


Jewels of the bel canto

1 Don Pasquale Gaetano Donizetti (1797-1848) [5.45]
 Recit and Aria “Quel guardo, il Cavaliere … So anch’io la virtù magica”

2 Il Corsaro  Guiseppe Verdi (1813-1901)   [5.37]
 Recit and Aria, “Egli non riede ancora! ... Non so le tetre immagini” 

3  La Fille du Régiment Gaetano Donizetti [3.43]
 Aria, “Chacun le sait” 

4  Lucia di Lammermoor  Gaetano Donizetti [12.22]
      Recitative, “Ancor non giunse!”
 Aria, “Regnava nel silenzio”
 Cabaletta, “Quando rapito in estasi”
     Lucia: Elena Xanthoudakis 
 Alisa: Catherine Carby
 Sharron Griffiths, harp

5 La Cambiale di Matrimonio      Gioachino Rossini (1792-1868) [3.59]
 Aria “Vorrei spiegarvi il giubilo” 

6  I Capuleti e i Montecchi  Vincenzo Bellini (1801-1835) [8.18]
      Recit and Aria, “Eccomi in lieta vesta ... Oh! Quante Volte”
    Peter Francomb, horn

7 Le Comte Ory Gioachino Rossini [9.05]
 Aria and Cabaletta, “En proie à la Tristesse ... Celeste providence”

8  La Sonnambula Vincenzo Bellini [12.22]
 Scene, “Oh!… se una volta sola rivederlo potessi”
 Aria, “Ah! Non credea mirati”
 Cabaletta, “Ah! non giunge uman pensiero”

9 L’elisir d’amore Gaetano Donizetti     [3.27]
 Aria, “Prendi, per me sei libero” 

0  Matilde di Shabran  Gioachino Rossini [7.53]
 Scene and Aria, “Son tua per sempre … Ami alfine?” 
 Finale, “Tace la tromba altera”
 

 Total timings:   [70.34]

www.signumrecords.com

ELENA XANTHOUDAKIS SOPRANO
CATHERINE CARBY MEZZO-SOPRANO

ROYAL NORTHERN SINFONIA
RICHARD BONYNGE CONDUCTOR

Artist’s Note

My love of bel canto repertoire has been inspired 
by years of listening to both my idols – the  
Greek Maria Callas and the Australian, Dame  
Joan Sutherland. These two iconic, though very 
different sopranos reflect my heritage and have 
inspired me in different ways, to perform this 
rewarding repertoire. I was indeed incredibly 
fortunate to be able to work with foremost bel  
canto expert and conductor, Maestro Richard 
Bonynge (husband of the late Dame Joan 
Sutherland) on this CD release of Jewels of  
the Bel Canto. These three icons of the genre  

have in many ways influenced my choice of  
arias on this recording.

Rossini has featured strongly in my career to 
date from Clorinda in La Cenerentola at the 
Glyndebourne Festival or Jemmy in Guillaume  
Tell for the Accademia di Santa Cecilia in Rome 
and at the BBC Proms, to performing La Contessa 
di Folleville from Il Viaggio a Reims in Florence 
as a developing artist at the Maggio Musicale. 
Further encounters with the repertoire include  
learning Matilde di Shabran for the Royal Opera  
House, Covent Garden, and Countess Adele Le 
Comte Ory for the Metropolitan Opera. 
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Medora’s premonition aria is marked ‘fil de  
voce’, a technical effect requiring a flexible 
and very soft ‘edge of chord’ singing, as she 
accompanies herself on the harp.

I hope you get great pleasure from my 
interpretations of the arias on this recording.

Enjoy!

© Elena Xanthoudakis, 2014

Bel Canto

Bel canto
The phrase has almost a mystical sound to it,  
but what exactly does it mean? That’s hard  
to say. It has meant different things to different 
people: composers, singers, the public, but  
always there is the idea of “beautiful song” or 
“beautiful singing”. It is certain that Rossini 
looked back on the 18th century as a moment 
dominated by castrato singers, in which  
music, especially theatrical music but also  
sacred music, was dominated by the desire 
to produce wonderful sounds, and he found a  
way to continue this tradition into the 19th  
century, when attention to castratos per se  
was waning. Not by writing for castratos (he 
did that only once in his operas), but by  
insisting that the technique of singing and  

Lucia’s rendezvous with Edgardo, Lucia sings 
a chilling aria about the spirit of a young lady 
she saw beckoning her from the well, before her  
thoughts return to her beloved (“Quando rapito  
in estasi”).

Bellini’s ‘tragedia lirica’, I Capuleti e i Montecchi, 
is written to a libretto by Romani and loosely 
based on Shakespeare’s Romeo and Juliet. 
“Eccomi in lieta vesta” is a touching example 
of the effectiveness of well crafted bel canto 
melody. Another expressive example of Bellini’s 
craftsmanship in displaying the emotions 
inherent in a melodic line is his famous  
“Ah! Non credea mirarti”, the slow section  
of the aria of our sleepwalking Amina in La 
Sonnambula. The following cabaletta, “Ah!  
non giunge” is by contrast, joyous and lively  
and is one of the most recognizable in  
the repertoire.

Although it may be surprising to see Verdi  
on a bel canto disc, his craft itself evolved  
from the bel canto traditions. In Il Corsaro,  
written in 1848, the same year that Donizetti  
died, you can still hear the school of bel canto 
running through “Egli non riede ancora ... Non 
so le tetre immagini” even with the second  
verse variations notated for the singer.  
Despite the dark foreboding of the text,  

Rossini did not approve of added final cadential 
top notes and here we have presented two arias  
as Rossini would have expected and one as  
modern audiences are now accustomed. However 
in all variations we have added extra top  
notes within the context of the ornamentation,  
as Rossini would have approved.

More comedic heroines appear from another 
master, Donizetti. Norina is perhaps the  
archetypal bel canto comedic heroine, with  
her cheeky games and playful nature, which  
is obvious in her aria “Quel guardo, il  
Cavaliere” from Don Pasquale. We also hear  
great sparkle and fun in “Chacun le sait”  
from La Fille du Regiment, which suits my own 
playfulness on the stage. Of the four Donizetti 
roles featured, we present a more earnest  
and sincere moment from one of my favourite 
and most performed comedic roles, Adina 
– with “Prendi, per me sei libero” from the  
comic masterpiece L’elisir d’amore. This brings  
us to the more dramatic and serious roles  
of the bel canto repertoire.

From perhaps Donizetti’s most famous opera for 
the lyric coloratura, the ‘dramma tragico’ Lucia 
di Lammermoor, we have Lucia’s Act I scene  
with Alisa, her maid “Ancor non giunse…. 
Regnava nel silenzio”. While waiting for 

Rossini arias are brilliant showpieces of  
technical facility with many runs and arpeggios, 
together with great opportunities for creative 
employment of vocal colour and expression.  
This for me is a joy, as I believe in all genres of 
singing, that vocal colouring and capturing a  
suitable timbre of expression for the character’s 
sentiment is essential. This is another reason I 
love to sing these roles and hence their inclusion.

Mathilde di Shabran’s finale aria “Ami alfine” 
is a playful yet triumphant aria that rounds up  
the opera nicely with the mischievous heroine’s 
proclamation of the winning premise – ‘love 
triumphs!’. In Countess Adele’s aria “En proie  
à la Tristesse” from the ‘melodramma giocoso’ 
Le Comte Ory, Rossini has brilliantly delineated 
her many colours and expressive flourishes 
as she vacillates from hesitation to hysterical 
outburst, from shy coyness to excited passion. 
The same brilliance is at play with the seemingly 
endless runs of “Vorrei spiegarvi il giubilo” from  
Rossini’s earliest performed opera La Cambiale  
il Matrimono.

In this recording we have tried to be mindful 
of historical bel canto style, particularly with 
respects to variations. We have however tipped  
our hat to both modern and historical performance 
practises with respect presenting the Rossini. 
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in preparing his score. When Ricordi 
came to publish the opera at the end  
of that season, it comes as no surprise that 
he printed what Malibran sang, with revisions 
by Donizetti for his new prima donna, not the 
music the composer had originally prepared  
for different singers. By looking at and  
studying this material, not only the autograph 
manuscripts from composers (although those 
documents too must be consulted), we can 
learn how to proceed, and that is what Elena 
Xanthoudakis has done in preparing this CD.

What is it precisely that we learn from these 
sources? We learn, for example, that composers 
in their autograph manuscripts often wrote  
repeated passages identically the second time 
around, but singers were expected to vary the 
repetitions. The worst sin is to allow an invitation 
to introduce a cadenza to languish unrealized. 
When you hear a singer produce the series of  
notes, a descending triad, such as B - G - E - B, 
followed by an ascending scale to the tonic, E,  
you know that she is not singing what  
Rossini intended but only what he wrote down. 
And singers were often expected to vary what  
the composer wrote for cadenzas, depending 
on their particular abilities.

annotated exactly what Ms. Pasta sought to  
teach her. The great Laura Cinti-Damoreau,  
who taught at the Conservatoire in Paris after 
having been Rossini’s favorite French prima  
donna, both at the Théâtre-Italien, where she 
created the role of Corinna in his Il viaggio 
a Reims, and then at the Opera (where she  
was, among other things, the first Mathilde  
in Guillaume Tell, taught at the Paris 
Conservatoire. She left us five notebooks filled 
with her interpretations of various pieces 
from the 1820s and 1830s, pieces she 
annotated when she sang or studied them.  
It was from these annotations that she taught  
her classes at the Conservatoire how they  
should sing this repertoire.

There are many printed editions which claim  
to present arias or entire operas as sung  
by such-and-such a prima donna or primo-uomo. 
From these documents it is possible to know  
what singers and their maestri expected. When  
Donizetti had the opportunity finally to produce 
his Maria Stuarda at the Teatro alla Scala in 
1835 (it had been banned in Naples in 1834), 
he adapted his original score for the great 
Maria Malibran, and yet even in this  
circumstance he did not notate everything. 
He expected Malibran to intervene forcefully 
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the technique of ornamentation typical of the  
18th century could be learned by singers of  
every vocal register: high sopranos, to be sure,  
but also lower women’s voices (what we  
would today call mezzo-sopranos or even 
contraltos), tenors, and basses. Only once did 
Rossini write an opera for a castrato voice,  
that of Giam Battista Velluti, his first Arsace 
in Aureliano in Palmira of 1813, which opened  
the Carnival season at the Teatro alla Scala  
that year. This was the most important theatre  
and the most important event of the operatic 
calendar. As well as writing for Velluti a  
significant part in one of the cantatas, Il vero 
omaggio, he prepared for the Congress of Verona 
in 1822. But Rossini But Rossini had to look 
elsewhere for the bel canto he remembered  
from hearing castratos of another generation.

This was a time, during the first decades of  
the nineteenth century in Italy, when composers 
did not believe that they were the sole creators  
of an opera, the way Verdi came to feel. They 
worked closely with singers, who realized for  
them the parts written for their specific  
abilities. Nor did the composer write out  
everything. Rossini, and then Bellini and  
Donizettii after him, wrote what was essential 
to a score, but the details of its working out 

he left in the more than capable hands of  
his performers. Opera belonged to them, as  
much as to the composer, and we still must  
realize that today, when we produce their  
operas. I believe in “critical editions” of operatic  
works, but I do not believe that anyone 
should just perform what the composer  
wrote. A critical edition presents the best  
written form we can have for a piece, looking,  
as it does, for the finest sources and trying  
to capture the history of a composer’s work  
on a given opera.

But no one in Italy believed at the time, despite 
the effort by composers in Germany or Austria, 
that there was only one way to perform a work. 
A composer such as Rossini wrote a generalized 
score, which would have to be realized in 
performance by an accomplished singer, whether 
it be a high soprano or a low bass. On some 
occasions Rossini himself prepared variations  
for a singer, but in many cases he did not.  
Still, we know what these singers did, for there 
are many surviving manuscripts containing 
what more experienced singers would teach 
a younger artist to sing. So, Giuditta Pasta, 
creator of the role of Norma in Bellini’s opera by  
the same name taught Adelaide Kemble, and  
Miss Kemble kept a notebook in which she 
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1 Quel guardo un cavaliere …
 Don Pasquale, Act I Scene II

NORINA
“Quel guardo,
il cavaliere in mezzo al cor trafisse,
piegò il ginocchio e disse:
Son vostro cavalier.
E tanto era in quel guardo
sapor di paradiso,
che il cavalier Riccardo,
tutto d’amor conquiso,
giurò che ad altra mai,
non volgeria il pensier.”
Ah, ah!

So anch’io la virtù magica
d’un guardo a tempo e loco,
so anch’io come si bruciano
I cori a lento foco,
d’un breve sorrisetto
Conosco anch’io l’effetto,
di menzognera lagrima,
d’un subito languor,
conosco i mille modi
dell’amorose frodi,
I vezzi e l’arti facili
per adescare un cor.

NORINA
“That glance,
pierced the knight’s heart,
he bent on his knees and said:
I am your knight.
And in that glance there was
such taste of heaven,
that knight Riccardo,
being all conquered by love,
swore his thoughts would never fly
to any other woman.”
Ah, ah!

I also know the magic virtue
of a glance at the right time in the right place,
I also know how hearts burn
on the slow fire,
of a short smile.
I also know the effect
of a deceitful tear,
of an instant languor,
I know the thousand means
that false-lovers use,
the charms and the easy arts
used to seduce a heart.
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It is widely known that the son of Manuel  
Garçia, the first Lindoro in Il barbiere di Siviglia, 
was a singing teacher, but how many of us  
know that bel canto singers like Nicola  
Tacchinardi or Joséphine Fodor-Mainvielle, 
and many other singers, including Laura  
Cinti-Damoreau, left behind important  
treatises and examples on how to sing  
properly. And what of the many manuscripts  
that composers worked out for individual  
singers. None of these are meant to be  
copied without change night after night,  
but they give a good sense of how the art of 
embellishment was carried on in the earlier 
decades of the 19th century. The great Marilyn 
Horne, truly the heroine of 20th-century efforts 
to revive the music of Rossini, kept Rossini’s 
own Gorgheggi e solfeggi by her side so  
that she could warm up with them before  
a performance.

Now, by the time Verdi came along, taste had 
changed considerably. One could easily say 
that a tenor who could do jusitice to “Quando le  
sere, al placido” from Luisa Miller, with 
its declamatory style, could no longer sing  
effectively many of the lines that Bellini wrote 
for his tenors. And Verdi insisted that he alone 
was the creator of his operas, not his singers. 

He objected to the work that Jenny Lind did on 
his I Masnadieri in London in 1848, finding it 
decidedly “old fashioned.” Even so, some of  
his most beautiful melodies, such as the Aria  
for Medora in Act I of Il corsaro were written 
in a style which is reminiscent of bel canto  
procedures for the beauty and simplicity of its 
vocal lines and the carefully prepared cadenzas, 
etc. But Verdi tends to write everything out.  
And so in her interpretation of Medora’s aria on  
this CD, Elena Xanthoudakis sings just what  
Verdi wrote and no more. Naturally she does not 
do this with the repertory of Rossini, Bellini, and 
Donizetti, more properly known as 19th-century  
bel canto composers. Indeed, these composers  
would have been appalled that there are still  
singers who want to perform their operas as 
written, yet introducing high notes at the very  
end. They were not meant to be sung in  
that way, and this CD gives us a good  
sense of the approach to singing they would  
have better understood.

© Philip Gossett, 2014
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E se di speme un pallido 
Raggio su me traluce,
È passeggiera luce
Di lampo ingannator.

Meglio è morir! Se l’anima 
sen voli in seno a Dio;
Se il mio Corrado a piangere 
verrà sul cener mio;
Premio una cara lagrima
chieggo all’amor solfanto,
virtù non niega il pianto
Per chi moria d’amor.

3  Chacun le sait
 La Fille du Régiment, Act I

MARIE
Chacun le sait, chacun le dit,
Le régiment par excellence,
Le seul à qui l’on fasse crédit
dans tous les cabarets de France…
Le régiment, en tous pays,
L’effroi des amants, des maris…
Mais de la beauté bien suprême!
Il est là, il est là, il est là, morbleu!
Le voilà, le voilà, le voilà, corbleu!
Il est là, il est là, le voilà,
Le beau Vingt-et-unième!
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Ho testa bizzarra,
son pronta vivace,
brillare mi piace scherzar:
Se monto in furore
di rado sto al segno,
ma in riso lo sdegno fo 
presto a cangiar,
Ho testa bizzarra,
ma core eccellente, ah!

2 Egli non riede ancora!
 Il Corsaro, Act I Scene IV

MEDORA
Egli non riede ancora! 
Oh come lunghe, eterne,
quando lungi è da me, l’ore mi sono!
[Prende l’arpa.]
Arpa che ormuta giaci, vieni,
ed I miei sospiri seconda sì,
che più veloce giunga il flebile
lamento al cor del mio fedel
sull’ali al vento.

Non so le tetre immagini
fugar del mio pensiero,
sempre dannata a gemere
all’ombra d’un mistero:

I have an odd mind,
I have a ready wit,
I like being witty, joking:
If I get angry
I rarely can remain calm
but a smile to indignation, 
can soon change,
I have an odd mind,
but an excellent heart, ah!

MEDORA
Still he does not return!
Oh how long an eternity 
the hours seem when he is away!
[She takes up her harp.]
Come, my harp, that has lain silent, 
add your voice to my sighs, 
so that my doleful
lament may faster reach 
the heart of my faithful lover, 
carried on the wings of the wind.

I cannot dispel the uneasy fantasies
of my thoughts,
condemned as I am to suffer
in the shadow of a mystery.

Even if a pale ray of hope
shines on me,
it is only the passing flash
of deceitful lightning.

Better to die! Then my soul
might fly up to Gods embrace,
and my Corrado might come
to weep over my remains.
A loving tear is the only reward
I ask for my love;
manly virtue is not denied by weeping
for one who has died for love.

MARIE
Everyone knows it, everyone says it,
The regiment above all,
The only one to which everyone gives credit to
in all the taverns of France…
The regiment, in all countries,
The terror of lovers of husbands…
But of such superior beauty!
There it is, there it is, there it is, by the devil!
Over there, over there, over there, by Jove!
There it is, there it is, there it is,
The handsome Twenty-first!
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ALISA 
Perchè d’intorno il ciglio volgi atterrita?

LUCIA 
Quella fonte mai senza tremar 
non veggo… 
Ah; tu lo sai: 
Un Ravenswood, ardendo di geloso furor, 
l’amata donna colà trafisse: 
E l’infelice cadde nell’onda, 
ed ivi rimanea sepolta… 
M’apparve l’ombra sua…

ALISA 
Che dici!…

LUCIA 
Ascolta…

Aria
LUCIA
Regnava nel silenzio
alta la notte e bruna…
Colpìa la fonte un pallido
raggio di tetra luna…
Quando un sommesso gemito
fra l’aure udir si fe’;
ed ecco au quel margin
Ah! l’ombra mostrarsi a me!
Ah! 

Il a gagné tant de combats,
que notre empereur, on le pense,
fera chacun de ses soldats,
A la paix, maréchal de France!
Car, c’est connu le régiment
le plus vainqueur, le plus charmant,
Qu’un sexe craint, et que l’autre aime.
Il est là, il est là, il est là, morbleu!
Le voilà, le voilà, le voilà, corbleu!
Il est là, il est là, le voilà,
Le beau Vingt-et-unième!

4 Regnava nel silenzio
 Lucia di Lammermoor, Act I Scene II

Recitativo
LUCIA
Ancor non giunse!…

ALISA 
Incauta!… a che mi traggi!… 
Avventurarti, or che il fratel qui venne, 
È folle ardir.

LUCIA 
Ben parli! Edgardo sappia qual 
ne circonda orribile periglio…

It has won so many battles,
that our emperor, one thinks,
will make every one of our soldiers,
Marshall of France, once in peacetime!
For, it’s known, the regiment,
is the most victorious, the most charming,
It is feared by one sex and loved by the other.
There it is, there it is, there it is, by the devil!
Over there, over there, over there, by Jove!
It is there, it is there, it is there,
The handsome Twenty-first!

Recitative
LUCIA
Still he hasn’t come!…

ALISA
Rash girl!… what have you brought me to!… 
Venturing here, what if your brother comes, 
it is foolish boldness.

LUCIA
Well said! Edgardo knows
what horrible dangers surround…

ALISA
Why are your eyes flashing about in fear?

LUCIA
This fountain, I can never look upon 
without trembling… 
Ah! you know:
A Ravenswood, burning with jealous fury, 
stabbed his beloved: 
the unhappy woman fell into the water, 
and here remained buried…
The spirit appeared to me…!

ALISA
What did you say!…

LUCIA
Listen…

Aria
LUCIA
Reigned in the silence of the
deep and dark night…
A pale ray from the dour moon
struck upon the fountain…
When a low moan
was heard throughout the air;
and there on the fountain’s edge
Ah! a shadow showed itself to me!
Ah!
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ah, s’apprestano per te, si, si
Ah! Lucia! Lucia desisti!

LUCIA
Quando rapito in estasi… ecc.

ALISA
Sì, s’apprestano per te!

LUCIA
Par si schiuda il ciel per me!

5 Vorrei Spiegarvi il giubilo
 La Cambiale di Matrimonio, Scene XIII

FANNY
Vorrei spiegarvi il giubilo
che fa brillarmi il core;
provo sì dolci palpiti!…
Un così raro ardore!…
Oh Dio! Rapita l’anima
esprimersi non sa.
Un soave e nuovo incanto
mi seduce in tal momento;
e l’idea del mio contento
di piacer languir mi fa.

Ah, nel sen di chi s’adora,
non ci resta che bramar.

Qual di chi parla, muoversi
il labbro suo vedea,
e con la mano esanime
chiamarmi a sè parea.
Stette un momento immobile,
poi ratta dileguò.
E l’onda, pria sì limpida,
di sangue rosseggiò.

ALISA
Chiari, oh Dio! ben chiari e tristi
nel tuo dir presagi intendo!
Ah! Lucia, Lucia, desisti da un amor così tremendo 

LUCIA
Egli è luce a’giorni miei, è conforto,
Ah! è conforto al mio penar.

Quando rapito in estasi
del più cocente ardore,
col favellar del core
mi giura eterna fe’,
Gli affanni miei dimentico,
gioia diviene il pianto…. 
Parmi che a lui d’accanto
par si schiuda il ciel per me! 

ALISA
Ah! giorni d’amaro pianto

I saw her lips move
as if speaking,
and with her lifeless hand
she seemed to call me.
She stood there, motionless,
then she suddenly disappeared.
And the water, so limpid before,
became as red as blood.

ALISA
It is clear, Oh Lord! How clear and sad
are your premonitions!
Ah! Lucia, Lucia, stop this erroneous love

LUCIA
He is the light of my days, 
Ah! he is the comfort from my suffering.

When enraptured in ecstasy
by the most burning of love
and with the mutterings of the heart
he swears to me eternal fidelity
I forget my troubles,
Joy comes out of the tears….
It seems to me that when I am beside him, 
Heaven opens itself to me!

ALISA
Ah, truly days of bitter tears,

are waiting for you!
Ah! Lucia, Stop!

LUCIA
When enraptured in ecstasy… etc

ALISA
Yes, awaits you!

LUCIA
Heaven opens itself to me!

FANNY
I would like to explain the joy
that makes my heart alight;
I feel such sweet beats!…
Such a dear ardor!… 
Oh God! A stolen soul
cannot express it.
Such sweet and new enchantment
that seduces me in this moment;
And the idea of my happiness
makes me languish of pleasure.

Ah! at the breast of the one you adore, 
one can only languish.
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7 En proie à la tristesse
 Le Comte Ory, Act I Scene 8

LA COMTESSE ADÈLE
En proie à la tristesse,
ne plus goûter d’ivresse.
Au sein de la jeunesse,
souffrir, gémir sans cesse,
voilà quel est mon sort!
Se flétrir en silence,
n’espérer que la mort.
Hélas, quelle souffrance,
O peine horrible!
Vous que l’on dit sensible,
Daignez, s’il est possible,
guérir le mal terrible
dont je me sens mourir!
Soulagez ma douleur,
Rendez-moi le bonheur.

Faut-il mourir de ma souffrance?
Hélas, plus d’espérance!
___________________________________

Céleste providence,
Je te bénis de ta clémence!
O bon ermite - votre mérite
en mes beaux jours - vivra toujours. 
Toujours.

6 Eccommi … Oh! Quanto volte
 I Capuleti e i Montecchi, Act I Scene II

GIULIETTA
Eccomi in lieta vesta… eccomi adorna
Come vittima all’ara. Oh! almen potessi
Qual vittima cader dell’ara al piede!

O nuzïali tede,
Abborrite così, così fatali,
siate, ah! siate per me faci ferali.
Ardo… una vampa, un foco
tutta mi strugge.

Un refrigerio ai venti io chiedo invano.
Ove sei tu, Romeo?
In qual terra t’aggiri?
Dove, dove invïarti i miei sospiri?

Oh! Quante volte, 
Oh! quante ti chiedo 
al ciel piangendo
Con quale ardor t’attendo,
e inganno il mio desir!

Raggio del tuo sembiante
Ah! parmi il brillar del giorno:
Ah! L’aura che spira intorno
mi sembra un tuo respir.

JULIET
Behold me bedecked in festive garments…
like a victim on the altar. Oh! if only 
I could fall like a victim at the foot of the altar!

Oh nuptial torches,
so hated, so fateful,
Ah! would that you were the tapers 
of my doom.
I burn… a blaze, a fire consumes me.

I call to the cool winds in vain. 
Where art thou, Romeo?
In what lands do you wander?
Where, where shalt I send my sighs to?

Oh! How many times,
Oh! How often I’ve begged for you, 
crying to the heavens
The passion with which I wait for you
deludes my desires!

The rays of your shining image
Ah! it seems to me like the sunlight:
Ah! the breeze that wafts around
seems to me like your sighs.

Plagued by sadness,
to no longer taste any joys.
Though I am still young,
suffering, bemoaning incessantly,
This is my fate!
To wither in silence,
to hope only for death.
Alas, what suffering,
O horrible pain!
You, it is said, are sensitive
Deign, if it is possible,
heal the terrible illness
which makes me feel I am dying!
Relieve my pain,
Give me back my happiness.

Should he die by my suffering?
Alas, no more hope!
___________________________________

Heavenly providence,
I bless thy mercy!
O good hermit, your merit
throughout my good days - will live forever.
Forever.
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L’anello mio… l’anello… 
Ei me l’ha tolto… Ma non può rapirmi l’immagin 
sua… Sculta… 
ella è qui, qui… nel petto. 
[Si toglie dal seno i fiori ricevuti da Elvino]
Né te d’eterno affetto Tenero pegno, o fior… 
né te perdei… 
Ancor ti bacio… ma… inaridito sei.

Ah, non credea mirarti
si presto estinto, o fiore;
passasti al par d’amore,
che un giorno solo duro.

Potria novel vigore
il pianto mio recarti,
ma ravvivar l’amore
il pianto mio, ah no, non puo.
___________________________________

Ah, non giunge uman pensiero
al contento ond’io son piena:
a miei sensi io credo appena;
tu m’affida o mio tesor.

Ah, mi abbraccia, e sempre insieme,
sempre uniti in una speme,
della terra, in cui viviamo
ci formiamo un ciel d’amor.

Votre mérite
A mon secours - viendra toujours.
Isolier, que ta présence
me fait naître un doux émoi.
Cher Isolier, je veux t’aimer,
Je veux n’aimer que toi. Ah!
Déjà je sens les feux brûlants
de la jeunesse
par la tendresse se rallumer.

8 Ah! Non credea mirati – Cabaletta
 La Sonnambula, Act II Scene II

AMINA
Oh!… se una volta sola rivederlo potessi, 
anzi che all’ara altra sposa ei guidasse!…
Vana speranza!… Io sento Suonar la sacra squilla… 
Al tempio ei move…
Ah! l’ho perduto… e pur… 
rea non son io.
[inginocchiandosi]
Gran Dio, 
Non mirar il mio pianto: io gliel perdono. 
Quanto infelice io sono felice ei sia… 
Questa d’un cor che more 
è l’ultima preghiera… 
Ah sì… Questa d’un cor… ecc.
[Si guarda la mano come cercando l’anello 
di Elvino] 

Your merit, 
will always come to my rescue, always.
Isolier, your presence
arises in me a sweet emotion.
Dear Isolier, I want to love you,
I want to love only you. Ah!
Already I feel the burning fire
of youth
that by tenderness reignites in me.

AMINA
Oh!…if only I could see him just once again, 
before he leads another bride to the altar!…
Vain hope!… I hear the holy bells ringing…
He’s going to the church…
Ah! I have lost him… and yet…
I am not guilty.
[kneeling]
Dear God, 
Don’t look at my tears: forgive him.
May he be as happy as I am unhappy…
This is the last prayer
of my dying heart…
Ah! Yes, This is the last prayer… etc.
[She looks to her hand as if searching for 
Elvino’s ring]

My ring… the ring…
He took it from me… But he cannot take from me, 
his image…
 It is carved here, here… in my heart.
[She takes Elvino’s flowers from her chest]
Nor you, oh flower… 
tender pledge of eternal love, 
I kiss you still… but… you are withered.

Oh, I never believed I would see you 
faded so quickly, oh flower;
you have passed away like our love,
that lasted but for a day.

Perhaps new life
my tears will bring to you,
but to revive love
my tears, oh no, they cannot.
___________________________________

Ah! beyond all human thought
is the joy that fills me now:
I can hardly believe my senses;
reassure me, o my treasure.

O, embrace me, and always together,
always united in a single hope,
that the world, in which we live
we will make a paradise of love.
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Ami alfine? E chi non ama? 
Ama l’aura, l’onda, il fiore!
Se di te trionfa Amore,
non ti devi vergognar.

Agli affanni suoi segreti 
son soggetti anche i guerrieri, 
senz’amore alcun non speri
sempre in calma respirar.
___________________________________

Tace la tromba altera, 
Spira tranquillità. 
Amor la sua bandiera 
intorno spiegherà.

Femmine mie, guardate: 
L’ho fatto delirar. 
Femmine, siamo nate 
per vincere e regnar.

9 Prendi, per me sei libero
 L’elisir d’amore, Act II Scene II

ADINA
Prendi, per me sei libero,
resta nel suol natio.
Non v’ha destin si rio
che non si cangi un di. Resta!
Qui dove tutti t’amano;
saggio, amoroso, onesto,
sempre scontento e mesto.
No, non sarai così.

0 Ami alfine? – Tace la tromba altera
 Matilde di Shabran, Act II Scene XVI

MATILDE
Son tua, son tua per sempre.
Grazie, caro Edoardo:
Medico, abbiamo vinto; 
[a Isidoro]
Per le nozze, da te voglio un Sonetto!
Ah! manca solo, a tanti miei trofei, 
che la Contessa viva mi veda, 
e intanto in voi, Signore,
L’affanno terminò, trionfa amore!
___________________________________

ADINA
Take it, because of me you are free,
stay on your native soil.
There is no destiny for you so bitter
that will not change one day. Stay!
Here where everyone loves you;
wise, loving, honest,
always unhappy and miserable.
No, you will not always be that way.

MATILDE
I am yours forever.
Thank-you, dear Eduardo:
Doctor, we have won!
[to Isidoro]
For the wedding, I want from you a sonnet!
Ah! I only lack, from my many trophies,
that the Countess may see me alive,
in the meanwhile, you, Sir,
Troubles are over, Love triumphs!
___________________________________

You love at last? And who does not love?
The air, waves, the flowers love!
Should love conquer you,
don’t you be ashamed.

Even soldiers are subject 
to the distress of their secrets, 
without love, no one  
could hope to breath calmly.
___________________________________

Silence the trumpets on high!
Breath in tranquility.
Cupid’s unfurled flag 
will explain.

My ladies, look: 
I have made him crazy in love. 
Women, we are born 
to conquer and reign.
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ELENA XANTHOUDAKIS

From a tiny town in the Victorian Alps, music  
has always been an important companion 
throughout Elena’s life. An excellent sportswoman  
who trained at the Victorian Institute of Sport 
as an elite gymnast, Elena was fortunate to  
attend primary and high schools with highly 
developed music programs, taking both flute  
and singing lessons. Academically inquisitive,  
she studied physics at University before her  
passion for singing could no longer be ignored. 
Elena then studied at the prestigious Victorian 
College of the Arts, completing her Bachelor  
of Music with Honours and Diploma of Opera 
before graduating from Melbourne University  
with a Masters of Music Performance.

Elena has won numerous competitions including 
winning the Maria Callas Grand Prix (Oratorio-
Lied) – Athens, Australian National Liederfest, 
Adam Didur Opera Singers’ Competition –  
Poland, is a multi-laureate in Jeunesse  
Musicales Voix, Montreal, and received prizes 
in the Herald Sun Aria, Gerda Lissner NY,  
Operalia and scholarships such as a Solti 
Foundation award. Elena is a Borletti-Buitoni  
Trust artist.

Having received an ‘Acclaim Award’ to study 
at the Maggio Musicale Fiorentino (Florence), 
she undertook part of a young artist programme  
and performed ‘La Contessa di Folleville’ in 
Rossini’s Il viaggio a Reims. However, it was  
an exciting opportunity offered by The  
Australian Singing Competition, the Marten 
Bequest travelling scholarship and an  
Australian Arts Council grant, which enabled  
Elena to travel to London to undertake a  
scholarship at the Guildhall School of Music 
and Drama, where she was awarded her second 
Masters of Music with Distinction.

Now in London, Elena could take up an offer of 
an open audition from Maria Callas Jury member 
and Royal Opera House casting director, Mr Peter 
Katona. Within 2 months of arriving in London 
and whilst still studying at the Guildhall, Elena 
was offered her first engagement for the Royal 
Opera, understudy in Mitridate, re di Ponto, and 
the further opportunity to audition for other roles. 

Mr Katona’s instincts for Elena’s suitability  
for Mozart were proven when she won the 
International Mozart Competition in Salzburg 
2006. In that same year Elena made her  
Covent Garden debut under Maestro Antonio 
Pappano as ‘Frasquita’ in Zambello’s production 

of Carmen. The critics loved her performance 
writing – “[Michaela]...is comprehensively 
outclassed by Elena Xanthoudakis’s brilliant 
Frasquita” (Independent on Sunday). Elena 
returned the following year to sing ‘Clorinda’ 
in La Cenerentola – “…Cinderella is outshone  
by the ugly sisters” (The Observer), and  
returned to perform Frasquita that season and 
appeared in subsequent seasons.

The English National Opera were also very 
supportive of her talents and she debuted 
as ‘Krista’ in The Makropulos Case with Sir 
Charles Mackerras. She also performed with 
chief conductor Edward Gardner in Carmen and  
created the role of ‘Miss Schlesen’ in their 
acclaimed production of Satyagraha. Elena 
also studied as part of the ENO Young Artist 
Program and has sung ‘Pamina’ in the Nicholas 
Hytner’s production of Mozart’s Magic Flute  
with resounding acclaim. “Especially memorable 
is Elena Xanthoudakis’s Pamina, voiced with 
shining tone and a fine appreciation of the  
music’s lyrical contours” (The Guardian).

Elena has sung for many British companies 
including, ‘Blonde’ in The Abduction from the 
Seraglio for Opera North – “Robustly comic,  
Elena Xanthoudakis has the athletic style 

©
 ?



- 25 -- 24 -

to conquer the dizzying heights required of  
Blonde.” (The Independent), and L’elisir d’amore 
for Scottish Opera “Soprano Elena Xanthoudakis 
is a sheer delight as Adina, colouring every 
sung moment with refreshing clarity and  
agility or, where called for, plaintive reflection.”  
(The Scotsman). 

Elena’s operatic repertoire ranges from Mozart  
and Rossini to Janacek and Glass. She has 
performed with many celebrated opera 
companies. Operatic roles include: Amina and 
Lisa La Sonnambula; Marzelline, Fidelio; Leila, 
Les pêcheurs de perles; Frasquita and Micaela, 
Carmen; Lucia, Lucia di Lammermoor; Adina, 
L’elisir d’amore; Miss Schlesen, Satyagraha;  
Amor, Orfeo ed Euridice; Iris, Semele; Dalinda, 
Ariodante; Euridice and Genio, L’anima del  
Filosofo; Krista, Věc Makropulos; Blonde, 
Die Enftührung aus dem Serail; Pamina, Die 
Zauberflöte; Xenia, Boris Godunoff; Sister 
Constance, Dialogues des Carmélites; Dido, 
Dido and Aeneas; Matilde, Matilde di Shabran;  
Jemmy, Guillaume Tell; La Contessa di Folleville, 
Il viaggio a Reims; Clorinda, La Cenerentola; 
Comtesse Adele, Le Comte Ory; Ann Truelove,  
The Rake’s Progress and Gilda, Rigoletto. 

Elena has sung in concert with such orchestras 
as Scottish Chamber Orchestra, Royal Scottish  
National Orchestra, Melbourne Symphony Orchestra, 
Orchestra Victoria, Sydney Philharmonia 
Orchestra, Tasmanian Symphony Orchestra,  
St Petersburg Camerata, Orchestra de Quebec, 
Royal Philharmonic Orchestra, Krakow and 
Poznan Filharmonia Orchestras, Mozarteum 
Orchestra, BBC Concert Orchestra, Orchestra  
of the Age of the Enlightenment and Accademia  
di Santa Cecilia, Roma. In concert and recital,  
Elena has performed in Japan, Hong-Kong, 
St Petersburg, Montreal, and Quebec-City, in  
Germany, the U.S and throughout Australia, the  
UK, Ireland, and Italy in repertoire ranging from 
Bach’s B Minor Mass to Strauss’ Vier Letzte Lieder. 

CATHERINE CARBY

Australian Mezzo-soprano Catherine Carby  
studied at the Canberra School of Music and  
the Royal College of Music, London.

In Australia she has performed with the major 
opera companies including Opera Australia, 
Opera Queensland, Victoria State Opera and 
West Australian Opera in roles including Romeo 
(I Capuleti e i Montecchi), Contess Geschwitz 

(Lulu), for which she was nominated for a  
Green Room Award, Mallika (Lakmé), Ruggiero 
(Alcina), Cornelia (Giulio Cesare), Arsace 
(Partenope), Donna Elvira (Don Giovanni), 
Nicklausse (Les contes d’Hoffmann), Prince 
Orlofsky (Die Fledermaus), Octavian (Der 
Rosenkavalier) and Fenena (Nabucco).

Other companies she has worked with include 
Buxton Festival Opera, English National Opera,  
the London Handel Festival, London’s Royal  
Opera and Scottish Opera.

Her concert and recital engagements have 
included Beethoven Symphony No. 9 with the 
Royal Philharmonic Orchestra, Sea Pictures with 
the Melbourne Symphony Orchestra, Messiah  
for the Sydney Philharmonia Choirs and at the 
Three Choirs Festival, Haydn Arianna auf Naxos 
with the New Zealand Symphony Orchestra and 
Missa in tempore Belli with the Tasmanian 
Symphony Orchestra, Das Lied von der Erde with 
the Gardner Chamber Orchestra in Boston and 
Mozart Requiem with the Sydney Philharmonia.  

Her recordings include The Love for Three  
Oranges for Chandos CD, Der Rosenkavalier 
for Opera Australia CD / DVD and Classic 100  
Opera for ABC. ©
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Royal Northern Sinfonia, Orchestra of Sage 
Gateshead, the UK’s only full-time chamber 
orchestra, has built a distinctive reputation 
as a fresh-thinking and versatile orchestra. 
The orchestra was founded in 1958 by BBC 
musicologist and producer Michael Hall.  
The Queen bestowed the title of ‘Royal’ on  
Northern Sinfonia in 2013, recognising it as  
one of the UK’s finest orchestras – the first  
time any UK orchestra has been so honoured  
for over twenty years. 

Under its longest serving Music Director, Thomas 
Zehetmair, RNS has taken a dedicated approach 
to stylistic excellence in all genres, and has 
developed an extensive and ambitious repertoire. 
All underpinned by Zehetmair’s maxim to  
perform “as if the ink was still wet on the page.” 
This is Thomas Zehetmair’s final season as  
Music Director of RNS, and from 2014 he will 
become Conductor Laureate of the orchestra.
RNS has worked with many of the most  
in-demand artists in the world including  

Sir Mark Elder, Yannick Nézet-Séguin, Ian 
Bostridge and Heinz Holliger, whilst also  
offering opportunities for the next generation of  
star conductors and musicians. The orchestra’s 
commitment to contemporary music is highlighted  
by frequent commissions and premieres, most 
recently by Simon Bainbridge, David Lang and 
John Woolrich. Part of a vibrant programme 
of music at Sage Gateshead, the orchestra  
regularly collaborates with artists from other  
art forms including Sting, Pet Shop Boys, 
Joanna Newsom, Efterklang, Spiritualized, Lau  
and Raul Malo. 

Performances in its landmark home are 
complemented by an extensive programme 
from the local region to the international stage. 
Residencies at the Aldeburgh Festival and  
Hong Kong Arts Festival are among the  
many recent invitations to perform around  
the world, as well as regular performances at  
the BBC Proms.

RNS works with adults and young people 
across the region. Regular projects include 
premieres of student compositions, whilst the 
individual members play a key role in Sage 
Gateshead’s Young Musicians Programme and In  
Harmony project.

Violin 1
Bradley Creswick
Kyra Humphreys
Sara Wolstenholme
Iona Brown
Andrew Harvey
Jane Nossek
Sarah Roberts
Sylvia Sutton

Violin 2
Andre Swanepoel
Sophie Appleton
Jenny Chang
John Martindale
Lucy Baker
David Chadwick

Viola
Mike Gerrard
Malcolm Critten
Tegwen Jones
James Slater

Flute / Piccolo
Juliette Bausor
Amina Hussain

Oboe
Daniel Bates  
Rebecca Garland

Clarinet
James Burke
Jessica Lee

Bassoon
Stephen Reay
Robin Kennard

Harp
Sharron Griffiths 
Rhian Evans 

Horn
Peter Francomb
Chris Griffiths
David Tollington
Peter Richards

Trumpet
Richard Martin
Marion Craig

Trombone
Blair Sinclair
Rob Burtenshaw
Mark Frost

Timpani 
Alasdair Kelly

Percussion
Ed Cervenka
Jan Bradley

Cello
Louisa Tuck
Daniel Hammersley
James Craig
Gabriel Waite

Double Bass
Sian Hicks
Sian Holland
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RICHARD BONYNGE AC, CBE

Born 1930, Sydney, Australia, studied at the  
NSW Conservatorium of Music, the Royal  
College of Music, London and with Herbert  
Fryer a pupil of Busoni. He was appointed  
Musical Director of the Sutherland-Williamson 
Grand Opera Company in 1965 (Melbourne, 
Adelaide, Sydney, Brisbane), Artistic Director  
of the Vancouver Opera, 1974-77 and Musical 
Director of The Australian Opera, 1976-86. 
He was awarded the CBE (Commander of the  
British Empire) by Her Majesty The Queen in  
Great Britain in 1977, the AO in 1983 and in  
2012 the AC (Companion of the Order of  
Australia), awarded Commandeur de l’Ordre 
National des Arts et des Lettres, Paris in  
1989, and made “Socio d’onore”, R. Accademia 
Filarmonica di Bologna, 2007. In 2009 he was 
awarded the Sir Bernard Heinze Award for  
service to music and in 2010 the Patron’s  
Award given by Dame Beryl Grey within the  
Critics’ Circle National Dance Awards at  
Covent Garden for services to ballet. He  
married the late soprano Joan Sutherland in  
1954 and has one son.
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Richard Bonynge is acknowledged as a scholar 
of bel canto opera, 19th-century French opera  
and 19th-century ballet music. He has conducted 
at most of the world’s opera houses, in Great 
Britain, in the United States, Canada, Argentina, 
France, Italy, Spain, Germany, Switzerland, 
Holland, Portugal, Poland, Russia, Japan, Korea, 
Australia and New Zealand.

His repertoire consists mainly of 18th-century 
opera, the great bel canto repertoire, French  
19th-century opera, 19th-century ballet and 
opera, the operas of Mozart and Handel, and  
many operettas. He has revived many operas  
which were not at the time included in the 
repertoire: Les Huguenots (Meyerbeer), Semiramide, 
Sigismondo (Rossini), La Fille du Régiment, 
Maria Stuarda, Anna Bolena, Lucrezia Borgia 
(Donizetti), Esclarmonde, Le Roi de Lahore,  
Thérèse (Massenet), Medea (Pacini), Orfeo  
(Haydn) and I Masnadieri (Verdi).

He has recorded over 50 complete operas as  
well as the three great Tchaikovsky ballets,  
three Delibes ballets and countless relatively 
unknown ballets of Adam, Minkus, Burgmuller, 
Auber, Drigo and Offenbach. He has recorded  
several recital discs with Renata Tebaldi, Sumi 
Jo, Jerry Hadley, Deborah Riedel, Rosamund  

Illing, Cheryl Barker, Elizabeth Whitehouse  
and Yvonne Kenny. His latest recordings are  
Le Domino Noir (Auber), Le Toréador (Adam),  
Der Czarevich, Das Land des Lächelns,  
Paganini, Giuditta (Lehar), Cendrillon (Nicolo), 
Orfeo (Haydn), Die Herzogin von Chicago and  
Die Czardasfürstin (Kálmán), British Opera  
Arias (Balfe, Wallace, Sullivan), Mozart’s Flute  
with Jane Rutter, Sacred and Profane Arias 
(Massenet), Puccini Arias (Puccini), La  
Somnambule (Hérold), Verismo Arias and 
Tchaikovsky & Grieg piano concertos with 
Simon Tedeschi and the Queensland Orchestra, 
Lurline (Wallace), Piano music with Rosemary 
Tuck (Wallace), British Opera Overtures (Balfe, 
Loder, Wallace) and Massenet Songs. He has 
also made videos of Les Huguenots, La Fille 
du Régiment, Adriana Lecouvreur, The Merry 
Widow, The Dialogues of the Carmelites, Norma, 
Die Fledermaus, Lucrezia Borgia, Lucia di 
Lammermoor, Lakmé, Il Trovatore, Die Zauberflöte  
and Die Czardasfürstin.

Among his most recent performances in the 
theatre have been La Traviata and Maria  
Stuarda in Athens, I Capuleti ed I Montecchi  
and Roberto Devereux, Belisario and Don 
Pasquale in London, Lucia in South Africa,  
Norma, Lucia, La Scala di Seta, Signor  



Bruschino, Roméo & Juliette, Lakmé, Il Barbiere 
di Siviglia, La Sonnambula in Australia, Lucia, 
Norma, Faust and La Sonnambula in the 
United States, Norma in Canada, La Favorite in  
Barcelona, I Lombardi in Buenos Aires, and 
Semiramide (Meyerbeer) in Germany.

___________________________________

The Borletti-Buitoni Trust (BBT) helps  
outstanding young musicians to develop  
and sustain international careers with awards 
that fund tailor-made projects. As well as  
financial assistance the Trust provides  
invaluable support and encouragement to  
an ever-growing family of young musicians.     
www.bbtrust.com
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Rossini Mezzo: Scenes and Arias
Silvia Tro Santafé soprano
Orquesta Sinfónica de Narvarra
Lluís Vich Vocalis
Julian Reynolds conductor
SIGCD170

“… this voice is one fine instrument, at times as luxuriant as 
rippling grey silk, at others glinting like flexible metal, always 
thoroughly enjoyable as pure sound.”
Opera Magazine

Arias by Mozart, Gluck and Berlioz
Andrew Kennedy tenor
Southbank Sinfonia
Simon Over conductor
SIGCD189

“Kennedy’s bright, firm tenor is equal to the demands of 
Gluck’s haute-contre parts. He sings “J’ai perdu mon Euridice” 
… Simon Over and the Southbank Sinfonia are crystal-clear 
accompanists and the overture to Tito is splendid.”
The Times
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1 “Quel guardo, il cavaliere … So anch’io la virtù magica”  [5.45]
 Don Pasquale     Gaetano Donizetti

2 “Egli non riede ancora!” ... Non so le tetre immagini”  [5.37]
 Il Corsaro     Guiseppe Verdi 

3 “Chacun le sait”  [3.43]
 La Fille du Régiment   Gaetano Donizetti 

4 “Ancor non giunse! …  Regnava nel silenzio ... Quando rapito in estasi”   [12.22]
      Lucia di Lammermoor   Gaetano Donizetti

5 “Vorrei spiegarvi il giubilo”  [3.59]
 La Cambiale di Matrimonio      Gioachino Rossini

6 “Eccomi in lieta vesta ... Oh! Quante Volte”  [8.18]
      I Capuleti e i Montecchi    Vincenzo Bellini  

7 “En proie à la Tristesse ... Celeste providence”  [9.05]
 Le Comte Ory    Gioachino Rossini

8 “Ah! Non credea mirati … Ah! non giunge uman pensiero”    [12.22] 
 La Sonnambula     Vincenzo Bellini

9 “Prendi, per me sei libero”  [3.27]
 L’elisir d’amore     Gaetano Donizetti 

0 “Son tua per sempre … Ami alfine? – Tace la tromba altera”   [7.53] 
 Matilde di Shabran      Gioachino Rossini 
                             Total timings:     [70.34]

JEWELS OF THE BEL CANTO 


