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Evolution
and Travel

The music of Andrew Schultz
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wark at the microcosmic level o, with individuoal

derails within the music which resonue within
anvone who has ever been away from home, In The
Devil's Mugsie, commissioned by the Sydney Symphony
Ovchestra in 18992, for insunce, we hear distam
sirens il the sound of engines, there are belldike
noises conveyed ag il on the wind, and vaigue
veminiscences of lnvmms, In the more recent I
Tempore Stelfae, the opening features the sound ol an
airport oF train station arvival board clatering into a
new conligurtion.

I music inspired by the rechnological age, but
retaiming its humanist lase, "Tminterested in
cultural collision,” Sehuliz savs. 1 eall them
irreconcilable smchronicities where two things
happen at anee and you observe them o do so, but
thev have no real connection with each other. I'm
not interested in them as John Cage might be. As a
humanist composer 1 see it more from the
perspective of the individual observing things,
contradictory things, and making sense of them,”’

Like a true taveller, Schultz likes 10 make sense of
passing things and his compositional career has
procecded concurrently with i number ol senwior
academic appointments, some of which he gained an
a precociously voung age. Yet he isan pains 1o stress
that he s not an ‘academic” composer. "Mavhe
there's an expectation that because | work in a
tertiary institution, then Pl write music of a certain
stvle,” he says, “But in reality my music is very divect,
It feels manural Tor me o lnd out how and win

thingss work in musical teems. Then Lapply that 1o

mv own work, So b see the academic side of my work
supporting the creative one,”

Trawel and the conmemplation of the bigger
intellecuial picture were instilled in Andrew Schuliz
fram an early age. The son of a Protestant minisier
father and a psveliologist mother, Schuliz was born in
Adelaide i moved frequently around Australia, As
aschoolboy he spent time in western New South
Wales, western Victorin, aned then wound up in
Brishane where he completed his secondary and

university education. Eventually he would complete a

PhD at the University of Queenstand in 1987, and
the now Dr Schulte would go on 1o a distinguished
academic career in Australia (an the University of
Wollongong), America and the United Kingdom,
But throughout the endless lectares and

administration that modern university life demanid,
Seluliz has continued o write musie for Austealia’s
leading ensembles. Some works such as the opera
Bleack River (1988), set to o libreto by his sister

Juliamne Schultz, e broken through to reach a

mainstream audience. Ochers, like 1the vocal sexiet
Ehstasis {1990) and the various orchestral pieces from
the 199405, have established Schultz as a compaoser
whose works explore serious and imaginative sound-
worlds while taking their mudience with them,

He's been in London tor nearly four vears now,
running the Guildhall’s Music Studies and

l:-:p[np[:_\itiun programmes but he returns |'t'uul'.trlv LLH]

Australia, He's kept a connection with the University
of Wollongong, where he toght for many vears, anul

he vetuens 1o Aunstralin at least twice annually. *Te wis



never a case of me simply packing up and leaving
Australia,” e says. “1ewas just my career meowing on.”

Over recent years he has completed a few smaller
commiissions, imcluding a new work for Brisbane's
Grittith Piano Trio, but the bulk of his compositional
energies huve been directed wwind Gaing imfe
Shadonps, his largest operatic project 1o date.

Signilicantly, however, e has continued 1o travel
while working on the opera. “Travel opens up your
horizons, but it also makes you critical of what vou
see aned less content o be saisficd with things tht
vou don’t think are as goad as they conld be,” he
says, e also has mumifications for a composer’s
music: style. *Growing up in Ansiralia and then
travelling, one has to forge one’s own musical style
consciously to some extent. You have o be open-
mirled to different things, and thin experience has
lormed my specific musical interests in harimonic
colonr, orchesuation and structure.”

But as one wonld expect from a composer whose
mterests embrace such kirge-scale forms, Andrew
Schuliz is not so much interested inomusical
architecture fer seas he is with the themes that can
sustain massive operatic, choral and orchestral
structes, There are few Australian composers ol his

generation whose music returns so obsessively 1o the
big themes. His major works comtemplate the very
nature of life and death. He is as interested in
spiritual themes as he is in the Devil and haedly a
major work goes by without some reference (o sex
andd also the ocean = or at its browder level, witern,

While adding the slorememioned sense of culural
collision to the list, Schulz himsell happily
acknowledges the recurvent themes, “You can
actually reduce those themes even more,” he says
with genwine and vet strangely dispassionate interest,
almost as il he were analysing the work of someone
else. 10 music can be about anvihing, 1 see it as a
human experience in some way. You can say, for
instance, that sex and water are preay much the
same: thing in the Frewdian sense. There's also the
sense ol oblivion that comes from being submerged

i water, and a sense of tmelessness and

weightlessness which ean be cquated with death,”
Andl so Schuliz's larger pieces pliw ot these
conflicts between the grest mystical themes, In fio
Temprore Stellne, which bears the subititle Symphony No,
I, the Bivst of the three movemenis drws its exis
awiously from the Book of Job, Ovid’s acconnt of
Creation in the Maamophoses, iwnd also from Clirles
Messier's numbered list of nebulous and celestia
objects published in 1771, Conmissioned by the
Melbourne Chorale and performed by them
accompranicd by the Melbourne Svmphony in 1998,
it represents something of a breakihrough work for

the composer. "'d like o comtinue the things | did in
I Tempune Stellae = in other words, 1o write another

arge orchestral work with voiees,” Schaliz sas, 1

think there's a whaole medium or genre inowhich text
aned voice are integrated with orchestral sonorities, |
can imagine writing a series of works which start

from those ideas. There's something in the hirmonie
structiure and the scale of the piece which allowed
me 1o speak in the way 1 wanted 10,

Because of the importance of the wext in his recent
works, Schuliz aligns this proposed series of vocal
works with opera. a medium in which he has
achieved conspicuons success, For him, operi as i
modern art-form has been challenged by the pre-
cmnence of the cinemi, a form in whieh audiences
are absorbed by the medium itsell. "Modern cinema
is almost like Wagner's description of what opera
should be,” he says, *1hits vou from every possible
angle.’

For Schultz, opera has become so elassridden that
it hus tended 1o lose ity impact as a social loree, It has
become oo much abourt itsell, 1wo preocoupied with
its own traditions, and is consequently o devoid of
immetdiiey for his liking. His own opera Black River
(1988), however, sought 1o address this issue of
opers relevance in the modern age, Centred on the
issue of aboriginal deaths in custody, the opera came
as i jolt o white audiences stll bisking in the wirm
glow of Austradia’s Bicentennial celebrations, *The
reason for writing Bilack River was to create an opera
which was absolutely current and powerful, and
rather bruising in some ways,” Schuliz savs quictly, *lt
wisn 't mice”™ bhut instead was a direct piece located
culrally within its Avustralinn comexe,”

*Wice' or ‘not nice’, Black River's wongh topic and
s eschewal of the taditional operatic gestures
certainly made an impact, Premiered in 1989 by the
Sydney Mewropolitan Opess and the Sevinowr Group,
itwon u National Crities” Award in that vear and has
been given subsequent productions in 1990 and
1997 A lilm version has won intermational awards
and been sereened at many festivals “I's a piece
which communicated very clearly what 1 wanted w
sy iis composer says. [Us one of the picces in which
Sehuli feels he came closest to expressing himsell
st aceurately. Another was the vocal work Flstasis
anel asimilar thing happened in Diver's Lament, an
orchestral work which he composed for the Sydney
Svinphony Orchestrain 1996, °T set ont (o use o
harmonic kmguage in a very specilic and controlled
way i thar pece, and 1 think it worked,” he says,

But opera remains his great love and Going {nfo
Seaduns has occupicd him ol and on in the 1en vears

since hie first planned a followap to Black River.
“There was a kind of euphoria after Black River and
Juliamne sund Tihought that on our nexe project
together we would do just what we winited o do.
Reality canght up with us on that! We went through a
process of discussion with various producers
including John Wregg from Svdney Metropolitan

Opera and Paul Thompson who was at that poing the



Dramuturg of the Svdney Theatre Company. We
worrked with them, genting their advice and inpat.”

I.\Ilgl"-'ﬁl".llt' COREMpPOrny opers, henweser, o not

find mamy performince opportunities and it was only

the intervention of the Guildhall which muade the
complenon ol Goog o Shedius IJIJ,\.’ith:'_ The
hrther support of Simone de Faan from the
Oueonshnd Conservinorivnm Grillich Universin

mesnt than the massive two-and-a-hall-hour project

has become, vathey ke Schualt: imsell, oo
global commendity. And with such powerful
institutional backing, the composer Tas been able w
extend the wdeas of operatie Torm that had fivse been
established in Mack River. In particular, he's

imterested in the challenge of creating variety in the

lwrgesseale forms, wnd in continually reengaging the
andience’s attention.

‘Adver Blach River Julianne soed Tdidn®t wine o sy
i the siome territory,” e savs, "We didn’t want a
repetition of that genrve, The tdea in Going Tnto
Stardones has been 1o ey and invent something that is
o many levels quite enteraining as well as carrving
deeper meanings, We are creaing sitntions from
which the music can spring watorally, There's quite a

lot of on-stage music, for instnce, und there's music

i vardons parts of the auditoriom. We're
experimenting with thar.
Anel whereas Bleck River was linear in 518 nareative

strowcture, the lavger seale of Guang Futa Shadows

demands a rther more complex soucire. “In Aer
there’s o romance thats unfolding in o kind of happy
anel "normal” way, but we use an episodic sruenre
o shiow virious stages of the relationship,” he says,

“‘Tan the ordi

ary sequence of events is interrupred
by very short orchestral miniatires which show
there's something else happening in the story. By Act
2 the strnctre is much more through-compaosed aned
continuous. Act 35, likewise, represents akind of
aeceleration. Things become shightly out of control
in the lives of chaacters,”

The wse of Gl andd video effects isa leatve of the
operi, as s a recurrent, brooding harmonic motil
which has typificd many of Schuliz's works since

Ehstusts, There are also those wypically Schultzian

atmospheric sounds, ineluding i kind of Tow

umbling that keeps emerging throughom the Operi,
Waorking on asuch o massive project Das clanged
him as a compuoser, “You don’t know when veu start

T says, s

something guite what it will rn in

reliel o be finished with it becanse Tor the fivst time

i long while P'm facing a blank page again. Ina
sense vou can’t move on creatively while von're tied
up with i big picce = it needs to create its own
context, My work is much less dark now than when |
started the oper Pve been through a kind of
evolution.”

And Tor o creative artist, evoluton is the ultimate

Form ol travie],



