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Music History II: Classical to
Contemporary

The Classical era, Haydn and Mozart, Beethoven, the Romantic
era, Chopin and Liszt, opera's golden age, Impressionism,

breaking tradition with Stravinsky and Schoenberg, jazz and film
music's real classical roots, and a closing capstone tracing one

idea across the full two-course Music History arc.
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CHAPTER 1 :  THE CL ASSICAL ERA:  CL ARIT Y,  BAL ANCE & FORM
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Music History II: Classical to Contemporary
Course 2 · Chapter 1 · The Classical Era: Clarity, Balance & Form

Music History I closed with Bach, Handel, and Vivaldi comfortably straddling

sacred and secular worlds within one shared Baroque style. This chapter opens

Course 2 with a real, deliberate stylistic reset — a new generation of composers

actively rejecting much of what the Baroque era had just spent a century and a half

building.

A Real Stylistic Reset

The Classical era, spanning roughly 1750 to 1820, marks a genuine, documented turn

away from Baroque complexity. Where Baroque music favoured multiple

interweaving melodic lines, Classical composers favoured a predominantly

homophonic texture — one clear melody, supported by a subordinate chordal

accompaniment. Basso continuo, Course 1's own defining Baroque texture, genuinely

fell out of common use between real, documented dates of 1750 and 1775. The

orchestra itself became standardised around this same time, with the string section

settling into the now-familiar violin, viola, cello, and double bass grouping.

A Real, Documented Connection to Newton

🔗 The Same Ideal, Two Different Disciplines

Real musicological scholarship draws a genuine, direct connection between the

Classical era's own aesthetic ideals and the scientific paradigm Isaac Newton had
established decades earlier — the same Newton whose real 1687 Principia and its

own axiom-based approach anchors Classical Mechanics & Thermodynamics
Chapter 2. Real, documented musicological analysis holds that Classical-era musical

structures were meant to be "well-founded in axioms" and "both well-articulated

and orderly" — the same rationalist, Enlightenment-era impulse toward clarity,
proof, and order that shaped Newton's own physics is genuinely credited with
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shaping this era's own musical aesthetic too, favouring clear, balanced, logically

structured forms over the Baroque's own more elaborate, ornamented complexity.

The Mannheim School: Real, Genuine Innovation

The Mannheim Court Orchestra

Founded/led by Johann Stamitz · joined the orchestra c. 1741–42, became its director in 1750

The Mannheim school introduced real, genuinely novel orchestral techniques

largely unheard of in the Baroque era: a controlled, graduated orchestral

crescendo spanning the entire ensemble together, and the "Mannheim

rocket" — a rapidly rising, arpeggiated melodic figure paired with a crescendo.

This specific device was real and influential enough that Mozart himself later

used it directly in the fourth movement of his own Symphony No. 40. The

Mannheim orchestra also helped establish the real, standard four-movement

symphony (including a minuet as its third movement), gave wind instruments

genuinely more independent musical material, and abandoned basso continuo

outright — publishing their own influential scores that carried these

innovations to Paris and London.

Sonata Form: A New Real Structural Backbone

Classical composers developed sonata form as a real, reusable structural framework,

reconciling the era's own preference for clear, singable melody with genuine harmonic

development and contrast — typically an exposition presenting the main musical

themes, a development section exploring and transforming them, and a recapitulation

returning to the original material, now resolved in the home key. This became the real

structural backbone for symphonies, sonatas, and chamber works throughout the era,

and the direct foundation Chapter 2's own Haydn and Mozart built their careers upon.

Baroque vs. Classical: What Actually Changed
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Property Baroque (Course 1) Classical (This Chapter)

Texture
Polyphonic (multiple
equal voices)

Homophonic (melody +
accompaniment)

Accompaniment
Basso continuo,

improvised

Fully written out; continuo abandoned

by ~1775

Dynamics
Terraced (abrupt

shifts)

Gradual crescendo/diminuendo

(Mannheim innovation)

Governing
aesthetic

The Doctrine of the
Affections

Enlightenment clarity and order

1.  Why might the same broader cultural moment (the Enlightenment) that shaped

Newton's own approach to physics also shape composers' own approach to writing

music, even though the two disciplines seem so different?

2.  Why might a gradual, whole-orchestra crescendo have been considered a genuine,

exciting innovation at the time, rather than something so basic it hardly needed
inventing?

3.  How does sonata form's own three-part structure (exposition, development,

recapitulation) reflect the same broader Classical-era preference for clarity and order

this chapter describes elsewhere?

Quick Reference

Classical era: c. 1750-1820, a real, deliberate stylistic reset away from
Baroque complexity
Homophonic texture replaces polyphony; basso continuo genuinely falls
out of use by ~1775
Real musicology directly connects Classical aesthetic ideals to Newton's
own axiom-based scientific paradigm
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The Mannheim school (Johann Stamitz): the real orchestral crescendo and
the "Mannheim rocket," later used by Mozart
Sonata form: exposition, development, recapitulation — the era's own
new structural backbone

Next chapter: Haydn and Mozart — where this chapter's own new tools reach the two

composers most responsible for making them famous.
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CHAPTER 2 :  HAYDN AND MOZART

Music History II: Classical to Contemporary
Course 2 · Chapter 2 · Haydn and Mozart

Chapter 1 covered the Classical era's own new tools — homophony, sonata form, the

Mannheim orchestra's own real innovations. This chapter covers the two composers

most responsible for putting them to lasting use, and closes with a real, decisively

debunked legend this course could not skip.

Haydn: Isolation as a Real Creative Advantage

Joseph Haydn served the wealthy Esterházy family for nearly thirty real years —

joining as Vice-Kapellmeister in 1761, becoming full Kapellmeister in 1766, and

remaining in the post until 1790. Much of that service took place at the family's own

remote Esterháza palace, genuinely isolated from Vienna's wider musical scene.

Haydn's Own Real Words

On his own isolation at Esterháza

"I was set apart from the world, there was nobody in my vicinity to confuse and

annoy me in my course, and so I had to be original." Haydn's own real,

documented account treats his own genuine isolation not as a disadvantage, but

as the direct source of his own creative independence — with no immediate

rivals or fashionable trends nearby to imitate.

A Real, Documented Friendship

Haydn and Mozart genuinely met around 1784 in Vienna, and their real relationship

went well beyond professional respect: real, documented accounts describe them

occasionally playing string quartets together, alongside fellow composers Carl Ditters

von Dittersdorf and Johann Baptist Wanhal. Mozart dedicated a real set of six string
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quartets — now known simply as the "Haydn" quartets — directly to Haydn, and in

1785 both composers joined the very same Vienna Masonic lodge, "Zur wahren

Eintracht." Haydn himself is real, documented as offering genuinely unstinting praise

for Mozart's own work to others throughout his life.

A Real, Decisively Debunked Legend

No account of Mozart's own life is complete without addressing his single most

famous popular myth directly.

⚠ Salieri Did Not Poison Mozart

The dramatic story of rival composer Antonio Salieri poisoning Mozart out of
professional jealousy — famously dramatised in Peter Shaffer's 1979 play Amadeus

and its own 1984 film adaptation — is genuinely, decisively rejected by real modern

scholarship. Mozart's own real, documented symptoms during his final illness did
not indicate poisoning at all, and the Norton/Grove Concise Encyclopedia of Music

states the matter plainly: "He was not poisoned." The rumour itself only began
circulating decades after Mozart's own 1791 death, rooted in real, genuine rivalry

between German and Italian musical schools of the era, and was later dramatised in

Alexander Pushkin's own 1831 play Mozart and Salieri.

The real, documented relationship between the two men was genuinely far more

collegial than the legend allows: Salieri and Mozart jointly composed a real cantata

together, Per la ricuperata salute di Ofelia; when appointed Kapellmeister in 1788,

Salieri chose to revive Mozart's own Figaro rather than premiere a new work of his

own; Salieri attended Mozart's own coronation-related festivities alongside

performances of three of Mozart's masses; and Mozart's own real, final surviving

letter, dated 14 October 1791, enthusiastically describes Salieri's genuine, attentive

appreciation of The Magic Flute. Most strikingly of all, after Mozart's own death,

Salieri personally helped educate Mozart's younger son, Franz Xaver Mozart.

💡 A Second Related Myth, Also Overstated
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Mozart's own real burial is popularly remembered as a "pauper's grave," implying

real destitution. Genuine historical context complicates this: unmarked, shared
graves were a standard, economical burial practice in 1791 Vienna, used even for

comfortably middle-class individuals — not a specific marker of exceptional poverty
or public disrespect toward Mozart himself.

Two Composers, Two Real Paths

Property Haydn Mozart

Real career setting
Nearly 30 years at one

isolated court (Esterházy)

A prodigious touring childhood,

then freelance Vienna

Real relationship

to legend

His own isolation

genuinely shaped his

originality

His own death spawned a real,

decisively debunked murder

legend

Real, documented
bond

Genuine friendship: shared quartet-playing, a dedicated quartet
set, the same Masonic lodge

1.  Why might genuine isolation from other composers and fashionable trends have

helped Haydn develop a more original musical voice, rather than simply leaving him out

of touch?

2.  Why might a dramatic murder story (Salieri poisoning Mozart) spread and endure

more easily than the real, more mundane, and genuinely more interesting documented
friendship between the two men?

3.  What does Salieri personally helping to educate Mozart's own son, after Mozart's

death, suggest about the real emotional weight of their actual relationship — beyond

simple professional courtesy?
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Quick Reference

Haydn served the Esterházy family for ~30 years (1761-1790), crediting
his own real isolation with forcing his originality
Haydn and Mozart were genuine, documented friends — playing quartets
together, a dedicated quartet set, the same Masonic lodge (1785)
The Salieri-poisoned-Mozart legend (of Amadeus fame) is real, decisively
debunked — "He was not poisoned"
Salieri and Mozart's real relationship was genuinely collegial — a joint
cantata, mutual praise, and Salieri later helping educate Mozart's own son
Mozart's "pauper's grave" reflects standard Viennese burial custom, not
exceptional poverty

Next chapter: Beethoven: Bridging Classical and Romantic — where the era this chapter's own

two composers helped define starts to break apart from within.
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CHAPTER 3 :  BEETHOVEN:  BRIDGING CL ASSICAL AND ROMANTIC

Music History II: Classical to Contemporary
Course 2 · Chapter 3 · Beethoven: Bridging Classical and Romantic

Chapter 2 closed on a genuine friendship built on shared Classical values. This

chapter covers a composer who began within that same tradition — and, over the

course of one real, extraordinary career, broke it apart from the inside.

The Heiligenstadt Testament

A Real Letter, Never Sent

Written 6 October 1802, Heiligenstadt, near Vienna · addressed to his brothers Carl and

Johann

A genuinely raw, private document, written as Beethoven's own real hearing

loss progressed: it records his real despair, his own contemplation of suicide,

and his determined resolve to keep composing despite his affliction. Real,

documented evidence shows Beethoven kept this letter among his own private

papers and almost certainly never showed it to anyone, including the brothers

it was addressed to, during his own lifetime. It was only discovered after his

death, in March 1827, by Anton Schindler and Stephan von Breuning, and

published later that same year.

The Eroica: A Real, Documented Act of Fury

Beethoven's Symphony No. 3, composed mainly through 1803–1804, was originally,

genuinely dedicated to Napoleon Bonaparte, whom Beethoven real, sincerely admired

as an embodiment of the French Revolution's own democratic, anti-monarchical

ideals. When news reached him that Napoleon had declared himself Emperor on

14 May 1804, Beethoven's own secretary, Ferdinand Ries, gave a real, documented

eyewitness account: Beethoven reportedly exclaimed "So he is no more than a

25/08/2026, 14:54

file:///C:/Users/emuba/AppData/Local/Temp/tmpiuqopfff.html 10/40



common mortal! Now, too, he will tread under foot all the rights of Man," then "seized

the top of the titlepage, tore it in half and threw it on the floor."

💡 A Real, Honest Complication

The story's own dramatic core — the fury, the torn title page — is genuinely well-

documented. But the full real picture is slightly more complicated than pure idealistic

outrage: Beethoven withdrew the dedication that same autumn partly to avoid
jeopardising payment from his own noble patron, Prince Joseph Franz Maximilian

Lobkowitz, who would not have welcomed a work honouring Napoleon. Three
months later, Beethoven privately told his own publisher, "The title of the symphony

is really Bonaparte" — even as the work's own 1806 published score bore a

deliberately neutral Italian title instead, honouring "the memory of a great man"
without naming him.

The symphony's own real scale broke genuinely new ground: roughly twice the length

of a typical Haydn or Mozart symphony, with its own first movement alone nearly as

long as an entire Classical-era symphony, and a finale built from substantial variations

and a fugue rather than the brief, breezy conclusion Classical convention expected.

Real musicology widely credits the Eroica as the first genuinely Romantic symphony

— the clearest single real turning point marking Beethoven's own transition into

what's now called his middle period.

The Ninth Symphony: A Real, Honestly Uncertain
Anecdote

The Real 1824 Premiere

7 May 1824 · Theater am Kärntnertor, Vienna · conducted jointly by Michael Umlauf and

Beethoven

By this real premiere, Beethoven was almost completely deaf. One famous,

widely repeated story describes contralto Caroline Unger gently turning him

around, mid-performance, so he could actually see the audience's own applause

and cheering, since he could not hear it himself. Real, documented sources note

25/08/2026, 14:54

file:///C:/Users/emuba/AppData/Local/Temp/tmpiuqopfff.html 11/40



that "testimonies differ" on exactly when this happened, or whether it

happened in precisely this form at all — making it a genuinely uncertain, semi-

legendary detail, distinct from either a confirmed fact or a fully debunked myth.

What is certain, and well-documented, is that the real audience gave Beethoven

five standing ovations that night, using handkerchiefs, hats, and raised hands

specifically so he could see their approval, since he could not hear it.

Bridging Two Eras

Property
Classical Convention

(Ch.1-2)
Beethoven's Own Break

Symphony

length
~20-25 minutes Eroica: 45-55 minutes

Finale A brief, light conclusion
A substantial, thematically central
movement

Emotional

range
Restrained, balanced

Genuinely wide — despair to triumph

within one work

Real personal

context

Composers wrote largely

for patrons/court

The Heiligenstadt Testament: real

private anguish shaping public art

1.  Why might Beethoven have kept the Heiligenstadt Testament private his entire life,

rather than sending it to the brothers it was actually addressed to?

2.  Does learning that financial concerns played a real role in withdrawing the Napoleon

dedication change how you read the more famous, purely idealistic version of the story?

3.  Why is it useful to distinguish a story like the Ninth Symphony's "turning around"

anecdote (real testimony exists, but details are disputed) from a story like the Salieri

poisoning legend (Chapter 2, no credible evidence at all)?
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Quick Reference

The Heiligenstadt Testament (1802): a real, private letter documenting
Beethoven's despair over his deafness, never sent, discovered after his
1827 death
The Eroica's real Napoleon dedication was genuinely torn up in anger —
though its withdrawal was also partly financially motivated
Eroica (1803-04): roughly twice the length of a Classical symphony, widely
credited as the first Romantic symphony
The Ninth Symphony's real 1824 premiere: the famous "turned around"
story is honestly uncertain, but the audience's real visual applause
(handkerchiefs, hats) is well-documented

Next chapter: The Romantic Era: Emotion, Nationalism & the Expanded Orchestra — where

the emotional range and scale Beethoven pioneered becomes an entire era's own new

starting point.
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CHAPTER 4 :  THE ROMANTIC ERA:  EMOTION,  NATIONALISM & THE E XPANDED ORCHESTRA

Music History II: Classical to Contemporary
Course 2 · Chapter 4 · The Romantic Era: Emotion, Nationalism & the Expanded Orchestra

Chapter 3 covered one composer's own real, personal break from Classical restraint.

This chapter covers an entire era that took his example as a genuine starting point —

not an exception, but the new normal.

A Real, Broader Emotional Palette

The Romantic era, spanning roughly the 19th century, pursued music that real

musicology genuinely describes as individualistic, emotional, dramatic, and often

deliberately programmatic — continuing directly from Vivaldi's own real precedent in

Music History I. Composers favoured longer, more fully developed themes with real,

deliberate emotional weight, increased chromaticism (notes and harmonies genuinely

outside the home key), and new, smaller-scale forms alongside the symphony — song

cycles, nocturnes, and rhapsodies among them.

A Real Technological Enabler: The Valve

The Romantic orchestra's own real, dramatic expansion wasn't purely an artistic

choice — it depended directly on genuine industrial-era engineering. Before the 19th

century, brass instruments were "natural" — limited to the notes of a single harmonic

series, with horn players forced to partially block the bell by hand to reach other

pitches, genuinely compromising tone quality in the process.

💡 A Real, Dated Invention

Heinrich Stölzel invented the first real piston valve for brass instruments, applying it

to the French horn in 1814. This genuine technological breakthrough let a player
instantly extend the instrument's own vibrating air column, reaching a full chromatic

scale directly rather than relying on imprecise hand-stopping. The earliest valve
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design had its own real engineering flaws — forcing air through disruptive 90-

degree turns that caused unwanted back-pressure — refined later by the real Périnet
valve, patented in 1839, much closer to the valve mechanism still used today. This

one real, dated 1814 invention is directly why a Romantic-era orchestra could deploy
brass sections with genuine melodic and harmonic flexibility no Baroque or Classical

orchestra ever had access to.

Musical Nationalism: Real, Named Examples

As the 19th century progressed, composers increasingly drew on their own national

folk traditions and identity — a real, documented movement now called musical

nationalism. Frédéric Chopin incorporated real Polish folk idioms directly into his

own mazurkas and polonaises (a composer this course returns to directly in Chapter

5). Bedřich Smetana's Vltava musically depicts the real Moldau River flowing through

his native Bohemia. Jean Sibelius's Finlandia became a genuine musical symbol of

Finland's own rising national identity. In Russia, a real, named group of five

composers — Mily Balakirev, Alexander Borodin, Modest Mussorgsky, Nikolai

Rimsky-Korsakov, and César Cui, together known as "The Five" — deliberately built a

distinctly Russian classical tradition, drawing directly on Russian folk material rather

than imported Austro-German models.

Classical Restraint vs. Romantic Expansion

Property Classical (Ch.1-2) Romantic (This Chapter)

Emotional
stance

Balanced, restrained Individualistic, deliberately dramatic

Brass

capability

Limited to natural harmonic

series

Full chromatic scale, via real 1814

valve technology

Musical

identity

A shared, largely Austro-

German idiom

Real, deliberate national folk

traditions
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1.  Why might a purely artistic shift toward greater emotional expression have

depended, in real practice, on a specific mechanical invention like the brass valve?

2.  What real, non-musical motivations might a 19th-century composer have had for

deliberately drawing on their own country's folk traditions, beyond simple artistic

preference?

3.  How does the Romantic era's own broader embrace of Beethoven's real, individual

emotional breakthrough (Chapter 3) as a new normal change how we should

understand Beethoven's own historical significance?

Quick Reference

The Romantic era (19th century) favoured emotional individualism,
chromaticism, and new smaller forms alongside the symphony
Heinrich Stölzel's real 1814 piston valve let brass instruments play a full
chromatic scale, directly enabling the era's expanded orchestra
Musical nationalism: Chopin (Poland), Smetana (Czechia), Sibelius
(Finland), and Russia's "Five" (Balakirev, Borodin, Mussorgsky, Rimsky-
Korsakov, Cui)

Next chapter: Chopin, Liszt & the Rise of the Virtuoso — where this chapter's own Chopin
returns for a full real treatment, alongside a genuine new kind of celebrity performer.
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CHAPTER 5 :  CHOPIN,  L ISZ T & THE RISE  OF THE VIRTUOSO

Music History II: Classical to Contemporary
Course 2 · Chapter 5 · Chopin, Liszt & the Rise of the Virtuoso

Chapter 4 introduced Chopin briefly, as one real example of musical nationalism.

This chapter gives him a full real treatment — alongside a genuine contemporary

whose own concerts produced one of the strangest, best-documented episodes of

celebrity mania in music history.

Chopin: Poland, Paris, and a Remarkable Real Journey

Frédéric Chopin was born on 1 March 1810 near Warsaw, in the Duchy of Warsaw,

and identified strongly as Polish throughout his own life — despite eventually taking

French citizenship in 1835. He arrived in Paris on 5 October 1831, originally only

intending to pass through on his way to London, and never returned to Poland again,

remaining part of the city's real Polish Émigré community for the rest of his life.

Chopin's real relationship with the writer George Sand began in earnest by July 1838,

following their real 1836 meeting, and continued until 1847 — including a real,

documented, genuinely productive winter together in Mallorca (1838–39) despite

difficult conditions there. Chopin's own health had declined seriously from 1842

onward; by his final public appearance in November 1848, he weighed under 45 kg.

He died in Paris on 17 October 1849, at age 39.

Chopin's Real, Remarkable Heart

A genuinely documented, verified story

Chopin, genuinely fearing premature burial, requested the day before his own

death that his heart be removed and sent to Poland. His physician, Jean

Cruveilhier, removed it and preserved it in alcohol (likely cognac); Chopin's

own sister, Ludwika Jędrzejewicz, smuggled it across the border into Poland in

early 1850. On 1 March 1879, the heart was sealed into a pillar of Warsaw's

Holy Cross Church, inside nested wooden boxes with lead protective plates,
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where it genuinely remains today. A real 2014 scientific inspection, conducted

without opening the sealed container, concluded Chopin most likely died from

tuberculosis-related pericarditis.

Liszt and a Genuine, Documented Mania

Franz Liszt's own concerts across the early 1840s produced audience reactions

genuinely severe enough to earn a real, coined name: writer Heinrich Heine used the

word "Lisztomania" in a musical review dated 25 April 1844, describing a real

phenomenon that had begun in Berlin around Christmas 1841 and spread across

Europe from 1842 onward.

⚠ Real, Genuinely Extraordinary Documented Behaviour

Real, documented accounts describe audience members fainting, fighting over Liszt's

own discarded handkerchiefs and gloves, women seeking locks of his hair, and

admirers collecting his broken piano strings to fashion into bracelets. In one specific,
real documented case, a woman preserved one of Liszt's discarded cigar stubs inside

a diamond-encrusted locket. Real, contemporary observers of the era genuinely
regarded the phenomenon as something close to a "contagious medical condition,"

reflecting how much more serious medical weight the word "mania" carried in the

1840s than it does today. Lisztomania is widely, genuinely regarded as one of the
earliest documented instances of modern celebrity fan hysteria — predating 20th-

century phenomena like Beatlemania by well over a century.

Liszt's Real Musical Innovations

Beyond his own performing celebrity, Liszt made a genuine, lasting compositional

contribution: thematic transformation, a technique for reshaping a musical theme

into something genuinely new and independent rather than merely developing or

varying it, letting him build significantly longer musical structures while keeping them

coherent. Liszt is real, widely credited as the primary developer of the symphonic

poem — a single-movement orchestral work built around a specific non-musical story
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or idea — beginning with works composed from 1848 onward, though real, honest

scholarship notes he was not, strictly, the absolute first: César Franck had written an

orchestral work with genuinely similar characteristics slightly earlier, between 1845

and 1847. Liszt's own real, sustained promotion and prolific output in the genre is

what earned him lasting credit as its actual inventor.

Two Real Contemporaries, Two Real Legacies

Property Chopin Liszt

Real primary
instrument focus

Piano (almost exclusively)
Piano (as performer); orchestra
(as composer)

Real public

persona
More reserved, private

A genuine, documented

celebrity phenomenon

Real lasting

technical legacy

Nationalist idiom woven into

Western concert music

Thematic transformation; the

symphonic poem

Real, striking
postscript

His own heart, preserved
and enshrined in Warsaw

"Lisztomania," a real, named,
documented phenomenon

1.  What does Chopin's own real fear of premature burial, and the resulting real journey

of his heart to Warsaw, suggest about how personally he understood his own

connection to his homeland?

2.  Why might 1840s audiences and observers have genuinely believed Lisztomania was

closer to a real illness than to ordinary enthusiasm, in a way modern audiences
describing similar celebrity fandom typically would not?

3.  Why is it fair to credit Liszt as the symphonic poem's real inventor, even though

César Franck wrote something similar slightly earlier — what does this suggest about

the real difference between "first" and "most influential"?
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Quick Reference

Chopin (1810-1849): Polish-born, lived in Paris from 1831; a real,
documented relationship with George Sand (1838-1847)
Chopin's own heart was genuinely preserved and smuggled to Poland,
sealed in Warsaw's Holy Cross Church since 1879
"Lisztomania" (coined by Heinrich Heine, 1844): a real, documented
phenomenon of extreme fan behavior, among the earliest recorded
instances of modern celebrity mania
Liszt's real, lasting innovations: thematic transformation, and the
symphonic poem (credited as its primary developer, though not its strict
first originator)

Next chapter: Opera's Golden Age: Verdi, Wagner & Puccini — where the genre this course's

own Music History I opened in Chapter 5 reaches its own 19th-century peak.
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CHAPTER 6 :  OPERA'S  GOLDEN AGE:  VERDI ,  WAGNER & PUCCINI

Music History II: Classical to Contemporary
Course 2 · Chapter 6 · Opera's Golden Age: Verdi, Wagner & Puccini

Music History I closed its own Chapter 5 with opera's real, accidental birth from a

musical misunderstanding. This chapter picks the genre back up nearly three

centuries later, at its own genuine 19th-century peak — and, in Verdi's own case, in

the middle of a real, still-unresolved scholarly argument.

Verdi and Italian Unification: A Real, Unresolved
Debate

Giuseppe Verdi's chorus "Va, pensiero," from his 1842 opera Nabucco, is popularly

remembered as an immediate, spontaneous anthem of Italian nationalism — sung by

an audience yearning for their own unified homeland at the height of the

Risorgimento.

💡 A Genuine, Ongoing Scholarly Disagreement

Real, documented evidence from the 1842 premiere itself shows the audience's own

reaction focused on artistic merit rather than any recorded outburst of nationalist

fervour. Real modern musicology is genuinely divided: some scholars have rejected
any real connection between Verdi's own 1840s-50s operas and Italian nationalism at

all, while others, including musicologist Philip Gossett, argue this revisionist
pushback has itself gone too far in dismissing the real political significance the

chorus may have carried. There is, honestly, no settled scholarly consensus either

way. The related, popular "Viva VERDI" story — the composer's own name used as a
coded acronym for Viva Vittorio Emanuele Re D'Italia — does have a real,

documented origin point, in Naples in 1859, but real historical scholarship also
frames this alongside other "myths intensifying and exaggerating" Verdi's own

nationalist significance during the 19th century.
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What is real and well-documented is Verdi's own direct, if largely symbolic, political

career: elected to the Parliament of Piedmont-Sardinia in 1861, and appointed to the

Italian Senate in 1874. His real participation in both was genuinely minimal — the

1861 death of statesman Camillo Cavour left him so distressed that he scarcely

attended Parliament afterward.

Wagner: Real, Genuine Innovation

Richard Wagner's own real musical innovations reshaped opera structurally. His use

of the leitmotif — a recurring musical phrase tied to a specific character, place, or

idea — let an orchestra genuinely narrate a drama's own unfolding meaning alongside

the singers. His real 1849 essay "The Artwork of the Future" articulated

Gesamtkunstwerk, a "total work of art" unifying music, poetry, stagecraft, and visual

design into one seamless experience, a genuine departure from opera's older

alternation of set-piece arias and recitative. Wagner had his own real, custom-built

theatre constructed to realise this vision — the Bayreuth Festspielhaus, with genuinely

innovative features including a darkened auditorium and an orchestra pit hidden

entirely from audience view.

⚠ A Real, Documented, Serious Legacy

Wagner's own real legacy carries a genuinely serious and well-documented
dimension that cannot honestly be separated from his musical innovation: his 1850

essay "Judaism in Music" asserted, in his own vulgar and abusive real language, that

Jewish composers — naming Giacomo Meyerbeer specifically — produced only
shallow, commercially-driven imitations of genuine European art. Wagner

republished this pamphlet under his own name in 1869, expanding it further, and its
real republication led to genuine, documented public protests at performances of his

own operas. Modern opera institutions continue performing Wagner's own musical

works today, while openly acknowledging this real, documented history rather than
setting it aside.

Puccini: A Real, Documented Disaster and Recovery
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Madama Butterfly's Real Failed Premiere

17 February 1904 · La Scala, Milan · "one of the most terrible flops in Italian opera history"

Puccini's own sister, present that night, wrote in a real, surviving letter that the

audience "ran out of the theatre" before the opera even ended. A specific real

staging choice backfired badly: nightingale whistles handed to audience

members, meant to evoke a sunrise, instead prompted the audience to make

their own competing animal noises during the performance. A genuinely

exhausting, uninterrupted second act made the problem worse. Puccini

responded with real, remarkable speed — splitting the overlong second act into

two, with a new third act following — and the revised version premiered just

over three months later, on 28 May 1904 in Brescia, to real, documented,

immediate success.

Three Golden-Age Composers, Compared

Property Verdi Wagner Puccini

Real national
context

Italian unification

(contested
significance)

German Romantic
nationalism

Italian verismo
(realism)

Real structural

innovation

Traditional aria-

based structure,

refined

Leitmotif,

Gesamtkunstwerk

Emotionally direct,

realistic drama

Real,
documented

complication

Genuinely
unresolved

nationalist-symbol

debate

Documented, serious

antisemitism

A genuine,
catastrophic

premiere, quickly

fixed

1.  Why might it be more honest to present the "Va, pensiero" nationalism question as

a genuine, unresolved scholarly debate, rather than either confidently confirming or

confidently debunking the popular story?
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2.  How should real, documented facts about an artist's serious personal views (like

Wagner's antisemitism) be weighed against real, genuine innovations in their own work?

Is it possible, or honest, to fully separate the two?

3.  What does Puccini's own real, fast recovery from a genuine public disaster suggest

about how much a work's own first reception can differ from its ultimate real legacy?

Quick Reference

"Va, pensiero"'s real connection to Italian nationalism is a genuinely
unresolved scholarly debate, not a settled fact
Verdi was genuinely, if largely symbolically, elected to Parliament (1861)
and the Senate (1874)
Wagner's real innovations: leitmotif, Gesamtkunstwerk, and the custom-
built Bayreuth Festspielhaus
Wagner's own documented antisemitism ("Judaism in Music," 1850/1869)
is a real, serious part of his legacy
Puccini's Madama Butterfly had a real, catastrophic 1904 La Scala
premiere, fixed and successfully revived within just over three months

Next chapter: Impressionism and the Turn of the 20th Century: Debussy & Ravel — where

opera's own grand 19th-century scale gives way to something deliberately more suggestive

and restrained.
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CHAPTER 7 :  IMPRESSIONISM AND THE TURN OF THE 20TH CENTURY:  DEBUSSY & RAVEL

Music History II: Classical to Contemporary
Course 2 · Chapter 7 · Impressionism and the Turn of the 20th Century: Debussy & Ravel

Chapter 6 closed with opera at its own grandest, most emotionally direct 19th-

century scale. This chapter covers a real, deliberate reaction against exactly that —

and reopens a naming dispute this course has already met once before, in a

completely different medium.

Debussy's Real, Vigorous Rejection of
"Impressionism"

🔗 A Real Echo of "Baroque"

Music History I Chapter 6 covered "Baroque" as a real, documented insult that later
became a neutral period name. Debussy's own case runs the same pattern in reverse,

within his own lifetime: he genuinely, vigorously rejected the label "Impressionist"
being applied to his own music at all, real accounts describing him as calling anyone

— whether discussing painting or music — who used the term "an imbecile." Despite

his own real, documented objection, the label had already stuck by the time critics
applied it to his early orchestral work Printemps, and it has remained the standard

term for his own musical style, and Ravel's, ever since — a real composer, still living,
powerless to stop his own work being filed under a name he personally despised.

A Real, Documented Source of Inspiration

At the 1889 Paris Exposition Universelle, Debussy genuinely encountered Javanese

gamelan music for the real first time — and its own scales, melodies, rhythms, and

distinctive ensemble textures made a real, lasting impression on him. Real,

documented echoes of this exposure appear directly in "Pagodes," from his own piano
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suite Estampes — part of a broader real departure from rigid, inherited Germanic

harmonic convention that came to define his own mature musical language.

Ravel's Boléro: A Real, Deliberately Simple Structure

Boléro

Premiered 22 November 1928, Paris Opéra

Built on a single, unchanging snare-drum rhythm repeated a real, documented

169 times, with two alternating melodic themes gradually re-orchestrated

across the piece into what Ravel himself called "a very long, gradual crescendo."

Ravel's own real, self-critical assessment of the work: "There are no contrasts,

and practically no invention except the plan and the manner of execution."

Ravel's Real, Honestly Unresolved Medical History

Close friends genuinely began noticing growing absent-mindedness in Ravel around

1927 — a real year before Boléro's own 1928 premiere. A real taxi accident in October

1932 was followed within a year by worsening symptoms suggestive of aphasia, and

Ravel composed almost nothing more after this point; genuinely, he retained his own

musical imagination (he could still hear music in his head) while progressively losing

the physical and cognitive ability to write it down.

💡 A Real, Honestly Undetermined Diagnosis

Ravel's real case has been studied directly by medical science: neurologist
R. A. Henson published research on it in the British Medical Journal in 1988,

concluding the 1932 accident may have worsened an already-existing underlying
condition. Real, proposed diagnoses have included frontotemporal dementia,

Alzheimer's disease, and Creutzfeldt–Jakob disease — but the exact nature of his

illness genuinely remains unknown to this day. Given that his earliest documented
symptoms predate Boléro by roughly a year, some listeners and biographers have

speculated about a possible connection to the work's own extreme repetitiveness —
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but this specific link is genuine speculation, not a documented medical finding. The

real, actual documented account of the piece's own origin, from scholar Michael
Lanford, instead traces its distinctive mechanical rhythm to Ravel's own father, an

engineer, and the machinery of his real factory.

Two Real Musical Rebels, Compared

Property Debussy Ravel

Real relationship

to label

Genuinely, vigorously

rejected "Impressionist"
Shared the same imposed label

Real documented
influence

Javanese gamelan (1889
Exposition)

Real industrial/mechanical rhythm
(his father's factory)

Real late-career

complication
—

A genuine, still medically

undetermined neurological illness

1.  Why might a label a composer genuinely despised (Debussy's "Impressionism") still

end up sticking permanently, regardless of his own real, forceful objection?

2.  Why is it more honest to present the Boléro-and-illness connection as unresolved

speculation, rather than as either a confirmed medical fact or a fully debunked myth?

3.  Does knowing the real, documented factory-machine origin of Boléro's rhythm

change how "simple" or "repetitive" the piece feels to you, compared to hearing it with

no context at all?

Quick Reference

Debussy genuinely, vigorously rejected the "Impressionism" label for his
own music, calling users of the term "imbeciles" — it stuck anyway
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Real gamelan music, heard at the 1889 Paris Exposition Universelle,
directly influenced Debussy's own mature style
Ravel's Boléro (1928): 169 repetitions of one rhythm, described by Ravel
himself as having "practically no invention except the plan"
Ravel's own real neurological illness (studied by Henson, 1988) remains
medically undiagnosed; any link to Boléro's repetition is genuine
speculation, not documented fact

Next chapter: Breaking Tradition: Stravinsky, Schoenberg & Atonality — where the departure

from convention this chapter traces becomes a full, deliberate rejection of tonality itself.
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CHAPTER 8 :  BREAKING TRADITION:  STRAVINSKY,  SCHOENBERG & ATONALIT Y

Music History II: Classical to Contemporary
Course 2 · Chapter 8 · Breaking Tradition: Stravinsky, Schoenberg & Atonality

Chapter 7 covered a real, deliberate departure from Romantic scale and Germanic

convention. This chapter covers something more total — a full, systematic break

from tonality itself, opening with the correction of one of music history's most

famous, most misremembered nights.

The Rite of Spring: A Real, Corrected Story

Igor Stravinsky's ballet The Rite of Spring premiered on 29 May 1913 at the Théâtre

des Champs-Élysées in Paris, and is popularly remembered as having caused an

outright riot.

⚠ The Word "Riot" Is Younger Than You'd Think

Real, documented scholarship shows the word "riot" itself did not enter descriptions

of the premiere until reviews of a later 1924 performance — over a decade after the

actual event. Genuine, contemporary accounts of the 1913 night describe real, but
genuinely contained disturbances: around forty of the worst offenders were ejected,

the performance itself continued without interruption throughout, and the unrest
had genuinely receded by Part II, with the final dance watched in what contemporary

accounts describe as reasonable silence.

Even more strikingly, real musicological analysis complicates who, or what, was

actually being reacted to. Musicologist Richard Taruskin has argued directly that "it

was not Stravinsky's music that did the shocking. It was the ugly earthbound lurching

and stomping devised by Vaslav Nijinsky" — the ballet's own choreographer.

Composer Alfredo Casella, present that night, held the real, same view: that the

demonstrations were aimed at Nijinsky's own choreography rather than at

Stravinsky's score. Conductor Pierre Monteux's own real account adds a further,
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genuine social dimension — the audience itself was split between the wealthy,

fashionable set expecting a traditional performance and a Bohemian faction actively

seeking novelty, with real trouble erupting once the two factions began confronting

each other directly.

Schoenberg and a Full Break From Tonality

Around 1923, Arnold Schoenberg developed the twelve-tone technique (also called

serialism or dodecaphony) — a genuinely systematic method treating all twelve

chromatic pitches as equally important, with no single note or key acting as a tonal

"home." Composers using this real technique arrange the twelve pitches into a fixed

ordering, a tone row, which can then be transposed, inverted, or reversed (retrograde)

to generate an entire composition's own material — a complete, deliberate alternative

to the tonal hierarchy every course chapter since Chapter 1 has assumed.

Schoenberg's Real, Serious Personal History

Schoenberg was born in 1874 in Vienna's Leopoldstadt district, historically a Jewish

quarter, into a Jewish family. He converted to Lutheranism in 1898, a real, common

pattern of Jewish assimilation in that era — but real, documented accounts confirm

this conversion never displaced his own underlying Jewish identity, which remained

genuinely central to his self-understanding as antisemitism rose through the 1910s.

🔗 A Real, Direct Counterpoint to Chapter 6

Chapter 6 covered Richard Wagner's own real, documented antisemitism.

Schoenberg's own real story stands as a genuine, striking counterpoint: when the

Nazis seized power in 1933, Schoenberg formally, deliberately returned to Judaism
at a Paris synagogue — a real, documented act he himself framed as an inescapable

stand in direct opposition to Nazism. He and his family then genuinely emigrated to
the United States, arriving in Boston on 31 October 1933, before settling in Los

Angeles, where he taught at USC and UCLA until his own death in 1951.
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Two Real, Different Kinds of Rupture

Property Stravinsky Schoenberg

Real break from

tradition

Rhythm, dissonance, primal subject

matter

Tonality itself, via the

twelve-tone system

Most famous

real event

The 1913 premiere, genuinely

misremembered as a full riot

His own real 1933

emigration, fleeing Nazi

persecution

Real, honest

complication

The disturbance may have targeted

the choreography more than the

score

—

1.  Why might a real, contained disturbance grow into a full "riot" in popular memory

over more than a decade, even though contemporary accounts describe something

genuinely more limited?

2.  If Nijinsky's own choreography, not Stravinsky's music, was the real primary cause of

the 1913 disturbance, why might history have attached the story so firmly to the music

instead?

3.  What does Schoenberg's own real, deliberate 1933 return to Judaism — specifically

as a stand against Nazism — suggest about the relationship between personal identity
and political circumstance, compared to a purely private religious choice?

Quick Reference

The 1913 "riot" at The Rite of Spring's premiere is a real, later exaggeration
— the word "riot" only appears in 1924 reviews, over a decade later
Real, contemporary accounts describe a contained disturbance (~40
ejected), with real musicological analysis pointing to Nijinsky's
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choreography, not Stravinsky's score, as the likely primary cause
Twelve-tone technique (Schoenberg, c. 1923): all 12 chromatic pitches
treated equally, via a fixed, manipulable tone row
Schoenberg formally returned to Judaism in 1933, in real, deliberate
opposition to Nazism, then emigrated to the US the same year

Next chapter: Jazz, Film Music & Popular Music's Real Classical Roots — where this course's

own final content chapter traces the classical tradition's real, ongoing influence into genres
rarely thought of as "classical" at all.
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CHAPTER 9 :  JAZZ,  F ILM MUSIC & POPUL AR MUSIC'S  REAL CL ASSICAL ROOTS

Music History II: Classical to Contemporary
Course 2 · Chapter 9 · Jazz, Film Music & Popular Music's Real Classical Roots

Chapter 8 covered a full, deliberate break from the tonal tradition this course has

followed since Chapter 1. This closing content chapter goes the other direction —

tracing that same tradition's real, ongoing life inside genres most people never think

to call "classical" at all.

Gershwin's Real Rhapsody in Blue

Rhapsody in Blue

Premiered 12 February 1924 · Aeolian Hall, Manhattan · "An Experiment in Modern Music"

Bandleader Paul Whiteman organised this real concert specifically to showcase

a deliberate fusion of jazz and classical concert traditions. George Gershwin had

genuinely, initially declined Whiteman's commission — he only accepted after a

real newspaper article publicly announced he was already working on it.

Composing began on 7 January 1924, with the two-piano manuscript finished

within weeks and Ferde Grofé orchestrating it in a real, documented eight days,

completing just eight days before the premiere itself. The now-iconic opening

clarinet glissando, real accounts confirm, was created spontaneously during

rehearsal — not part of Gershwin's own original written score at all. Gershwin

himself later described many of the piece's own melodic ideas as arriving "on

the train" to Boston, inspired by the rhythmic sound of the journey itself.

Max Steiner's King Kong: A Real, Honestly Contested
Legacy
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King Kong (1933)

Score composed by Max Steiner · a genuinely original, 46-piece orchestral score

Steiner composed an entirely original score for King Kong, rather than relying

on library or recycled music as many earlier films did, drawing his own real

musical material explicitly from Debussy, Wagner, and Ravel — the same three

composers this very course has already covered in Chapters 6 and 7. Real critics

Christopher Palmer and Mervyn Cooke credit the score with marking "the real

beginnings of Hollywood music."

💡 A Real, Honest Scholarly Disagreement

Not every real historian agrees the score was quite so singularly revolutionary. Music
historian Michael Slowik, in his own book After the Silents, argues that King Kong's

score did not influence later Hollywood film scoring as much as popularly believed,

and that Steiner was genuinely drawing on already-established Hollywood scoring
patterns rather than inventing symphonic film music single-handedly. The honest,

real picture sits between the two claims: a genuinely significant, acclaimed score, but
not necessarily the singular, sole point of origin popular retelling sometimes

suggests.

Wagner's Leitmotif, Still at Work

Chapter 6's own leitmotif — a recurring musical phrase tied to a specific character or

idea, pioneered by Wagner across his own operas — genuinely persists as a working

technique in modern film scoring. John Williams's score for Star Wars (1977) uses

real, distinct musical themes tied specifically to individual characters and concepts —

Darth Vader, the Death Star, the Force — a real, structural echo of Wagner's own

systematic use of hundreds of leitmotifs across his Der Ring des Nibelungen. This is a

genuine, documented structural parallel between the two techniques, even though no

direct, documented record confirms Williams (or other modern leitmotif-using

composers like Hans Zimmer and Howard Shore) explicitly citing Wagner himself as a

direct personal influence — the real inheritance is technical and structural, not

necessarily a traceable, acknowledged lineage.
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Where the Classical Tradition Actually Went

Genre Real Classical Root

Jazz-classical fusion Gershwin's Rhapsody in Blue (1924), a deliberate real bridge

Film scoring
Steiner's real, if contested, King Kong score, drawing directly

on Debussy, Wagner, Ravel

Character-driven film

themes

A real, structural inheritance from Wagner's own leitmotif

technique

1.  What does the spontaneous, unplanned origin of Rhapsody in Blue's own famous

opening glissando suggest about how much a "classic," carefully studied work can
actually owe to real, in-the-moment improvisation?

2.  Why is it more honest to present King Kong's own real significance as genuinely

contested among historians, rather than repeating the cleaner "first great film score"

story?

3.  Is a real, structural similarity (film composers using leitmotif the way Wagner did)
enough to call something a genuine "influence," even without documented proof the

later composer studied the earlier one directly?

Quick Reference

Gershwin's Rhapsody in Blue (1924): composed in about five weeks,
deliberately bridging jazz and classical tradition; its famous opening
glissando was a spontaneous rehearsal addition
Max Steiner's King Kong score (1933) drew explicitly on Debussy, Wagner,
and Ravel; its own real significance is honestly contested by modern
scholars

25/08/2026, 14:54

file:///C:/Users/emuba/AppData/Local/Temp/tmpiuqopfff.html 35/40



Wagner's leitmotif technique (Ch.6) genuinely persists as a structural
technique in modern film scoring (e.g. John Williams's Star Wars), without
a fully documented direct lineage

Next chapter: the Capstone — tracing one musical idea across this course's own full two-

course arc, from Music History I's own ancient beginnings through to this chapter's own real
classical roots inside popular music.
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CHAPTER 10:  CAPSTONE — TRACING ONE MUSICAL IDEA ACROSS THE FULL T WO-COURSE HISTORY ARC

Music History II: Classical to Contemporary
Course 2 · Chapter 10 · Capstone: Tracing One Musical Idea Across the Full Two-Course History
Arc

Twenty chapters, spanning two courses, have covered instruments, composers, and

inventions from prehistoric bone flutes to John Williams's own film scores. Running

underneath almost every one of them is a single real question worth naming

explicitly at the very end: when a piece of music history sounds too good, or too

dramatic, to be quite true — what does the real evidence actually say?

Five Real Kinds of Claim

Looking back across both courses, the claims this project has actually investigated

don't sort into a simple "true" or "false" binary. They fall into five genuinely distinct

real categories.

1. Fully Debunked

Claims with real, documented evidence directly against them: Pope Gregory receiving

chant from a dove (Music History I, Ch.2); Palestrina single-handedly "saving"

polyphony at the Council of Trent (I, Ch.4); King George II starting the "Hallelujah

Chorus" standing tradition (I, Ch.8); and, most decisively of all, Salieri poisoning

Mozart (II, Ch.2) — a story with, in the Norton/Grove Concise Encyclopedia's own

real words, no truth to it whatsoever.

2. Confirmed, But More Complicated Than the Popular Version

Claims that turned out genuinely true, but with a real, honest nuance the popular

telling leaves out: Handel really did compose Messiah in roughly 24 days (I, Ch.8) — a

rare case where the surprising claim held up exactly as stated. Beethoven really did

tear up his Napoleon dedication in fury (II, Ch.3) — but real evidence shows a

financial motive sat alongside the idealistic one.
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3. Genuinely Unresolved

🔗 A Real, Honest Third Category

Not every claim this project investigated resolved cleanly. Verdi's "Va, pensiero" and

its real connection to Italian nationalism (II, Ch.6) remains a genuine, ongoing
scholarly disagreement. The Ninth Symphony's own famous "turned around"

anecdote (II, Ch.3) has real, named testimony behind it, but "testimonies differ" on

the details. Ravel's late-life illness (II, Ch.7) has been studied by real neurologists
since 1988, and its exact diagnosis remains genuinely unknown to this day. Treating

these as honestly uncertain, rather than forcing them into "true" or "false," was itself
one of this project's own real, deliberate choices throughout.

4. Real, But Sounds Exaggerated

Some of the strangest details in this entire project are not myths at all — they are

simply, genuinely true. Lisztomania's real, documented specifics (a cigar stub

preserved in a diamond-encrusted locket) sound like invention, but are directly

sourced (II, Ch.5). Chopin's own heart, preserved in cognac and sealed inside a

Warsaw church pillar since 1879, is real, verified, and still there today (II, Ch.5).

5. A Label the Subject Rejected

Two chapters covered a real composer, or an entire era, actively resisting a name

history nonetheless permanently attached to them: "Baroque" began as a documented

insult before becoming a neutral period label (I, Ch.6), and Debussy genuinely,

vigorously despised being called an "Impressionist" — calling anyone who used the

word "an imbecile" — and lost that argument completely (II, Ch.7).

The Full Taxonomy

Category Real Examples
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1. Fully debunked
Gregory's dove, Palestrina/Trent, King George II, Salieri

poisoning

2. True, but more

complicated
Handel's "24 days," Beethoven's Napoleon dedication

3. Genuinely unresolved
"Va, pensiero" nationalism, the Ninth Symphony anecdote,

Ravel's illness

4. Real, sounds

exaggerated
Lisztomania, Chopin's heart

5. A rejected label "Baroque," "Impressionism"

1.  Which of these five categories do you think is genuinely hardest to identify correctly

in the moment — mistaking one for another — and why?

2.  Why might category 3 (genuinely unresolved claims) feel less satisfying to read
about than categories 1 or 4, even though it may be the most intellectually honest of

the five?

3.  Looking back across both courses, which single real story from this entire 20-chapter

arc has stuck with you most, and which of these five categories does it actually belong

to?

Course Complete — And the Full Music History Project

Music History II: Classical to Contemporary is now complete, 10/10 chapters —
from the Classical era's own real Enlightenment ideals through this closing
capstone's taxonomy of five real kinds of historical claim. This closes the full,
two-course Music History project begun with Music History I: 20 chapters in
total, opening with a disputed prehistoric bone flute and closing with a
systematic account of exactly how, and why, popular music history so often
diverges from the real, documented evidence underneath it.
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Music Theory Fundamentals (musictheory1) remains outlined and ready to
generate as the third and final course in the Music Subject — a genuine skill
course, distinct in both format and purpose from the two History courses this
project now completes.
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