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From the Artistic Director

CCeellllpphhoonneess  
 
The use of cellphones and recording devices is prohibited in 
the concert hall. Please take this opportunity to turn off all 
electronic devices. 
 

音乐厅内禁止使用手机，禁止拍照，录音，录像。请观众关闭所有

电子器材，谢谢您的合作。 
 
 
 

VVRRSS  AAddddrreessss  
201-513 Main Street 
Vancouver, BC V6A 2V1 
Canada 
 
 
Vancouver Recital Society acknowledges that we are on the 
traditional and unceded territory of the Coast Salish Peoples, 
including the territories of the xʷməθkwəy̓əm (Musqueam), 
Skwxwú7mesh (Squamish), and Səl̓ílwətaʔ/Selilwitulh 
(Tsleil-Waututh) Nations. 

CELLPHONES
The use of cellphones and recording devices 

Is prohibited in the concert hall. Please take this opportunity
to turn off  all electronic devices.

is prohibited

Dear Friends,

We are delighted to welcome the Jerusalem Quartet back to Vancouver as they 
celebrate their 30th anniversary as a quartet. Their fi rst appearance for us was 
back in 2001, not long after they had made their Wigmore Hall debut, which 
launched their international career.

We have chosen a repeat of the program which they played at their Wigmore 
debut: Haydn’s Op. 76 “Sunrise”, Janáček’s “Kreutzer” Quartet, and Beethoven’s 
Op. 130 with the Grosse Fugue.

Unfortunately, I won’t be in the hall for this performance as I’m serving on the 
Jury of the Honens International Piano Competition which takes place in Calgary. 
I know that you are all in for a treat and I look forward to hearing all about it 
upon my return.

I would like to thank our Season Sponsor, the Peak Group of Companies, and the Concert Sponsors: 
Lynn Kagan, Ric and Lynda Spratley, and Ellen and Bob Silverman. We are truly grateful for their generosity.

I would also like to thank the City of Vancouver for its support, and all of you in the audience. 
Thank you so much for coming.

Enjoy the performance.

Sincerely,

Leila
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Program   

Jerusalem Quartet

Alexander Pavlovsky, first violin
Sergei Bresler, second violin
Mathis Rochat, viola
Kyril Zlotnikov, cello

Sunday, October 19, 2025
Vancouver Playhouse

Concert sponsors

Ellen & Bob Silverman,  
Ric & Lynda Spratley,  
Lynn Kagan

Additional Support

Season Sponsor

JOSEPH HAYDN (1732–1809) 
Quartet in B-flat major Op. 76 No. 4 
“Sunrise”

Allegro con spirito
Adagio
Menuetto. Allegro
Finale. Allegro ma non troppo

(approx. 23 minutes)

LEOŠ JANÁČEK (1854–1928)
Quartet No. 1 “Kreutzer Sonata”

Adagio – Vivo
Con moto – Vivo – Andante
Con moto – Adagio – Più mosso

(approx. 19 minutes)

INTERMISSION

LUDWIG VAN BEETHOVEN (1770–1827)
Quartet in B-flat major Op. 130 
with Grosse Fuge finale Op. 133

Adagio ma non troppo – Allegro
Presto
Andante
Alla danza tedesca. Allegro assai
Cavatina. Adagio molto espressivo

Grosse Fuge: Overtura. Allegro – Meno mosso e 
moderato – Allegro – Fuga

(approx. 55 minutes)
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Jerusalem Quartet 

Alexander Pavlovsky, fi rst violin
Sergei Bresler, second violin
Mathis Rochat, viola
Kyril Zlotnikov, cello

Since the ensemble’s founding in 
1993 and their debut in 1995, the 
four musicians have embarked on a 
remarkable journey of growth and 
maturation. Their expansive repertoire 
and extraordinary depth of expression 
have fi rmly established them as a 
distinctive voice in the string quartet 
tradition.

The Jerusalem Quartet is a regular 
and cherished guest on the world’s 
most prestigious concert stages. The 
year 2025 marked the Quartet’s 30th 
anniversary, which the ensemble 
celebrated with a special focus on 
Shostakovich’s 15 quartets, presented 
across 10 cities worldwide, including 
St. Paul, MN; Cleveland, OH; Portland, 
OR; Concertgebouw Amsterdam; 
Beethovenfest Bonn; Philharmonie Cologne; and Tonhalle Zurich.

Highlights of the upcoming 2025-2026 season include two North American tours, as well as extensive 
performances across Europe, with concerts at renowned venues such as the Konzerthaus Wien and Wigmore 
Hall in London. Another season milestone for the Quartet will be a series of quintet concerts in Europe in 
spring 2026 with celebrated pianist Elisabeth Leonskaja, taking place at prestigious venues including the 
Gewandhaus in Leipzig and the Alte Oper in Frankfurt.

The Jerusalem Quartet’s recordings have received numerous awards and accolades, including the Diapason 
d’Or and the BBC Music Magazine Award for Chamber Music. Previous Harmonia Mundi releases include 
a unique exploration of Jewish music in Central Europe between the wars, featuring a collection of 1920s 
Yiddish cabaret songs from Warsaw performed with Israeli soprano Hila Baggio, as well as the second 
volume of the Quartet’s complete Bartók cycle released in 2020. Today, the Quartet records exclusively for 
BIS, with their fi rst release for the label in 2025 featuring Shostakovich Quartets No. 2, 7 and 10.

The Jerusalem Quartet appears by arrangement with David Rowe Artists.
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Program Notes

Joseph Haydn
Quartet in B-fl at major Op. 76 No. 4 “Sunrise”
In the six string quartets of Op. 76, composed in Vienna between 1796 and 1797, we catch Joseph Haydn 
at the peak of his powers and the height of his fame. After two lucrative tours in England (1790–1791 and 
1794–1795) sponsored by impresario Johann Peter Salamon (1745-1815), as well as an honorary doctorate 
from Oxford University, Haydn was a “hot property” in the European concert world and was free to compose 
completely as he wished. 

Among the innovations he felt free to introduce in his Op. 76 string quartets were unusually slow, deeply 
emotional slow-movements and, by contrast, unusually quick, whimsically playful minuets that could easily 
pass for scherzos – features that his student Beethoven would go on to develop when, in 1798, he composed 
his fi rst string quartets, Op. 18.

* * *

The fourth of Haydn’s Op. 76 quartets opens with a gesture that prompted its admirers to give it the 
nickname “Sunrise”. This gesture sees the fi rst violin mount up melodically, like the sun appearing at dawn, 
against a soothing sustained harmony in the lower instruments, which plays the role of the fi xed horizon.

And in this opening are planted the seeds of the movement’s motivic discussion. Witness, for example, how 
Haydn, in another one of his famous “monothematic” moods, uses an inversion of this opening as his second 
theme, presented by the cello.

This kind of motivic density is yet another trademark feature of Haydn’s style that Beethoven would go on to 
adopt and develop. 

And in that vein, note as well how Haydn even begins to develop his fi rst theme in the exposition itself, in the 
little “rising 3rd” motives that mimic, in diminution, the last three notes of the opening theme.

Such was Haydn’s talent that he could off er his connoisseur listeners an artwork that combined the 
Enlightenment Era’s taste for the play of ideas with its desire for upbeat optimism and innocent merriment. 
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Optimism and merriment interrupted by drama, of course, in furtherance of which Haydn begins his 
development section in the minor mode

with the “rising 3rds” motif in diminution constantly biting at the heels of whatever dark implications this 
minor-mode excursion might present. And then the “sunny” mood of the opening returns from behind the 
clouds to conquer all in a recapitulation that hosts no surprises.

Haydn moves into deeply emotional territory in his ponderous Adagio slow movement, with its intense 
concentration on the opening fi ve notes in the fi rst violin.

Variously described as being in “modifi ed sonata form” or constituting a “free fantasia”, this movement 
makes clear its obsessive focus on those opening fi ve notes which echo throughout, occasionally decorated 
with ornamental lacework in 16ths.

Haydn’s third-movement Minuetto is a jovial precursor to Beethoven’s scherzos with its musingly playful 
tone, stomping rhythms and its concentration on small repeated motivic units.
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The Trio edges even closer to a “country bumpkin” aesthetic in its use of rustic-sounding drones, typical of 
folk music from the Hungarian countryside.

Haydn returns to his penchant for “mono-thematicism” in a fi nale fi rmly centred on variations of its opening 
theme, which is a kind of lilting English shanty tune, made all the more jaunting and merry by the plentiful 
application of melodic ornaments.

Particularly ear-tickling are moments of rhythmic delirium such as this, in which jazzy triplet groupings 
overlap with a duplet metrical pulse.

One fi nal surprise awaits the listener, though, in the movement’s fi nal pages, which feature a madcap 
acceleration of tempo that begins as if intending to develop into a right royal fugato

but ends up as just another speeded-up chuckle-fest riffi  ng on the prominent motives of the opening tune.
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Leoš Janáček
Quartet No. 1 “Kreutzer Sonata”
Janáček’s String Quartet No. 1 (1923) is an erotically charged musical narrative based on Tolstoy’s short story 
The Kreutzer Sonata (1889), a tale of marital misery and murderous jealousy. In the story, a couple fi nds relief 
from their dreary marriage in the home visits of a young violinist with whom the wife enjoys performing 
Beethoven’s “Kreutzer” Sonata, Op. 47. The relationship between professional violinist and amateur pianist 
is innocent, but the husband, arriving home late one night to fi nd the two of them dining together, thinks 
otherwise. In a jealous rage, he fatally stabs his wife with the nearest piece of cutlery – an “honour” crime of 
which he is later acquitted at trial.

Events in the composer’s private life, specifi cally his own unhappy marriage and a series of extramarital 
aff airs, suggest a personal motivation for his interest in this story. In one of his many letters to Kamila 
Stösslová, a married woman almost 40 years his junior with whom he was in love, Janáček confi ded that in 
composing his string quartet 

I was imagining a poor woman, tormented and run down, just like the one the Russian 
writer Tolstoy describes in his Kreutzer Sonata.

* * *

The four movements of Janáček’s string quartet may conjecturally be thought of as portraying four scenes 
from Tolstoy’s dramatic tale. The fi rst movement evokes the wife’s emotional state in her marriage. The 
second introduces the young violinist to the household. In the third, a bond of mutual sympathy develops 
between the wife and the musician as they play Beethoven together, and in the fourth the deadly events at 
dinner unfold.

Janáček’s musical language is all his own, much infl uenced by the folk traditions of his native Moravia. Modal 
harmony prevails, neither purely major nor purely minor, with chords often built out of 4ths. His melodies are 
not the long-limbed, hummable tunes of his fellow Czechs Dvořák and Smetana but are rather doled out in 
short melodic fragments, patterned after the rhythms of popular speech. These cellular units of a bar or two 
each unfold in a series of juxtapositions and repetitions that suggest fi lmic montage. The result is a texture 
of restless movement, constantly in fl ux, with frequent changes of meter and tempo, its various sections at 
times riding atop churning ostinato patterns. Spurring the quartet players to pull a maximum of emotional 
energy from the score of this quartet are indications such as “shyly”, “desperately”, and “as if in tears”.

The most important motive of the work is announced in the opening bars: a pair of heaving sighs, disposed 
in the form of a melodic arch, the fi rst sigh rising up, the second falling back. This is followed immediately by 
a jaunty drone-supported folk tune.

Each movement contains juxtapositions of this kind between expressions of throbbing emotional intensity 
and elements of playfulness and animation – a representation, perhaps, of the psychological terrain that the 
unhappy housewife is treading in her “musical infi delity” to her husband. Moreover, a common characteristic 
of this fi rst movement’s musical material, an “arch” pattern of melodies that venture out from a point of 
origin only to return to it immediately afterwards,
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imitates precisely the shape of an important theme from the fi rst movement of Beethoven’s “Kreutzer” 
Sonata that will be quoted more explicitly in the third movement.

The second movement has a dance-like nimbleness, perhaps evoking the welcome merriment that duo 
music-making has brought to the household. 

The menacing, scratchy sounds of sections played sul ponticello hint, however, at the trouble lying ahead. 
Even more suspenseful are the intimations – contained in this obsessive 5-note motive that pervades the 
movement – of the melodic curve of the Kreutzer Sonata theme to come.

And that motif taken from the second theme of the Kreutzer Sonata’s fi rst movement

is announced in its most literal form at the opening of the third movement, in imitation between the fi rst 
violin and the cello. 

In this opening gesture of the third movement, we hear the housewife pianist and the young violinist 
artistically (and personally) intertwined in a close imitative treatment of the Kreutzer Sonata motive between 
fi rst violin and cello. But here, too, portents of danger loom. 

The Beethoven excerpt has been recast in the minor mode, and sudden loud interruptions of their imitative 
play, with the same material played at double speed (as in the ponticello motives at the end of the fi rst line), 
puncture the dream state of their music-making. 
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The fourth movement opens with a sad meditation on the heaving sighs that opened the work. 

The rising-and-falling shape of this motive gradually becomes the focus of increasing animation as the dining 
scene is enacted. Shockingly, this arch-like melodic motive, emblematic of the unhappy wife’s longing and 
yearning, becomes the very stabbing gesture that kills her in the fi nal bars.
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Ludwig van Beethoven
Quartet in B-fl at major Op. 130
Beethoven’s thirteenth string quartet, written in 1825, is a massive work comprising six movements and 
lasting more than three quarters of an hour. It is also considered one of the most head-scratching, enigmatic 
works in the classical canon, one that has baffl  ed musicologists and music theorists to this day.

The aspect of the work most responsible for uniting fi ngernail to hair follicle in a scratching motion is the 
last movement, the so-called “Great Fugue”, a work of such formal extravagance that it moved Beethoven’s 
publisher to tactfully suggest that the composer might wish to replace it with something a tad more … 
“digestible”. Which he did, in fact, writing a traditional fi nale for the fi rst publication of the quartet in 1826 
and leaving the original Grosse Fuge to be published separately as his Op. 133.

This afternoon, however, the work is being performed according to its original conception, and there is 
much to recommend this decision. For all its small-scale diffi  culties (notably the bizarre dynamic markings 
and frequent changes in metre, tone and mood) the large-scale shape of this work, as originally conceived, 
is clear. While it may be a hard nut to crack, the nut is clearly divided into an intellectually engaging outer 
“shell” (the fi rst and last movements) and a meaty inner “core” of rewarding musical “nuggets” (the four 
movements in between).

The two outer movements are musical hybrids, “fantasies” masquerading as more serious musical forms: the 
fi rst movement is playing at being in sonata form while the last is a fugue at a masked ball, changing masks 
faster than a fl irt changes dance partners. These outer movements are colourfully “contrasty” (to use Joseph 
Kerman’s term) while the four inner movements are remarkably concentrated, each picking a single mood 
and sticking with it. The outer movements fl ash with the dazzling charm of the fast card trick, while the inner 
movements grab the heart in an ever-closer embrace of simple, nourishing emotion.

It’s quite a ride, this quartet. So here is your dance card.

* * *

The fi rst movement is quite a raucous aff air, a kaleidoscope of changing emotional states that playfully toys 
with the formal expectations of the listener, beginning with the role of the slow introduction in sonata form. 

This is an ever-so-traditional procedure (used in Haydn’s Symphonies 101 and 104, for example, as well as 
in Beethoven’s Symphonies 1 and 7) to ease you gently and solemnly into the sound world of the piece you 
are about to hear, making sure to whet your appetite along the way with mysteriously short phrases and 
suspiciously loitering harmonies.

Full marks to Beethoven on that score. But then, once this introductory function is fulfi lled, the piece proper 
is roundly expected to take off  like a scalded cat with the “real” start of the movement at an Allegro clip. 

The slow introduction is like an usher who shows you ceremonially to your seat and then leaves you to enjoy 
your evening’s entertainment, never to be heard from again. Said usher, needless to say, is not expected to 
sit down beside you and interrupt every time a stray thought enters his head. And yet, that is just what the 
slow introduction to this movement does. 
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No sooner have you left behind the tender musings that open the work, and you start to follow the spiff y 
tumbling 16th-note fi gures of the movement’s fi rst subject, accompanied by a “trumpet call” motive in the 
second violin,

than the slow introduction pops up again (!) after a few bars to say “You know, I was just thinking…” and 
then promptly disappears again. Very odd. Anyone who has sat beside a talkative stranger of questionable 
marble-count on public transit will know just how awkward these situations can quickly become.

But no matter, the exposition fi nally gets underway in earnest with a vigorously pursued agenda of 
constantly chattering 16ths that fi nally give way to a slower, more vocally inspired second subject in longer 
note values. 

At the traditional repeat of the exposition, however, up pops your slow-introduction usher again to show you 
to your seat (the one you are already occupying) as if the two of you had never met. Within the frame of 
expectations of the sonata-consuming public, it all seems like this slow introduction is turning out to be 
more like some kind of “ritornello” framing the onrush of musical events to provide a unifying thread to the 
proceedings. And in this regard, notice how the second theme, although quite diff erent in melodic character 
from the fi rst, is accompanied in the cello by scatterings of the fi rst theme’s pesky 16ths. Perhaps there is, 
after all, some method to this madness. 

By now, however, this is the least of your problems. The development section that follows is one of 
Beethoven’s strangest. A “development” is normally the place where all the musical washing is done and 
tumult reigns as the preceding thematic material is sudsed up right proper and put through the contrapuntal 
wringer. But this development section is the least active segment of the whole movement, 

seeming more like an eerie moonwalk of trance-like calm, numbly self-absorbed in its own obsessive rocking 
rhythm while frequently echoing the “trumpet call” motive from the fi rst theme.
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And yet a perfectly normal recapitulation sets you back on familiar ground. But just as things are drawing 
to a close, here once again comes the slow introduction interrupting every eff ort to keep the music moving 
forward, until fi nally cooler heads prevail and the musical conversation comes to a rousing conclusion.

All this might seem the height of musical impudence, but Beethoven has done this before, in one of his 
earliest works. His Pathétique Sonata in C minor, Op. 13, features a slow introduction that occurs, and 
interrupts, in exactly the same three places within the fi rst movement. 

* * *

The much more straightforward and emotionally homogenous inner movements begin with a furtively 
whispered Presto in the tonic minor that gives every indication of wanting to be a full-on scherzo in ternary 
form, 

but its “trio” middle section provides little by way of contrast in pacing apart from a change in meter.

Despite its minor-mode seriousness and breathless heartbeat rhythm, the mood is anything but grim. Its 
quick, double-hairpin dynamic markings add a humorous “leering” quality to the phrasing that the written-
out “peekaboo” glissandi in the retransition to the opening

almost push to an open giggle of glee.

* * *
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The charm off ensive begins in earnest in the third movement Andante, where we fi nd ourselves more than 
knee-deep in the Viennese whipped cream that Brahms serves up in his most sumptuous slow movements. 
The wonderfully unbuttoned, easy-breathing melody that begins in the viola (measure 3) and then is 
taken up by the fi rst violin evokes a pleasant walk in the park, the walking pace reinforced by a constant 
metronomic tick-tock in the accompaniment. 

The second theme in this sonata-form movement, with its choppy staccato articulation 

provides a measure of contrast to the breezy lyricism of the opening “walk in the park” theme.

* * *

The fourth movement Alla danza tedesca takes lilting to a whole new level in its ever more sophisticated 
textural treatments and melodic variations of a nostalgically simple tune, reminiscent of a waltz. 

Constructed in the A-B-A form used in the minuet and trio, its reprise features a ravishingly elaborated 
version of the opening, enlivened by a little game of “Who’s got the theme?” at the end, in which each 
instrument takes a single bar of the tune (and not even in the right order) to round out the movement on a 
note of wit and whimsy.

* * *
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We arrive at the warm beating heart of this quartet in its fi fth movement, the operatically named 
Cavatina, and what a wellspring of operatic emotion it is. 

Beethoven confessed that he could never think of this movement without weeping, and the score bears 
every mark of the emotion he felt: the low tessitura of the two violins, the sigh motives on the fi rst beats of 
the bar, the reluctance to cadence and, above all, the unrestrained pathos of the section marked Beklemmt 
(choked up), 

in which the fi rst violin breaks away to sob openly in front of its companions.

This Cavatina was chosen by Carl Sagan for inclusion on the Golden Record placed on the two Voyager 
spacecrafts launched in 1977, meant to convey the heights of human achievement to whichever intelligent 
life form might fi nd them.

* * *

The Grosse Fuge last movement, by contrast, has seemed, in the minds of many, to have charted the 
opposite path, arriving to us on Earth from somewhere deep in outer space. Indeed, musical analysts with 
cranial cavities considerably larger than that of the present writer have spent many an hour that could well 
have been more profi tably spent sorting laundry trying to understand what are referred to as the “problems 
of continuity” in this movement, as if its overall form constituted some kind of compositional speech 
impediment that needed to be excused or explained.

Perhaps it is the sheer scale of this movement, in all dimensions, that so baffl  es the musical pundits. Was the 
great composer responding to an inner voice asking: “Would you like to supersize that fugue?” 

Admittedly, the movement does occupy fully one third of the quartet’s entire length, and its range of 
expression is nothing if not extreme, with dramatically large leaps peppering the melodic outline of its fugue 
subject, and dynamic indications such as � , f and sf profusely scattered throughout the score, sometimes on 
every beat for pages on end.

Worse still, the question of formal propriety posed by the fi rst movement’s slow introduction seems to have 
progressed in this fi nale to a full-blown case of multiple personality disorder, given the way that it opens. 
There was, after all, no tradition of starting a fugue with a slow introduction, or an introduction of any kind 
whatsoever. And yet as the fi nale opens, under the grandiose name of Overtura, we are served up a series 
of short thematic statements, each abandoned immediately after a single phrase, like someone changing 
TV channels with the remote every fi ve or six seconds. Each short phrase is in a diff erent rhythm and has a 
diff erent character.
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First comes a bold, strident declaration in half notes comprising an odd mix of gaping intervals and stepwise 
motion, ending in a trill that vanishes into utter silence.

Then an almost fl ippant, skippy-dippy version of the same melodic intervals, but in a triplet rhythm.

Followed by a more soothing, placid variant of these, with an interesting countersubject in 16ths that will 
become even more interesting later on.

The same melodic intervals then return, this time chopped up and separated by rests.
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And then fi nally a jagged-edged, wildly leaping fugue theme arrives, using the “chopped up” theme as its 
countersubject.

Has Beethoven gone barking mad? Crazy like a fox, I would say. When starting out on a movement of such 
breathtaking length, what better way to prepare the listener for the arduous road ahead than to provide a 
“table of contents” indicating the various transforms of the theme to be encountered along the way?

After the constant jangling of the dotted rhythms in the fugue’s fi rst section, there comes welcome relief in 
the more relaxed exploration of the “countersubject” in 16ths from the third item in the “table of contents”.

Later, it is the “skippy-dippy” variant in a triplet rhythm that takes over, embellished now with its own 
countersubject, a trill fi gure that will have its own day in the sun as the fugue progresses.

In writing this “fugal fantasy”, Beethoven not only treats his material according to standard fugal procedures 
(stretto, inversion, augmentation, etc.), he combines these with the processes of sonata development as well, 
creating as wildly diff erent versions of the major variants as he presented at the outset. 
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One of these processes, which he had already used in the Fifth Symphony, is to delete notes from the theme 
to make it splinter into shorter and shorter fragments. In this case he focuses on that “trill countersubject”, 
reducing it to a duel between competing pairs of players, like dogs snarling at each other in a dispute over a 
bone.

But the contrapuntal and developmental tricks that Beethoven employs in this titanic movement, both fugal 
and sonata-form-developmental, are too numerous to itemize in detail. The attentive listener is left dazzled 
by their sheer profusion and the intellectual brilliance underpinning their construction.

The result is an uninhibited virtuosic display of compositional mastery, an 1812 Overture of intellectual 
fi reworks unique in the literature of Western music.

Program notes by
Donald G. Gíslason, 2025
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Memory of Leon Getz | Lohn Foundation | The Estate of Mrs. Mary Macdonald | Alistair Mackay | Mary Jane Mitchell | 
Geoffrey Newman | Hamid Omid | Patricia Pender | Erica Pratt | William Robertson | Don Rosenbloom Charitable Giving 
Fund | Cecil Sigal | Larry Clausen & Myron Story | Carol Tsuyuki | Birgit Westergaard & Norman Gladstone in Memory of 
Leon Gatz | Whitfield Family Giving Fund | Morag Whitfield in Memory of Leon Getz | Alice Wong | Bruce Munro Wright 
O.B.C. | Nancy Wu | Linda Zysblat in Memory of Leon Getz | One Anonymous Devotee

Aficionados ($500 - $999) 
Jeff & Keiko Alexander | Bryan Atkins & Gail Atkins | Bill & Gladys Baxter | Anonymous in Memory of Leon Getz |  
Perry Beverly | William Black | Joost Blom | S Bruce and R Bragg | John & Ruth Brock in Memory of Leon Getz | 
Jane Cherry in Memeory of Leon Getz | Hilde & Peter Colenbrander | Jared Dawson | Western Music Don Wright 
Faculty of Music - University of Western Ontario in Memory of Leon Getz | Jeff Dresselhuis | Camrose Ducote 
in Memory of Leon Getz | Michael and Dana Freeman | Maria Giardini | Jonathan Girard | Rose Marie Glassman | 
Cathy Grant | Elizabeth Guilbride | Gordon Harding | Shiuman Ho | Rowena Huberman in Memory of Leon Getz |  
Cindy King | Joyce Lee & Vincent Wong | Wendy Lee in Memory of Leon Getz | Richard & Ellen Louie in Memory of Leon 
Getz | Anndraya Luui | Ketty Magil | Wilfrid & Sally Mennell | Christine Mills | PT Studios Inc. in Memory of Richard S Buski |  
Richard Schick | Marie Schneider and Richard Dettman | Karen Shuster | James (Jim) G. Smith | Anne and Mitch Taylor | 
Peter & Carol-Lyn Thaler | David Van Blarcom | Denis Walz | Robin Wenham | Cheryl Williams | Janice Williams | Baldwin 
Wong | Ken & Jenny Yule | Three Anonymous Aficionados 
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Friends ($250 - $499)
Deborah Armour | Geri Barnes | Paul Beckmann | Brenda Benham, in memory of Leon Getz | Norma Boutillier | Anne 
Clemens | John S. Donn | Allison Downs | Allan John Fletcher | Kim Floeck | Roger & Marjorie Foxall in Memory of Vicky 
Brunel | Daphne and Anson Frost | Sara Getz | Carolyn & Peter Godfrey | Lyman & Penelope Gurney | Heather Holmes | 
Brian Hutzulak | Bill Jeff ries | David P Johnston | Marion Keith | David Kirkpatrick | Pat Laimon in Memory of Leon Getz | 
Renate Lauritzen | Michelle Lebaron | Ketty and Alex Magil | Kathryn Neilson | Tianze Peng | Rhona Rosen | Martha Russell | 
Niamh Small | Esther E. Vitalis | Mavourneen Wadge | Chris Williams in Memory of Leon Getz | Eva Wilson | Jon & Christine 
Wisenthal in Memory of Leon Getz | Maurice & Jane Wong in Memory of Leon Getz | Eight Anonymous Friends

Enthusiasts (up to $249)
Barbara Adamo | Geoff  and Patrice Ainsworth | Maureen Aird | Diane Allen | Karen Ameyaw | Michie Anazawa | Bryan & 
Sheila Andrews | Barbra Arnold | Barry Auger | Jill Bain | Kevin & Grace Barrington-Foote | Lucy Bashford | Roberta L. 
Beiser in Memory of Leon Getz | Elizabeth Bell | Karen Bentley | Richard and Barbara Bergstrom | Ellen Bick | Jay Biskupski | 
Barbara Blakely | Sandra Booth | Yasuyo Bosshardt | Barbara Bowes | Regina Boxer | Carol Brauner | James Brown | Victoria 
Bushnell | Miriam Caplan | Garry Card | Ingrid Catz | Josephine Chanin | Pansy Chau | Myron Story & Larry Clausen | Elisa 
Clegg | Ron Cockfi eld | Tim Collins in honour of Peter and Hilde Colenbrander | Melodie Corbett | Irina Cosova | Tish Davis | 
Jacqueline Day | Anne Dobbie | Susan Eadie | Susan Edwards | Edith T. Eggenberger | Jonathan Evans in Memory of Leon 
Getz | Christiana Flessner | Irene Fritschi-Nelin | Keiko Funahashi | Elizabeth Galbraith | Susan Giff ord in memory of Leon 
Getz | Sima N. Godfrey | Jocelyn Godolphin & Jim Henderson | Yu Ting Gong | Robert Grant | David Griffi  ths | Gershon 
Growe in memory of John Hunter | Helen Frances Hall | Glen Hansman | Evelyn Harden | Paula Hart | Michael & Sandy 
Hayden | Marten Heidemeyer | Peter Michael Herford | Jeremy Hoey | Justin Huang | Jack Huberman in Memory of Leon 
Getz | In honour of John Hunter KC and his Family | Jean M Hurst | Paul Johnson | Edward Charles Jones | Tony de Jong | 
Mark Jowett | Helene Kaplan | Jason Keenan | Jason and Kaori Keenan | Sarah Kennedy - in Memory of Ellen Tallman | 
Michelle Kim | Carol Kline | Norman Krasne | Leora Kuttner & Tom O’Shea | Peter Kwok | Margaret Labelle | Brian Laberge | 
Fakroon T. Lakdawalla in Memory of Leon Getz | Malcolm John Lake | Patricia M. Lapalme in Memory of Pleuke Boyce | John 
Lea | Richard J Lee | Su Lee | Emma Li | Carol Long | Janet Lowcock | Howard Harowitz in Memory of Leon Getz | Alison 
MacLennan | Jason MacLeod | Shelley Main | Lisa Marcoe | Kathie Marteinsson | Kazushige Matsumoto | Rita McAllen | 
EJM | Konstantin Mestnikov | Elena Miller | Gabriella Minnes-Brandes & Yoram Minnes | Barry Mitchell | Bruce Mitchell | 
Gordon Mowat | Takako Muta | Roberta Nitkin | Sheila Nolan | James & Susan Olsen | Joanne Park | Jane Brindley and 
Ross Paul | Ross Petty | Jill Plumbley | Silva Plut | Ernest W Quan | Mark Quigley | Annelise Reeves | Robert Richards | Ana 
Ristic | Lisa Rodger in Honour of Tim Collins | Lon & Marilyn Rosen | Grant Rowledge | Bf | Darlene | John & Toni Sandler | 
Angela Schiwy | Anonymous in Memory of Leon Getz | Philip Sestak | Melville & Joan Shaw | Dorothy Shermer | Nadine 
Sherwin & David Nicholson | Robert & Ellen Silverman | Paris Simons | Gareth S. Sirotnik | Linda Stewardson | Nicki Stieda | 
Fumiko Suzuki | Lena Sverdlova | Jean Swenerton | Mary Maxwell Tait | Maiko Takemaru | Keiko Takeuchi | Aldrich Tan | 
Linda and Alistair Taylor | Wenhuan Teng | Lec | Anna Tikina | Caitlin Tom | Gloria Tom | Kim Tomsich | Denise Townsend | 
Laurie Townsend in Memory of Leon Getz | Jenny Tsai | Barbara M. Walker | Lesley Walker | Duncan Watts-Grant | Orrin & 
Wendy Webber | John Wennemann | Paul Westwick | Cora Whiting | Don Wilson | Greg Wilson | Marjorie Wood | Priscilla 
Yang | Ting Yang | Elizabeth Yip | James Paul Zablosky | Debora Zbarsky | Joyce & Fred Zemans in Memory of Leon Getz | 
Forty-fi ve Anonymous Enthusiasts

The following donors have also generously supported
the VRS’s Building Blocks Endowment Fund at the Vancouver Foundation:

The late Kurt Gagel | Leon & Leila Getz in Honour of the late Edwina Heller | Maryke & the late Paul Gilmore | 
Kenneth Owen Gracie & P.H. Waddell | The late Elisabeth de Halmy in Memory of Alexander de Halmy | Ann Harding 
| The late Edwina & Paul Heller | Martha Lou Henley in Honour of Leila Getz | Lynn Kagan | The late Harry Locke | 
Lilli & Jerry Luking |The late Miss Denise Mara | Eileen Mate | Diana McMeekin | Paula Palyga | Abe & the late Leyla 
Sacks | Ian & Jane Strang | John & Judy Taylor | Marilyn & the late Brian Wallace | Susan Wong Lim in Memory of 
Jean Lyons | Elizabeth Fong Yung in Loving Memory of T.Y. & Grace Fong | One Anonymous Building Block 

Corporate supporters of the VRS’s Building Blocks Endowment Fund at the Vancouver Foundation include:
AXA Pacifi c Insurance Co. | Getz Prince Wells | Haywood Securities 

Presenting exceptional artists is made possible by the generosity 
of all our supporters, who make the journey with us throughout the season.

This list was created on Tuesday, October 14, 2025, and includes bequests, gifts of cash, donations of securities, 
sponsorships and ticket donations dating back to August 15, 2024. Should you discover any errors or omissions, 
please accept our sincere apologies and contact D’Arcy Blunston, Offi  ce Administrator, by email to darcy@
vanrecital.com or by phone at 604.602.0363, so that any necessary corrections can be made. 

There are many ways to support the VRS including making a philanthropic gift, sponsoring a concert and/or 
including us in your estate plans. If you would like more information, please contact us at 604.602.0363.
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VRS Board of Directors

Casey Ching - President
Valerie Hunter - Vice-President
Jared Dawson - Treasurer
Jeff Dresselhuis - Secretary

Cathy Grant
Jonathan Girard
Shiuman Ho
James (Jim) Smith
Gloria Tom
Denis Walz

Staff

Leila Getz, C.M., O.B.C., DFA 
Founder & Artistic Director

Sara Getz
General Manager

Alex Glyniany
Box Office & Production Manager

Niamh Small
Marketing & Communications Manager

D'Arcy Blunston
Office Administrator

103 - 119 West Pender Street
Vancouver, BC 
V6B 1S5

Telephone: 604.602.0363

Email: info@vanrecital.com

Web: vanrecital.com

Vancouver Recital Society acknowledges that we are on the traditional and unceded territory of the Coast 
Salish Peoples, including the territories of the xʷməθkwəy̓əm (Musqueam), Skwxwú7mesh (Squamish), and 
Səl̓ílwətaʔ/Selilwitulh (Tsleil-Waututh) Nations.



The Peak Group of Companies is proud to  

support the Vancouver Recital Society  

as the 2025-2026 Season Sponsor


