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Foreword

by SIR JOHN TAVENER

A lifelong love of Mozart began when I was 12 years old. My romantic and
aristocratically beautiful godmother took me to see The Magic Flute at Glyndebourne.
was overwhelmed by the magic of this work and it has continued to overwhelm me with
its beauty all through my life. It has only been recently, however, that I have tried to
understand why I love Mozart beyond any other composer.

Mozart belongs to a historical age that does not attract me in the least—an
age of subérﬁciality and powdered hair. It seems unlikely that the most “sacred”
composer of the West should emerge in that dilapidated era. Using the term “sacred”
about Mozart may elicit some surprise, but I truly believe that Mozart’s Magic Flute
connects to Krishna’s flute, just as his music in general can be compared to that
particular kind of sacredness one finds in Persian and Hindu miniature paintings. |
am not, of course, saying that Mozart himself was fully spiritually developed. God
used this frail man to communicate to the world the eternal vis:i;);l of childhood, and
the divine world of Lila, a Sanskrit term meaning “divine play.”

~ Mozart was faultlessly crystalline, and he was also the most natural composer
that ever lived. His melodies, rhythms and harmonies seem as natural as virgin
nature itself. Mozart’s music, one might say, pre-existed. It required man to pluck
it out‘from\the spheres. His music is more feminine and more ecstatic than that of

any composer I know. He makes the commonplace divine and everything he touches

becomes sacred. He hears God everywhere and he sings His ecstasy in every single
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one of his operatic characters, from Sarastro to Papageno, to the Countess in The
Marriage of Figaro and to Don Giovanni himself. He cannot help himself, for like
the eternal child that he is, he never ceases to celebrate the ecstatic act of being.

Many pundits love to dwell on the Requiem or the doubtless remarkable entrance
of the Commendatore in Don Giovanni, probably because these people love the
innovatory. But paradoxically, for me, it is not in these moments that [ perceive the
divine in Mozart, but, for example, in Zerlina’s unbearably beautiful “Vedrai Carino”
in Don Giovanni. This invokes in me all the longing, and all the beauty and all the truth
that I know: Zerlina by offering her beating heart to Masetto becomes the heartbeat of
God seen through the eyes of a child. I so often play this music, and if you change one
single note of it, it falls to pieces. The spacing of every simple and divine chord is so
perfectly heard that once again it seems to belong to a celestial harmony.

Mozart is for me what the Sufis call a manifestation of the Essence of God.
The fact that one can speak in such exalted terms about Mozart puts him in a unique

category, and outside the whole canon of Western music. In his essence he has

VT Lorien

revealed paradise to me.
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INTRODUCTION

Celebrations of the 250th anniversary of Mozart’s birth have confirmed the
composer’s cultural prominence, matched among musicians only by J.S. Bach,
Beethoven, and Wagner. Mozart is not the earliest composer still admired today,
but no other has had so many works in the permanent core of the repertory for so
long. Among his operas, Figaro is the yardstick for realistic comedy, Don Giovanni
the inspiration of the Romantic movement, and The Magic Flute the foundation
stone of German opera. Of his instrumental works, the concertos are central to
the performance aspirations of violinists, wind players, and, above all, pianists.
The quartets, quintets, and serenades are indispensable to the repertoire of smaller
ensembles, while orchestras continually turn to the symphonies, especially the last
two, in G minor and C major (the “Jupiter™).

Mozart is a “classical” composer both in the broadest sense and also because
he worked within the “classical” period (the late 18th and early 19th centuries). But
“classical” does not imply coldness or austerity: Mozart’s music bubbles with life.
Comparison with his contemporaries, who used the same musical language, highlights
Mozart’s inventiveness in rhythm, melody, and harmony, and his skill in combining
parts in counterpoint. His orchestral colors, too, are more varied and vivid.

Mozart did not have an easy life. He had to work hard and constantly at
composition, but even his hackwork bears the stamp of his genius. His exceptional

musical facility, evident from an unusually early age, emerged in performance,

too. He was also a teacher and adviser to colleagues and fledgling musicians. His




