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ABSTRACT 

Composers Cláudio Santoro and Ernst Widmer were very active in the Brazilian 

music scene of most of the twentieth-century, and were responsible for taking the 

Brazilian contemporary music to foreign stages. Each composed one piece for solo cello 

towards the end of their careers. Those pieces were analyzed and also re-edited for the 

purposes of this study. The present document also mentions the influence of Hans-

Joachim Koelreutter had over the careers of Widmer and Santoro and thus their 

importance for the Brazilian cultural movements of the twentieth-century and the 

importance of all that scenario to the Brazilian academic music programs, as well as 

creation of new audiences for new music in Brazil. 

Key-words: Santoro, Widmer, cello, Brazil, contemporary music, Koellreutter.  
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Chapter I 

Introduction 

The present document was created as a result of the study of two contemporary 

pieces for solo cello: Cláudio Santoro’s “Fantasia Sul América” and Ernst Widmer’s 

“Cosmofonia II.” From the beginning, it was discussed that an edition for each piece 

would be needed in order to more clearly understand the musical text and convey on the 

sheet music any observation or suggestion that this study might bring forth in the form of 

fingerings, bowings or even revisions on the musical text. The editions present in the 

annex of this document are not intended for commercial purposes but only and solely for 

educational and scientific reasons.  

For this investigation, both pieces were extensively analyzed and compared to 

other examples of standard repertoire for solo cello. The analytical study of these pieces 

was conducted having in perspective form, motives and themes. This analytical path 

seemed to be the most beneficial one for the purposes of this document, since both works 

are not rooted in a tonal compositional approach. However, it was observed that these 

pieces followed a tight organization scheme, and though not using tonal strategies the 

musical gestures had very logical note organization.  

It was also taken into consideration the place each piece occupied on each 

composers' own compositions timeline. That also seemed to be an important topic to 

mention since it has been like that with most of the compositions for solo cello 
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throughout history. Though some composers have composed important pieces for the solo 

cello repertoire, it is rare to find one that dedicated him or herself only to that genre.  It 

was so with Bach, Reger, Kodaly, Ligeti, Cassadó, Hindemith, Penderecki, Dutilleux, 

Crumb and others, and therefore the pieces they wrote for solo cello though represented 

unique examples of the repertoire.  Exceptions might be made for Popper, Piatti, 

Grutzmacher, Klengel, Dupport and Dotzauer, for example, because those had a more 

pedagogical approach to the cello and most of them dedicated their composition efforts to 

enrich and enlarge the cello literature, both pedagogically and artistically. 

The biographies of both Santoro and Widmer covered by this study are extensive 

to the measure of information available. However, they depict an interesting picture of 

two composers very engaged in making original music inspired by Brazilian folklore and 

modern tendencies in music from the Europe.  

As this investigation unveiled and clarified facts on Santoro’s and Widmer’s life, 

it became clear their importance for the Brazilian music and culture scene. They were 

particularly important for the universities’ music programs across Brazil and for creating 

a national identity for the symphony music while creating also creating performing 

opportunities for contemporary music.   

They were important for the Brazilian music and cultural scene, as already stated 

but they were also responsible for disseminating the new music made in Brazil in their 

time around the world.  

2



Texas Tech University, Neemias Silva Santos, May 2020

Chapter II 

Cláudio Santoro and the Fantasia Sul América 

Section 1: 

 Cláudio Santoro’s biography 

Claudio Franco de Sá Santoro, Brazilian composer, conductor and violinist was 

born in the city of Manaus, state of Amazonas in November 23 of 1919 and died in 

Brasilia on March 27 of 1989. He was one of the most restless and versatile musicians of 

our time. The impressive quality of his output puts him, with Villa-Lobos and Camargo-

Guarnieri, among the foremost Brazilian composers of the 20th century. He studied the 

violin and theory at the Federal District Music Conservatory, in Rio de Janeiro, 

graduating in 1936. In 1938, he started his studies under Hans-Joachim Koellreutter's 

tutelage, who introduced the 12-note technique to him.  

He co-founded and played the violin in the Brazil Symphony Orchestra from 1941 

to 1947. He traveled then to Paris under a French government fellowship. There, Santoro 

studied with Boulanger and was a conducting pupil of Bigot at the Conservatoire. This 

was right after the Second World War. Nadia Boulanger had just returned to Paris, after 

more than 5 years in America, where she taught in Cambridge, and Baltimore at the 

Peabody Conservatory of Music.  

In 1948 he was the Brazilian delegate to the Prague Congress of Progressive 

Composers, and the meeting’s condemnation of dodecaphony, or 12-tone music, as 
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‘bourgeois decadence’ influenced his development. Back in Brazil he worked as music 

director of the Brazil's Radio Club in Rio (1951–3), professor of composition at the 

Santos School of Music (1953–4), chief conductor of the Brazil Symphony Orchestra and 

artistic director of The Education and Culture Ministry Radio (1956). He also taught 

composition at the Pro Arte seminars in Rio and Teresópolis. In 1962 he was appointed 

professor and coordinator of music at the University of Brasília, and director of the music 

section of the Federal Cultural Foundation. The 1964 military takeover, however, created 

an untenable situation for many faculty members, and Santoro decided to accept a 

fellowship from the West German government and the Ford Foundation. He moved to 

Berlin in 1966, and the following year he was invited by the West German government to 

assist in the organization of the Information and Diffusion Centre for Latin American 

Music within the Institut für vergleichende Musikstudien und Dokumentation. After a 

period as music director of the Teatro Novo, Rio (1968–9), he returned to Germany as 

professor of composition and conducting at the Heidelberg-Mannheim Hochschule für 

Musik (1970–78). He consolidated his reputation in Europe during this period of creative 

activity; on his return to the University of Brasília in 1978 he developed intense activity 

in the capital city, including his foundation and direction of the Symphony Orchestra of 

the Teatro Nacional, which was renamed after him upon his death. A member of the 

Brazilian Music Academy and of the Brazilian Academy of Arts, he received numerous 

prizes and commissions.  

Claudio Santoro wrote music in a wide range of styles. His early music was 

oriented towards atonality, evolving under Koellreutter’s influence into a pragmatic 12-
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note technique and from this to a freer, more flexible serial style. The second phase in 

Santoro’s music is more subjective and lyrical, more spontaneously nationalist. As he 

engaged in a nationalist style for more than a decade, Santoro took on seriously the 

studies of Brazilian folk and popular music between 1949 and 1950. His socialist 

opinions during the 1940’s and 1950’5 affected his musical conceptions for example his 

special affinity with Prokofiev’s Soviet phase and the symphonic writing of 

Shostakovich. His Symphony number 4, Symphony for Peace, was recorded by the 

USSR Symphony Orchestra and was praised and well received among soviet composers 

and critics. Three of his most overtly nationalist pieces are the Third Quartet and Ponteio, 

which also followed through in his 5th Symphony. In the next two symphonies he tried to 

transcend his previously direct folk and popular style, developing a somewhat subjective 

nationalism in the late 1950s.  

He was a prolific song composer. He also wrote a lot of instrumental chamber and 

solo music. However, he gained international notoriety and renowned for his symphonic 

works. He also wrote many works that would remain unique on his own trajectory as 

composer, like the almost programmatic "Impressions of a Steel Mill" (Impressões de 

uma fundição de aço), for symphony orchestra, from 1942. Other notable achievement 

was his "Song of Love and Peace" (Canto de amor e paz) for string orchestra, composed 

in 1950, that received the International Peace Prize of the World Peace Council in Vienna 

in 1952.   1

 Gerard Béhague, "Santoro, Cláudio." Grove Music Online. 2001; Accessed 12 Apr. 1

2020. https://www-oxfordmusiconline-com.lib-e2.lib.ttu.edu/grovemusic/view/10.1093/
gmo/9781561592630.001.0001/omo-9781561592630-e-0000024553.
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In the mid-1960s Santoro returned to a qualified serialism and went on to use 

aleatory and other new techniques. The Symphony no.8 (1963) was a major turning point 

in the return, and a clear indication of his concern to free his materials from the 

restrictions of folk rhythmic and other formulae. Characteristic of what Santoro termed a 

‘universal form and language’ are the Quartets nos.6 and 7 and Interações assintóticas, 

which shows ‘a detachment from conventional orchestral writing, compounded by micro-

tuning mixed with impassive static blocks of tone and random “noise” of scraping 

instruments’ (London). His use of aleatory methods and graphic notation began in 1966. 

Intermitências II, for example, includes random percussive elements and limited 

improvisation, as well as new performing techniques in the solo piano part; and the 

Cantata elegíaca, commissioned by the Gulbenkian Foundation, has improvised choral 

and instrumental passages.  

In the late 1960s and 70s Santoro further developed, in an unorthodox manner, his 

earlier interest in electro-acoustic music, as displayed in his electronic ballet Strukturen 

(1976) and the Mutationem series for solo instruments and tape. He wrote some of his 

most solidly crafted works in his later years, such as the well-received cantata Aus den 

Sonnetten an Orpheus (1979), the Requiem para JK - (Juscelino Kubitcheck) (1986) and 

his Symphony no.14 (1989). Among the many works written between 1940 and 1963 that 

he later withdrew, are over 13 orchestral works, including four ballets, and numerous 

chamber, vocal and piano pieces.  

He was distinguished with many Prizes, including: Brazilian Symphony Orchestra 

(1943), Chamber Music Guild of Washington and RCA Victor (1944), Guggenheim 
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Foundation Fellowship (New York, 1946), French Government for master's degree 

studies in Paris (1947), Lili Boulanger (Boston, 1948), Berkshire Music Center (Boston, 

1949), numerous prizes for film soundtracks, the International Peace Prize (Vienna, 

1953), and the Ministry of the Education and Culture (for the inauguration of Brasilia 

-1960).  2

He was invited by the Government of the German Federal Republic for the 

Program "Resident Artist in West Berlin" (1966/67) and by the Brahms Foundation as 

Resident Artist of the Brahms House (Baden Baden). 

Between 1970 and 1978 he was Professor of Conducting and Composition, 

Director of the Orchestra and the Music Department of Heidelberg-Mannheim's State 

Superior Music School, in Germany. Guest conductor of the most important orchestras of 

the world such as Philharmonic of Leningrad, Moscow State Orchestra, RIAS Berlin, 

ORTF Paris, OSSODRE Montevideo, Beethoven Halle Bonn, Symphony of the Radio of 

Prague, Philharmonic of Bucharest, Symphonic Orchestra of Porto, Philharmonic of 

Sofia, PRO ART (London), Île de France (Paris), Symphonic of the Leipzig Radio, 

Symphonic of Magdeburg, Philharmonic of Warsaw among others. Besides those, he also 

conducted all Brazilian Orchestras. 

Claudio Santoro died in Brasilia on the 27th of March 1989. The fact that it 

happened while conducting the general rehearsal of the orchestra season's 1st concert, 

which would be in homage to the Bicentennial of the French Revolution, speaks to his 

 “Claudio Franco de Sá Santoro”, Edition Savart, April 12, 2020, http://2

editionsavart.com/San_Eng/open.html .
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artistic, educational and political engagement. He influenced several generations and 

brought countless organizations of musical character and pedagogic stamp to life. 
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Chapter II 

Cláudio Santoro and the Fantasia Sul América 

Section 2: 

Analysis of the "Fantasia Sul América" for cello solo 

The "Fantasia Sul América" was composed only 6 years before the death of 

Claudio Santoro. It is among his most crafted works, and among other huge works, like 

his Symphonies 13 and 14 and Requiem for Juscelino Kubitcheck. And the fact, already 

stated, that he died on the podium conducting an orchestra rehearsal, testify to the fact 

that despite his age, he was at the height of his compositional powers and working at full 

steam.   

This last phase of Santoro’s compositions, to which this Fantasia belongs, comes 

right after a period of large experimentation with his music, not only regarding form and 

content, but also media. By the end of the 1970's, he went back to electroacoustic music, 

(something that he worked briefly with in the early years of his career) and developed 

many works that way. He was also increasingly delving into improvisational and aleatory 

tendencies and experimental graphic music notation. Also, it needs to be noted that 

Santoro was very prolific as a composer in his last years. 

What is to be found in the "Fantasia Sul América" is the complex writing of a 

composer who excelled and manipulated successfully serial music, nationalistic folklore 

inspired music, programmatic repertoire, electroacoustic music, experimented with 

9
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aleatory and improvisational tendencies, even expanding the musical notation to 

unconventional graphic notation.  

Also, from a performer’s standpoint, the more I practiced and analyzed this music, 

the more its uniqueness and full circle construction intrigued, mesmerized and baffled 

me. Nonetheless, I could still hear echoes of Hindemith’s Sonata for Solo Cello opus 25 

n.3, as well as traces of Ligeti’s Sonata for Solo Cello, from 1948/53. In no way was 

Claudio Santoro copying those other composers - that must be clear - rather, it only 

supports the reasons why this piece deserves to be featured among the best compositions 

for solo cello in the history of cello repertoire.   

10
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Chapter II 

Claudio Santoro and the Fantasia Sul America 

Section 3: 

Form and motives in "Fantasia Sul América" 

The piece can be divided in 5 parts, the 5th functioning as a small Coda: 

1: mm. 01 - 15 (2nd b) - exposition-like section 

2: mm 15 (3rd b) - 28 slow paced 

3: mm. 29 - 33 - fast paced  

4: mm. 34 - 39 (1st b) - Recapitulation-like section 

5: mm. 39 (2nd b) - 43 - Coda-like   

The exposition starts in a very declamatory, poignant way. The first statement 

reappears disguised and modified a couple of times throughout the music, but never twice 

the same. There is a rhythmic pattern also associated with that theme that also follows the 

same recipe of non-literal repetition. Santoro’s writing, full of double-stops and chords 

for the cello, gives this theme a very characteristic dense texture, perhaps tracing its 

origins back to Santoro as a symphonic composer, whose densely textural symphonic 

writing was one of his hallmarks.                                              

11
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Figure 1. Claudio Santoro, Fantasia Sul America mm. 1-4 

Figure 2. Claudio Santoro, Fantasia Sul America m. 5 

 

Figure 3. Claudio Santoro, Fantasia Sul America m. 25 

Figure 4. Claudio Santoro, Fantasia Sul America mm. 30-31 

 

 

Figure 5. Claudio Santoro, Fantasia Sul America m.34 
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The music is threaded with small chromatic motives, comprised majorly of two or 

three notes that appear in a very non-obvious way. Those small bits of music are 

responsible for giving this music a unique texture and singular sounding palette. It is 

quite interesting how Santoro turn the randomness of these chromatic fragments scattered 

across his piece into one of the elements that brings originality and depth while holding 

the whole fabric of this music together as a unity. 

Those chromatic fragments appear in 3 basic different types: descending 

chromatic trichord, ascending chromatic trichord and half-steps among or between big 

interval leaps. 

Here are some examples of those fragments: descending chromatic trichord (a- 

mm. 01, 04, 18, 20; b- mm. 22, 24-25, 25-26). 

           

Figure 6. Claudio Santoro, Fantasia Sul America, descending chromatic trichord (a) 

  

Figure 7. Claudio Santoro, Fantasia Sul America, descending chromatic trichord (b) 
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Figure 8. Claudio Santoro, Fantasia Sul America, ascending chromatic trichord (mm. 
16-17, 41-42) 

The half-steps among or between big leaps (mm.  07, 08, 13, 21, 23, 33, 36, 37, 

38, 41) have a higher rate of occurrences, serving as a fine and very particular element for 

filling the musical thread and texture in this music. It completes the chromatic vocabulary 

that gives personality, originality and a very peculiar and unmistakable overall sound to 

the piece. Also, some very interesting characteristics start to surface, as this very detailed 

analysis is confronted with the big picture of this music: for instance, a sense of 

ambiguity and restlessness. In addition, a strange lyrical fluidity in the musical discourse 

can be noticed that is derived from the presence of half-steps. 

 

Figure 9. Claudio Santoro, Fantasia Sul America, mm. 7-8 
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Figure 10. Claudio Santoro, Fantasia Sul America, m. 13 

 

Figure 11. Claudio Santoro, Fantasia Sul America, m. 21 

 

Figure 12. Claudio Santoro, Fantasia Sul America, mm. 22-23c 

 

Figure 13. Claudio Santoro, Fantasia Sul America, m. 33 
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Figure 14. Claudio Santoro, Fantasia Sul America, mm.37-38 

The chromatic approach of Santoro throughout this piece continues consistently 

as other small motive arise, but this time it is a chromatic tetrachord in ascending motion 

(mm. 15) and its evolution, the chromatic ascending pentachord (mm. 34). These two 

small motives relate to each other in the sense that they appear in transitional moments of 

the music: the first one serves as a connection between what I identified as part I and part 

II. The second one is the beginning of the recapitulation.  

 

Figure 15. Claudio Santoro, Fantasia Sul America, m. 15 

 

Figure 16. Claudio Santoro, Fantasia Sul America, m. 34 
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Chapter III 

Ernst Widmer and the Cosmofonia II 

Section 1: 

Ernst Widmer’s Biography  

Brazilian composer and teacher of Swiss birth. He was born in April 25, 1927 in 

the city of Aarau, in the canton of Aargau, Switzerland. He died in January of 1990, in the 

same city.  

He studied at the Zurich Conservatory with Willy Burkhard, Walter Frey and Paul 

Hoerler, graduating in composition, piano and music education in 1950. Widmer taught 

privately and conducted choirs for a little while in Switzerland, before he went to 

Salvador, Bahia, in 1956 with his wife, Sonia Born, Brazilian-Belgium singer, by 

invitation of Koellreutter, director of the Seminários Livres de Música (that would 

become the School of Music of UFBa, in the 1960's). There, Widmer taught piano, 

composition, orchestration and music literature, also conducting the Bahia University 

Madrigal Group (1958–67). On Koellreutter’s departure from Bahia in 1963, Widmer was 

appointed chief composition professor at the Federal University of Bahia, and took up the 

directorship of the Seminários (1963–5, 1967–9, 1976–80), later renamed the Escola de 

Música e Artes Cênicas (School of Music and Performing Arts) then the Escola de 

Música (School of Music).  

17
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He had a pivotal role in making the city of Salvador one of the most important 

centers of new music activity from the 1960s to the 80s. As a teacher he exerted a 

profound influence on his students, many of whom became successful composers, and he 

espoused the rejection of all principles in order to cultivate independent development in 

the Grupo de Compositores da Bahia, which he founded in 1966. After retiring from the 

university in 1987 he renewed his earlier ties with his native city in Switzerland, and 

along with receiving premières of several works, the Ernst Widmer Gesellschaft was 

established in 1988 to promote his music.  

Widmer learned from Burkhard the value of following a path of maximum 

independence, yet his output shows him to be an eclectic. Before the age of 21 he had 

what he later described as a ‘reactionary attitude’, from which he moved to a moderate 

modernist style when he had fully assimilated the lesson of Stravinsky, Bartók and 

Hindemith; then, in the 1960s, he displayed intermittent and often unexpected avant-

garde interests.  

Widmer took keen interest in the musical folklore from Bahia and he had a 

peculiar way of understanding it. His work Sertania: Sinfonia do Sertão opus 113 (for 

voice, guitar and orchestra), which was written for an animation film Boi Aruá, by 

Francisco Liberato de Mattos, that tells the story of an enchanted ox and its seven 

challenges. Widmer explained his approach to folkloric material in 1983: 

"Autochthonous material is generally distorted by (...) adaptation and 
arrangement. The results, often depressing and destitute from its original 
strength, shows the material strangely diluted or sweetened. I tried to minimize 
the inevitable corruption, reinforcing on purpose the roughness, debugging the 
symphonic apparatus to an asceticism of scarcity and structuring the form in a 

18
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way that the Sinfonia could become a faithful portrait of the intrepid, rigorous, 
essence of the universe of the Sertão."  3

Widmer did not believe in the traditional classical and academic over 

manipulation of folk material, preferring to use folk tunes, themes and motives as close as 

possible to their raw original form. He said that such processes took the power of the 

original material. Therefore he developed all his symphonic writing and strategies around 

the notion of supporting, “reinforcing”, bringing out the characteristics of the original 

materials, in all its nakedness.   

His career can be considered as a gradual convergence of intuition and intellect, 

of originality and traditionalism. This complex of attitudes has resulted in what he has 

called ‘progressive’ and ‘regressive’ phases, often in co-existence. The progressive works 

include the Wind Quintet (1954), Ceremony after a Fire Raid (1962–3), Pulsars (1969), 

Sinopse (1970), Quasars (1970) and Convergência (1973). Among those of the opposite 

tendency are the Chinesische Lieder (1948), Hommages à Stravinsky, Frank Martin et 

Bela Bartok (1960) and O homem armado (1967).  

Widmer's compositional career developed between 1947 and 1989. His output 

reached opus 173, with an additional 30 transcriptions and arrangements. Large and 

varied, his work embodies distinct music genders (didactic, religious, concert, opera, 

ballet, film and theater), and an enormous diversity of instrumental means with emphasis 

on chamber combinations.  He was particularly prolific in the 1970s and 80s, when he 

 Bispo,  Antonio. “Ernst Widmer”, Revista da Organização de Estudos Culturais em 3

Contextos Internacionais, No. 03, 1990, accessed on April 8, 2020, http://
www.revista.akademie-brasil-europa.org/CM03-04.htm .
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revealed a tendency toward timbrel and textural experiment, indeterminacy and musical 

theater. [Nogueira (1997)]. Awards won by 24 of his compositions include the Hugo von 

Senger Prize of the Swiss Jeunesses Musicales (1960), the prizes of the Congrès pour la 

Liberté de la Culture (1963) and the Comissão Estadual de São Paulo (1968), and the 

first prizes of the second Guanabara Festival (1970), the I Tribuna Nacional de 

Compositores (1971) and the national competition organized by the Brazilian Society of 

Contemporary Music and the Goethe Institute in Brazil (1974). In recognition of his 

artistic and pedagogical work, he was made a Commander of the Order of Merit of the 

State of Bahia and was inducted into the Brazilian Academy of Music (1988).  

The permanent move to Brazil, after only 9 years of creative activity in his 

homeland, signified a decisive mark in the evolution of the composer's style. References 

to the Brazilian ethnic music traditions are constant during his music's development and 

maturity, with a strong regionalism tendency as one of the essential characteristics of his 

music. In 1958 (two years after his arrival in Brazil), he composed the Bahia-Concerto, 

op. 17. From that point onward, aspects of the Brazilian music traditions were always 

present in his works, associated with distinct references: works from other composers 

(Dufay, Pierre de la Rue, Palestrina, J. S. Bach, Bartók, W. Burkhard, etc.), folklore of 

distinct countries (Bolivia, Colombia, Chile, Albania, Bulgaria. Yugoslavia, Russia, 

China...), traditional structural models, new philosophical/aesthetic conceptions of the 

American and European vanguard. This aesthetic miscegenation gave Widmer's work a 

cosmopolitan, universal character, an eclectic style, the origin of which may be found in 

the emotional division between the two realities of Widmer's existence: his Swiss origin 
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and his adopted country, with its eclectic culture-black, white and of indigenous 

influence. 
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Chapter III 

Ernst Widmer and the Cosmofonia II 

Section 2: 

Analysis of Cosmofonia II for cello solo 

Composed in 1987, in Küsnacht, Zürich, it is part of the last 10 years of Widmer's 

composition practice (table 4.2a). It is among some of his most praised and celebrated 

repertoire, like the 4 Seasons of a Dream, for 2 flutes and string orchestra, opus 129, from 

1982, and also his Sertania, opus 138, which is one of the finest examples of how his 

eclectic background, being born in Switzerland and having a very structured and 

traditional education, clashed with his immersion in the Brazilian culture, more 

specifically the traditions and folklore from the Northeast, from Bahia, and produced 

such a rich, unique and at times really dense and complex music. 

 Table 1 Widmer's composition with octatonic orientation, in his last years.  4

Concerto for clarinet and piano op. 116                      1979 

Sonata "Monte Pascoal" op. 122, piano solo                           1980

Duo op. 127 for violin and piano

Quatro Estações do Sonho op. 129, 2 fl / strings (4 Seasons of a Dream)  1981

Quarteto VI op. 130 Interface op. 135, for string quartet         1982 

Sertania op. 138 (Sinfonia do sertao)  (Semi-arid Symphony)                                  1983 

Sinfonia II op. 139 (Medio Sao Francisco) (Mid São Francisco - river)

Utopia op. 142 for mixed group 

 Paulo Costa Lima, “Composition in Bahia, Brazil: Ernst Widmer and His Octatonic 4

Strategies.” (Latin American Music Review, 22.2, 2001) 162. 
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Widmer wrote in many different styles, using many strategies and techniques, but 

always with many elements that would interconnect his work in a very organic, natural 

manner.  

About those elements, Professor Paulo Costa Lima says: 

"the most evident is the affinity for environments that favor motivic derivations 
and elaborations. These are usually embedded in a serial frame, giving priority to 
operations with small sets, something that may be described either as "serial 
thematicism" or as "motivic serialism." (...)The processes of motivic and melodic 
elaboration are supported by the constant use of trichords (014) and (025) as 
structural units. It is through these units, and also through some tetrachords 
derived from them, such as (0125), (0134), (0347), (0145), (0235), (0136), 
(0257), (0136), and (0358), among others (...) Widmer makes constant use of 
serial strategies, but this tendency is rarely acknowledged.”  5

His music is so full of detailed use of unique elements and combinations of 

timbre, texture and the local folklore and traditions, in such an original and different way, 

Table 1, Continued

Trio op. 144 for clarinet, cello and piano                                  1984

Concerto op. 147 for double-bass and orch.                             1985

Concerto op. 148 for bassoon and orch. 

Paisagem baiana IV op. 149, fl, vn, via e vc (Landscape from Bahia)

Quarteto VII (Amabile) op. 157                                                 1986 

Cosmofonia II op. 162 for cello solo                                          1987

Brasiliana, Trio for fl. vc. and harpsich. op. 166                         1988 

Toadas dos remeiros do S. Francisco op. 168 (Toadas from S. Francisco 
paddlers) 

Neues Klavierheft, op. 170 

Ich liege, Herr, in deiner Hut op. 173, for organ                          1989

 Paulo Costa Lima, 159.5
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that attention is totally focused on those elements, rather than on the underlying 

traditional elements that unifies the structure and overall language of his works.  

Notwithstanding this considerable diversity of profiles, Widmer's compositional thinking 

is always oriented in terms of motives and sets.   6

The organic framework in Widmer involves a superficial level related specifically 

to the motivic work and other more remote elements that include a number of distinct 

entities abstracted from the surface, such as complex sets originated by the motivic 

elaboration, scale collections, systems derived from these scales, twelve-tone series, and 

cycles of serial transformation. The connection between these superimposed levels of 

compositional planning comprise many distinct strategies that undoubtedly have played 

an important role in Widmer's compositional thinking. Identifying a period of his 

compositional activity in which octatonic strategies are given high priority, from the 

beginning of the 1980s onwards, represents a significant opportunity to deepen the 

understanding of this compositional dynamic involving surface and reference structures, 

enabling a re-conceptualization of the dialectic pair organicism/relativism. 

But why would someone like Ernst Widmer, who had already successfully created 

new music with different approaches for more than 3 decades would start in a new path, 

after his 50's and already retired? An answer to this question can be found on Professor 

Paulo Costa Lima, when he says: 

"Widmer created this body of work during his last period of activity as a 
composer, while the serial and motivic-oriented experiences are present since the 
beginning of his output. Nevertheless, there is no contradiction between the two 

 Paulo Costa Lima, 159.6
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directions. Widmer discovered that octatonic strategies could absorb a great deal 
of the previously developed procedures, providing a wealth of interfaces with 
several distinct contexts (modal, tonal, atonal, pentatonic, and hexatonic) while 
also permitting a fertile dialogue with elements originating in local cultures. 
Additionally, the elaboration of the "octatonic world" did not preclude, but 
stimulated, the interest in coloristic gestures and indeterminacy."   7

 Paulo Costa Lima, 161.7
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Chapter III 

Ernst Widmer and the Cosmofonia II 

Section 3: 

Form and motives in “Cosmofonia II” for cello solo 

Widmer’s motivic material is used in a very different way than Santoro’s. While 

Santoro decided for an overtly intricately dense structure with motives and themes 

clashing with each other or even played simultaneously in a very chromatic-like texture, 

Widmer opts for a more transparent straightforward structure. The motives in 

“Cosmofonia II” appear unchanged and in sequence, resembling modal melodic 

statements. 

Figure 17. Ernst Widmer, Cosmofonia II, the 5 motives   
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Figure 18. Ernst Widmer, Cosmofonia II, motive 1 

 
Figure 19. Ernst Widmer, Cosmofonia II, motive 2 

Motives one and two have only one different note between them. That simple 

difference is responsible for giving a sense of stress (end of motive 1) and relax (end of 

motive 2), also highlighting the recitativo or even antiphonal  character of this section of 8

the piece. 

 
Figure 20. Ernst Widmer, Cosmofonia II, motive 3 

 
Figure 21. Ernst Widmer, Cosmofonia II, motive 4 

 
Figure 22. Ernst Widmer, Cosmofonia II, motive 5 

 

 Don Michael Randel, “Antiphonal Singing”, in Harvard Concise Dictionary of Music, 8

(Cambridge: Harvard University Press, 1978), 20.
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Figure 23. Ernst Widmer, Cosmofonia II, motive 5 inverted 

A motivic variation is found when motives 5 appears inverted in the part C of the 

piece.  

These 5 motives appear throughout the music. At times just as they are, at times 

stretched, at times with small variations, but with minimal modifications. 

These particular model of structure identified in the analysis of this piece served 

as a guiding tool to decide how to approach fingerings decision. The fingering strategy 

was to try to bring out the character outlined by dynamic markings and articulations. The 

composer had already written in bowings in specific places, that were not disputed but 

respected.   

Bellow, is the structural form fo the piece, arranged by a motive.  Notice how he 

keeps the order of appearance almost always in an ascending way for the re-appearance 

of each motive: 

INTRODUCTION 

A      - 1-2-3-4-5-6 / 1-5 / 1-2-3(x5) 

B      - 4(augmented) -1(augmented)-2(augmented)-1(displaced) 

C      - 5 (inverted) - 5 (variations) - 1 

Coda- 1-2-3-3-3-4 
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Chapter IV  

Hans-Joachim Koellreutter 

The importance of mentioning Koellreutter in this project resides in the fact that 

hisconnection to Claudio Santoro and Ernst Widmer places Brazil and therefore Brazilian 

classical music and Brazilian artists side by side the avant-garde and some of the world’s 

most influential musicians of the 20th century.  

Koellreutter brought to Brazil a new wave of music making that fueled not only 

the stages with performances of new music, but new music produced, composed in 

Brazil. His work and approach to teaching were based on a new way of thinking that 

helped the development of the music education system already in place, as well as 

furthered that to the creation of music programs within Brazilian universities. Once those 

college level music programs were created or impacted by this new music movement, the 

continuous contact and tireless work and artistic production of not only Koellreutter but 

also his students were responsible for most of the development of the music and arts in 

Brazil, the same time that gave it an originality and unique profile, that would render the 

Brazilian music and musicians respect worldwide. 

He was a Brazilian composer, teacher, conductor and musicologist. Koellreutter 

was born in Freiburg, Germany and lived in Brazil from 1937 until his death in 2005, in 

São Paulo. He was one of the country's most influential musicians, having taught many 

prominent composers, including Gilberto Mendes, Claudio Santoro, Antonio Carlos 
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Jobim, Denis Mandarino, Jayme Amatnecks, among others. (Academia Brasileira de 

Letras) 

In 1938, roughly one year after his arrival in Brazil, he takes Cláudio Santoro as 

one of his pupils, while he held a position as professor of theory and composition at the 

Brazilian Conservatory in Rio de Janeiro, where he taught until 1952. He also taught at 

the São Paulo Institute of Music from 1942 to 1944. 

In 1954, he founded the Seminários Internacionais de Música da Universidade da 

Bahia (International Music Seminars of the Federal University of Bahia) - later renamed 

Escola de Música da Universidade Federal da Bahia (School of Music of the Federal 

University of Bahia). 

Looking for professors that would embrace his innovative visions and ideas, he 

invited the couple Ernst Widmer and soprano Sonia Born to come to Bahia in 1956. 

He was responsible for bringing the theory of atonal music to Brazil. Because of 

that he was at the center of the never-ending dichotomy "Nationalists" and "Serialists", 

that shaped the aesthetics of the classical music written in Brazil during the 20th century 

(Folha de São Paulo). Both groups profoundly disagreed with each other about the way 

to produce new compositions: the "Nationalists" believed in the use of folklore material 

while the "Serialists" believed in that the rational approach of the European school was 

the way to move forward.  Koellreutter also formed the group "Musica Viva" around 

1939. 

In 1950 he inaugurated the Pro-Arte Summer International Festival, ate 

Teresópolis, Rio de Janeiro, that would start the tradition of Summer and Winter 
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workshops and festivals in Brazil. That same decade, he traveled extensively to Europe as 

a professor and conductor, performing his works and works from his students. He was a 

recipient of a Ford Foundation Scholarship, with which he spent the year of 1962 in 

Berlin as artist in residence. His connections to the Goethe Institute took him to Munich 

(1963-64), New Delhi (1965-69) and Tokyo (1969-75). He returns to Brazil in 1975, 

where he keeps teaching for a long time, even after being diagnosed with Alzheimer’s 

disease.  

Both Santoro and Widmer belonged to both Nationalists and Serialists during his 

careers as composers. The difference would be that in Widmer's case, those phases would 

sometimes overlap, what did not happen with Santoro, who would dedicate himself 

almost exclusively to a style at a time.  
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Chapter V 

Conclusions 

The present study was set initially to investigate the relevance of two works for 

solo cello from Claudio Santoro and Ernst Widmer in the scope of the universal repertoire 

for cello solo. It is a difficult task to determine whether any piece of music is deserving of 

occupying a place of relevance in the body of repertoire of any instrument or genre. 

Though it is not up to this study also to deliberate on such matters, I believe that all the 

material that was brought to light in relation to the composers' biographies and analysis 

of the pieces would speak for themselves in terms of supporting their importance as 

relevant musical material for the cello repertoire.     

This investigative study did not unveil or concluded anything regarding why this 

repertoire remained to this day so obscured in the realm of the repertoire for cello solo. 

One fact that might have contributed for this is that both works were written close to each 

composer’s death. Throughout Widmer’s and Santoro’s careers, they were both the best 

advertisers of their own music. Though they were very active in their last years, they 

might not have had the change to give the right impulse for those small gems to be 

properly accepted by the cello community.  

It was investigated, also, the superb craftsmanship employed by both composers 

on the pieces in question. Both pieces display the maturity of accomplished composers at 

the height of their composing powers. Also, while being original and intrinsic peculiar in 

many ways, both pieces share a keen connection to cello technique as well as to other 

32



Texas Tech University, Neemias Silva Santos, May 2020

traditional repertoire for cello solo. The biographies of Widmer and Santoro reveal also 

how important they were for the development of an identity of Brazilian contemporary 

music, though diverse and multifaceted, it was intrinsically rooted in its folk origins and 

connected to the world avant-garde artistic expressions as well. This paradigm was 

possible due Widmer’s and Santoro’s interest and research on Brazilian folklore, as well 

as their proximity to Koellreutter. That relationship would also play an important role in 

placing Brazilian music in the worldwide atlas of music combined with the fact that both 

Santoro and Widmer travel abroad playing their music and teaching their musical 

philosophies. And because of this web of connections and interconnections it was more 

than mandatory to mention Koellreutter as part of this investigation.  

On the importance and influence of Widmer and Santoro on the Brazilian music 

scene, they were artistically and academically active for more than three decades, they 

influenced generations of composers, musicians, conductors and helped bring the 

audiences back to the concert halls, at the same time that made the academic programs 

and artistic performing bodies relevant to the people in Brazil. 

One problem, also common to both pieces, was that the available sheet music for 

both were basic facsimiles. Widmer’s was still a manuscript version, while Santoro’s was 

a rudimentary mimeographed version. Both offered serious challenge to reading and 

understanding the sheet music. Discussing the matter as I first presented both pieces to 

my advisor, it became clear that it was necessary to make another edition of those pieces 

so we could work on them. The process of creating the new edition of both pieces became 

a whole independent process. Many issues called my attention as I worked on editing that 
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music and I started wondering if there was space to offer a performer’s edition based on 

our work, practice, analysis and study of those pieces.   

Though it is not intended to be a diplomatic edition, while offering a modern 

standard notation solution for both pieces, and suggestions of fingerings and bowings, the 

way the music was originally laid on the paper was changed only to accommodate a 

better distribution of the printed material on the page. The original musical indications in 

German in the Cosmofonia were maintained, as well as other texts present on the 

original, like the dedication, date and place.  
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 APPENDICES 
Appendix A 

Cláudio Santoro “Fantasia Sul América” for solo cello, edited by 

Neemias Santos. 

See supplemental information 
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APPENDICES 
Appendix A 

Ernst Widmer’s “Cosmofonia II” for solo cello, edited by Neemias 

Santos. 

See supplemental information

38


