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From the Artistic Director

Dear Friends:

Welcome to this first of two concerts by Paul Lewis in our 2026-2027 Season.
Both concerts are part of his Mozart+ series, exploring the works of Mozart as
they relate to other composers who were his contemporaries and those who
came after. What we shall hear this time around is what | would call a “Mozart
Sandwich”. Paul begins and ends with Mozart’s Piano Sonatas and in between
we shall hear Schubert and Chopin. As far as | can remember, Paul has never
played Chopin in Vancouver, and | can hardly wait.

In our season brochure we included a quote from the London Times which
describes Paul’s playing as “total fidelity to the music’s structure and inner spirit,
and an emotional response that never suffocates or distorts”. This quote truly
gets to the heart of a Paul Lewis performance, and why | could never tire of
hearing him.

We are most grateful to our new Season Sponsor, GIANTS, for this wonderful support, and also to today’s
concert sponsor, Elaine Adair, who steps up excitedly to the plate every time Paul plays a concert for us.

| would also like to thank the City of Vancouver for its support, and the wonderful staff at the Playhouse who
always take such great care of us and our artists. And, finally, to all of you who attend our performances and
encourage and sustain us: you are a dream audience, and we need more of you!

Enjoy the performance!
sﬁ@@%

Leila

CELLPHONES

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

Early life & Education: Paul Lewis CBE studied
with Joan Havill at the Guildhall School of Music
and Drama in London before studying privately
with Alfred Brendel. Paul is Co-Artistic Director

of Midsummer Music, an annual chamber music
festival held in Buckinghamshire, UK, and this year
is the Co-Artistic Director of Norway’s Lofoten
International Chamber Music Festival up in the
Arctic Circle.

This Season: Paul’'s 2026-27 season is centred on
his ambitious Mozart+ project, a worldwide series
that places Mozart’s piano music alongside works
by later composers including Schubert, Chopin,
Poulenc, Weber, Mendelssohn and Copland. The
concept explores Mozart’s influence on subsequent
generations while drawing attention to piano works
that can be overshadowed by his better-known
concertos.

Photo credit: Kaupo Kikkas

Later in the season, Paul continues the project
in California, where his April 2027 Cal Performances recital pairs Mozart with Mendelssohn’s Variations
sérieuses and Copland’s Piano Variations.

Awards & Prizes: Paul’'s numerous awards include the Royal Philharmonic Society’s Instrumentalist of the
Year, two Edison Awards, three Gramophone Awards, the Diapason d’Or de ’Année, the Preis der deutschen
Schallplattenkritik, the Premio Internazionale Accademia Musicale Chigiana and the South Bank Show
Classical Music Award. He holds honorary degrees from Liverpool, Edge Hill and Southampton Universities
and was appointed Commander of the Order of the British Empire (CBE) during Queen Elizabeth II's 2016
Birthday Honours.

Did You Know? Paul Lewis was the first pianist to perform all five of Beethoven’s piano concertos in a single
BBC Proms season.

Paul Lewis CBE is represented by Maestro Arts, London.



Program Notes

Wolfgang Amadeus Mozart
Sonata No. 17 in B-flat major K 570

The period of the 1770s and 1780s brought regime change to the world of keyboard music as the
harpsichord was gradually edged out by the first generation of fortepianos, capable of playing both loud
(forte) and soft (piano) on the same set of keys. The pace of development was dizzying, comparable to that
of computers today, with game-changing new models coming out every few years.

While Haydn delighted in exploiting the sonic capabilities of each new instrument that came under his
fingers, Mozart was much more conservative in his approach. He remained generally much closer, in his
keyboard writing, to the lean contrapuntal textures of the chamber ensemble than to the bold new pianistic
world of hand-crossings, extreme ranges and pedal effects explored by Haydn.

The Sonata in B-flat K 570 is a perfect example of Mozart’s more conservative approach. Its unusually “thin”
texture, often just two contrapuntal voices in dialogue, suggest that it might have been written for one of
Mozart’s students. And indeed the challenge it presents for modern pianists is how to shape so few notes
into an engaging, ear-filling experience for the listener.

It opens with a “meet-and-greet” introduction to the home key: the B-flat major chord is spelled out note by

note in a gracefully rocking pattern, and the key is confirmed by a running passage containing all the notes
of the scale.
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Then, like a celebrity chef challenged to create a multi-course meal using only a few ingredients, Mozart

re-uses the first theme in his second theme, but cast into the bass register, as in a Haydn “monothematic”
sonata movement.
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It’s the same arpeggiated chordal theme, presented anew with some entertaining contrapuntal chatter in
the treble, rife with repeated notes and, in a remarkable display of motivic economy, a scale figure almost
identical to that in bar 5 of the opening.

And it is this contrapuntal chatter that will eventually dominate in the development section in bare-bones
passages of shifting interest between right and left hands, such as this:
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Mozart is masterfully economical in this movement, constantly re-using his material over and over again, like

a skilled chef mixing garnish and main course at will.
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The second movement Adagio opens with a theme for imaginary horns registering as somewhere
between stately and solemn, a theme as lovingly devoted to the notes of the E-flat major chord as the first
movement’s opening was to that of B-flat.

Adagio . 2
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Written in the form of a rondo, it features two contrasting episodes, the first of which is in the minor mode,
raising an eyebrow of concern with its “sighing” right hand set against an insistent patter of repeated notes
in the left hand.

Both episodes are quicker in pulse, more expansive in mood and wider in melodic range than the more static
refrain to which they reliably return.

The last movement Allegretto evokes the innocently playful world of opera buffa, with a blithely skipping
melody and recurring tick-tock beat that pianist Robert Silverman says “conjures up, for me at least, an
image of Maurice Chevalier strolling down a Paris boulevard.”
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At the same time, it intersects just as convincingly with the mechanical world of clockwork music, popular at
the end of the 18th century, well represented by the Andante from Haydn’s “Clock” Symphony No. 101.

Most delightful in this “French rondo” (i.e., without a central refrain section) is the second episode
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with its quasi-robotic C-3PO-style humour, featuring comic leaps and mock-confused meanderings of
imitative counterpoint.



Franz Schubert
Drei Klavierstiicke D 946

Schubert’s Three Piano Pieces D 946 were likely composed in 1828, the last year of the composer’s life,
and remained in manuscript until they appeared in a published edition in 1868. All three are structured in
a rondo-like sequence of contrasting sections, and in their wide range of moods and inventive pianistic
textures they represent some of Schubert’s most adventurous keyboard writing.

In these types of pieces, likely intended in the first instance for private performance by Schubert himself
before an amateur audience, you hear some of the distinctive traits of Viennese popular music, especially its
typical dance rhythms and the close-position chordal textures of its part songs.

And from time to time, just every once in a while, you hear hints from Schubert - who, after all was not a
professional, publicly performing pianist - of the extravagant keyboard rhetoric and theatrical flair of the
emerging generation of Romantic virtuoso pianists.
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The first of the set, marked Allegro assai, opens in the gloomy key of E-flat minor with an agitated rippling
of triplets and a breathless melody that evokes the famous forest ride of the horseman who “rides so late
through night and wind” in the composer’s Erlk&nig ballad.

Allegro assai
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Further developments take the theme into major-mode territory (as in much of Schubert) and eventually to
a brashly self-confident chordal theme with the forthright directness of a Schumann march.
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The slower and more deliberate middle section features a lyrical moment of repose
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made vividly dramatic with dazzling runs and swirling tremolos
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that anticipate the improvisatory piano recitatives of Liszt.



The Allegretto second piece opens with a drone-textured lullaby in a style that Brahms would later make his
own.

Allegretto
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And in this regard, it is perhaps not irrelevant to mention that the editor of the 1868 edition of these pieces
was none other than Johannes Brahms himself.

The first contrasting episode is conspiratorial in tone, with strange harmonic shifts and jabbing hemiola
accents.
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The second, in the extraordinary seven-flatted key of A-flat minor, is tinted with a rapturous serenity,
combined with a melodic expansiveness that is Schubertian melody-making at its most enchanting.
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The jubilant syncopations of the Allegro third piece in the set will have you cross-eyed in bewilderment,
wondering where the downbeat is. Its emphatic, off-kilter syncopations and many five-bar phrases point to
the stomping exuberance of Hungarian village music.

Allegro -
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The contrasting middle section puts you on firmer rhythmic ground, thanks to its stabilizing drone tone in
the bass and its grave, hymn-like demeanour.
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But embedded within its repetitive rhythm is an urge to dance that soon breaks out to enliven the
proceedings,
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which, when eventually adopting its own syncopated lilt, leads naturally back to the village square evoked in
the piece’s opening bars and the animated celebrations still there underway.
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Frédéric Chopin
Polonaise in C-sharp minor Op. 26 No. 1

By 1836, when Chopin published his first two polonaises Op. 26, the po/onaise had a two-hundred-year
history behind it. By the 19th century it had taken on a conventional character as an instrumental dance piece
in triple meter, at a moderate tempo, with this genre-defining rhythm:

 Sdiddddiddgdddd

Stylized as it might have become, the polonaise in the hands of Chopin became something more than just a
national folk dance. After being forced into exile in the wake of the failed November 1830 uprising for Polish
independence from the Russian Empire, Chopin turned the polonaise into a symbol of Polish nationalism that
conveyed the deep patriotic feelings of his fellow exiles for their homeland. Elevating it to the concert stage
was a gesture of defiance, and imbuing it with virtuoso bravura made performing it a heroic act.

This new, expanded emotional resonance and dramatic intensity is evident from the very first bars of the
Polonaise in C# Minor Op. 26. No. 1, which opens with four volleys of cannon fire - and their rebounding
echoes - leading to a fiercely proud cadence spread widely over the keyboard.

Allegro op.26 nr 1
appassionato
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The polonaise melody that follows this weighty introduction begins no less impressively with a 9th
dissonance proudly maintaining its independence from a bass octave at the very bottom of the keyboard

that booms out like distant thunder.
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Colourful flourishes reinforce the expansive multi-register domain over which this polonaise’s volcanic
sentiments are proclaimed.
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Over the course of its history the polonaise, like other dances such as the minuet, had acquired a “trio”
middle section of a contrasting lyrical character. The middle section of this polonaise (in D flat, the
enharmonic major tonality of C# minor) is an oasis of calm, a soothing, songful refuge from the intense
drama of the opening and closing sections that surround it.
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And yet even here a sad memory of the homeland emerges in a soulful left-hand melody in the baritone
range of the cello:
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In this way, Chopin depicts with uncanny insight the patriotic feelings, the proud memories and the painful
longings of his fellow Polish émigrés, dreaming of returning one day to the land of their birth.



Frédéric Chopin
Two Nocturnes Op. 32

The Romantic-era nocturne that Chopin inherited from its founding composer, Irish pianist John Field (1782-
1837), featured a cantabile melody floating dreamily over an accompaniment of arpeggiated harmonies,
widely spaced over the lower regions of the keyboard to evoke the vast stillness of the night.

Chopin expanded the emotional range of the nocturne by decorating the melodic line with serenely
rapturous flights of ornamentation in the style of his favourite contemporary opera composer, Vincenzo
Bellini (1801-1835), and often by interrupting the ongoing reverie with an anxious or turbulent middle section
to suggest that there was more to the depths of the night than just moonlight.

The second of Chopin’s Two Nocturnes Op. 32 is very much in this vein. The first, however, is an anomaly
that has confounded critics and performers alike because of its unusually stark and emotionally ambivalent
ending.

* Kk

The Nocturne in B major Op. 32 No. 1 opens with a melody of considerable charm, poise and even nobility,
with a lullaby-like accompaniment.

It has one disturbing quality, however: when the harmony turns minor in the 6th measure, it attempts to
press on hurriedly (stretto) but then stops cold for a moment of complete silence before regaining its
composure to complete the phrase.

Andante sostenuto.
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It’s as if a sudden dark thought had cropped up and had to be repressed before going on. This happens
several times again, in the same place in the melodic flow, until the final time when the dam seems to break
and the tortured emotions that had been covered up burst out into the open in dramatic recitative and
menacing murmurs of stored-up grievance and regret.




This ending is so shockingly unexpected that editors have been divided as to whether the last chord should
be major or minor.
Arthur Rubinstein, the healthy optimist, played it major.

Paul Lewis may have other ideas...
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The narrative arc of the Nocturne in A-flat major Op. 32 No. 2 is much less controversial and more gently
nuanced. It begins with a harp-like introduction, one that bookends the piece at the beginning and end, as if

to remind us that what unfolds within is a dreamlike tale.
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The main melody is an endearing waltz-like tune, made ever more affectionate as it goes along by the
application of elegantly spun-out melodic embroidery, a la Bellini.
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The refinement and dancelike character of this theme prompted Russian composer Alexander Glazunov
(1865-1936) to give it a major role in his orchestrations of Chopin’s music for the ballet Les Sylphides,

premiered in Paris in 1909 by Sergei Diaghilev’s Ballets Russes.

The innocence and grace of the opening, however, turns anxious in the middle section in F minor, when the
lilt of the accompaniment’s triplets takes over the entire texture and the diatonic melody-making of the
previous section turns chromatic in a breathy fit of fretting.
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The return of the opening then follows as a kind of “triumph” over this hand-wringing mood, with a re-
affirmation in the repeat of the opening harp-strummed chords that it all might well have been a dream.



Wolfgang Amadeus Mozart
Sonata No. 13 in B-flat major K 333

To the ears of modern audiences, given to admiring the thunderous eruptions of a nine-foot grand piano
projecting the well-upholstered scores of 19th-century pianist-composers, the crystalline perfection of
Mozart’s almost minimalist keyboard writing might seem thin broth indeed. But then again, Mozart was not
about making boom-box music for the powdered-wig set. He had little taste for sonic padding. He wrote
only the notes necessary to outline his musical ideas with clarity.

Which is not to say that he had no larger sound palette in mind and no care for “effect” when composing
for the keyboard. His Sonata in B-flat major K 333 shows clearly the influence of the concerto style in the
contrasts between the “solo” and “tutti” textures of its first movement, and more strikingly still in the way its
last movement rondo stops dead in its tracks on a cadential 6-4 chord to set the stage for a full-on “soloist”
cadenza.

This was not a work aimed at the market for home music-making or study. Rather, it is something of a
“showpiece” meant to display not only the performer’s ability to create ear-tickling keyboard effects, but
also his sense of taste and refinement.

In this regard, the influence of Mozart’s mentor, Johann Christian Bach (1735-1782), is evident in the
composer’s borrowing from J. C. Bach’s Sonata in G major Op. 17 No. 4 to create the gracious and carefree
six-note descending scale figure used in the first movement’s opening theme,

Allegro.
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Johann Christian, the so-called “London” Bach, was a leading exponent of the style galant, and elements of
this style are apparent in the short, balanced phrases of the first movement’s themes, and in its pervasive use
of coy little two-note sigh motives throughout.

Even the light overlay of minor-mode tonal colouring in the development section seems to be something
that can be effortlessly waved away, as if by the leisurely command of a frilly-cuffed hand politely calling in
the recapitulation. This movement is an elegant amalgam of textbook sonata-form construction, Italianate
vocal melodies and scintillating keyboard figuration.



The sonata’s emotional centre of gravity is the second movement Andante cantabile, an operatic aria
transferred to the keyboard idiom.

Andante cantabile
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Its mood of dignified lyrical reflection is enlivened by frequent decorations of the melodic line and unified by
the recurrence of the rhythmic motif of three repeated notes leading into the first beat of the following bar.
This motif occurs both in the treble’s melody line and in the bass, as well.

This three-note motive becomes especially important as the central focus of the probing chromatic
deliberations of the development section.
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An aristocratic tone of playfulness returns in the rondo finale marked Allegretto grazioso, with its breezy
opening refrain tune featuring a whimsical downward hop of a 7th.

Allegretto grazioso.
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The influence of the showy, display-oriented concerto style is evident in the contrasts between “solo” and
“tutti” textures, and more strikingly still in its full-on “soloist” cadenza:
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After which, with a few coquettish flutters of the fan, the movement ends in the same eye-twinkling good
humour with which it began.
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Program notes by Donald G. Gislason, 2026
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Jeff Dresselhuis | Valerie Dunsterville | Valerie Hunter, in honour of Ingunn Kemble | Jane Macdonald | Eileen Mate | David
McMurtry | Mary Newbury | Katherine Paton & Jeff Beckman | Rob Baker & Holly Sykes | Ken & Particia Tolmie | Susan Wong Lim

Devotees (*1,000 - ¥2,499)

Timothy Agg & Stuart Alcock | David Agler | Joanie Anderson | L. Claire Bennett | Joost Blom | Johan Borgen | Ryan Bragg &
Shelley Bruce | Larry Clausen & Myron Story | Judy Finch | Gracie Waddell Fund | Gropper Family Giving Fund | Gordon Harding |
Joan Harding | David Harvey | John Hooge | Rebecca Hunter, in honour of John Hunter | Kate Ker | Karen Kline | Gordon Konantz,
in memory of Gail Konantz | Lohn Foundation | Alistair MacKay | Jane Mitchell | Mary Jane Mitchell | Geoffrey Newman |
Erica Pratt | William Robertson | Philip Sestak | Stephen Schachter | Cecil Sigal | Carol Tsuyuki | Alexandra Volkoff | Whitfield
Family Private Giving Fund | Janice Williams | Baldwin Wong | 7 Anonymous Devotees

Aficionados (*500 - ¥999)

Geoff and Patrice | lan Alexander | Atkins Family Fund | William & Gladys Baxter | Alan & Elizabeth Bell | William Black | Richard
Carswell & Maxine Searle | G. Chetty | Kai Yee Chow | Gorm & Karin Damborg | John Stuart Donn | Camrose Ducote, in honour
of Ingunn Kemble | William Ehrcke & Donna Welstein | Michael & Dana Freeman | Sara Getz | Maria Giardini | Jonathan Girard |
Arlene Gladstone | Rose-Marie Glassman | Cathy Grant | Elizabeth Guilbride | Shiuman Ho | Heather & Bill Holmes | Fakroon
Lakdawalla | Chin Yen Lee | Joyce Lee & Vincent Wong | Keith Low | Anndraya Luui | Sally & Wilfrid Mennell | Elena Miller, in
honour of Leslie L. Miller | Christine Mills | Kathy Neilson | Artur Rempel | Richard K. Schick | Marie Schneider & Richard Dettman |
Karen Shuster | James (Jim) Smith | Peter & Carol-Lyn Thaler | Gloria Tom | David Van Blarcom | Robin Wenham | Whitford
& Stevenson Family Fund | Cheryl Williams, in memory of Ingunn Kemble | Jon & Christine Wisenthal | Alice Wong | Lynda
Yokoyama | Jennifer & Kennth Yule | 2 Anonymous Afficionados
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Friends (*250 - $499)

Barry Auger & Norene Kimberley | Lois Bailey | Geri Barnes | Paul Beckmann | Brenda Benham | Norma Boutillier | Pansy Chau |
John & Lesley Christie | Anne Clemens | Mary Daniel | Allison Downs | Katherine Duncan | Susan Eadie | Carolyn & Peter Godfrey |
Lyman & Penelope Gurney | Heather Ireland | Karen Kavanagh | Ingunn Kemble | Cindy King | Pamela & David Kirkpatrick |
Patricia Laimon | Renate Lauritzen | Wendy Lee | Ken Margolis, in memory of Robert C. Goldstein | Kathie Marteinsson, in
honour of Ingunn Kemble | Gabriella Minnes-Brandes | James & Susan Olsen | Tianze Peng | Rhona Rosen | Thea Rosenstock |
Robert Silverman | Martha Russell | Christine Shiner | Robbie Singh | Niamh Small | Mitch & Anne Taylor | Esther Vitalis | Duncan
Watts-Grant | Don Wilson | Eva Wilson | Fei Wong | Elizabeth Yip | 7 Anonymous Friend

Enthusiasts (up to $249)

Ludmila Afanasiev | Geoffrey Ainsworth | Michael Amann | Timberly Ambler | Michie Anazawa | Susan Anderson, in honour
of Ingunn Kemble | Gregory Aronshtam | Denise Ball | Ursula Beale | Merla Beckerman, in memory of Ingunn Kemble & John
Brock | Merla Beckerman, in honour of Ruth Brock | EB | William Black | Barbara Blakely | Karen Bentley | Jean Brown | William
& Sandra Bruneau | James Buck | Christina Burridge | Anna Caldwell | Sol Cera | Deanna Charlton | Jane Cherry | Hou-Hsien
Chiang | Susan Childs | Shirley Cohn, in memory of Sharon Kahn | Darlene | Robert Daum | Basil & Tish Davis | Jacqueline Day |
Mark de Silva | Norie De Vaz | Katie Easterbrook | Joe Elworthy | Jamie Evrard, in honour of Ingunn Kemble | Lan Bor Fan | Monica
J. Felkel & Brian Taylor Goldstein, in honour of the VRS team | Elizabeth Ferguson | John Nicholas Filler | Stephen Flamer |
Christiana Flessner | Marjorie Foxall, in memory of Maureen | Robin Friedlander | Louretta Frolek | Anson & Daphne Frost | Keiko
Funahashi | Patsy George | Richard George | S. Gil | Sima Godfrey | Jocelyn Godolphin & Jim Henderson | Robin Goldstein |
Janet & Marc Goodman, in memory of Ingunn Kemble | Sandulli Grace in memory of Robert Charles Goldstein | David Griffiths |
Gershon Growe, in memory of John Hunter | Winthrop Hall | Glen Hansman | EveyIn Harden | Paula Hart | Hemy-Bain Family |
Catharine Herb-Kelly | Nancy Hermiston | Nancy Herring | In Soo Kang | Laura Howard | Justin Huang | David Johnston | Barbara
Jones | Anonymous, in honour of Ingunn Kemble | Helene Kaplan | Howard & Rosalind Karby | Brenda & Jack Karp, in memory
of Ingunn Kemble | Stephen & Lois Kathnelson, in memory of Ingunn Kemble | Carol Kline | Norman Krasne | Alan & Louise
Kuzma | Peter Kwok | Margaret LaBelle | Jeannette Leduc | D. Lee | Evelyn Lee | Richard & Susan Lee | Nan Legate, in honour
of Ingunn Kemble | George Lewis | Emma Li | Michael Lizardo | Huiyuan Ma | Alison MacLennan | Ryan Maginn | Joey Mai |
Walter Mail | Laurel March | Louis Margolis, in memory of Robert C. Goldstein | Lisa Marcoe | DM | Barbara McBride, in honour of
Ingunn Kemble | Phil Mcintyre-Paul | John McKellar | Andrew MclLeod | Pat Mitchell, in memory of Ingunn Kemble | Laura Moore
| Gordon Mowat | Yukari Mukai | Sheila Munn | Takako Muta | Grace Nachtigall | Lucy Nguyen | Roberta Nitkin | Sheila Nolan |
Ross Paul & Jane Brindley | Eileen Peters | Jill Plumbley | Francois Proulx | John Pruitt | Henry Quan | Moura Quayle | Annelies
Reeves, in honour of Sarah Kennedy | Robert Richards | Brock Riedell & Cathie Clinch, in Memory of Ingunn Kemble | Ana Ristic |
Mike Roberts | Lon & Marilyn Rosen | Bernard Rowe | Ayako Sakaino | Mr. & Mrs. John Sandler | Naomi | Patti Schabas | Giti, in
memory of Ingunn Kemble | Heather Serafin | Violet Sexsmith | Marion & Andy Shaw | Lauren Shaw | Nadine Sherwin | Angela
Schiwy | Lynn Schouls | Nadine Sherwin | Elizabeth Shore | Paris Simons | Donald J. Sorochan, KC | Jane Srivastava, in memory
of John Brock | Miale Sung | Fumiko Suzuki | Lena Sverdlova | Jean Swenerton | Sylvia Sy, in memory of Johnson Syyong | Agnes
Tao | Anonymous, in memory of Lyman Gurney | Wenhuan Teng | Kim Tomsich | Marilyn Vazzoler, in honour of Ingunn Kemble |
Claudio Vellutini | José Verstappen | Anonymous, in memory of Robert Charles Goldstein | Vinicio | Orrin & Wendy Webber |
Sheila Wenzel | Birgit Westergaard & Norman Gladstone, in memory of Leon Getz | Patrick J. White | Anonymous, in honour
of Agatha Carroll | Brigette Wilkins | Maria Wojtowicz | Teran Wyer | Jum Yan | Judy Yang | Priscilla Yang | Molly Ying | Rosann
Youck, in honour of Ruth Brock | Amanda Yuan | Sheila & Chan, in memory of Ingunn Kemble | Seven Trees Wellness | Yukie
Yunoue | James Paul Zablosky | Barbara Zielinski | Linda Zysblat | 81 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 | lan & 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 TY. & Grace
Fong | One Anonymous Building Block

Corporate supporters of the VRS’s Building Blocks Endowment Fund at the Vancouver Foundation include:
AXA Pacific 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 Monday, October 19, 2026, and includes bequests, gifts of cash, donations of securities, sponsorships
and ticket donations dating back to September 1, 2025. Should you discover any errors or omissions, please accept our sincere
apologies and contact D’Arcy Blunston, Development & Outreach Coordinator, 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
Gloria Tom - Vice-President
Jared Dawson - Treasurer
Jeff Dresselhuis - Secretary

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

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

Sara Getz
Executive Director

Alex Glyniany
Box Office & Production Manager

Niamh Small
Marketing & Communications Manager

D'Arcy Blunston
Development & Outreach Coordinator

Vancouver Recital Society acknowledges that we are on the traditional and unceded territory of the Coast
Salish Peoples, including the territories of the x*maskway’ am (Musqueam), Skwxwu7mesh (Squamish), and

Sal’ ilwata?/Selilwitulh (Tsleil-Waututh) Nations.
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GIANTS with Nejeed Kassam is proud to
support the Vancouver Recital Society
as the 2026/2027 Season Sponsor




