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ABSTRACT 

Handel uses flutes or recorders in 125 pieces in 
his operas and oratorios. Flutes appear most frequently 
in the keys of G major, D major and the relative minor 
keys of E minor and B minor, and recorders in the keys 
of F major, Bb major, and the relative minor keys of D 
minor and G minor. Other keys are used primarily for 
special reasons, especially those related to the affections. 
Most pieces including flutes or recorders are pastoral 
songs, lovesongs, and laments. Flutes and recorders double 
other musical lines more than 50 percent of the times they 
appear in the operas, and in the oratorios, they double 
about 35 percent of the time. Flutes are independent of 
all other parts about 15 percent in the operas and 17 
percent in the oratorios; recorders about 28 percent in 
the operas and 15 percent in the oratorios. In the remain
ing pieces, flutes and recorders alternate between inde
pendent use and doubling other parts. In all but a hand-
full of pieces Handel uses only alto recorders or transverse 
flutes in D. On rare occasions he specifies a higher or 
lower member of the flute or recorder family. 
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Handel's works have finally begun to receive the 

attention and study that they deserve in this century. 

His use of specific singers or types of voice in theatric

al works has been examined, but, as with many other areas 

little attention has been given to his use of the recorder 

and transverse flute in operas and oratorios. The ero-

neous assumption has been made that these instruments are 

used very little or not at all*. Recorders are in fact 

used in ten oratorios and twenty-five operas; transverse 

flutes are used in seventeen oratorios and eleven operas. 

This paper illustrates how Handel uses these popular Bar

oque woodwinds. It focuses on his technique of borrowing 

and doubling; on the types of pieces using flutes and re

corders; and on the keys Handel used. I base my findings 

on Chrysander's edition of the Handel works^, which—al

though presenting conflations--is both accessible and com

plete . 

The core in Handel's opoera Tatorio orchestra 

consisted of oboes, strings, and the continuo group... 

the opera Siroe, Berenice, and Imeneo, as well as in sev

eral oratorios, there were in fact no additions to this 

ensemble. Flutes and recorders, however, are used as obbl 

gato instruments in most of the operas and many oratorios, 
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as are other instruments—including bassoons, horns, trum

pets, tympani, and even viols, theorb, harp, and an early 

form of the clarinet. Recorders are usually used in pairs, 

although there are a number of obbligato recorder solos. 

Transverse flutes are more commonly used singly than are 

recorders. At times Handel uses both flute and recorder 

in the same piece, either doubling each other or indepen

dently, thus contradicting the common Baroque practice 

of using a single player for all high woodwind parts. 



Notes for Introduction and Overview 
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1. Edgar Hunt, "Recorder," The Mew Grove Dictionary of 
Music and Musicians. (London: Macmillan, 1980) vol. 
15, p. 655: "Handel did not write for the recorder 
in his oratorios." 

2. Fred. Chrysander, ed. , The Works of George Frederick 
Handel. (Leipzig: The German Handel Society, Brei-
kopf and Hartel, 1859-1894, 1902; reprint Ridgewood, 
New Jersey: Gregg Press, 1965). 
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Chapter 1 

THE RECORDER AND TRANSVERSE FLUTE: 

THE INSTRUMENTS AND THEIR LITERATURE 

The term "flute" is used for a large group of instru

ments in many shapes and sizes having one common feature: 

an air column confined in the hollow body and set into 

motion by the vibration of a thin jet of air from the play-

yer's lips, striking the sharp edge of an opening. The 

sharp edge may be the cut off end of a tube; the jet of 

air may be directed and shaped by the player's lips, as 

in the transverse flute, or it may be directed through 

a prepared channel against a fipple, as in the recorder, 

flageolet, whistle, and organ flue-pipe. These two basic 

divisions, the flutes with "free air-reeds" and the flutes 

with "confined air-reeds," may be further divided by secon

dary features including the shape of the vessel enclosing 

the air column, whether the tube is open at both ends or 

closed at one end, absence or presence of finger holes, 

and so on. For the purpose of this study, the instruments 

under consideration will be limited to the transverse flute 

and the recorder as popularly used in the seventeenth and 

eighteenth centuries in Europe and England. 

The date of the appearance of the first true recorder 

is uncertain. The evidence of paintings and sculpture 
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prior to the early sixteenth century is too ambiguous to 

identify the instruments in them conclusively. Sebastian 

Virdung's treatise Musica qetutsch und Ausqezoqen (1511) 

was one of the first works to describe the recorder in 

enough detail to identify it positively as the same instru

ment that evolved into the Baroque recorder. Agricola 

(1528), Ganassi (1535), Praetorius (1619), and Marsenne 

(1636) catalogue and describe families of both recorders 

and flutes and their uses. Marsenne calls the recorder 

"flute d'Angletter," "flute a neuf trous," or "flute 

douce." Palsgrave's English-French vocabulary of 1530 

defines the recorder as a "pype fleute a ix neufte trous." 

In England, a clear distinction is made between the flute 

and the recorder at this time; outside England, no such 

clearly distinct nomenclature existed, although both instru

ments were used extensively. 

In the sixteenth century, recorders were still made 

in one piece with the exception of the larger sizes. Both 

recorders and flutes were built in sets, although fewer 

sizes were used for flutes—generally only the treble, 

tenor/alto, and the bass. The so-called "renaissance" 

recorder of this period (1450-1600) had a wide, almost 

cylindrical bore, a narrow tongue, and a high mouth. Com

pared with the primitive instruments of reed or bone, this 

Virdung recorder is already a highly developed instrument. 
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It sounds particularly well in the lower register, where 

the tone is full and well-sustained; the upper register, 

however, is weaker. The instrument of Praetorius, illus

trated about one hundred years later, still has a narrow 

tongue and a high mouth, but a conical bore; consequently 

the overtones are enhanced and the tone is brighter*. 

Venice had been the center of instrument manufacturing, 

but by the middle of the seventeenth century it had moved 

to France, where the Hotteterre family changed the renais

sance one-piece design of recorders and flutes into a 

design for instruments in several joints. The new design 

became standard throughout Europe, and the change in struc

ture of the recorder resulted in quicker response and 

stronger high notes. The conical bore, low mouth and wide 

tongue improve the third octave, thought there is some 

loss of fullness of tone which was so characteristic of 

the renaissance recorder's lower register. The more pene

trating tone of the Baroque recorder with its richer over

tones and wider compass enables it to be used increasingly 

as a solo instrument2. Generally speaking, the recorder 

was used in four different ways from the end of the sixteenth 

century to the middle of the seventeenth: a) in the new 

"concertato" music performed by large choirs of recorders 

on the Venetian model, with many possibilities of contras

ting and combining groups of instruments; b) in pure 
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recorder consorts in domestic and chamber music of an intim

ate character; c) as a single instrument to strenghten 

the parts in vocal choirs and for playing in consort with 

other instruments; and d) as an instrument to accompany 

singing and dancing in popular and rustic music-making. 

All but (a) were already used in the fifteenth and early 

sixteenth century and it is (d) that grew into the use 

of the recorder in the operas and oratorios of Handel, 

which will be the focus of this study. 

In France, the transverse flute was already more popu

lar than the recorder by the time Lully and Lambert began 

introducing it into their operas—although Lully occasion

ally used recorder in the stage works, mostly for imita

tive effects. Many suites for two treble instruments, 

playable on nearly any instrument and with a limited range 

and key, were written in the late seventeenth through the 

early eighteenth century. Boismortier has trios in Opus 

7 originally for transverse flute that were often trans

posed for recorder, and the solo and trio sonatas of 

Loeillet and Paisible and suites of Hotteterre constitute 

the primary areas of composition for the recorder in eight

eenth-century France. 

The violin was the instrument of preference in Italy 

during this period; nevertheless, Valentine's solo sonatas 

and Sammartini's trio sonatas demonstrate that the alto 
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recorder was used. Alessandro Scarlatti's few instrumental 

compositions make use of the recorder as well. Vivaldi's 

instrumental output was much greater than Scarlatti's, 

and Vivaldi's care in distinguishing recorder from trans

verse flute equalled Handel's. Fortunately there is much 

for the recorder by Vivaldi, including several concertos, 

trio sonatas, and the Sonata in G minor for recorder and 

continuo from II Pastor Fido. Excellent recorder sonatas 

were also composed by Benedetto Marcello and Francesco 

Veracini. 

In Germany the recorder was popular during this per

iod; Schutz and Ahle had used the recorder in their sacred 

works, and Bach's cantatas contain some of the best music 

written for the instrument. Bach and Telemann exploited 

the recorder's high register, where it may be easily heard 

over other instruments. Telemann's solo and trio sonatas 

contain excellent recorder music, and his quartets often 

call for transverse flute, in addition to extensive orches

tral and catata works with obbligato flute and recorder 

parts. Mattheson's trio and duet sonatas were tamer than 

Telemann's. There are a few oddities in the German reper

toire, including Schickhardt's concerto for four recorders 

and continuo and Schmeltzer's sonata for seven recorders. 
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The recorder was used consistenly in England: Eliza

bethan and Jacobean dramatists used the recorder for inci

dental music. During the period it was used almost exclu

sively in "other-worldly" contexts—scenes of death, mir

acles, unearthly joy or to denote the presence of a Chris

tian or pagan deity3, This usage continued into the Res

toration period. The use of the recorder in pastoral scenes 

developed in Italy, but was not copied in England at this 

time except by Purcell. Purcell used recorders extensively 

in his dramatic and vocal works, usually in pairs and often 

in thirds. In Theodosius they accompany the bass voice 

in "Hark, behold the heavenly choir," and in the Ode on 

St. Cecilia's Day, two altos and a bass recorder interact 

with the strings in a symphony introducing the duet for 

alto and tenor voices, In vain the am'rous flute." 

The period 1680-1730 produced a great deal of original 

music and arrangements for recorder in England. Composers--

including Finger, Croft, Paisible and Loeillet--wrote inter

esting sonatas, and arrangements like Corelli's were pub

lished. Henry Purcell's brother Daniel wrote several good 

sonatas. Woodcock wrote concertos for sixth-flute (that 

is, soprano recorder in D) and strings, and Gallaird, the 

oboist who doubled on recorder for Handel's orchestra, 

wrote a number of competent works. Arne, Pepusche, and 
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Croft produced pastoral cantatas with recorder obbligato 

as well. 

Handel's use of the recorder and flute throughout 

his total compositional output is consistently throughout 

time and in all types of works. Flutes and recorders are 

used in nine of Handel's secular cantatas, nine of his 

English church compositions, two orchestral concertos, 

five trio sonatas, eight solo sonatas, a harp concerto 

designed to be performed in the intermission of the ora

torio Alexander's Feast, two pieces in the Water Music, 

and several fragmentary pieces in addition to the extensive 

use of recorder and flute still to be discussed in the 

operas and oratorios. None of the seventeen wind ensem

bles specifies flute or recorder, but there are two Marches 

arranged from movements from Joshua for fife, one in D 

major and the other in C major. 



Notes for Chapter 1 
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1. Edgar Hunt, The Recorder and its Music. (London: 
Ernst Eulendburg Ltd. 1962). pp. 11-33 . 

2. Edgar Hunt op cit. pp. 38-39. 
Anthony Rowland-Jones, Recorder Technique: Interme
diate to Advance. (Oxford: Oxford University Press, 
1986), pp. 11-14. 

Kenneth Wollitz, The Recorder Book. (New York: Alfred 
A. Knopt, 1982). p. xviii. 

3. Edgar Hunt op cit. p. 47. 
Hans-Martin Linde, The Recorder Player's Handbook, 
trans. James C. Haden (London: Schott Music Corpor
ation, 1974). p. 73. 

Anthony Rowland-Jones, Recorder Technique. (London: 
Oxford University Press, 1959). p. 4. 



Chapter 2 

HANDEL'S LIFE AND WORKS: A SUMMARY 
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Although he was born in 1685, Handel's musical train

ing began only in 1697, when he was twelve, with F. W. 

Zachau. He progressed quickly, and in March 1702 was 

appointed organist at tne Calvinist Cathedral in Halle, 

where he met the young Telemann, then a student at Leip

zig. In 1703, Handel went to Hamburg, joining the opera 

orchestra there as a ripieno second violinist and later 

as a harpsichordist. While in Hamburg, he composed 

his earliest extant dramatic works. In 1706, Handel left 

Hamburg for Italy, where he visited Florence and Rome. 

In 1707, he composed a number or secular cantatas, inclu

ding "Dixit Dominus" and "Nisi Dominus" using recorders. 

In Rome in 1708, La Resurrezione and II Trionfo del Tempo 

were composed; later that year in Naples, Handel wrote 

Aci, Galatea e Polifemo and several secular cantatas using 

recorder and transverse flute. 

In 1710, Handel accepted the position of Kapell

meister to Elector Georg of Hanover on the condition 

that he could take an immediate leave to visit England. 

This was arranged, and Handel composed Rinaldo there 

in 1711. He returned briefly to Hanover, and was in 

London again in 1712 to compose II Pastor' Fido and 
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Teseo. In 1714, Handel's Hanover employer followed 

him to England as King George I. Silla was composed 

that year. 

1719 was a turning point in Handel's career: 

he became musical director for the Royal Academy of 

Music then being formed, and the next ten years were 

very productive. In 1720, Acis and Galatea was comp

leted, as was Radamisto; Muzio Scevole* and Floridante 

were composed in 1721, and between 1723 and 1725, Handel 

produced Ottone, Flavio, Giulio Cesare, Tamerlano, 

and Rodelinda. Scipione and Alessandro were composed 

in 1726, as was a "Te Deum" in A major based on a Chandos 

"Te Deum" using transverse flute. In 1727 Handel applied 

for naturalization and George II ascended to the throne. 

In 1728, Handel composed Siroe and Tolomeo. 

The Royal Academy collaped in financial ruin in 

1729; Handel arranged a Second Academy at the King's 

Theatre and composed Lotario that year. Partenope 

was composed the next year, as were the Opus 4 Trio 

Sonatas, nos. 1 and 4 containing parts for flutes or 

recorders. The composition of Poro, the second version 

of Rinaldo and the first performance of Acis and Galatea 

all occured in 1731; in 1732, Handel composed Ezio 

and Sosarme, had the first production of Esther, and 
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revised Aci, Galatea e Polifemo/ adding a great deal 

of new music. 

Despite the establishement of the competing Opera 

of the Nobility at Lincoln's Inn Field, in 1733 Handel 

composed Orlando, Deborah, and Athalia. In 1734, Handel 

moved his opera company to the Theatre Royal at Covent 

Garden; the Opera of the Nobility moved to the King's 

Theatre. Handel composed Arianne, II Parnasso in Festa, 

and the Orchestra Concerti Opus 3 that year. In 1735-

1736, he produced Ariodante, Alcina, Alexander's Feast, 

and Atalia. Before his health deteriorated in 1737, 

Handel composed Arminio, Giustino, and Berenice. He 

recovered from an apparent stroke enough to compose 

a Funeral Anthem for Queen Caroline and perform some 

revisions to II Trionfo del Tempo, including an English 

translation titled The Triumph of Time and Truth. Fara-

mondo, Serse, and the Organ Concerti Opus 4 were brought 

out in 1738; Opus 4 no. 6 was in fact a harp concerto 

with two recorder parts used in the intermission of 

performances of Alexander's Feast. Saul, Israel in 

Egypt, and the Grand Concerti Opus 6 were composed 

in 1739, and L'Alleqro, il Penseroso ed il Moderato 

and Imeneo in 1740. In 1741, Handel composed his last 

opera, Deidemia. 
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After 1741, Handel's energy went into composing oratorios 

and continuing revivals and revisions of older works. In 

1741, Samson and The Messiah were composed. In 1743, Joseph 

was first produced; in 1744, Semele. Hercules and Belshazzar 

were composed in 1745, and Judas Maccabeus and The Occasional 

Oratorio in 1746. Alexander Balus and Joshua were first 

produced in 1747 and Solomon in 1748. In 1749, Handel composed 

Theodora and Susanna, as well as the Anthem on Peace, which 

uses the transverse flute in the aria "How beautiful are 

the feet." In 1750, he produced The Choice of Hercules and 

in 1751 Jephtha. 

After 1751, Handel continued to revise and revive ora

torios and operas, although further composition ceased be

cause of his failing health and eyesight. At his death in 

April 1759, Handel's estate totaled nearly 20,000 pounds, 

including more than 1900 pounds earned by performances of 

the oratorios in that last season. 
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Notes for Chapter 2 

!. Handel composed only Act III of this opera; Act I 
was composed by Mattei and Act II by Buononcini. 
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HADNEL'S USE OF BORROWED MATERIAL AND 

MULTIPLE WOODWIND PLAYERS 

23 

It is well documented that Handel borrowed musical ma

terial from himself and from many other composers. He started 

this practice in his youth and continued it throughout his 

career; his contemporaries often mentioned it. There was no 

stigma attached to such borrowing before the nineteenth cen-

turyl; in fact it was considered favorably as long as the bor

rower improved the material and made it his own. Handel almost 

always did this. He made no attempt to hide his borrowing. 

The borrowed material was usually used as a germ, and the "new" i 

piece diverged in unexpected directions from the original. 

At times, Handel appeared to improvise on borrowed material, 

spinning off melodic, harmonic, and contrapuntal variations. 

He changed key, affection, libretto, and instrumentation as 

well. This is especially clear where Handel took material 

from previous operas and oratorios, often changing his own 

use of recorders and flutes. 

A great deal of the music for The Choice of Hercules 

(1750) was borrowed wholly or with modification from other 

works. The instrumental introduction to "This manly youth's 

exalted mind"2 (musical example 1) is virtually identical to 
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Traversa I. 

Violiuo I. 

Viola. 

Bassi. 
I>i am 

Musical Example 1 
The Choice of Hercules 

"This manly youth's exalted mind" 
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that of "Gentle Morpheus" from Handel's own Alceste^ (musical 

example 2), although the voice parts are different. "See, 

Hercules!" in The Choice of Hercules^ (musical example 3) is 

taken from the symphony for the descent of Apollo from the 

same Alceste^ (musical example 4). Handel replaces the oboes 

in the original with transverse flute in "See, Hercules!," 

expands the piece by adding a vocal part and creates an accom

panied recitative. ' He also modifies the carefully graded cres

cendo. In Alceste, it grows from a piano through mezzo forte 

to forte up to forte assai for the entry of the god; in The 

Choice of Hercules, it cuts back after the forte to mezzo piano 

to introduce the recitative. 

"S'agita in mezzo all'onde" from Aci, Galatea e Polifemo 

(1708)® (musical example 5) uses alto recorderes to double 

the violins. The aria is in F major, a key typically used 

for pastoral pieces and well suited for the recorder. Running 

triplet figures characterize the melodic lines. Handel used 

this figure in its arpegiated form in "Hush, ye pretty warbling 

quire" in Acis and Galatea (1720)7 (musical example 6). Another 

feature has changed: instead of two recorders, Handel now 

uses one "flauto piccolo" (sopranino recorder). Although a 

great deal of the time the high recorder doubles the first 

violin, it occasionally diverges into independent ornaments 

imitating the birdsong referred to in the text. Clearly this 

is the primary reason for using the high recorder instead of 
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eAndante. 

Traversa. 

Violino I. 

Violino II. 

Cai.liofk. 
(boprmio.) 

(Bassi .i 

mesxo piano, ^ 

Viol, tolo 

mezzo 

Tutfl 

Mr>. Artie 

son of 
komm her _ 

- iher *peed 
_ le ati . 

Geo . llv 
Ed . l?r 

Mor . ph*a» 
Jfor . vheut, . aux, 

ihe bat . mv 
fin Jiit . hf . 

dtw <»f ••Ifep 
bett ce.macht, 

.  rv f l ight !  
Fit. _ .ti'ch nu\i 

and h is  u  ra . rv  sru . srtiMtrp jin 
dir.ifm Mil.drn, fanft und utiht, >xri 

Musical Example 2 
Alceste 

"Gentle Morpheus" 
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Solo. Andante. 

Violiiio I. 
Yiolino «olo. 

Bassi 

Tulli. 

Musical Example 3 
The Choice of Hercules 

"See, Hercules!" 
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Larghet/o. 
Oboe I. II. 

Violino I. 

Violino II. 

Viola. 

Musical Example 4 
Alceste 

Descent of Apollo 
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(Flauto, e 
Violino I.) 

(Flauto, e , 
Violino 11., 

iViola.) 

GALATEA. 

Pr J l [-I'l', 

\ \* '  s*  
i _ p  t, f .  f f .  

r >-  •» '  •  

»  

|| " m4'  i • 

M** ^ 1 '  

• 

Sa.gi.ta in mtx.io all ta - no dnl .U *a .%i. ta in mrt.xo all 

Musical Example 5 

ft-ci i—Galatea e Pol i fp.mn 

'S'agita in mezzo" 
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Andante. 

rfauto piccolo. 

Violino I. 

Tiolioo If. 

Galatea 

[Violoncello,] 

*• *• + 

LjJT^rL!! 

T t f T T r . T  

hu*h, ye pret 
forty an s>2 

Violoncello. 

Musical Example 6 
Acis and Galatea 

'Hush, ye pretty warbling quire' 

iTutti.j 
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the altos: this piece is a birdsong, where the model is a 

pastoral depicting a shipwreck. 

"S'agita in mezzo" is also used as a basis for "Fuor di 

periglio" in Floridante (1721)® (musical example 7). Here, 

Handel took even more liberty with his original. The oboes 

double the violins, freeing the recorder to be more independent. 

Handel changes the meter, so the borrowed triplet figures be

come uneven (tf^gfef). The inclusion of oboes with recorders 

raises the issue of how many woodwind players might have been 

available to Handel at any time. 

In eighteenth-century Europe, the same players routinely 

played all the upper woodwind parts. Handel had access to 

several fine oboe, flute, and recorder players starting in 

the period of the Royal Academy, 1720-1729. Jean Baptiste 

Loeillet ("John Loeillet of London," 1680-1730) was perhaps 

the best known of the flute players, although John Ernest 

Galliard (c. 1687-1749) settled in London around 1706, building 

a reputation as a fine oboist and doubling on flute. Michael 

Festing played flute in the King's Theatre early in the Royal 

Academy period; his son Jack played flute and oboe for Handel 

while amassing a fortune—totaling 8000 pounds at his death— 

teaching these instruments. Charles Weideman settled in London 

about 1726, joining Handel's forces as a flute player. Other 

oboists, including Kytsch, Sammartini, and Richard Vincent, 

probably also doubled on flutes and recorders. 
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(Flauto I.) 

(Flauto II.) 

Violino I. 
Oboe 1. 

Violino II. 
Oboe II. 

Viola. 

Cembalo. 

f , » » » • »  '**. 

Musical Example 7 
Floridante 

"Fuor di periglio" 
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fuor di pe - di fir, ro ar. ti . glio cojom.he a . mate lor, xa. 

Violonc. 
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There are, however, several situations where both 

oboes and flutes or recorders are called for, either 

simultaneously or in such close succession that indivi

dual players cannot cover both parts, or where flutes 

and recorders are used together. The just cited "Fuor 

di periglio" from Floridante (1721)^ is the earliest 

example of this in the operas; all examples in the 

operas involve recorders. "Vivo in te" from Tamerlano 

(1724)10, »con rauco mormorio" from Rodelinda (1725)H, 

and the Musette II in Ariodante (1734)12 3,33 the transverse 

flute. These pieces using transverse flutes and recorders 

together were all performed after Handel had established 

an orchestra with competent traversa players; prior 

to the 1720's, he rarely used the transverse flute 

and did not use the instrument independently. He had 

reason to be wary: the early eighteenth-century Baroque 

flute was at best a difficult instrument to play in 

tune through its entire register, even when played 

by skilled player. In the early sacred works, "Du 

hattest keine Mach uber mir" from The Passion (1704)13 

uses oboes and recorders on both violin lines, and 

"Per me gia di morire" in Resurrezione ( 1 7 0 8 ) 1 ^  i s  

scored for "due flauti e un oboe sordo" together with 

violin solo, viola da gamba, violins I and II, viola, 

cell, cembalo, and contrabassi. After these early 
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works, Handel does not require multiple high woodwinds 

in a single piece until 1721. 

In Esther (1732), recorders double the oboes in 

"Breathe soft, ye gales,"15 cited in full as musical 

example 8. Despite the rich orchestration of two recor

ders, two oboes, two bassoons, five separate violin 

parts, viola, cello, double bass, theorbo, harp, harpsi

chord, and organ, the dynamics in this aria are limited 

to piano and pianissimo. The instruments are divided 

into two groups: the woodwinds are linked with the 

rogan, cello and double bass, and the upper strings 

with the harpsichord, theorbo and harp. Initially 

the two groups are used alternately and later they 

are mingled. Not only did Handel have, access to several 

woodwind players for this work, he must have had access 

to several continuo players to cover all these parts. 

Judas Maccabeus (1746) includes two pieces combining 

woodwinds: "Wise men flatt1 ring"uses paired trumpets, 

recorders, oboes, and bassoons with strings and borrows 

melodic material from "Se vuoi pace" in Aqrippina (1708)1^ 

and from the Cantata with Instruments no. 24, "Amo 

T i r s i . " 1 8  jn "Wise men flatt'ring," the recorders 

double the violins, not the oboes, in the A section 

of the da capo aria. Handel exchanges recorder for 

transverse flutes in the chorus "See the conqu'ring 
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cAndante larghetto. 

Flauco I. 

Flauco II. 

Oboe 1. 

Oboe II. 

Violino I. 

Violino II. 

Violino III. 

Violino IV. 

Violino V. 

Bassons I. 

Bassons II. 

Violoncello, 
e Contrabasso. 

Cembalo, 
Teorba, e Harpa. 

Organo. 

Musical Example 8 
Esther 

"Breathe soft, ye gales" 
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Ye rills, to «i. lence roll! 
Du Quell, itr&rtt tcktcefrend. fort/ 

breathe soft, 

waV sanft, 
breathe 

weK 
Breathe soft,. 

JfeK *anftt 
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hero comes,"19 also from Judas Maccabeus. This is 

one of only a very few examples of the use of flute 

or recorder in a chorus, and again the flutes double 

the violins. The text mentions trumpets and drums 

explaining the use of corni and tympani; perhaps the 

ceremonial nature of the song inspired Handel to use 

the large forces. In Solomon (1748), two transverse 

flutes double the solo oboe in "Will the sun forget 

to streak."20 Here the Queen of Sheba sings a pastoral 

simile aria in gratitude for all she has learned. 

A second version^l is provided without the flute and 

oboe punctuations of the vocal parts. 



OPERAS AND ORATORIOS SHARING MATERIAL 

PIECES BORROWING 
MATERIAL 

SOURCES FROM WHICH BORROWED 

Acis and Galatea 
"Hush, ye pretty 
warbling quire!" 
(sopranino recorder) 

Judas Maccabeus 
"Wise men flatt1-
ring" 
(2 recorders) 

Joshua "See the 
god-like youth 
advance" (2 flutes) 

Solomon "Beneath the 
vine or fig tree's 
shade" (2 flutes) 

The Choice of Hercules 
"See, Hercules!" 
(2 flutes) 
"This manly youth" 
(2 flutes) 

Aqrippina "Vaghe fonti" 
(2 recorders) 

II Pastor Fido 
"Caro Amor" (2 flutes) 

Amadiqi "Sussurate" 
(2 recorders) 

Floridante "Fuor di 
periglio" (2 recorders) 

Ottone "Deh! non dir" 
(2 recorders) 

Aci, Galatea e Polifemo 
"S'agita in mezzo" 
(2 recorders) 

Aqrippina "Se vuoi pace" 
(oboes) 

Judas Maccabeus "See the god
like youth advance" (2 flutes) 

II Parnasso in Festa "Non 
tardate" (2 oboes) 
Terpsichore "Accorrette, o voi 
pastori" (no woodwinds) 

Alceste symphony for the descent 
of Apollo (2 oboes) 

Alceste "Gentle Morpheus", first 
setting (1 flute) 

Trionfo del Tempo "Crede l'uom" 
(2 recorders) 

Resurrezione "Ferma l'ali" 
(2 recorders) 

Silla "Dolce nume" 
(2 recorders) 

Aci, Galatea e Polifemo "S'agita 
in mezzo" (2 recorders) 

Trionfo del Tempo "Vaghi lumi" 
(no woodwinds) 

Flavio "Parto, si" 
(1 flute) 

Teseo "Dolce riposa" 
(oboe solo) 



OPERAS AND ORATORIOS SHARING MATERIAL cont. 

PIECES BORROWING SOURCES FROM WHICH BORROWED 
MATERIAL 

Giulio Cesare II Pastor Fido "Fato crudo" 
"Piangero" (voice and continuo only) 
(1 flute) 

Scipione "Se Trionfo del Tempo "Tu giurasti" 
mormora" (2 flutes) (tutti unisoni) 



PIECES USING MORE THAN A SINGLE TYPE OF NON-CONTINUO 
WIND INSTRUMENTS 
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OPERA/ORATORIO PIECE 

Floridante (1721) "Fuor di periglio" 

Tamerlano (1724) "Vivo in te" 

Rodelinda (1725) "Con rauco mormorio" 

Alessandro (1726) "Solitudini amate" 

"In generoso onor" 

Ariodante (1734) Musette II 

Giustino (1736) "In braccio a te la 
calraa del cor" 

"Puo ben nascer" 

Arminio (1736) 

Resurrezione 
(1708) 

Esther (1732) 

Judas Maccabeus 
(1749) 

"Quando piu 
minaccia" 

"Per me gia di morire" 

"Breathe soft, ye 
gales" 

"Wise men, flatt'ring" 

"See the conqu'ring 
hero comes" 

WIND INSTRUMENTS USED 

flauti I, II; oboe I, 
II; bassoons 

traversa e flauto I 
traversa e flauto II 

B section only; 2 
flauti & 1 traversa 

flauto I, II; oboe I 
II; bassoons 
B section only; 2 
flauti leading into 
finale with oboes 

I traversa; 2 flauti 
replace violins in 
middle section 

tutti; one section 
marked "flauti senza 
oboe e senza violini" 
oboe e flauto I; 
flauto II; basso de 
flauto 

flauto I, II; oboe I, 
II 

tutti flauti e un 
oboe sordo 

flauto I, II; oboe I, 
ii; bassoons I, II 

corno I, II; flauto 
I, II; oboe I, II; 
fagotto 
corno I, II; traversi 
(sic) I, II; oboe I, II 

Solomon (1748) "Will the sun forget 
to streak" 

oboe solo, traversieri 
tutti 
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Chapter 4 

RECORDERS AND FLUTES USED INDEPENDENTLY 

OR TO DOUBLE OTHER PARTS 

Handel used the recorder and transverse flute in three 

basic ways: 1) for doubling other parts, either instru

mental or vocal*; 2) for independent musical lines; or 

3) for a mixture of these two categories. I first dis

cuss Handel's treatment of these instruments in the operas 

and then in the oratorio-like works. 

In the operas, the recorder doubles other parts, pri

marily the violins, in 56 percent of the pieces where it 

is used, is independent of all other parts 28 percent of 

the time, and alternates in 16 percent. The proportion 

is fairly consistent through all periods, although the 

recorder is used independently more in the years between 

.1725 and 1730, when Handel had access to some fine instru

mentalists. Handel used the transverse flute as he used 

the recorder, although in the operas less independently. 

The transverse flute is used as a doubling instrument in 

54.5 percent of its appearances, independently in 15.2 

percent, and alterniting in 30.3 percent. Before 1725 

it is used exclusively as a doubling instrument; in the 

1725-1730 period, Handel had more skilled flute players 

and therefore used the instrument independently more. 
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After 1731, he used the traversa about equally in all three 

categories listed above. 

Not surprisingly, most of the operatic pieces inclu

ding recorders and flutes are lovesongs, pastorals, or 

a combined category that can be called pastoral lovesongs. 

Two examples of lovesongs using recorders independently 

of other parts have already been discussed briefly in the 

previous section concerning the use of multiple woodwind 

players^. "Sprich vor mir ein susses Wort" from Handel's 

first extant opera Almira (1704)3 (musical example 9) re

places the violins entirely with two recorders. The parts 

are well suited for two alto recorders, and the viola solo 

line4 provides an energetic running eighth-note part. 

The voice and recorders trade melodic material back and 

forth, though Handel is careful not to allow the text to 

be obscured. 

In the relatively short da capo aria, "Morte vieni" 

from Riccardo Primo (1727)5 (musical example 10), Handel 

uses traversa bassa, or the alto flute, a fourth lower 

than the standard transverse flute in D, in a solemn lament 

where it is independent of all other parts, The piece 

itself is interesting for several reasons: although the 

flute part is within the playing range of the standard 

transverse flute in D, it is set for the lower, darker 

instrument in A, producing a more solemn sound; the flute 



Flauto I. 

FJauro II. 

Viola di 
braccin. solo. 

OsMAN. 

J t tu i / t lgr .  he  I i v  Jrm «•Jr iav i tn  

Musical Example 9 
Almira 

"Sprich vor mir" 



SCENA II. 
Atrio. 

COSTANZA,e poi PCLCllERIA. 
X ... C 

Largo assai. 

Traversa bassa. 

Violino I. II. 

Viola. 

COSTANZA. 

main 
» • »  

ci> ni, 

Bassi. 

main mor-te, in van ti chimno,morte, van, in van ti chiamo, oA 

11* i 
riffm, morte,vieni, 

//Tne.J 

S« /a t/a lun-ge U vuol mia crujfa in.sa.zi.a. bii J/or.te, sorte. 

Musical Example 10 
Riccardo Primn 
"Morte vieni" 



itself moves slowly, mingling amidst the string parts rather 

than rising above them to be more easily heard; and finally, 

the entire aria is in F minor (or C minor for the alto 

flute), an awkward and dark key for an instrument built 

to play in sharp keys. Perhaps the alto flute was used 

in order to put the player at a bit less of a disadvantage; 

C minor is less difficult than F minor, and the appropriate 

tone quality is still produced using the lower instruments®. 

"Vaghe fonti" from Aqrippina (1708)7 (musical example 

11) is an illustration of what might be considered the 

typical use of the recorder in Baroque opera: two alto 

recorders double the first and second violins at the octave 

in F major in a pastoral aria. Here Handel has borrowed 

melodic material from "Ruhig sein" from Keiser's Octavio 

and from Handel's own "Crede l'uom" in Trionfo del Tempo 

(1708)®. "Crede l'uom" also uses two alto recorders to 

double the violins in an F major pastoral, though it may 

also be classified as a lament. Where in "Vaghe fonti" 

the recorder parts were written on separate lines, in "Nasce 

il sol" from Rodriqo (1707)9 (musical example 12) the 

recorders are instructed, in the present score of Chrysan-

der's edition at least, to play from the violin parts. 

Occasionally the lower recorder part descends as low as 

d'; this might mean that either the alto recorder player 

was to read these sections up an octave, or perhaps that 
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Due Flauci. 

Violini surdi. 

(Viola.) 

OTTONE. 

Bassi pizzicati 
senza Cembalo. 

•JTOL njz fp S7&i J 

piano per umo 

piano per (0(10 

piano per tatto. 

J7J1S& rm. JJ72J1& 

che mormo ranjlo fon-ti, 

cos CeiktU. 

Musical Example 11 

"Vaghe fonti" 
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SCENA m. 
Esilena. « Fernando. 

Flauti.c 
Violino I. 

Flauti.e 
Violino II. 

(Bassi.) 

ix JL 

jl» 

Viol. Toll!. 

VIul. Tulll. 

la; poi riaf-Xa - tceil tol, scker.xa, ne como . 

Musical Example 12 
Rodriao 

"Nasce il sol" 



53 
the part was to be played on a voice flute, or tenor recor

der in D. (Parts for recorders in D were not uncommon 

in this period, although at no place in the Chrysander 

edition of Handel's operas or oratorios are they specifi

cally mentioned.) 

"Troppo sofferse" from Radamisto (1720)10 contains 

a part for a single traversa that variously doubles the 

first and second violins in a lamenting lovesong (musical 

example 13). The flute punctuates the voice part, but 

rarely plays at the same time as the singer. The mood 

is melancholy, and the flat key of major emphasizes 

this. Handel borrowed material from the opening of "Vedi 

spietato" in Vivaldi's Orlando finto passo (1719). The 

same basic song--or a variation of its A section—appears 

later in Radamisto^* for another character, Polisena (in

stead of for Zenobia) and in G major, a much less difficult 

key for the transverse flute (musical esample 14). In this 

version, the traversa is independent of the violins for 

the first eleven bars, then joins the first violins and 

doubles them throughout. The text is the same; the change 

of key also changes the mood to a more open-air pastoral 

feeling, more typical and idiomatic for the traversa. 

"Fuor d i  periglio" from F l o r i d a n t e ^  h a s  already been dis

cussed as an example of Handel's borrowing. In addition 

to being based on material from "Vaghe perle" in A q r i p p i n a ^  
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Musical Example 13 
Radamisto 

"Troppo sofferse" 
Version 1 
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Traversa. 

Violino I.II. 

Viola. 

Bassi. 

Viol. I col Tnr. Jt M. 

m J 

' '•* 'wi I a 
yue - tto mio Drofjpo sof. fer - se del 

del cie - lo, lor. del tan - to do-
• 

tan. to do. 

Musical Example 14 
Radamisto 

"Troppo sofferse" 
version 2 
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"S'agita in mezzo" in Aci, Galatea e Polifemol^ and "Wallet 

nicht zu laut" in Reiser's Octavio. "Fuor di periglio" 

is also an example in a lamenting lovesong of the use of 

recorders, sometimes doubling the strings and oboes and 

sometimes working independently. 

The one category in all operas where the recorders 

are used independently is that of birdsong. "Augelletti 

che cantate", from both the 1711 and 1731 versions of Rinal-

do!5, uses a sopranino and two alto recorders. The second 

version of this piece is several bars shorter than the 

first, eliminating some of the sopranino recorder's runs, 

Both versions are given in full as musical examples 15 

and 16. "II volo cosi fido" from Riccardo Prino (1727)1® 

uses the sopranino recorder for birdsong imitations in 

a pastoral lovesong. "Nel spiegar suo voce" from II Parnasso 

in Festa (1734)*7 (musical example 17) calls for either 

two transverse flutes or two recorders for a joyful pastoral 

birdsong; the key (D minor) and the range (g' to d *'') 

are better suited for the recorder than the traversa. 

The flutes/recorders are mostly independent in the A section 

of the da capo aria; the B section is accompanied only 

by strings. "Nel spiegar suo voce" borrows from "Through 

the land so lovely blooming" frora Athalia (1733)18 for 

two recorders in D minor, a pastoral da capo aria. In 

this source, the recorders are independent of the violins 

for approximately two-thirds of the time and double them 



Flauto piccolo 

Flauco I. 

Flauto II. 

Viola. 

Violino I. 

Violino (I. 

ALMIRENA. 

Bassi.  

Musical Example 15 
Rinaldo (1711) 
"Augelletti" 
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di .If* miolimdi.te dot'*.' 
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Flauco piccolo. 

Flauco 1. 

Flauco II. 

Viola. 

Violino I. 

Violino II. 

ALMIRENA. 

Bassi. 

"a. 

Largo. 

Musical Example 16 
Rinaldo (1731) 
"Augellstti" 
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u mio ben di _ te don 

ret.ti eke tpi.rajr, au.re dot. ciinJor.no a me, di.te, 

ben di . te dov* e! 
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Flauto ou Trav.l. 

Flauto ou Trav II. 

Violini unisoni. 

Ci. 10 

Bassi. 

gar xua 

gli au.gd. tei . ti e lau. ri in. che. .ti ad fan . to tta.van 

Musical Example 17 
II Parnasso in Fasta 

"Nel spiegar sua voce' 



for the remainder of the A section; again, the B section 

uses only strings to accompany the voice. 

In the oratorios, the recorder doubles other instru

ments or voices 35 percent of the time, is independent 

15 percent, and alternates between doubling and independence 

the remaining 50 percent. The recorder is used almost 

exclusively—rather than the transverse flute—in the ear

lier oratorios. It is used only once after 1740. Within 

this framework, earlier uses tend to alternate between 

independence and doubling; later uses tend to be either 

one or the other. The transverse flute (as opposed to 

the recorder) is used in the oratorios such as in the oper

as, though the first totally independent use of the instru

ment in the oratorios does not occur until 1746, and by 

1749 the traversa was no longer used exclusively to double 

the voices or violins. The transverse flute is used for 

doubling 37.8 percent of the time, independently 17.2 per

cent, and alternating 44.8 percent. 

"This manly youth's exalted mind" from The Choice 

of Hercules (1750)19 has already been discussed in regard 

to its use of borrowed material; it is also an example 

of the use of transverse flutes functioning independently 

of other parts. Two unusual uses of recorders in accom

panied recitatives also show the instruments in independent 

use. In "Notte funesta" from Resurrezione (1708)20 (musical 
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example 18), the voice is accompanied only by two alto 

recorders and viola da gamba, with "the night of death" 

as the main affection. The text of "Thus long ago" from 

Alexander's Feast (1736)21 (musical example 19) briefly 

refers to the flute, while two alto recorders play in an 

exagerated overdotted rhythm. Although recorders appear 

in Alexander's Feast only in this one late piece, they 

are also used to double the violins in the Harp Concerto, 

Opus 4, which was inserted during the intermission of sever

al performances of Alexander's Feast after 1739. 

The birdsong, "Hush ye pretty warbling quire," from 

Acis and Galatea (1720)22 has been cited for its borrowing 

from "S'agita in mezzo" from Aci, Galatea e Polifemo 

(1708)23 an(3 third air in Handel's Cantata with Instru

ments No. 1224; it is probably best known to recorder play

ers for the sopranino recorder part that flurries through 

the violin part imitating bird. The recorder appears 

to be more independent of the violins in "Hush ye pretty 

warbling quire" than it really is; in fact, only occasion

ally does the sopranino separate frim the violins and burst 

into flight. In "Ferma l'ali" from Resurrezione (1708)25 

(musical example 20), the recorders double the violins 

in the A section of the da capo aria; in the B section, 

the voice is accompanied by two alto recorders and viola 

da gamba. A gentle devotional aria, "Ferma l'ali" shows 
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Flauto I. 

Flauto II. 

Notte, notte fu ilulu, che del dixLno to-le con te.ne-ire a duolpiangi l'ocxa-to, 
Viola da Gamba, 
senza Conrinuo 

a. -o-

mi.o, deh, non turiarlaf l<ucia,latcia chepianfaaxh' i.o, e con to.porti- raiuio al giujto do-lor 

Musical Example 18 
pocnrrazione 

"Notte funesta" 
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Largo. 

Flmito I. 

Flauto II. 

Violinn I. 

Thus, long a-go, 

So ttimmle uhon, 
ere lieiving Bel.lows learnil lo 

eh'rock cnchctlder hnl'.ge 

Musical Example 19 
Alexander's Feast 
"Thus, long ago" 
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Flauto I 

Fiauco II 

Violini 
sordi. 

Viola 
da Gamba, 

Fer.ma 

Vtoloni senza Cembalo. 

* £ Jj #• 

Va - li,e fer.ma iu . mi non vo . son-no m . 

Musical Example 20 
Bpgnrrezione 
"Ferma l'ali" 
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the variety of colors possible with a minimal number of 

performers. 

"Tears such as tender fathers shed" from Deborah 

(1733)26 (musical example 21) doubles the two transverse 

flute parts with the right hand of the organ; Winton Dean 

suggests that this was done because the flute players were 

weak^, although by this time Handel had some very fine 

players in his orchestra. A more likely explanation may 

be that in E13 major he wanted to strengthen the flutes 

because this key was notorious for weak tones and bad half-

step intonation on an instrument designed to be played 

a half-step lower. The key itself was well-chosen for 

other reasons: its flatness and dark sonorities add to 

the affection of the text, which deals with death. The 

melodic patterns are very similar to those in the air "One 

thing have I desired" from the Chandos Anthem No. 10^8 

where recorders are used instead of traversi and double 

the violins. 
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Traversa I. 
eOrgani ««n. 

Traversa II. 

Violinol. 

ViolinoII. 

ABIXOAM. 

Bassi. 

Largo,* pianissimo. 
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Musical Example 21 
Deborah 

'Tears such as tender fathers shed" 



HANDEL'S USE 

DOUBLING 

BEFORE 1710 
flute: none 
recorder: 5 

1710-1720 
flute: 4 
recorder: 6 

1721-1724 
flute: 7 
recorder: 7 

1725-1730 
flute: 2 
recorder: 3 

1731-1734 
flute: 5 
recorder 3 

1735-1738 
flute: 0 
recorder 4 

73  
OF FLUTE AND RECORDER IN OPERA 

INDEPENDENT MIXED 

2 1 

0 1 
1 0 

0 0 
0 1 

3 5 
4 1 

2 3 
4 3 

0 1 
2 2 



HANDEL'S USE OF FLUTE AND RECORDER IN ORATORIO 

DOUBLING INDEPENDENT MIXED 

BEF0RE1710 
flute: 0 0 1 
recorder: 3 1 3 ' 

1710-1719 
flute: none 
recorder: none 

1720 (Acis and Galatea only) 
flute: none 
recorder: 10 2 

1732-1733 
flute: 10 3 
recorder: 10 1 

1736-1740 
flute: 2 0 4 
recorder: 2 1 0 

1741-1743 
flute: 10 1 
recorder: none 

1746-1748 
flute: 7 2 2 
recorder: 0 0 1 

1749-1751 
flute: 0 3 3 
recorder: none 
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Notes for Chapter 4 

1. 

2 .  

3. 
4. 

5. 
6 .  

At times, the recorder players need to transpose the 
line up an octave to fit into their range; the trans
verse flute parts may all be played at written pitch. 

Rodelinda, "Con rauco mormorio," HG Vol. 72, p. 58; 
thesis p. 3 4  

HG Vol. 55, p." 51 
The score calls for a "viola da braccio," to differen
tiate from the viola da gamba 

HG Vol. 74, p. 88 
Because of the conflatory nature of the Chrysander 
scores I have used as the basis of this study, there 
is the possibility that pieces that appear therein 
in remote keys may also have been set in keys more 
comfortable for the instruments involved. Other set
tings are not indicated in the Chrysander score; nei
ther are there indications where Chrysander may have 
changed the key of any pieces for any reason. A truly 
complete and scholarly edition of Handel's works is 
needed to answer the natural questions that arise 
concerning the use of specific instruments and keys. 

7. HG Vol. 57, P- 83. 
8. HG Vol. 24, P- 44 
9. HG Vol. 56, P- 15 . 
10. HG Vol. 63, P- 56. 
11. HG Vol. 63, P- 168. 
12. HG Vol. 65, P- 65. 
13. HG Vol. 57, P- 35. 
14. HG Vol. 53, P- 24. 
15. HG Vol. 58a ' P . 31; 
16. HG Vol. 74, P- 110. 
17. HG Vol. 54, P- 56. 
18. HG Vol. 5, P- 125. 
19. HG Vol. 18, P- 20. 
20. HG Vol. 39, P- 17. 
21. HG Vol. 12, P- 128. 
22. HG Vol. 3, P- 19. 
23. HG Vol. 53, P- 24. 
24. HG Vol. 52a ' P . 133 
25. HG Vol. 39, P- 18. 
26. HG Vol. 29, P- 185. 
27. Winton Dean , Handel 

Vol. 58b, p. 31; Vol. 58b, p. 145 

28 ,  

(London: Oxford University Press, 1959.) (hereafter 
Dean: Oratorios) p. 235. 

HG Vol. 35, p. 169. 



Chapter 5 

TYPES OF PIECES USING FLUTES AND RECORDERS 

76  

Handel used transverse flute or recorder in seventy-

nine pieces in his operas and forty-six in the oratorios. 

As might be expected, the majority of these pieces are 

lovesongs, pastoral pieces, pastoral lovesongs, and laments; 

of the seventy-nine pieces in the oepras, seven are pas

toral lovesongs, nine are pastoral songs, twenty-five are 

lovesongs, and fourteen are laments, totaling fifty-five, 

or 69.62 percent of all pieces using flutes or recorders. 

All other categories using these instruments have at most 

five examples. It is interesting to look at some of these 

unusual uses of the instruments. 

Some of the categories are not unexpected: the five 

birdsongs mentioned previously are idiomatic for the flute 

and recorder, as are the three sleep songs. In Silla (1714), 

the aria "Dolce nume de' mortali"1 in F major (musical 

example 22) is a pastoral sleep song borrowing material 

from Reiser's "Wehen dann, sanftle Lufte" in Claudius and 

from Handel's own cantata Cor fedele—the air "Son come 

quel nocciere,"^ which also uses two alto recorders doubling 

the violins at the octave. "Solitudini amate" from Al-

essandro (1726)3 uses two recorders and two oboes, requiring 
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old agio. 

I R'j.V ri 
FlautL 

Violini. 

SILL A. 

Bassi. 

LJ 

Va - U, tpie . ga Dol. mor . ee 

nel mio sen dispie dot. nu.me, 

Musical Example 22 
Silla 

"Dolce nume de' mortali" 
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the several high woodwind players available to Handel during 

the Royal Academy period (1720-29). The arioso is a love-

song as well as a sleep song, where "Ma quai, note di mes-

ti," from partenope (1730)4, may be regarded as a lament 

in addition to a sleep song. "Ma quai" is the only one 

of the three sleep songs to use the transverse flute, as 

well as the only one to use the woodwinds completely inde

pendently of all other parts. In "Ma quai," theorbo and 

pizzicati bass are used rather than harpsichord continuo, 

lightening up the texture and assisting the flutes in the 

slightly awkward key of G minor. 

Three songs deal with death; "Morte, vieni" from Ric-

cardo Primo (1727) has already been discussed for its use 

of the traversa bassa^. "Cessa o mai de sospirare" from 

Giulio Cesare (1723)6 uses recorders to double the violin 

or voice in the A section. Although "Luci care" from Ad-

meto (1726)7 (musical example 23) calls for a single traver

sa that doubles the violin only part of the time and acts 

independently at other times, the key (F minor) and the 

range make it more playable on alto recorder. Handel may 

have wanted the dark, sinister sound of the transverse 

flute in this flat minor key so often associated with per

sonal suffering; nevertheless he may have had to settle 

for a recorder player at times, to ensure an accurate, 

in-tune performance. 
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Musical Example 23 
Arimet.o 

"Luci care" 



"II tuo figlio" from Aqrippina (1708)8 is a ceremo

nial vocal quartet with the instrumental part marked tutti 

This part is playable on alto recorder ans is full of bird 

songlike passages. "Se la mia vita" from Ezio (1732)9 

calls for corni with the recorders in a battle aria. "Sve 

gliatevi nel cor" in Giulio Cesare (1723)10, a warning/ 

rage aria, has two recorders doubling the violins at the 

octave in the B section. It is in C minor, with the B 

section in the relative major, E13, a key easier for recor

der than for transverse flute, though still dark and awk

ward. "Tamburino" in Alcina (1735)(musical example 

24) calls for an independent "flauto piccolo" in a purely 

instrumental dance. Here, because of the range (d'-g1'), 

key (C major) and the indication of a small flauto, the 

use of the sixth-flute, or soprano recorder in D, is appro 

priate. Recorders are also used in the Saraband of the 

dance set in Act I of Alcina^. in Ariodante (1734)13, 

the traversa doubles the first violin in Musette I and 

II; recorders replace the violins, however, in the middle 

"allegro" section of the second musette. "Cangia sorte 

di repente" in Ezio (1732)14 a binary dance where the 

recorders double the voice (musical example 25). It is 

in fact a gavotte repeated four times, each time sung by 

a different character in a new key with a different instru 

mentation. The third time it is sung to the words "Cangia 
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Viobni unhom. 

Musical Example 24 
Alcjn3 

Tamburino 



82  

Flauti. 

ONOKIA. 

Bassi. 

«; • 
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Oboe I. II. 
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Musical Example 25 
E^io 

"Cangia sorte" 
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sorte" by Onoria accompanied by recorders; it becomes clear 

with the final repetition in D minor scored for oboe and 

violin that the piece is based on the finale of Handel's 

G minor recorder sonata 1^ (musical example 26). 

The oratorios have only forty-six pieces using flute 

or recorder; the categories into which these pieces fall 

are similar to those in the operas. As in the operas, 

in the oratorios laments and pastoral songs are the most 

common. Of the forty-six total pieces, eleven, or 23/91 

percent, are pastoral songs, and ten, or 21.74 percent, 

are laments. There are five ceremonial pieces, constitu

ting 10.87 percent. The remaining categories have three 

or fewer pieces in them; there are three each birdsongs, 

pastoral love songs, songs dealing with death, and songs 

dealing with religious devotion. Two pieces are purely 

instrumental, two are death marches, and two have texts 

referring to historical events. There is only one lovesong 

in the oratorios using flutes or recorders, and the one 

remaining piece is a song of joy, not fitting into any 

other category. 

The ceremonial pieces are all in the late oratorios; 

two, "See the god-like youth advance" 16 ancj »see the con-

qu'ring hero come,"!^ are from Judas Maccabeus (1746). 



Presto. 

Musical Example 26 
Sonata in G minor, Op. 1, no. 4 
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"Hark! he stikes the golden lyre" from Alexander Balus 

(1747)18 uses two traversi completely independently of 

the violins, and calls for a large orchestra, including 

divisi celli, harp, mandolin, contrabass and bassoons to 

emphasize the grandeur and joy of the libretto1^. "This 

manly youth's exalted mind" from The Choice of Hercules 

(1750)20 is the last of the ceremonial pieces using trans

verse flute. 

"Tears such as tender fathers shed" from Deborah 

(1733)21—one 0f two pieces dealing with death that include 

flute parts—has already been discussed for its use of 

organ to double the flute p a r t s 2 2 .  The short aria is an 

interesting emotional mixture. It is in the key of 

major, a key awkward and dark for traverse, yet also 

assocated with serenity in many contexts. The libretto 

is in fact serene and poignant: 

Tears, such as tender fathers shed, 
warm from my aged eyes descend, 
for joy to think when I am dead, 
my son shall have mankind his f r i e n d .23 

"0 take me from this hateful light" from Alexander 

Balus (1747)24, the other death song containing a traversa 

part, has a gloomier text25, and is in E minor, a "personal 

suffering key" according to Winton Dean26. The last example 

of a song dealing with death in the oratorios is the accom

panied recitative using recorders "Notte funesta" from 

Resurrezione (1708)27, already cited. 
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The two occurances in the oratorios of instrumental 

death marches using flutes—in Saul (1738), Act III and 

Samson (1741)28—are essentially the same piece. The latter 

is a transposition of the former, with two trumpets and 

organ added to the basic orchestra of trombones, traversi, 

violins, viola and bassi. 



TYPE 

Lovesong 

Lament 

Pastoral 

Pastoral Love 

Birdsong 

Instrumental 

Sleepsong 

Farewell 

Death 

Fate 

Joy 

Warning/Rage 

Battle 

Ceremonial 

TYPES OF SONGS, OPERAS 

TOTAL NUMBER 

25 

14 

9 

7 

5 

5 

3 

3 

2 

2 

1 

1 

1 

1 

TOTAL 79 



TYPE 

Pastoral 

Lament 

Ceremonial 

Pastoral Love 

Birdsong 

Devotional 

Death 

Death March 

Historical 

Instrumental 

Lovesong 

Joy 

TYPES OF SONGS, ORATORIOS 

TOTAL NUMBER 

1 1  

10 

5 

3 

3 

3 

3 

2 

2 

2 

1 

1 

TOTAL 46 



Notes for Chapter 5 8? 

1 .  HG Vol. 61, p. 22. 
2. HG Vol. 52b , p. 102. 
3. HG Vol. 72, p. 60. 
4. HG Vol. 78, p. 105 
5. HG Vol. 74, p. 88; thesis p. 47. 
6. HG Vol. 68, p. 69. 
7. HG Vol. 73, p.  13.-
8. HG Vol. 57, p. 25. 
9. HG Vol. 80, p. 89. 
10. HG Vol. 68, p. 17. 
11. HG Vol. 27, p.148. 
12. HG Vol. 27, p. 19. 
13. HG Vol. 85, p. 59, 60. 
14. HG Vol. 80, p. 114. 
15. HG Vol. 27b , p- 11. 
16. HG Vol. 22, p. 187. 
17. HG Vol. 22, p. 188. 
18. HG Vol. 33, p. 27 . 
19. "Hark! he strikes the golden lyre 

2 0 .  
2 1 .  
2 2 .  
23. 
24. 
25. 

2 6 .  
27. 
2 8 .  

and tells it to his joyful choir, 
his Alexander reigns. 
Ye docil echos, catch the sound 
and spread the blessings all around, 
in sweet harmonious strains 
and spread the blessings all, all around." 

p. 20. 
d. 185. 

HG Vol. 18, 
HG Vol. 29, 
see p. 71 . 
HG Vol. 29, 
HG Vol. 33, 

p. 185. 
p. 198. 

"0 take me from this hateful light, 
torture end me, death befriend me, 
wrapt in shades of endless night." 

Dean: Oratorios, p. 60. 
HG Vol. 39, p. 17. 
HG Vol. 13, p. 208; HG Vol. 10, p. 295. 



Chapter 6 

THE USE OF KEYS IN THE OPERAS AND ORATORIOS1 

90 

Because of the construction and idiosyncracies of 

the Baroque transverse flute and recorder, certain keys 

are more easily playable than others. Some keys, especially 

on the transverse flute, are nearly unplayable because 

of awkward half-steps. The recorders is more flexible than 

the traversa, and can deviate from its "home" key through 

closely related keys without difficulty. The traversa 

encounters technical distress when it goes into any flat 

key--even so far as C major or A minor—and its timbre 

and tone color become much less clear. Handel took these 

considerations into account and for the most part kept 

the instruments in keys comfortable for them. But he also 

used keys to reflect the affections. For example, most 

pastoral songs are in F major, G major, and their relative 

minor keys, and most songs dealing with death or mournful 

topics are in keys with more than one flat. But at times 

the mood of the piece, according to its key, is different 

from what the words imply. Love songs are often in keys 

usually used for laments, perhaps implying a mixture of 

sentiments or of irony; occasionally a song with dark, 

heavy words will appear in a bright key or vice versa, 

again pehaps implying irony. 
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In the operas, flutes and recorders stay close to 

their home keys; 63 percent of the opera" pieces including 

flutes are in the closely related keys with sharp signa

tures of G major, D major, E minor, and B minor. The pieces 

for recorder are also predominantly in "good" keys with 

flat signatures: nearly 43 percent are in F major or D 

minor, 19 percent are in Bb major or G minor, while a little 

more than 21 percent are in G major or E minor, totaling 

83.29 percent. In the oratorios, flutes stay even closer 

to home: 40.6 percent of their pieces are in G major or 

E minor, and 28.1 percent are in D major or B minor. After 

1740, when Handel focused on oratorio writing, 59.1 percent 

of the flute pieces are in G major or E minor, and 27.8 

percent are in D major or B minor. The more remote keys 

are reserved for special effects. Recorders wander to 

remote keys in 25 percent of the oratorio pieces in which 

they are used, staying in F major or D minor 56.25 percent 

of the time and B^ major or G minor 18.75 percent of the 

time. Winton D£an2 calls G major and F major the pastoral 

keys; this-is perhaps fair as a generalization, although 

in the operas, there are as many laments including a recor

der in F major as there are pure pastoral songs. There 

are more ceremonial pieces in the oratorios using flutes 

in G major than there are pastoral songs, although when 

love and pastoral lovesongs are included in the count, 
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the numbers even out. Generalizations combining key and 

affection can however be made: birdsongs, as stated before, 

are in the "good" keys of G major, D minor, G minor, and 

D major, and are usually for recorder not traversa; pas

toral and love songs are in bright "good" keys for the 

lighter songs, and darker keys for the songs with gloomier 

libretti, while death songs are usually in dark keys with 

flat signatures. Ceremonial music tends to be in keys 

comfortable for the instruments being used. Laments are 

not, however, consistently in "gloomy" keys. 

C Major and D Major 

Dean, in Handel's Dramatic Ora&rios and Masques^, 

characterizes Handel's use of specific keys. As mentioned 

above, he considers F major and G major pastoral keys; 

this statement is either an oversimplification, or (as 

he mentions when considering C major and D major relating 

to trumpets) may be a situation conditioned by what is 

most easily playable on the instrument desired. When in

struments are used in their "good" keys, they are used 

more independently than when they are used in more remote 

keys. Some of Dean's generalizations, however, may be 

incorrect when applied to recorder and flute. The "trumpet" 

keys of C major and D major just mentioned are such exam

ples. Dean claims that these keys are reserved for "martial 
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pieces and displays of manly resolution."4 In the ora

torios, there are seven pieces in D major and two in C 

major using flute or recorder? only one—"See the con-

qu'ring hero come" from Judas Maccabeus (1746)5--is clearly 

a ceremonial piece, although the Dead March from Act III 

of Saul (1738)® in C major and the Dead March from Samson 

(1741)7 in p major might be considered ceremonial as well. 

The birdsong "Sweet bird that shun'st the noise of folly" 

from L'Alleqro, il Pernseroso ed il Moderato (1740)® is 

also in D major, a natural key for the traversa, and the 

traversa is used mostly independently in this piece. The 

traversa solo in "Hark! 'tis the linnet and the thrush" 

in Joshua (1747)^ is also in D major and is mostly indepen

dent of the violins. The pastoral lament "Qui I'augel 

di piante" from Aci, Galatea e Polifemo (1732)10 uses the 

traversa completely independently in the B section, though 

only partly independently in the A section; the libretto 

alludes to birds, making the traversa a logical instru

ment. Another pastoral lament, "On the valleys, dark and 

cheerless" from Triumph of Time and Truth (l737)H, is 

set in C major, and the recorders double the violins. 

"Per me gia di morire" from Resurrezione (l^OB)1^ (musical 

example 27) is a religious lament vacillating between B 

minor and D major in which the recorders double the muted 
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oboes. The chromaticism and the extreme range (f^'-d1'') 

add to the dramatic effect. The key of the ten-bar sinfonia 

in Act II of Theodora (1749)13 is unclear but seems to 

center around D major; the same sinfonia is later extended 

to eighteen bars and transposed up a major sixth to B major, 

a more awkward key for the transverse flute and one rarely 

used by Handel. 

In the operas, only two pieces using flute os recorder 

are in C major and only eight are in D major; of these, 

the only piece that might be labeled "ceremonial" is "II 

tuo figlio" from Aqrippina (1707)14. mentioned earlier, 

this piece in C major does not specify the use of recor

ders, but the instrumental line marked "tutti" is full 

of birdsong-like accents characteristic of Handel's recor

der parts and falls within the range of the alto recorder. 

The other piece in C major, "Hai tanto rapido" from Terp

sichore (1734)15 (musical example 28), uses two recorders 

independently of the violins in the opening and closing 

ritornelli and in the Ballo, scored for two recorders and 

unison violins. The libretto is a lovely mixture of pas

toral and lovesong: 

Hai tanto rapido, leggiero il pie, 
Zeffiro appena potria il seguir. 
Le Grazie invidiano i passi a te 
Amor li applaude amo li applaude 
a sa gioir, li applaude, sa gioir.1^ 
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The two musettes at the end of Act I of Ariodante (1735)*7. 

are both in D major; the first uses traversa and the second 

uses both traversa and recorder, as previously discussed. 

Of the remaining six pieces in D major, "Son confusa pas-

torella" from Poro (1731) 1^ is the only pure pastoral song, 

with the traversa doubling the violins. "Quanto mai felice 

siete" from Ezio (1732)*9 is a pastoral love song, with 

the traversa only occasionally breaking away from the vio

lin part. The love duet "In generoso onor" from Alessandro 

(1726)20 has already been mentioned. "Luci belle" from 

Silla (1714)21 uses recorders to double the violins in 

a lovesong, where the lovesongs "Nobil core" from Parte-

nope (1730)22 an<j "Priva son d'ogni conforto" from Giulio 

Cesare (1723)23, the traversa doubles the violins. 

F Major 

Dean's characterization of F major as a pastoral key 

is supported by a number of pieces in the operas and ora

torios; there are, however, far more pieces in F major 

that fit into different categories. Of the eighteen pieces 

in F major in the operas, only three are pure pastoral 

songs; five are lovesongs, four are laments, and two are 

pastoral lovesongs. Of the remaining five, "Se la mia 

vita" from Ezio (1732)24 is a battle aria, including parts 

fo r  t w o  c o r n i .  " C a n g i a  s o r t e , "  a g a i n  f r o m  E z i o 2 5 ,  i s  a  
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binary dance with a libretto dealing with fate; the recor

ders double the voice. The brief instrumental sinfonia 

in Act 1 of Orlando (1732)26 links the alto recorders with 

the violins only in the last five bars. Nine oratorios 

pieces are in F major; they vary in affection from songs 

of religious devotion through laments over the ravages 

of time to the familiar pastoral "S'agita in mezzo" from 

Aci, Galatea e Polifemo (1708)27 and the birdsong "Hush 

ye pretty warbling quire" from Acis and Galatea (1720)28. 

F minor, C minor, and A minor 

Dean29 calls F minor, C minor and A minor keys of 

profound doom, apt for Jewish national lamentation and 

in scenes of human tragedy. C minor appears in a piece 

with recorders or flutes only once in the oratorios—namely 

in the accompanied recitative "Notte funesta" cited from 

Resurrezione (1708)3°, which falls well within the cate

gory of human tragedy. The lament "Softest sounds no more 

can ease me" from Athalia (1733)31 is in A minor and also 

fits in the same category. There are several songs in 

the operas dealing with death in the keys of F minor, C 

minor, and A minor. Both "Luci care" from Admeto (1726)32 

and "Morte vieni" from Riccardo Primo (1727)33 have been 
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discussed. "Fredde ceneri d'amor" from Rodrigo (1707)34 

and "Dir li potessi vedi" from Ottone (1722)35 are both 

in A minor and deal with death and love, with recorders 

doubling the violin parts. The lament "Se'l mio duol non 

e si forte" from Rodelinda (1725)36 is in p minor, with 

recorders playing completely independent parts both in 

the A and B sections of the da capo aria. The warning 

aria "Svegliatevi nel cor" from Giulio Cesare (1723)37 has 

been mentioned; the overall key of C minor is appropriate 

for the gloom presented in the libretto. The arioso 

sleepsong "Solitudini amate" from Alessandro (1726)38 fits 

less clearly into the gloomy category, although the libretto 

is dark. The last two songs in "gloomy" keys in the operas 

are lovesongs: "Spira al sen" from II Parnasso in Festa 

(1734)39 is in A minor (musical example 29) and the com

bination sinfonia-arioso "0 voi che penate" from Serse 

(1738)40 in C minor (musical example 30) are examples of 

Handel's use of dark keys to counterbalance light words. 

This contradiction between dark key and light libretto 

is one way Handel inserts irony--by calling the affection, 

of the text into question. 

Other Keys; G minor, A minor, G major, E minor, B minor, etc. 

The key of G minor is associated with jealously and 

amorous excitement according to Winton Dean^l; this is 
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supported in "Sprich vor mir" from Almira (1704)42, »F0nti 

amiche" from Tolomeo (1728)43, "Dimmi, pietoso Ciel" from 

Partenope (1730)44, "Tuoi passi son dardi" from Terpsi

chore (1734)45, ancj »Mio bel tesoro" from Alcina (1735)46. 

The overtly pastoral song "0 ruddier than the cherry" from 

Acis and Galatea (1720)4*7 (musical example 31) is well 

known to most recorder players. The libretto is pastoral, 

the key of G minor is joyous and boisterous, and the use 

of a single recorder to double or harmonize the violins 

is only unusual in that it is a single instrument; the 

humor here is the huge bumbling character who sings this 

light piece. All elements match more aptly in "Heart, 

the seat of soft delight," also from Acis and Galatea 

(1720)48: here, the pastoral love song libretto is matched 

with two alto recorders doubling the violins in a slightly 

dark though serene key of Eb major and with the romantic 

nature of the character, Galatea. 

A major is a remote and unusual key for the recorder. 

The first example of a love song in A major, "Tu vuoi ch'io 

parta" from Radamisto (1720)49, may aiso be classified 

as a lament; it appears in a second version in G major 

as well. "Parto, si" from Flavio (1723)50 £s a lovesong/ 

farewell song in A major borrowing from several of Handel's 

previous works^l. a rare example of a love chorus using 

recorders, "In braccio a te la calma del cor" from Giustino 
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(1736)52, is also in the remote key of A minor (musical 

example 32). "Tune the soft melodious lute" from Jephtha 

(1751)53, Handel's last oratorio using flute, is also in 

A major. The flute doubles the strings in only about one-

third of the A section of this da capo aria and is independ-

dent in the remainder of this section; the B section uses 

only strings to accompany the voice. The aria is a pastoral 

song with religious references. 

One of the rare pastoral love songs in the oratorios, 

"In gentle murmurs will I mourn" in E minor, is also from 

Jephtha (1751)54. rp^g traversa again doubles the violins 

about one-third of the time and is independent the remaining 

two-thirds. There are four pastoral or pastoral love songs 

in G major in oratorios: "See, Hercules!" from The Choice 

of Hercules (1750)55 has already been cited for its borrow

ing. "Beneath the vine" from Solomon (1748)56 borrows 

loosely from "Non tardate" in II Parnasso in Festa^"? and 

from the air and chorus "Accorrete, o voi pastori" from 

Terpsichore58; neither of these sources uses either flutes 

or recorders, though the aria in Solomon doubles the first 

violin with traversa. The libretto of "Beneath the vine" 

(musical example 33) fits the pastoral lovesong genre. 

In the da capo aria "Oh lovely peace with plenty crown"d" 

from Judas Maccabeus (1746)^9 (musical example 34), the 
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traversi double the violins in the A section; the B section 

is accompanied only by strings, despite a textual reference 

to trumpets. These may have been added in some perfor

mances where appropriate instrumentalists were available; 

G major is a key playable for a skilled trumpeter. The 

final example of a lovesong in G major is "Celestial vir

gin" from Joseph (1743)60, a <juet using two traversi doub

ling the violins at times and independent at other times. 

"The soft complaining flute" in B minor from The Ode for 

St. Cecilia's Day (1739)61 a iove lament that uses the 

traversa independently through about two-thirds of the 

air. 

Generally, then, Handel uses flutes and recorder 

in or near their "home" keys and matches the affection 

of the piece to the key. Exceptions are made for dramatic 

reasons: sometimes flutes and recorders are sent into 

remote keys to emphasize affection or songs are set in 

contradictory keys to make them more playable on the desired 

instrument and perhaps to question the affection. 



KEYS USED IN OPERAS 

FLUTE RECORDER 

G major 7 6 

A major 2 1 

Eb major 2 1 

E major 2 0 

D major 6 1 

B minor 4 0 

E minor 2 1 

F minor 1 1 

G minor 2 6 

A minor 1 1 

D minor 1 3 

F major 0 15 

C major 0 1 

Bb major 0 2 

C minor 0 3 



KEYS USED IN ORATORIOS 
113 

FLUTE RECORDER 

G minor 1 1 

D major 6 0 

G major 10 0 

Eb major 1 1 

A minor 1 0 

C major 1 1 

B minor 3 1 

E minor 4 0 

B major 1 0 

C minor 0 1 

Bb major 0 2 

D minor 0 1 



KEY AND AFFECTION 

OPERAS 

FLUTE KEY RECORDER 

Pastoral 

2 G major 2 

0 F major 4 

1 Eb major 1 

1 B minor 0 

0 G minor 2 

2 D major 0 

0 Bb major 1 

Lovesongs 

0 D minor 1 

2 G minor 3 

0 F major 6 

2 G major 2 

0 Bb major 1 

1 D major 2 

2 A major 1 

2 B minor 0 

0 E*3 major 1 

1 A minor 0 

0 C major 1 

0 C minor 1 



FLUTE 

Birdsongs 

0 

1 

0 

Laments 

2 

0 

1 

1 

1 

0 

1 

Death 

0 

1 

1 

Ceremonial 

0 

0 

KEY AND AFFECTION 115 

OPERA cont. 

KEY RECORDER 

G major 3 

D minor 1 

G minor 1 

G major 0 

F major 4 

Eb major 0 

D major 0 

E major 0 

F minor 1 

E minor 0 

A minor 2 

F minor 0 

Eb major 0 

C major 1 

G minor 1 



FLUTE 

Sleepsongs 

0 

0 

1 

Other 

0 

0 

2 

1 

KEY AND AFFECTION 

OPERA cont. 

KEY RECORDER 

F major 1 

C minor 1 

G minor 0 

Eb major 1 

F major 3 

D major 0 

E major 0 



FLUTE 

Pastoral 

3 

1 

0 

0 

0 

0 

0 

Sacred devotional 

0 

1 

2 

2 

Lament 

1 

1 

1 

1 

2 

Birdsong 

0 

2 

KEY AND AFFECTION 

ORATORIOS 

KEY RECORDER 

G major 0 

E minor 0 

F major 1 

G minor 1 

B*5 major 1 

D minor 1 

C major 1 

F major 3 

G minor 0 

A major 0 

B minor 0 

F major 1 

D maj or 0 

A minor 0 

B minor 0 

E minor 0 

F major 1 

D major 0 



FLUTE 

Death 

1 

0 

Ceremonial 

1 

4 

Pastoral lovesong 

1 

1 

0 

Lovesong 

1 

0 

Instrumental 

1 

2 

1 

Other 

0 

KEY AND AFFECTION 

ORATORIO cont. 

KEY RECORDER 

118 

Eb major 0 

C minor 1 

D major 0 

G major 0 

G major 0 

E minor 0 

Eb major 1 

G major 0 

Bb major 1 

C major 0 

D major 0 

B major 0 

F major 2 
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SUMMARY AND CONCLUSION 

Handel used transverse flute and recorder sparingly 

in his theatrical works. In the thirty-three operas using 

these instruments, forty-seven pieces include parts for 

the recorder. Twenty-eight pieces include flute parts, 

three pieces have parts for both instruments and one piece 

is scored for either. In the twenty-three oratorios and 

oratorio-like works using these instruments, sixteen pieces 

include recorder parts and thirty include flute parts. 

The pieces are in a variety of keys, although those for 

flute are usually in G major, D major, and their relative 

minor keys of E minor and B minor, and those for recorder 

tend to stay in F major, Bb major, and the relative minor 

keys of D minor and G minor. Other keys are used primarily 

for special reasons, particularly those related to the 

affections. 

Most pieces including flutes and recorders are pas

toral songs, lovesongs, and laments. The oratorios contain 

five ceremonial pieces for flute and recorder, and there 

are also several pieces dealing with death, warning, bat

tles, fate, and historical events im both the operas and 

oratorios. As may be expected, flutes and recorders appear 

to imitate birdsong in five pieces in the operas and three 

in the oratorios; these are the pieces most familiar to 

recorder players. Flutes are used more often in the later 



works than the earlier ones; recorders are more often used 

in the earlier than the later. Both instruments are used 

primarily in A sections of arias; B sections are often 

accompanied only by strings or continuo alone. 

In the operas, flutes and recorders, when they appear, 

double other parts a little more than 50 percent of the 

time; in the oratorios, they double about 35 percent of 

the time. In the operas, about 28 percent of the recorder 

parts are independent of other instruments and about 15 

percent of the flute parts are independent; in the remain

ing pieces in the operas, flutes and recorders are used in 

both ways. In the oratorios, the recorders are indepen

dent about 15 percent of the time and flutes about 17 per

cent. That means that in the oratorios, the recorders 

alternate between independence and doubling about half 

the time; flutes—about 45 percent of the time. When doub

ling, woodwinds tend to follow the violin parts; flutes 

generally double at the same pitch as the other parts, 

and recorders often double an octave higher. 

Handel is consistent and specific about naming the 

instruments he wants used. The term "flauto" always refers 

to the recorder, and "traversa" to the transverse flute. 

Rarely does Handel use instruments other than the alto 

recorder in F or the transverse flute in D; on such occa

sions, he marks the parts to indicate a higher or lower . 
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member of the desired instrument's family. The traversa 

bassa, or alto flute, is used once, as is the basso di 

flauto, or bass recorder. Several parts are marked "flauto 

piccolo"; these are generally birdsong pieces and the flauto 

parts imitate birds. Usually the sopranino recorder is 

aprropriate. At least once, however, the sixth-flute, 

or soprano recorder in D, is better suited for the part, 

because of range and key requirements. In at least once 

instance, the voice flute, or tenor recorder in D, is also 

a logical choice for parts marked "flauto" for the same 

reasons, although Handel never specified a D recorder by 

name. 

The 125 pieces with flute and recorder parts from 

Handel's operas and oratorios are varied, showing a full 

range of emotions and technical skill. They deserve inclu

sion in the repertoire of the modern instrumentalist; they 

provide an opportunity for the recorder and flute player 

interested in Baroque music to perform an interesting and 

little-performed body of music, especially with vocalists 

and string players. 
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ARRANGED CHRONOLOGICALLY 

124 

OPERA 

Almira 
(1704) 

Rodriqo 
(1707) 

Aqrippina 
(1708) 

Rinaldo 
(1711) 

PIECE* 

"Schonste Rosen" 
55:13 
"Liebliche Walder' 
55:23 
"Sprich vor mir" 
55:51 

"Nasce il sol" 
56:15 
"Fredde ceneri" 
56:58 

"Volo pronto" 
57:18 
"II tuo figlio" 
57:25 
"Vaghe fonti" 
57:88 

"Augelletti che 
cantate" 58a:31 

KEY/TYPE 

II Pastor Fido "Caro Amor" 
(1712) 59:30 

Teseo 
(1712) 

Silla 
(1714) 

INSTRUMENT 

2 recs. G 
pastoral 
d 2 recs. 
pastoral love 
q 2 recs. 

"Le luci del mio 
bene" 60:51 
"Piu non cerca 
liberta" 60:55 
"Deh! v'aprite" 
60:74 

"Dolce nume" 
6 1 : 2 2  
"Mi brilla nel seno 
un certo seren" 
61:32 
"Luci belle" 
61:51 

pastoral 
a 
lament 

lovesong 
C 
ceremonial 
F 

G 
birdsong 

lovesong 

Bb 

lovesong 
F 
lovesong 
G 
lament 

sleepsong 
F 
lovesong 

lovesong 

2 recs. 

2 recs. 

2 recs. 

"tutti" 

2 recs. 

3 recs. 

2 fls. 

2 recs. 

2 recs. 

2 fls. 

2 recs. 

2 recs. 

2 recs. 

* Numbers following title of pieces are citations from Fred. 
Chrysander, ed., The Works of George Frederic Handel.(reprint 
Ridgewood, New Jersey: Gregg Press, 1965). Volumn:Page. 
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OPERA PIECE KEY/TYPE INSTRUI 

Amadiqi "Sussurate" F 2 recs 
(1714) 62:42 lament 

Radamisto "Tu vuoi ch'io A 2 fls. 
(1720) parta" 63:11 lovesong 

"Troppo sofferse" Eb 1 fl. 
63:56 lament 
"Troppo sofferse" G 1 fl. 
63:168 lament 

Floridante "Fuor di periglio" F 2 recs 

(1721) 65:65 lament 
"E'un sospir" F 2 recs 
65:128 lament 

Ottone "Deh! non dir" g 2 recs 
(1722) 66:75 birdsong 

"Dir li potessi" a 2 recs 
66:102 death 

Flavio "Quanto dolci" C 1 fl. 
(1723) 67:10 joy 

"Parto, si" A 1 fl. 
67:45 farewell 

Giulio Cesare "Priva son d'ogni D 1 fl. 
(1723) conforto" 68:15 lament 

"Svegliatevi nel c 2 recs 
core" 68:17 warning 
"Cessa o mai" F 2 recs 
68:69 lament 
"Piangero" E 1 fl. 
68:100 lament 

Tamerlano "No, che sei tanto" G 2 recs 
(1724) 69:84 lovesong 

"Deh! lasciatemi" b 1 fl. 
69:28 lament 
"Par che mi nasca" G 1 fl. 
69:58 lament 
"Vivo in te" e rec. & 
69:102 lovesong 

Rodelinda "Ombra piante" b 1 fl. 
(1725) 70:24 lovesong 

"Con rauco mor- Eb rec. & 
morio" 70:58 pastoral 
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KEY/TYPE INSTRUMENT. 

Rodelinda 
(1725) 

Alessandro 
(1726) 

Scipione 
(1726) 

Admeto 
(1726) 

Riccardo Primo 
(1727) 

Tolomeo 
(1728) 

Partenope 
(1730) 

"Un zeffiro spiro" 
70:76 
"Se'l mio duol" 
70:91 

"Solitudini amate" 
72:60 
"Sempre fido" 
72:71 
"In generoso onor" 
72:125 

"Pensa, o bella" 
71:43 
"Se mormora" 
71:80 

"Luci care" 
73:13 

"V'adoro, o luci 
belle" 74:15 
"Morte, vieni" 
74:88 
"II volo cosi 
fido" 74:110 

"Mi volgo ad ogni 
fronda" 76:16 
"Fonti amiche" 
76:24 

"Dimmi, pietoso 
Ciel" 78:33 
"Nobil core" 
78:103 
"Ma quai note di 
mesti lamenti" 
78:105 

lovesong 
f 
lament 

sleepsong 
Eb 

lovesong 
D 
lovesong 

F 
lament 
b 2 fls. 
pastoral love 

2 recs. 

2 recs. 

2 recs. 

2 recs. 

2 recs. 

2 recs. 

1 fl. 
farewell 

F 2 recs. 
pastoral love 
Eb trav. bassa 
death 
G sopranino 
birdsong rec. 

G 1 fl. 
pastoral love 
g 2 recs. 
pastoral love 

lovesong 
D 
lovesong 
g 
sleepsong 

1 fl. 

1 fl. 

2 fls, 

Poro 

(1731) 
"Senza procelle 
ancora" 79:51 
"Se viver non 
poss'io" 79:61 
"Son confusa pas-
torella" 79:89 

pastoral 
b 
lovesong 
D 
pastoral 

2 recs. 

1 fl. 

1 fl. 
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KEY/TYPE INSTRUMENT. 

Rinaldo 
(1731) 

Ezio 
(1732) 

Orlando 
(1732) 

Terpsichore 
(1734) 

"Augelletti che 
cantate" 58b:145 

"Caro padre" 
80:13 
"Quanto mai felice 
siete" 80:18 
"Cangia sorte di 
ripente" 80:114 

Sinfonia 
8 2 : 7  
"Verdi piante" 
8 2 : 6 1  

"Tuoi passi son 
dardi" 84:61 
"Hai tanto rapido" 
84:64 

G 
birdsong 

II Parnasso in "Spira al sen" 
Festa (1734) 54:19 

"Nel spiegar sua 
voce" 54:56 
"Tra sentir di 
amene selve" 
54:71 

3 recs. 

2 fls. e 
lament 
D 2 fls. 
pastoral love 
F 2 recs. 
fate 

F 2 recs. 
instrumental 

pastoral 

lovesong 
C 
lovesong 

lovesong 
d 
birdsong 
G 
pastoral 

2 recs. 

2 recs. 

2 recs. 

1 fl. 

rec. or fl, 

2 fls. 

Ariodante 
(1734) 

Alcina 
(1735) 

Musette I 
85:59 

Musette II 
85:60 

Ballo 
27:19 
"Mio bel tesoro" 
27:75 
Tamburino 
27:148 

D 1 fl. 
instrumental 
dance 
d rec. & fl. 
instrumental 
dance 

g 2 recs. 
instrumental 
g 2 recs. 
lovesong 
D sixth-flute 
instrumental 

Giustino 
(1736) 

"Puo ben nascer" 
8 8 : 1 6  

F recs. 
pastoral love 
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INSTRUMENT 

Giustino 
(1736) 

Arminio 
(1736) 

«. -

Faramondo 
(1737) 

Serse 
(1738) 

"In braccio a te 
la calma" 
88:114 

"Quanto piu min-
accia il Ciel" 
89:77 

"Vado e vivo" 
91:80 

"0 voi che penate' 
92:10 
"Va godendo" 
92:12 

lovesong 

g 
fate 

G 
lovesong 

lovesong 
Bb 

pastoral 

2 recs. 

2 recs. 

1 fl. 

2 recs, 

2 recs. 
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PIECES USING FLUTE OR RECORDER 

(ARRANGED CHRONOLOGICALLY) 
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ORATORIO 

The Passion 
(1704) 

Resurrezione 
(1708) 

II Trionfo del 
Tempo (1708) 

PIECE* 

"Du hattest" 
9:16 

"Notte funesta" 
39:17 
"Ferma l'ali" 
39:18 
"Cosi la tortor-
ella" 39. 36 
"Per me gia" 
39: 53 

"Crede l'uom" 
24:44 
"Piu non cura" 
24:64 

Aci, Galatea e "S'agita in mezzo1 

Polifemo (1708) 53:24 

Acis and Galatea "Hush ye pretty 
(1720) warbling quire" 

3:19 
"0 ruddier than 
the cherry" 
3:65 
"Heart, the seat 
of soft delight" 
3:111 

Aci, Galatea e "Qui l'augel" 
Polifemo (1730) 53:88 

"Qui l'augel" 

Esther (1732) 

Deborah 
(1733) 

53:92 

"Breathe soft" 
41: 10 

"Tender such as 
tender fathers 
shed" 29:185 

KEY/TYPE INSTRUMENT 

F 2 recs. 
devotional 

c 
death 
F 
devotional 
g 
pastoral 
D 
death 

F 
lament 
Bb 

lament 

pastoral 

birdsong 

pastoral 

Eb 

pastoral love 

2 recs. 

2 recs. 

1 fl. 

2 recs. 

2 recs. 

1 rec. 

2 recs. 

1 rec. 

1 rec. 

2 recs. 

D 
lament 
G 
lament 

Bb 

pas'toral 

Eb 

death 

1 fl. 

1 fl. 

2 recs. 

2 fls. 

* See previous table. 
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ORATORIO PIECE KEY/TYPE INSTRUMENT 

Athalia (1736) "Softest sounds" a 1 f 1. 
5:69 lament 
"Through the land" d 2 recs. 
5:125 pastoral 

Alexander•s "Thus long ago" F 2 recs. 
Feast (1736) 12:128 historical 

recitative 

Triumph of Time "Pleasure's gentle F 2 recs. 
and Truth (1737) Zephyrs playing" joy 

20:104 
"Mortals think that F 2 fls. 
Time is sleeping" lament 
20:108 
"On the valleys, C 2 recs. 
dark and cheer pastoral 
less" 20:125 

Saul (1738) "Fell rage and A 1 fl. 
black despair" devotional 
13:88 
Dead March C 2 fls. 
13:208 instrumental 

dead march 
"While yet thy b 1 fl. 
tide" 13:269 devotional 

Ode for St. "The soft com b 1 fl. 
Cecilia's Day plaining Flute" lament 
(1739) 23:39 

L'Allegro, il "Sweet bird that D 1 fl. 
Penseroso, ed shun'st the noise birdsong 
il Moderato of folly" 6:39 
(1740) 

Samson (1741) Dead March D 2 fls. 
10:295 instrumental 

dead march 

Joseph (1743) "Celestial virgin" G 2 fls. 
42:66 lovesong 



ORATORIO PIECE 
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KEY/TYPE INSTRUMENT 

Judas Maccabeus 
(1746) 

"Wise men flat'-
ring" 22:152 
"See the god-like 
youth advance" 
22:187 
"See the conqu'-
ring hero comes!" 
2 2 : 1 8 8  
"Oh, lovely peace" 
2 2 : 2 1 0  

F 2 recs. 
lament 
G 2 fls. 
ceremonial 

D 2 fls. 
ceremonial 

G 2 fls. 

Joshua (1747) "Hark! 'tis the 
linnett" 17:63 
"See, the god-like 
youth advance" 
17:185 
"How soon our 
tow'ring hopes" 
17:114 

D 
birdsong 
G 
ceremonial 

e 
lament 

1 fl. 

2 fls, 

2 fls, 

Alexander Balus 
(1747) 

"Hark, he strikes 
the golden lyre" 
33:27 
"0 take me from 
this hateful light" 
33:198 

G 2 fls. 
ceremonial 

e 1 fl. 
lament 

Solomon (1748) "May no rash intru- G 
der disturb" 
2 6 : 1 0 1  
"Beneath the vine" 
26:195 
"Will the sun for
get to shine" 
26:298 

2 fls, 
pastoral 

G 1 fl. 
pastoral love 
e 2 fls, 
pastoral 

Theodora (1749) Sinfonia 
8 : 1 0 8  
Sinfonia 
8 : 1 1 2  

D 2 fls 
instrumental 
B 2 fls, 

The Choice of 
Hercules (1750) 

"See, Hercules!" G 2 fls, 
18:2 pastoral 
"This manly youth" G 2 fls, 
18:20 ceremonial 
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KEY/TYPE INSTRUMENT 

Jephtha (1751) "In gentle murmurs 
will I mourn" 
44:32, 36 
"Tune the soft 
melodious lute" 
44:114 

e 2 fls. 
pastoral love 

A 1 fl. 
pastoral 
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PIECE* OPERA/ORATORIO INSTRUMENT PAGE** 

"A1 sen ti strin- Ariodante (1734) flute 
go" 85:109 

"Augelletti" Rinaldo (1711) recorder 56, 57 
58a:31, 58b:31 

"Augelletti" Rinaldo (1731) recorder 56, §1 
58b:145 

"Beneath the vine" Solomon (1748) flute 42, 106 
26:195 109 

"Breathe soft" Esther (1732) recorder 35, 36, 44 
41:10 

"Cangia sorte" Ezio(1732) recorder 80, 82, 83 
80:114 97, 98 

"Caro amor" 11 Pastor Fido (1712) flute 42 
59:30 

"Caro padre" Ezio (1732) flute 
80:13 

"Celestial virgin!" Joseph (1743) flute 111 
42:66 

Giulio Cesare (l723) "Cessa o mai" Giulio Cesare (l723) recorder 78 
68:69 

"Con rauco mor- Rodelinda (1725) flute and 34, 44 
morio"70:58 recorder 

"Cosi la tortor- Resurrezione (1708) flute 
ella" 39:36 

"Crede l'uom" 11 Trionfo del Tempo recorder 42, 50 
24:44 (1708) 

Dead March Saul (1738) flute 83, 93 
13:208 

DEad March Samson (1741) flute 83, 93 
10:295 

"Deh! lasciatemi" Tamerlano (1724) flute 
69:28 

"Deh! non dir" Ottone (1722) recorder 42 
66:75 

* Numbers following title of pieces are citations from Fred. Chrysander, 
The Works of Georqe Frederic Handel, (reorina: : New Jersey: Gregg 
Press, Inc., 1975). Volume:Page. 

** For each piece cited in the body of this thesis, pages are listed. 
Where the page number is underlined, the piece is cited as a 
musical example. 
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PIECE 

"In gentle murmurs 
will I mourn" 
44:32, 36 

"Le luci del mio 
bene" 60:51 

"Liebliche Walder" 
55:23 

"Luci belle" 
61:51 

"Luci care" 
73:13 

"Ma quai note di 
mesti" 78:105 

"May no rash intru
der disturb" 
26:101 

"Mi brilla nel 
seno" 61:32 

"Mi volgo ad ogni 
fronda" 76:16 

"Mio bel tesoro" 
27:75 

"Mortals think that 
Time" 20:108 

"Morte, vieni" 
74:88 

-Musette I 85:59 
Musette II, 85:60 

"Nasce il sol" 
56:15 

"Nel spiegar sua 
voce" 54:56 

"No, che sei tanto" 
69:84 

"Nobil core" 
78:103 

"Notte funesta" 
39:17 

"0 ruddier than the 
cherry" 3:65 

"0 take me from this 
hateful light" 
33:198 

"0 voi che penate" 
92:10 

OPERA/ORATORIO 

Jephtha (1751) 

Teseo (1712) 

Almira (1704) 

Silla (1714) 

Admeto (1726) 

Partenope (1730) 

Solomon (1748) 

Silla (1714) 

Tolomeo (1728) 

Alcina (1735) 

Triumph of Time and 
Truth (1737) 
Riccardo Primo 
(1727) 
Ariodante (1734) 
Ariodante (1734) 

Rodrigo (1707) 

II Parnasso in Festa 
(1734) 
Tamerlano (1724) 

Partenope (1730) 

Resurrezione (1708) 

Acis and Galatea (1720) 

Alexander Balus (1747) 

Serse (1738) 
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flute 106 

recorder 

recorder 

recorder 97 

flute 78, 79, 98 

flute 78 

flute 

recorder 

recorder 

recorder 104 

flute 

flute 47, 49, 78 
98 

flute 80, 97 
flute & 34, 44, 80 
recorder 97 
recorder 50, 52 

flute or 57, 65 
recorder 
recorder 

flute 97 

recorder 66, 68, 85 
98 

recorder 104, 105 

flute 

recorder 

85 

99, 103 



PIECE 

"Oh lovely peace" 
22:210 

"Ombre, piante" 
70:24 

"On the valleys" 
20:125 

"Par che mi nasca" 
69:58 

"Parto, si" 
67:45 

"Pensa, o bella" 
71:43 

"Per me gia di 
morire" 39:53 

"Piangero" 
68:100 

"Piu non cerca 

liberta" 60:55 
"Piu non cura" 

24:64 
"Pleasure's gentle 
Zephyrs" 20:104 

"Priva son d'ogni 
conforto" 68:15 

"Puo ben nascer" 
88:16 

"Quando piu min-
accia" 89:77 

"Quanto dolci" 
67:10 

"Quanto mai felice" 
80:18 

"Qui l'augel di pian-
ta" 53:88 

"Qui l'augel di pian-
ta" 53:92 

"S'agita in mezzo" 
53:24 

Sarabande 27:19 
"Schonste Rosen" 

55:13 
"See, Hercules" 

18:2 

OPOERA/ORATOR10 

Judas Maccabeus (1746) 

Rodelinda (1725) 

Triumph of Time and 
Truth (1737) 
Tamerlano (1724) 

Flavio (1723) 

Scipione (1726) 

Resurrezione (1708) 

Giulio Cesare (1723) 

Teseo (1712) 

II Trionfo del Tempo 
(1708) 
Triumph of Time and 
Truth (1737) 
Giulio Cesare (1723) 

Giustino (1736) 

Arminio (1736) 

Flavio (1723) 

Ezio (1732) 

Aci, Galatea e 
Polifemo (1732) 
Aci, Galatea e 
Polifemo (1732) 
Aci, Galatea e 
Polifemo (1732) 

Alcina (1735) 
Almira (1704) 

The Choice of Hercules 
(1750) 
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flute 

flute 

recorder 

flute 

flute 

recorder 

recorder 

flute 

recorder 

recorder 

recorder 

flute 

recorder 

recorder 

flute 

flute 

flute 

flute 

recorder 

recorder 
recorder 

flute 

106, 110 

93 

42, 104 

34, 44, 93 
94, 95 
43 

97 

44 

44 

97 

93 

25, 29, 31 
42, 56, 67 
98 
81 

25, 27, 42 



PIECE 

"See the conqu'ring 
hero comes!" 
22:187 

"See the god-like 
youth" 17:185 

"See the god-like 
youth" 22:187 

"Se la mia vita" 
80:89 

"Se'l mio duol" 
70:91 

"Se mormora" 
71:80 

"Sempre fido" 
72:71 

"Senza procelle" 
79:51 

"Se viver non 
poss'io" 79:61 

Sinfonia 82:7 
Sinfonia 8:108 
Sinfonia 8:il2 
"Soft, complaining 

Flute, [the]" 
23:39 

"Softest sounds no 
more can ease me" 
5:69 

"Solitudini amate" 
72:60 

"Son confusa pas-
torella" 79:89 

"Spira al sen" 
54:19 

"Sprich vor mir" 
55:51 

"Sussurate" 62:42 
"Svegliatevi nel 

core" 68:17 
"Sweet bird that 

shun'st the noise 
of folly" 6:39 

Tamburino 27:148 
"Tears such as tender 

fathers shed" 
29:185 
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OPERA/ORATORIO INSTRUMENT PAGE 

Judas Maccabeus recorder 41, 44, 83 
(1746) 93 

Joshua (1747) flute 42 

Judas Maccabeus flute 42, 83 
(1746) 
Ezio (1732) recorder 80, 97 

Rodelinda (1725) recorder 99 

Scipione (1726) flute 43 

Alessandro (1726) recorder 

Poro (1731) recorder 

Poro (1731) flute 

Orlando (1732) recorder 98 
Theodora (1749) flute 95 
Theodora (1749J_ flute 95 
Ode for St. Ceci flute 111 
lia's Day (1739) 

Athalia (1733) flute 98 

Alessandro (1726) recorder 44, 76, 78 
99 

Poro (1731) flute 97 

11 Parnasso in Festa flute 99, 100 
(1734) 
Almira (1704) recorder 47, 48 

104 
Amadiai (1714) recorder 42 
Giulio Cesare (1723) recorder 80, 99 

L1Allearo, i1 Pense- flute 93 
roso ed il Moderato 
(1740) 
Alcina (1735) recorder 80, 81 
Deborah (1733) flute 71, 72, 85 
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"This manly youth's The Choice of Hercules flute 23, 24, 
exalted mind" (1750) 66, 85 
18:20 

"Through the land so Athalia (1733) recorder 56 
lovely blooming" 
5:125 

"Thus, long ago" Alexander's Feast recorder 67, 69 
12:128 (1736) 

"Tra sentier" 11 Parnasso in Festa flute 
54:71 (1734) 

"Troppo sofferse" Radamisto (1720) flute 53, 54 

63:56 
"Troppo sofferse" Radamisto (1720) flute 53, 55 
63:168 

"Tu vuoi ch'io parta" Radamisto (1720) flute 104 
63:11 

"Tune the soft melo Jephtha (1751) flute 106 
dious lute" 44:114 

Jephtha (1751) 

"Tuoi passi son dardi" Terpsichore (1734) recorder 104 
84:61 

Terpsichore (1734) 

"Un zeffiro spiro" Rodelinda (1725) recorder' 
70:76 • 

"Vado e vivo" Faramondo (1737) flute 
91:80 

"V'adoro, o luci Riccardo Primo (1727) recorder 
belle" 74:15 

"Va godendo" 92:12 Serse (1738) recorder 
"Vaghe fonti" 57:83 Aqrippina (1708) recorder 42, 50, 
"Verdi piante" 82:61 Orlando (1732) recorder 
"Vivo in te" 69:102 Tamerlano (1724) flute and 34, 44 

recorder 
"Volo pronto" Aqrippina (1708) recorder 
57:18 

"While yet thy tide" Saul (1738) flute 
13:269 

"Will the sun forget Solomon (1748) flute 41, 44 
to streak" 26:298 

"Wise men flatt'ring" Judas Maccabeus (1746) recorder 35, 42, 
22:152 

"Un zeffiro spiro" Rodelinda (1725) recorder 
70:76 
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OPERA/ORATORIO 

Aci, Galatea e 
Polifemo (1708) 

Aci, Galatea e 
Galatea (1732) 

Acis and Galatea 
(1720) 

Admeto (1726) 

Aqrippina (1708) 

Alcina (1735) 

Alessandro (1726) 

Alexander Balus 
(1747) 

PIECE 

"S'agita in mezzo" 

"Qui l'augel di pian-
ta" 53:88 
"Qui l'augel di pian-
ta" 53:92 

"Heart, the seat of 
soft delight" 
3:111 
"Hush ye pretty-
warbling quire" 
3:19 
"0 ruddier than the 
cherry"3:65 

"Luce care" 73:13 

"II tuo figlio" 
57:25 
"Vaghe fonti" 
57:83 
"Volo pronto" 
57:18 

"Mio bel tesoro" 
27:75 
Sarabande 27:19 
Tamburino 27:148 

"In generoso onor" 
72:125 
"Sempre fido" 
72:71 
"Solitudini amate" 
72:60 

"Hark! he strikes 
the golden lyre" 
33:27 

INSTRUMENT PAGE 

recorder 

flutw 

flute 

recorder 

recorder 

recorder 

flute 

tutti 

recorder 

recorder 

recorder 

recorder 
recorder 

recorder 

recorder 

recorder 

flute 

25, 29, 31 
42, 56, 67 
98 

93 

104 

25, 30, 42, 
67, 98 

104, 105 

78, 79, 98 

80, 95 

42, 50, 51 

104 

80 
80, 81, 

44, 97 

44, 76, 78 
99 

85 



OPERA/ORATORIO 

Alexander Balus 
(1747) 

Alexander's Feast 
(1736) 

L'Allegro, il Pen-
seroso ed il Moder
ate (1740) 

Almira (1704) 
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Amadiqi (1714) 

Ariodante (1734) 

Arminio (1736) 

Athalia (1733) 

The Choice of Her
cules (1750) 

PIECE INSTRUMENT PAGE 

"0 take me from this flute 85 
hateful light" 33:198 

"Thus long ago" recorder 67, 69 
12:128 

"Sweet bird that flute 93 
shun'st the noise 
of folly" 6:39 

"Liebliche Walder" recorder 
55:23 
"Schonste Rosen" recorder 
55:13 
"Sprich vor mir" recorder 47, 48, 104 
55:51 

"Sussurate" recorder 42 
62:42 

"A1 sen, ti stringo" flute 
85:109 
Musette I 85:59 flute 80, 97 
Musette II 85:60 flute and 34, 44, 80 

recorder 97 

"Quando piu min- recorder 44 
accia" 89:77 

"Softest sounds no flute 98 
more can ease me" 
5:69 
"Through the land so recorder 56 
lovely blooming" 
5:125 

"See, Hercules!" flute 25, 27, 42 
18:2 106 
"This manly youth's flute 23, 24, 42 
exalted mind" 66, 85 
18:20 



OPERA/ORATORIO 

Deborah (1733) 

Esther (1732) 

Ezio (1732) 

Faramondo (1737) 

Flavio (1723) 

Floridante (1721) 

Giulio Cesare 
(1723) 

Giustino (1736) 

PIECE 

"Tears such as 
tender fathers 
shed" 29:185 

"Breathe soft, ye 
gales" 41:10 

"Cangia sorte di 
ripente" 80:114 
"Caro padre" 80:13 
"Quanto mai felice 
siete" 80:18 
"Se la mia vita" 
80:89 

INSTRUMENT PAGE 

flute 71, 72, 85 
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recorder 

recorder 

flute 
flute 

recorder 

35, 36, 44 

80, 82, 83 
97, 98 

97 

80, 97 

"Vado e vivo" 
91:80 

"Parto, si" 67:45 
"Quanto dolci" 
67:10 

"Fuor di periglio" 
65:65 
"E'un sospir" 
65:128 

flute 

flute 
flute 

recorder 

recorder 

42, 104 

31, 32, 34 
42, 44, 53 
56 

"Cessa o mai" recorder 78 
68:69 
"Piangero la sorte flute 43 
mia" 68:100 
"Priva son d'ogni flute 97 
conforto" 68:15 
"Sveglaitevi nel recorder 

Oi Oi o
 

oo 

core" 68:17 

"In braccio a te la 
calma" 88:114 
"Puo ben nascer" 
88:16 

recorder 44, 104 
106, 107 

recorder 44 

Jephtha (1751) "In gentle murmurs 
will I mourn" 
44:32, 36 

flute 106 
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INSTRUMENT PAGE 

Jephtha (1751) 

Joseph (1743) 

Joshua (1747) 

Judas Maccabeus 
(1746) 

Ode for St Cecilia's 
Day (1739) 

Orlando (1732) 

Ottone (1722) 

II Parnasso in 
Festa (1734) 

Partenope (1730) 

"Tune the soft melodious flute 106 
lute" 44:114 

"Celestial Virgin" flute 111 
42:66 

"Hark! 'tis the linnett" flute 93 
17:63 
"How soon our tow'ring flute 
hopes are cross'd" 
17:114 
"See the god-like youth flute 42 
advance" 17:185 

"Oh lovely peace" flute 106, 110 
22:210 
"See the conqu'ring hero flute 41, 44, 83 
comes" 22:188 93 
"See the god-like youth flute 42, 83 
advance" 22:187 
"Wise men, flatt'ring" recorder 35, 42, 44 
22:152 

"The soft complaining flute 111 
flute" 23:39 

Sinfonia 82:7 recorder 97 
"Verdi piante" recorder 
82:61 

"Deh! non dir" 66:75 recorder 42 
"Dir li potessi" 66:102 recorder 99 

"Nel spiegar sua voce" flute or 56, 65 
54:56 recorder 
"Spira al sen" flute 99, 100 
54:19 
"Tra sentier di amene" flute 
54:71 

"Dimmi, pietoso Ciel" flute 104 
78:33 
"Ma quai, note di mesti flute 78 
lamenti" 78:105 
"Nobil core che ben ama" flute 97 
78:103 
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OPERA/ORATORIO PIECE INSTRUMENT PAGE 

The Passion (1704) "Du hattest keine Macht" recorder 34 
9:16 

11 Pastor Fido (1712) "Caro Amor" 59:30 flute 42 

Poro (1731) "Senza procelle" 79:51 recorder 
"Se viver non poss'io" flute 
79:61' 
"Son confusa pastorella" flute 97 
79:89 

Radamisto (1720) "Troppo sofferse" flute 53, 54 
63:56 
"Troppo sofferse" flute 53, 55 
63:168 
"Tu vuoi ch'io parta" flute 104 
63:11 

Resurrezione (1708) "Cosi la tortorella" flute 
39:36 
"Ferma l'ali" 39:18 recorder 42, 67, 70 

71 
"Notte funesta" 39:17 recorder 66, 68, 85 

98 
"Per me gia di morire" recorder 34, 44, 93 
39:53 94, 95 

Riccardo Primo (1727) "11 volo cosi fido" recorder 56 
74:110 
"Morte vieni" 74:88 flute 47, 49, 78 

98 
"V'adoro, o luci belle" recorder 
74:15 

Rinaldo (1711) "Augelletti" recorder 56, 57 
58a:31, 58b:31 

Rinaldo (1731) "Augelletti" recorder 56, 61 
58b:145 

Rodelinda (1725) "Con rauco mormorio" flute and 34, 44 
70:58 recorder 
"Ombre, piante" flute 
70:24 
"Se'l mio duol" recorder 99 
70:91 
"Un zeffiro spiro" recorder 
70:76 



OPERA/ORATORIO 

Rodriqo (1707) 

Samson (1741) 

Saul (1738) 

Scipione (1726) 

Serse (1738) 

Silla (1714) 

Solomon (1748) 

Tamerlano (1724) 

Terpsichore (1734) 

PIECE 

"Nasce il sol" 56:15 
"Fredde ceneri" 56:58 

Dead March 10:295 

Dead March 13:208 
"Fell rage and black 
despair" 13:88 
"While yet thy tide" 
13:269 
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INSTRUMENT PAGE 

recorder 50, 52 
recorder 99 

flute 86, 93 

flute 86, 93 
flute 

flute 

"Pensa, o bella" 
71:43 
"Se mormora" 
71:80 

"0 voi chejpenate" 
92:10 
"Va godendo" 92:12 

"Dolce nume de' mortali" 
61:22 
"Luci belle" 61:51 
"Mi brilla nel seno" 
61:32 

recorder 

flute 43 

recorder 99, 103 

recorder 

recorder 42, 76, 77 

recorder 97 
recorder 

"Beneath the vine" 
26:195 
"May no rash intruder 
disturb" 26:101 
"Will the sun forget 
to streak" 26:298 

flute 42, 106 
109 

flute 

flute 41, 44 

"Deh! lasciatemi" 
69:28 
"No, che sei tanto" 
69:84 
"Par che mi nasca" 
69:58 
"Vivo in te" 
69:102 

flute 

recorder 

flute 

flute and 34, 44 
recorder 

"Hai tanto rapido" 
84:64 
"Tuoi passi son dardi" 
84:61 

recorder 95, 96 

recorder 104 
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INSTRUMENT PAGE 

Teseo (1712) 

Theodora (1749) 

Tolomeo (1728) 

II Trionfo del Tempo 
(1708) 

Triumph of Time and 
Truth (1737) 

"Deh! v'aprite" 
60:74 
"Le luci del mio bene" 
60:51 
"Piu non cerca liberta" 
60:55 

Sinfonia 8:108 
Sinfonia 8:112 

"Crede I'uom" 24:44 
"piu non cura" 24:64 

"Mortals think that 
Time is sleeping" 
20:108 
"On the valleys, dark 
and cheerless" 20:125 
"Pleasure's gentle 
Zephyrs playing" 20:104 

flute 

recorder 

recorder 

flute 95 
flute 95 

recorder 104 
flute 

recorder 42, 50 
recorder 

flute 

recorder 93 

recorder 

"Fonti amiche" 76:24 
"Mi volgo ad ogni frondo" 
76:16 
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