JOHANN SEBASTIAN BACH
The ancestry of J. S. Bach (1685 - 1750) can be traced, through genealogical data he recorded, to Veit Bach (d. 1577), baker and cittern player in Thuringia. Most of Veit’s descendants possessed some degree of musical talent, which they used in positions under municipal government and/or church patronage. The Bachs were proud of their musical heritage. Children received musical training from parents or other relatives; when a son was born, it was presumed that his vocation would be music. Most of the Bachs were instrumentalists, usually keyboard players, and some made instruments; a few wrote music. J. S. Bach copied 20 of their compositions into the Alt-Bachisches Archiv (Bach Ancestral Records) that he maintained. An abundance of musical talent was inherited by J. S. Bach, who was famous in his own day as virtuoso organist and consultant on organ building.
In the last quarter of the seventeenth century, several Bachs held important positions in Thuringia. Johann Ambrosius (1645 - 95) was court trumpeter and town music director at Eisenach; his twin brother, Johann Christoph (1645 - 93), was a court violinist and town musician at Erfurt. Their cousin Johann Christoph (1642 - 1703), musically the most important member of the family before Johann Sebastian, was organist and harpsichordist in the Eisenach court chapel; his brother Johann Michael (1648 - 94), town clerk and town organist at Gehren, was an instrument maker and composed excellent chorale motets.
Johann Sebastian Bach, born at Eisenach on 21 March 1685, was the youngest of the eight children of Johann Ambrosius Bach and Maria E. Lammerhirt (1644 - 94). Sebastian attended the local Latin School where he received a general humanistic-theological education that included singing; his father taught him to play violin. His mother died in 1694, and his father soon remarried. After Ambrosius died (early in 1695), Sebastian’s stepmother was financially unable to maintain the household, so Sebastian and his brother Jacob went to live with their older brother, Johann Christoph (1671 - 1721), organist at Ohrdruf. At the Ohrdruf Lyceum, Sebastian received a broad, enlightened education tat included religion and singing; Christoph gave him keyboard lessons and probably trained him to assist with organ repairs.
It was customary for the prince to take several musicians with him when he traveled, and on several occasions Bach accompanied him to the Carlsbad spa. Upon returning from such a trip in July 1720, Bach learned that Maria Barbara had died and that her funeral had already been held. During Bach’s temporary depression after his wife’s death, he considered taking a church organist position, and he auditioned by playing for more than two hours on the organ at Catharinenkirche, Hamburg, before city officials and 97-year-old Reincken, who praised him highly for his ability to extemporize on a given theme. Yet, when offered the organist post at Jakobikirche, Hamburg, Bach declined. In 1721 he became acquainted with court-sing Anna Magdalena Wilcke (1701 - 60), and they married on 3 December 1721. 
She was a competent musician and made many of the fair copies of her husband’s works. On several occasions in later years, when Bach returned to Cothen to perform, Anna Magdalena went with him and sang at court.
Influences
Many factors influenced Bach’s career: (1) a working knowledge of both Renaissance and Baroque contrapuntal techniques; (2) an awareness of the techniques, styles, and forms used by his contemporaries at home and abroad - composers older and younger, as well as those of his own generation - and assimilation of the best of their stylistic characteristics into his own work; (3) a thorough understanding of voices and instruments and of vocal and instrumental virtuosity; (4) craftsmanship, perseverance, and planning, coupled with family pride, talent, and personal genius; (5) the eighteenth-century patronage system, by means of which an employer dictated, controlled, and stimulated and individual’s artistic production; and (6) a religious conviction that the primary purpose of his life and his work was to glorify God. Bach was well-educated in theology and interpreted the Biblical and liturgical texts he set to music from a theologian’s viewpoint; this is evident from his marginal notes in his Bible and his copy of Abraham Calov’s three-volume commentary on the Lutheran Bible. Bach’s religious conviction is expressed overtly in J. J. (Jesu, juva, Jesus, help) and S. D. G. (Soli Deo gloria, To God alone be glory) that appear at the beginning and end of his cantatas or the letters I. N. J. (In nomine Jesu, in Jesus’s name) above the first piece of music in Wilhelm Friedemann’s Clavier-Buchlein.
WOLFGANG AMADEUS MOZART
Johann Chrysostom Wolfgang Amadeus Mozart (1756 - 91), born in Salzburg, Bavaria (Austria) was the seventh and last child of Leopold and Anna Pertl Mozart. Only two of their children survived infancy: Amadeus and Maria Anna (1751 - 1829; Insight, “Maria Anna Mozart”). Amadeus demonstrated extraordinary musical talent by the time he was four; before he was six he was composing music. Because that music was notated by Leopold, it is impossible to determine exactly how much of it Amadeus actually composed.
Amadeus never received any formal schooling; most of his musical training came from his father. At the age of six, the boy was a harpsichord virtuoso; soon he became an excellent organist and violinist also. Maria Anna’s musical talent almost equaled her brother’s. When Leopold realized that his children were unusually gifted, he decided to promote and exhibit their talents. In January 1762, he took them to Munich, where they played harpsichord for the Elector of Bavaria. It was the first of many journeys that filled most of the next decade of Amadeus’s life. Also in 1762, the Mozart family visited Vienna, where the children performed in the homes of nobles and for Empress Maria Theresa in Schönbrunn palace; in 1763 the Mozarts went to Paris and in 1764 to London. Usually, they stopped at every significant music center en route so Amadeus could perform. Eventually, his talents were displayed in all of the principal cities and courts of Germany and Austria, as well as in France, England, Holland, and Italy. Frequently, he was subjected to tests, such as sight reading and improvising upon a given theme, to prove he was truly a prodigy. His extraordinary musical memory was astounding - he could accurately reproduce a work after hearing it only once, a capability he retained throughout his life. In many respects, the tours during Amadeus’s impressionable years were beneficial; he met important composers and performers and was exposed to different musical styles. Elements of those styles appeared in his own compositions; some were used for a time and then rejected, others were absorbed into his musical style.
In Paris, early in 1764, Amadeus’s first published compositions appeared - two pairs of sonatas for keyboard and violin, his Op. 1 (K.6, 7) and Op. 2 (K.8, 9). Six sonatas of the same type (K.10 - 15) were issued in London in 1765; six more (K.26 - 31) were printed at The Hague in 1766. In all of these sonatas, they keyboard part is self-sufficient, and the violin provides accompaniment. Harpsichord sonatas with violin ad libitum were especially favored by Johann Schobert (c. 1735 - 67), a German composer active in Paris in the 1760s. The influence of Schobert’s keyboard works, particularly his Op. 3 D-major sonata, is apparent in these early Mozart works. Schobert’s music made a lasting impression on Mozart; borrowings from Schobert’s sonatas appear in some of Mozart’s piano concertos and later keyboard sonatas, e.g., Sonata in A minor K.310, whose Andante contains a quotation from Schobert’s Sonata Op. 17, no. 1. During the 15 months the Mozarts spend in England, Amadeus became acquainted with the sonatas and symphonies of J. C. Bach and C. F. Abel. In Chelsea, near London, Amadeus composed his first symphonies.
In autumn 1767, the Mozarts visited Vienna and several cities in Bohemia, then spent about a year in Vienna. By that time Amadeus had composed arias and scenes for voice and orchestra; now, Leopold encouraged him to write an opera. La finta semplice (The feigned simpleton), a full-lengthy opera buffa, was completed but was not produced until May 1769, at Salzburg. However, other compositions by Amadeus were heard in Vienna in 168: (1) a one-act Singspeil, Bastien und Bastienne, performed in October at the home of Dr. Franz Mesmer (1734 - 1815), inventor of “magnetism therapy” (mesmerism, hypnotism); (2) a festal Mass, K.139, performed at the dedication of Waisenhauskirche in December. Most of 1769 was spent in Salzburg, where Amadeus composed another Mass and several other sacred works, some minuets, and three instrumental serenades for university ceremonies. Late in October, he was appointed honorary Konzertmeister at the Salzburg court. 
Between mid-December 1769 and March 1773, Leopold and Amadeus made three extensive journeys to various Italian cities. In addition to performing and sight-seeing, Amadeus had some counterpoint lessons from G. B. Martini (1706 - 84) at Bologna, met the celebrated castrato Farinelli, and, at Florence, formed a friendship with the precocious English violinist-composer Thomas Linley (1756 - 78; Insight, “Thomas Linley”), whose talents closely paralleled his own. That friendship was good for Amadeus, for it made him realize that he was not unique.
In Italy, Amadeus became acquainted with works of leading Italian composers. The influence of G. B. Sammartini (c. 1700 - 75) of Milan is apparent in several of the symphonies Mozart wrote at this time. In general, Sammartini’s symphonies are characterized by a texture similar to that of chamber music, with frequent passages of dialogue between instruments, intense rhythmic drive, varied treatment of sonata form, and structural continuity achieved by frequent elision of themes and/or section. Slow movements are rich in lyricism and imitative passages. Some portions of Sammartini’s late symphonies have been described at “Mozartean,” when, in reality, it was Mozart who assimilated characteristics from Sammartini. In Italy, Mozart composed his first seven string quartets: K.80 (1770) and K.155 - 60 (1772 - 73); they also reflect Sammartini’s influence.
While in Rome, the Mozarts visited Sistine Chapel, where they heard Allegri’s Miserere for double choir sung. Its notation was a carefully guarded secret, but Amadeus reproduced it after hearing the work once. A few months later (June 1770), the pope named Amadeus a Knight in the Order of the Golden Spur.
Most significant of the compositions Amadeus wrote during these years in Italy are two opere serie that were produced in Milan: Mitridate rè di Ponto (Mithridates, King of Pontus; December 1770) and Lucca Silla (December 1772). For Venanzio Rauzzini, primo uomo of Lucca Silla, Mozart wrote the motet Exsultate, jubilate (Rejoice greatly, jubilantly; K.165; soprano, orch.), a three-movement work that concludes with a brilliant Alleluia.
After several months’ stay in Salzburg in spring 1773, Leopold took Amadeus to Vienna, where the youth heard Haydn’s Opp. 17 and 20 string quartets and absorbed some features of Viennese musical style. Haydn’s quartets inspired Amadeus to compose another set of six, K. 168 - 73, in which some of those characteristics took root. For example, K.168 and K.170 have full-fledged fugues as finales - but fugues more like Fux’s that Bach’s. These finales are the first complete fugues in Mozart’s secular works; undoubtedly, they were inspired by those in Haydn’s Op. 20.
Back in Salzburg, in December 1773, Mozart wrote his first original piano concerto, K.175 (D major) and his first string quintet, K.174 (Bb major), modeled after a quintet by Michael Haydn, court musician at Salzburg from 1763 - 1806. Mozart’s choice of quintet instrumentation - a second viola added to string quartet - was probably determined by the fact that he enjoyed playing viola and may have participated in the work’s initial performance. 
The Vienna Years
Amadeus decided to remain in Vienna and took lodging with the Webers. Aloysia had married Joseph Lange in 1780, and now Amadeus’s name began to be linked with that of her younger sister, Constanze (1762 - 1849). To squelch the rumors, Amadeus moved elsewhere but maintained contact with the family. During the winter of 1781 - 82, the friendship between Constanze and Amadeus deepened; on 4 August 1782 they were married in St. Stephen’s Cathedral. In fulfillment of a vow made at that time, Amadeus began to write the Mass in C minor (K. 427) but completed only Kyrie and Gloria. Most of the Sanctus and its Benedictus were notated and the Credo was begun, but, for an unknown reason, they were abandoned. On 25 October 1783, the Kyrie and Gloria, supplemented by other Mass movements previously composed by Mozart, were performed at St. Peter’s in Salzburg. Constanze sang one of the soprano solo parts. Her voice was well trained and pleasing, but she was not gifted with outstanding musical talent.
Amadeus’s first few years in Vienna were prosperous, though he had no permanent position or patron, no steady income. He had several pupils, and his talents as pianist and composer were in demand. His first Vienna publication was a set of six sonatas for piano and violin (K. 296, K. 376 - 80; 1781). Composition of Die Entfuhrung aus dem Serail (The abduction from the harem) occupied much of his time during the spring of 1782. 
That Singspiel was favorably received when produced at Vienna’s Burgtheater in July; it remained in the repertoire there for several years. Many of Mozart’s finest compositions - most of the works responsible for his being considered a great composer - were written during the Vienna years. During this decade, his compositions were influenced principally by works of J. S. Bach and Joseph Haydn. In 1782, Amadeus became acquainted with Baron van Swieten, and for several years he attended the weekly gatherings at van Swieten’s home that were devoted to studying the music of Handel and Bach. In those sessions, Mozart was introduced to The Well-Tempered Clavier, The Art of Fugue, and other Bach works. He reorchestrated some of Handel’s oratorios, arranged five fugues from The Well-Tempered Clavier, Volume II, for string quartet (K. 405), and composed a Fugue in C minor (K. 426) for two pianos. (That he made other arrangements of Bach’s fugues is dubious.) After 1783, Mozart used counterpoint increasingly.
In 1781, poet Lorenzo da Ponte (1749 - 1838) came to Vienna; he achieved his first success as opera librettist working with Mozart. Their collaboration produced the operas Le nozze di Figaro (The marriage of Figaro; 1786), Il Don Giovanni (Don Giovanni; 1787), and Cosi fan tutte (Thus do they all; 1790), an opera buffa.
Between December 1782 and January 1785, Mozart composed his finest string quartets: K. 387, K. 421, K. 428, K. 458, K. 464, K. 465. Published as a set, in 1785, they were dedicated to Haydn. In 1782, Symphony No. 35 (K. 385) was created for a Haffner family celebration; Symphony No. 36 (K. 425) was dashed off for concert at Linz in 1783. For about three years, Mozarts wrote no symphonies. Then, Symphony No. 38 (K. 504; 1786) was written for performance at Prague. A year and a half later, in approximately six weeks in summer 1788, Mozart composed his finest symphonies, Nos. 39 - 41 (K. 543, 550, 551). In 1785 - 86, he wrote six piano concerti, including K. 466 (D minor) and K. 467 (C minor); the former became his most popular piano concerto in the nineteenth century. Between 1787 and 1791, he wrote the string quintets K. 515 - 16, K. 593, K. 614, and created the excellent Clarinet Quintet, K. 581 (A major; 1789) for clarinetist Anton Stadler (1753 - 1812).
Gluck died in 1787, and Mozart hoped to be appointed to fill that vacancy at court. He was named Imperial Chamber Music Composer, at a small fraction of Gluck’s former salary. Even such a minor appointment for Amadeus would have pleased Leopold, but he did not live long enough to learn of it; he died in May 1787. Amadeus turned over to his sister all of Leopold’s estate except the music manuscripts.
Amadeus became a member of a Vienna Lodge of the Brotherhood of Freemasons in 1784. The ideals of Freemasonry and his affiliation with the Brotherhood meant a great deal to him. He translated some elements of Masonic ritual into musical symbols, which he incorporated into some of his works, e.g., Die Zauberflote (The magic flute), and wrote a number of compositions for Masonic occasions. Among them are Mauerische Trauermusik (Masonic Funeral Music, K. 477; 1785); the lovely Adagio in Bb, K. 411 (1785), for two clarinets and three basset horns; and the Cantata, K. 623 (November 1791), his last completed composition. 
During the last years of his life, when he had few pupils, commissions, or playing engagements, Mozart felt no compunction about entreating his fellow Masons to assist him financially. Neither Amadeus nor Constanze could manage money very well, but they never experienced abject poverty. They had six children, only two of whom survived to adulthood: Carl Thomas (1784 - 1858) and Franz Xaver (1791 - 1844). Both sons were talented musically; Franz, like his father, played piano and composed.
In addition to some purely Masonic works, during 1791 Amadeus completed Die Zauberflote, a Singspeil; La clemenza di Tito (The clemency of Titus), an opera seria; Piano Concerto in Bb, K. 595; Clarinet Concerto in A, K. 622, the motet Ave verum corpus (Hail, true body; K. 618; D major; SATB, strings, organ); and began the Requiem (K. 626). Mozart had not written church music since he abandoned composition of the C-minor Mass in 1783. He composed Ave verum corpus for use by choirmaster Anton Stoll at Baden, near Vienna.
The Requiem was commissioned anonymously by Count Franz Walsegg zu Stuppach, a dilettante who enjoyed commissioning works and having them performed in his own chapel as his own compositions. He intended to use the Requiem as a memorial Service for his deceased wife. Mozart worked on the Mass intermittently in 1791 but gave priority to other works. The Mass was still unfinished at the time of his death and was completed by his pupil and close friend, Franz Xaver Sussmayr (1766 - 1803). Undoubtedly, Mozart and Sussmayr had discussed the composition.
W. A. Mozart died on 5 December 1791. There was no public ceremony honoring him, and no crowds attended his funeral. He was buried in a mass grave at St. Marx churchyard, outside the city limits; the location of that grave is unknown.
LUDWIG VAN BEETHOVEN
Ludwig van Beethoven (1770 - 1827) was born in Bonn, Electoral seat of Cologne, and grew up in court surroundings. At the time of Ludwig’s birth his father, Johann van Beethoven (c. 1740 - 92), was a tenor at the Electoral court, and his grandfather, Ludwig (Louis) van Beethoven (1712 - 73), was Kapellmeister there. Ludwig was the second of Johann’s seven children, only three of whom survived infancy; his younger brothers, Kaspar Anton Karl (1774 - 1815) and Nikolaus Johann (1776 - 1848), played important roles in Ludwig’s life.
When Ludwig was very young, his father taught him to play piano and violin; after the age of eight, Ludwig received organ lessons from various local organists and a relative taught him viola and violin. Beethoven had no formal education beyond elementary school; in later life, though he attained a high level of literacy through self-education, he continually experienced difficulties with spelling, punctuation, and mathematics. In 1779 Christian G. Neefe (1748 - 98) was employed at court as musical director of a theatrical troup; soon, he became court organist. From him Beethoven received music lessons - organ, counterpoint, and composition - and learned Bach’s Das wohltemperirte Klavier. At that time Beethoven’s hands were still small and his fingers stubby, but he was determined and mastered the preludes and fugues. By 1782 he was sufficiently proficient to be Neefe’s assistance and to serve as deputy organist when Neefe was away from court. In 1783, Neefe hired Ludwig as orchestral harpsichordist at court, a responsible position that exposed him to all musical genres and the variety of styles than current.
By 1782, Beethoven was composing music deemed worthy of publication, though his early works were issued without opus number (WoO): [9] Variations on a March be Dressler (1782), and three piano sonatas dedicated to Elector Maximilian Friedrich (1783). There survives only the solo part (with orchestral cues) of an unpublished piano concerto in Eb written in 1784.
At age 30, Beethoven was an attractive man, dark complexioned, with dark brown deep-set eyes and black hair. Though he was not tall, he was stocky of build and of lofty bearing. There was about his countenance a look of determination. He had tremendous vitality, and his energy was seemingly boundless. His disposition was that of an autocrat. At times domineering, self-willed, and quick to anger, he was equally quick to remorse, to self-incrimination for hurts he caused others, and he could be wonderfully kind. Visible in his character are traces of self-sufficiency and arrogance. His pride is apparent in his personal life in his decision to avoid society rather than disclose his increasing deafness, and in his career in his desire to present to the world as his Op. 1 his three Piano Trios (1795), though he had composed and published some excellent music earlier. The sketchbooks in which he jotted down and revised his musical ideas - a practice acquired from Haydn - provide a record of his creativity and work methods, document his constant striving for perfection of his musical ideas, and indicate also his desire for continual self-improvement.
Beethoven was raised a Catholic but seems to have cared little for the highly formalized aspects of that religion. That he envisioned God as being very personal is evidenced by papers found among his estate. He was not a pantheist, though he perceived God in nature and in everything in the world about him. Beethoven loved the out-of-doors; he enjoyed taking long walks in the countryside (and took a sketchbook with him). 
Usually, he spent the summer months in small villages rather than in Vienna. In many respects, Beethoven was a representative of the Enlightenment. His delight in nature, his interest in the brotherhood of man, his belief in a personal God, all found places in his music - and all concur with Enlightenment thinking.
In later life, deafness and serious illnesses wrought changes in Beethoven’s character and disposition. His hair greyed, his complexion became florid, and often his appearance was unkempt. In direct contract with his lack of concern for his personal appearance and the cluttered state of his lodgings is the high regard he maintained for himself as musician and composer and for his compositions. His esthetic doctrine was the same as that of poet Johann Schiller (1759 - 1805) - that is the moral obligation of a work of art to uplift and ennoble an audience.
Beethoven’s Music in General
Grouped according to genre, Beethoven’s music includes the following completed works: nine symphonies, plus the so-called Battle Symphony, Wellington’s Victory; two independent orchestral concert overtures (e.g., Coriolan Overture, inspired by but never performed with Collin’s tragedy Coriolon); incidental music for six dramatic presentations, including Egmont and Die Ruinen von Athen (The Ruins of Athens); two ballets, the most significant being Die Geschopfe des Prometheus (The Creatures of Prometheus); the opera Fidelio; two Masses (in C and in D); the oratorio Christus am Olberge (Christ on the Mount of Olives); the Fantasia (“Choral Fantasy”; piano, vcs., orch.); a violin concerto, five piano concerti, and a triple concerto (piano, violin, cello, and orch.); nine piano trios; thirty-two large sonatas for piano; ten sonatas for violin and piano and five for cello and piano; at least twenty sets of variations for solo piano; two Romances for violin and orchestra; and 166 string quartets plus the Gross Fuge (Grand Fugue) in Bb. In addition, he wrote many Lieder and other songs, arias, scenas, several pieces for the wind band, short piano pieces, almost two hundred arrangements of folk songs with piano trio accompaniment, and numerous pieces of miscellaneous types.
Beethoven’s personality and his beliefs are inherent in his music. His boundless energy is found in driving rhythms, in pressing fugues (Op. 59, No. 3, mvt. 4), in the quiet murmuring of a babbling brook (Symphony No. 6, mvt. 2), and in robust marches that serve also to provide relief from tension, to change the mood, or to engender humor (Symphonies Nos. 3 and 9).
He expressed humor in a variety of other ways, of which the following are but a few: the delayed entrance of an instrument (timpani, in Symphony No. 9, mvt. 2); pitch limitations imposed on an instrument (bassoon’s “do” and “sol” in Symphony No. 6, mvt. 3); general pauses that interrupt the rhythmic flow (Symphony No. 5, mvt. 1, recapitulation). The various moods that colored Beethoven’s disposition - even his abrupt shifts between contrasting moods - are present in his music: tenderness, joy exuberance, sadness, melancholy, and the serenity and peace that he found while walking down a country lane.
Many of Beethoven’s themes are constructed from small motives. Motivic generation of thematic material and motivic development figure prominently in his style; he subjected motives to incredible degrees of modification. Frequently, he used one or more fortissimo or sforzando chords (as in the Eroica) or a chromatically rising or falling passage coupled with a crescendo to herald a theme’s arrival (e.g., Op. 18, No. 3, mvt. 4, mm. 53 - 56). Often, in sonata-form movements of piano sonatas, he presented the first theme piano but recapitulated it forte (e.g., Op. 2, No. 1, mvt. 1, mm. 1 - 2, mm. 101 - 02). Habitually, he directed attention to a new theme by prefacing it with a rest (as did Mozart) or a diametrically opposed dynamic (e.g., sf or ff prior to pp entrance of theme). General pauses served also to effect unexpected modulations to remote keys.
When composing, Beethoven disregarded the comfort and convenience of the instrumentalist. He considered only the pitches, timbres, and effect he desired, and it mattered not at all to him whether the production of a passage was difficult or awkward. Probably, bass players and cellists suffered most because of this. See, for example, Serenade, Op. 8, mvt. 5, mm. 52 - 55, cello part; or, Symphony No. 5, mvt. 3, Trio, bass part. Beethoven’s difficult orchestral string bass parts probably stem from his acquaintance with Domenico Dragonetti (1763 0 1846), virtuoso string bass player, and no doubt some of the horn parts were written with the talents of virtuoso Giovanni Punto (Jan Stich; 1746 - 1803) in mind.
Moreover, Beethoven was an innovator. In some of his youthful works, written in Bonn, he was already experimenting. After he mastered Classical forms and daring, his modulations bolder. He used augmented sixth chords (the so-called German, Italian, French, and mixed sixths) effectively. Sudden modulations, especially to keys a third above or below the tonic - a striking departure from the modulations expected in that era - became a lifelong feature of his style. Nor was he more cautious where form was concerned. To Beethoven, form was not a mold into which music was to be poured - his music could not be so confined. Rather, form was an elastic band, expandable at any point, capable of containing all that needed to be expressed without ever becoming so distorted that its identity was lost or so extended that it snapped. Beethoven never shattered form; he stretched it. Through his experiments with form, modulations, developmental processes, and instrumentation, music’s horizons broadened considerably. Frequently, his compositions puzzled his contemporaries and drew their critical comment. Yet, his music influenced other composers, not only those of his own time, but many in later generations as well.
