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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:

It’s mid-January and today we’re off  to the start of the second half of our 43rd

season.

We’re delighted to welcome cellist Zlatomir Fung in his Vancouver debut with 
pianist Benjamin Hochman, who has appeared several times for the VRS in past 
seasons. They’ve chosen a richly varied program that includes works from Bee-
thoven as well as British composer Judith Weir, who is currently “Master of the 
King’s Music”. Judith was appointed to this prestigious post in 2014 by Queen 
Elizabeth II, and is the fi rst woman to hold this offi  ce.

Zlatomir was supposed to have appeared as a Next Generation Artist in our 40th

Season, but the pandemic laid waste to those plans. We’re thrilled that he is able 
to make it to Vancouver now, and we’d like to thank those who have made this concert – and so many more 
– possible… First of all, our Season Sponsor, the Peak Group of Companies, and to the Estate of Edwina and 
Paul Heller and RBC’s Emerging Artists Program for their support of our “Next Generation” performers.

We’d also like to thank the City of Vancouver, the Province of British Columbia, and our accommodation 
partner, the Westin Bayshore hotel, for their support.

And last, but not least, I’d like to thank Elizabeth Arnold-Bailey and Robert Bailey for sponsoring this concert 
today.

Thank you for being in the audience.

Most sincerely,

Leila
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Program

Season Sponsor

Zlatomir Fung cello
Benjamin Hochman piano

Sunday January 15  2023  3:00 pm
Vancouver Playhouse

Concert Sponsor

Elizabeth Arnold-Bailey and Robert Bailey

Next Generation Artist sponsor:

The Estate of Edwina and Paul Heller

Additional Support

LEO ORNSTEIN (1895–2002)

Six Preludes for Cello and Piano

1. Moderato sostenuto
2. Con moto
3. Presto
4. Andante non troppo
5. Non troppo (quasi improvisato)
6. Allegro agitato

(approx. 19 minutes)

NIKOLAY SOKOLOV (1859–1922)

Romance for Cello and Piano Op. 19

(approx.. 3 minutes)

JUDITH WEIR (b. 1954)

Unlocked for solo cello 

Make Me a Garment
No Justice
The Wind Blow East
The Keys to the Prison
Trouble, Trouble

(approx. 18 minutes)

INTERMISSION

ALEXANDER GLAZUNOV (1865–1936)

Entr’acte from Raymonda Op. 57
(arr. by Konstantin Rodionov)

(approx. 5 minutes)

LUDWIG van BEETHOVEN (1770–1827)
Sonata for Cello and Piano in A major Op. 69

Allegro ma non troppo
Scherzo. Allegro molto
Adagio cantabile
Allegro vivace

(approx. 25 minutes)
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Zlatomir Fung cello

Photo credit: I-Jung Huang

Early Life & Education: Born in Corvallis, Oregon in 1999 of 
Bulgarian-Chinese heritage, Zlatomir Fung began playing cello at 
age three. He studied at The Juilliard School under the tutelage of 
Richard Aaron and Timothy Eddy. Zlatomir was awarded an Avery 
Fisher Career Grant in 2020 and a Borletti-Buitoni Trust Fellowship in 
2022. 

This Season: Orchestral engagements include the BBC and Rochester 
Philharmonics, Milwaukee, Reading, Lincoln, Ridgefi eld and Sante 
Fe Symphonies, Baltimore Chamber Orchestra, Sarasota Orchestra, 
and APEX Ensemble. He’ll perform the world premiere of a new cello 
concerto by Katherine Balch with the Dallas Symphony Orchestra. 
Zlatomir plays recitals throughout North America with pianists 
Benjamin Hochman, Dina Vainshtein, and Janice Carissa, including 
stops in New York City, Chicago, IL, San Diego and Berkeley, CA, Los 
Alamos, NM, Rockville, MD, Melbourne, FL, Vancouver and Sechelt, 
BC, Northampton, MA, Province, RI, Burlington, VT, and Waterford, 
VA.

Awards & Prizes: A winner of the 2017 Young Concert Artists 
International Auditions and the 2017 Astral National Auditions, 
Zlatomir has taken the top prizes at the 2018 Alice & Eleonore Schoenfeld International String Competition, 
First Prize at the International Tchaikovsky Competition Cello Division 2019, 2016 George Enescu 
International Cello Competition, 2015 Johansen International Competition for Young String Players, 2014 
Stulberg International String Competition, and 2014 Irving Klein International Competition. He was selected 
as a 2016 U.S. Presidential Scholar for the Arts and was awarded the 2016 Landgrave von Hesse Prize at the 
Kronberg Academy Cello Masterclasses. 

Did you know: Zlatomir has been featured on NPR’s Performance Today and has appeared on From the Top 
six times. In addition to music, he enjoys cinema, reading, and blitz chess.

Zlatomir Fung is represented by Kirshbaum Associates Inc. New York.
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Benjamin Hochman piano

Photo credit: Jennifer Taylor

Early Life & Education: Born in Jerusalem in 1980, Benjamin’s musical 
foundation was laid in his teenage years, playing in masterclasses 
for Murray Perahia and Leon Fleisher. Benjamin studied with Claude 
Frank at the Curtis Institute of Music, and with Richard Goode at the 
Mannes School of Music in New York.

This Season: Benjamin’s engagements in 2022-2023 include 
Beethoven’s last three Piano Sonatas at the Santa Fe Chamber Music 
Festival, Bartók’s Piano Concerto No. 3 with Symphony Pro Musica 
in Boston, and Schubert’s Trout Quintet at the Schubertiade Festival 
in Austria with the Emerson String Quartet and Dominik Wagner. 
Benjamin will conduct Schumann’s Second Symphony and play-
direct Beethoven’s First Piano Concerto with the Greater Bridgeport 
Symphony in Connecticut and will conduct Kurtág’s Messages of the 
Late Miss R Troussova at Bard in New York.

Recordings: Benjamin recorded Mozart Piano Concertos Nos. 17 
and 24, playing and directing the English Chamber Orchestra (Avie 
Records). His solo recordings include Homage to Schubert (works by 
Schubert, Kurtág and Widmann) and Variations (works by Knussen, 
Berio, Lieberson, Benjamin and Brahms), selected by The New York 
Times as one of the best recordings of 2015.

Did you know: Benjamin founded the Roosevelt Island Orchestra, consisting of some of New York’s fi nest 
orchestral and chamber musicians alongside promising young talent from top conservatories.

Benjamin made his VRS debut at the Playhouse in 2003 with violinist Elisabeth Batiashvili.

Benjamin Hochman is represented by Kirshbaum Associates Inc. New York.
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Program Notes

Leo Ornstein
Six Preludes for Cello and Piano

Leo Ornstein was by turns a shocking, then celebrated, then forgotten and fi nally a revered fi gure in 20th 
century music. But then again, he had ample time in his extraordinarily long life to be all of those things.
He died in 2002 at the age of 106, making him perhaps the longest-lived composer in history. 

Born in Ukraine near the end of the 19th century, he arrived in New York with his family in 1905 and was 
granted entry as a child prodigy to the music school that would later become Juilliard. As a young pianist 
he was well received in his playing of the standard repertoire but raised eyebrows with his championing 
of contemporary atonal music. His own experimental compositions for piano, which were among the fi rst 
to make extensive use of tone clusters, sparked outrage and even projectile feedback from audiences, 
comparable of that of the famous Rite of Spring riot of 1913. This excerpt from his Wild Men’s Dance (ca. 
1913–14) gives an indication of what listeners were up against:

But the progressives were enthralled and by the 1920s his bold experiments – described as “the sum of 
Schoenberg and Scriabin squared” – were considered to represent the ‘future’ of music and he was widely 
praised as a futurist composer, comparable in stature to Stravinsky.

He gave his last public performance in the early 1930s and then virtually dropped out of sight to devote 
himself to composition and teaching, founding a music school in Philadelphia that had John Coltrane as one 
of its students. In the 1970s he was ‘re-discovered’ by Yale musicologist Vivian Perlis while vacationing with 
his wife in a trailer park in Texas and brought back to the public eye. He continued to compose and his fi nal 
work, the Eighth Piano Sonata, was written when he was in his 90s. This sonata was subsequently recorded 
by Marc-André Hamelin and reviewed in the New York Times by music critic Anthony Tommasini.

* * *

Ornstein’s overall musical style is hard to pin down because he was so eclectic. Alongside his bold 
adventures in modernist musical textures he was equally capable of writing in a quasi-tonal lyrical vein. This 
heterogeneity of styles is on full display in his Six Preludes for Cello and Piano published in 1931. 

While the harmonic vocabulary of these short movements is atonal, with harmonic functions masked by 
the pervasive presence of tone clusters, we hear nonetheless the constituent structuring elements of music 
that we know and understand. Melodies are presented in clear phrases, often created from small motivic 
cells frequently repeated within a phrase. No matter how angular the melodies, the cello and piano can 
often be heard in an intelligible dialogue tossing back and forth musical motives between them. The overall 
impression is one of music passed through a Twilight Zone fi lter, strangely familiar at its core but undeniably 
alien on the surface.

* * *
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Prelude 1 (Moderato sostenuto) eases into the suite like a real, honest-to-goodness prelude, full of 
expectation and a slightly anxious sense of suspense. 

The cello is in a contemplative mood, continually ruminating over its opening four-note motive that outlines 
a mysterious tritone while the piano’s rippling arpeggios of augmented chordal harmony keep the appeal of 
any one key centre constantly at bay.

* * *

Prelude 2 (Con moto) is more animated and varied in its sectional contrasts. It opens with the discreet charm 
and delicacy of French music but grows more animated as it gnaws ever more obsessively over its motivic 

content. The return of the opening material brings on a Dolente fi nal section in which the cello softly wails 
in a bewildered chromatic descent with emotional overtones of a religious chant and in this regard it is 
useful to note that Ornstein’s father was a Jewish cantor, so the music of temple worship was familiar to 
him.

* * *

Prelude 3 (Presto) is a scherzo in the vein of Prokofi ev or Bartó k with a propulsive drive created by its moto 
perpetuo rhythmic patterning. 

But Ornstein displays his feeling for mixing styles when amid all this atonal scamper comes real tonal melody 
in the contrasting middle sections.

* * *

I

II

III
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Prelude 4 (Andante non troppo) brings a change of pace, but this is not your typical slow movement. Its 
centre of interest is lyrical melody, sometimes reduced to recitative, as in the opening phrases from the cello:

But the lyricism of Ornstein’s melodies is both intense and yet remote, giving the impression of coming from 
somewhere on the far side of Mars.

* * *

Prelude 5 (Non troppo, quasi improvisato) shows Ornstein’s manner of juxtaposing sections of diff erent 
character. After an opening that features a kind of atonal birdsong chatter between cello and piano, the 
movement is soon taken over by a sustained passage of rhapsodic melody accompanied by sonorous waves 
of piano tone rippling over the keyboard.

* * *

Prelude 6 (Allegro agitato) is a headlong romp of furious driving energy spearheaded by propulsive ostinato 
rhythms in the piano.

These are constantly in dialogue with scraps of folk melody fl oating on top of the roiling mass of tonal 
pulsations below. 

IV

VI
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Nikolay Sokolov
Romance for Cello and Piano Op. 19

Nikolay Sokolov was an important fi gure in the conservative nationalist wing of the musical establishment of 
pre-Revolutionary Russia. A student of Rimsky-Korsakov at the St. Petersburg Conservatory, he went on to 
join the faculty of that institution where he specialized in the teaching of strict counterpoint and authored 
books on the subject that became standard teaching texts for Russian music students at the beginning of 
the 20th century.

Sokolov is associated with the social circle of his music publisher, the philanthropist and tireless promoter of 
Russian music Mitrofan Belyayev. Belyayev had a passion for chamber music and from 1886 until his death in 
1904 held weekly musical evenings featuring works from the standard repertoire and new works by Russian 
composers.

Sokolov’s Romance for Cello and Piano was published in 1894 and would have fi t in perfectly on the program 
of one of Belyayev’s Friday-night musical salons. Giving pride of place to the cello’s singing tone in its middle 
register, the work is written in a harmonically conservative but sumptuously elegant late-Romantic style.

Downward-drooping melodic lines, exemplifi ed by the descending scale of the cello’s opening phrase, 
provide ample opportunity for ‘sighing’ while the frequently occurring motive of a falling 5th gives a wistful 
hint of Russian soulfulness to the work as a whole.

The texture is almost that of a love duet, so closely are the two instruments intertwined in tonal space as 
they overlap in exchanging loving phrases between them, sharing the same tonal register.

Judith Weir
Unlocked for Solo Cello

In the 1930s folklorist John Lomax and his son, ethnomusicologist Alan Lomax, toured prisons making 
recordings of the songs sung by prisoners – mostly black prisoners – in the American South. These 
recordings, stored in the Library of Congress, came to the attention of Scottish-born composer Judith Weir 
who created a suite for solo cello based on fi ve of these songs.

Judith Weir is among the most respected contemporary composers in Britain today. In 2014 she became the 
fi rst woman to be appointed Master of the Queen’s Music (the musical equivalent of poet laureate), a post 
she now continues to hold as Master of the King’s Music under King Charles III. 

Despite her exalted position in British musical life, she remains a composer, one might say, of the people, 
inspired as she is by the directness of expression of folk music and the sense of community that it both 
creates and exemplifi es. Her musical style, then, is not avant-garde but seeks an immediate connection with 
its listener, as amply demonstrated in the fi ve movements of Unlocked (1999), the unifying theme of which, 
the composer tells us, is the hope for a better life.

Each movement is a kind of fantasia on characteristic musical motives from a folk-song melody, and the 
‘back story’ of each folk song is evoked narratively in the way that each fantasia plays out on the instrument. 

The song Make Me a Garment illustrates a type of African-American folk singing known as a “holler,” in which 
the singer spins out variations on a simple melody using an open-throated singing style. The text, which 
begins Mama, Mama, make me a garment / And make it long, white and narrow, is a poignant understated
reference to the winding sheet in which a prisoner is wrapped after his execution. The low E that begins and 
ends this movement, and that frequently occurs throughout, is a reminder of the fate that awaits the singer.
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No Justice was originally recorded as sung by a black inmate of the Georgia State Penitentiary at 
Milledgeville. This protest song about how badly black prisoners are treated begins: Oh, we don’t get no 
justice here in Atlanta. The emphatic folksy simplicity of this complaint about harsh living conditions is 
communicated through the rough percussive techniques used on the instrument. These include including 
attacking the strings with the fi ngers of the left hand alone (as in the opening section), slapping the strings 
with an open hand, and even stomping with both feet on the fl oor.

The Wind Blow East is not a prison song. It comes from the Bahamas and describes another kind of 
imprisonment: the forced sheltering required during a hurricane. But it is not the storm outside that the 
music conveys. The insistent repetition of the opening melody, with its hopeful little run-up fi gure, evokes life 
amid the warm gentle breezes of a calmer less turbulent time to come. 

The Keys to the Prison describes the delusional conversation between a condemned young prisoner and his 
mother. The young man says Mama, they’re gonna give me the keys, / To this jailhouse, yes, the keys to this 
old jailhouse, vainly believing that he is to get his freedom when in fact he will only be leaving the jailhouse 
as a corpse. The jangling of the keys is sounded in the opening tremolo. The melody in harmonics at the end 
ironically evokes the sound of a harmonica disappearing into the distance. 

The set concludes with Trouble, Trouble, a blues song from Alabama featuring a typical wailing melody of 
complaint continually interrupted by vivid tremolo reminders of the song’s opening line: Trouble, trouble, I 
had them all my day.

Alexander Glazunov
Entr’acte from Act I of Raymonda, Op. 57 
(arr. by Konstantin Rodionov)

Alexander Glazunov, like Nikolay Sokolov, was a student of Rimsky-Korsakov and like Sokolov as well joined 
the faculty of the St. Petersburg Conservatory, eventually becoming its director in 1905. And he was also a 
member of the Belyayev Circle of Russian composers promoted and supported by music publisher Mitrofan 
Belyayev (1836–1904). 

Among the works of his early maturity was his three-act ballet Raymonda, choreographed by Marius Petipa 
and presented at St. Peterburg’s Imperial Mariinsky Theatre in January of 1897. This is a work that has remained 
popular in both the ballet and orchestral repertoires thanks to its skilful orchestration and engaging melodies. 

The plot of the ballet concerns a young countess who must fend off  the pawing advances of a wealthy 
Saracen knight until the valiant chevalier crusader who is her true love returns from the Holy Land. In the 
entr’acte near the end of Act I she looks longingly at the portrait of her absent fi ancé and daydreams about 
how happy she will be when he returns.

This Entr’acte from Act I was especially popular and the composer himself made an arrangement of it 
for two cellos and piano, from which the version for solo cello and piano we will hear at this concert is 
presumably derived. 

Glazunov’s original orchestration scores the delightful swaying melody of this entr’acte for two clarinets in parallel 
3rds and 6ths, a scoring that translates well as sweet double-stops on a stringed instrument such as the cello.
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Ludwig van Beethoven
Sonata for Cello and Piano in A major Op. 69

The furrowed brow of care is nowhere to be found in this remarkably sunny and serenely confi dent sonata 
from Beethoven’s middle period. Composed between 1806 and 1808, it overlaps the composer’s work on the 
Fifth and Sixth Symphonies yet evinces none of the disruptive tumult of the celebrated C minor symphony 
nor the wondrous, walk-in-the-woods pictorialism of the Pastorale. It seems perfectly content to live in its 
own world, a world characterized by an almost Mozartean sense of balance and equilibrium: between formal 
sections, between instrumental entries, and between the motivic units used to construct each phrase.

* * *

Consider the opening. A rhythmically tranquil theme, beginning with a rising 5th, is presented by the solo 
cello in the manner of a fugue subject, its balanced mix of open and stepwise intervals symmetrically 
arranged on either side of the home-key note of A. This gesture then fi nds the perfect continuation of its 
thoughts in the luxuriantly relaxed and songful reply of the piano that drifts as high in its register as the cello 
ended low. 

The second theme of the movement is similarly tongue-in-groove with the aforementioned, being a mirror 
image of the opening theme with the same rhythmic imprint. And because this chummy mood of sweetness 
and light can be cloying after a while, in the development section Beethoven transforms his theme into 
an outpouring of minor-mode pathos in the melodramatic manner of the Italians. The recapitulation is a 
shortened version of the exposition, but is extended by a coda that pensively lingers over motivic memories 
of the movement’s major moments.

* * *

The second movement scherzo is an elegantly playful game of Where’s the beat? with jumpy syncopations 
and off -beat accents shoulder-poking you with such wilful insistence that you could easily lose track of the 
rhythmic thread. And a large helping of contrapuntal side-chatter and imitative cross-talk only adds to the 
mayhem. But while the piano & cello in the opening and closing sections play peek-a-boo with each other’s 
downbeat, they fi nd themselves dancing in lock-step, cheek-to-cheek, in the movement’s two contrasting 
Trio sections.

* * *
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The 3rd movement Adagio cantabile has puzzled many performers. Its extraordinary brevity, a mere 18 bars, 
barely gives Beethoven time to stretch out his lyrical limbs ... and then it’s over. Glenn Gould has suggested 
a reason for this, pointing to an emerging pattern in Beethoven’s later works: a tendency to break down the 
walls between movements, and to write sonatas as a single continuous thought: 

It’s almost as if he wanted to write on one plane and one plane only,
that of an allegro mood from beginning to end ... to make things all of a piece. 

* * *

Whatever the reason, the Allegro vivace last movement, in sonata form, is as toe-tapping a fi nale as could be 
imagined, its chuckling good humour kept bubbling by an almost constant 8th-note patter in the piano. And 
because this sonata lives in a thematic hall of mirrors, its main theme is an inversion of the piano’s opening 
phrase in the fi rst movement. 

This fi nale splits its attention between its bustling fi rst theme and a more poised ‘stop-to-smell-the-roses’ 
second theme, with a few chromatic twists and turns in the development section to add a hedge-maze 
piquancy to its harmonic unfolding. All in all, it manages to be both cute and coy while constantly radiating a 
sunny disposition that even the mock-worry of its development section cannot eff ace.

Program notes by
Donald G. Gíslason 2023
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Thank You!

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

COVID-19 has changed a great many things about the way in which we move through the world and interact with 
one another. Over the last couple of years, our supporters have sustained us in ways that we couldn’t have imagined, 
and never have we been more grateful. 

The Vancouver Recital Society acknowledges the following individual, foundation and corporate partners for 
their support throughout the season. 

Season Sponsor: The Peak Group of Companies

Concert Sponsors: Elaine Adair | Sherry Killam & Mamie Angus | Robert Bailey & Elizabeth Arnold-Bailey | A Group 
of Goldberg Variations Sponsors | Ann Harding | Allison Hart | The Martha Lou Henley Charitable Foundation | 
Lynn Kagan | John C. Kerr Family Foundation | The Estate of Denise Mara | George & Santi Pick-Plaez | Ric & Lynda 
Spratley | Stephen Schachter & Nancy Stern | Joyce & Tony | The Board of Directors of the Vancouver Recital Society |
Alexandra Volkoff  | London Drugs 

Additional Support: RBC Emerging Artists | The Estate of Edwina and Paul Heller | The Province of British Columbia |
The City of Vancouver – Cultural Services | The Alan & Gwendoline Pyatt Foundation | The Diamond Foundation | 
The Deux Mille Foundation | John Hodgins & the late Jean Hodgins | Stir | The Vancouver Sun 

Accommodation Partner: The Westin Bayshore Vancouver

Community Partners: Vancouver Public Library | Vancouver Academy of Music | Congregation Beth Israel 

Supporters

Guardians ($10,000 and above)

Elaine Adair | Lois Binder | The Christopher Foundation | Louise Fletcher Memorial Fund – Held at Vancouver 
Foundation | The Estate of Paul & Edwina Heller | The Martha Lou Henley Charitable Foundation | Joan C. McCarter 
Foundation – Held at Victoria Foundation | Sheila E. McLeod | Keith Purchase & Judith Fisher | Alan & Gwendoline 
Pyatt Foundation | The Estate of Dr. Mervyn L. Weir | RBC Foundation | London Drugs | Joyce & Tony

Visionaries ($5,000 - $9,999)

Robert Bailey & Elizabeth Arnold-Bailey | Hilde & Peter Colenbrander | Diamond Foundation | Mrs. Maryke Gilmore |
Judith & Poul Hansen | Ann Harding | Lynn Kagan | Ingunn Kemble | Sarah Kennedy in Memory of Ellen Tallman | John 
C. Kerr Family Foundation | Bill & Risa Levine | The Estate of Mr. Harry Locke | Stephen Schachter & Nancy Stern | 
Ric & Lynda Spratley | Ian & Jane Strang | Elaine Stevens | Alex Volkoff  | Birgit Westergaard & Norman Gladstone | 
Russell Wodell & David Gordon Duke | V. Wong | Linda Zysblat

Champions ($2,500 - $4,999)

Peter Cass | Cedarhurst Foundation | Deux Mille Foundation | Valerie Hunter | Kate Ker & Paul Cobban | Judi Korbin |
David McMurtry | M.V. Newbury | Dr. Kathrine Paton | Quesnel Foundation | Stephen Schachter | The R. & J. Stern 
Family Foundation | Storage on Terminal | John & Judy Taylor | Ken & Patricia Tolmie | Susan Wong Lim | One 
Anonymous Champion 

Devotees ($1,000 - $2,499)

David Agler | joanie Anderson | Mamie Angus | Joost Blom | Richard Carswell | Leila Chorley | Chris Cook | Jared 
Dawson | Dr. Jeff  Dresselhuis | Valerie & Richard Dunsterville | William Ehrcke & Donna Welstein | Keith Farquhar & 
Koji Ito | Judy Finch | Kim Floeck | Kurt Gagel | Arlene Gladstone & Hamish Cameron | Joan Harding | David Harvey & 
Cecilia Bernabe | John Hodgins | John Hooge | Rebecca & John Hunter | Judy Killam | Karen & Stephen Kline | Tony 
& Margie Knox | Uriel Kolet | Tony & Margie Knox | Gordon Konantz in Memory of Gail Konantz | David Lyons | Jane 
Macdonald | Alistair Mackay | McGrane-Pearson Endowment Fund, Held at Vancouver Foundation | Bill Meyerhoff  in 
Memory of Nina Popovska | Christine Mills | Mary Jane Mitchell | Geoff rey Newman | Erica Pratt | Myron Story & Larry 
Clausen | Holly Sykes & Rob Baker | Carol Tsuyuki | The Estate of Gordon Walters | Morag Whitfi eld
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Afi cionados ($500 - $999)

Stuart Alcock & Tim Agg | Bryan Atkins | Bill & Gladys Baxter | Gillian Beattie | Kate Bermingham | Hazel Birchall | 
Johan A. Borgen | Earl Briggs | Casey Ching | Judith Coffi  n | The Late A. Christine Dryvynsyde | Stephen M. Fitterman |
Michael & Dana Freeman | Maria Giardini | Rose Marie Glassman | Elizabeth Guilbride | Heather Holmes | Dr. Chin Yen 
Lee | Joyce Lee & Vincent Wong | Teresa Y.H. Lee | Anndraya Luui | Jessica Macintosh | Elaine Makortoff  | Wilfrid 
& Sally Mennell | Dr. Yoram Minnes | Alla & Gregory Polyakov | Tobin S. Robbins & Sandra Lee Broudy | William D. 
Robertson | B. Romanowski | Karen Shuster | Cecil Sigal | James (Jim) Salazar-Smith | Mitch Taylor | Peter & Carol-Lyn 
Thaler | Muriel Vallance | Denis Walker | Norma Wasty | Jan Whitford & Michael Stevenson | Jennifer. & Kenneth Yule | 
Eight Anonymous Afi cionados

Friends ($250 - $499)

Bryan & Sheila Andrews | Deb Armour & Jim MacAulay | Barry Auger | Geri Barnes | Paul Beckmann | Brenda 
Benham | Victoria Bushnell | G. Chetty | Anne Clemens | Melodie Corbett | Joyce Davies | Larry & Yvonne Diamond |
Moyra Dobson | Mr. & Mrs. J.S. Donn | Barbara Ebelt | Allan J. Fletcher | Daphne & Anson Frost | Sara Getz & Jim 
Embleton-Forrest | Patsy George | Carolyn & Peter Godfrey | Nick & Celia Hudson | Marion Keith | Ingunn Kemble | 
Cindy King | Leora Kuttner & Tom O’Shea | Fakroon Lakdawalla | D. Wendy Lee | Alison MacLennan | Ketty Magil | 
Kathie Marteinsson | Ray McNabb | Jaime Peschiera | Donald J. Rosenbloom | Marie Schneider & Richard Dettman |
Philip Sestak | Melville & Joan Shaw | Niamh Small & Cliff  Skelton | Tom & Margaret Taylor | Robin Wenham | Jane 
Warner in Memory of Christine Dryvynsyde | Six Anonymous Friends 

Enthusiasts (up to $249)

Elizabeth & Alan Bell | Barbara Lynn Blakely | Charles & Carol Brauner | Norma Boutillier | Martha Brickman | Gordon 
Briggs | John & Ruth Brock | Alix Brown in Memory of Christine Dryvynsyde | Mary Burck | Jennifer Canas | Miriam 
Caplan | Wilma Chang | Josephine Chanin | Deanna Charlton | Jane Cherry | K. Bruce Clark | Ruth Crellin | Rod & 
Elaine Day | Larry Dian | Leslie Dickason | Peter Dodek & Hella Lee | Ine Doorman | Margot Ehling | Joseph Julian 
Elworthy | Irina Faletski | Christiana Flessner | Roger & Marjorie Foxall in Memory of Ian & Bernice McLaren | Roger 
& Marjorie Foxall in Memory of Michele Jacques | Dr. Suping Geng | Sara Getz in Memory of Christine Dryvynsyde | 
Sima Godfrey | David Griffi  ths | Rosemary Groves | Pauline Hall in Memory of Christine Dryvynsyde | Judith & Poul 
Hansen | Evelyn Harden | Don Harder & Laurie Townsend | Gordon James Harding | Paula Hart | Martha Hazevoet |
Bill & Heather Ireland | Helene Kaplan | Joan Keay | Joslin Kobylka | Karen Kruse & Peter Scott | Patricia Laimon | 
Leong Family | Dora Leung | Dr. Emma Li | Janet Lowcock | Rovie Loyogoy | Shelley Main | Louies Merler | Elena Miller |
Gerry Millett | Philip Neame | Celia Mary O’Neill | Henriette Orth | C.V. Parr | Jane Brindley & Ross Paul | Tianze Peng |
George & Maria Percy | Jill Plumbley | Silva Plut | Mark L. Quigley | Anita L. Romaniuk | Anthony G. Roper | Rhona 
Rosen | Marilyn Ross in Memory of Christine Dryvynsyde | Martha Russell | Paris Simons | Peter J. Smith | Shirley & 
Ray Spaxman | In Memory of Thomas Wang | Anona E. Thorne | Anthony & Denise Townsend | Matt & Jean Valikoski |
Esther E. Vitalis | Barbara M. Walker | Lesley Walker | Cora Whiting | John & Hilde Wiebe | Judith Williamson | 
Jonathan & Christine Wisenthal Linda Woodcock | Elizabeth & Ray Worley | Dr. Virginia Wright | Jason Wrobleski | 
James Paul Zablosky | Larissa Zoubareva | Thirty Anonymous Enthusiasts

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

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

The VRS appreciates the generous support of all its donors. 

This list was created on Wednesday, January 11, 2023, and includes bequests, gifts of cash, donations of securities, 
sponsorships and ticket donations dating back to January 1, 2022. Should you discover any errors or omissions, 
please accept our sincere apologies and contact Sara Getz, General Manager by email to sara@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

Christine Mills – President
Mamie Angus – Vice President
Casey Ching – Treasurer
Susan Wong Lim – Secretary
Stephen Schachter – Past President
Jared Dawson
Valerie Hunter
Yoram Minnes
Jim Salazar-Smith
Jessica Yan Macintosh

Sta� 

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

Sara Getz
General Manager

Alex Glyniany
Box Offi  ce & Production Manager

Niamh Small
Marketing & Communications Manager

201-513 Main Street
Vancouver, BC
V6A 2V1

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 2022-2023 Season Sponsor

WINTER CONCERTS O232


