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Abstract

Exchange between musical cultures has always aatubut in the age of the global music
industry, marketing categories have multiplied aften created boundaries between musics.
Today the term “crossover” is attached to manyhef musical exchanges that occur across
these boundaries. One such exchange is repredeyntie intersection between Western art
music string instruments and popular musics. A aketwn commercial niche, this particular
crossover is often discussed in popular mediahbstbeen examined by relatively few music
scholars. By way of addressing this gap, this seamhsiders the crossover between Western
art music string instruments and popular musidgeéncontext of extra-musical promotion and
critical reception. It examines four artists in theriod 1995 to 2005. These four examples
are: U.K./Australian string group bond; Australstnng group FourPlay; U.K. violinist Nigel
Kennedy; and U.K. violinist Vanessa-Mae. It alsavds on other relevant cases to illuminate

the discussion.

The primary aim of the study is to discover andys®athe complex ways that parties engage,
consciously or unconsciously, with the term “cro&sd. The inherent complexity of the term
is not commonly captured by scholarly musical wgtisince crossover is often regarded
simply as a marketing term. The study begins bphb#ishing the scholarly and popular
context of the crossover between the Western asiarsiring tradition and popular forms.
Nine constructions or layers of meaning evokedHhgyterm “crossover” are then identified.
In the context of each of these nine constructitims,work continues by exploring how the
term “crossover” is used in the promotion and caitireception of the examples. It is argued
that crossover is constructed as a marketing categgmark individuality, to provide media
shortcuts and signposts, to evoke associationsredtige and of credibility, to increase
accessibility, to encourage confrontation and tcetpart in larger musical debates. This
research thus identifies multiple layers of meareéwgked by the term that are “subject to
change” and that, in turn, illuminate deeper soeiadl cultural implications of “crossing-
over”, ones which no doubt themselves continuénmge.



Declaration

This thesis is the original work of Aliese Millinmt.

It contains no material which has been acceptethiaward of any other degree or diploma
in any university or other tertiary institution anie the best of my knowledge and belief,
contains no material previously published or wnttey another person, except where due

reference has been made in the text.

| give consent to this copy of my thesis, when dé#ed in the University Library, being made

available in all forms of media, now or hereaftaown.

Aliese Millington

October 2007

Vi



Acknowledgements

Many people have provided generous assistance mndwvering support over the course of
my research. From the outset, | would like to th#rdse who helped during my fieldwork in
Sydney, 2002, particularly the members of FourRlayhat time, Peter Hollo, Tim Hollo,
Lara Goodridge and Veren Grigorov, and their mandgedan Verzar. Special thanks must
be given to Peter Hollo, who has continued to amoad with me since our initial contact,
answering my many questions in a considered andudlgh manner and lifting my spirits
with his infectious sense of humour. | am also gftdtto the Musicological Society of
Australia, to Brian Degger for his friendship amavel guidance during my fieldwork and to
Shenton Gregory, who, since having joined Fourag004, has willingly made himself

available for my queries.

I would like to acknowledge financial support frorihe following sources: The
Commonwealth of Australia by way of an Australiaos@raduate Award, Gary and Judy
Millington, the University of Adelaide via a D.Rtr@nks Postgraduate Travelling Fellowship
(2001), The Helpmann Academy via a Helpmann Acadenoyect Support Grant (2002) and
the Elder Conservatorium through postgraduate fipdl also wish to express profound
appreciation to my employer, the Flinders Universitibrary, for its support and

understanding during the writing up of this resharc

| also recognise the interviewees who gave thewetand articulately shared their musical
thoughts and experiences, including Ine, Nancy,|drafherish, Elsie, Sophia, Crayg, Lisa
and April. The contribution of many members of thesic and media industries must also not
be forgotten. | am especially obliged to Tom Lewlisternational consultant for record
company EMI in 2002).

Regarding the content of this thesis, | offer theik Gordon Abbott and Denise Tobin for
their help with citation, the staff of the Elder Ba Library for their help in sourcing
materials (especially Joanne Corbett, Tina Duttat Alison Swiderek), Dr Warren Bourne
for his guidance on the historical context of cov&s, Dr Charmaine McEachern for her
initial inspirations and Suzanne Koen for her advim editing issues. | also recognize the
many friends, teachers and colleagues who havededanusic and television programs and
cut out articles on crossover from magazines andspapers in the hope that these sources
might be useful to my research. Particular thankihis area go to Associate Professor Kimi
Coaldrake, Steven Knopoff, Marika Leiniger-Ogawheley Brunt, Cathie Gordon and Marti

vii



and Claire Degger. Heartfelt thanks are espectdfBred to the proofreaders of my thesis, all
of whom have provided strong shoulders upon whicbdld lean throughout the course of
this research. Proofreaders include Denni Mereditldy Millington, Gillian Dooley, Sita

Austin, Pippa Buchanan, Kathy Meredith, Peter Hdllbelley Brunt and Rod Cooper.

For the daily exchange of ideas and stress-religeimats, | thank my community of Elder
Conservatorium ethno/musicology postgrads (espgci@helley Brunt, Cathie Gordon,
Marika Leiniger-Ogawa, Andrew Williams, Joanna Daiis and Emily Kilpatrick) and
postgrads from other disciplines (especially lantdare, Evan Smith and Michael
Radzevicius). | also thank my family and my partBenni Meredith for their outstanding
encouragement, patience, charity and listeningtigsithroughout my studies. In particular, a
conversation with Gary Millington in the last yeafrthis research provided great impetus to

stay the course.

Finally, 1 express my appreciation to my exceptlosapervisors. Principal supervisor
Associate Professor Kimi Coaldrake’s thorough gogdaand support and co-supervisor
Steven Knopoff's advice and encouragement have wiéan | am thankful for their steadfast

commitment to my research and greatly appreciate #aluable observations.

viii



	TITLE PAGE: Subject to Change: Nine constructions of the crossover between Western art and popular musics (1995-2005)
	Contents
	List of Tables
	List of Plates
	Abstract
	Declaration
	Acknowledgements


