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If various circumstances indicated a delay in the practice of exploring sounds more in 
line with contemporary creation that was already spreading through several European 
centers, since the first compositions with a more prospective language appeared in 
Portugal, the role of the woman composer has gradually been affirmed. From a 
Constança Capdeville (1937-1992), perhaps the first avant-garde female composer in 
the country, to Clotilde Rosa (1930-2017), a career harpist with an exemplary path in the 
interpretation of contemporary music and who gradually leaned towards musical writing, 
Isabel Soveral (1961), Sara Carvalho (1970), Ângela da Ponte (1984) or, more recently, 
Mariana Vieira (1997), Portugal has remained fertile in works by women composers that 
are important to highlight. In this brief meeting, we will present, therefore, some of the 
female figures who have created/elaborate a creative work that is seen as an indelible 
mark for a history of contemporary music in Portugal.
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Portuguese woman composers
   

  First avant-guard composers in Portugal 

1. Jorge Peixinho [1940-1995] 
2. Armando Santiago [1932] 
3. Filipe Pires [1934-2015] 
4. CONSTANÇA CAPDEVILLE [1937-1992] 
5. Álvaro Salazar [1938] 
6. Cândido Lima [1939] 

7. Emmanuel Nunes [1941-2012] 

8. CLOTILDE ROSA [1920-2017]
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PORTUGUESE FEMALE COMPOSERS



Born in France in 1894, she came to Portugal 
around 12 years of age. Here, since the decade 
of 1920, she stood out as a composer, 
pedagogue and musical critic in the press, 
especially in Diário de Lisboa journal. Her critics 
educated musical taste for 40 years. This 
happened during a period when the Portuguese 
musical scene "was dominated by men" and 
"women who made music were associated with a 
private and amateur practice, which served 
mainly as a distraction” [Helena Lopes Braga 
(2013)]. She stood also in opposition to Salazar's 
dictatorship, next to names such as Maria Lamas, 
Irene Lisboa and Alice Ogando.

FRANCINE
BENOIT [1894-1990]



[* What should characterize musical interpretation,
by Francine Benoit ]



BERTA ALVES DE SOUSA [1906-1997]

Portuguese pianist and composer, she 
began her studies at the Porto 
Conservatory, continuing them in Paris 
and, later, again in Portugal, with the 
renowned pianist Vianna da Motta. 
Her academic interests also extended 
to the area of orchestral conducting, 
having studied with Clemens Krauss in 
Berlin and Pedro de Freitas Branco in 
Lisbon. She was one of the first 
women to conduct an orchestra in 
Portugal. As a composer, her musical 
production encompasses chamber, 
choral and symphonic works, 
following an impressionist aesthetic 
current and frequently using 
polytonality.



                                                                     Pianist, composer, teacher 
and pedagogue, studied at the National Conservatory, later going to 
Germany where she received lessons from Harald Genzmer in Munich, also 
attending the famous Darmstadt courses in which she came into contact 
with renowned figures such as Stockhausen and Bruno Maderna. Her activity 
extended to pedagogy, having played a central role in the introduction of 
Carl Orff's “Orff-Schulwerk” method in Portugal. Regarding the experience of 
the Darmstadt courses, she states that “that’s when I saw another world, 
they were fantastic things (…) I saw good composers and others who might 
not, but creativity prevailed. I remember a work that consisted of climbing 
on a bench and a lamp with a stick that made a sound around it – and that 
was the work! In other words, we started composing from nothing.”

MARIA DE LOURDES MARTINS [1926-2009]
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CONSTANÇA CAPDEVILLE [1937-1992] 

   

   Denotes from an early age an enormous interess in GESTURE and in TEXT 

   :: Visions d’enfant – Petite Suite pour piano (1958-1959) :: 

   IV mouvement – Maman, j’ai vu dans la lune :: 

   It’s already possible to find the presages of the importance that the composer would    
   assign later to both elements. The performer needs to recite the title text (“Maman,    
   j’ai vu dans la lune”) with different characters, among which: “implorez attention” / “timide” /  

   “sous le poids du rêve”. All these intentions are indicated by the composer in the score   
   constituting an element as important as the musical text 

   “I wrote a series of piano works when I was (…) 15 or 16 years old. Some of them I do not   
   deny today (…) One of them is a small piece called “Maman, j’ai vu dans la lune” in which the  
   pianist has to speak, says a text, and the work is written with punctuation. Music has periods,  
   commas, semicolons, etc. This was when I was 15 or 16 years old. Whenever I wrote a work,  
   after that, I felt the need to...not to say, I'm going to add the gesture, I'm going to add the light,  
   I'm going to add the movement. No, for me it’s perfectly natural” (Constança Capdville, 1990) 



  Momento I (1970-71) 

  An encounter of "her own path, favoring a temporal emancipation, a timbrical research and an 

  integration of movement in the musical work"  

  Constança Capdeville believed that music should be "translated to the audience in a different  

  way and the theater also and the poetry also and the movement and dance, so now we are  

  all working for the same”(1) 

  
  The musicality of the word (2) 

  "Convergence and exploration of sound, music, words, light, gesture and movement in order  

  to seek new connections and combinations between these different forms of expression”(3) 
	 	 	 	 	 	 	 	 	 	 	 	 	 	 


	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 (1) Manuel Pedro Ferreira

	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 (2) Maria João Serrão 
	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 	 (3) António de Sousa Dias 



und Webern sprache... (1985) 
     

    INSTRUCTIONS 

    1) Black-out. Cigarette butt lit in the darkness. Shout of "HALT!" 

       Light (with the knife) 

     Strings are already in position for I and Maestro ready to start the first number. 

  

    2) Execution of the work according to the score for the instrumentalists. 
   

     The Maestro will conduct Webern's 5 Pieces Op. 10, from beginning to end, 

     with the following marking: 

     

     I-II – facing the orchestra 

      III – facing the left side 

      IV – facing the right side 

     V – facing the orchestra again 



Webern, op. 10 Constança Capdevlle, und Webern sprach…



clotilde rosa [1930-2017]
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CLOTILDE ROSA [1930-2017]
Waving (1992)

Apresenta técnicas e notações 
experimentais, tais como o dedilhar sobre 
as cordas, clusters em glissandi ou ainda 
efeitos teatrais, como assumir certas 
poses.

Encomenda da Sociedade Internacional 
da Música Contemporânea, para integrar 
um concerto com uma série de obras 
curtas de compositores de várias 
nacionalidades no Festival desta 
sociedade. Foi estreada neste contexto, 
pelo pianista Michael Finissy em 1993.

Waving (1992), solo piano

It goes beyond the technical conventional 
indicative of each instrument (particularly 
the piano). 
They present pianistical techniques and 
experimental notations, such as plucking 
over the strings, clusters
in glissandi, the use of a brush over the 
strings, and include theatrical effects such 
as speaking or assuming certain poses. 
"Lyrical and oneiric character, singular 
physical and sonorous gesture” (Ana Telles) 

CLOTILDE ROSA [1930-2017]

CLOTILDE ROSA [1930-2017]
Waving (1992), piano solo

It goes beyond the technical conventional 
indicative of each instrument (particularly the 
piano).

They present pianistic techniques and 
experimental notations, such as plucking over 
the strings, clusters in glissandi, the use of a 
brush over the strings, and include theatrical 
effects such as speaking or assuming certain 
poses.

"Lyrical and oneiric character, 
singular physical and sonorous 
gesture” (Ana Telles) 





CLOTILDE ROSA [1930-2017]


"As you can imagine, it was difficult for me to raise three children while having to    

   perform so many concerts. There were occasions when I had to run on a taxi to    

   Trindade because I had to perform an opereta there, and then run to São Carlos    

   because I had other opera, and then run to Gulbenkian... So May was a scary month,   

   I was always running everywhere! My children only lived with me and during these   

   occasions I was a little bit absent. Fortunately they are formidable men. Anyway,    

   sometimes I felt anguished and before going to bed I would read this beautiful poem   

   [Poem to the Mother, by Eugénio de Andrade], which helped me a lot during my    

   children's teenage years. I liked it almost until tears, and the end "(I go with the    

   birds") moved me particularly.” (Clotilde Rosa 2013)



isabel soveral [1961]
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ISABEL SOVERAL [1961] 

   Work with a secret fascination by communication power and by the possibility of     
   influencing. Conceives composition as an intemporal process when a transformation – a   
   metamorphosis (change in structure) and its morphoses (act of shaping or giving shape).   
   (There is in Isabel Soveral) a search for new sonorities and there is a timbrical exploration   
   particularly recognizable. Isabel Soveral does not approach instrumental writing from the   
   confort of who resumes the work of the previous day.  (The) electronic is treated as an   
   instrument or instrumental section. We don't find here a misguide from the instrumental   
   subject. We see instead a prolongation of the musical idea previously elaborated, as    
   Isabel Soveral takes advantage of possible ecoes created by the instruments (which in   
   unconfortable registers become immensely expressive) (António Chagas Rosa) 

    One of the aspects that characterizes my creative process is the fertilization of what has  
    already been exposed to create something new – a musical fabric in constant    
    transfiguration. (...) In the construction of a work, there is always a process of morphosis  
    that makes the potential of the sound material «infinite» (Isabel Soveral, 2021)



©2010 CIMP/ PMIC - all rights reserved



XIX 

1890 
Francine Benoît (1894-1990)  

XX 

1900 
Maria Antonieta Lima Cruz [1901-1957] 
Berta Alves de Sousa (1906-1997) 

1920 
Delfina Figueiredo (1920) 
Maria de Lourdes Martins (1926-2009) 

1930 
Clotilde Rosa (1930-2017) 
Constança Capdeville (1937-1992) 

1960 
Paula Azguime (1960) 
Isabel Soveral (1961) 
Elsa Filipe (1962) 

1970 
Isabel Pires (1970) 
Sara Carvalho (1970) 
Andreia Pinto-Correia (1971) 
Adriana Sá (1972) 
Ângela Lopes (1972) 
Patrícia Sucena Almeida (1972) 
Sara Almeida (1973) 
Diana Ferreira (1976) 
Rita Torres (Lisboa, 1977) 
Sílvia Mendonça (1977) 
Joana Sá (1979)

1980 
Fátima Fonte (1983) 
Teresa Gentil [1982] 
Ângela da Ponte (1984) 
Ana Seara (1985) 
Sara Claro (1986) 
Sofia Sousa Rocha (1986) 
Francisca Martins (1988) 
Inés Badalo (1989) 
Sara Ross (1989)  

1990 
Nádia Carvalho (1994) 
Ana Catarina Barros (1995) 
Solange Azevedo (1995) 
Olívia Silva (1996) 
Mariana Vieira (1997) 
Mathilde Braun Martins (1997) 
Ema Ferreira [1999] 

XXI 

2000 
Marta Domingues (2000) 
Eva Aguilar (2002)

PORTUGUESE FEMALE COMPOSERS





 
©2010 CIMP/ PMIC  -  all rights reserved



SARA CARVALHO [1970] 

“The idea and conception of my works always have a very concrete starting point. ...initial 

stimulus can come from many sources: from literature, cinema, of the visual arts, of a 

landscape, of a detail or of an experience; is characterized by searching for a narrative 

that, in a way, treats musical writing as a process similar to writing a book.” 

(…) 

“Looking back, I think that there are some works where small “turns” are felt more 

objectively, in other words, where the transformation of some ideas materializes more 

objectively, an example of this is the string quartet Blows Hot and Cold through the use of 

a rigorous interval structure…” (Sara Carvalho) 
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          “Inspiration doesn't come 
without activating our inner self.
always involves research, work, but 
also a constant state of also a state 
of constant alertness to the world 
and its world and its changes (...) 
we can't expect the “phenomenon” 
of inspiration simply knocks on our 
door and door and end its role 
there (...) according to Stravinsky, 
only develops (activity) when you 
invest effort/work by putting it to 
work.” [psa]

    patrícia sucena de almeida [1972]
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Voice: "Vivemos a vida toda à procura de alguém que veja o Mundo como o vemos. Somos todos cegos."
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�
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Cue to finish:

(when the sound of leaves enter, 
finish with al niente)

(leaves sound)
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Elect.
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7

�

(leaves sound)

time - 8:20

Voice: "Já era Alfredo quando ainda 
não estava no Mundo e no dia em que 
para ele veio, Alfredo ficou."

(wait until you hear the cue) T

M

T (harmonics gliss.) TL L L

Cena 1 - Alfredo
ca. 12'37''
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