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PROGRAM 
 
Franz Joseph Haydn: String Quartet in F Major, op.7, no. 2, Hob. III:82 

I. Allegro moderato 
II. Menuetto. Presto 
III. Andante 
IV. Finale. Vivace assai 

 
Fanny Mendelssohn: String Quartet in E flat Major, H-U277   

I. Adagio ma non troppo 
II. Allegretto 
III. Romanze 
IV. Allegro molto vivace 

 
INTERMISSION 
 
Robert Schumann: Piano Quintet in E flat Major, op. 44 

I. Allegro brillante 
II. In modo d’una marcia: un poco largamente – Agitato 
III. Scherzo. Molto vivace 
IV. Allegro, ma non troppo 

 
 
 
 
 
 
 
THE MICHAEL AND SONJA KOERNER FUND FOR CLASSICAL PROGRAMMING  
The Royal Conservatory’s mission to develop future generations of musicians and to bring the world’s greatest 
performers to Toronto has been made possible, in large part, due to the generosity of Michael and Sonja Koerner. In 
2022, the Koerners invested $10 million to create The Michael and Sonja Koerner Fund for Classical Programming, 
securing the future of the finest classical music concerts at Koerner Hall and our other performance venues.  This 
latest investment, along with the naming of Michael and Sonja Koerner Hall, support of Glenn Gould School students 
through The Michael & Sonja Koerner Scholarships, the donation of The Michael and Sonja Koerner Early Instrument 
Collection, the naming of The Alexandra Koerner Yeo Cello Program and The Alexandra Koerner Yeo Chair in Cello, 
and support of the annual 21C Music Festival, underscores the Koerner family’s dedication to music and to the 
RCM.  



Joseph Haydn  
Born in Rohrau, Lower Austria, March 31, 1732; died in Vienna, Austria, May 31, 1809 
String Quartet in F Major, op.7, no. 2, Hob. III:82 (1799) 
Prince Franz Joseph Maximilian Lobkowitz (1772-1816) was absorbed with music 24/7 and was the most generous 
of Viennese patrons – to the point of eventually driving himself and his household recklessly into bankruptcy. In 1799, 
he received the music from two substantial commissions. From Beethoven, at the threshold of his greatness, came 
six quartets (op. 18) that marked the beginning of a journey that no one, not even Beethoven himself, could have 
predicted. From Haydn, now in the twilight years of his composing career, he was to receive just two completed 
quartets (and the middle movements of a third) – but two quartets that effectively crown one of the most significant 
collections of creative work from the 18th century. These two “Lobkowitz” quartets show Haydn at his most vigorous 
and assured. The writer and broadcaster Hans Keller concludes his book, The Great Haydn Quartets, by saying that 
the F Major Quartet, Haydn’s last completed quartet, tops all his earlier quartets. “It simply has everything one could 
wish for – all-pervasive originality combined with comparatively easy accessibility, as well as great virtuosity 
combined with comparatively easy playability.” 

The first movement opens with a vintage Haydn melody, a musical phrase so full of potential that it is to 
provide the foundation for the entire movement. It combines a broad, lyrical melody with a busier, bustling motif that 
is to lead to some of Haydn’s boldest harmonic moves. A movement that Haydn titles Menuetto follows, though you 
would get your legs crossed trying to dance to this music. At times you could be forgiven for thinking you were 
listening to music by Dvořák; the way Haydn subdivides the beat into twos and threes is typical of the furiant, a dance 
often evoked by the Bohemian composer 75 years later. The slow movement, unusually, comes third. It opens gently 
with a leisurely dialogue between violin and cello, evolving as a theme with three variations, though the structure is 
intricate. The finale characteristically combines sophisticated art with the exuberance of the folk music of Eastern 
Europe which Haydn so loved. 
 

Fanny Hensel née Mendelssohn Bartholdy 
Born in Hamburg, Germany, November 14, 1805; died in Berlin, Germany, May 14, 1847 
String Quartet in E flat Major, H-U277 (1834) 
Born with what her mother immediately exclaimed were ‘Bach fugal fingers,’ Fanny Mendelssohn was three years, 
three months younger than Felix. The siblings died just six months apart, having spent much (though not all) of their 
short lives in an unusually symbiotic musical partnership. It saw them critique and, to some degree, even edit one 
another’s work, set the same song texts, compose in the same genres – sometimes simultaneously and 
competitively. They challenged one another with musical tasks and, when the going was good, encouraged one 
another with praise. In 1826, several of Fanny’s songs were published under Felix’s name. Fanny participated in the 
choice of songs. Felix praised them. Their publication was always an open secret, but the motivation for accreditation 
in this manner remains a hot button issue. Both inherited a rich ancestry of influential leaders in the arts, finance, and 
natural sciences, on both sides of the family, though especially on the paternal side through the Enlightenment 
Jewish philosopher Moses. This is all documented in an account of the family history by Fanny’s son, Sebastian 
Ludwig Felix Hensel’s, Die Familie Mendelssohn (Fanny carefully selected his three forenames to reflect her three 
favourite composers). 

Felix and Fanny, the most musical of the four Mendelssohn siblings, were among the most prolific 
composers of their sex in the 19th century – but here gender, societal norms, and both paternal and fraternal pressure 
resulted in Fanny’s catalogue reading very differently from that of her brother. As a 14-year-old, already composing 
fluently and able to perform all 24 of Bach’s Preludes from The Well-Tempered Clavier from memory, Fanny received 
a letter from her father Abraham (quoted in Sebastian’s book; the original does not survive) stating: “Music will 
perhaps become his [Felix’s] profession, whilst for you it can and must only be an ornament, never the root of your 
being and doing.” Though frequently finding her instincts in conflict with family and societal expectations, Fanny did 
follow the rules of the day. “I am as afraid of my brothers at 40 as I was of my father at 14,” she wrote in her diary, 
late in life.   

Of Fanny Hensel’s more than 450 compositions and drafts, fully 250 are songs, another 90 or so works for 
solo piano, with many choral works. Her orchestral music totals just one overture. It was only during a much-delayed 



extended trip to Italy in 1839-40, with her husband, court painter Wilhelm Hensel, that Fanny found fellow Italian 
composers who recognised and encouraged her individuality and breadth of knowledge, free from the conventions 
and prejudices of Prussian society. For Fanny, this proved liberating. She composed more than in previous years. 
But it was not until 1846 that she was able to write in her diary: “I have made up my mind to publish my things.” Three 
publications, personally negotiated with publishers, followed before a series of strokes led to a tragically early death 
at the age of 41. 

Fanny Hensel’s only string quartet, in a slender catalogue of chamber music, dates from 1834, though the 
first two movements are reworked from an incomplete piano sonata written five years earlier. Its origins, therefore, 
are while Felix was writing his op. 12 quartet – and the two works have parallels. The opening movement eschews 
sonata form in favour of a minor-key opening presenting two themes in close succession, both full of the potential for 
development. The first is a lamenting, descending sequence, much like the opening of Beethoven’s “Harp” quartet, 
op. 74 – a work also recalled in Felix’s op. 12. The second is a fugal fragment which works its way canonically 
through each instrument. (Fanny’s way with a fugue was praised by her tutor Zelter in a letter to Goethe in 1824, 
when she had already completed 32 fugues). The two ideas are developed contrapuntally until a sudden switch to 
the major key at the mid-point throws new light on both, and a coherently argued, if unconventionally structured, 
movement ensues. A scherzo and trio second movement follows, starting in C minor and staying in the minor key 
throughout. Its buoyant outer sections frame a vigorous fugato trio which modulates busily to F sharp minor, 
necessitating a striking downward shift of a semitone to bring it closer to the home key. The Romanze (in G minor) 
takes a gently pulsing song-like theme and exploits the tone colour of each instrument in turn while restlessly 
exploring its latent drama. The exuberant rondo finale (in E flat) energetically casts new ideas with each 
reappearance of its driving theme and constantly seeks fresh soaring melodic overlay to its spirited passagework.   
 

Robert Schumann   
Born in Zwickau, Saxony, June 8, 1810; died in Endenich, nr. Bonn, Germany, July 29, 1856 
Piano Quintet in E flat Major, op. 44 (1842) 
Robert Schumann was the first to combine the string quartet – a medium he had just begun to explore – with the 
piano, an instrument that was seldom absent from his compositions. Several composers came close, but no one was 
to realize the potential of combining string quartet and piano with the success that Schumann brought to his only 
piano quintet. It went on to become his most popular chamber music composition and led directly to subsequent 
masterpieces by Brahms, Dvořák, Franck, Elgar, and Shostakovich.    

1842 was Schumann’s chamber music year. After writing three string quartets in just five weeks in the 
spring, his health collapsed. So, he spent part of the summer together with his wife touring Bohemian spas in search 
of a cure. Rejuvenated, he sketched out the music of his Piano Quintet in just five days. Two weeks later, on October 
12, the full score was complete. Many revisions followed, including dropping the idea of a fifth movement. With the 
clarity of form reached in his final version of the work, Schumann was to achieve a success with the public that all too 
frequently eluded him.    

It is a highly unified work in which the various themes reappear and are transformed. The brilliant opening 
theme is presented in moods both turbulent and dreamy. A rather startling transformation of a theme comes about in 
the second movement, as a stormy, intensely romantic central section evolves out of the solemn tread of the 
surrounding funeral march. Similarly, in the Scherzo third movement, after making brilliant play out of what would be 
to another composer plain old scales, Schumann teases out a theme of its first trio section from an upside-down 
version of the main theme from the opening movement. The crowning point of this contrapuntal mastery comes 
towards the end of the finale when the main theme of the movement is combined with the opening theme of the 
quintet as a double fugue, over 50 radiant, virtuoso measures. Throughout the Piano Quintet, Schumann’s piano 
writing strikes a wonderful balance between the intimacy of chamber music and the virtuosity of the piano concerto.  

  - Program notes © 2023 Keith Horner  
 
 

 
 



Takács Quartet        
The world-renowned Takács Quartet is now in its 48th season. Edward Dusinberre, Harumi Rhodes (violins), Richard 
O’Neill (viola), and András Fejér (cello) are excited about the 2022-23 season that began with a tour of Hong Kong, 
Japan, and South Korea, and includes the release of two new CDs for Hyperion Records. A disc of Haydn’s opp. 42, 
77, and 103 is followed by the first recording of an extraordinary new work written for the Takács by Stephen Hough, 
Les Six Rencontres, presented with quartets by Ravel and Dutilleux. As Associate Artists at London’s Wigmore Hall, 
the Takács continues its series of four concerts there. In addition to programs featuring Beethoven, Schubert, and 
Fanny Mendelssohn Hensel, one concert consists of works by Britten, Bartók, and Dvořák that highlight the same 
themes of displacement and return explored in Edward Dusinberre’s new book, Distant Melodies: Music in Search of 
Home. The book was published by Faber and the University of Chicago Press in the fall of 2022. The quartet 
performs the same program at several venues in the USA, complemented by book talks. During this season, the 
quartet also continues its fruitful partnership with pianist Jeremy Denk, performing on several North American series, 
including tonight’s concert. 

Throughout 2022 and 2023, the ensemble plays at prestigious European venues, including the Edinburgh 
and Schwetzingen Festivals, Madrid’s Auditorio de Música, Bilbao’s Philharmonic Society, Amsterdam’s 
Concertgebouw, and the Bath Mozartfest. The group’s North American engagements include concerts in New York, 
Toronto, Vancouver, Philadelphia, Ann Arbor, Berkeley, Los Angeles, Pittsburgh, Seattle, Tucson, Portland, and the 
Beethoven Center at San Jose State University.  
 

Jeremy Denk         
Piano 
Jeremy Denk is one of America’s foremost pianists, proclaimed by The New York Times “a pianist you want to hear 
no matter what he performs.” Denk is also a New York Times bestselling author, winner of both the MacArthur 
“Genius” Fellowship and the Avery Fisher Prize, and is a member of the American Academy of Arts and Sciences.  

In the 2022-23 season, Denk continues his multi-season exploration of Book 1 of Bach’s Well Tempered 
Clavier, and also performs with orchestras and in recitals across UK, Europe, and the United States, including a 
return to Carnegie Hall play-directing Bach concerti with Orchestra St. Luke’s, and multi-concert residency at the 
Lammermuir Festival in Scotland. 

Denk’s latest album of Mozart piano concertos was released in 2021 on Nonesuch Records. The album, 
deemed “urgent and essential” by BBC Radio 3, was featured as Album of the Week on Classic FM, and Record of 
the Week on BBC Radio’s “Record Review.” 

Denk has performed multiple times at Carnegie Hall and in recent years has worked with such orchestras as 
Chicago Symphony, Philadelphia Orchestra, New York Philharmonic, Los Angeles Philharmonic, San Francisco 
Symphony, and Cleveland Orchestra. Further afield, he has performed multiple times at the BBC Proms and 
Klavierfestival Ruhr, and appeared in such halls as the Köln Philharmonie, Concertgebouw in Amsterdam, and 
Boulez Saal in Berlin. He has also performed extensively across the UK, including recently with the London 
Philharmonic, Bournemouth Symphony, City of Birmingham Symphony, Royal Liverpool Philharmonic, BBC 
Symphony, Scottish Chamber Orchestra, and play-directing the Britten Sinfonia. Last season’s highlights include his 
performance of The Well-Tempered Klavier Book 1 at the Barbican in London, and performances of John Adams’s 
Must the Devil Have All The Great Tunes? with the Cleveland Orchestra, St. Louis Symphony, and Seattle 
Symphony, as well as a return to the San Francisco Symphony to perform Messiaen under Esa Pekka Salonen. 

Jeremy Denk is a graduate of Oberlin College, Indiana University, and The Juilliard School. He lives in New 
York City. 
 
Takács Quartet made its Royal Conservatory debut on March 11, 2012, and tonight marks its sixth appearance in 
Koerner Hall. Jeremy Denk, who conducts master classes at the Royal Conservatory, made his Conservatory debut 
on November 9, 2014, and tonight is his third Koerner Hall appearance. 
 


