo Gilardino has recently labelled tenebrism, has 
consequently generated a tenebrist line in the history of the guitar repertoire. 

For too long, despite its “popularity,” the guitar has been relegated to second-rate 
status in twentieth-century music discourse, especially due to many performers’ 
biases toward an exoticizing late-Romantic aesthetic. I argue that is time to 
acknowledge the existence and importance of tenebrism, as the most relevant and 
original contribution of the guitar to the music repertoire of the twentieth century. 

MARK PERRY (Oklahoma State University) 
An Iberian-British paradox: Roberto Gerhard as an International Catalan and a 

Spanish Composer in Exile  

Roberto Gerhard’s early works reflect an advanced synthesis of Catalan elements 
and modern music, utilizing obvious markers of Catalan national identity. As a 
means of fostering cultural independence from the rest of Spain, Catalan national 
sentiment gradually switched to the promotion of modernist ideologies, which 
were previously rejected in the defense and preservation of traditional culture. 
During this period, Gerhard was “un català mundial,” longing to participate in the 
greater musical world of the avant-garde. His musical activities in composition, 
research, and criticism echoed the shifting cultural dialogue within Catalonia; 
however, all was cut short in 1939 as a result of the Spanish Civil War, forcing 
Gerhard to flee Spain to England. British nationalistic sentiments during and 
immediately after World War II drastically delayed due recognition of the 
composer in favor of British-born composers.  

While living in Spain, Gerhard had composed for the BBC. The intended audience 
of his Albada, Interludi i Dansa was English—not Spanish or Catalan. At the time, 
interest in Spanish music was due largely to the events related to the Spanish Civil 
War. In stark contrast to Gerhard’s other compositions of the period, he eschewed 
many of his modernist applications in the composition of Albada, Interludi i Dansa. 
In exile in England, Gerhard composed an opera set in Seville, made arrangements 
of zarzuelas, and began making allusions to flamenco music. My paper addresses 
how and why Gerhard’s compositional framework shifted from Catalan nationalism 
to excursions of Spanish exoticism. 

BEATRIZ POMÉS (MCM, University of Melbourne) 
The Spanish Dances of Pablo Sarasate 

This paper is the outcome of my PhD in Music Performance, which comprises a 
study of Pablo Sarasate’s Spanish Dances, their compositional background, and 
their transcription for flute(s) and piano (published by Dasí Flauta Editorial-Edición 
Sonata in Spain in April 2018).  

Pablo Sarasate (1844-1908) was a Spanish violinist and composer who contributed 
greatly to the evolution of the violin’s performance practice. Furthermore, he is 
one of the most performed Spanish composers, and through his compositions he 
became a leader in the promotion of the exotic Hispanism that captivated the 
French capital creating numerous works inspired by popular and folksongs and 
dances of Spain and Europe. This is the case of his Spanish Dances which comprise 
a set of eight dances that Sarasate grouped into a collection of four volumes 
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published between 1878 and 1881. Comparison of the different elements that 
inspired each one of Sarasate’s Spanish Dances has manifested the strong influence 
that the popular rhythms, melodies and harmonies had in the composition of his 
Spanish Dances. 

GERALDINE POWER (University of Melbourne) 
A Spaniard in Paris: “Quinito” Valverde brings Spain to Belle-Époque Paris 

In 1907, when Spanish popular singer Fornarina arrived in Paris having landed a 
lucrative contract to perform at the September inauguration of the Apollo Theatre, 
“Quinito” Valverde was waiting with the Apollo’s Marinelli to meet her. Paris’s 
love affair with Spain had been kept ablaze thanks to a constant stream of visiting 
or homegrown dancers, stagings of the perennial favourite, Bizet’s Carmen, and 
myriad skits and parodies featuring sensuous dance, bull-fighting references, 
castanets, colourful costumes and other exoticisms. For his part, once installed in 
Paris and already with a sizeable number of one-act zarzuelas and reviews to his 
name, Valverde would go on to make a unique contribution to the Spanish-themed 
popular entertainment landscape in the French capital. 

Focusing on his works conceived for the stages of belle-époque Paris this paper 
reveals “Quinito” Valverde’s distinctive take on Spanish-flavoured entertainment 
there. With his experience and respected reputation Valverde was uniquely placed 
to harness not only the prodigious talents of Paris’s expatriate Hispanic community, 
but also the innovative, creative energy with which the French capital pulsated at 
the time. Valverde’s skill in capitalizing on conditions and opportunities pertaining 
in 1909-1913 Paris resulted in a body of popular works that featured performances 
by some of Spain’s most outstanding performers of flamenco dance. Dubbed 
“Franco-Spanish operettas,” Valverde’s L’Amour en Espagne of 1909 and La Rose 
de Grenade of 1912, in particular, offered dimension and depth that raised the 
register of “Spanish” entertainment in Paris. 

JAVIER SUÁREZ-PAJARES  (Universidad Complutense, Madrid) 
Joaquín Rodrigo and (Three) Constructions of Musical Exoticism 

Joaquín Rodrigo (1901-1999) always wanted to be considered as an international 
musician. At the beginning of his career (1922-1927) he had to fight against being 
typecast as a local Valencian composer, despite the demands and tastes of the 
conservative philharmonic environment in which he grew up. He embraced the 
cause of the French avant-garde and experienced the disapproval of the general 
public, the indifference of performers and severe judgement and disagreement of 
critics. He had no need to earn his living as a composer and could preserve his 
independence. However, the impression made on him by Manuel de Falla when he 
visited Valencia for the Spanish premiere of the staged version of El Retablo de 
Maese Pedro in 1925, led Rodrigo to move away from his current musical style and 
to compose a tribute to the Andalusian master. This was his Preludio para un 
poema a La Alhambra (1926), a work that we will discuss carefully as it was his 
first look at a southern Spanish musical tradition which led him to a construction 
that could possibly be considered exotic. The other two constructions of musical 
exoticism we will deal with are the unavoidable Concierto de Aranjuez (1939) in 
the re-interpretation of Miles Davis (Sketches of Spain, 1960), and the late and 
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quite forgotten work Himnos de los neófitos de Qumrán (1965-1974), a genuine 
piece of musical exoticism in which a Spanish composer looks further south, 
towards the Near East. The wide variety of these three constructions of musical 
exoticism associated with Rodrigo’s output and their consequences will draw 
attention to and emphasize how broad musical exoticism is as a category for 
musicological discourse. 

PETER TREGEAR(Melbourne Conservatorium of Music, University of Melbourne) 
“Nicht im Spanien!”: Early German Opera and its Other(s) 

When, in 1769, Johann Gottfried Herder declared that a new, German, style of 
opera should be “conceived on a human basis” and integrated “with human music, 
and declamation, and ornamentation, yet with sentiment,” he was also making it 
clear what he thought was wrong with the operatic styles of other nations. His 
entreaty thus reflected not only the influence of prominent aesthetic currents in 
Germany at the time, especially so-called Sturm und Drang and the cult of 
sentiment, but also broader geo-political contexts. This paper focuses on one early 
exemplar of the new German opera, Anna Amalia and J. W. von Goethe’s Singspiel 
Erwin und Elmire. Here we encounter a satirical portrayal, but ultimately also a 
celebration, of emerging German middle-class social and political aspirations. 
What, however, was meant by Goethe’s instruction on the title page that the work 
was to be set “Not in Spain”? 

JOHN WHITEOAK  (Monash University) 
“A Halo of Romance around Them”: The “Spanish Students” in Colonial 

Australia 

In September 1888, almost a decade after the Australian premiere of Carmen, 
Melbourne audiences encountered the first significant example of Spanish auto-
exoticism to reach the colonies. This was the Spanish Students and Spanish Dancers 
company, “performers in ordinary to the Royal Court of Madrid” comprising “five 
guitars, the nine mandolins, and the cello playing by ear only.” The visit and 
reception of the Spanish Students (Estudiantina Espagñole) provide valuable insight 
into colonial perceptions of what was presented as authentic music from Spain by 
real Spanish practitioners and not clever delineation by others. They also provide a 
classic example of what I define as “assimilated ethnicity” in that, while the 
Students were able to retain vestiges of their ethnicity or “hyper-ethnicity” in 
performance (such as their Spanish costumes and instruments), the Spanishness of 
their programs rapidly diminished to accommodate Anglo-Australian popular taste. 
The visit has been acknowledged as significant to guitar-related culture in 
Australia by the musicologist Michael Christoforidis, but it has been largely ignored 
by historians of colonial Australian entertainment and there are no formal studies 
or evaluations of its public reception. This paper, drawn from research for my 
forthcoming monograph, “Take Me to Spain” Australian Imaginings of Spain 
Through Music and Dance, reveals that while the Spanish Students and Spanish 
Dancers company visit was a failure, the influence and romance of individual 
Spanish Students who chose to remain in Australia as auto-exoticised stage virtuosi, 
mandolin and guitar teachers or colonial Estudiantina Espagñole leaders resonated 
into the early twentieth century. 


