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ELEGIES
Behind the seven Elegies (Elegien) for piano (1908) is an aesthetic mani-
festo,	a	wish	for	a	turning	point	or	“Wendung”	(as	the	title	of	the	first	Ele-
gy aptly declares it) in the composer’s creative evolution, but also, more 
ambitiously, in all future music. Ferruccio Busoni (April 1, 1866–July 27, 
1924) believed that music should be, as he commented to the critic and 
composer	Hans	Pfitzner,	“well	meant	and	full	of	peace,”	but	this	did	not	
preclude the provocative gesture of the Elegies’ exceptional harmonic va-
riety, brought about by new chordal progressions and juxtapositions and 
giving an impression of a potentially inexhaustible tonality.

Unlike his contemporary Arnold Schoenberg, Busoni did not actually 
renounce	tonality	altogether,	nor	even	merely	extend	it	significantly.	
Instead and perhaps more surprisingly, traditional tonality contributed 
to a new hierarchy of harmonic functions based on a fresh treatment of 
chordal inversion, unconventional progressions and the constant simul-
taneity of major and minor modes. Debussy thought similarly about the 
latter, saying that “Music is neither major nor minor. Minor thirds and 
major	thirds	should	be	combined,	modulation	thus	becoming	more	flex-
ible. The mode is that which one happens to choose at a given moment. 
It is not constant.” Trespassing the traditional major/minor dichotomy 
creates a more modern, more democratic and psychological tonal sensi-
bility. 

Busoni frequently made use of “mutatio toni” (changing modes), which 
had been a common rhetorical device in the keyboard works of his 
eighteenth-century compatriot Domenico Scarlatti. It was a trait of Ba-
roque italianità that continued down the centuries (being present also 
in	Puccini’s	operas),	but	found	its	definitive	role—that	of	uniting	oppo-
sites—in	Busoni’s	music,	in	which,	as	in	the	smiles	of	pre-Hellenic	stat-
ues in the ancient-Greek world, a state of emotionally balanced wisdom 
is achieved. Indeed, in an open letter to Paul Becker of 1920, Busoni 

Busoni: Elegien. Cover of the first edition in 1908, including a design by Busoni
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declared that music’s goal was to be ‘neither Beethoven’s wry 
smile nor Zarathustra’s “liberating laugh” but the smile of wisdom, 
of divinity and absolute music.’ Busoni’s “sguardo lieto” (‘happy 
glance’) thus counteracts the increasing emotional, intellectual and 
spiritual turmoil of early twentieth-century modernity as represented 
by Schoenberg’s self-portrait “rote Blick” (Red Gaze). Busoni offers 
Romantic longing (Sehnsucht) its satisfaction through hope rather 
than a revolutionary outburst, effecting a “reconquest of serenity 
[serenitas].” As he wrote in The Essence of Music and Other Papers 
(1922), Busoni sought “not profundity, and personal feeling and 
metaphysics, but Music which is absolute, distilled, and never under 
a	mask	of	figures	and	ideas	which	are	borrowed	from	other	spheres.	
Human sentiment, but not human affairs, and this, too, expressed 
within the limits of what is artistic.”

The Bohemian-born poet-philosopher Rainer Maria Rilke (1875-
1926),	who	first	met	Busoni	in	Berlin	in	March	1914,	prompted	the	
composer to produce an extended edition of his manifesto Sketch of 
a New Aesthetic of Music (1907), which was eventually published 
in a revised form in 1916 as the 202nd entry in the Insel-Bücherei 
series, of which Rilke’s own poem The Lay of Love and Death of 
Cornet Christoph	Rilke	was	the	first	installment,	and	whose	popular-
ity and wide readership only increased with Busoni’s contribution. 
Rilke began his Duino Elegies at Schloss Duino, near Trieste, where 
he stayed as a guest in the winter of 1911-12, and completed them 
in early February 1922 at the Chateau de Muzot, near Sierre, in 
Switzerland. 

The links between Trieste, Busoni, Rilke and what might be con-
sidered	the	first	modernist	movement	in	literature	are	notable:	the	
leading Italian writer Italo Svevo (1862-1928) was also living in the 
city, where he took English lessons from James Joyce (1882-1941), 
thanks to whose efforts the former’s novel La Coscienza di Zeno 

gained international recognition. Busoni began studying piano at a 
very early age in Trieste with his Trieste-born mother Anna Weiss and 
became a precocious pianist, playing Mozart’s Concerto K. 491 at the 
age of nine.

Evoking his concept of ‘the temple within,’ Rilke wrote to his Polish 
translator Witold Hulewicz, in November 1925: “…the [Duino] Elegies 
reveal the work of endlessly converting the visible, tangible world we 
love into the invisible vibrations and tremors of our own nature….” Bu-
soni shared Rilke’s notion of creativity as something rooted in a higher 
dimension, bestowed upon him and originating outside himself, but 
reconciled with the mundane, material realities of artistic technique.

As Michael Talbot put it, the Elegies can be considered “instrumental 
satellites, either pre-emptive ‘sketches’ or after-the-fact transcriptions” 
of other works. The former group includes “Die Nachtlichen” (No. 4), 
“Turandots Frauengemach” (No. 5), with material later used in Turandot 
(1917), “Notturno” (No. 6) which sketches material later found in “Die 
Brautwahl” (1907-10), and “Meine Seele bangt und hofft zu Dir (Cho-
ralvorspiel)” (No. 3), a preview of the composer’s Fantasia Contrap-
puntistica (1910) for piano. Belonging in the latter group is Elegy No. 2 
“All’Italia,” which looks back at the monumental Piano Concerto, Op. 
39 (1903-04).

The Elegies	were	originally	conceived	as	a	set	of	five	pieces,	but	the	
first	of	what	would	become	a	cycle	of	seven	was	added	as	a	sort	of	
prelude, a curtain opener representing Busoni’s stylistic change clearly 
in the title, Nach der Wendung (Recueillement) (“After the Turning Point 
(Contemplation)”). This title represents the stylistic change which was 
in fact manifested in the Elegies as a whole, with the sixth Elegy quot-
ing	the	principal	theme	of	the	first,	albeit	with	a	different	ending,	thus	
completing a circle. (Eventually, in 1909, Busoni extended his cycle still 
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further by adding a seventh piece, “Berceuse,” as a conclusion.) The 
opening theme clearly evokes Liszt’s late piano works (such as Nuages 
Gris), as does a compositional method that treats the piano as a sonic 
landscape, its registers alternating and juxtaposing transparent textures, 
often	with	highly	rarefied	sonorities.

From the beginning of Elegy No. 2 “All’Italia! (In modo napolitano)” 
(“To Italy!” (In a Neapolitan Mode)”), Busoni’s major/minor poetics 
come to the fore, its harmonic ambivalence juxtaposed in the peculiar 
Andante barcarolo. The “rocking,” repetitive motion of a boat is 
conjured up as the major and minor modes alternate with one another. 
Busoni wants to subvert this traditional bipolar aspect of music, making 
it a rather striking element, and the D-D• semitone of the earlier Piano 
Concerto, Op. 39 becomes a constituent motive. The entire movement 
seems to comprise four main thematic scenarios: the major/minor of 
the beginning, the famous Neapolitan song, “La fenesta ca lucive” that 
hovers above an accompaniment of ascending and descending scales 
in ever-changing modes, the tarantella theme that vividly appears in 
the in modo populare section treated in a three-hand writing style 
derived from Thalberg and Liszt (the so-called “texture à trois mains”), 
and a closing page, in which a principal theme of the third movement 
of the Piano Concerto, Op. 39, Pezzo serioso, comes to the surface.

The third Elegy, Meine Seele bangt und hofft zu Dir (Choralvorspiel) 
(“My soul trembles and hopes of thee” (Chorale Prelude)”) is a sketch 
of	the	first	ten	pages	of	the	forthcoming	Fantasia Contrappuntistica, 
closely resembling its appearance in the later work. The movement 
features as its principal idea Bach’s chorale “Allein Gott in deer höhe,” 
uttering this theme at the opening in an atmosphere of anticipation. 
The setting is bitonal: the theme is treated in a Lydian mode in A, 
over an E• bass. The keyboard writing unfolds in three registers, 
with the chorale melody in chords in the upper register, followed 

by related harmonies in the middle and an ambiguous E• pedal-tone 
in the bass, which removes any sense of tonal center and creates a 
contemplative tension. This type of bassline, in which every note is 
reiterated	once	(here	repeating	the	two-note	figuration	in	another	
register) carries connotations of the Baroque era and was a favorite 
technique of Busoni’s - see the Konzerstück for piano and orchestra, 
written around twenty years earlier, in which each note in the piano’s 
bassline is reiterated in another register. In this Chorale-Prelude a sense 
of spirituality is established through varied repetitions of the chorale 
melody, depicting what Busoni called a “ray of mystery that surrounds 
humanity.” The common chords with which the chorale is harmonized 
are, according to Roman Vlad, “withered of any harmonic colour, 
leaving an almost spectral image.”

The fourth Elegy, Turandots Frauengemach (Intermezzo) (“Turandot’s 
Zenana”	(Intermezzo)”)	is	a	free	adaptation	for	the	piano—much	
broader	and	virtuosic	—of	the	fifth	piece	of	the	orchestral Turandot 
Suite, composed in 1905 as incidental music for Carlo Gozzi’s 
theatrical fairytale of 1762 that had been translated in German by 
the famous poet-philosopher Friedrich Schiller. Expanding what he 
had used in the suite, Busoni eventually completed a Turandot opera 
in 1917, several years before Puccini’s similarly named work and left 
incomplete after the composer’s death in 1924. The constant use of the 
“texture à trois mains” à la Thalberg is a hallmark of Busoni’s virtuosic 
works and is used in the presence of clear-cut themes, often with a 
staccato two-hand accompaniment (as in Elegy No. 2) and several 
passages of the Piano Concerto, Op. 39.

The	fifth	Elegy, Die Nachtlichen (Waltzer) (“The Nocturnal” (Waltz)”), 
is inspired by the “Night Waltz,” the seventh piece in the “Turandot” 
orchestral suite, though its dynamics are rather different, aiming at 
a more mysterious effect from the very beginning, marked “Rapido, 
fuggevole e velato” and scaled down for solo piano. Compared to the 
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other Elegies, this movement seems to reject formal unity in favor of 
a kaleidoscopic sound image in which the same motivic material re-
appears in different guises, thus verging on the threshold of musical 
consciousness.

Elegy No. 6, Erscheinung (Notturno) (“Visitation (Nocturne)”) is a 
small-scale operatic paraphrase based on material from Busoni’s 
opera Die Brautwahl. As Larry Sitsky aptly describes it, “there is a 
strong	Lisztian	flavor	in	the	runs,	chords	and	tremolos	that	permeate	
Busoni’s treatment of his own melodic line, though, as with the other 
Elegies, the dynamics are held back, and various harmonic audacities 
are apparent. Quite often the runs surrounding a melody and its 
harmonization seem to deliberately avoid the repetition of the same 
notes, creating a chromatically saturated effect; the motive from Die 
Brautwahl is in itself highly chromatic and unstable, and the result is 
a shimmering, otherworldly character.”

In the seventh Elegy, Berceuse (Lullaby), the major/minor modal 
ambivalence is particularly notable, leading the listener astray, 
as if to invite them on a journey into a “new” musical realm and 
reassess the traditional meaning of the major and minor modes. This 
movement perhaps best represents the Elegies’ effort to reconsider 
the symbolic meaning of harmonies in their new combinations and 
interrelations, rather than abandon tonal vocabulary entirely. In the 
central calmissimo section a polytonal passage sets off in F major 
and A• minor. Finally, the opening melody returns to its primary 
position, but with echoes of the dissonant E ♮ - reminding us that 
Busoni’s modernism, though not characterized by that feeling of 
unrest that characterizes Schoenberg’s circle, is not altogether void of 
it. Busoni is no Debussy - his concept of beauty is not rooted in an 
idealized Nature, but in an idealized state in which human emotions 
are sublimated into pure form.

Busoni later reworked this movement in memory of his mother, 
who died on 3 October 1909, with the subtitle “Des Mannes 
Wiegenlied am Sarg seiner Mutter” (A Man’s Lullaby at His 
Mother’s	Coffin).	In	this	Berceuse Elegiàque, scored for the 
orchestral	ensemble,	surreal	sound	images	produced	by	3	flutes,	
one oboe, 3 clarinets, 4 horns, a gong, a harp and a celesta, are 
pierced by a recurring three-not melody played by muted strings 
to disquieting effect. Busoni did not appreciate the comparison 
to Debussy made by a review of an all-Busoni concert, which 
took place in Berlin on 19 January 1912. His rejoinder, perhaps 
too harsh on Debussy, was that in his own music was striving to 
“find	diverse	and	apt	sound	for	each	subject,”	whereas Debussy 
“translate[d] the most diverse feelings and situations with the 
same formulas.” Busoni’s musical formations were “polyphonic 
and universal,” whereas Debussy’s were “parallel and 
homophonic.” This overlooks the innovative musical language - 
similarly on the threshold of a musical consciousness - of some 
of Debussy’s Préludes, or The Martyrdom of Saint-Sebastian.

Busoni’s inscription for the Berceuse Elegiaque is a poignant 
tribute to his lost mother:

Schwingt die Wiege des Kindes, 
Schwankt die Wage seines Schicksals, 
Schwindet der Weg des Lebens, 
Schwindet hin in die ewigen Fernen...

(The child’s cradle sways, 
The scales of his destiny tremble, 
Life’s path disappears, 
Vanishing into eternal distances ....)



It is in such a light that we can view Busoni’s comment on the 
Berceuse	that	he	had	“succeeded	for	the	first	time	in	finding	a	
personal sound and resolving form into feeling.”

AN DIE JUGEND

An die Jugend, BV 254, is a collection of four pieces written in 1909 
and	published	as	four	separate	‘books’	in	the	same	year.	The	first,	a	
triptych made up of a Preludietto, a Fughetta	and	an	Esercizio,	finds	
completion	at	the	end	of	the	set	in	an	ingenious	final	statement.	The	
four items, with added links between them, became the Sonatina, BV 
257, that Busoni published in 1910. These pieces share some stylistic 
features	with	Busoni’s	first	Elegy,	Nach der Wendung, BV 249. An die 

Jugend is probably the composer’s earliest exploration of motives also 
found	in	it.	Like	the	first	Elegy,	it	is	an	experimental	piece	that	ex-
plores	new	pathways	in	his	harmonic	language—a	new	departure	in	
the composer’s artistic life, a sort of renaissance. 

Certainly, the words “to youth” in the title convey a meaning different 
from the familiar ones often encountered, for example, Schumann’s 
Album für die Jugend or his Sonatas für die Jugend. Busoni’s set is 
difficult	of	execution	and	is	by	no	means	intended	for	“young”	or	
student performers. The attribute “Jugend” conveys rather a juvenile 
self-irony. Daring to play with a Bach Prelude and Fugue (from the 
“48”), creating an almost hilarious musical circus-juggling act (albeit 
one of great compositional ingenuity) suggests the composer is writing 
for the young at heart, not really for children. Busoni’s aesthetic 
justification	for	promulgating	a	Neue Klassizität (new classicism) here 
appears as a defense of freshness, playfulness and openness, rather 
than e.g. immaturity or youth per se. 

The second, third and fourth pieces in the set are inspired by other 
composers, namely Bach, Mozart and Paganini, who represent in 
turn technical integrity and completeness, compositional and formal 
perfection, and the virtuosic ideal (the Paganini is represented in 
terms of the piano as instrument by Liszt, to whom the piece makes 
clear reference.)

The second piece is a type of homage to Bach found nowhere else in 
Busoni’s many works based on, or inspired by (or in the many critical 
“re-editions”)	the	Leipzig	Kantor,	a	giant	figure	who	was	in	many	
ways his magister in absentia.

Busoni’s advocacy of Bach went very deep and had many aspects 
to it. He believed that polyphony, as bestowed by Bach to humanity, 
had fundamental relevance for his ‘music of the future.’ Busoni 
conceived fugues with each part in its own key; a foretaste of this 
procedure can be found in the Fugue that concludes his set of 
variations on Chopin’s C minor prelude, a work Busoni composed 
while still a teenager. He also found in Bach many archetypal 
features, both instrumental (he called Bach the “alpha” of keyboard 
writing) and compositional 

In his edition of Bach’s Well Tempered Clavier, Busoni noted many 
thematic similarities within pairs of preludes and fugues. In No. 5 
in D major he was certainly correct, not only with respect to the 
melodic cell of each piece’s beginning but also to the harmonic 
background. The thematic relations between this Prelude and Fugue 
are closer than previously recognized: “their common harmonic basis 
would render it possible to superimpose the one piece on the other 
(of	course,	with	some	modifications).”
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Busoni also found the perpetuum mobile character of the prelude 
intriguing, comparing it to Chopin’s Etude Op. 25, No. 2 and the Presto 
of Sonata Op. 35, while noting that “of course, this comparison refers 
chiefly	to	the	technical	form	and	less	to	the	musical	content	of	these	
pieces that are so different in many respects. But all three are alike in 
happiness of conception and unity of mood.”

Leopold Godowsky, who was to Chopin in many ways what Busoni 
was to Bach, also played with superimpositions of Chopin’s Etudes. For 
example, study No. 47, nicknamed “Badinage,” superimposes Chopin’s 
Op. 10, No. 5 and Op. 25, No. 9, both in G• major, while Godowsky’s 
study No. 18 superimposes Chopin’s Op. 10, No. 9 and Op. 25, No. 
2, both in F minor. Busoni went further than superimposing the fugue 
over the prelude. He also re-interpreted the micro-elements of the 
preludes, applying a type of slurring (a decidedly Auftaktisch one, upbeat 
to downbeat, in line with Hugo Riemann’s approach to Bach’s music, 
slurring together the accented downbeat of each four-note group to the 
preceding three sixteenth-notes) and singling out ever more clearly the 
thematic similarities between prelude and fugue. The end result of this 
compositional	reshuffling	is	a	piece	in	three	parts: 

1. Bach’s	Prelude,	with	the	last	three	bars	written	out	as	five	bars,	“without	
changing the tempo (Sempre Allegro)” 

2. Bach’s Fugue, broken off three bars before its conclusion, in order to give 
way to the

3. Fuga Figurata, a contrapuntal juxtaposition of Bach’s Prelude and Fugue, 
followed by the concluding bars of the original fugue, previously 
omitted. The Fuga Figurata’s inner coherence is made all the more 
credible by Busoni’s own prescriptions (in his edition of the WTC) 
regarding the tempo of the two pieces and the execution of the dotted 
notes of the Fugue’s subject, whose clear French Ouverture style 
encourages a longer dotted note, as per tradition. Busoni writes: 
 

Portrait of Busoni by Umberto Boccioni, 1916.
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1) The tempo may be approximately determined by stating that  
the 32nd notes of the Fugue are about equal to the 16th notes of the 
Prelude. 
2) Take care not to play the dotted note too long—or the 16th note 
too short—mistakes to which teachers’ ears have long since grown 
accustomed… When accompanied by the figure in 32nd notes, the 
proper execution is sufficiently obvious. 

In a footnote, Busoni adds:

Besides this, the thematic relations between Prelude and Fugue 
are closer than may generally be assumed....Their common 
harmonic basis would render it possible to superimpose the one 
piece on the other, of course, with some modifications.

The Giga, Bolero e Variazione, Studie nach Mozart, appears also in 
Busoni’s Klavierübung (part 3 of the 1st edition and book 6 of the 2nd 
edition), entitled Variations - Studie nach Mozart, 2.

The triptych results from Busoni’s re-working of Mozart’s Gigue K 574 
and the Fandango	from	the	finale	of	Act	3	of	The Marriage of Figaro, 
followed by a variation on the Gigue.

The Busonian version of the Gigue	is	basically	a	reshuffling	of	
registers; section A is mostly an octave lower than the original, 
repeated at the original pitch, followed by a B section mostly an 
octave higher, with some added grace notes and no coda, repeated 
at the correct pitch with some left-hand octaves and an ending 
coda. The Bolero is made of the 44 measures of Mozart’s Andante 
(indicated	as	a	“fandango”	by	that	composer);	the	first	part	appears	
now in E minor (Mozart’s original is in A minor) and then modulates 
to G minor, allowing a tonal link to the Gigue when it reappears in 
2/4 time, with a texture made more saturated with the addition of 
passing notes. Sections A and B of the Gigue are here played without 
repeats. 

The Introduzione, Capriccio (Paganinesco) appears also in Busoni’s 
Klavierübung (book 10 of the second edition) as one of the Etuden 
nach Paganini-Liszt, entitled Introduzione e Capriccio. The cross-
reference to Liszt as transcriber of Paganini makes the piece a 
transcriber’s transcription. This is evident from the Introduzione, 
which is itself a transcription of the opening of Paganini’s Capriccio 
No. 11 and was intended to be played by the left hand alone. Liszt 
also used this device several times in his oeuvre, most notably in the 
first	edition	of	his	transcriptions	of	six	Capricci by Paganini, the Études 
d’exécution transcendante d’après Paganini, S.140 No.1 (which were 
re-worked and published in 1852 as Grandes Etudes de Paganini), 
and	also	in	the	first	edition	of	his	Petrarch	Sonnet	No.	104	and	in	
his Grandes Études S. 137 No. 6. The latter were later rewritten and 
are better known as the Études d’exécution transcendante, S. 139; in 
them Étude No. 6 is described as a “Vision”. In these instances, Liszt 
introduced a main melody with the left hand alone, which has the 
effect of focusing on a given register of the piano and deliberately 
limiting the registral and instrumental extension of its accompaniment 
gestures. Busoni’s Capriccio that follows is a transcription of Paganini’s 
capriccio No. 15, which is then followed by a majestic reappearance 
of the theme of the Introduzione, but with triplets instead of duplets.

The four pieces of An die Jugend are not a strict suite or cycle 
(like Schumann’s Kreisleriana), nor movements of a Sonata; rather 
they are independent pieces that were published in a group in the 
chronological order of the composers whose music Busoni arranged. 
They are presented here in the sequence of Book 1, Book 3 (Mozart), 
Book 2 (Bach) and Book 4 (Paganini).

© 2017 Carlo Grante
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Performances by Carlo Grante on Music and Arts

CD-1157 INSPIRED BY BACH: WORKS FOR PIANO BY FERRUCCIO BUSONI 
AND PAOLO TRONCON. Carlo Grante, piano.  Busoni’s Fantasie nach J.S. Bach (1909); Prélude 
et étude en arpèges (1923); Perpetuum mobile (1922); Trills Etude (Veloce e leggiero f. Klavier, 1924), from 
Vol. 5 of the Klavierübung, 2nd edition and Six Preludes and Fugues (1997) by the contemporary Ital-
ian composer Troncon (b. 1959). Total time: 1:09:46 [DDD] UPC # 0-17685-11572-1.

 CD-1186 SOLO PIANO WORKS BY FERRUCIO BUSONI AND ROMAN VLAD. 
Carlo Grante, piano. Bach-Vlad: “Wenn wir in höchsten Nöten sein” Chorale; Ferruccio Busoni 
(1866-1924) Fantasia Contrappuntistica: Roman Vlad (1919-) Opus Triplex [comp. 2001-2005]. Total 
time: 76:21. UPC # 0-17685-11862-3.

 CD-1247 (2 CDs) VISIONS. VISIONARY PIANO WORKS BY BUSONI, BLOCH,  
FINNISSY & FLYNN. Carlo Grante, piano. CD 1: (67:30) Ferruccio Busoni (1866-1924): Drei 
Albumblätter (1917, 1921) 9:35 George Flynn (b. 1937) Glimpses of Our Inner Lives* (2000-01). CD 2: 
(53:06) Michael Finnissy (b. 1946): Bachsche Nachdichtungen* (2000); Ferruccio Busoni: Indianisches 
Tagebuch, Erstes Buch (1915); Ernest Bloch (1880-1959): Visions and Prophecies (1936) 11:50. *World 
premiere recordings, with lengthy program notes by the composers. UPC # 0-17685-12472-3.

 CD-1285 (1) LISZT, ART AND LITERATURE. Carlo Grante, piano. 1. Après une lecture de 
Dante—Fantasia quasi Sonata; 2. Petrarch’s Sonnet 47 • Sonetto 47 del Petrarca; 3. Petrarch’s Sonnet 104 
• Sonetto 104 del Petrarca; 4. Petrarch’s Sonnet 123 • Sonetto 123 del Petrarca; 5. Mephisto Waltz (tran-
scribed by Busoni after Liszt’s orchestral version); 6. Totentanz (solo version). Produced and en-
gineered by Gerhard Kanzian, KVK – SOUNDSTUDIO, Vienna. Total Time: 66:45. UPC # 
0-17685-12852-3.

CD-1294 (5 CDs) DOMENICO SCARLATTI: COMPLETE KEYBOARD SONATAS, 
VOL. V. Carlo Grante, piano. Parma, Book 12 – 30 sonatas (1755), Parma, Book 13 – 30 sonatas 
(1756), Parma, Book 14 – 30 sonatas (1756). UPC # 0-17685-12942-1. Special: 5 CDs for the price of 4!
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