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Now one of the doyens of Romanian composers, Theodor Grigoriu was born on 25 July 1926 in 
Galaţi, in Moldavia, in south-eastern Romania, and studied at the Bucharest Conservatoire with 
George Enacovici1 (1935–56) before taking private lessons with Romeo Alexandrescu2 (1939–49) 
and Mihail Jora3 (1949–54); he then spent a year at the Moscow Conservatory (1954–55), where his 
teachers included Aram Khachaturian. Grigoriu made an early impact on Romanian musical life with 
his First String Quartet, written when he was seventeen (it was awarded a George Enescu National 
Composition Prize). He consolidated his reputation with music conceived on a large scale: oratorio, 
cantata, symphony, symphonic poem and suite, as well as with quartets, sonatas, partitas, pieces for 
piano or various chamber ensembles, song-cycles and so on. This activity was paralleled by a brilliant 
career in theatre and film music – prominent composers are commissioned to write film-music much 
more frequently in eastern Europe than in the west, and Grigoriu has contributed scores to some 
thirty films.

THEODOR GRIGORIU AND HIS MUSIC

by Viorel Cosma

1 Enacovici (1891–1965) had himself studied with d’Indy at the Schola Cantorum in Paris as well as in Bucharest. His works 
include a symphony and two orchestral fantasies; a prominent violinist and teacher, he wrote two tone-poems for violin and 
orchestra, a violin concerto and three string quartets.
2 Nina (1907–89) and Romeo (1902–76) Alexandrescu enjoyed a friendship with Enescu, who encouraged them to study in 
Paris; there, Nina trained in voice and violin at the Conservatoire and Romeo in theory at the École Normale. hey became 
teachers at the ‘Pro Arte’ Conservatoire, where Grigoriu studied violin under Nina and various aspects of music theory and 
composition under Romeo, who later introduced Grigoriu to Mihail Jora. Romeo became a notable musicologist, working as a 
music critic for decades and writing monographs on Fauré, Ravel, Debussy and Dukas. 
3 Jora (1891–1971) is perhaps the dominant creative igure in Romanian musical life ater Enescu; he was also a pianist and 
conductor. Ater studying in Iaşi he attended the Leipzig Conservatoire, taking piano with Robert Teichmüller and counterpoint 
and composition with Max Reger; he then studied composition with Florent Schmitt in Paris. Later, as professor of harmony, 
counterpoint and composition at the Conservatoire in Bucharest, he was an important inluence on the emerging school of 
Romanian composers. His works include a number of folk-inluenced ballets, a symphony (1937) and a handful of other 
orchestral works, piano music and songs.
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 Many passages in the oratorio Canti per Europa (1978) or the Symphonic Variations on a Song by 
Anton Pann (1955)4 reveal Grigoriu to be an instinctive dramatist capable of considerable intensity. 
Fundamentally, though, his music is meditative, and deeply rooted in Romanian poetic sensitivity: it 
communicates the uniquely Romanian dor – an untranslatable term indicating a profound sadness. 
Although he is an eclectic spirit, eager to become involved in the principal expressive trends of his time, 
he has never departed from his solid Romanian culture, placing much value on its tradition and on the 
importance of Romanian melos – the ancient corpus of indigenous melody sitting at the confluence of the 
West and the East. This melos he sees as a perennial source of inspiration and original artistic ideas. 
 But Grigoriu is convinced that genuine innovation must be sought in the substance rather than in 
the means employed: even when he turns to sounds suggestive of remoter times and spaces – in, for 
example, the orchestral Tatar Dance (1952) and Tristia (1974), Canti per Europa and the Elegia Pontica for 
baritone, female chorus and chamber orchestra (1968) – he does so within both the mainstream and in 
the shadow of a centuries-old tradition, perceptible in the Romanian ethos and melodic spirit. Although 
his early works – Up on the Argeş5 for string quartet (1953), Symphonic Variations on a Song by Anton 
Pann, Three Shepherd’s Songs (1950), Tatar Dance – have their roots in a folk ethos, Grigoriu’s work in 
film and theatre shows how he builds a soundtrack as a kind of musical counterpoint to the dialogue and 
narrative, subtly binding aural images and story rather than merely offering an acoustic backdrop. This 
approach, used in films such as Codin (1963) and The Forest of the Hanged (1964), may have been part 
of the reason for the nomination of the latter for a Palme d’Or award at the 1965 Cannes film festival. 
By the same token, the concise, transparent musical formulation required by the cinema lent Grigoriu’s 
music a remarkable effectiveness in expression, later put to good use in his symphonic, vocal-symphonic 
and chamber music. It also resulted in the filigree-like finish of his works, which ensures Grigoriu a place 
among the most skilled ‘jewellers’ in Romanian music in the second half of the twentieth century. Grigoriu 
applies his fine polishing not only to the general line of his musical forms, but also to the details, to the 
micro-elements of his musical language. The same artisanal precision can be found in his orchestration, in 
the investigation and discovery of new instrumental colours, resulting in surprising alloys of timbre – and 
this responsiveness to nuance is matched by an obvious feeling for architecture. 
4 A symbol of emergent Romanian culture, Anton Pann (c. 1796–1854), resident in Bucharest from c. 1810, was a Renaissance man: 
composer, folklorist, poet, translator, singer, lexicographer, teacher, choirmaster, satirist, printer and publisher. His collection and 
publication of folk materials occurred roughly contemporaneously with the eforts of Elias Lönnrot in Finland which resulted in the 
publication in 1835 of the Kalevala. he composition of the melody of Deșteaptă-te, române (‘Awaken, Romanian’), the Romanian 
national anthem, was at one time ascribed to Pann, although that attribution is now disputed.
5 he Argeş is a river in southern Romania; it drains into the Danube.
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 His melodic lines are laid down not in heavy brushstrokes but with a slender nib. From the Concerto 
for Double Chamber Orchestra and Oboe (1957) to the orchestral style-study Infinite Melody (1969) and 
Romanian Seasons (1989), a cycle of four concertos for violin and chamber orchestra, Grigoriu has shown 
himself to be an exceptional melodist.
 His more explicitly modernist scores – the orchestral poem Cosmic Dream (1959), the vocal-
instrumental symphony Vocalises of the Sea (1992) and the song-cycle Poets and the Abyss of Time  
(1993) – rely on an ‘undulating’ numerical series he discovered (a sequence of semitones: 1-2-3-2-1-2-3-
2-1-2-3-2) that unfolds the twelve notes of the chromatic scale. The origins of this idea can be found in 
the cycle of twelve piano pieces that constitute Books I and II of his Modal Column (1985), the subtitle of 
which is ‘Investigations into the Ethos of Romanian Music’. Two ideas seem remarkable to me in Modal 
Column: first, that modes are not interesting as mechanisms but as repositories of ethos; and second, that 
heterophony, as a symbol of the essence of freedom, is a kind of polyphony of infidelities towards a matrix 
which, in the distant past, had a superior, sacred role, since lost in social evolution. Grigoriu believes that 
to formalise this syntactic aspect means to annihilate its charm and spontaneity. He thinks that, after 
leaving the Modal Column ‘workshop’, his subsequent works represent a third stage in his compositional 
output. His String Quartet No. 2, In Search of the Echo (1992), the Romanian Seasons, Partita a sonar No. 
1 for flute (1987) and even Requiem for a Poetess (1997) are evidence of this new stage.
 Grigoriu also quarries the lode of Byzantine music, having intensely studied I. D. Petrescu’s work 
on Byzantine melody and palaeography.6 This rich seam was evident right at the beginning of his 
career, in the Symphonic Variations on a Song by Anton Pann and the Elegia Pontica, as well as in many 
historical films on Romanian medieval themes (The Soimaru Family, The Martens Brothers, Stephen the 
Great), but it re-emerged at full strength in the three works of the cycle Byzantium after Byzantium: the 
Trinity Concerto for violin and orchestra (1994), The Great Passage sonata for solo violin (1999), and The 
Eternal Return sonata for violin and piano (2004), as well as in his monumental vocal-symphonic work  
A Liturgical Symphony (2002). Grigoriu believes he can add something new to the contribution of previous 
generations, refining the interpretation of Byzantine melodic art in the perpetual struggle between the 
preservation of tradition and victory over dogmata.
 Grigoriu was the first Romanian composer to use the idea of heterophony, in Part II (‘Melopoeia’) 
of the orchestral Homage to Enescu (1969), in the ‘gruppo eterofonico’. He produced the first synthesis 

6 Ioan D. Petrescu (1884–1970) was a musicologist and theologian whose work provided the basis for the systematic study in 
Romania of Byzantine music, not least its modal system. His magnum opus was the two-volume Studii de paleograie muzicală 
bizantină, Editura Muzicală, Bucharest, 1967 and 1984. 
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between cluster technique and the drone of Byzantine psalms. With the score for the Mihai Berechet film 
Macbeth (1962) he introduced tape music to Romania. He also broadened the technique of choral writing 
in Vocalises of the Sea. As a remarkable essayist and musicologist, Grigoriu made a name for himself with 
the book Music and the Aura of Poetry,7 which reflects the original thinking of a composer with a genuine 
gift for literary writing. His works have acquired national prestige, and have contributed to the renown of 
contemporary Romanian music.

Viorel Cosma, born in 1923, is the doyen of Romanian musicologists. His many decades of writing on 
Romanian music were crowned with his nine-volume Muzicieni din România (‘Musicians in Romania’), 
published by Editura Muzicală in Bucharest between 1998 and 2006; this essay is based on the entry on 
Theodor Grigoriu in Vol. 3 (2001). 

THEODOR GRIGORIU ON BYZANTIUM AFTER BYZANTIUM

In 1994 the Trinity Episcopal Church in Indianapolis commissioned a work to commemorate the 75th 
anniversary of a new cathedral, built on the site of its previous incarnation. On the recommendation of the 
violinist Sherban Lupu, I wrote this concerto for violin and orchestra, which I called Trinity. The concerto 
was the opening project of a cycle, Byzantium after Byzantium, which came also to include a sonata for 
solo violin (The Great Passage) and a sonata for violin and piano (The Eternal Return), all dedicated to 
this Romanian-born American violinist. Borrowing the title from Nicolae Iorga’s book, Byzantium after 
Byzantium,1 I had in mind an incursion into The Palaeography of Byzantine Music by Father I. D. Petrescu, 
as well as a reconsideration of the possible contemporary destiny of this religious music and its millennial 
tradition. I believed it might be an inspiration in the world of interpretation (instrumental, in this case), 
and also a deeper reflection on my own artistic career. The motto of the work contains its motivation, as it 
was written at a time of dramatic, historic events, of the violent political and social conflicts that followed 
the fall of Communism in eastern Europe:

1

7 Muzica și Nimbul Poeziei, Editura Muzicală, Bucharest, 1986.
1 Published in 1935, Bizanţ după Bizanţ gave its name to a movement that traced the inluence of the Byzantine empire on the 
cultural, social and intellectual development of Romania and the surrounding area. A French translation, Byzance après Byzance, can 
be found online at http://www.unibuc.ro/CLASSICA/byzance/cuprins.htm. Iorga (1871–1940) was a major Romanian scholar and 
politician (he was prime minister in 1931–32).
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In the city of Byzantium, the fight between angels and devils reached a peak
And in order for nobody to understand anything and for people to perish,
Devils are disguised as angels, and angels as devils.
Saint Paul predicted: ‘Satan himself will be disguised as an angel
And a champion of justice’.
But miracles have been seen, too: true angels, surviving by singing.

                                                                                                                Th. G.
                            
It was not the connotation of ‘duplicity’ in the idea of Byzantium (‘Byzantinism’), where things are never 
what they appear to be, that interested me but, by contrast, an aspiration for the light of the art of sound, of 
the true angels who sing inspired by their vocation. My training as an architect, which ran in parallel with 
that as a composer, found considerable fulfilment in hearing a very personal work, this Trinity Concerto 
for violin, in a great American cathedral – Byzantine melodies resounding across the ocean! People’s 
sensibilities are the same all over our planet: the tremendous success of the work, the enthusiasm of the 
audience, was in fact a triumph of the Byzantine melos. In order to understand the Concerto, it is necessary 
to recall the well-known idea that man is made in God’s image. Any human melodic line probably exists, 
at a monumental scale to which we have no access, in our Maker. I tried, in the first part of the work, to 
bring up this relation between man and God. 
 The three parts of the Concerto are:
I.  Panmelodion – The song’s long journey up to heaven 1]
II.  Threni – Oh, Golgotha! 2
III.  Diaphania – The eternal movement 3.
The titles of the movements come from ancient Greek and the sub titles are conceived in the spirit of 
Byzantine culture.
 The second of three works that make up the Byzantium after Byzantium is a sonata for solo violin 
called The Great Passage – that is, of time, since it is inspired by the cycle of poems În marea trecere (‘In 
the Great Passage’; 1924) by the Romanian poet Lucian Blaga (1895–1961). Sherban Lupu’s performance 
of my Trinity Concerto had reinforced my belief that rethinking Byzantine melos is possible today and so, 
in 1999, still inspired by Petrescu’s monumental Palaeography of Byzantine Music, I wrote this solo sonata 
for him. 
 Part I – Psalm (‘Lord, stop the passage’ – the subtitles of the movements in The Great Passage come 
from Blaga) 4 expounds the melody of an imaginary psalm. In the middle part, instead of development, 
twelve musical verses analyse the psalm and its inflections. The reprise returns to the initial psalm, in an 
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1]
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4

amplified form.
 Part II – Murmur (‘I know that where there’s no death there’s no love’) 5 evokes the barely discernible 
mutter of those who pray or read sacred texts in the silence of a church. The apparent monotony of the 
piece contains secret accents, which come out in the central part. The initial atmosphere is restored at the 
end. 
 Part III – Pastel (‘Long clouds have passed over the plains’) 6 takes as its starting point one of the 
melodic ideas from Enescu’s Sonata No. 3 for violin and piano: it is a contemplation, mostly lyrical, of 
landscapes engraved in the memory; they often come accompanied by either an imaginary or an existing 
music. In this case, the music was Enescu’s. 
 Part IV – Epilogue (‘I kneel in the wind/There is no road that takes you back’) 7 enunciates a 
melodic idea to be resumed several times, with some modifications, as a ritornello. Between these small 
recollections, an agitated movement describes sound lines that seem illogical, absurd. The piece closes on 
the initial idea, now transfigured.
 The final part of Byzantium after Byzantium is the sonata The Eternal Return – the title is taken 
from Mircea Eliade2 – for violin and piano, written in 2004. Petrescu’s The Paleography of Byzantine 
Music applies a comparative method, exploring the evolution in time and space of Byzantine chant in the 
first centuries of the second millennium. The concept of The Eternal Return is classical, in the spirit of 
European chamber music (my favourite models: the sonatas by Fauré, Ravel and Enescu). Part I is entitled 
‘Icons from the Past’, with the subtitle ‘Unseen Steps’ 8 (these subtitles are my own); Part II is entitled 
‘Curtains of Oblivion’ (the subtitle is again my own), with the subtitle ‘12 interrupted fugitive variations’ 

9; Part III, ‘The Bells of Return’ (Eliade), bears the subtitle ‘With brief evocations of Anton Pann’ 
(1793–1854) . The titles and subtitles are metaphorical, of course, but they generate countless musical 
meditations. According to Eliade, the return is real – but also illusory, because it takes place in another 
kingdom; in my work, it takes place in… the ringing of bells. 

2 he Romanian historian of religion Mircea Eliade (1907–86) articulated the concept of ‘eternal return’, predicated on the idea 
that myths, rituals and other religious beliefs allow the person who holds them to experience their initial stimulus or stimuli as 
contemporary events, outside of ‘secular’ time.
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Sherban Lupu, born in 1952, studied at the Bucharest 
Conservatoire with George Manoliu. While a student 
he gave concerts throughout eastern Europe and 
performed on Romanian radio and television. He let 
Romania to study at the Guildhall School of Music 
in London with Yfrah Neaman and took lessons and 
master-classes with Yehudi Menuhin, Henryk Szering 
and Nathan Milstein, as well as with Norbert Brainin 
of the Amadeus String Quartet and Sandor Vegh. He 
won prizes in numerous competitions, such as the 
Vienna International, the Jacques hibaud in Paris 
and the Carl Flesch in London. Subsequently he moved to the United States to study with Dorothy 
De Lay and, at Indiana University, with Josef Gingold, and to receive chamber music coaching from 
Menahem Pressler. Until recently Sherban Lupu was professor of violin at the University of Illinois.
 Appearing frequently as soloist in Europe and the United States, Lupu has performed the 
complete cycle of Beethoven sonatas with Menahem Pressler, but he specialises in the music of his 
native Romania and eastern Europe as well as the virtuoso Romantic repertoire. He has made solo 
appearances at the world’s major concert halls, including he Kennedy Center, Royal Festival Hall, the 
Gstaad and Aldeburgh Festivals and Carnegie Hall. His recordings include works by Ysaÿe, Bartók, 
Enescu, Wieniawski, Ernst, Stravinsky, Bloch and Ginastera for the ASV, Arabesque, Capstone, 
Continuum, Electrecord and Zephyr labels, and his recording of the Bach solo Sonatas and Partitas 
appeared on Electrecord. He has also recorded for the BBC. In collaboration with the composer Cornel 
Ţăranu, Lupu inished and reconstructed the Caprice roumain for violin and orchestra by Enescu. 
hat work, which he performed in a special concert at the World Exhibition 2000 in Hannover, has 
been released on an Electrocord CD.
 For Toccata Classics Sherban Lupu has embarked on a complete recording of the works of 
Heinrich Wilhelm Ernst; and he recently released, also with Toccata Classics, a CD of unfamiliar solo 
and chamber works for violin by Enescu, the irst volume in a series called he Unknown Enescu.
 Much in demand as a pedagogue, Sherban Lupu is a frequent member of international juries, has 
given numerous master-classes and has taught in the Czech Republic, England, Germany, Holland, 
Italy, Poland (where in July 2004 he received an Award for Outstanding Teaching from the Ministry of 
Culture) and Romania. 
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 In 2000 Sherban Lupu received a lifetime achievement award from the Romanian Cultural 
Foundation for his eforts to promote Romanian culture and music internationally, and in May 2002 
he was given the prestigious Arnold Beckman Award from the Research Board of the University 
of Illinois towards the recording of the complete works for violin and piano by Béla Bartók. In 
November that year he was awarded the title of doctor honoris causa by the Academy of Music G. 
Dima in Cluj (Romania), and in January 2004 the President of Romania conferred upon him the title 
of Commander of the National Order of Merit and Service for his worldwide musical and cultural 
activities. Since 2002 he has been Artistic Director of the International Festival ‘he Musical Citadel 
of Braşov’, Romania. In 2007 he received another Arnold Beckman Award from the Research Board 
of the University of Illinois and was awarded a doctorate honoris causa by the Al. I. Cuza University of 
Iaşi, Romania.
 In September 2005, in association with the Romanian Cultural Institute, Sherban Lupu published 
six volumes of previously unknown works for violin by George Enescu – all of them discovered, 
edited and arranged by Lupu himself – and since December of the same year he has been the Artistic 
Director of the George Enescu Society of the United States. For the academic year 2009–10 he was 
a Fulbright Senior Lecturer and also a recipient of the College of Fine and Applied Arts Creative 
Research Award at the University of Illinois.
 
Ian Hobson, pianist and conductor, enjoys an international reputation 
both for his performances of the Romantic repertoire and of neglected 
piano music old and new, and for his assured conducting from both 
the piano and the podium, renewing interest in the music of such 
lesser-known masters as Ignaz Moscheles and Johann Hummel as well 
as being an efective advocate of works written expressly for him by 
contemporary composers, among them John Gardner, Benjamin Lees, 
David Liptak, Alan Ridout and Roberto Sierra. 
 Born in Wolverhampton in 1952 and one of the youngest-ever 
graduates of the Royal Academy of Music, Ian Hobson began his 
international career in 1981 when he won First Prize at the Leeds 
International Piano Competition. He studied also at Cambridge and 
Yale Universities. Among his piano teachers were Sidney Harrison, Ward Davenny, Claude Frank and 
Menahem Pressler; as a conductor he studied with Otto Werner Mueller, Denis Russell Davies, Daniel 
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Lewis and Gustav Meier, and he worked with Lorin Maazel in Cleveland and Leonard Bernstein at 
Tanglewood. A professor in the Center for Advanced Study at the University of Illinois (Urbana-
Champaign), Ian Hobson received the endowed chair of Swanlund Professor of Music in 2000.
 He is a recording artist of prodigious energy, having to date amassed a discography of some sixty 
releases, including the complete piano sonatas of Beethoven and Schumann and a complete edition 
of Brahms’ variations for piano. In 2007, with the Sinfonia Varsovia, he recorded Rachmaninov’s four 
piano concertos and Rhapsody on a heme of Paganini for the Zephyr label in the dual role of pianist 
and conductor – an achievement no other performer has matched. In addition, he has recorded more 
than twenty albums for the Arabesque label featuring the music of Clementi, Dussek and Weber, the 
complete piano sonatas of Hummel, the complete solo piano transcriptions of Rachmaninov, and 
Hobson’s Choice, a collection of his favourite pieces exploring the multiple facets of virtuosity across 
the span of three centuries. 
 He has also been engaged in recording a sixteen-volume collection of the complete works of 
Chopin, also for the Zephyr label, having marked the composer’s 200th birthday with a series of ten 
solo concerts in New York. In addition to the large body of work for solo piano, this recording series 
features his performances as pianist and conductor, with the Sinfonia Varsovia, in all of the works 
for piano and orchestra, as well as his collaboration as pianist with other artists in Chopin’s chamber 
music and songs. In this edition there is around three-quarters of an hour of music by Chopin that has 
never been recorded before, making Ian Hobson the irst ever-artist to record the composer’s entire 
œuvre. 
 Ian Hobson is in increasing demand as a conductor, particularly for performances in which 
he doubles as a pianist. He made his debut in this capacity in 1996 with the Stuttgart Chamber 
Orchestra, and has since appeared with the English Chamber Orchestra and the Sinfonia Varsovia 
(at Carnegie Hall), among others. He also performs extensively as pianist-conductor with Sinfonia da 
Camera, a group he formed in 1984 and which quickly gained international recognition through its 
recordings. The ensemble celebrated its 25th anniversary in May 2009 with the first performance of 
Moscheles’ Piano Concerto No. 8, orchestrated by Ian Hobson from notes scrawled by the composer 
on an original piano score.
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The pianist and composer Andrei Tănăsescu was born in Bucharest in 
1955 and studied composition at the Ciprian Porumbescu Conservatoire 
there. He is now an Associate Professor of the National University of 
Music in Bucharest and a member of the Union of Composers and 
Musicologists and the Union of Cinematographers of Romania. As 
a pianist, he has given recitals and concerts in a variety of countries, 
including Finland, France, Italy, Japan, the Netherlands and South 
Korea. In 1984 he was awarded the ATM prize for his activities as 
pianist and artist, and in 1995 his Poem for Violin and Piano won the 
Wieniawski Prize in Poland. His film-credits include the music for The 
Apocalypse after Cioran by Gabriel Liiceanu and Sorin Iliesiu.
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Theodor Grigoriu (born in Galaţi, Moldavia, in 1926) is one of the major Romanian composers 

in the period after Enescu. His vast output is little known outside his own country, although 

it includes oratorios, symphonies, cantatas, chamber music, film-scores and much more. 

His musical roots reach back to Romanian folk-music and to the modal melodies of ancient 

Byzantium – as in this large-scale triptych, Byzantium after Byzantium, which consists of a 

violin concerto, a sonata for solo violin and a sonata for violin and piano. All three works are 

performed here by Sherban Lupu, the violinist for whom the music was written.

THEODOR GRIGORIU Byzantium after Byzantium

Made in GerMany

*live perforMance

first recordinGs 

TT 77:32
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Trinity Concerto – Byzantium after Byzantium I (1994)* 34:51

 I Panmelodion: The Song’s Long Journey up to Heaven 14:23

 II  Threni: Oh, Golgotha! 10:46

 III  Diaphania: The Eternal Movement 9:42

The Great Passage: Sonata for Solo Violin – Byzantium after Byzantium II (1999)  18:13

 I Psalm: Lord, stop the passage 5:22

 II Murmur: I know that where there’s no death there’s no love 3:51

 III Pastel: Long clouds have passed over the plains 5:21

 IV Epilogue: I kneel in the wind/There is no road that takes you back 3:39

The Eternal Return: Sonata for Violin and Piano – Byzantium after Byzantium III (2004)   24:14

 I Icons from the Past: Unseen stairs 10:16

 II Curtains of Oblivion: 12 interrupted fugitive variations 4:55 

 III The Bells of Return: With brief evocations of Anton Pann 9:13
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