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George Frideric Handel  (1685-1759)   Tanti strali al sen mi scocchi HWV197 (by 1711)   

     Trio Sonata in B flat HWV402 (pub. 1739)   
I. Larghetto • II. Allegro, ma non presto • 
III. Adagio - Allegro • IV. Gavotte. Allegro • 
V. Menuet. Andante allegro  

Il duello amoroso HWV82 (1708)   

Interval    

Dixit Dominus HWV232 (1707)   
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The pieces in tonight’s concert reflect Handel’s 

travels from Italy to Germany and then on to England. 

Having spent several years in Italy (where he wrote 

the final two pieces on the programme), Handel 

secured the post of Kapellmeister at the court of 

Hanover. Here he established a good relationship 

with the Elector’s son George and, in particular, his 

wife Caroline of Ansbach – a friendship that would 

carry on until Caroline’s untimely death in 1737. It was 

probably for her that Handel composed the duet 

Tanti strali. Italian duets had been made popular at 

the court by one of Handel’s predecessors, Agostino 

Steffani, and Handel contributed ten more to the 

court’s collection. 

'Tanti strali' is a conversation between two lovers. 

The first section is a game of kiss-chase, the alto 

always running after the soprano. The second 

section, ‘Ma se l’alma’, is a sighing andante, with a 

throbbing bass line representing the beating heart. Its 

B minor melancholy is brushed aside by the return of 

G major and another fast section; the singers’ sinuous 

semiquavers portraying beautifully the chains of 

desire. 

The Trio Sonata HWV402 was one of a set of seven 

Handel published in 1739. The first two movements 

are re-workings of the overture to the Chandos 

Anthem ‘Let God arise’ (HWV256a) – although in 

mood, they are not unlike 'Tanti strali'. In B flat major 

(a key Handel used for arias about love), the first 

movement is a gently affectionate conversation 

between the two violins, in contrast to the energetic 

chase of the second movement. A brief Adagio leads 

into a fugal finale: the basso in no longer just the 

continuo, but has joined, perhaps, a ménage à trois. 

Handel wrote Il duello amoroso (or ‘the loving duel’) 

in Rome in the summer of 1708, probably for the 

marchese Ruspoli’s Sunday entertainments, where it 

may even have been staged. It is scored, like the Dixit 
Dominus, for five-part strings, and it is Handel’s only 

cantata for soprano and alto. The shepherd Daliso 

(Pasquale Betti, in its first performance) tries to force 

himself upon the unwilling Amaryllis (Margherita 

Durastanti), but she outwits him. His first aria is 

flustered, whereas she is in complete control. 

Amaryllis likens him to a sailor who, over-

emboldened, is about to run aground – this aria 

recalls both Armida abbandonata and Tempo’s ‘È ben 

folle’ in Il Trionfo del Tempo e del Disinganno. Daliso’s 

response is a sad siciliano; he really is hopeless. The 

final duet, a minuet which Handel later re-used in his 

opera Poro, continues, with its canonic entries, to 

suggest that she has eluded him. 

Late in 1706 Handel took himself from Hamburg to 

Italy, the European centre of cultural fashion, for what 

we might think of as a university education in the 

latest musical styles. His first stop was Rome, whose 

musical scene he exploded onto with, amongst other 

compositions, the Dixit Dominus. Written in April 

1707, Dixit was scored for five-part choir balanced by 

five-part orchestra; in eight movements and at just 

over half an hour in length, it is quite a grand and 

extended setting. Where it was performed is rather a 

mystery: the text itself (Psalm 109 or 110 depending 

on your Bible) is for the office of Vespers, but 

whether, as is often claimed, it was for a service at the 

Carmelite friary of Santa Maria in Montesanto there is 

no hard evidence. Whichever church it was written for 

certainly could command virtuosic singers and 

instrumentalists. 

One of the virtuosi Handel met in Rome was 

Arcangelo Corelli, whose profound influence on the 

young German can be clearly heard in the string 

writing in Dixit – from the violins’ opening arpeggios 

to the elegant triplets in ‘Tecum principum’, to the 

precipitate fury of ‘implebit ruinas’. At the same time 

that he was writing Dixit, Handel was working on his 

stunning oratorio Il Trionfo del Tempo e del 
Disinganno: both works show not just how quickly 

Handel responded to the refulgent Italian style, but 

the abundance of his invention. In both works, too, we 

hear the beginnings of what would become his 

trademarks. In the first movement of Dixit, he has the 

sopranos holding ‘donec ponam inimicos’ in a long 

line, with choral interjections from below: he would 

later use this motif in, for example, Messiah’s 

‘Hallelujah’ chorus. His talent for word-painting is 

shown throughout Dixit, in both broad brush-strokes 

and tiny details. Although the choral and instrumental 

parts are normally in some sort of dialogue, for 

‘Juravit Dominus’ (‘The Lord hath sworn’), they come 

together in unison, a huge wall of sound showing the 

strength of the Lord’s word. In ‘Dominus a dextris’, the 

Lord’s day of wrath (‘die irae suae’) is expressed by 

disquieting chromaticism. The chorus ‘Judicare’ 

mixes a stately legato theme for ‘he shall judge’ with 

the furious semiquavers of destruction (‘implebit 

ruinas’); after the basses have heaped up the final 

body at the end of that section, the choir and 

orchestra enter with thumping crochets for 

‘conquassabit’, suggesting the violent pounding of 

heads upon the ground – the ground itself (‘terra’) 

being a scale downwards. In the final chorus, the 

fugue subject of ‘et in saecula saeculorum’ (‘world 

without end’) is on one note, representing eternity. 

Handel took the score of Dixit with him to London 

and reused snippets from it in some of his Cannons or 

Chandos Anthems (such as ‘Let God arise’) and in his 

oratorio Deborah, perhaps toning them down to suit 

English tastes and accomplishment. Dixit itself lay 

neglected until the early music revival in the latter 

20th Century; happily for audiences and performers 

alike, it has now found its place among the jewels of 

the choral repertoire. 
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I. Larghetto  
II. Allegro, ma non presto  
III. Adagio - Allegro  
IV. Gavotte. Allegro  
V. Menuet. Andante allegro  
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Anonymous 
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Liturgical text 

 

 

 

 
 
Translation of 'Tanti strali al sen mi schocchi' by Lucy Maxwell-Stewart, 
from Hyperion Records Ltd, London, printed with kind permission. 'Il 
duello amoroso' by Anthony Hicks © 2008. Courtesy of Hyperion 
Records Ltd, London, printed with kind permission. 

 




