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I:\' LATE 1915, Enrique Granados journeyed from 
Spain across the Atlantic to assist in the rchearsals 
and attend the premiere of his Goyescas at thc Met­
ropolitan Opera in New York, s\ated for January 
1916. Thís was to be thc first Spanish opera on thc 
Met stage. and ir aroused intense curiosity and 
excitement among the press and public in America's 
Ieading city. Spanish commentators saw this as a sig­
na! honor for one of their own composers and a sig­
nifican! mileMone in the progress of Spanish national 
music. The largely negative reaction of American 
reviewers to this opera and the aggrandizing manner 
in which Spanish critics chose to "spin" that reaction 
tell us much about Spani!lh-American relations only 
eighteen years after the war over Cuba. The critica! 
reception of this opera reveals an enduring gulf of 
misunderstanding between the two nations, one at 
the beginning of it!I imperial epoch, and the other, 
at the end. Moreover. the American premiere of 
Goyescas provided a means by which Spaniards 
assessed their altered statu!I and identity in a rapidly 
changing world . 

Goyescas was originally a piano suite with a quasi­
programmatic structure. inspired by the ctchings of 
Francisco Goya. After its Barcelona premiere in 
1911, Granados '>et about to convert it to an opera. 
with a libretto by the Madrid journalist and poet 
Fernando Periquet ( 1874- 1946). Granados hoped 
that his opera would prcmiere in Barcelona. at the 

Gran Teatre del Liceu. But that proved too difficult 
to arrange. and he set his sightl> on Paris. whcrc it wa'> 
accepted for producrion in 191-l. Unfortunately. with 
thc outbreak of World War Onc. the París premiere 
had to be postponcd indefinitely. Through the efforts 
of Erne!'>t Schelling ( 1876- 1939). the American 
piano virtuoso and champion of Granados'!'> music, 
a~ well a!'> the firm of G. Schirmer. which hud begun 
to publish thc composer's works. the Metropolitan 
Opera agreed to premiere Goyescas. 

New York's Spanish-language newspaper Las 
1101•edades devoted enthusia~tic and detailcd atten­
tion to thc Goyescas premierc. 1 Though many com­
mentator!> at the time pointed out that this wa!. to be 
the first-ever Spanish-language production at thc 
Mct. New York was no stranger to musical theater 
in Spanish.~ Thcre \\'a!'> a large Hispanic commu­
nity (especially Cuban) in Ncw York that regularly 
patronized 1arzuela productions in thc city.' Beyond 
that. of course. Spain had long since put down roots 

1 Panicularly in it~ i~~ucs on December 30. 1915. January 6. 
13, 27 and February 3, 10. 17, 24, 1916. 

l Jn a curiou~ hbtorical irony. it wa' another Spaniar<l. 
Manud García. "ho introduced Spani'h opera (hi' own. albcit 
in ltalianl to New York. in 1825. Wc recall that García wa~ thc 
maternal grandfathcr of Charles de Bériot. Granado''' piano 
teacher in Pari~. 

1 See Janet Sturrnan, Zt1r:11ela: Spani.\h Opaetta. American 
Stage (Champaign- Univcr~ity of lllinoi~ Prc~s. 2()()()), 59--06. 
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in thc American imagination. arts, and lettcrs. Don 
Quijote was one of Thomas Jefferson 's favorite 
books. while a host of nineteenth-century authors 
explorcd Spani..,h history and culture. including 
William Hickling Prescott. Washington lrving. and 
Henry Wadsworth Longfcllow. Artists takcn with 
Spain included Thomas Eakins, John Singcr Sargcnt. 
and James McNeil Whistler. Thc pianist and com­
poser Louis Morcau Gottschalk visited Spain in 1852 
and ab.,orbed its musical ambie111e into severa! 
works.~ Finally, thcrc was a "surge in U .S. intercst" 
in lcarning Spanish ca. 1915.~ 

It ic, perfcctly clear from rcading Spanish accounts 
at the time that GranaJos's mission to the New World 
wa'> a source of national pridc. and regardlcss of how 
the Amcricans actually rcacted to hirn and his music. 
thc Spanish prc:-.s would remain convincccJ that this 
was a great victory for the name of Granados ancJ for 
thc country. Musical Emporium crowed triumphantly 
that "GranaJos, as did Albéni.1. bcfore him, has 
carricJ to foreign lands thc characte1útic air:-. of 
Spain. that inexhaustiblc fount of inspiration, in 
ordcr to popularilc and glorify them."" Goyescas 

'A fa\Cin:ttmg e''ªY on thi, phenomcnon ¡, fouru.J in Carlcton 
Spraguc Smilh ·, prcfacc co Gra1uu/01 anrl Ciore.\l'lll. Cat<1/og11<' 
of <111 f.. 1/11/ntirm Hmwri11g l~11nq11e Gra11ado.1a1UÍ1111' A1111•ricll11 
Pre1111<' r<' of Goye1·cm. che Spani1,h Jn,1i1ute. f\lny 27- July 9, 
1982 !Ncw York: Spam'h ln,ticuic. 1982J. Prcscott. of cour,e. 
wrotc a cclcbratcd hi,tory ofthe Spmrn.h conque,1. Jrving\ cvo­
cation uf the Alhambra. ba,cd on hi' tcnure in Spain ª' Ameri­
can amba,,ador in thc l 841h. i' a cln,,ic. whilc Longfellow abo 
'pcnl many month' in Spam and trnn\laccd cla\sic' of Spani'h 
literature into EngJi,h. Vclá,que7. El Greco. anti othcr Spani'h 
ma,ter' profoundly inlluenccd American painter,, amJ Sargcnt 
""ª' actually a pup1I of thc Spani,h-oriented Carolu' Duran. 
Sargcnt\ Jah'o i' one of the mo't arrcsting imagc' of flamenco 
performance e ver committed to can va,. Whi,tler·i. 188-1 po11rait 
of Pablo de Sara,ate (Arrwrgement in Black). who toured the 
U.S. in 1867 and 1889. 1' hkcwi'c a monument to the clo'c rnn­
nectl<lll betwecn thc U.S. and Spain. de,pitc thc conílict O\Cr 
Cuba. 

'Sec Jame' D. Fcrn:índeJ'. "Latín America and Spain in U.S. 
Hi,pani1,m." in Spai11 in America: Thi• Ori~i11s of Hi.1pa11i.1111 in 
tire Unil<'d SflJu•s. cd. Richard L. Kagan (Urbana nn<l Cham­
paign: Univer,ily of lllino11, Pre''· 2002). 124-25. Educator<. 
dcmandcd increa,ed cmpha'i' on Spani'h hecau\e they fclt the 
nacion·-.. 1uturc lay more wich che Hi-..panic rcalm than with the 
warring European countrie'. 

ti "EI <!\treno de Ci<111' H '<I\ en Nueva York." Mw.ical E111po­
ri11111 9n6 (fanuaf) f<ebruaf) 1916): 4-5. "Granallo,, como lo 
hi10 ante\ AlbémJ'. ha llc\ado al exiranjcro. para populanJ'arlo' 
y glorificarlo,, lo' aire' caractcrí<.lica' Je E'paña. fuente de 
inagotable in,piraci(ín." "Un pa~ado de grandeza. con granden1 
per<lido. y con grandaa recobrado.'' 

itself rcpresentcd nothi ng less than ''A history of 
grancJeur: a grancJeur lost, anda grandeur recovered," 
in the arts if nol in war. The hcrocs of peace. then. 
would hcnceforth carry thc Spanish flag of "blood 
and gold ever farthcr," even as thc bold conquista­
dors had done in an earlier epoch.7 

In the battlcs wagcd by artists, howcver, there 
woulJ be no losers, only winncrs. las 1101•edades 
dcclared New York "proud to open its arms lo Spain. 
which arrives in fraternal fashion, covered in august 
splcndors.'' Thi11 was post-colonial Spain, not the 
"old'' one of Cortés and Pi1arro. but a "new and 
improvcd" one of Cervantes, Calderón. VeláLqucz. 
Sorolla. and yes. Granados.M Of course, such reports 
wcrc gross exaggcrations. and we shall see that the 
opera received at best a mixcd rcccption. Why ali the 
jingoistic chest-thumping? Clearly. recognition by 
the U.S. meant a very great deal to Spain at this dif­
ficult time in its history, when its national self-estcem 
was wobbly and in need of propping up. Thc disas­
trous war with thc vcry same U.S. haJ been the chicf 
catalyst for this crisis of self-confiJence, yet nowhere 
in any of this reportage is thcre the slightest hint of 
recrimination or bitterness. or even recollection of 
that cvcnt only eighteen years carlier.9 

For his part, Granados was on a mi!'.sion. He 
informed the U.S. press upon his arrival (in a way 
that .;;truck man) as rather haughty) that Amcricans 
wcrc cntirely misinformed about the music of his 
country, and he was hcre to set them straight: "For 
you. likc so many othcr pcople, ... know nothing of 
thc real musical contributions of Spain. Thc musical 
interpretation of Spain is not to be found in tawdry 
holuos and lwlumeras, in Mos1kowski. in Carmen, 
in anything that has l-.harp dance rhythms accompa­
nied by tambourines or ca<,tanets. The music of my 

- Red and ycllow are the colors of the Spanish flag: pl11.1 ulrra. 
"cvcr fanher." i~ the motto un the flag. 

'Thi' i~ a pm1ial quotc. panial paraphra~e of thc Alfonw de 
ca,lllla articlc, "fapaña Aquí.'' ÚIS /l{/l't!dades, January 27. 
1916. 6. "Porque ª'í e~. \C enorgullece Nueva York de abrir 'u' 
hra"º' a E'paña, que llega. fraternal. envuelta en rc,plandore~ 
augusto,." 

'' Many Spaniard' hlamcd thcir own govcmrnent for ~tum­
hhng 111to thc debacle. and the army and navy for lo\ing che 
war. A' Donald ~1 Gold,tein et al. point out in 7111' Spwrish­
Amaican lVar: Tire Srory w1d Plwtogra¡1lrs (Wa,hington: 
Bra,,cy·,. 1998). 166. ··spaniard' in general ~eemed to bcar no 
malicc toward thc A111cricans and appc;m:d reliC\Cd that thc v.ar 
had cndcd and Spam had becn frece! from thc cn11,hing financia! 
and pcr,onnel co,1 ot maintaining rcluctant colonic,:· 

 



Granados allli Goyescas ar the Mer: American Reception ami Spanish Perceptio11s 259 

nation is far more complex. more poetic and sub­
tJc."Hl He was expressing justifiable national pridc 
anJ understandable national exaspcration at the per­
sisten! stereotyping of Spanish culture by forcign­
ers.11 Therc was much tnith to what he said. But the 
U.S. had a chip on its own shoulder: it was used to 
being looked Jown upon by Europcans as a land that 
could scarcely be called civiliLed, a realm of cow­
boys, lndians. and buffaloes on the outerrnost periph­
ery of high culture. GranaJos touched a nerve, which 
he did not inten<l to <lo. by suggesting he had come to 
c<lucate thc heathen. Savaging Carmen. one of the 
most popular operas ever, did not help his cause at 
ali. He would pay dearly for this. 1 ~ 

Thc casi featured the American soprano Anna 
Fitliu in the role of Rosario. Granados had wantccl 
the Spaniard Lucrezia Bori to creatc that role, but she 
was unavailable dueto throat surgery. Filliu was no 
stranger to Spanish music. though. as she ha<l stud­
ied Spanish in Madrid an<l performcd at the Teatro 
Real tbere and at the Liceu in Barcelona, during the 
1913-1-1- season. Fernando's role was interprcted by 
Giovanni Martinelli. while Pepa and Paquiro werc 
played by Flora Peri ni and Giuseppe <le Luca, rcspec­
tively. Granados had hoped that La Argentina would 
be able to Jance in it. but other cngagements prc­
vcnted this.1' Rosina Galli took her place an<l createcl 

10 Herbert F. Pey,cr. "Granado' Hen.: for Produ1:1ion of 
Goyesca,:· Musical Ame rica 23 (Decc:mber 25. 1915 ): ~-

11 Carmen ha' bcen an irritan! to man)' Spani~h arti~l\. Tcre~a 
Berganza wrote note' in thc program for a 1977 production of 
the opera at the Edinburgh Fe,tival. in which \ht: \ang thc lead. 
Her anguished commentary reveals the <.ame mi,giving' Grana­
dos had: "My greatest wish ... ¡, to ... era'e for good from the 
public·~ mind and imagination the fabe idea of Carmen .... 
1 shall ... e.Jo my be\I to prescnt to thc public the imagc of a real 
Spain." Cited in James Parakila'. ··Ho" Spain Gota Sou1:· in 
The Exotic in \Ve.11em Music. ed. Jonathan Bcllman. (Bo,ton: 
Nonhca\tem Univen.ity Pres\. 1998). 163. 

i¡ Actually. new,paper account' differ ª'to hi' exact word!., 
though not h1' general meaning. He: would have \pokcn through 
an interpretcr. and this permíttcd multiplc rnterpretations. For 
in\tancc. an undated clippmg Cgonen through thc Internet n::prt>­
duction \crvicc Pr0Que1,1J from an unidcntilicd Ncw Yorl.. nc1\\­
paper. entitled ~impl> .. Enrique Granac..lo' Arrive\ ... pul the'e 
word' in hi' mouth: ··¡Forcign artist'I havc gl\en thc imprc,,ion 
to the American pcople that Spani'h \Ollg!> are jmgl> and that thc 
dance' are pcrformcd in a jumpy nwnner ol thc twanging of a 
guitar." Th1' ccrtamly took the onu' off audiences in the U.S .. 
who wcrc helple'' vic1im1, of foreign "mi~interpretation" of 
Spam\b culture. b) perfonncr' \\ho "do not undcNand rhe Jan 
guagc or thc pcoplc. ·· 

NO\eh\t John Milton. The f 'aflen Nixlumgale CEdina. MN: 
Swan Booh). 455- 57. is of thc opinion that La Argentina 1q1~ 

a sen'>ation in her "Fandango de candil." which she 
danced with Giuseppe 13onafiglio. Gaetano Bava­
gnoli conductcd. Jronically, not a single Spaniard 
appeared among the cast of this, the first Spanish 
opera at the Mct. 

Thc premicre toof... place on January 28, 1916. 
Sincc its duration was only about an hour, it was 
paired with another opera: Lconcavallo 's J pagliacci. 
starring Enrico Caruso. who penned an impromptu 
caricarure of Granados. At subsequent performances, 
Guyesrns sharcd thc stagc with Mascagni's Cam/le­
ria rusticana or Humpcrdinck 's Hansl'I 1111d Gretel. 
Many of New York's elite were in attendance. incluJ­
ing the Kahns, Vanderbills. Mackays, and Whitncys. 
as well a-; thc Spanish ambas-;ador. Juan Riaño 
Gayangos. the wife of New York's governor, anda 
large group from the local Spanish community. 
Appropriately. Amparo donned the garb of the maja, 
replete with bbck lace and green velvct. There was 
i.tanJing room only. and "ecstatic bravos .. erupted 
when GranaJos appeared on stagc, ciad in a "biscuit­
colored waist coat." Aftcr the show. Gustav White of 
Schirmer hosted a dinner at Sherry'l>, a famous eatery 
in New York. to honor the Spanish composcr. 1"' 

The sets wcre among the most bcautiful ever 
placed on the Metropolitan ~tagc. Designer Antonio 
Rovescalli had gane to Madrid to view Goya 's paint­
ings for inspiration, while the costumcs wcrc the 
rei.ult of Periquet's study of fashion platcs at the 
National Archeological Muscum in Madrid. 15 Gra­
nados himself wa~ ecswtic about the cntire affair. 
He had wriuen to writer Gabriel Miró on January 9 

clb{mcd out of the pro<luct1on by Bonafiglio. "ho'c mi\lrc'~ 
ami future 'econc..1 "ifc wa' Galli. La Argentina hac..I lravelcd 
from Argentina to Nev. York befure leaming th1!o ne\~~. howcl'cr. 
anc..1 haJ lo be con~olcd with another performance. This wa-. a 
'ºurce of cmharra<.,mcnt 10 Granado,. 

11 Dougta-. Rn a, on p. 20 of the Engl 1,h rnanu~cript ver~ion 
of hi' en1ry on Granado' in f)iccumarw de la mlÍ~ica t'lpwio/a 
e hüp111wa111ericc111a. eJ. Emilio Ca,are' (Madrid: Sociedad Ge­
neral de Autore' y Editore!>. 1999- 2(X)21. Thi' 1er,ion ¡, length­
ier than 1he puhli\hcd entry ami conrain~ more infonmuion. 

"The much-maligned Periquet mu\t be givcn hi' due in lhi' 
rcgard. He c..levotcd mericulou~ and devotcd ~tud) to gcuing rhb 
ª'pect of thc produc1io11 right. The materiah he collcc1cd are in 
thc hbrary of thc Hi\panic Socict) of Arncric;1. Containcd in a 
volume entitled "Decorado. VeMuario. Accc,orio\ ... and dated 
Madml Junc 1914. the) includc type\Hlllcrl indicarion~ for set~ 
in cach \cene ª' wcll ª' phot<h of San Amonio Je la Florida 
and olhcr local.:~. ptl\lcard' of Goya'' pairuing' (El pdefr, 
La me1ja 1•11s1ida. La maja y los embo~culos), ~hob of man­
nequ111~ in penod dre'~ from the National Archeological 
Mu\eum in Madrid. ª' wcll a~ example' of litl'l'm and rn/e.1m. 
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that "I havc landed on my feet here. There is a mag­
nificent atmosphere. ·•1

" Now he breathlessly declared 
to the local press: "! had been told the American pub­
lic is cold, but its enthusiasrn tonight ha~ over­
\\-helmed me. This is a !.erious work and not written 
to coax applau~e. but the listeners took every occa­
!.ion to expre-.s their approval. The performance was 
wonderful. There is notan opera house in ali Europe 
that couhJ equal to-night\ prescntation."17 Years later 
Casals recalled that .. , have never witnesseJ such an 
explosion of enthusia\m in the theatre. The audicnce 
not only applauJed likc rnad but wcre crying at the 
-.ame time. This audience was mostly composed of 
the Spanish and South American colony in New 
York. and they were therefore able to under~tand the 
real charactcr of the work."18 

So. why did Goyescas run for only five perform­
ances? Rumor-. circulated that Met general manager 
Giulio Gatti-Casazza "was not at ali in syrnpathy 
with lthe] work'" anJ deprecated Granados's pre­
surnptuous comparison of his opera with Bizet's. 
Another factor contributing to thc opera's early 
demise on the Mcfs stage was thc fact that thc fifth 
and final performance, on March 6. was wholly 
unsatisfactory. due largely to Bavagnoli's inappro­
priate tempos. He seems simply not to have under­
stood the work, but he was also an ineffective 
conductor. and thc 1915- 16 sea-.on was his first 
and last at thc Met. Granados had invitcd lgnacy 
Paderewski, Schelling, and critic Henry Finck to the 
performance. hoping that it woulJ be the bcst of the 
five. Instcad, as Finck rcmembered. Granados spent 
onc of thc Jongesl hours of his liíe ... with a look of 
annoyance and ... anguish in his face whencvcr the 
conductor made a blunder in the choice of his tempo. 
[Granados's] hands nervously indicated the right 
tempo. but 1 wa" the only person who coulJ sec those 
distressed hands. "19 

Howcver, a survey of the prcss reaction makcs it 
clcar that the libretto's transparent lack of dramatic 
quality wa<; primarily at fault. One reviewer stated 

lh .. He ca u.lo de pie aquí. Hay una atmo\fera magnífica.·· Th1s 
lctter is in thc Arc.:hi\o Famiha Gabriel Miró. 

17 .. 'Goyc~c.:a~: Spanish opera. ha~ world premiere here:· 
Ne\\' )'ork Herald. January 29. 1916. 12. 

1~ J. Ma. Corredor. Co111·er.1alim1S with Casals. tran,. André 
Mangeot (New York: E.P. Dutton. 1956). 165. 

1YHenry T. Finc:k. Musirnl Pro¡:res.1 (Ph1ladelph1a: Theo<lore 
Presser. 1923). 73. 

that "Goyescas is an infanti le production compared 
with Carmen ... Goyescas would benefit from a few 
of the shortcomings which he seems to have detected 
in Carmen."20 Nearly ali cornrnentators have blamed 
Periquet-who returned to Spain after the second 
performance-for the opera's early exit. because he 
had written such an inferior book. But it is only fair 
to remember that GranaJos had composed his score 
first and then compelled Periquet to apply a tcxt to 
it. note for note. In fact, regardless of the librettist 
Granados was working with. whal he produced in all 
oí his operas were static tableaux viva11ts-charm­
ing, colorful, evocative, and seductive, but dramati­
cally comatose. Periquet was not solely to blame. 

It is also important to bear in minJ that the New 
York critics had little or no knowledge of the dra­
matic rnodcl for Periquet's little play. which was not 
really Goya at all but rather Ramón de la Cruz. As 
Joseph Jones puts it, 'The reviewers · descriptions of 
Goyescus-both bad and gooJ-might apply with 
few changes 10 Ramón de la Cruz's sainetes, which 
have inconsequential plots because their dramatic 
impact depends nol on character dcvelopment but on 
the fast-paced interaction of types and groups."21 

Another obstacle was that the title of the opera 
really made no sense, because the term Goyesca 
was a neologisrn for which there is no adequate Eng­
lish translation (the best is "Goya-esquc"). And 
Schirmer's adaptation of the Spanbh tille, convening 
Goyesca: literas y calesas, o Los majos enamorados 
("Goyesca: Chaises and Sedan Chairs. or the Majos 
in Love") into Goyescas. or The Riml Lovers maJe 
for a colossal non sequitur. Not only wa<; the terrn 
"'Goyescas" mysterious. but what rival lovers had to 
do with it was anybody's guess. 

For many reasons, then. thc New York critics were 
downright scathing, cven sarcastic, in their assess­
ment of the work. In regards to the considerable 
cffort requireJ to mount a Spanish opera, the New 
York Herald asked rhetorically. "Was it worth ali 
that'? Hardly." lt found fault with the opera's propor­
tions-the third tableau was longer than the other 
two coml->ineJ. anJ without any good rcason. as thc 
outcome is a foregone conclusion-and in general 
the authors "seem to ha ve little sen se of the values of 
<lramatic action, little idea of proportion of various 

.!t1Citcd in Riva. "'Granado\'" lEngli,hJ. 21. 
11 Jones. "Rccreating Eighteenth-cemury Mu~ical Theater .. 

(Spring 2001): 145. 
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incidents," all of which pointed 10 "litcle real expe­
rience in the theatre."22 Opera News opined 1hat "in 
Goyescas. the composer is everylhing. 1he poet little 
else 1han a running commentary on thc music."23 
Another title put it more simply: ·'Opera in Spanish. 
First Sung Here, Fails to Impress: 'Goyescas' a 
Series of Tapestry Pictures, Lacking in True Charac­
ter and Wilhout Real Consis1ency."24 

The most acerbic critique carne from anothcr 
reviewer, who thought it "incredible that any com­
po\er should delude himself at 1his date with so 
hypothetical a notion as that a series of pictures 
strung together on the slenderest thread of a story 
would suffice 10 sustain imeres1 or campe! sympa­
thy." Though Goya was potentially a very engaging 
and dramatic subject for an opera. 1he "dramatic 
technique displayed [in Goyescas] is puerile." This 
was no accident. for in fact Periquet's theory of 
drama was 1hat a libretto should be so simple even a 
child could understand it. And again one hastens to 
point out that Periquet's mediocrity wa!> exacerbated 
by the strictures placed upon him by Granados. In 
one scene. the antagonists agree to a duel in thc 
course of four notes :md syllahles. Periquet had 
ple::ided for more music in which to develop this, bu1 
Granados would not relent. Thus. the scene was sin­
gled out by this reviewer for its "surprisingly mal­
a<lroit under-emphasis. "25 The New York Trib1111e cut 
to the heart of the matter: Periquet was "le<l more 
by his intention to supply a word for each note than 
by the dramatic demand to express the meaning of 
the music in appropriate language. By this crowd­
ing of words to short notes the vocal parts become 
in!'>trumental. " 26 

The Spanish press was willfully blind to this 
negative reaclion. ÚJ esfera. for example. marveled 
that "The most authoritative critics h::ive devoted 
encomiastic articles to Granados·s opera in which 

22"New Grenado' [sic] Opera: Mme. Barriento,· Debut 
Here," New York Herald, January 30. 1916. 11. 

" Vemon Grenville, "New York Hear\ lh Fir~t Spanhh 
Opera." The Opera News 7/13 <February 5. 1916): 2. 011 p. 5 of 
this article, we leam that "a mo\I di,agreeable claque" disrupted 
the premicre," though the audience ··gave cvery evidence of 
plea\ure. and called the ani-.h. the compo,er:· el al. for repeated 
cunain calb. 

24 In the World of January 29. 1916. 
25 ··'Goyescas' in World Premiere: A Fair Success," clipping 

without penodical title or date in NYPL file on Granado~ and 
Goyescas in New York. 

2• Cited in Riva. "'GranaJo\" ll:.nglish version). 20. 

they acknowledge the outstanding qualities of the 
music of Goyescas.'' True. the music of the opera had 
received praise. Perhaps La esfera was not indulging 
in hypcrbole when it claimed that "the triumph of 
Granados in New York is of capital importance for 
Spanish music."27 But thit. was still a fallacious argu­
ment. as it focuscd only on the good and ignored the 
bad. Other journalists adopted the same technique. 
The cditors at Revista musical catalana enumerated 
all 1he positive 1hings North American critics said and 
bowdlerizcd the press reports of anything negative.2~ 

This sort of whitewash continued for decades after 
the premicre. In 1966 one authority offercd up the 
tired canard that in America, Goyescas had achieved 
"an ab~olute unanimity among the critics."211 

To be sure, sorne Spanish commentators were only 
too aware of the tepid response to Goyescas on the 
part of most New York critics: but their response was 
still defensive and evasive of che actual cause of the 
problems. Adolfo SalaLar cxpatiated on one critique 
in particular, a January 29. 1916. review in the New 
York Glass. As Salazar relates it, the North American 
critic professed a fomiliarity with Spanish music not 
through Jirect experience but rather through the 
worh of Chabrier, Dcbussy. La parra. and Zandonai. 
He found that Goyescas, by contrast. exuded insuffi­
cient "local color:· and was hence something of a 
disappointrnent. Of couri.e, Granados had striven 
mightily to create a convincing ambicnce precisely 
through local color, but as Salazar pointed out. "the 
foreign conception of espwiolismo is something in­
distinguishable from a watered-down andalucismo.'' 
which finds a ready audience outside Spain. 10 

For foreigner~, the conflation of Spain and 
Andalusia was routine, and musically the entire 
country an<l ali its regional folkloric traditions were 

:
1 R. V., .. La ópera "Goye,cas,"' La esfera 3/177 (March 25, 

1916): n.p ... Lo.'. críticos ma.'. autorizado~ ... con.'.agran artículos 
encomiá~tico.'. á la obra de Granado• en lo\ que reconocen la ... 
cualidades .'.alient<:s de la música de GO\·e.1cas ... .. [E)I triunfo de 
Granado ... en Nueva York e.., de una imponancia capital para la 
música e'>pañola.'' 

1' See. for instance. thc Niagara Fafü of Americun enconu­
urn' that roars over the page.., of Lively [ski ... Le.'. G11_reJrn.1 a 
Nova York," Rel'islll muJica/ cata/a11a. 13 (March 1916): 78- 83. 

' 9 Pablo Vila San-Juan. Pape/eJ í11ti1110J de Enrique GrmwcloJ 
(Barcelona: Amigo' de Grnnado\, 1966). 87. 

1(1 Adolfo Sala1ar. "'Goyescas' y el 'color local.' .. Rel'ista 
musical hiJpa110-amnicwu1 3 (April 30. 1916). 9 ... IEll criterio 
extranjero del espwiolísmo e~ algo in~eparahh: Je un andalu­
cismo chirle." 
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collapsed to flamenco anJ thejota. Salazer believeJ 
that any work presenting other regional styles, cither 
Castilian or Basquc or Yalencian, would run the risk 
of boring the foreign li<,tener through his "incapacity 
to pcreeive in thcm thc various gradations of 'local 
color.' .. He concluded in Granados 's defcnse that 
the composer. 3S a "true artist." had been above hanal 
conventions. altogether too accommodating to a 
superficial critique and poor ta'>te.''11 Rogclio Yillar 
ascriheJ sorne of the blame. howcver, to native com­
po¡.,ers themselves: ·'When Spanish composers pro­
pase to crcate a national art. they fccl and exprei-.s a 
conventional Andalu.,ianism or erroneoui. Arahism 
or Oricntalism. Granados ... does not need to resort 
to Andalu<>ian music, though at times he ernploys its 
phrases and rhythms." As a result, Villar thought 
Granados "the mo<it original of present-day Spanish 
composers. "·12 

In this commentary we get downwind of a disdain 
towarch the Andalusian manncr that lurks in Spanish 
(often Catalonian) attempts to define or refine 
national identity. A Granados pupil wrote year'> after 
the master·s death that Granados's nationalist essays 
walked a fine line. that too much folklorism posed 
the real danger of "lapsing into vulgarity .. : a bit 
too much emphasis on a particular effect. a bit more 
symmetry in a given phra<>e. a bit too obvious an 
evocation of the accordion or thc guitar, and the 
work would be converted into a 1ar1uela numbcr."ll 
Heavcn forbid ! Frank Marshal 1 made such appre­
hen<iions more pointed. rooting them in class and cth­
nicity: "[Granados's) Spanishness is far removed 
from that of Andalusia: thi<> Spanishness is devoid of 
coarseness. of violent expressioni-., of exultation and 
drama. lnstead. Granados manages to capture ali 
the elcgance. subtlcty, and aristocracy of eighteenth-

11 lbid .. 1 O. "I 1 Incapacidad de percibir \uficientcmcntc en 
ella\ la\ gradiacionc~ del ·color local.··· "[Elncmrn de hanalel> 
convenciones. dema,iado cómoda\ para una crítica ~uperficial o 
un gusto fácil ... 

' 2 Rogelio V11lar. ··EJ estreno de Goyesca<· La e.lféra 3/108 
<January 22. l 916): n.p. "Lo~ compo,itor' españoles. cuando ~e 
proponen hacer arte nacional. 'icntcn y se cxprc~an ... en un 
and;ilu1 convencional o en un arabi,mo u orientali,mo fal\o. 
Granados . .. no necesita recurrir a la música andalu1a. aunque 
algunas \ece' emplee \U'> giros y ritmo,." ")A)ctualmentc el 
com¡x1,itor C\pañol má' onginal." 

11 Guillermo de Boladen:' Ihcm. l:t1ric¡1t<' Gra11ado.1: Recuer­
dos de .111 1•ida y e1t11dio cmico de 111.1 olnm por s11 al//i}.11111 di.1-
cí¡mlo íBan.:elona: Editorial Arte y Letras. l 92 l ). l 40. 

century Spain .... He stylized, transformed, anJ pol­
i~hed the folklore of his music."34 

Such opinions about Andalusia werc no doubt 
affcctt!d hy the mas'> migration of poor AnJalusians 
into Barcelona in the twentieth century. Though 
Catalans were fascinated with certain aspects of 
Andalusian culture. the increasing presence of Anda­
lusians themselves colored the vicw of the Catalan 
upper bourgeoisie towan.ls the cntire region. Natu­
rally, the issuc of race lurked in the background. 
Andalusians reprcsented a suspcct and bastarcliLed 
mélangc of Gypsy, Moorish, Jewish. anJ European 
bloodlines that many associated with racial deca­
dence. Whatevcr thc case. Andalusian music was 
viewed as coarse, violent, and dramatic in an unde­
sirable way. It requircd transformation and refine­
ment befare being acceptable in polite company. 
Ahove and beyond that. of course, is the fact that 
"Andalusian" music means specifically flamenco. 
the art of Gypsics and other lower-class, marginal­
iLcd groups. Social altitudes about these groups are 
ultimatcly inseparable from the kind of nationalist 
discourse Marshall prcsents herc. For Mar'>hall and 
many others. Spain is a land of aristocratic refine­
mcnt and grace. not of coarseness and violence. That 
it embraccd and embraces both was apparently nol a 
comforting thought. And yet Goya, whom all rever­
enced as the oracular voice of casticismo, fully 
undcrstood the stark contrasts and contradictions in 
Spanish culture and history. l low coulcl they have 
idoli1.ed Goya and denied thc very things Goya had 
to say about the enduring realities of Spain. its life 
and its people? 

Ali of this rctlccts the continuing uncertainty and 
uneasiness about Spain's identity that forms much of 
the overal\ contcxt in which we must place Grana­
dos 's music. It abo rcflects the social realitics of tra­
ditional Spanish socicty. For middle-class typcs like 
Granados ancl Marshall, upward mobility was the 
namc of the game. to put distance betwcen oncsdf 
and the lower classes and strive towards a grcater 
emulation of the elite. In the view of sorne. the majas 
were very much in need ofthe sublimation Granados 
providcd: 

Thc maja of Granado~ was not the sexy and hralen 
\\Ornan of the .1>lumi., ~hose physical appeal coulcJ '>Uffer 

"Citcd in Albert McGrigor. "The Catalan Piano School." 
lincr nolc~ for 111e Catalan Piano Traditio11. \Ound rccording no. 
109 ( lnternational Piano Archive,. Ncw York: De,mar. 1970). 
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greatly from her insolcm rnanncr of '>pcaking and her 
crude ge!.tures. Rather, his wa., an aristocratic majal think­
ing. no doubt. of the XIII Duches'> of Alba) who. though 
dres'>cd in a popular style. knew how to refine that \\ hich 
was plcbian, elevating it to thc category of the exquisite. 1~ 

GranaJo:-. cchoed thcse sentiment:-. in an interview 
with the Christian Science Monitor: "lt is possible for 
a mu<1ician to take what is insignificant in thc way of 
melody and to organi1c it until it bccomes poetic and 
distinguished. He can keep the original rhythm, but 
can endow it with thought." 1

" In othcr wor<ls, popu­
lar rhythms. though otherwise .. undistinguished ... 
could be sublimated through the intcllect and trans­
formcd into suitablc concert material. As one Ncw 
York reviewer observed. Granados was .. a man of 
extreme gentleness and modesty. but his music pul­
sates with wilJ emotions. fantastic rhythms and 
daring harmonies." There was a discomfiting con­
tradiction here that thc reviewer h;,id somehow to 
reconcile: .. It is buih on Spanish dance in'>tinct but 
with thc skilt of a highly trained musician."~7 Hi:-. 
"instinct" was lamed and sublimated by intcllectual 
!>kili and disciplined training. it had become .. upwardly 
mobile" and risen from the lower to upper classes. 
There is something almost Freudian in !>Uch com­
mentary, as if lhe proletarian id requircd sublimation 
by the bourgeois supercgo. 

Regardle:-.s of the critica! reaction to his opera. 
both pro and con. Goyescas was the highlight of 
Granados·:-. lrip to the Ne~ World. Granados had 
every reason to feel good about hi:-. :-.ucce'>s in New 
York, despite obvious disappointments. He had maJc, 
for him. a small fortune. in the neighborhood of 
$4.000 from the Met production, and severa) thou­
sand more from the recon.lings he madc for thc 
Aeolian Co. The publication of hi'> music and hb 
public recital!> also nctted him !>ubo;tantial amounts. 
In addition to the $5, 100 he had received as a gifl 
from hi'> friends. this rcpresented a Jramatic !>hift in 
his finances. lt truly '>Cerned that he had turned an 
important comer in his career. that the years of 
penury and struggle. difficult though they had been. 
had paid off and were now a thing of the past. 

u Jo'>é Subirá. Enrique Granados: Su pmducci<Í11 m1Hirn/ 
111 madrileliiww ~u personalidad arti.\tica (Madrid: Zoila 
A\ca~Jbar. 1926). 21. 

1"CiteJ in Riva, "Granado~" [Engli'>hJ. 17. 
11C iteJ in ibid .. 20. 

As is well known, Granados and his wife nevcr 
completc<l thcir rcturn voyagc to Spain. After spcnd­
ing a few days in London, they took a cross-channcl 
ferry from Folkestonc. intenJing to catch a Frem:h 
train to Barcelona after lanJing at Dicppc. However. 
their vessel. thc Sussex. wa'> strud .. by a Gennan tor­
pedo. Though the ship rcmained afloat and made it to 
harbor. the Granado:-cs had panicked and gotten into 
the water, where they drowned. 

The Chicago Grand Opera Co. prescnted a couple 
of !>Cenes from it in May of 1916. One review con­
clude<l that the score was ··rnJot great. epoch-making 
music but music of spontancous charm. the exprcs­
!>Íon of a man who believed :-.omething and had both 
the courage and the skill to !>et it down."'s Lo:-. Ange­
les was also intere!>ted in the opera 19 as was Boston. 
\\ hich would ha ve to wait until 1982 to see it. 

Goyescas continues to he perfonned in thc United 
States. but only occasionally. Thc truth is that Amer­
ican critic!> never really warmed up to it. Decadcs 
later the premierc. in 1969. Herbcrt Wcinf..tock dis­
mi'>'>ed the opera ª" a .. protractcd Spanish bore .... 
1 shall feel no sem.e of deprivation if forced to wait 
(many] more years bcfore hcaring Goyesrns again."~º 
Nell' York Times critic Harold Schonbcrg felt the con­
clu:-.ion was cspecially ineffective: .. The wholc thing 
is clumsily done."41 Ellen Pfeifer said of the Boston 
reviva) in 1982. "Unfortunately ... there appears 
to be good rcason for the opera ·s obscurity .... this 
work is full of hot air. of musical wool-gathering. ·•42 

Periquet's <lictum about the ideal libretto ne\er 

'' Untitlcd revicw of Ma} 27. 1916. in thc file on Govesca.1 
anJ Granado-. in Ncw York Public Library. . 

'"In Barcelona·~ Mu,cu de la Mú~ica. fons Granado,, 1~ a 
February 23. 1916. telegram to Granado' and Pcriquet from Flo­
renciu Com.tantino asking what lhc Mel would charge for set'> 
anJ co~tumc~ to bring Goy(•scm to Los Angclc~ and "under what 
condition~ your~elf would agree to come. Old Spani'>h Califor­
nian' enthu;ia,lie to greet emincnt author ... Thcir manager. 
Anwnia Sawyer. wircd on Fcbruary 29 that thc Ml'l \\ould 
chargc $600 and Granado'. ~SOCIO. ConMantino '' ired bad. on 
March 1 wanttng to know the cosl of !.ÍX pcrformanccs guaran­
tced in May. Forman y rca~ofü. thi~ ncver happened. 

"' Hcrbert Wc1n~tod. "America," 01Jert1 20 ( 1969): 497-98. 
He re\ iewcd a production by the Opera Thcater of thc Manhat­
tan School of Mu,ic. 

11 Harold C'. Schonberg. "Colorful World ofOld Spain." Nell' 
YorÁ Times. March 15. 1969. Th1' "'ª' a pcrfonnance by thc 
Little Orch.:,tra Soc1e1y. 

'·' F.llcn Pfcilcr. "Bo,ton Com;c11 Opera: Granado•·, Goye.1-
cas," High FiJeliry/M11.\irnl Amn1ca 32 ( 1982): 32. 
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gaincd any credibility cithcr: .. The story, a modcl of 
simplicity in thc worst sensc, lcnds itself to many 
awkwardnesses."41 However. virtually ali Spanish 
sourccs continue to portray the Goyescas premiere 
as an unqualified success. perhaps because to sug­
gest othcrwise woulu be to show disrespect for the 
work's composer. whose "triumph" had such a tragic 
conclusion. 

Nonetheless. the tnith is that thc opera Goyescas is 
not Granados's fincst work, musically or dramati­
cally. Still, its local color and relatively short lcngth 
makc it an attractivc diverl>ion from the standard 
repertoire. As we have seen. American criticism of 

the opera reflccts not only an accurate appraisal of its 
shortcomings, but a more serious undercurrent of 
incomprehension of its cultural origins. The Spanish 
reaction reflected national insecurity and uncertainty 
about thc country's post-colonial role in the world. 
This incomprehension is retlected in the ongoing 
tensions between thc Anglo anu Hispanic rcalms, 
betwcen the United States and its crstwhile colonial 
adversary Spain. 

"Harvey E. Phillip<,, "Reports: New York." Opera News 33 
( 1968-69): 24. Thi<i ¡,a revicw of thc \ame Manhattan School 
of Mu,ic produclion that Weinstock 'toically endurcd. 

 




