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An obituary in The Daily Telegraph described Jeremy Dale Roberts, rather 
improbably, as ‘a composer whose music encompassed both the intimate and the 
monumental while also spanning both English pastoralism and the avant-garde’1 – 
but that is indeed Dale Roberts in a thumbnail: one can often sense in his music a 
jeweller’s concern for detail, but within a narrative sweep of some passion; and his 
concern that his music should say something new and distinct did not require him 
to uproot it from its past.

Dale Roberts was born, the son of a local doctor, in Minchinhampton, 
Gloucestershire, on 16 May 1934. Of  his two composition teachers at the Royal  
Academy of Music, William Alwyn and Priaux Rainier, it was the latter – a no-nonsense 
South African – who was to leave more of an impression, both on Dale Roberts’ 
personal outlook and on his music, not least in her insistence on technical rigour. In 
a talk given at the Moscow Conservatoire in 2003, Dale Roberts described himself as

a fairly typical British composer of my generation. My most formative influences – 
apart from the music to which I was attracted, and the spirit of the times in which  
I grew up (we are talking of 50 years ago!) – were the challenging disciplines and 
stimuli thrust upon me by my teachers at the Royal Academy of Music. They saw 
to it that I graduated with a resourceful technique – all the basics of orchestration, 
counterpoint, pastiche, etc. – as well as taking pains to feed my hungry intellect and 
imagination: told me what books to read, what films to see, what painters to explore.  
I was a country boy, and I needed a shove in the right direction.2

1 11 October 2017.
2  Text online at http://www.jeremydaleroberts.com/resources/writings/jdr-musical-background/JDR-musical-background,-
talk-given-at-Moscow-Conservatoire-2003.pdf.
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After his time as a student, he shoved himself in other directions, too:
I am, I suppose, a wanderer. A lifetime’s compulsion to travel and explore other cultures 
and landscapes was instilled in adolescence by family ‘Grand Tours’ in a still war-torn 
Europe. Two years in Egypt and working on a broadcasting station in Cyprus confirmed 
an enduring attraction to the Middle East and the culture of Islam and the Levant, as well 
as the wilderness of the desert. Subsequently, following graduation, two years teaching in 
Cameroun, West Africa, in the highlands of Bamenda, although an escape from music and 
the musical profession, proved similarly inexhaustibly rewarding.3

One of his friends at the Academy had been Christopher (‘Kiffer’) Finzi, the son 
of the composer Gerald Finzi and his wife Joy, and Dale Roberts was soon a frequent 
visitor to the Finzi family home in Ashmansworth, on the Downs south of Newbury – 
with effects he could not immediately have foreseen. It was there in 1957 that he made 
the acquaintance of Ralph and Ursula Vaughan Williams; and in 1962, on his return 
from Africa, he became the lodger of the now widowed Ursula. Four years after that, 
Paulette Zwahlen, who had been the Finzis’ Dutch au pair, became Mrs Dale Roberts.

His teaching career began in 1964, first at Morley College, the adult-education 
institute near Waterloo Station, before he moved to the Royal College of Music in 1966; 
he was to remain on the teaching staff there for over three decades, retiring as Head of 
Composition in 1998. Now he was at last able to devote himself entirely to composition, 
although his Fabergé-like perfectionism meant that his output was never going to be 
large. He died on 11 July 2017, aged 83.

The other arts, not least the visual arts and literature, were important influences, 
and his word-setting – in a number of songs, song-cycles and choral works – showed 
especial concern for his texts. He would similarly chisel and hone his instrumental and 
chamber scores, in observation of what was a sort of mantra for him: ‘Usually I prefer to 
know, on quite a deep level, the artist for whom I compose: the sound they make, their 
particular kind of musicianship’.4 There are only five orchestral works – a Suite for flute 
3 Ibid.
4 ‘Learning from Poets – and Singers’, talk given to the Tardebigge Festival, July 2009; online at http://www.jeremydaleroberts.com/
resources/writings/jdr-musical-background/Learning-from-poets---and-singers.pdf.
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and strings (1958, rev. 2011), an unperformed ‘cycle for orchestra’ Arbor Vitae (1964), 
an exultant Sinfonia da Caccia (1967), Deathwatch, a concerto for two cellos (1974), and 
Lines of Life for viola and chamber orchestra (1988) – since his preference was always for 
working on a more intimate scale, as he confessed in Moscow in 2003:

I don’t like shouting. I am more drawn to compact musical forms and restricted musical 
media, in which I can resort to illusion to suggest some kind of transcendence over the 
limitations.5

Martin Anderson, the founder of Toccata Classics, has written widely on music over the years, 
reviewing for Fanfare, Tempo and numerous other periodicals and writing programme notes for 
concerts and recordings. He also publishes books on music as Toccata Press.

My friendship with Jeremy Dale Roberts began and ended with his String Quintet. In 
2004 we met him in the church of St Ia1 in St Ives, where three of us in the Kreutzer 
Quartet played his string trio, Croquis (1979), for the first time (three years later, 
we recorded it2). After the concert, I remember standing in the nave of the harbour 
church; we were talking about Jeremy’s teacher Priaulx Rainier, whose quartet we 
had just performed. ‘I have been thinking about a Quintet’, Jeremy said. ‘It’s going 
to take a long time, and you will have to be patient, but it is on the way.’ He smiled, 
winningly, with a smile that I would come to know and love over the next decade. 
The first rehearsals of the new quintet did not take place until 2012. Shortly before, 
Jeremy reflected on the composition process: 

1 Not a misprint: St Ia (or Eia, Hia, Hya) was a fifth- or sixth-century Cornish evangelist and martyr, said to have been an Irish 
princess. The church of St Ia was built over her grave.
2 With Tristia for violin and piano, on NMC d151 (2009).

FRIENDSHIP AND COLLABORATION
by Peter Sheppard Skærved

5 Loc. cit
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It took me such a long time to write the quintet, it was such a long time coming, that  
I simply gave voice to it; I have no real understanding of how or why it emerged – although 
I may have a clearer sense of the coup de foudre which initiated it.3   

By then, the collaboration with Jeremy had deepened. We had played Croquis multiple 
times, and I had premiered his Tristia for piano and violin. Jeremy never wrote fast; his 
compositional approach was not only painstaking but involved never-ending revision, 
refinement, weighing of material, thinking and listening.   

The extraordinary clarity and refinement of Dale Roberts’ music contrasts with the 
seams of inspiration which he habitually mined to compose it. One of its many wonders 
is that, for all of this richness of reference, the outcome is never fraught, overloaded. 
Jeremy always sought, and achieved, a degree of lightness. We often quoted the maxim, 
‘Glissez, n’appuyez pas’ (‘Slide, don’t press too hard’, as we translated it): an understanding 
of this principle is vital to perform his music.  

The idea of the String Quintet came from the poetry of Marina Tsvetaeva, to which 
Jeremy was introduced by the composer Erika Fox thirty years before he finished the 
work. Writing to Fox in 2010, he noted that the original title for the work was going to 
be ‘Marina’.4 He toyed with retaining that title, but had abandoned it by 2012. 

From the outset, Jeremy determined that his String Quintet would have the ‘sound 
and ambivalent register of the viola’ at its heart.5 It was also inexorably linked to the 
sea, specifically a northern sea. Eventually this conceit found a connection to the 
work of Edvard Munch, most particularly the ‘Dance on the Shore’, from the ‘Frieze 
of Life’ series. A number of these paintings carried what Jeremy called the ‘monitory 
columnar reflection of the moon on the shore’. The third movement of the Quintet is 
entitled ‘Dance on the Shore’, depicted musically in the form of Slåtter (traditional west 
Norwegian dances), with the two violins tuned, in the manner of Hardanger fiddles, 
to evoke a true Halling wildness. In February 2012, Jeremy wrote to me: ‘This Quintet 
was originally intended as a tribute to my teacher, Priaulx Rainier, whose centenary fell 
3 E-mail to me, dated 23 February 2012.
4 Letter to Erika Fox, dated 27 December 2010.
5 Ibid.
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in 2004’.6 It was Rainier who brought me into close collaboration with Jeremy for the 
first time, at a festival in celebration of Rainier’s work organised at Tate St Ives with the 
composer Douglas Young. Jeremy always emphasised that the work is not a portrait of 
Rainier herself but more of her dogged, brave, creative spirit. He also underlined that 
the link to Munch’s ‘Frieze of Life’ series ‘was almost inevitable, given the background of 
the sea and the almost Bergmann-esque persona of the individual woman’.7 Jeremy and 
I often referred to the Thomas Traherne line which best seemed to evoke Rainier: ‘I felt 
a vigour in my sense / That was all Spirit’.8 

Returning to St Ives in 2004 inspired Jeremy to re-read Virginia Woolf ’s To the 
Lighthouse (1927), which had been inspired by her memories of holidays on Porthmeor, 
Porthminster and Hayle Beaches. Woolf ’s masterpiece offered both structure and 
subtext for the Quintet. Like the book, the Quintet is in three sections, or acts. Uniquely, 
the central section of the piece is the interval of the concert where the piece is played, 
mirroring the central ‘Time Passes’ section of the novel: 

The house was left; the house was deserted. It was left like a shell on a sandhill to fill with 
dry salt grains now that life had left it.9 

In the course of writing the Quintet, Jeremy often remarked on the challenges of writing 
a work that was both drama and ‘pure’ chamber music. In 2011, he wrote to me: ‘it’s 
more like writing a play than a piece of music, but it has to make sense in notes too’.10 
But he later counselled that ‘it would be a mistake to read the piece as “programmatic”: 
quite as stimulating as these ideas may have been’.11 

On paper, the played portions of Jeremy Dale Roberts’ Quintet are in two parts. Part 
One is divided into three movements, the first 3  framed by impassioned solo outbursts 

6 E-mail dated 27 February 2012.
7 Ibid.
8 From ‘Wonder’, a poem in the ‘Dobell Folio’ which contains poems that were ascribed to Traherne three centuries after his own 
life (1637–74).
9 Virginia Woolf, To the Lighthouse, Harcourt Brace Jovanovich, 1927, p. 155.
10 Letter to me, dated 29 September 2011.
11 E-mail to me, dated 23 February 2012.

from the viola. These outpourings, marked ‘Declamato, with fervour’, are initially met 
with ‘Indifferent’ responses from the two violins and two cellos. But it is not long before 
the whole ensemble erupts into a wild tarantella, which eventually ruptures, leaving the 
viola isolated, and declaiming again, into silence, alone.

The second movement of Part One, ‘Moments of Being’ 4 , brings the first allusion to 
Virginia Woolf in the piece, since the title comes from Woolf ’s posthumously published 
essay ‘A Sketch of the Past’, which Woolf wrote between 1939 and November 1940 – four 
months before her suicide. The opening reveals the particular timbre of the two cellos: 
Violoncello II is playing scordatura, with the lower two strings tuned down a minor 
third to E and A. This combination results in an extraordinary instrumental colour. 
Throughout this primarily static movement, which seems obsessed by memories and 
premonitions, the composer reveals his astonishing command of instrumental colour. 
After the flinty quality of the first movement, its miraculously delicate shadings, from 
high-lying pianissimo violin duos, combinations of feathery tremolos and harmonics,  
to pizzicato blended with tapping col legno effects, reveals Dale Roberts as a master 
colourist. ‘Moments of Being’ miraculously metamorphoses into the third movement, 
‘Dance on the Shore’ 5 , marked volante, ‘flying’. Here, Munch’s dancers take over the 
narrative, and the increasingly impassioned, extremely virtuosic dancing explodes into 
actual stamping, before the movement evaporates, the dancers race away ‘da più a più 
lontano’ (‘further and further away’), leaving the viola alone, resigned, the part marked 
‘Impassive’, to finish the movement. 

This is the moment of death. Jeremy wrote: 
The death which occurs in the interval between Part I and Part II recalls that of Mrs 
Ramsay in Virginia Woolf ’s Novel. The silencing of the viola and the resulting hole in the 
musical texture trigger the reactions and eventually the outcome which form the narrative 
of the second part.12 

12 Letter to me, dated 20 January 2011.
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Here is the section from ‘Time Passes’ that Jeremy pointed out to me, matching the 
period that audience and players have vacated the stage and the hall: 

Nothing stirred in the drawing-room or in the dining-room or on the staircase. Only 
through the rusty hinges and swollen sea-moistened woodwork certain airs, detached 
from the body of the wind (the house was ramshackle after all) crept round corners and 
ventured indoors. Almost one might imagine them, as they entered the drawing-room 
questioning and wondering, toying with the flap of hanging wall-paper, asking, would 
it hang much longer, when would it fall? Then smoothly brushing the walls, they passed 
on musingly as if asking the red and yellow roses on the wall-paper whether they would 
fade, and questioning (gently, for there was time at their disposal) the torn letters in the 
wastepaper basket, the flowers, the books, all of which were now open to them and asking, 
Were they allies? Were they enemies? How long would they endure?13

Jeremy said:
In the second part, after the ‘intermission’, the mother is dead, something has changed, and 
we have to view the world in the light of this change, this absence. There’s an Intermède, the 
creaking of chairs, and then afterwards something has changed.14

The two violins and two cellos return to play Part II 6  and find that the viola/Mrs 
Ramsay has gone. The empty chair is still there, and the two duos find themselves 
reaching across the resulting gulf. There is no apparent consolation; the first expressive 
marking is ‘Still, numb’. Jeremy described this section as ‘grey, desolate’. Henceforward 
the dramatic argument is dominated by Jeremy’s most finely honed musical tool, silence. 
Working on this piece with him, in rehearsal room, concert hall, studio and in the 
editing suite, I discovered that it was the quality of silences which concerned him most. 
Each player steps forward in grief and eventual protest until the ensemble stumbles 
across a memory of the whirling tarantella from the first movement. The dancing abates, 
revealing the apparently disembodied voice of the viola, but offstage, unseen, a ghost. 

13 Woolf, op. cit., p. 142.
14 In an interview with me, ‘Soundbox’, Royal Academy of Music, 24 May 2014.
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The ensemble responds with consternation, bewilderment and, finally, protest, leaving 
the viola trilling on the horizon. 
Capriccio for Violin and Piano (1965)
The Capriccio 1  was written for the violinist Yfrah Neamann and dedicated to the 
composer Howard Ferguson. The very first time that Jeremy handed me the score, he 
confessed to me that there had been only one performance that had caught the spirit of 
the piece, that given by the young Ralph Holmes. He sent me Holmes’ recording (with 
the pianist Ronald Lumsden). The card which Jeremy sent with the recording referred 
to Ralph: ‘like the Young Apollo or one of Blake’s Angels’. 

I was stunned. Ralph Holmes, possibly the greatest British violinist, died, far too 
young, in 1984. He remains the most important musical influence on my work. I studied 
with him from the ages of twelve to seventeen; Jeremy’s description tallied with my 
memories of him, and my love for his playing. The recording lived up to expectations; 
studying it awakened profound memories of my lessons with Ralph. 

Jeremy’s Capriccio is an unclassifiable piece. Its title is perhaps misleading, 
suggesting a bagatelle, or a showpiece. It is, indeed, a virtuoso work for both players, but 
it needs emotional virtuosity. It is a dramatic scena with enormous expressive demands. 
As with so much of Jeremy’s music, there is a sense that he was writing ‘in company’, the 
company of the composers, poets and artists whom he loved. This music never quotes 
(unlike the brilliant ‘Quodlibet’ of his Croquis). Indeed, I would say Dale Roberts’ 
mastery goes beyond allusion – such as the opening, which momentarily evokes the 
mood of  Stravinsky’s Duo Concertant, which Jeremy loved, but does not either sound 
like, or quote, the source.  

In conversation Jeremy offered inspiring insights into the dramatic tools his music 
needs: ‘As in all my stuff, enjoy the silences and the resonant pauses. Let in the night air’.15 
He resisted programmatic associations, but many of his remarks hinted at a personal 
drama. As the music heats up, he observed that it should be full of anguish and effort, 
‘like giving birth’, and as the slow material emerges, he asked me to play as if ‘entranced’. 

15 My rehearsal notes, April 2014.
Photo: D

R
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It was also clear that he imagined this music taking place in a mountainous landscape. 
Pointing to a low piano note, he remarked: ‘An abyss of pedal!’

Having studied Ralph Holmes’ and Ronald Lumsden’s recording in detail, I was 
fascinated to see how much Jeremy’s expectations and demands for the piece had 
developed and changed in the decades since it was made. It is always interesting to see 
how composers work with music that they have produced many years earlier. The one 
unifying feature is that no composer’s understanding of any of his or her pieces remains 
static, that the music is always in motion, developing. 

Jeremy was aware that this recording was likely to be his final one. In the autumn of 
2016, he wrote me: ‘I am getting all too aware that this recording is some way towards 
being a “testament”’.16 

My last collaborations with Jeremy were the happy days at his home, discussing 
the edits and final shape of this recording. His approach to the editing process was as 
painstaking and creative as his approach to composition, revision and performance. 
On 5 April 2017, he wrote to me as we prepared the final edit of the recording: ‘The 
important thing is to ensure that the incandescence is sustained’.17

It was my joy to work closely with Jeremy Dale Roberts, and to call him friend. 
He was one of the greatest musicians that I ever met, and this greatness was absolutely 
bound up with his humanity; if his music has a common thread, it is the question of 
‘what does it mean to live?’ Jeremy’s spirit is a constant in the music-making, the lives, 
of those who were blessed to know him. The music is unquenchable.

16 E-mail dated 6 November 2016.
17 E-mail dated 5 April 2017.
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My first encounter with Jeremy’s solo-piano music (the Ogetti – Omaggio a Morandi 
(2003)) left a powerful sense of the sustained impact it would have upon me. Playing 
this music – sparse, beautifully carved, heavy in the hand, bejewelled – was an instant 
compulsion, not  in the addict’s sense but in  that it  had  straight away  become an 
essential part of my pianistic life. The only question was when and where to play it.

Still, Jeremy’s challenge a few months later – to record Tombeau  2  as one of the 
panels of the triptych on this album – was not something I could blithely agree to. 
Some piece: but is it too difficult? A broadcast account survives, an intimidating 
one – Stephen Kovacevich, the dedicatee: blistering, scintillating and lyrical. Wouldn’t 
one of the more distilled, recent treasures better complement the substantial works 
already in the can? Not so, in the composer’s view, but nevertheless he was keen to 
know how we felt the three works would balance out – and concerned that he might 
be resurrecting a ‘white elephant’ from his past, though in retrospect this misgiving 
was probably in part a protective instinct (towards me). It was clear that this piece 
represented for him something unresolved, and crucial. 

The title, Tombeau, is, one must admit, disingenuous: there is a Tombeau here, in 
the form of a central elegy, but it is surrounded by a sequence of five Studies and four 
Variations. Even so, in accordance with the composer’s wishes, Tombeau is presented 
here as a single track. For all the difficulties, there were obvious attractions, too: the 
fabulous barrage of Study 1 (2:11), the homage to our mutual hero Szymanowski 
in Study 2 (7:31), Schumann’s more submerged presence, the fascinating collage finale 
(25:14), all parts gravitating towards the all-too-human machinery of the Tombeau 
at its centre (15:03). 

INSTANT COMPULSIONS, SUSTAINED IMPACTS
by Roderick Chadwick
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In the end its power was too much to resist. Learning couldn’t just be slotted into 
life’s spaces, though: playing Jeremy’s Capriccio with Peter had taught me that his music, 
though idiomatically written, is not absorbed easily by the muscles – the tremolo minor 
ninth at the end of the duo, a typical sonority, quickly starts to hurt. Nevertheless, in my 
first rehearsal with the composer, it became clear the best way to capture the white heat 
the piece demands was to embrace its challenges and ignore the ossias (the ‘alternative’, 
simpler versions of complex passages offered in the score). It was immediately apparent 
that the impulses that had led to the creation of Tombeau were still within him almost half 
a century later: each passage that he demonstrated manifested as a physical, vocalised 
onrush. Two-hour sessions on conservatoire pianos were too insubstantial, and the only 
way it could really coalesce was to spend time at ‘Green Pastures’, the composer’s home 
at Punnett’s Town in East Sussex. This unrestricted time, as a happy guest of Paulette 
and Jeremy, remains a golden memory for me. Here, it seemed that composer and I 
ascended the musical and technical ‘north face’ of the piece, playing Ralph Vaughan 
Williams’ piano (Jeremy had lodged with Ursula VW in his early days). The ‘summit’ 
of the piece could be explored only at another piano, in the studio owned by Jeremy’s 
friend Ron Geesin; this instrument had the all-important ‘sostenuto’ (third) pedal, 
which the Vaughan Williams piano lacks. Here the music took on more dimensions: 
the end of Study 1 became the receding marching band from Alban Berg’s Wozzeck; the 
cluster left hanging, a penumbra.

One passage stands out above all. The last page of Variation IV (24:22) winds down 
one of the more plaintive themes of the work through a sequence of fifths. Each time  
I played it to Jeremy, in rehearsal and recording, I was aware this passage was 
transporting him to an unknown region – like Debussy laying Rameau to rest at the end 
of the second Image – before the advent of new language in the fifth study (25:14). In the 
Highgate recording session each subsequent phrase became ‘darker, warmer’. 

The recording was a team effort: Jeremy’s pupil and friend, the composer Richard 
Causton, Jeremy and Paulette, and Jonathan Haskell, the recording engineer, in the 
control room, fine-tuning the advice; Peter with me in the church keeping the assemblage 
in motion. We finished on time, at the stroke of five.
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Peter Sheppard Skærved is known for his 
pioneering approach to the music of our own 
time and the past. Over 400 works have been 
written for him, by composers including 
Laurie Bamon, Judith Bingham, Nigel 
Clarke, Edward Cowie, Jeremy Dale Roberts, 
Peter Dickinson, Michael Finnissy, Elena 
Firsova, David Gorton, Naji Hakim, Sadie 
Harrison, Hans Werner Henze,  Michael 
Nyman, Sıdıka Őzdil, Rosalind Page, George 
Rochberg, Michael Alec Rose, Poul Ruders, 
Volodmyr Runchak, Evis Sammoutis, 
Elliott Schwartz, Peter Sculthorpe, Howard 
Skempton, Dmitri Smirnov, Jeremy Thurlow, 
Mihailo Trandafilovski, Judith Weir, Jörg 
Widmann, Ian Wilson, John Woolrich and 
Douglas Young. His pioneering work on 
music for violin alone has resulted in research, performances and recordings of cycles by Bach, 
de Bériot, Tartini, Telemann and, most recently, his project, ‘Preludes and Vollenteries’, which 
brings together 200 unknown works from the seventeenth century, from composers including 
Colombi, Lonati, Marini and Matteis, with the Wren and Hawksmoor churches in the Square 
Mile in London. 

His work with museums has resulted in long-term projects at institutions including the 
Metropolitan Museum, New York City, the Victoria and Albert Museum, the British Museum, 
Galeria Rufino Tamayo in Mexico City, and the exhibition ‘Only Connect’, which he curated at 
the National Portrait Gallery, London. Most recently his ‘Tegner’, commissioned by the Bergen 
International Festival, is a close collaboration with the major Norwegian abstract artist, Jan 
Groth, resulting in a set of solo Caprices, premiering at Kunsthallen, Bergen, and travelling to 
galleries in Denmark, the UK, the USA and even Svalbard/Spitzbergen. Peter is the only living 
violinist to have performed on the violins of Ole Bull, Joachim, Paganini and Viotti. 

For Toccata Classics he has embarked on two series of recordings. Using his own editions, 
he has already released 24 of the 30 Sonate piccolo of Giuseppe Tartini: Volume One, with 
Sonatas Nos. 1–6, is on tocc 0146, Volume Two, with Nos. 7–12, on tocc 0208, Volume Three, 
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with Nos. 13–18, on tocc 0297, and Volume Four, with Nos. 19–24, on tocc 0363. He has also 
recorded two albums of David Matthews’ music for solo violin (tocc 0152 and tocc 0309).

As a writer, Peter has published a monograph on the Victorian artist/musician John 
Orlando Parry, many articles in journals worldwide and, most recently, Practice: Walk, part of 
the Camberwell Press ‘Walking Cities: London’ series. 

Peter is the founder and leader of the Kreutzer Quartet and the artistic director of the 
ensemble Longbow. Viotti Lecturer at the Royal Academy of Music, he was elected Fellow there 
in 2013. He is married to the Danish writer Malene Skærved and they live in Wapping. 

Roderick Chadwick is a pianist, teacher and 
writer on music. His recent projects have included 
recordings of Henze violin and viola sonatas with 
Peter Sheppard Skærved. Other recordings to date 
include Stockhausen’s Mantra with Mark Knoop 
and Newton Armstrong – which was described as 
‘a real contender’ by Gramophone magazine – and 
music by Gloria Coates, Michael Finnissy, Leopold 
Godowsky, Sadie Harrison, Alex Hills and Mihailo 
Trandafilovski. He is a member of the ensembles 
Plus-Minus and Chroma, and has recently 
completed a book on the genesis of Messiaen’s 
Catalogue d’oiseaux with Peter Hill, published by 
Cambridge University Press in late 2017. 

Indeed, he is a frequent performer of Messiaen’s 
piano works and played the entire Catalogue 
d’oiseaux and La Fauvette des jardins in concert in 
2014. In 2008 he was artistic advisor to the Royal 
Academy of Music for their part in the Southbank 
Centre Messiaen centenary festival.

He attended Chetham’s School in Manchester in the 1980s, studying with the late Heather 
Slade-Lipkin, and later moved to London to study with Hamish Milne. He lives in South 
London and is Reader in Music at the Royal Academy of Music.
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The Kreutzer Quartet – Peter Sheppard Skærved and Mihailo Trandafilovski (violins), 
Morgan Goff (viola) and Neil Heyde (cello) – has forged an enviable reputation as one of 
Europe’s most dynamic and innovative string quartets. They are the dedicatees of numerous 
works, and over many years they have forged creative partnerships with composers, including 
Sir Michael Tippett, David Matthews, Michael Finnissy and John McCabe. In recent months, 
they have given premieres of major works by Gloria Coates, Edward Cowie, Jeremy Dale 
Roberts, Robin Holloway, Roger Redgate, Robert Saxton and Mihailo Trandafilovski. They 
are artists-in-residence at Goldsmiths College and at Wilton’s Music Hall in London. They are 
extremely proud of their friendship and collaboration with David Matthews, which has resulted 
in three major quartets, numerous smaller works, transcriptions and the cycle, for Toccata 
Classics, of Matthews’ string quartets, which is at the centre of their creative work: Volume 
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One, with Quartets Nos. 4, 6 and 10, Opp. 27, 56 and 84, and the Adagio, Op. 56a, can be found 
on tocc 0058; Volume Two, with Nos. 5 and 12, Opp. 36 and 114, on tocc 0059; Volume 
Three, with Nos. 1, 2 and 3, Opp. 4, 16 and 18, with the early Mirror Canon and a Skryabin 
transcription, on tocc 0060; and Volume Four, with No. 11, Op. 118, and Matthews’ complete 
Beethoven transcriptions for string quartet, on tocc 0318. The American critic Robert Reilly 
wrote of Volume One that ‘The Kreutzer Quartet plays this music with staggering conviction 
and skill’. Also for Toccata Classics, the Kreutzer Quartet is engaged in recording the string 
quartets of Antoine Reicha.

The Canadian cellist Bridget MacRae leads an active 
international career as a chamber musician and 
teacher. She has been principal cellist of the Munich 
Chamber Orchestra since 2003. She is a regular 
guest at international festivals such as Musikdorf 
Ernen, Rheingau, Prussia Cove, Music by the Sea 
and Musicalta. For many years she was the cellist 
of the Schidlof Quartet and the London Conchord 
Ensemble in the UK, and she enjoys a continuing 
collaboration with Peter Sheppard Skærved and the 
Kreutzer Quartet. Bridget has recorded chamber 
and solo music on the ASV, Black Box, Hexagone, 
Linn, Neos, Quartz and Radio Canada labels. Her 
interest in contemporary music has involved her in 
a large number of commissions and premieres, the 
composers with whom she has worked including 
Sofia Gubaidulina, Giya Kancheli, Oliver Knussen, 
Arvo Pärt and Jörg Widmann. She has performed 
at the Pharos Contemporary Music Festival, the 
Munich Biennale and the Days of Macedonian 
Music, works regularly with Ensemble Resonanz in Hamburg and is part of an ongoing Morton 
Feldman project in Munich.

She studied in Victoria with James Hunter, at Yale University with Aldo Parisot and in 
Würzburg with Xenia Jankovic. She won prizes at the Canadian Music Competition and the 
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was the recipient of numerous grants and scholarships from the Canada Council for the Arts, 
the Vancouver Foundation, Villa Musica and the European Mozart Foundation. She led a cello 
class at the Hochschule für Musik in Karlsruhe from 2008 to 2012 and is regularly invited to 
teach at courses and master-classes in Canada, Germany, France and the UK. She plays on a 
Giovanni Battista Priore cello from 1763.
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JEREMY DALE ROBERTS Chamber and Instrumental Music

1  Capriccio for Violin and Piano (1965)   11:56
2  Tombeau for Solo Piano (1966–69)*  29:48

String Quintet (2012, rev. 2014)*  36:38
3  I The Caller on the Shore –   6:36
4   Moments of Being –   9:29
5   Dance on the Shore  3:37
6  II The Meeting  16:56
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