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ABSTRACT

Very little is known about Giuseppe Torti’s life. Associated with Milan, 
he was active in 1752–1780. He made several long journeys, including 
to the Lithuanian court of H. F. Radziwiłł. I have recently discovered 
three new works by this composer, which means that his known and 
surviving output now consists of 12 compositions: 9 instrumental 
pieces, cantatas, and an aria, to which one should add one opera libretto 
and information about two operas. In Poland, Torti composed at least 
two (now lost) operas, staged at H. F. Radziwiłł’s court theatre. His 
earlier works, such as Concerto in G Major (GroF826), Trio in G Major 
dedicated to Charles Davers, and the aria Attenda il core dal caro bene 
may also have belonged to the ducal court’s repertoire. The cantata 
Armata sum in campo was most likely composed in Lithuania.
A notable aspect of Torti’s preserved output are the numerous 
arrangements of his works, which suggests that his music was constantly 
in circulation, adapted and rewritten for the needs of a given place, in 
accordance with the audience’s tastes. This indirectly confirms that 
his oeuvre earned the audience’s acclaim. The geographic distribution 
of his compositions in European music centres is impressive indeed, 
from Edinburgh to Slutsk and from Stockholm to Palermo. This 
wide distribution testifies to Torti’s love of travelling, but also to the 
popularity of his music.

Key words: Giuseppe Torti, Giovanni Battista Sammartini, Baldassare 
Federici, Andrea Bernasconi, flute trio sonata, cantata, Karlsruhe, 
Lambach, Engelberg, Charles Frederick Margrave and Grand Duke of 
Baden, Edinburgh, John Reid, Charles Davers, Slutsk, Biała, Hieronim 
Florian Radziwiłł

This now forgotten 18th-century composer attracted 
my interest several years ago, when I discovered that 
he was employed at the court of Hieronim Florian 
Radziwiłł1, one of the most controversial magnates of the 
Polish-Lithuanian Commonwealth in the Saxon period. 
Torti’s works, gradually unearthed in ever more remote 
corners of Europe, prove that he was both competent 
and acclaimed as a composer. The recent discovery of his 
previously unknown compositions – two trio sonatas and 
a cantata – provides an opportunity to take another look 
at his output.

Very little is known about Giuseppe Torti’s life. He 
was associated with Milan (his surname was frequently 

1 I. Bieńkowska, ‘The Unknown Works of Giuseppe Torti 
(Active Between 1752 and 1770)’, in K. Sabik and K. Kumor 
(eds), La cultura del barroco español e iberoamericano y su 
contexto Europeo, Warszawa, Instituto de Estudios Ibéricos 
e Iberoamericanos de la Universidad de Varsovia, 2010, pp. 
575–591; I. Bieńkowska, Muzyka na dworze księcia Hieronima 
Floriana Radziwiłła [Music at the Court of Prince Hieronim 
Florian Radziwiłł], Warszawa, Wydawnictwa Uniwersytetu 
Warszawskiego, 2013.

coupled with the epithet Milanese2), and may have 
received his music education in that city. With his wife 
Teresa, a popular singer, he travelled widely in Europe 
in search of employment and income. Undoubtedly the 
longest of his journeys took him to Lithuania, to the 
Radziwiłł estates in Slutsk and Biała (Podlaska). We owe 
the existing information concerning Torti’s life and work 
(covering the years 1752–1780) mainly to the artistic 
engagements of his wife. The earliest records of Giuseppe’s 
activity need to be related to Teresa’s performances in 
Genoa in 1752. The couple then set out for the north-
east. In 1753 Teresa sang in Vicenza, for the carnival of 
1754 – in Graz, and in 1755 both artists were active in 
Vienna, where they stayed until the spring (April) of 1756. 
We should note at this point that Torti’s only surviving 
aria (Attenda il core dal caro bene), found in a Viennese 
collection3 among works by Italian artists (B. Gallupi, A. 
Mazzoni, G. Ferrandini) is dated 1755 in the source. The 
choice of the capital of the Habsburg Empire, of which 
the Duchy of Milan was a part nearly throughout the 18th 
century (1706–1797), as one of the destinations of the 
Tortis’ artistic tour, seems an obvious choice. Apparently, 
however, their stay in that city did not work out exactly 
as they had hoped. They most likely intended to obtain 
engagements at the court of Empress Maria Theresa, but 
failed, as we can glean from the surviving sources. They 
therefore sought other employment and signed with 
the court of Hieronim Florian Radziwiłł. The contract 
was concluded on 1st April 1756. Having reached Biała 
and Slutsk, the couple spent three years at the prince’s 
estates in accordance with the terms of agreement, and 
in the autumn of 1759 were already back in Milan, as 
we learn from Joseph Kohaut, one of Radziwiłł’s former 
musicians, who mentions visiting the Torti couple  

2 ‘Giuseppe Torti Milanese,’ in I-UDricardi, Ms. 170, and 
‘maestro di cappella milanese, 1763’, in I-Vgc, Rolandi-Tor-Toz. 
Torti’s wife was likewise frequently referred to as ‘Milanese’ or 
‘di Milano’, as for instance in 1753 during her performances in 
Venice, in 1754 during three appearances in Graz, in 1762 in 
Palermo, and in 1765 in Florence, cf. C. Sartori, I libretti italiani 
a stampa dalle origini al 1800. Catalogo analitico con 16 indici, 
7 vols, Cuneo, Bertola & Locatelli, 1990–1994, vol. 1, pp. 223, 
296, 299; vol. 3, p. 57; vol. 5, pp. 513, 514, 559. 

3 Attenda il core dal caro bene in G-Major, T, vl (2), vla, b, tr 
(2), Wien, 1755, A-Wn, Mus. Hs. 1878 MUS MAG, fols 34–43, 
44–45. For more on this composition, cf. I. Bieńkowska, ‘The 
Unknown Works…’
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in that city late in that year or at the beginning of 17604. 
While their artistic itinerary on the way from Milan 
to Lithuania can be reconstructed almost in full, their 
route back to Italy is not easy to map out. Torti’s works 
found in the collections of Benedictine monasteries in 
the Alps (Lambach and Engelberg) might suggest that 
they stopped over in those regions. The couple left Milan 
again in 1762 (or a bit earlier) and travelled to the south 
of Italy, were they worked in Palermo for at least two 
years. In 1762 Teresa is known to have sung Berenice in Il 
Vologeso5 at the Teatro Santa Cecilia, and in the following 
year the azione drammatica Tancredi in Tessalonica was 
staged with Torti’s music for the birthday of Ferdinand 
I, the future King of the Two Sicilies (1751–1825), at 
his palace6. The couple did not remain in Sicily for long. 
For 1765, we have records of Teresa’s performances in 
Florence in the north, and in the subsequent years in 
Padua, Alessandria, and Venice. As late as 1780, she sang 
Ismene in a Venetian production of L’Antigono. The later 
life of the couple (assuming that Giuseppe was still well 
in 1780 and accompanied his wife) is unknown.

The list of Giuseppe Torti’s currently known works 
comprises instrumental pieces, cantatas, an aria, as well 
as one opera libretto. We also know of at least two lost 
operas. Instrumental music forms the largest group. With 
one exception, it was written for transverse flute. There 
are six flute trio sonatas and three concertos (one for 
oboe) 7. Torti’s trios, scored for two flutes and basso, have 

4 Kohaut travelled in Italy from July 1759 till early January 1760, 
cf. PL-Wagad, AR V, 6987, fols 4r–10r, a letter from J. Kohaut to 
H.F. Radziwiłł, Genoa, 5th Jan. 1760.

5 C. Sartori, I libretti italiani…, vol. 5, p. 514. It was a dramma per 
musica with music by several different composers. 

6 Tancredi in Tessalonica (libretto G. Baldanza), Palermo, Real 
Palazzo 1763, libretto preserved in I-Vgc.

7 The concertos: in G Major GroF826, fl, vl (2), vla, b, D-KA, 
Mus. Hs. 953; G-dur, ob, vl (2), vla, b, D-Rtt, Torti 1; in G Major, fl 
princ, fl (2), b, I-UDricardi, Mus. 170, as well as the aria Attenda 

primarily been preserved in the music collection of the 
Badische Landesbibliothek in Karlsruhe, which includes 
four of the six now known trio sonatas by this composer: 
the Trios in C Major (GroT8 3943-C) and in G Major 
(GroT3944-G)9, not found in any other sources, as well 
as the unattributed and incompletely preserved Trio 
in D Major (GroT3991-D)10 and the Trio in G Major 
(GroT3833-G)11, for which we have two other sources. 
The Karlsruhe collection also contains Giuseppe Torti’s 
Concerto in G Major for flute, two violins, viola and b.c. 
(GroF826)12.

The presence of compositions by Torti in the Karlsruhe 
collection justifies the question whether Giuseppe or his 
wife were in any way connected with the music ensemble 
of Charles Frederick, Margrave and later Grand Duke of 
Baden (1728–1811). In the mid-18th century, music life 
flourished in the Grand Duchy of Baden thanks to the 
musical passions of the margrave (who was a great lover 
of flute music and played this instrument well himself ), 

il core dal caro bene have been analysed in more detail in I. 
Bieńkowska, ‘The Unknown Works…’

8 I. Gronefeld, Flauto traverso und Flauto dolce in den 
Triosonaten des 18. Jahrhunderts: Ein thematisches Verzeichnis, 
vols 1–4, Tutzing 2007–2019 (further as GroT).

9 Trio in C Major, GroT 3943-C, fl (2), b, D-KA, Mus. Hs. 954 
and Trio in G Major, GroT3944-G, fl (2), b, D-KA, Mus. Hs. 955.

10 Trio in D Major, GroT3991-D, fl (2), b, D-KA, Mus. Hs. 1128 
(entered anonymously, without the b.c part), GB-Eu, Mus. c. D 
52–54 / 19.

11 Trio in G Major, GroT 3833-G, fl (2), b, D-KA, Mus. Hs. 129 
(entered as a piece by B. Federici), CH-Bu, kr IV 353 (Ms. 312) 
– 3rd movement Allegro missing in Fl 2; S-SK, 234a (entered as a 
piece by B. Galuppi): vl (2), b.

12 I. Gronefeld, Die Flötenkonzerte bis 1850. Ein thematisches 
Verzeichnis, vols 1–4, Tutzing 1992–1995 (further as GroF), 
Concerto in G Major, GroF826, fl, vl (2), vla, b, D-KA, Mus. Hs. 
953.

Table 1. Works by G. Torti kept at the Badische Landesbibliothek in Karlsruhe

No. Work D-KA Attribution Concordances Attribution

1. Concerto in G Major fl, vl (2), vla, b, GroF826 Mus. Hs. 953 G. Torti –

2. Trio in C Major, GroT 3943-C Mus. Hs. 954 G. Torti –

3. Trio in G Major, GroT3944-G Mus. Hs. 955 G. Torti –

4. Trio in D Major, GroT3991-D Mus. Hs. 1128 none GB-Eu, Mus. c.
D 52–54/19 G. Torti

5. Trio in G Major, GroT3833-G Mus. Hs. 129 B. Federici CH-Bu, kr IV 353
S-SK, 234a

G. Torti
B. Galuppi
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as well as those of his wife13, coupled with Johann 
Melchior Molter’s (1696–1765) effective management 
of the 45-piece orchestra. However, the surviving lists 
of artists associated with that ruler do not list either 
Teresa or Giuseppe among the court musicians. Besides, 
in the Tortis’ known calendar of artistic tours from the 
1750s to the 1770s there is hardly any space left for a 
stay in Karlsruhe. On the other hand, we know that 
the programmes of the numerous instrumental music 
concerts held in that city featured, apart from works by 
the Kapellmeister J.M. Molter (which dominated the 
repertoire), also music imported from Milan, including 
compositions by Giovanni Battista Sammartini, with 
whom the margrave corresponded in person14. It is 
therefore most likely that the works of Giuseppe Torti 
and such other Milanese composers as Giovanni Battista 
Lampugnani, Baldassare Federici, and Andrea Bernasconi 
were purchased for the needs of the Baden court’s music 
ensemble. Molter’s inventory of the courtly music 
collection, made in 1755, lists Torti in only one place, 
in the section for Concerti e Quarti concertanti next to 
the incipit of the Concerto in G Major (GroF826)15. This 
proves that the concerto, Torti’s only work recorded and 
released so far16, had been composed before 1755. The 
inventory does not list any of his four trio sonatas, which 
means that they reached Karlsruhe at a later date.

Torti’s surviving flute trios consist of three movements 
(fast-slow-fast)17. The first and last of them represent a 
binary form with repeated segments, where the material 

13 Caroline Louisa of Hesse-Darmstadt (1723–1783), wife to 
Charles Frederick from 1751, took piano lessons with Johann 
Samuel Endler (1694–1762) in Darmstadt. Cf. R. Thomsen-
Fürst, ‘The Court of Baden-Durlach in Karlsruhe’, in Music at 
the German Courts, 1715–1760. Changing Artistic Priorities, S. 
Owens, B.M. Reul and J.B. Stockigt (eds), introd. Michael Talbot, 
Woodbridge, Boydell Press, 2011, p. 376.

14 R. Thomsen-Fürst, ‘The Court of Baden-Durlach…’, pp. 
365–388. The collection of the Badische Landesbibliothek 
in Karlsruhe comprises 84 instrumental works by this master, 
some of which were misattributed, cf. D-KA, https://digital.blb-
karlsruhe.de/topic/view/4035406 

15 D-KA, Karlsruher Noteninventare, Mus. Hs. Inventare-
Musicalia, fol. 13: Concerti | e Quarti con= | certanti |, fol. 16: 
TORTI.

16 Andrea Zani, Romano Piacentino, Giuseppe Torti, Giacinto 
Schiatti. Concerti per flauto, archi e continuo, Raffaele Trevisani 
(fl), Ensemble Barocco Carlo Antonio Marino, Natale Arnoldi 
(direzione), Tactus 2018 (TC720002).

17 Except for Trio in G Major (GroT3944-G) and the Trio in G 
Major found in the Swedish collection, where the last movement 
is a minuet.

of segment B draws on A. Torti’s sonatas must have 
enjoyed some popularity in their own time, since most of 
them (four) survive in more than one source. Trio Sonata 
in G Major (GroT 3833-G) can be found in three sources, 
only one of which (kept at Basel University Library) 
attributes this piece to Torti. In the copy from Karlsruhe, 
it was ascribed to another Milanese composer, Baldassare 
Federici, and in the Stockholm collection – to Baldassare 
Galuppi18. The copies in these various manuscripts only 
differ in minor details of articulation, rhythm, and 
ornamentation, without any major modifications. What 
is notable is that the part of the second flute in the central 
movement of the Trio exceeds that instrument’s range, 
reaching B3 and C4. This is the variant we find in S-SK, 
234a (where the performing forces listed are two violins 
and b.c.) and in CH-Bu, kr IV 353 (Ms. 312), whereas 
in the copy from Karlsruhe the passages in question were 
notated an octave higher, which makes a performance 
of the work by two flutes possible19. 18th-century works 
for a solo instrument (violin or flute) were frequently 
conceived in such a way that they could be executed on 
either of them depending on the instruments’ availability 
and on local preference. The copy from Basel evidently 
contains a minor error, most likely made by a careless 
copyist.

Two of Torti’s trio sonatas survive in John Reid’s music 
collection in Edinburgh20. These are: Trio in D Major 
(GroT3991-D21), also known from Karlsruhe, and a Trio 
in G Major. Reid, a Scottish general and music lover, 
played the flute in concerts in London and Edinburgh. 
He also tried his hand at composition (writing marches 
dedicated to the various British army troops, as well as 

18 CH-Bu, kr IV 353 (Ms.312): N | o. 142. | Flutta Prima | Sonata 
a Due Flutte | è Basso | Del Sigr Giuseppe Torti; D-KA, Mus. Hs. 
129: Sonata per due Fluti Trauerse | Col Basso | del Sige: Federici 
di Milano. Notably, the composer’s name was entered in lighter 
ink and a different hand; S-SK, 234a: Trio del Signor | Galupe. 
The piece has eventually been recognised as written by G. Torti, 
cf. E. Refard, Thematischer Katalog der Instrumentalmusik des 
18. Jahrhunderts in den Handschriften der Universitätsbibliothek 
Basel, Bern, Paul Haupt, 1957, vol. 6.

19 This concerns the Fl II part, Adagio, mm. 5–7, 36–39, and 
53–56.

20 I am sincerely grateful to Chris Nex of Edinburgh for attracting 
my attention to this piece.

21 GB-Eu, Mus. c. D 52–54 / 19; the composer’s name entered 
only in the basso part: 19. | Basso | Trio Per Due Traversiere | e 
Basso | Del Sigr Giuseppe Torti; D-KA, Mus. Hs. 1128 (as an 
anonymous piece without the b.c. part): Trio a due Flauti Traversi 
e Basso, RISM 453003048.

https://digital.blb-karlsruhe.de/topic/view/4035406
https://digital.blb-karlsruhe.de/topic/view/4035406
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22 The melodic (octave) variants in the 2nd flute part have been marked with red dots.

Music example 1a. Giuseppe Torti, Trio in G Major, GroT3833-G, Adagio, Fl II part, CH-Bu, kr IV 353 (Ms. 312), fol. 922

Music example 1b. Giuseppe Torti, Trio in G Major, GroT3833-G, attributed in the source to B. Federici, Adagio, Fl II part, D-KA Mus. Hs. 129, 
fol. 9
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his itinerary, but it may be hypothesised that late in 1775 
Torti and Davers’s paths crossed, probably in Vienna or 
thereabouts. Torti’s Trio in G Major (and his other trio, in 
D Major) may have become part of the collection of John 
Reid, a music-lover and flutist well-known on the Isles, at 
some later date (impossible to define precisely), when it 
was either presented to him by, or purchased from Davers.

Of the Trio in G Major dedicated to Charles Davers, 
previously omitted from flute music catalogues except for 
the Edinburgh copy, one (unattributed) part-book also 
survives in the Biblioteca privata Jorxe De Micheli in 
Milan26. Besides, another copy of this piece can be found 
in the Archives Départementales de Lot-et-Garonne in 
Agen27 (as a duetto for two violins by Giovanni Battista 
Sammartini). The melodic and rhythmic material of 
Torti’s flute parts is identical with that of Sammartini’s 
Duetto and with the 1st violin part in the Milanese source28, 
except for the central movement of the latter, which in 
Torti’s version is a Largo in G major, quite different from 
that found in the Agen and Milan versions (Adagio in E 
minor). Since we have no other sources at our disposal, 
we cannot unequivocally decide whether the attribution 
to Sammartini (in F-AG) is erroneous, and the Duetto 
is actually a piece by Torti later rearranged as a trio, or 
whether perhaps the former composition was indeed 
written by Sammartini and used by Torti as the basis for 
his own piece, in which he supplemented the b.c. and 
added a new middle movement. Torti was associated 
with Milan and may, as we suggested above, have 

26 I-Mdemicheli, MSS. Mus 116 (as anonymous, attributed in 
RISM to G.B. Sammartini; incomplete, only Fl1 part): Deyiulj 
(Degiulj?) | Sonata de’Saltteri, RISM 851002701.

27 F-AG, 277 (1–2): Duetti Del Sigr. St. Marttino, RISM 
840002986.

28 There are also minor differences in the settings of the 3rd 
movement, in mm. 61–65, where Torti substitutes the quaver rest 
in I-Mdemicheli with added sounds (incl. B3), and in m. 97, where 
a quaver is rhythmically subdivided, introducing the notes B3 and 
G3. This suggests that the Milanese copy, where the performing 
forces are not defined, was originally conceived as a piece for 
violins, not for flutes. 

minuets, solo sonatas for flute or violin with b.c., all 
of them published in London in 1756–178123). He 
endowed a chair of music at the University of Edinburgh, 
which laid the foundations for its present-day Faculty of 
Music. Trio in D Major (GroT3991-D), which is part of 
Reid’s collection, is also found as an anonymous piece in 
an incomplete copy (already mentioned above) kept in 
Karlsruhe (only the title page remains of the basso part). 
These two copies are nearly identical, with only one 
modification in the 2nd movement, where the key was 
changed from D minor (in the Edinburgh source) to B 
minor (in the copy from Karlsruhe), which means that 
the whole was notated a third lower.

Reid’s collection24, comprising nearly 50 flute trio 
sonatas by, among others, Quantz, Jomelli, Sammartini, 
Campioni, and numerous unattributed ones, includes 
also Torti’s Trio in G Major25, dated 1755 in this source, 
and bearing the note: “per uso Del Sigre Cavaliere Davers”. 
This may refer to one of the two brothers, Sir Robert 
Davers (1735–1763), 5th Baronet of Rushbrook, or the 
younger Charles (1737–1806). We know that Robert 
remained in the British Isles till the spring of 1756, 
when he set out for the continent, heading for Italy. The 
inscription on the title page therefore refers most likely 
to the then 18-year-old Charles Davers, who, having 
graduated from Trinity College, Cambridge in 1755, 
embarked on his foreign travels. We know nothing about 

23 Handwritten copies of his works have been preserved, first 
and foremost, at the AK Bell Library in Perth, and Regimental 
Slow March – at the British Library in London. For a list of 
Reid’s complete works: cf. e.g. D. Johnson, ‘Reid, John’, 
The New Grove Dictionary Online, https://doi.org/10.1093/
gmo/9781561592630.article.23106 (accessed 7 December 
2020).

24 GB-Eu, Mus. c. D 52–54. Reid’s collection also included 
a large number of overtures and sinfonie written by Italian 
composers in 1753–1758, now kept at Edinburgh University 
Library. 

25 Trio in G Major, fl (2), b, GB-Eu, Mus. c. D 52–54 / 20. On 
the cover of the Basso part-book: Trio | Per Due Flauti Traversi e 
| Basso | Del Sig:r Giuseppe Torti | Per uso | Del Sig:re Cavaliere 
Davers | Hum. 3 | 1755.

Table 2. Trios by G. Torti kept at Edinburgh University Library

No. Work GB-Eu Attribution Concordances Attribution

1. Trio in D Major, GroT3991-D Mus. c. D 52–54/19 G. Torti D-KA, Mus. Hs. 1128 none

2. Trio in G Major Mus. c. D 52–54/20 G. Torti
I-Mdemicheli,

MSS. Mus 116;
F-AG, 277 (1–2)

none;
G.B. Sammartini

https://doi.org/10.1093/gmo/9781561592630.article.23106
https://doi.org/10.1093/gmo/9781561592630.article.23106
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received his music education in that city. He belonged 
to a generation of musicians who could be Maestro 
Sammartini’s pupils. The Trio in G Major is, however, 
a conventional mid-18th-century setting, and does not 
demonstrate distinctive stylistic qualities which might 
justify a decisive attribution to either Samartini29 or Torti.

Two other pieces may be identified, albeit tentatively, 
as flute trio sonatas by Torti. The first is another Trio in 

29 Samartini’s oeuvre has not become the subject of any 
comprehensive monograph yet. Pieces for two flutes or two 
violins are rare in his output, and most of them are of doubtful 
authorship. Attribution is only considered as certain in the case 
of: Duet No. 4 (in D major), 2 fl/vn (in: Scielta di Sei duetti, Paris, 
undated) and the first two of his six Sonatas / Duetti (G, D, G, D, 
G, G), 2fl/vn, London, 1763. 

G Major, kept at S-Sk30 (as an unattributed piece) and 
at S-L31 (as a work by Andrea Bernasconi, 1706–1784). 
Bernasconi, as he informs us himself (in the libretti of 
his early operas), was associated with Milan (specifically, 
in 1737 and 1743–1753). He was, however, first and 
foremost an opera composer, and exhibited little interest 
in instrumental music32. The said trio is the only known 

30 S-Sk, 903:3: N | o 12 | Sonata a 3 G | # | Flauto Trav. Primo | 
Flaut. Trav. Secundo | et | Basso, RISM 190009038.

31 S-L, Saml. Wenster E:13: Sonata à Trio C | # | Flauti travasieur 
Primo | Flautt travasieur Secondo | Basso Contino | del Sigr 
Bernasconi, RISM 190002181.

32 We only know of eight surviving (and 12 lost) symphonies, one 
flute concerto and one flute trio by this composer. Cf. R. Münster, 
P. Corneilson, ‘Bernasconi, Andrea’, The New Grove Dictionary  

Music example 2a. Giuseppe Torti, Trio in G Major, mov. I, Allegretto, Fl I part, GB-Eu, Mus. c. D 52–54/20

Music example 2b. Giovanni Battista Sammartini, Duetto in G Major, mov. I, Allegro, vl I part, F-AG, 277 (1–2)
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Music example 2c. Anonymous, Duetto in G Major, mov. I, Allegro, vl I part, I-Mdemicheli, MSS. Mus 116

Music example 3a. Giuseppe Torti, Trio in G Major, mov. II, Largo, Fl I part, GB-Eu, Mus. c. D 52–54/20

Music example 3b. Giovanni Battista Sammartini, Duetto G-dur, mov. II, Adagio, vl I part, F-AG, 277 (1–2)
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example of this genre in his oeuvre. In his catalogue, 
Barry Brook33 attributed this work to one ‘Giuseppe 
Tarti’, dating it to 1763. It is tripartite, similarly as Torti’s 
Trio in G Major (GroT3944-G), which likewise ends 
with a minuet.

Torti’s known vocal-instrumental output comprises, 
apart from the above-mentioned aria, also two Latin 
sacred cantatas, Armata sum in campo34, based on 
variants of the same text, with minor differences in 
musical settings. Both follow the same overall four-part 
design, with two da capo arias separated by a recitativo 
accompagnato and ending with an Alleluia (Halleluiah). 
The whole is preceded by a sinfonia and interspersed with 
instrumental ritornelli. The cantatas differ in the key and 
performing forces. The setting now kept in Lambach, in 
A major, is scored for bass voice, two violins, viola, b.c., 
and two horns, whereas the other version is in C major, 
and more modestly scored (a soprano, two violins, viola, 
and b.c.35)

Online, https://doi.org/10.1093/gmo/9781561592630.article.02864 
(accessed 8 December 2020).

33 B.S. Brook, The Breitkopf Thematic Catalogue. The Six 
Parts and Sixteen Supplements 1762–1787, New York, Dover 
Publications, 1966.

34 Motetto à Basso solo con Stru:ti | del | Sige Giuseppe Torti w: 
A-LA, 1906; N 30 | Aria | pro omni Tempore | à | Canto solo | 2 
Violini Viola con Basso | Del Sigre Giuseppe Torti w: CH-EN, Ms 
A 683 (Ms. 6058).

35 The Lambach manuscript is a rather careless and hastily 
made score, while the Engelberg collection contains carefully 
written-out part books. Neither of these is in Torti’s own hand.

Notably, the cantatas are part of the music collections 
of two sister monasteries of the Benedictines, in Lambach 
and Engelberg, both boasting long musical traditions36 
and, in the case of Lambach, an exceptionally large library 
of 18th-century music sources, which reflects the position 
of this monastery as a major cultural centre in that period. 
The manuscripts are undated, but if we assume that they 
were incorporated into these collections in the context of 
the Torti couple’s journey back from Lithuania, then the 
Lambach version for solo bass would be chronologically 
earlier than the Engelberg soprano cantata, thus 
reflecting the musicians’ itinerary. It is also possible that 
one or both of these works had been composed earlier, 
specifically with Teresa Torti in mind as the soloist, or 
for the excellent bass Tadeus Butz, who worked at the 
Radziwiłł court37 and took part in performances of Torti’s 
operas.

In either case, both cantatas were most likely composed 
before 1760, before Torti returned to his native Italy 
from his long journeys. The solo vocal part is conceived 

36 Cf. L. Fagin Davis, The Gottschalk Antiphonary: Music and 
Liturgy in Twelfth-Century Lambach, Cambridge, Cambridge 
University Press, 2000; P. Deinhammer, Joseph Balthasar 
Hochreither (1669–1731). Eine Biographie. Mit besonderer 
Berücksichtigung seines Wirkens im Benediktinerstift Lambach, 
Dissertation, Wien, Universität Wien, 2008, http://othes.univie.
ac.at/2497/1/2008-10-15_9922249.pdf (accessed 8 December 
2020).

37 From 1752 till mid-1758, cf. I. Bieńkowska, Muzyka na 
dworze…, pp. 63–64, 186, 198–202, 205, 214, 217, 219, 225, 
336–337.

Music example 3c. Anonymous, Duetto G-dur, mov. II, Adagio, vl I part, I-Mdemicheli, MSS. Mus 116

https://doi.org/10.1093/gmo/9781561592630.article.02864
http://othes.univie.ac.at/2497/1/2008-10-15_9922249.pdf
http://othes.univie.ac.at/2497/1/2008-10-15_9922249.pdf
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in a way which may suggest that it was originally meant 
for a low voice, since the melody features numerous 
progressions consisting of broken triads, leaps, and 
repeated notes. Both solo parts abound in extensive 
melismata, comprising as many as almost 90 notes in the 
first aria (Armata sum in campo) and in the final Alleluia 
(Halleluiah)38. The vocal ambitus is up to one and a half 
octaves in both versions (between C4 and A5 for the 
soprano, A2 to E4 for the bass). In both, the composer 
mainly exploits the top register of the respective voice 
ranges39.

Torti’s instrumental works have relatively frequently 
been confused in the manuscripts (as demonstrated 
above) with pieces by his contemporaries, but, notably, 
with just one exception they were always attributed to 
composers who had close links to Milan; that single 
non-Milanese artist came from the not-very-remote 
Venice. Such erroneous attributions should be viewed as 
related, on the one hand, to Milan’s leading position in 
instrumental music practice and development, and on 

38 The word irato (irate, angry) is set ornamentally three times: 
in the soprano version, the longest melismata come on this 
word in mm. 43–54, 89–94, and 109–120; in the bass setting, 
in mm. 35–44, 75–85, and 100–104. The word Alleluia is set 
ornamentally e.g. in mm. 5–16 (soprano version) and mm. 5–13 
(in the bass cantata).

39 In the bass, the note A2 appears twice in the whole cantata, 
in the Alleluia, in mm. 5, 54, while E4 reappears 26 times in the 
entire work, including thrice in long values (Non confido mm. 46, 
76, 80).

the other – to Giuseppe Torti’s not very distinctive style.
In the case of foreign artists active in the Polish-

Lithuanian Commonwealth, of much importance to 
researchers is the question which of their works were 
composed and performed specifically in that country. 
Concerning Torti, we know (from indirect sources) that 
two of his operas were staged (in 1756 and 1757) at 
Hieronim F. Radziwiłł’s theatre40. These and most likely 
other works which he composed as part of his contract 
signed with the Prince’s representatives are now lost41. 
With a high degree of probability, we may assume that his 
other music, written before entering the prince’s service, 
was also performed in Lithuania. We know of at least 
three such works: Concerto in G Major (GroF826, comp. 
before 1755) and two pieces dated to 1755: Trio in G 
Major dedicated to Charles Davers, and the aria Attenda 
il core dal caro bene. One or both versions of the cantata 
Armata sum in campo may also have been composed in 
Lithuania, but this is only one possible hypothesis.

A notable aspect of Torti’s preserved output are the 
numerous arrangements of his works, which prove that 

40 I. Bieńkowska, Muzyka na dworze…, pp. 219, 291–292, 299–
300, 361–362, 438–441.

41 “[…] di maestro di musica: cioè in qualità di compositore 
per opere di Teatro, fare cantate per camera, sinfonie, ed 
accompagnare dette azioni ad cembalo […]” (“…composing 
music for the opera and theatre, secular cantatas, sinfonie, as 
well as accompanying theatrical spectacles on a harpsichord…”), 
in: PL-Wagad, AR XXI, T65, fols 1r–4r, an excerpt from G. and T. 
Tortis’ contract of service, 1st April 1756, Vienna.

Table 3. Comparison of form and scoring in the two versions of the cantata Armata sum in campo, found in Lambach (A-LA, 1906) and Engelberg 
(CH-EN, mus A 683)

No. A-LA, 1906 CH-EN, mus A 683

Sequence of movements 
[whole cantata = 364 measures]

Scored for:
Sequence of movements 

[whole cantata = 397 measures]
Scored for:

sinfonia (20 ms) vl (2), vla, b, cor (2) sinfonia (26 ms) vl (2), vla, b

1. Aria da capo: Armata sum in campo,
A major, 4/4, no tempo indication (119 ms)

B, vl (2), vla, b, 
cor (2)

Aria da capo: Armata sum in campo,
C major, C, Vivace assai (129 ms) S, vl (2), vla, b

instrumental ritornello (12 ms) vl (2), vla, b, cor (2) instrumental ritornello (13 ms) vl (2), vla, b

2. Recit[ativ]o: Venite infidelarum abissi
G major, 4/4 (12 ms) B, vl (2), b Recitativo: Venite invidae larvae

B-flat major, C (12 ms) S, vl (2), b

sinfonia (21 ms) vl (2), vla, b sinfonia (23 ms) vl (2), vla, b

3. Aria da capo: Non confido in mundo infido, 
D major, CI, Sostenuto e piano (90 ms) B, vl (2), vla, b Aria da capo: Non confido Mundo

F major, CI, Sostenuto (94 ms) S, vl (2), vla, b

instrumental ritornello (15 ms) vl (2), vla, b instrumental ritornello (17 ms) vl (2), vla, b

4. Alleluia
A major, C (75 ms)

B, vl (2), vla, b, 
cor (2)

Alleluia
C major, C (83 ms) S, vl (2), vla, b
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his music was constantly in circulation, adapted and 
rewritten for the needs of a given place, in accordance 
with the audience’s tastes. This indirectly confirms 
that his oeuvre earned considerable acclaim among 
the audiences. The geographic distribution of his 
compositions in European music centres is impressive 
indeed, from Edinburgh to Slutsk (nearly 3,000 km) and 
from Stockholm to Palermo (more than 3,000 km). This 
wide distribution results from Torti’s long journeys, but 
also testifies to the fact that his music did enjoy some 
popularity, including in places such as Scotland and 
Sweden, which he probably never visited in person.

Torti’s known oeuvre is only a fraction of his once 
undoubtedly large output of compositions. Hopefully, 
thanks among others to the recently intense process of 
digitalising music collections, which are being entered 
into electronic catalogues, some of his other works, 
or at least new copies of the previously discovered 
compositions, may soon be unearthed.
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