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Antonino Fogliani

Born in 1976, Antonino Fogliani made an early start in his international career as a conductor. He studied piano and
composition in Bologna and conducting at the Verdi Conservatorio in Milan. He not only attended master-classes
with Gianluigi Gelmetti, but worked with him in productions at major opera-houses in Rome, Venice, Turin,
London and Munich. He also worked with Alberto Zedda at the Accademia Rossiniana in Pesaro. Guest
engagements have taken him to Milan, Bologna, Siena, Sofia, La Coruña, Parma, Sydney and Santiago de Chile. In
his own country he has won a number of prizes, including, in 2000, at the Accademia Chigiana and in 2001 in San
Remo the Premio Martinuzzi for young conductors. He has conducted Rossini’s Le Comte Ory in Paris, Donizetti’s
Don Pasquale in Rome, Ugo, Conte di Parigi at the Donizetti Festival in Bergamo and at La Scala, and Lucia di
Lammermoor. Other engagements have taken him to Liège and Naples, in addition to performances in Asia. He has
conducted several times at the Rossini Opera Festival in Pesaro and for Rossini in Wildbad he has conducted and
recorded L’occasione fa il ladro and Mosè in Egitto.

ARS Brunensis Chamber Choir

The ARS Brunensis Chamber Choir was founded in Brno in 1979 and since then has participated in many
international competitions, winning, among other successes, the IFAS in Pardubice in 1998. Under the direction of
the young Czech conductor Dan Kalousek, who succeeded Jan Rozehnal and Roman Valek, the choir is much
sought after for broadcasts and recordings and gives regular concerts with the Slovak Philharmonic Chamber
Orchestra and the Brno Chamber Orchestra. The choir’s repertoire ranges from early unaccompanied works to the
contemporary.

Württemberg Philharmonic Orchestra Reutlingen

The Württemberg Philharmonic Orchestra Reutlingen was established in 1945, developing into the leading
orchestra in South Germany. It has worked under the direction of, among others, Samuel Friedman, Salvador Mas
Conde and Roberto Paternostro and, since September 2001, Norichika Limori, who led a highly successful concert
tour to Japan in 2006. In addition to concert series in Reutlingen the orchestra broadcasts regularly with
Südwestrundfunk and appears in various cities of South Germany, with tours to Austria, Switzerland, Italy, Spain
and The Netherlands, often with very distinguished soloists. Recordings by the orchestra include the Naxos release
from Rossini in Wildbad of Meyerbeer’s Semiramide (8.660205-06).
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Don Giovanni with Warsaw Chamber Opera and the rôle of Leporello at the Warsaw National Theatre and in
Kapstadt, and made guest appearances as Figaro in Le nozze di Figaro in Bari and as Salieri in Mozart e Salieri at
Oviedo. His rôles in Rossini have included Mustafà in L’italiana in Algeri in Ravenna, Alidoro in La Cenerentola
at the Aix-en-Provence Opera Festival and in Klagenfurt, Lord Sidney and Don Profondo in Il viaggio a Reims at
the Warsaw National Theatre, Don Basilio in Il barbiere di Siviglia and the Gouverneur in Le Comte Ory at the
Rossini in Wildbad Festival, where he also appeared as Mustafà in Mosca’s L’Italiana in Algeri. Other stage
performances include collaboration in Meyerbeer’s Semiramide under Richard Bonynge and the rôle of Faraone in
Mosè in Egitto under Antonino Fogliani. He has sung as a soloist in oratorio at home and abroad.

Maria Soulis

The mezzo-soprano Maria Soulis was born in Canada of Greek parents. After earlier study at the University of
Toronto and the Royal Conservatory of Music there, she continued her training in Canada and abroad, in London
and New York. She made concert appearances with Canadian orchestras and in Europe, commanding a wide-
ranging repertoire. Engaged by the Regensburg Stadttheater, she undertook there the rôles of Charlotte, Dorabella,
Hänsel, Prince Orlofsky, The Composer and Bradamante. Subsequently she appeared in France as Adalgisa in
Bellini’s Norma and as Mrs Grose in Britten’s The Turn of the Screw. She has made guest appearances in France
and in Monaco as Sesto in La clemenza di Tito and as Nicklauss in Les contes d’Hoffmann.

Giorgio Trucco

Born in Voghera, the Italian tenor Giorgio Trucco studied at the Giuseppe Verdi Conservatorio in Milan and
thereafter with Franca Mattiucci and Roberto Coviello. His various prizes include success as a finalist in the 1999
Caruso Competition and third prize in the Manio Basiola International Competition. In 1999 he made his début at
La Scala in Milan in Nina, o la Pazza per amore under Riccardo Muti. Engagements have taken him to Naples,
Florence, Fermo, Busseto, Pesaro St Gallen, Athens, Geneva, Toulouse, Montpellier and Amsterdam, appearing
under conductors of considerable international distinction. At the Rossini Opera Festival in Pesaro he has appeared
in Le siège de Corinthe, La Cenerentola and Pacini and Pavesi’s Il mondo delle farse, and at Rossini in Wildbad he
has sung Rossini’s Count Almaviva and Aronne in Mosè in Egitto.

Giovanni Bellavia

Born in Palermo, the bass-baritone Giovanni Bellavia studied with the tenor R. Lo Cicero, D. Lombardini and S.A.
Lowe. After success in international competitions he made his début in 1998 in Scontrino’s opera Gringoire at the
Teatro Politeama Garibaldi in Palermo. He has appeared in operas by Henze, Cimarosa and Kurt Weill and won
great success as Sharpless in Puccini’s Madama Butterfly, and as Leporello in Mozart’s Don Giovanni. In addition
to frequent engagements at the Palermo Teatro Massimo and the Malta Teatre Manuel he has made guest
appearances at the Michigan Opera Theatre and the Venice Teatro La Feria, among others. His appearances for
Rossini in Wildbad include the rôle of Ormondo in Torvaldo e Dorliska, collaboration in Il barbiere di Siviglia
under Alessandro de Marchi and in Mayr’s L’amor coniugale under Chritopher Franklin.
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Anna Rita Gemmabella

After study with Elisabetta Fusco at the Conservatorio San Pietro a Majella in Naples, the contralto Anna Rita
Gemmabella continued her training at the Accademia Musicale Chigiana in Siena. After various prizes in national
and international competitions, she made her début in 2000 at the Teatro Massimo in Palermo in the title-rôle of
Cimarosa’s opera La Finta Parigina. She has worked with distinguished conductors, including Riccardo Muti,
Alberto Zedda, Alessandro de Marchi and Jesús López-Cobos. Engagements have taken her to major European
opera-houses, including those of Messina, Bergamo, Palermo, Turin, Florence, Naples, Bologna, Milan, Lisbon,
Stuttgart, Strasbourg and Geneva. She has appeared in Cimarosa’s Il matrimonio segreto, Donizetti’s Le
convenienze e inconvenienze teatrali, Bellini’s I Capuleti ed i Montecchi, Puccini’s Gianni Schicchi, Stravinsky’s
Pulcinella and Mayr’s Werther. She has undertaken many leading Rossini rôles and appeared at Rossini in
Wildbad.

Luisa Islam-Ali-Zade

The mezzo-soprano Luisa Islam-Ali-Zade is a prize-winner from the Belvedere, ARD and Robert Stolz
Competition, and of others, including the Concours International de Musique de Montréal, the Erika Köth
Competition, Neustadt, and the International Coloratura Competition in Stuttgart. With an astonishing vocal range
of more than three octaves, she has no difficulty in also tackling high soprano rôles. Her interests lie particularly in
Mozart and in Rossini, and in French and Russian repertoire. She has appeared in Vienna, Toulouse, Stuttgart,
Salzburg, Nantes, Avignon, Hamburg, Geneva, Liège, Bregenz, St Petersburg, Dublin and Göteborg. At Wildbad
she has sung the rôles of Carmen, Rosina, Angelina in La Cenerentola, Isabella in L’Italiana in Algeri, Mignon in
the opera by Thomas, Cherubino, Zerlina and Despina, among many others. Concert engagements have included
appearances in the Berlin Philharmonic, the Munich Herkulessaal and the Stuttgart Liederhalle. Her recordings for
Naxos include the rôles of Isolier in Le Comte d’Ory and of Anna in Maometto secondo.

Riccardo Botta

Born in Trieste, the tenor Riccardo Botta began his career as a singer early under his father, Giuseppe Botta,
Giuseppe Taddei and Enza Ferrari. With a varied concert career, appearing with leading orchestras in Rome and
Milan among others, he has undertaken a variety of rôles in major opera-houses. Success in the Toti dal Monte
Competition in Treviso in 1996, opened the doors for him to engagements throughout Italy, in Venice, Cagliari,
Parma, Milan, Turin, Bergamo, Bologna, Siena, Rome and Palermo, with appearances abroad in Lisbon, Monaco,
Amsterdam, Zurich, Warsaw and Toronto, at the Semperoper in Dresden, the Stuttgart State Theatre and the
Leipzig Opera. He has collaborated in performances under conductors including Callegari, Rovaris, Arrivabeni,
Chung, Sanii, Zedda and Julian Reynolds. 

Wojtek Gierlach

The Polish bass Wojtek Gierlach completed his studies at the Fryderyk Chopin Music Academy in Warsaw in 2001.
He won first prize in the Polish Ada Sari Competition, second prize in Bilbao, the Caruso prize in Milan, and third
prize in the Francisco Viñas Competition in Barcelona. He took the title-rôles in Handel’s Imeneo and Mozart’s
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CD 1 61:50
1 Sinfonia: Andantino - Allegro spiritoso 6:17

Act I

2 No. 1 Introduzione: 
Di Babilonia i popoli 8:52
(Chorus, Zambri, Baldassare)

3 No. 2 Duetto:
T’arrendi: alfin dipende 6:23
(Baldassare, Amira)

4 Recitativo: Stanco di tue ripulse 4:17
(Baldassare, Amira, Argene, Arbace)

5 No. 3 Coro e cavatina: 
Veh come pallido 8:16
(Chorus, Ciro)

6 Recitativo: Non più miei fidi 1:58
(Ciro, Arbace)

7 No. 4 Aria: 
Avrai tu pur vendetta 2:44
(Arbace)

8 Recitativo: Signor, a te dal campo 5:24
(Zambri, Baldassare, Ciro, Amira)

9 No. 5 Aria: 
Vorrei veder lo sposo 7:35
(Amira, Chorus)

0 Recitativo: L’aspetto mio… la mia presenza 2:32
(Baldassare, Amira, Ciro)

! Finale I: 
Guardie. Olà 7:33
(Baldassare, Zambri, Ciro, Amira, Chorus)

CD 2 70:09
Act II

1 No. 7 Introduzione: 
Sì bell’alma soccorrete 2:35
(Chorus)

2 No. 8 Scena: 
Dunque fia ver che il vincitor di Creso 5:41
(Tamiri)

3 Duettino: 
Nello stringerti al mio petto 5:11
(Ciro, Amira)

4 Terzetto: 
Ma qual voce? … 6:04
(Amira, Ciro, Baldassare)

5 Recitativo: Udisti Argene? 
È pronto il gran convito 0:41
(Zambri, Argene)

6 No. 9 Coro - Recitativo - Coro: 
Intorno fumino 2:48
(Chorus, Baldassare)

7 No. 10 Recitativo, Temporale e Scena: 
Son questi, o Zambri 4:51
(Baldassare, Zambri, Daniele)

8 No. 11 Aria: 
Daniello io son 1:54
(Daniele)

9 No. 10 Aria: 
Misero me, che intesi! 8:41
(Baldassare, Magi)

0 Recitativo: Oh quanta pietà mi desti in sen! 0:29
(Argene, Amira)

! No. 12 Aria: 
Deh! per me non v’affliggete 7:18
(Amira)

@ Recitativo: Deh! tu m’aita, o Zambri 0:26
(Argene, Zambri)

# Aria: 
Chi disprezza gl’infelici 2:29
(Argene)

$ Coro, Scena ed Aria: 
Dunque in oggi i nume irati 4:25
(Chorus, Ciro)

% (Moderato): T’abbraccio, ti stringo 3:19
(Ciro)

^ (Allegro): Che si tarda? 3:22
(Baldassare, Chorus, Ciro)

& (Andantino): E lieto e contento 4:25
(Ciro, Baldassare, Chorus)

* Recitativo: Abbia fin l’atra strage 1:33
(Zambri, Ciro, Argene, Amira)

( Finale II:
Al vincitor clemente 3:59
(Chorus, Ciro, Amira, Zambri)
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chorus express pity, and Ciro declares his lack of fear for
himself but his sadness at the fate of his wife and son. 
% He turns to embrace his son, in sorrow. 
^ Baldassare asks the reason for delay, but Ciro
threatens the vengeance of heaven if his wife and son are
put to death. He tells his wife to dry her tears.
& He promises that they shall be together in Elysium,
and would kiss and embrace Amira and Cambise once
more, while Baldassare shows increasing impatience.
The guards and their prisoners continue their progress,
while Baldassare and some of his men move towards the
palace. The sound of voices and of weapons indicate
fighting. Guards, in flight, run in, with Zambri in
despair.
* Zambri tells how, as Baldassare was in a deep sleep,
the enemy soldiers defeated their men, and wonders now
what will become of the king and their people. Drawing
his sword he is about to go out, when he meets Ciro and
Arbace, with Persian and Median soldiers. They
challenge him, and he is amazed to see Ciro alive. Ciro

tells him that Belshazzar’s friends, family and followers
must all die. Blood must be spilled to the last drop; no
one should be spared. This was the command he had
received from a god; this the revenge of an angry god.
He goes out, followed by soldiers escorting Zambri,
with Arbace leading the rest of the guards. Argene and
Amira appear. Argene sees divine intervention in what
has happened, and Amira gives thanks to heaven, in
which she has rightly put her trust.
( Soldiers march into the main square of Babylon, with
Ciro and Amira in a carriage, escorted by Persian
guards. The triumphal procession brings Zambri in
chains, with other Babylonian prisoners. The people
proclaim the victory of Ciro and praise his expected
clemency. Ciro attributes his victory to heaven, while
Amira now expresses her relief at their renewed
happiness. Zambri too expresses his hope for mercy,
now heaven has been placated.

Keith Anderson
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On 18th February 1812 Rossini wrote from Ferrara to
his mother: ‘My oratorio is going on well and all that I
have written has been well received by the singers’. His
feeling did not deceive him: on 14th March, ten days
after the première of Ciro in Babilonia he wrote home
from Venice, where he had gone for his next
engagement: ‘You must know that the result of my
oratorio was excellent.’

Rossini often tended to gloss over his successes or
failures to his mother, but on this occasion his report was
in accord with the notice published on 17th March 1812
in the Giornale del Dipartimento del Reno: ‘Last
Saturday, the 14th, the promised oratorio was staged. The
exceptionally successful performance crowned the great
care taken by the author of the libretto, the composer of
the music, the performers and the producer. The
performance of the two ladies, Manfredini and
Marcolini, and Signor Bianchi vied in terms of artistic
excellence with that with which they had previously
enchanted this theatre in Ginevra di Scozia (by Mayr)
and the applause of the audience showed an equal
appreciation of the performers’ merits. Signor Aventi,
who, at the request of some friends, amiably offered to
write the libretto and to direct the oratorio, showed here
his understanding of language, facility in versification
and great talent in harmonising to the highest possible
degree the accepted rules of drama with the needs of the
performers and the audience. Signor Rossini, who wrote
the music, received deserved and repeated applause after
each number, particularly after the duet in the first act,
the terzetto in the second, the aria of Signora Manfredini
and the scenes of Signor Bianchi and Signora Marcolini
... Finally this must be, as visitors who attended the
performance testified, the best piece so far to have been
given in the realm’.

These immediate reports of success contrast
conspicuously with the testimony of Rossini himself
made decades later to his friend Ferdinand Hiller and
which since then has prevented an unprejudiced
judgement of the opera: ‘[Ciro] is among my fiascos.

When I returned to Bologna after its unfortunate
performance, I received an invitation to a picnic. I
ordered from the confectioner a ship of marzipan, with
the word ‘Ciro’ on the pennant; the mast was broken, the
sail in tatters, and it lay on its side, swimming in a sea of
sweet cream. The cheerful company ate up my wrecked
vessel with laughter.’

One of Rossini’s usual understatements? Did he
want to mislead Hiller and posterity or to disown a
pretended sin of his youth? Rossini was certainly aware
of certain weaknesses in this long-forgotten work and he
did not want to awaken any deep interest in it. It is,
therefore, quite possible that, in the telling of the story,
there was a simple confusion with an incident that
Rossini associated in his memory with Ferrara. As we
have seen, after the performance of Ciro Rossini did not
go back to Bologna, but travelled directly to Venice,
where he awaited further commissions. Here he wrote
Tancredi, among other works. This brought a reunion
with Ferrara, when the Fenice Theatre gave a guest
performance in the Teatro Comunale there on 21st
March 1813. There Rossini replaced the original happy
ending with an innovative tragic conclusion which
found few supporters: the opera had no great success in
Ferrara. Immediately thereafter Rossini had no
engagements and the gap in correspondence until May
suggests that he went back from Ferrara to his parents in
Bologna. The episode with the capsized marzipan ship
must have happened after the tragic finale of Tancredi,
especially since the metaphor of the ship has more sense
in relation to Tancredi than to Ciro.

In any case Hiller did not want to draw any
overhasty conclusions: ‘That does not show, however,’
he interjected, ‘that your Persian conqueror deserved his
fate’. In fact Ciro enjoyed too a certain esteem outside
Ferrara, also after it had undergone considerable
changes. The opera was given more than thirty times in
Italy before the end of the 1820s, a notable outcome. It
had fewer performances abroad (there were reported
performances in Vienna, Lisbon and London), but in

Gioachino Rossini (1792-1868)
Ciro in Babilonia
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and put him in chains, while the chorus express their
dismay at what has happened.

CD 2

Act II

1 The scene is a subterranean prison, with Persian
prisoners and Ciro in chains and deepest sadness. The
chorus want Amira to assuage Ciro’s sorrow.
2 Ciro wonders how it can be that he, the conqueror of
Croesus and victor over the Lydians could have come to
such a pass; yet to him the God of Israel has entrusted
the task of vengeance, which he swears to fulfil,
promising freedom to the people of Israel, if he wins. He
hopes to see Amira again, who at this moment joins him
and they embrace.
3 Ciro finds comfort in this, and she is overjoyed to be
with him.
4 She hears voices, and he sees a light, as Baldassare
approaches, some of his soldiers carrying torches. He
threatens them, but Ciro is not afraid and Amira prefers
death. At a command some soldiers surround Ciro and
Amira and lead them away, while Baldassare too leaves
the scene.
5 In the royal palace Zambri and Argene are together.
He tells her that she and Amira must attend the king’s
banquet.
6 The scene changes to a great banqueting-hall,
brightly lit, with luxurious hangings and precious
vessels ready for the feast. Baldassare, Zambri, Amira,
Argene, with other princes and Babylonian ladies,
appear. They sing of the Arabian perfumes, wines and
music, breathing happiness and love. Baldassare
announces the feast in honour of his god Baal and the
company take their places at the table around the king.
7 Baldassare asks if the vessels are those seized from
the Hebrew Temple, and he is assured that they are. He
prepares to drink from one of the sacred vessels, to show
his scorn of the conquered people of Jerusalem and his
contempt for their God. At this there is thunder and
lightning and a hand appears, writing on the wall the
words ‘Mene, mene, tekel, upharsin’, to general

consternation. Baldassare is seized by terror and would
know the meaning of these words, sending a guard to
fetch wise men to interpret the words. The Magi appear,
with the prophet Daniel. He tells the king that he has
displeased the God of Israel, scattering the people,
destroying the Temple and profaning the sacred vessels.
He goes on to foretell the division of the throne of
Assyria between the Medes and Persians and the
destruction of Babylon, with Baldassare and his people
scattered like dust in the wind, not to see the sun rise
again but to die. 
8 The swords of his enemies shall lay waste the towers
and walls, and only reptiles and serpents shall remain,
with no memorial in the world of this sinful city. With
that he leaves.
9 Baldassare is horrified at the prophecy and at the fate
threatened for himself and his kingdom. The Magi,
however, tell him not to listen to this mad interpretation;
he will be victorious and happy, but the gods demand the
death of Ciro, his wife and son. In answer to his
questioning they assure him that their interpretation is
right and that Amira too must die, while Baldassare is in
doubt, ready to have Ciro and his son killed, but
reluctant to put Amira to death. As they leave, the
writing on the wall disappears. 
0 Argene and Amira enter, the former pledging her
loyalty in life or death. Amira urges her to live in order
to save Ciro and Cambise.
! She weeps for her husband and son and prays to the
God of gods to hear her pleas and save her husband and
son.
@ In the palace Argene approaches Zambri, seeking his
help to allow her to see the king, threatening divine
vengeance, when he refuses. 
# She warns him, in her aria on one note, that those
who do not hear the pleas of the unhappy earn the anger
of heaven.
$ The scene changes to a great piazza in Babylon.
Baldassare’s palace can be seen on the right, and to the
left a triumphal arch, giving onto the main gates. Arbace
and his men escort Ciro’s family to the place of
execution, with Ciro, Amira, with their son, in chains,
while Argene follows in an attitude of great sorrow. The
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Germany there were just three productions: it was
among the first series of Rossini operas that came to
Munich in 1816, and there were further performances
recorded in 1819 in Weimar and in Dresden in 1822.

In no way, therefore, was Ciro one of Rossini’s
failures, a further reason to examine the history of its
composition and the work itself.

Up to this point Rossini had had no experience with
serious opera. As a student he had written piecemeal
Demetrio e Polibio on the home-made libretto of
Vincenzina Mombelli-Viganò for her husband and two
daughters, without being involved himself in the first
performance in Rome in 1812. In composing this work
he lacked feeling for the whole piece, which is so
important for an organic structure of balanced musical
architecture, and the possibility of testing his work
practically on the stage was denied him. With two
Venetian farse, La cambiale di matrimonio (1810) and
L’inganno felice (1811), and the two-act L’equivoco
stravagante (Bologna 1811), Rossini made his
successful début in the realm of comic and semi-comic
opera. The renown of a composer depended
substantially, however, on how he proved himself in the
realm of serious opera, and so it was a great opportunity
for Rossini when he received from Ferrara the
commission to write the opera for Lent in 1812.

Rossini was not unknown in Ferrara. In the carnival
season of 1809-10 he had directed from the harpsichord
Ferdinando Orlandi’s opera Il podestà di Chioggia. For
this he wrote for the tenor Monelli the alternative aria
Dolci aurette che spirate, through which he would have
met the director of the Teatro Comunale, Francesco
Aventi. Count Aventi was a nobleman with diverse
interests, including literature, poetry and music. He
would have been jointly responsible for the engagement
of Rossini as composer of the 1812 Lenten opera, and
for recommending the mainstay of the company of
singers, Marietta Marcolini, for whom Rossini had
written the leading female rôle in L’equivoco
stravagante and for whom the breeches rôle of Ciro was
now intended. That Aventi should also write the libretto
of the novice’s opera was not, however, originally
planned. A manuscript of a Ciro libretto survives in

Ferrara, on which it is noted, probably by Aventi:
‘Libretto which was intended for Rossini and then was
rejected, while Aventi wrote Ciro in Babilonia as a
replacement’. 

It is not very probable, but not to be ruled out, that
Rossini himself may have found the original libretto
unsuitable; in any event, it was realised in time that the
text by the anonymous writer was in general not
adequate for the requirements of theatre. Aventi, who
had had earlier experience in writing a cantata text,
undertook under pressure (but not all that much) from
his friends the task of librettist. He took over, in fact, just
a rough plot outline from the rejected incomplete work.
The libretto had not only to bring the demands of the
performers and audience into accord with dramatic
rules, it also had to meet the requirements of Lent, when
only theatre pieces with biblical subjects could be given.
In principle it was a matter of a serious opera of
conventional style, the plot of which was based on a
biblical episode. In spite of many narrative shortcomings
the bold fusion of biblical and secular sources does not
lack a certain plausibility: the marital love of Cyrus and
Amira, abducted and desired by the Babylonian King
Belshazzar, is found in the narrative of the conquest of
Babylon by Cyrus in the history of Herodotus and in
Xenophon’s Cyropaedia which, according to the Bible
was the means of divine vengeance for Belshazzar’s sins
and which has its climax in the story of Belshazzar’s
Feast in the Old Testament Book of Daniel (Chapter 5).

This met perfectly the requirements of Lenten
opera: a plot built on a biblical episode that did not lack
specifically operatic ingredients such as the test of love,
military scenes, the help of a turncoat, disguise and
prison scenes, a funeral march and a sudden happy
ending - all time-honoured elements that should remain
in fashion for a long time. Aventi gave complete rein to
his literary enthusiasm in the verse which, with its
pseudo-Metastasian archaisms, in many places aroused
Rossini’s inspiration. Problems came in the dramatic
structure and particularly in some complex ensemble
scenes. Thus the first finale is little more than a run-of-
the-mill quartet, with Rossini introducing none of the
passages of increased intensity, such as we are
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Synopsis

CD 1

1 Sinfonia

Act I

2 The first act opens at the royal palace of Baldassare
(Belshazzar), the cruel King of the Asyrians in Babylon.
Princes and grandees of the realm celebrate the triumph
of their king over the Persians. One of the princes,
Zambri, describes their victory over Ciro (Cyrus), King
of Persia, and the capture of the latter’s son Cambise
(Cambyses) and wife Amira. Baldassare enters with
guards, leading in Amira and her confidante Argene. He
proposes to marry Amira himself, to show his own
power, offering her the throne. Amira rejects his
suggestion, rebuked by the king.
3 He tells her that her fate depends on him, but Amira
remains adamant; she would rather lose her life than
betray her love. Baldassare is angry, and threatens her,
but in vain. 
4 He declares his firm intention, tired of her refusals
and not wishing to hear the name of his enemy, Ciro. He
tells Zambri to go and prepare for the marriage. Amira is
left alone with Argene, her only comfort, who tries to
reassure her. Amira goes out and Argene, who has found
someone she knows, the Persian-born Arbace, a captain
in Baldassare’s army, remains alone. At this point
Arbace enters, surprised to see his beloved Argene. He
sympathizes with her fate, but nevertheless is happy to
see her again and to be able to help her. Argene explains
Baldassare’s plan either to marry Amira or to put her to
death, but Arbace tells her to give Amira some comfort
and hope, ready to help them.
5 The scene changes to a place outside the walls of
Babylon, which can be seen in the distance. On one side
is the gate of Babylon and a bridge. The soldiers of Ciro
see their king approaching in sadness. Ciro appears,
lamenting his fate, the loss of his wife and his son. He
urges his men to revenge and victory, ready either to die
or conquer. 

6 Ciro is ready to attack in the morning, he assures his
men. At this moment a figure emerges from the city
gates, Arbace, in Persian dress. He explains to Ciro that
he was born in Persia and once was the lover of Argene,
but is now a captain in Baldassare’s army. He tells Ciro
of Baldassare’s plan to marry Amira and of her refusal,
for which she will be put to death. He is ready to help
Ciro 
7 and urges a certain caution.
8 In the audience chamber of his palace Baldassare,
with his guards and grandees, receives from Zambri an
ambassador from the Persians, in fact Ciro in disguise.
Baldassare supposes that the envoy seeks Amira and her
son, and he is ready to yield the latter, but not Amira.
Ciro comes forward and proposes peace between the
Persian and the Assyrian King and the return of Ciro’s
wife and son. Baldassare will agree, if Ciro withdraws
his forces; he will give him, as a pledge of peace, the
prisoners he has taken and his son, but not Amira. Ciro
angrily threatens Baldassare, who rebukes him. Ciro
excuses himself by claiming to speak only for Ciro, not
for himself. He is told that Amira must either submit to
him or die. Amira enters, astonished to see Ciro, who
quickly tells her that he is Ciro’s ambassador, seeking
news of Cambise and of her. Amira is barely able to
answer, in her confusion.
9 She would like to see and embrace her busband, but
Heaven has shown her no pity. The chorus urge her to
calm herself, but she is in despair.
0 Baldassare sees that he terrifies Amira and tells Ciro
that he may talk to her in private, although they will be
observed. Baldassare, Zambri and the guards withdraw,
while Cambise is led in to join his father and mother.
Amira embraces her son and Ciro tells her that she must
marry Baldassare, a suggestion that horrifes her. He
embraces Cambise and tells her that the boy will die, if
she resists, as will she herself. Amira is appalled at
Ciro’s seeming rejection of her, necessitated by the fact
that they are overheard by Baldassare, but remains
obdurate. She faints, but is revived by Ciro’s voice,
revealing his identity. 
! Baldassare, Zambri and the guards return, ready to
detain Ciro, now realising who he is. They surround him
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accustomed to in his usual Act finales. The very scene
that could have been the climax of the oratorio-opera,
the banquet with the mysterious words Mene, mene,
Tekel, Upharsin and the entrance of the prophet Daniel
is so badly conceived that it can be no surprise that it is
completely missed by the composer: a festive chorus
opens the scene, interrupted by a recitative from
Belshazzar, then taken up again; in a renewed recitative
of the King comes the storm sequence and the writing on
the wall; the chorus remains silent, with a new recitative
of Belshazzar, then the entrance of Daniel, who reveals
the meaning of the words in a recitative, followed by an
aria, not of the prophet but of Belshazzar and the chorus,
while Daniel has his solo piece only when he is left
alone, after the exit of all the others.

Rossini ignored the complexities of the scenes as
such, treating the choruses simply as choruses and the
arias as arias, so that the oratorio element in the opera
remained just what it really was: an inexpensive pretext
for staging an opera in Lent. Yet we are far away from
Mosè in Egitto (Naples 1818), where Rossini made a
virtue of this excuse and set the elements of oratorio and
of opera programmatically in contrast to one another.
Rossini’s own use of the term ‘oratorio’ is revealed as a
word as empty as the description dramma con cori used
for the first performance; the choruses have no
exceptional position, the indication means only that
there are choruses, something that was not necessarily so
in a provincial theatre like Ferrara. Rossini concentrated
entirely on the ‘personal sphere’, on the individual
characters and their feelings. The numbers remain
formally conventional, brought to life by Rossini’s
brilliant, exciting music which again and again
penetrates into deeply touching, pathetic and
melancholy realms of feeling. The construction of the
libretto, but also his own, still limited experience, link
him to the world of Demetrio e Polibio, with which Ciro
has much more in common than with Tancredi (Venice
1813), which first opened the way to a new form of
dramatic writing.

Yet in a few places, where the libretto offers him an
opportunity, Rossini allows a greater dramatic instinct to
make its appearance, for example in the scene in the

second act which expands into a terzetto and in the great
final scene of Ciro which links up with Mayr’s
Ariodante scene in Ginevra di Scozia and anticipates
scenes of a Sigismondo, Tancredi and Aureliano. Bruno
Cagli is not wrong, therefore, to maintain that the
composer’s lack of experience mirrors that of the
librettist, and Martin W. Essinger described the work as
‘full of soul but with no body’. It lacks a body since as a
whole it is badly put together but it does offer a whole
palette of glorious ‘soulful’ individual numbers.

Reto Müller

Argene’s One-Note Aria

‘In one opera, Ciro in Babilonia’, Rossini told his friend
Hiller, ‘I had a horrible secunda donna. She was not only
impossibly ugly, but her voice too was beneath
contempt. After the most careful investigation I found
that she had one single note, the B flat above middle C,
which did not sound bad. I therefore wrote her an aria in
which she had no other note than this to sing, with
everything in the orchestra and when this pleased the
audience and was applauded, my one-note singer was
extremely happy with her triumph’. (From Ferdinand
Hiller’s Plaudereien mit Rossini, 1855).

The ‘secunda donna’ in question was Anna
Savinelli, who sang the rôle of Argene. Her aria Chi
disprezza gl’infelici (‘Those who despise the
unfortunate’) was for later performances, for which a
better singer could be counted on, extended by
contemporaries with additional notes. In this form it is
included in many contemporary copies and also in the
for long only modern revival of the opera for the
performance in Savona in 1988 (to the perplexity and
disappointment of expectant members of the audience
familiar with the anecdote). In Wildbad this material is
given to the orchestra, but under the one-note vocal line,
as it is given in the nineteenth-century piano version
published by Ricordi, so that the episode is given full
authenticity.

English versions by Keith Anderson
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and put him in chains, while the chorus express their
dismay at what has happened.

CD 2

Act II

1 The scene is a subterranean prison, with Persian
prisoners and Ciro in chains and deepest sadness. The
chorus want Amira to assuage Ciro’s sorrow.
2 Ciro wonders how it can be that he, the conqueror of
Croesus and victor over the Lydians could have come to
such a pass; yet to him the God of Israel has entrusted
the task of vengeance, which he swears to fulfil,
promising freedom to the people of Israel, if he wins. He
hopes to see Amira again, who at this moment joins him
and they embrace.
3 Ciro finds comfort in this, and she is overjoyed to be
with him.
4 She hears voices, and he sees a light, as Baldassare
approaches, some of his soldiers carrying torches. He
threatens them, but Ciro is not afraid and Amira prefers
death. At a command some soldiers surround Ciro and
Amira and lead them away, while Baldassare too leaves
the scene.
5 In the royal palace Zambri and Argene are together.
He tells her that she and Amira must attend the king’s
banquet.
6 The scene changes to a great banqueting-hall,
brightly lit, with luxurious hangings and precious
vessels ready for the feast. Baldassare, Zambri, Amira,
Argene, with other princes and Babylonian ladies,
appear. They sing of the Arabian perfumes, wines and
music, breathing happiness and love. Baldassare
announces the feast in honour of his god Baal and the
company take their places at the table around the king.
7 Baldassare asks if the vessels are those seized from
the Hebrew Temple, and he is assured that they are. He
prepares to drink from one of the sacred vessels, to show
his scorn of the conquered people of Jerusalem and his
contempt for their God. At this there is thunder and
lightning and a hand appears, writing on the wall the
words ‘Mene, mene, tekel, upharsin’, to general

consternation. Baldassare is seized by terror and would
know the meaning of these words, sending a guard to
fetch wise men to interpret the words. The Magi appear,
with the prophet Daniel. He tells the king that he has
displeased the God of Israel, scattering the people,
destroying the Temple and profaning the sacred vessels.
He goes on to foretell the division of the throne of
Assyria between the Medes and Persians and the
destruction of Babylon, with Baldassare and his people
scattered like dust in the wind, not to see the sun rise
again but to die. 
8 The swords of his enemies shall lay waste the towers
and walls, and only reptiles and serpents shall remain,
with no memorial in the world of this sinful city. With
that he leaves.
9 Baldassare is horrified at the prophecy and at the fate
threatened for himself and his kingdom. The Magi,
however, tell him not to listen to this mad interpretation;
he will be victorious and happy, but the gods demand the
death of Ciro, his wife and son. In answer to his
questioning they assure him that their interpretation is
right and that Amira too must die, while Baldassare is in
doubt, ready to have Ciro and his son killed, but
reluctant to put Amira to death. As they leave, the
writing on the wall disappears. 
0 Argene and Amira enter, the former pledging her
loyalty in life or death. Amira urges her to live in order
to save Ciro and Cambise.
! She weeps for her husband and son and prays to the
God of gods to hear her pleas and save her husband and
son.
@ In the palace Argene approaches Zambri, seeking his
help to allow her to see the king, threatening divine
vengeance, when he refuses. 
# She warns him, in her aria on one note, that those
who do not hear the pleas of the unhappy earn the anger
of heaven.
$ The scene changes to a great piazza in Babylon.
Baldassare’s palace can be seen on the right, and to the
left a triumphal arch, giving onto the main gates. Arbace
and his men escort Ciro’s family to the place of
execution, with Ciro, Amira, with their son, in chains,
while Argene follows in an attitude of great sorrow. The
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Germany there were just three productions: it was
among the first series of Rossini operas that came to
Munich in 1816, and there were further performances
recorded in 1819 in Weimar and in Dresden in 1822.

In no way, therefore, was Ciro one of Rossini’s
failures, a further reason to examine the history of its
composition and the work itself.

Up to this point Rossini had had no experience with
serious opera. As a student he had written piecemeal
Demetrio e Polibio on the home-made libretto of
Vincenzina Mombelli-Viganò for her husband and two
daughters, without being involved himself in the first
performance in Rome in 1812. In composing this work
he lacked feeling for the whole piece, which is so
important for an organic structure of balanced musical
architecture, and the possibility of testing his work
practically on the stage was denied him. With two
Venetian farse, La cambiale di matrimonio (1810) and
L’inganno felice (1811), and the two-act L’equivoco
stravagante (Bologna 1811), Rossini made his
successful début in the realm of comic and semi-comic
opera. The renown of a composer depended
substantially, however, on how he proved himself in the
realm of serious opera, and so it was a great opportunity
for Rossini when he received from Ferrara the
commission to write the opera for Lent in 1812.

Rossini was not unknown in Ferrara. In the carnival
season of 1809-10 he had directed from the harpsichord
Ferdinando Orlandi’s opera Il podestà di Chioggia. For
this he wrote for the tenor Monelli the alternative aria
Dolci aurette che spirate, through which he would have
met the director of the Teatro Comunale, Francesco
Aventi. Count Aventi was a nobleman with diverse
interests, including literature, poetry and music. He
would have been jointly responsible for the engagement
of Rossini as composer of the 1812 Lenten opera, and
for recommending the mainstay of the company of
singers, Marietta Marcolini, for whom Rossini had
written the leading female rôle in L’equivoco
stravagante and for whom the breeches rôle of Ciro was
now intended. That Aventi should also write the libretto
of the novice’s opera was not, however, originally
planned. A manuscript of a Ciro libretto survives in

Ferrara, on which it is noted, probably by Aventi:
‘Libretto which was intended for Rossini and then was
rejected, while Aventi wrote Ciro in Babilonia as a
replacement’. 

It is not very probable, but not to be ruled out, that
Rossini himself may have found the original libretto
unsuitable; in any event, it was realised in time that the
text by the anonymous writer was in general not
adequate for the requirements of theatre. Aventi, who
had had earlier experience in writing a cantata text,
undertook under pressure (but not all that much) from
his friends the task of librettist. He took over, in fact, just
a rough plot outline from the rejected incomplete work.
The libretto had not only to bring the demands of the
performers and audience into accord with dramatic
rules, it also had to meet the requirements of Lent, when
only theatre pieces with biblical subjects could be given.
In principle it was a matter of a serious opera of
conventional style, the plot of which was based on a
biblical episode. In spite of many narrative shortcomings
the bold fusion of biblical and secular sources does not
lack a certain plausibility: the marital love of Cyrus and
Amira, abducted and desired by the Babylonian King
Belshazzar, is found in the narrative of the conquest of
Babylon by Cyrus in the history of Herodotus and in
Xenophon’s Cyropaedia which, according to the Bible
was the means of divine vengeance for Belshazzar’s sins
and which has its climax in the story of Belshazzar’s
Feast in the Old Testament Book of Daniel (Chapter 5).

This met perfectly the requirements of Lenten
opera: a plot built on a biblical episode that did not lack
specifically operatic ingredients such as the test of love,
military scenes, the help of a turncoat, disguise and
prison scenes, a funeral march and a sudden happy
ending - all time-honoured elements that should remain
in fashion for a long time. Aventi gave complete rein to
his literary enthusiasm in the verse which, with its
pseudo-Metastasian archaisms, in many places aroused
Rossini’s inspiration. Problems came in the dramatic
structure and particularly in some complex ensemble
scenes. Thus the first finale is little more than a run-of-
the-mill quartet, with Rossini introducing none of the
passages of increased intensity, such as we are
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chorus express pity, and Ciro declares his lack of fear for
himself but his sadness at the fate of his wife and son. 
% He turns to embrace his son, in sorrow. 
^ Baldassare asks the reason for delay, but Ciro
threatens the vengeance of heaven if his wife and son are
put to death. He tells his wife to dry her tears.
& He promises that they shall be together in Elysium,
and would kiss and embrace Amira and Cambise once
more, while Baldassare shows increasing impatience.
The guards and their prisoners continue their progress,
while Baldassare and some of his men move towards the
palace. The sound of voices and of weapons indicate
fighting. Guards, in flight, run in, with Zambri in
despair.
* Zambri tells how, as Baldassare was in a deep sleep,
the enemy soldiers defeated their men, and wonders now
what will become of the king and their people. Drawing
his sword he is about to go out, when he meets Ciro and
Arbace, with Persian and Median soldiers. They
challenge him, and he is amazed to see Ciro alive. Ciro

tells him that Belshazzar’s friends, family and followers
must all die. Blood must be spilled to the last drop; no
one should be spared. This was the command he had
received from a god; this the revenge of an angry god.
He goes out, followed by soldiers escorting Zambri,
with Arbace leading the rest of the guards. Argene and
Amira appear. Argene sees divine intervention in what
has happened, and Amira gives thanks to heaven, in
which she has rightly put her trust.
( Soldiers march into the main square of Babylon, with
Ciro and Amira in a carriage, escorted by Persian
guards. The triumphal procession brings Zambri in
chains, with other Babylonian prisoners. The people
proclaim the victory of Ciro and praise his expected
clemency. Ciro attributes his victory to heaven, while
Amira now expresses her relief at their renewed
happiness. Zambri too expresses his hope for mercy,
now heaven has been placated.

Keith Anderson
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On 18th February 1812 Rossini wrote from Ferrara to
his mother: ‘My oratorio is going on well and all that I
have written has been well received by the singers’. His
feeling did not deceive him: on 14th March, ten days
after the première of Ciro in Babilonia he wrote home
from Venice, where he had gone for his next
engagement: ‘You must know that the result of my
oratorio was excellent.’

Rossini often tended to gloss over his successes or
failures to his mother, but on this occasion his report was
in accord with the notice published on 17th March 1812
in the Giornale del Dipartimento del Reno: ‘Last
Saturday, the 14th, the promised oratorio was staged. The
exceptionally successful performance crowned the great
care taken by the author of the libretto, the composer of
the music, the performers and the producer. The
performance of the two ladies, Manfredini and
Marcolini, and Signor Bianchi vied in terms of artistic
excellence with that with which they had previously
enchanted this theatre in Ginevra di Scozia (by Mayr)
and the applause of the audience showed an equal
appreciation of the performers’ merits. Signor Aventi,
who, at the request of some friends, amiably offered to
write the libretto and to direct the oratorio, showed here
his understanding of language, facility in versification
and great talent in harmonising to the highest possible
degree the accepted rules of drama with the needs of the
performers and the audience. Signor Rossini, who wrote
the music, received deserved and repeated applause after
each number, particularly after the duet in the first act,
the terzetto in the second, the aria of Signora Manfredini
and the scenes of Signor Bianchi and Signora Marcolini
... Finally this must be, as visitors who attended the
performance testified, the best piece so far to have been
given in the realm’.

These immediate reports of success contrast
conspicuously with the testimony of Rossini himself
made decades later to his friend Ferdinand Hiller and
which since then has prevented an unprejudiced
judgement of the opera: ‘[Ciro] is among my fiascos.

When I returned to Bologna after its unfortunate
performance, I received an invitation to a picnic. I
ordered from the confectioner a ship of marzipan, with
the word ‘Ciro’ on the pennant; the mast was broken, the
sail in tatters, and it lay on its side, swimming in a sea of
sweet cream. The cheerful company ate up my wrecked
vessel with laughter.’

One of Rossini’s usual understatements? Did he
want to mislead Hiller and posterity or to disown a
pretended sin of his youth? Rossini was certainly aware
of certain weaknesses in this long-forgotten work and he
did not want to awaken any deep interest in it. It is,
therefore, quite possible that, in the telling of the story,
there was a simple confusion with an incident that
Rossini associated in his memory with Ferrara. As we
have seen, after the performance of Ciro Rossini did not
go back to Bologna, but travelled directly to Venice,
where he awaited further commissions. Here he wrote
Tancredi, among other works. This brought a reunion
with Ferrara, when the Fenice Theatre gave a guest
performance in the Teatro Comunale there on 21st
March 1813. There Rossini replaced the original happy
ending with an innovative tragic conclusion which
found few supporters: the opera had no great success in
Ferrara. Immediately thereafter Rossini had no
engagements and the gap in correspondence until May
suggests that he went back from Ferrara to his parents in
Bologna. The episode with the capsized marzipan ship
must have happened after the tragic finale of Tancredi,
especially since the metaphor of the ship has more sense
in relation to Tancredi than to Ciro.

In any case Hiller did not want to draw any
overhasty conclusions: ‘That does not show, however,’
he interjected, ‘that your Persian conqueror deserved his
fate’. In fact Ciro enjoyed too a certain esteem outside
Ferrara, also after it had undergone considerable
changes. The opera was given more than thirty times in
Italy before the end of the 1820s, a notable outcome. It
had fewer performances abroad (there were reported
performances in Vienna, Lisbon and London), but in

Gioachino Rossini (1792-1868)
Ciro in Babilonia
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Anna Rita Gemmabella

After study with Elisabetta Fusco at the Conservatorio San Pietro a Majella in Naples, the contralto Anna Rita
Gemmabella continued her training at the Accademia Musicale Chigiana in Siena. After various prizes in national
and international competitions, she made her début in 2000 at the Teatro Massimo in Palermo in the title-rôle of
Cimarosa’s opera La Finta Parigina. She has worked with distinguished conductors, including Riccardo Muti,
Alberto Zedda, Alessandro de Marchi and Jesús López-Cobos. Engagements have taken her to major European
opera-houses, including those of Messina, Bergamo, Palermo, Turin, Florence, Naples, Bologna, Milan, Lisbon,
Stuttgart, Strasbourg and Geneva. She has appeared in Cimarosa’s Il matrimonio segreto, Donizetti’s Le
convenienze e inconvenienze teatrali, Bellini’s I Capuleti ed i Montecchi, Puccini’s Gianni Schicchi, Stravinsky’s
Pulcinella and Mayr’s Werther. She has undertaken many leading Rossini rôles and appeared at Rossini in
Wildbad.

Luisa Islam-Ali-Zade

The mezzo-soprano Luisa Islam-Ali-Zade is a prize-winner from the Belvedere, ARD and Robert Stolz
Competition, and of others, including the Concours International de Musique de Montréal, the Erika Köth
Competition, Neustadt, and the International Coloratura Competition in Stuttgart. With an astonishing vocal range
of more than three octaves, she has no difficulty in also tackling high soprano rôles. Her interests lie particularly in
Mozart and in Rossini, and in French and Russian repertoire. She has appeared in Vienna, Toulouse, Stuttgart,
Salzburg, Nantes, Avignon, Hamburg, Geneva, Liège, Bregenz, St Petersburg, Dublin and Göteborg. At Wildbad
she has sung the rôles of Carmen, Rosina, Angelina in La Cenerentola, Isabella in L’Italiana in Algeri, Mignon in
the opera by Thomas, Cherubino, Zerlina and Despina, among many others. Concert engagements have included
appearances in the Berlin Philharmonic, the Munich Herkulessaal and the Stuttgart Liederhalle. Her recordings for
Naxos include the rôles of Isolier in Le Comte d’Ory and of Anna in Maometto secondo.

Riccardo Botta

Born in Trieste, the tenor Riccardo Botta began his career as a singer early under his father, Giuseppe Botta,
Giuseppe Taddei and Enza Ferrari. With a varied concert career, appearing with leading orchestras in Rome and
Milan among others, he has undertaken a variety of rôles in major opera-houses. Success in the Toti dal Monte
Competition in Treviso in 1996, opened the doors for him to engagements throughout Italy, in Venice, Cagliari,
Parma, Milan, Turin, Bergamo, Bologna, Siena, Rome and Palermo, with appearances abroad in Lisbon, Monaco,
Amsterdam, Zurich, Warsaw and Toronto, at the Semperoper in Dresden, the Stuttgart State Theatre and the
Leipzig Opera. He has collaborated in performances under conductors including Callegari, Rovaris, Arrivabeni,
Chung, Sanii, Zedda and Julian Reynolds. 

Wojtek Gierlach

The Polish bass Wojtek Gierlach completed his studies at the Fryderyk Chopin Music Academy in Warsaw in 2001.
He won first prize in the Polish Ada Sari Competition, second prize in Bilbao, the Caruso prize in Milan, and third
prize in the Francisco Viñas Competition in Barcelona. He took the title-rôles in Handel’s Imeneo and Mozart’s
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CD 1 61:50
1 Sinfonia: Andantino - Allegro spiritoso 6:17

Act I

2 No. 1 Introduzione: 
Di Babilonia i popoli 8:52
(Chorus, Zambri, Baldassare)

3 No. 2 Duetto:
T’arrendi: alfin dipende 6:23
(Baldassare, Amira)

4 Recitativo: Stanco di tue ripulse 4:17
(Baldassare, Amira, Argene, Arbace)

5 No. 3 Coro e cavatina: 
Veh come pallido 8:16
(Chorus, Ciro)

6 Recitativo: Non più miei fidi 1:58
(Ciro, Arbace)

7 No. 4 Aria: 
Avrai tu pur vendetta 2:44
(Arbace)

8 Recitativo: Signor, a te dal campo 5:24
(Zambri, Baldassare, Ciro, Amira)

9 No. 5 Aria: 
Vorrei veder lo sposo 7:35
(Amira, Chorus)

0 Recitativo: L’aspetto mio… la mia presenza 2:32
(Baldassare, Amira, Ciro)

! Finale I: 
Guardie. Olà 7:33
(Baldassare, Zambri, Ciro, Amira, Chorus)

CD 2 70:09
Act II

1 No. 7 Introduzione: 
Sì bell’alma soccorrete 2:35
(Chorus)

2 No. 8 Scena: 
Dunque fia ver che il vincitor di Creso 5:41
(Tamiri)

3 Duettino: 
Nello stringerti al mio petto 5:11
(Ciro, Amira)

4 Terzetto: 
Ma qual voce? … 6:04
(Amira, Ciro, Baldassare)

5 Recitativo: Udisti Argene? 
È pronto il gran convito 0:41
(Zambri, Argene)

6 No. 9 Coro - Recitativo - Coro: 
Intorno fumino 2:48
(Chorus, Baldassare)

7 No. 10 Recitativo, Temporale e Scena: 
Son questi, o Zambri 4:51
(Baldassare, Zambri, Daniele)

8 No. 11 Aria: 
Daniello io son 1:54
(Daniele)

9 No. 10 Aria: 
Misero me, che intesi! 8:41
(Baldassare, Magi)

0 Recitativo: Oh quanta pietà mi desti in sen! 0:29
(Argene, Amira)

! No. 12 Aria: 
Deh! per me non v’affliggete 7:18
(Amira)

@ Recitativo: Deh! tu m’aita, o Zambri 0:26
(Argene, Zambri)

# Aria: 
Chi disprezza gl’infelici 2:29
(Argene)

$ Coro, Scena ed Aria: 
Dunque in oggi i nume irati 4:25
(Chorus, Ciro)

% (Moderato): T’abbraccio, ti stringo 3:19
(Ciro)

^ (Allegro): Che si tarda? 3:22
(Baldassare, Chorus, Ciro)

& (Andantino): E lieto e contento 4:25
(Ciro, Baldassare, Chorus)

* Recitativo: Abbia fin l’atra strage 1:33
(Zambri, Ciro, Argene, Amira)

( Finale II:
Al vincitor clemente 3:59
(Chorus, Ciro, Amira, Zambri)
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Don Giovanni with Warsaw Chamber Opera and the rôle of Leporello at the Warsaw National Theatre and in
Kapstadt, and made guest appearances as Figaro in Le nozze di Figaro in Bari and as Salieri in Mozart e Salieri at
Oviedo. His rôles in Rossini have included Mustafà in L’italiana in Algeri in Ravenna, Alidoro in La Cenerentola
at the Aix-en-Provence Opera Festival and in Klagenfurt, Lord Sidney and Don Profondo in Il viaggio a Reims at
the Warsaw National Theatre, Don Basilio in Il barbiere di Siviglia and the Gouverneur in Le Comte Ory at the
Rossini in Wildbad Festival, where he also appeared as Mustafà in Mosca’s L’Italiana in Algeri. Other stage
performances include collaboration in Meyerbeer’s Semiramide under Richard Bonynge and the rôle of Faraone in
Mosè in Egitto under Antonino Fogliani. He has sung as a soloist in oratorio at home and abroad.

Maria Soulis

The mezzo-soprano Maria Soulis was born in Canada of Greek parents. After earlier study at the University of
Toronto and the Royal Conservatory of Music there, she continued her training in Canada and abroad, in London
and New York. She made concert appearances with Canadian orchestras and in Europe, commanding a wide-
ranging repertoire. Engaged by the Regensburg Stadttheater, she undertook there the rôles of Charlotte, Dorabella,
Hänsel, Prince Orlofsky, The Composer and Bradamante. Subsequently she appeared in France as Adalgisa in
Bellini’s Norma and as Mrs Grose in Britten’s The Turn of the Screw. She has made guest appearances in France
and in Monaco as Sesto in La clemenza di Tito and as Nicklauss in Les contes d’Hoffmann.

Giorgio Trucco

Born in Voghera, the Italian tenor Giorgio Trucco studied at the Giuseppe Verdi Conservatorio in Milan and
thereafter with Franca Mattiucci and Roberto Coviello. His various prizes include success as a finalist in the 1999
Caruso Competition and third prize in the Manio Basiola International Competition. In 1999 he made his début at
La Scala in Milan in Nina, o la Pazza per amore under Riccardo Muti. Engagements have taken him to Naples,
Florence, Fermo, Busseto, Pesaro St Gallen, Athens, Geneva, Toulouse, Montpellier and Amsterdam, appearing
under conductors of considerable international distinction. At the Rossini Opera Festival in Pesaro he has appeared
in Le siège de Corinthe, La Cenerentola and Pacini and Pavesi’s Il mondo delle farse, and at Rossini in Wildbad he
has sung Rossini’s Count Almaviva and Aronne in Mosè in Egitto.

Giovanni Bellavia

Born in Palermo, the bass-baritone Giovanni Bellavia studied with the tenor R. Lo Cicero, D. Lombardini and S.A.
Lowe. After success in international competitions he made his début in 1998 in Scontrino’s opera Gringoire at the
Teatro Politeama Garibaldi in Palermo. He has appeared in operas by Henze, Cimarosa and Kurt Weill and won
great success as Sharpless in Puccini’s Madama Butterfly, and as Leporello in Mozart’s Don Giovanni. In addition
to frequent engagements at the Palermo Teatro Massimo and the Malta Teatre Manuel he has made guest
appearances at the Michigan Opera Theatre and the Venice Teatro La Feria, among others. His appearances for
Rossini in Wildbad include the rôle of Ormondo in Torvaldo e Dorliska, collaboration in Il barbiere di Siviglia
under Alessandro de Marchi and in Mayr’s L’amor coniugale under Chritopher Franklin.
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ROSSINI
(1792-1868)

Ciro in Babilonia
ossia

La Caduta di Baldassare
(Cyrus in Babylon or The Fall of Belshazzar)

Dramma con cori in due atti • Libretto: Francesco Aventi

Revised edition from manuscripts of the period by Urs Schaffer 1984, new version for
Rossini in Wildbad by Antonino Fogliani

Baldassare, King of the Assyrians in Babylon . . . . . . . . . . . Riccardo Botta, Tenor
Ciro, King of Persia, disguised as an ambassador . . Anna Rita Gemmabella, Contralto
Amira, wife of Ciro, prisoner of Baldassare  . . . Luisa Islam-Ali-Zade, Mezzo-soprano
Argene, her confidante  . . . . . . . . . . . . . . . . . . . . . . Maria Soulis, Mezzo-soprano
Zambri, a Babylonian prince  . . . . . . . . . . . . . . . . . . . . . . . Wojtek Gierlach, Bass
Arbace, captain of Baldassare’s army . . . . . . . . . . . . . . . . . Giorgio Trucco, Tenor
Daniele, a prophet  . . . . . . . . . . . . . . . . . . . . . . Giovanni Bellavia, Bass-Baritone

Chorus of grandees and soldiers

ARS Brunensis Chamber Choir
[Chorus master: Roman Valek]

Württemberg Philharmonic Orchestra
Antonino Fogliani, Conductor and Harpsichord

Recorded live on 16th, 22nd and 24th July 2004 in the Kursaal, Bad Wildbad, Germany
during the Rossini in Wildbad Festival (artistic director: Jochen Schönleber)

Producer: Siegbert Ernst • Engineer: Norbert Vossen
Assistant Engineer: Siggi Mehne • SWR Editor: Dr. Max Forster

Booklet Notes: Reto Müller
A co-production with SWR
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Ciro in Babilonia

Gemmabella • Islam-Ali-Zade • Botta
Gierlach • Soulis • Trucco • ARS Brunensis Chamber Choir

Württemberg Philharmonic Orchestra
Antonino Fogliani

2 CDs
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Antonino Fogliani

Born in 1976, Antonino Fogliani made an early start in his international career as a conductor. He studied piano and
composition in Bologna and conducting at the Verdi Conservatorio in Milan. He not only attended master-classes
with Gianluigi Gelmetti, but worked with him in productions at major opera-houses in Rome, Venice, Turin,
London and Munich. He also worked with Alberto Zedda at the Accademia Rossiniana in Pesaro. Guest
engagements have taken him to Milan, Bologna, Siena, Sofia, La Coruña, Parma, Sydney and Santiago de Chile. In
his own country he has won a number of prizes, including, in 2000, at the Accademia Chigiana and in 2001 in San
Remo the Premio Martinuzzi for young conductors. He has conducted Rossini’s Le Comte Ory in Paris, Donizetti’s
Don Pasquale in Rome, Ugo, Conte di Parigi at the Donizetti Festival in Bergamo and at La Scala, and Lucia di
Lammermoor. Other engagements have taken him to Liège and Naples, in addition to performances in Asia. He has
conducted several times at the Rossini Opera Festival in Pesaro and for Rossini in Wildbad he has conducted and
recorded L’occasione fa il ladro and Mosè in Egitto.

ARS Brunensis Chamber Choir

The ARS Brunensis Chamber Choir was founded in Brno in 1979 and since then has participated in many
international competitions, winning, among other successes, the IFAS in Pardubice in 1998. Under the direction of
the young Czech conductor Dan Kalousek, who succeeded Jan Rozehnal and Roman Valek, the choir is much
sought after for broadcasts and recordings and gives regular concerts with the Slovak Philharmonic Chamber
Orchestra and the Brno Chamber Orchestra. The choir’s repertoire ranges from early unaccompanied works to the
contemporary.

Württemberg Philharmonic Orchestra Reutlingen

The Württemberg Philharmonic Orchestra Reutlingen was established in 1945, developing into the leading
orchestra in South Germany. It has worked under the direction of, among others, Samuel Friedman, Salvador Mas
Conde and Roberto Paternostro and, since September 2001, Norichika Limori, who led a highly successful concert
tour to Japan in 2006. In addition to concert series in Reutlingen the orchestra broadcasts regularly with
Südwestrundfunk and appears in various cities of South Germany, with tours to Austria, Switzerland, Italy, Spain
and The Netherlands, often with very distinguished soloists. Recordings by the orchestra include the Naxos release
from Rossini in Wildbad of Meyerbeer’s Semiramide (8.660205-06).
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Gioachino 

ROSSINI
(1792-1868)

Ciro in Babilonia

A story of love, marital fidelity, the defeat of a tyrant (the Babylonian King Belshazzar)
and the triumph of the good, Rossini’s Ciro in Babilonia is a bold fusion of biblical and
secular subjects set to brilliant, thrilling music. Although intended to be staged during
Lent, Ciro includes all the time-honoured ingredients of serious opera such as the test of
love, military scenes, the help of a turncoat, disguise, prison scenes, a funeral march and a
sudden happy ending. 

A full track list can be found on page 3 of the booklet 
The Italian libretto may be accessed at www.naxos.com/libretti/660203.htm

Recorded live on 16th, 22nd and 24th July, 2004, in the Kursaal, Bad Wildbad, Germany, during the
Rossini in Wildbad Festival (Artistic director: Jochen Schönleber) • A co-production with SWR

Producer: Siegbert Ernst • Engineer: Norbert Vossen • Assistant Engineer: Siggi Mehne
SWR Editor: Dr. Max Forster • Booklet Notes: Reto Müller

Cover Photograph: Rossini in Wildbad 2004 © Dietmar Scholz
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ARS Brunensis Chamber Choir
[Chorus master: Roman Valek]

Württemberg Philharmonic Orchestra • Antonino Fogliani

Baldassare  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Riccardo Botta, Tenor
Ciro, King of Persia  . . . . . . . . . . . . . . . . . . . . . . . . . . . Anna Rita Gemmabella, Alto
Amira  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Luisa Islam-Ali-Zade, Mezzo-soprano
Argene  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Maria Soulis, Mezzo-soprano
Zambri . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Wojtek Gierlach, Bass
Arbace  . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Giorgio Trucco, Tenor
Daniele . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . Giovanni Bellavia, Bass
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