dr PSSR (classical crossover) & BUEEETTIGHYRT ARG - (e F #5148
Y 25 B 87 I #1] ( Andrea Bocelli ) FI[ &K &t 5 #Y 75 fir 75 2k & ( Sarah
Brightman ) » i HH B HHERHIUEZ: (Bond) IR E LR+ ZHIAIRE: -
HhEUR I AR T S e S RS, - e b T 2 HE
- SHEE S AUHBEAGE > SELE T AENERPE - H MR EE
BESRYE NN T BEAE B 4 R AVERIEANSEER - 0B R TG S TIEEARER  AlE
BT TR /DRIE - B4 B ES SRRV E F N 5 o BUES S S R A AT A
fir » DU o7 BRES S S TG AR o L SR TSR BT R A 2 - LR ST
(ol o B SRAVEE R AT R A 38 e R M PRET o B SN A T 2 e
BUEE SR P [E FIMH R R S R A SRR T B SR s s e — 18
T kT B SERRA T SEA MY = g R I IRRTT » DI 42
B HEH BREEENKEEE - BRE S A RAURITIVE SR B —(E
WNERTT HARERETHY I AT DUE AR B S8 5 SRS 2R AR AR 1 - W1T%
TR FEEHEREE (Homi Bhabha) ¥ b &8 (hybrid) HYRM - 2

» L 2 w e s S 2A a2 cr o s 1
Fihs 37— BRAEFARS NG R - HHBHIRTIARE o

B | HHIER  TROM BREL  RTEL  B’aR

! Homi Bhabha, Nation and Narration (London: Routledge, 1990), 211.
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“Classical Crossover Music”
Reconsidered

Tiffany Sung
Abstract

From Andrea Bocelli to Sarah Brightman, and from the Bond quartet to the
twelve cellos of the Berlin Philharmonic, “Classical crossover” is a new trend in
the classical music market. Categorizing this mixture of classical and popular
music into the realm of classical music has also caused some confusion and
difficulties, including the definition of what classical crossover music exactly is,
the profession of classical crossover musicians, and its impact on the traditional
classical music market for artists, sellers, and consumers. By reviewing historical
occurrences and current discussion of crossovers in both classical and popular
music, this study contextualizes crossover music, explores issues surrounding the
categorization of classical crossover music, and ultimately proposes viewing the
mixture of classical and popular music known as ‘“crossover music” as an

independent category that does not privilege classical music.

Keywords : classical crossover, music categorization, crossover music, pop,
hybrid
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F55¢ (crossover) FEEEEH » M EIZ AV F R A E I - FEP A -
BB R TIGHVAS S BR T ESE VR B E AR RIS & - 1
GIRLREERIARRAL © 25 B RSt AR TS SesE i P HE S RIS
AR - FEREAE T g5 | ( “classical crossover” ) JhaHHER 7 1% o il
FIRATIERS SR e % EEURES - S T8 R E IR E BRI 5
fir -

T LS SR R R BUB R RIS R T B ST S 8O I A R RV
DA HLSE ARG 5 EFERAVAKER - T LS S S T B T 2ERV4E & - A
1M > PEFHE _E2KE - o s SR RE R A R T eI — N SR S 4
T HADRITRVAS & RfrIE R TSR Ry I BE5mIE “RTT BB
Gt B4R R R AT %€ ( country-pop ) % HY&E & RE L Ry U LU AT

(classical-pop) " ? N HHAE G4 4R BE t B SE IR R T E 4 2 B
PR EEE R AR BE 7 ST 2R A B R A AL 5 [ BT B IR R 7 B e g
PR HEERMA] (Andrea Bocelli) HYJEIE - MR0E I Fyrly HLESEIE 2 &
TRATEE R PIEEE AR S+ KPR E L TH U » P00 B Ry oy i
MIERITELE ? S5—J7H » MR TS A TR E & LS 5 - DU R
TTEEAFRRATEE P AYES e eV [E0 - Sl & o B A B AC S SEEE S AU o Bl
FEREOAZE T BT R » HIERY T HPSST (classical crossover )
WE ? &aft DA_FHERE > o #EES R o U A A Fl e R A B e A R T o SR oy B
HEEHRNEEEAL B A ST AT & S TT R AT o B
HYAREE T MIEEERTE L] - 4975+ (Irene J. Nexica) uft 1§ § #1 ¥
BRI B S B AR TS AR e kMl ¥ ThAn T B Eeh- A
e CDUHGRESRE T s R o IR T i SRR — T

2 Robynn J. Stilwell, “Crossover,” in Grove Music Online, Oxford Music Online,
http://0-www.oxfordmusiconline.com.maurice.bgsu.edu/subscriber/article/grove/music/4
0611 (accessed February 16, 2010).

3 Irene J. Nexica, “Musical Marketing: Tropes of Hybrids, Crossovers, and Cultural
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AERET T SRS SR o S R YA V- LR DT ST e [l e LS SR A e AT
AR S FE B AR - A PR v B SRR (T2 S8 AE T USSP Y P B %
e A S RE R oy SRS I Rolfs ST 4 — R0 oy B SERUAR T SR MY S
RS SRR EIERTT > IR E SE A H B B W AN 3%
& MAHlN i F gzt - IREREZSZEHEREE (Homi
Bhabha) ¥3Z{b#E &G (hybrid) AYRME  HE T3 b g7 - B &0
2GR HidheATaE s o SRS HEALRTIVESE
B (BRI AR PR U > FR(ERGAY B 8 SRR 38 SRR TR

A T SRS S 48

EBIRTTESEE SN AZE (Reebee Garofalo) MAUILER "5 0 TR
TN —EmSIER B0 T IEERE R TR MEE T —@ M 09y EeE
%o FEHBR (David F. Lonergan ) tARIEILEZE » DARIRHEIERITEE 406+
4t Fr BILEHS T (Elvis Presley) Bt fTHE A 4RI  CRRILEANE
N PRI T & 4P VS AL F RN BB S0 R L - EEEZELU

Dialogue through Music,” Popular Music and Society 21 (1997): 63. Irene J. Nexica

indicates, “The industries concerned with disseminating music and information about

music . . . through systems which binarize . . . and privilege certain forms of expression.”
* According to David Beard and Kenneth Gloag, ‘hybridity’ is a “cultural exchange
between race, ethnicity, gender and class.” David Beard and Kenneth Gloag, Musicology
the Key Concepts (New York: Routledge, 2005), 84. The definition coincides with
Robynn J. Stilwell’s definition of crossover which “encodes race, geography, class and
even sexuality,” in Grove Music Onling, Oxford Music
Onlinehttp://0www.oxfordmusiconline.com.maurice.bgsu.edu/Subscriber/article/opr/t114/
el730 (accessed February 16, 2010). "the process of cultural hybridity gives rise to
something different, something new and unrecognizable, a new area of negotiation of
meaning and representation.” Homi Bhabha, Nation and Narration (London: Routledge,
1990), 211.
Reebee Garofalo, “Culture versus Commerce: The Marketing of Black Popular Music,”
Popular Culture 7 (1994): 277. fAE IR HIFEHYERITE SN = RIGEE: " FRAVA
TTESE > DIPGERFIM T MR R B EAVAIAT H 4 » USRI IBREYERZ28E - | (“Pop for
the mainstream audience, country and western for the regional audience, and rhythm and
blues for the black audience.” )

% David F. Lonergan, Hit Records, 1950-1975 (Lanham: Scarecrow Press, 2005), vi.
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JUEIE 2 IR NEECH#A& « BG (Nelson George) &R =ELRTTE
S CPES SR by B FE AR O AT 5208 - 18 1960 ARG A LA S
AR EMEZ=EEE S (rthythm& blues) (5RLLE AR R LRV TH445E
TTREBRYA - LS FUEUH H 2598A0 - 51 1980 4R HEIE REETRERTHE T T8
FIE557 (Hot Crossover) | FE{TH AHILIAIZ S - 1 i BAARAVES ST
R RRET > SRR TR AR - °

B RS T IR EIARVIRED A SR AR IR BRI T A SRR TH
ST JE LIRS LRI o AT £ ET 5 (Roy Shuker)
DUERAT e RE R (Shania Twain ) HYEERE P HTARFLEELE 90 SEACHIIELL -
FEAlIfE s RAEALZ Al » SPFTEERTEE R £ (RIRI 2P BT AT T5 /N E » B4
SERVER TGS ORI R BRATBER D 82913 - 2R0M > B e i E BAE MY S — &
PIFTEEERERET & T RS LR RO TR B AV MR BES MR B A & RRIGHE
JEA IS EE S RBI - L EIREE L T A SRR AT AR TRS o RS S
i~ HR > FURITEERYTT R » (/B E R HIES S EEATRTSELE 90 U ThAVHE
AEFHRTTHET S -

NS T F B B AR RIS SR (RSt b Rl 2 e A
"4 (hip-hop ) HYZER » B AR RS S B ARRR o L il DRI K (1
R PR FL R By AT B SRS SR B L - fE G 2 T TR HY 1R 2 5 9 (gospel
music) » T ELE (funk music) » 5 HAIEIGHLE G254l A DU RS i
SEFVIACZIHA R RS - AELALL - FRIRET VRS > 1B TS S HE 2
& EEH T EMAFSEEAST AL E B AR > B FRE
o HEWEE o PSS E RECR A A SSREIIEIE F S > 1E 90 F
RARHRZ AR R R AT S 480 1077 - RE(UERE (Time ) tHERITAE 1999 FEE &

7 Garofalo, 276. Garofalo asserts that rhythm and blues and its African-American
performance style became an accepted term. Nelson George, The Death of Rhythm and
Blues (London: Omnibus, 1988) quoted in Stuart Borthwick and Ron Moy, Popular
Music Genres. An Introduction (New York: Routledge, 2004), 233.

8 Garofolo, 277.

? Roy Shuker, Popular Music: The Key Concepts (New York: Routledge, 2005), 63.

' Garofolo, 277. Garofolo states that by combining different markets (crossover), a

marginal product can become the mainstream.

" Roy Shuker, Understanding Popular Music Culture (New York: Routledge, 2007), 128.

2 Shuker, Understanding Popular Music Culture, 128.

5 Shuker, Understanding Popular Music Culture, 128-129.
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2 @ ( “Hip-Hop Nation” ) HYFIZ « A& —+—{H4C » BEIARES R i
ERIRTEEETRIVES  TIRESIEZAGEHIES  E5 N HEBNEA
B o J9E R EERIT-4HAHY Drunken Tiger 25 IS IAFIRE RN T & 4450k
Ly T R o AR B A T I R R T8 SRR . — o VUK #2E ( Tony
Mitchell) T - IEIGEEE TS HERR T —(EE SR EHE it 750 E L
MTHE- "

M5 G5 T B SE VIR RD TT BB RN S IR AV ES L > H4ETiss - S 4 ~ fEk -
H|% ~ GH S AR S R — EON (I S S SR I E R B R A
2 WER TERSSEEARANHAL - 5 H  SE 2RV E  RiTE%
E2HFER (Stuart Hall) fH{E - IS E4EtEE &8 (hybrid) B Ry E ORTT
TR - Y

[REANSE SR NfE AR S

FET S SEIR T - PSR B RN S S B HIRE R ARy T
ES5 ) TR O SRR TS S B Bl H_ERVES S - F e C A o

' Christopher John Farley, “The Arts/Music/Hip-Hop Nation: Lauryn Hill Ten Grammy
Nominations, a Multiplatinum CD and a Drive to Make Lasting music,” Time, February
8, 1999, 40.

For further information, see Drunken Tiger’s official website,
http://drunkencamp.wordpress. com/who-is-dt/ (accessed March 29, 2010).

' Tony Mitchell, Global Noise: Rap and Hip-Hop Outside the USA (Middletown, CT:
Wesleyan University Press, 2001), 1-2

Stuart Hall, “The Local and the Global: Globalization and Ethnicity,” in Dangerous
Liaisons. Gender, Nation, and Postcolonial Perspectives, eds. Anne McClintock, Aamir
Mufti, Ella Shohat (University of Minnesota Press, 1997), 186. Hall claims, “the
aesthetics of modern popular music is the aesthetics of the hybrid, the aesthetic of the
crossover, the aesthetics of the diaspora, the aesthetics of creolization.” In addition to the
above views, crossover in popular music sometimes also refers to gay musicians’
“coming out.” Shuker, Popular Music: The Key Concepts, 63. Moreover, crossover is
used for Christian artists who sell album in both Christian and secular market, such as
Amy Grant. Gordon Ely, “Christian’s Mainstream Crossover,” Billboard 110, May 30,
1998, 44. In terms of musical analysis, Simon Frith also suggests to look at crossover
inside music itself by examining the interrelationships between “poetry and songs.”
Simon Frith, Performing Rites: On the Value of Popular Music, 178.
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& (Steve Adams) % DL TS BRI THEIBEAVEL TR | ( “artists who
straddle the classical and pop disciplines” ) A EFEFTEEIY L HEER  "EHES
gERA% (Grammy Award ) FEAEHY T A PSSR EE | S4%(Fa P - AU
P S R T S B SR T S RS s H V&S & Uk -
R e - DR R R R BREFIN S E LS4 (John
McCormack ) F1E JJERRE > ( Mario Lanza )» & 3T HARY E 4%75 ( Charlotte Church )
FIZBAIAT A S (Sarah Brightman ) » & £ DU SR ESR BTl HAVES 5RA0ER -
Sy > FF i B EE R S B AR {MIA] ( Andrea Bocelli ) R T &% HE (Josh
Groban ) /& i B pth F A5 HY - th gllmiEife o BLpE L - 2 Beerhiyis SR FRAN
URIEERERLE - MR AT EE  (E A © PRECES)

(' “Soul of The Tango : The Music of Astor Piazzolla” ) ¥ 1F 1998 FEm 5 &7
FEH TR s R R A | - Y EIRE R KRB E BRI S AR
ZE0 AT 1995 FEHEH DAB IR AC B th By T2 RERVER g - REARERRE S A\ CIRYIR
T AR ZE E =P U T - JF T B RV = B/ VIS e T il
il E - A BLEEE Y S R A R R, 0H R e E T 2R 1 ( Deep Purple ) |
FISEE] S 52 B 48 E 42 44E (Royal Philharmonic ) {£ 1969 Y (455EHA

18 Steve Adams, “Labels Dream of A Classical Crossover Christmas,” Billboard, November
18, 2006.
' Musicologist Kenneth Gloag defines crossover in Oxford Music Dictionary is that “a
term used to describe either work by a performer or composer in a musical genre
different from that with which he or she is usually associated, or the merging or
hybridization of different musical genres.” Kenneth Gloag, “crossover,” in the Oxford
Companion to Music, edited by Alison Latham, Oxford Music Online,
http://0-www.oxfordmusiconline.com.maurice.bgsu.edu/subscriber/article/opr/t114/e173
0 (accessed February 16, 2010). I incorporate the definition with the Grammy Award for
“Best Classical Crossover Album” winners and nominees since 1998. The first winner
was Jorge Calandrelli and Yo-Yo Ma. Recent winners include both classical and popular
musicians such as Los Angeles Guitar Quartet (2005), Turtle Island String Quartet
(2008), and The King's Singers (2009). The Recording Academy, “Grammy Award
Winners,” Grammy.com,
http://www2.grammy.com/GRAMMY _Awards/Winners Result.aspx (accessed February
12,2010).
Matthem Gurewitsch, “The Crossover Question,” in Opera News 69, October 2004, p.
24; WNYC Radio, “Classical Crossover Timeline,” WNYC.org,
http://www.wnyc.org/music/articles/63814 (accessed February 13, 2010)
2l The Recording Academy, “Grammy Award Winners,” Grammy.com,
http://www2.grammy.com/GRAMMY _Awards/Winners/Results.aspx (accessed
February 12, 2010).
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ErzaeE i 2= ) (Concerto for Group and Orchestra) » FyILIEE{ERY L% -
BT bty SRS FRAN (I 2 A AT A AR oy BRI T o S SR 4 & B o
STV (i T PSS SE SIS EA TS B - DL 2005 FEAYSER SR T
BEH T SRS SRS o] - Bo2E REmEVER AR 1 (John T. Williams ) £y ( EFFEAH
Il ) B AYE Ml 44 5§ “Star Wars © Episode III - Revenge of the Sith
(2005)" - B ARy (e iR &) Bo8E & “Pride & Prejudice(2005)” >
DLR, AT 45 UEEZ: (Kronos Quartet ) F1E[ S 8T F) /0 i 22 I [F] i Sm iy &
KIGTES:  “You've Stolen My Heart : Songs from R.D. Burman's Bollywood
(2005) " #EIEFHIRAEIHE TR L - 2008 AR5 B o HIVELRE T FRsB RIS 8]
(Juanita Bynum & Jonathan Butler ) FY{E & B #5 “Gospel Goes Classical
(2008) 7 LLURAR B % R B Y S SE SRR E]AG Celtic Woman HY[E 44548 “Celtic
Woman : The Greatest Journey (2008) ~ .*

DRSS A AHRR R

% H A aR By SLES S E A FRPR By B = 285l SR e SRR H HY R
fir > HH HAY RS AR T T R S 48 LRSI SERR - IR 5 TGS 4
TAEBAE > AR OTA T A/ DHRE - BT Hps S E 088 - s iR

H A SHERI AL UK o S S SE T S A B ST G A
45 .

S N F LR S EoA

Y0 iy BLES SR PRSI RS BLEUR - Ty LS SR SR AR MR 1S B s 5

22 Billboard, Billboard Charts - Albums - Top Classical Crossover Albums, Billboard.Biz,
http://www.billboard.biz/bbbiz/charts/yearendcharts/chart_display.jsp?f=Top+Classical+
Crossover+Albums&g=Year-end+Albums (accessed April 3, 2010).

2 Billboard, Billboard Charts - Albums - Top Classical Crossover Albums, Billboard.Biz,
http://www.billboard.biz/bbbiz/charts/chart_display.jsp?g=Albums&f=Top+Classical+C
rossover+Albums (accessed April 3, 2010). The PDF file also can be found here: http://
www.newmusicensemble.org/billboardchart.pdf.
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HEEHE A N g HA S HR R a g 1Sk er o B 2845 AV
fir — & B B St ple R o LS SRy — BB (3 B oy LS SR E S A i 2 B
SEFIIRATSUALHIEE & a0 b 2104 & BRI R e o 2RSS E o > SRy
SRS SR 7 BN T 5 SRRV S & R 2 BRI T 52 4% (world music ) HY%E
& o I BN » B S Sy S T DA DA B S R[]
TSRS EENG 7 X Ry s SR AN [F) B eV et | T T B ERE N IAR
oy B SR T R RN B R R R A A B L SRR R RSN 2 EREEA
PRETHY R » Ryfoldiam o L eI il 4845 & > #2 DAy BR 8 Ry B ok I R
FIETTS - BRI R FTEERY T s, 2

TIPS HEEER 0 EEAE BB PR TE - IR E SN
T IR EEZE R S PUAY A B R N T o BRES R SERRA F  BAE ES
A4 HS B4 4E[E The Moody Blues 1F Days of Future Passed ( 1967 ) 2
i ot 5 A A6 iz @ #r ( Johannes Brahms ) ~ #f% 4 #7 £ & b A R
(Rimsky-Korsakov ) ~ f1{HZHH (Elmer Bernstein) 25 A FIEMGEE » B GTE
ZAER TR MR TSR, 2 R ARAREEE R T Sy
CHBREESL | LI R R R L R ek R Ry TIRTTES S, WE?
RAAEHZ 40 George Crumb F1 Steve Reich Z£ AfE Black Angels (1971) F1
Electric Counterpoint (1987 ) ZEf/EfiL > # & BB FEEsSMEBN T HEEE » &
Al iE S RS S i R TR AU 4 2

B B ez T B S B R e T B 4 5 DA B
TEZMITESE AR T B AR by B 4 — e 7 SUE e B
Ry BREOR 175 S as - A0S S g g - BB REER TS (T
BN F s 2 BERTIRTEE SIS TR e
T B R A — R Y T B BB - E MR ol RS TR -

S SR R A E S S B I S SRRV & 0 — Bl A B 5 - JEam A
o3 f > i EEE R RS TS IE R HE -

ST LBR G B R e T

Folg SR iR S S TR 0 — R B T IS THNE T BER
(S AL oy S T A — i > — &7 Bl - AR EES 2I SRR P aE ] -
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5

T E SRS AT B PR DI ER i/ 2 R SRRV E e B
FOETT A AT BEERATHARY - W20 mE S EHk (Elly Ameling ) 1F 80 (U
(e 128 After Hours (1982) #(1 Sentimental Me (1990 ) » #if4E 3k 7 A
PIESCEHE Tim% ( “dropped” ) BIRITESEMESIRAT o IR g
HHFHIHFME - I F AP TR SR AT - i A HR T4
ARG HARARNE > K g R s s s Wb R A e - g RS
bR TCk (Aretha Franklin) £ 1998 FEHERM =R E ST 2 —0
MErEE S A7 [E] S RIE S 22 E R ( SR AN ) ( “Nessun dorma™ ) & 55" K
HLLRsE | “pretentious[ness]” o PE L SHFIFHEEARIIE] T B2 - diLF
BEARES A R IO = Y Bl & R Se PR B NE S B BE dhsl  R H & T
HYEIES - MBI SR T SR HBERNS - KEIEERZE "4AR§ § 9
(" “Crossover is synonymous with selling out” ) ;> ECE AR E4E ( Matthem
Gurewitsch) {EFEISE AT 2Pk - *°
SERTR TS S Sy eam - tH & 2RI b - SR 52 B 5551 4R
HATRZ (A T e 2 oy LS S <2 08 H AT AV ETREEE “"Amore” MIEER
B ERE T =N > FIREERIA SRR (BN E o VB A SRy R aaa
IR SEHR oy BREERT A At 1 NS BE TR HYE B - ANAHEYIS#Hz (New York Times )
HIE ST EISPEE (Anthony Tommasini ) H B IR (AP RE NS
%175 ~ BN R A TR PR - AR TR E S - PE A R
HE G e B s R R R SR R P RIS T 4 s E e
P EEA BLEERT A IS SERYET(E - e 2005 FRYEEZ SR L &
T EIREER T B SRR S TR - R it 2 — BN ER HEREE
o B S ST AS R R R - CEGEB NS o A5 d SR L

>

24
25
26

Gurewitsch, 25.

Gurewitsch, 25.

Guerwitsch, 25.

27 Adams, 79.

* Anthony Tommasini, “Opera Review: A Blind Pop Tenor Takes On the Operatic Stage,”
The New York Times, November 1, 1999.

¥ Yo-Yo Ma collaborated with the Silk Road Ensemble for his Sk Road Journey: When

Srangers Meet (2002) and Sk Road Journeys. Beyond the Horizon (2005).

Anastasia Tsioulcas, “The Year in Music 2003: Household Names Dominate Classical

Charts,” Billboard, 84, December 27, 2003.
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SRR AR 15 B ot S R By T 5 5 ey AL B S S AR A ] & e B S Y
F SN T RS SR ELA AR Y SE U - B S R T I oS AR S =
T T e T SR A SR A P (L S TR ol B EEE 7 [RIR L pRY R
T LS 5T S LA X vy B AR 2 1 SR LS SR L B T
ElFs H Earayh g5 - SIS E R AR - SO tEZEEIL -

S BT E ool

RF T B FRAN AT BRI » R R SR MU AR HE 2 R 8t
BTS2 BRI AR E S - —J7 1 b B SRR A B E - KRBT
REF AR B ST ST IR R A FIBAIh R E I fE5S—J7H
WEE oy BRLES FLEr SRRV BLED » (B4 7 BL R SRR TG A AR AR 224 » Aol oy LS 5L
HTE RS A (AR o B SRR SEIB B R T Y BRI -

fest HACIBRgA » oy BLES S SRR AE o B 5 TS T — e - S5
ETER IR B ATECRE (Anastasia Tsioulcas ) & 2 AL S AV RS
FREH B S SR AT T LTI - 2003 AE5K o dh¥ A BHIE R TSR T
THNLASEE | B IR SR AU ~ B K - FIEEF S I AT R TR
FiE4F ( “household names” ) *"Jz{FIFTEAIIE H A FIFEFLH (Philip)
R By Rz AR - e By oy BROE 5 AURETH - 2004 4F > EaF S it
EIPE R 5 2005 A 0 AECRERIFR R AR AR & LS SR
B SERERYRE /] - SO E BT BB TR o BRSBTS A T
ML SEEIE B T2 BPI (British Recorded Music Industry ) Y4551 » 74 2000 4F
BEfG > LS RS SN (ARG BB B iSRRI R -

fEE T BLES SIS RO B I R 18 2 AP AR B AR T o IS R T35 3 20485 T
HHIECHE Gl o B SRR AT SR AN K GEE - A44RF#E (The New York Times )
SUEEMETR; (James Hunter) 205 » tHBRESFE T i b 2 % ¢ 3§07 v &

8 % 1 % ( “troubles many in the classical recording business.” ) | *> LUK

3! Anastasia Tsioulcas, “The Year in Music 2003: Household Names Dominate Classical
Charts,” Billboard, 84, December 27, 2003.

32 Adams, “Labels Dream of A Classical Crossover Christmas,” 1. Crossover music albums
shared 4.6 % in 2000 and grow to 8.5% in 2005.

33 James Hunter, “The Classical Crossover Conundrum,” The New York Times, Arts,
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RG] BRI & B B YR Sl R 2 Bt RIS 7 B8 B A2 ECE » E ¥
B SEI 5 » HIR Ay o B 405 HY ] g A B R B A CE R A S
SETIGEA T AR E - MEIEFEEfE T R IMFIH F S8 A ER EZ A
Ry FEA 2 o TR LURE (0SS 2B HY B E = S BB ) & R B T BERR
HJF ARG I SR GO RIRVEN & » B T (A & h B e Ay BRI -
Mt E EEE (Adams Sweeting) R H A T S 4557 0 A S SR SEIS B SE
R MRl ML L S B 4NE 7PIEET (Natasha Marsh) FYBSFURE » EUF%
BT HEERANRE  EEER G Rz h HEISRaVIE % dEIEES
BEEN R B A A IR R A BB B T 2 = I R T RE R s
Yy LA AR R o

[EIREIE B S BLAEIE | TS84 6 L - iR I 5 S B4 (Jerry
Monk ) FYERZL > 2758 o BILES SRS 48 52 1 6 L T Bl da Tl o B BB B
Ry B RS S A o SRR T R A S 4 U 2 S AR 2 Ay o L e
i o TR RS 4l B AR - R S Ryt SSEIR A Y E R TR
= ? R EEE (Carl Boardman ) DLEERERIH HAYHETR A 25 o B S
{EAR BB SR TG T 42

ok R RS- BE LR AR 0 B A g g R T 2 BT
R S Nt RN R AR Rl P A N R N

R T AR R T LR E R N L

S S SR R A BB R RS R R IR B R R AR TS T

January 1, 2006,

http://www.nytimes.com/2006/01/01/arts/music/0 1hunt.html?pagewanted=1

(accessed April 4, 2010).

Anthony Tommasini, “Opera Review: A Blind Pop Tenor Takes On the Operatic Stage,”

The New York Times, November 1, 1999.

Adam Sweeting, “Opera's Not Just Fat Old Women,” Telegraph.co.uk, January 20, 2007,

http://www.telegraph.co.uk/culture/music/opera/3662641/Operas-not-just-fat-old-wome

n.html (accessed April 10, 2010).

3¢ Adams, 79.

37 Carolyn Beckingham, Moribund Music: Can Classical Music be Saved? (Portland,
Oregon: Success Academic Press, 2009), 62. ZE5HEE » [F 30 F:“If you give a small
child a piece of icing and marzipan, it doesn’t comeback for a chunk of the rich fruit
cake underneath...to make [classical music] easy isn’t encouraging people to listen to
the classics; it’s teaching them to misunderstand and ultimately despise them.”
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HIRGZEA 2 EAYRITY) SRS 20 N IR RIS SRt dy e e o sl L 4 {ERIN
HYEEE 2 > ATRER I G o it M SRR B IR AP R AR R - R AEEE -
EREA > o s FULF s G H R SPATAIIE - (i B R
SRR (BAEAE b T s S iR S F SR BUR o EEE S
oM ET i L E LR U - B - HEE -
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—® W FIB L % &2 (Sir Thomas Allen)

CESTESE ) ENLHERR

LS SR SRR T AR AV R R > R R A R E BT GRS
WFLEERHIIEF] (Jacques Attali )fE 1985 LB FHAERRIZHIHITHS Fm " A7
Fefi g @ AR 7 SR R R IR eh o SRR Ry S S —
IEERIr S A Y 5 S — A R O A S SR SRR DA oy L S A P AR A A K
B K2 EZBIE R R T EEME SR /M T % = 47 (“the third
space”) | HE ¢ PTG - VPSRRI Y Y EMHBN T — - BRE
SR RITAIE I SEINAE S BATEIE S WEREERL > 2—E " 2
Arerdgs (“anew area”) | VHIL - B RS EIGRTER(TE T 4T

¥ Ibid., 60. FEHH 3 > [FH305: “The further we pursue this line, the more we forget about
what we have left behind and the fainter our knowledge becomes of all sorts of aspects
of music, drama, and culture in general. Suddenly, before you know where you are, the
whole thing has disappeared.”-  Sir Thomas Allen, 2002

Jacques Attali. Noise: The Political Economy of Music (Minneapolis: University of
Minnesota, 1985), 133, quoted in Irene J. Nexica, “Musical Marketing: Tropes of
Hybrids, Crossovers, and Cultural Dialogue through Music,” Popular Music and Society
21 (1997): 61. Beard and Gloag, 85.

% Beard and Gloag, 84-85.
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R EE A A/ DHKEL - 41 EMI fy 5108 | $HEE &K B2 FL&F (Costa Pilavachi ) Ff;
RFT By T G B AR - P S S R R AT
e IERAT » T —TE Ty - | EE SRR AT A o - 4R
TS SR B I8 S AT RSN o s RS SE  th 2 B
{25 - T A B B s S A A — SR (5 (11 Divo) thAYRL B A
>k (David Miller) 34 4MILIEAMFINT 4L « T PR SERz R a7 —
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1 Adams, 79. SEFEEE > F X E“We go after a broader adult market which is neither
classical nor pop [but] amorphous.”

2 Adams, 77. EEEEE > [H B “our music is weird. . It has a little of this and a little of
that, so it doesn't really fit into any one place.”
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SI5 - | TRRE AR RITER TS PR IR - 765 KA
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# Gurewitsch, opera news, 25. “fail to honor the strict boundary between classical music
and more informal varieties of musical entertainment.”

* Gurewitsch, opera news, 26. S5 43 » [k “The classical kid who learns to love
pop and wonder why they need to make a choice.” Quoted from Alex Ross, “Listen to
This,” The New Yorker (February 16, 2004).

* Gurewitsch, opera news, 26. ZEF 3% » [0 %: “I hate classical music: not the thing

but the name.”

Gurewitsch, opera news, 26. JF 2 Fy: “a vast and various free-trade zone where living

musicians navigate at will...”

Attali, 117. EEH:2 > [F X E: “the irreconcilable coexistence of different conventions

in a marketplace may be...beyond the existing codes; ...[become] the herald of a new

dictatorship of representation and the emplacement of a new dominant code.”

Attali, 86. EEHEE » [H 0 “By presenting themselves as a double, [it] constitute a
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BHNE - ERFETFREIVE  BIL 2 BRI TS —(Ef S SR TS
“ECESARE NV =R e AR TS ST E AR EREA Y T
PS5, #iE - ENE ST E S g S R [E S S S A o T IS
U e T L SRR [E RS 2 fh e 0 A B ER (Neo-classism ) > 7
WEFE (eclecticism) 55 5 BUZAIHEEF 2R H T (David Beard ) FIEfiI
& (Kenneth Gloag) HYHEHE » RFEEIE S E i 525 25 [ Y 97 i VAR Ml AT di
T I Ry S SR AR AR Ry B S S R - MR AR
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SEIENTE AR IT R SIE S (WRE—FTR) -

simulacrum of power.”

" John Potter. [1998] 2006. Singing and Social Processes. In Vocal Authority: SingingStyle
and Ideology (New York: Cambridge university Press), 183.

% For example, Bach used allemande (Germany), courante (France), Sarabande (Spain),
and Gigue (England) in his French Suite (1722) and Italian Concerto (1735).
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AIDIFREOY R (AT EMeR) 1) thERVEG 2) L 7=(EtE 3)
HEERMNELE o MR IR AT HES LA AR & 7= Bl g
ZFoEZE (08) TSR EORTTE 2 LIFE R I o B R om - 8 U N T =AY
A ST E T AR TS S LAE RN SRR Gl R EE R S E N &
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KHY Jeans n’ Classics B EEEANICEEEHE &L > ZEHY East
Village Opera Company A5 | #8 #F M 7 B8 2= [F #1708 - M
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! Popera is used by some music critics and journalist indicating operatic version of pop

songs. Oliver Kamm, “What is ‘popera...?’,” TIMES ONLINE,
http://www.timesonline.co.uk/tol/comment/columnists/guestcontributors/article393098.e
ce (accessed April 2, 2010).

According to their official website, they focus on “Classic Rock audience.” Jeans n’
Classic. “Our History.” http://www.jeansnclassics.com/history.asp. “a group of
musicians who understand orchestra culture and are committed to help in the building of
younger, loyal audiences for symphony orchestras across Canada and the United States.”
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53 James Hunter, “The Classical Crossover Conundrum.” RS2 Fy““[they have] not crossed
over literally.”
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5% James Hunter, “The Classical Crossover Conundrum.”

55 James Hunter, “The Classical Crossover Conundrum.”

% Adams, 79. ZEEE= > [F B “But for me crossover also means classic music—not
just classical music. I have a pop song on my album as well. In some ways, it can be a
dangerous thing and difficult for some people to understand. But if you sing it from your
heart and give a true interpretation, it can hopefully reach an audience that will hear
something that they might otherwise never hear.”
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' Marsh contracted with EMI classics as a crossover artist, who needs to find repertoire “ is
accessible to everybody across a broad spectrum. The challenge has been to find
repertoire that isn't too clichéd, and isn't too stuffy or too classical or too old-fashioned.”
Adam Sweeting, “Opera's Not Just Fat Old Women.” Telegraph.co.uk, January 20,
2007 http://www.telegraph.co.uk/culture/music/opera/3662641/Operas-not-just-fat-old-w

_omen.html (accessed April 10, 2010).

" Classically trained pianist who perform both classical and popular music repertoire. The
most famous crossover album is True Love Waits. O’riley Plays Radiohead (2003). See

_ official website: http://www.christopheroriley.com/.

" Sting and Edin Karamazov’s Songs from the Labyrinth (2006) was based on British

~ madrigal composer John Dowland (1563-1626).

¥ Although Wakeman studied music in Royal College, he has been considered as one of
the greatest Rock keyboardists. He released a piano album titled Classical Variations
(2002) that performing classical music works with his new ideas, such as improvisation
or adding new melodies and rhythms.

¥ Wakeman’s rock band collaborated with The London Symphony Orchestra and The
English Chamber Choir. Rick Wakeman, Discography: Journey to the Centre of the Earth

(1974), http://www.rwcc.com/title_detail.asp?int_titleID=2 (accessed April 10, 2010).

V' Wakeman’s rock band collaborated with same orchestra and choir. Rick Wakeman,
Discography: The Myths and Legends of King Arthur and the Knights of the Round Table
(1975), RWCC, http://www.rwcc.com/title etail.asp?int_titleID=3 (accessed April 10,
2010).

vil_ Abbreviation of “Symphony and Metallica,” an album incorporated with San Francisco

_ Symphony Orchestra.

V' An album features Andrea Bocelli and Barbara Frittoli and is conducted by Zubin

~ Mehta.

™ A group combines rock singers and classical ensembles. See official website: East
Village Opera Company
http://www.eastvillageoperacompany.com/bio.cfm.

* A Canadian company that was founded in 2005 for giving combined performances of

~ rock band and orchestra. See official website: http://www.jeansnclassics.com/.

* A group founded by Paul O’Neil, which combines Rock band, orchestra, choir, and
narrators,  producing  four rock  operas. See  Official  Website:

_ http://www.trans-siberian.com/about/index.php.

¥ A duet formed by violinist Aleksey Igudesman and pianist Richard Hyung-ki Joo, who
“combine comedy with classical music and popular culture.” See official website:

_ http://www.igudesmanandjoo.com/biography/.

' http://www.johnwilliams.org/compositions/olympicfanfare html

*¥ He has written the soundtracks for two films by Ken Russell: Lisztomania (1975), which
features vocals from Roger Daltrey and which takes as its starting point the music of
Liszt and Wagner; and Crimes of Passion (1984), much of which is built around themes
taken from Dvorak's New World Symphony.

49



FEERTZE 5B 15 HE 2011.05

50



