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Latin’s Back-To-Roots Music

Acts Explore New Fusions Of Sophistication And Tradition

BY LEILA COBO

MIAMI—It used to be that, to a great degree, Latin pop
and rock took their cues from what went on north of
the border. adapting everything from arrangements and
orchestrations to production values and sounds that
would eventually work for a crossover hit.

But increasingly, Latin pop acts are going back to
their roots in search of new fusions of sophisticated pop
and rock with the populist sound of Latin music’s folk-
sier, massive-selling genres. At the same time, more
traditional acts are doing the reverse, borrowing from
pop, R&B, and rock to reinvigorate their sound and
expand their reach.

Call it haute couture meets the Gap, but what might
have been considered experimentation a few years ago
is now a commercially successful trend that shows no
signs of abating.

This year's success stories on the Billboard Top Latin
Albums chart include EMI’s Thalia Cor Banda—
Grandes Exitos, a collection of the pop diva’soap star’s
greatest pop hits set to popular banda music and A.B.
Quintanilla and the Kumfia Kings’ Shhh, a mix of
Tejano cumbia with R&B grooves.

There’s also Paulina Rubio’s Paulina (Universal),
which features the former teen group singer and starlet

(Continued on page 98)

Radio Industry Tries To
- Cope With Cutbacks

| BY ANGELA KING with DANA HALL,
MARC SCHIFFMAN, and BRAM
TEITELMAN
Airplay Monitor
NEW YORK—Even those broad-
casters who survived the recession
of the late 1980s and early 1990s say

| they are shaken by
the budget cutbacks
and layoffs that have
hit radio stations across the country
and across the hoard in recent
weeks. Those who survived these
cuts now find themselves trying to
keep their remaining staffers
focused and attempting to do more
with less—especially since few view
the current cuts as temporary.

In recent weeks, broadcast
giant Clear Channel has seen
positions consolidated in New
York City (where top 40 WHTZ
operations manager Kid Kelly
exited), Philadelphia (where R&B
WDAS-FM PD Steve Williams
leaves after just six
months on the job).
Cleveland, San
Francisco, Boston, Chicago, and
other markets.

And more cuts are likely: Sever
al Clear Channel sources were
unable to discuss on the record the
current rash of lavoffs since they
were soon to face the same difficult

(Continued on page 97)

Curb Re-Signs
LeAnn Rimes

BY PHYLLIS STARK

NASHVILLE—Somewhere be-
tween the themes of such career-
spanning Curb Records hils as
“Blue,” “Big Deal,” and “Commit-

BILLBOARD EXCLUSIVE

ment” may lie the ultimate lessons
thus far in the tumultuous story of
LeAnn Rimes’ success. After a vear
of battling in court to be free of the
contract she signed with Curb at

(Continued on page 100)
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Culture Shifts At AOL Time Warner

BY MATTHEW BENZ

NEW YORK—As the first anniversary of
the January 2001 merger of AOL and Time
Warner approaches, Wall Street and the
rest of the world are busying themselves
with the box-office records the Warner
Bros. film Harry Potter and the Sorcerer’s
Stone is or isn’t breaking and the number
of new subscribers AOL is or isn't attract-
ing. But amid the swirl of media attention,
Warner Music Group (WMG) sits quietly at
the center of what company executives
hope is an accelerating synergy machine.

“There’s no question that if you look at
everything that AOL Time Warner has
talked about, music is in the forefront,”
one music-industry observer says. With
WMG, Columbia House, and AOL Music’s
WinAmp, Spinner, and Shoutcast proper-
ties, “they have all types of assets across
the music chain; they’re very well-posi-
tioned to play in that space. The question
is, ‘How do you come at it from an inte-
grated standpoint?’ ”

Doing so would be a marked change
from the old Time Warner, whose various
divisions were essentially “operating as
silos,” this observer notes. “Time Warner’s
always been a different kind of company. So
it’s a big cultural shift to get that done.”

Dick Parsons, AOL Time Warner co-COO
in charge of its music, film, books, and TV
businesses, acknowledged at the first Bill-
board Music & Money Symposium Nov. 13
in New York City that “putting these big
companies together, particularly ones that
come from such different cultural points
on the compass, and making it work [is]
not an easy thing.” Yet he also expressed his
confidence in the abilities of WMG chair-
man/CEO Roger Ames and the rest of the
music group’s management team.

WMG'’s performance in 2001—boosting
its total U.S. album market share during
the first nine months of the year to 16.2%,
vs. 15.9% in the same period a year ago—
has been encouraging, despite the backdrop
of slower economic times and an industry-
wide decline in sales due to piracy and other
factors, such as fewer blockbuster albums.

At the moment, WMG is something of
an overlooked segment of AOL Time War-

ner, generating $268 million in earnings
before interest, taxes, depreciation, and
amortization on $2.7 billion in revenue in
the first three quarters of 2001. That rep-
resents just 3.8% and 10% of the respec-
tive totals of AOL Time Warner.

And, as Harold Vogel, a former Wall
Street media and entertainment analyst

and current venture capitalist, noted dur-
ing a panel at the Billboard Music &
Money Symposium, “Companies have
grown so enormous that it’s hard to move
the cash-flow needle—even with a big hit.”
At the same time, he noted, “the music
industry thrives on unit volume because
it can’t get price increases anymore.”
What that points to, analysts say, is the
potential value to AOL Time Warner of a
subscription service for digital music.
Co-COO0 Bob Pittman—who oversees
AOL Time Warner's Internet, cable, and
other subscription businesses—perked
up many ears on Wall Street in October
2000 when he revealed that Time Inc.
generated 500,000 new magazine sub-
scriptions through AOL promotions dur-
ing a five-month period last year.
Subscriptions across all its business-
es—from music to cable TV to AOL
itself—is indeed a company mantra. As
CEO Gerald Levin has said, “If I had to use

one word for AOL Time Warner, it would
be ‘subscriptions.””

Merrill Lynch analysts noted in a
recent report that AOL estimates it could
generate $750 million in annual revenue
from its subscribers with an online
music subscription service, thus under-
scoring the enormous business potential
that AOL's more than 32 million mem-
bers represent for WMG.

Of course, major-label music subscrip-
tion services have yet to be launched—and
are years away from profitability at best.
For now, analysts say, WMG and AOL Time
Warner get kudos for their marketing of
the group’s music across AOL Time Warn-
er’s various platforms. They cite Eden’s
Crush—the group that formed in the
course of the WB TV network program
Popstars and subsequently released an
album on 143/London-Sire—and the buzz
created for Maverick Records artist Madon-
na’s HBO summer concert special.

“Most of what’s been accomplished is
cross-promotion—nhighlighting albums
with ads [aimed] at AOL members, maybe
even e-mails occasionally,” says Phil Leigh,
a digital media analyst who follows the
company for Raymond James & Associates.
“That’s the action that's had the most
immediate impact.”

But “behind the scenes,” Leigh says,
“there’s a lot more planning” in terms of
MusicNet, the digital-music service AOL
Time Warner is readying with partners
Bertelsmann, EMI Group, and RealNet-
works. He notes that Real, the provider of
MusicNet’s technology platform, will roll
out RealOne, the company’s new service
for the integrated delivery of Internet
media, Dec. 4. One component of it will
be MusicNet.

Leigh says, “I would think shortly there-
after, if not the same day, that you'll see
AOL and the others that have agreed to
market it come on board.”

Overall, Leigh gives WMG and AOL
Time Warner high marks for the work they
have done since the merger was complet-
ed. But he also says, “There’s no way to
compare it—nobody else has the same
opportunity that they do.”

Bertelsmann Scraps E-commerce Group

BY BRIAN GARRITY
NEW YORK—Bertelsmann E-commerce
Group (BeCG) chief executive Andreas
Schmidt’s Nov. 28 resignation is indicative
of Bertelsmann’s wider restructuring. The
company is scrapping e-commerce as a
carve-out operation, folding all Bertels-
mann-owned online music properties into
its direct-to-customer business group.
BeMusic—the business unit formed in July
that includes record club BMG Music Service,
online retailer CDnow, and digital music lock-
er service myplay—will now be part of Direct-
Group Bertelsmann, home to Bertelsmann’s
worldwide book and music clubs. Direct-
Group Bertelsmann will also manage the
company’s strategic alliance with Napster.
BeCG, formed in June 2000, will cease
to exist by the end of December.

Bertelsmann says it still plans to launch
BeMusic—a one-stop Web destination for
music commerce services, including clubs,
retail, and subscriptions—sometime next year.

Stuart Goldfarb, the one-time head of
bol.com and current president/CEO of BeMu-
sic’s club business, BeMusic Direct, has been
named president/CEO of the entire BeMusic
business unit, replacing Schmidt. Goldfarb
reports to Klaus Eierhoff, CEO of Direct-
Group Bertelsmann. Neither Schmidt nor
Goldfarb was available for comment.

The 40-year-old Schmidt, the architect
of Bertelsmann’s existing U.S. digital music
strategy and previously considered a rising
star within the conglomerate’s ranks, is
leaving the company “to pursue new entre-
preneurial opportunities” elsewhere.
Schmidt orchestrated Bertelsmann’s acqui-

sitions of myplay and CDnow and was a
leading advocate of the company’s contro-
versial investment in Napster.

Both Eierhoff and Bertelsmann chair-
man/CEO Thomas Middlehoff thanked
Schmidt for his contributions to the com-
pany via press releases.

Sources familiar with the situation likened
it to Viacom’s recent decision to fold its Inter-
net unit MTVi in-house. “A freestanding e-
commerce unit may not have made as much
sense as it did a year ago,” one source says.
“The economic situation in the U.S. is a man-
date for all companies to look at how they
might become more efficient.”

Sources also noted that the new align-
ment created a company that was not as
interesting for an “entrepreneurial execu-
tive” like Schmidt.

To Our Readers: A deadline production error resulted in the duplication of the initial page (53) of this issue’s
album reviews section on page 54. The correct second page of album reviews may be found on page 101, replac-
ing this issue’s Homefront. Homefront will return next week. Billboard apologizes for any inconvenience.
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John Mellencamp

Billboard Century Award Winner 2001
Congratulations John, with love and respect from all of us at Columbia.

t

His new album,
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Peaceful World -
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In stores now.
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Top of the News

8 Word Entertainment is sold to
the Warner Music Group.

Artists & Music

10 Executive Turntable: Alex
Miller is promoted to senior VP of
BMG Heritage.

20 Busta Rhymes makes his J
Records debut with Genesis.

20 The Beat: A crop of new
Christmas albums provides the
sounds of the season.

TED HAWKINS

with BBD, their debut for Universal.

50 Words & Deeds: Fat Joe
revisits his hardcore roots with
1.0.5.E. (Jealous Ones Still Envy)
on Atlantic.

52 Songwriters & Publishers:
New York City-based Sound Advi-
sors pitches songwriters’ material
for TV, radio, and more.

53 Reviews & Previews: The
Mark Twain soundtrack, Rickie
Lee Jones, and Busta Rhymes
take the spotlight.

56 Beat Box: Masters at Work
Presents West End Records: The
25th Anniversary Mastermix
arrives on West End Records.

58 Country: Legend Records
takes a look at the Singer-Song-
writer career of Merle Kilgore.

61 Latin Notas: Marc Antho-
ny’s latest release sparks ques-
tions about songwriting credits.
66 Jazz Notes: Bona Fide returns
with The Poe House, its sophomore
effort for N-Coded/Warlock.

67 Studio Monitor: Mickey Hart
creates 5.1 mixes of classic Grateful
Dead for DVD-Audio.

" JOHN MELLENCAMP

2001 CENTURY AWARD WINNER
22 Boxscore: Elton John
grosses $2.8 million from three
Mexico City shows.
22 Sound Tracks: Columbia’s
The Concert for New York City
two-disc set hits the record bins.
27 The (lassical Score: Chanti-
cleer offers its latest Teldec release,
Christmas With Chanticleer.

48 R&B: Bell Biv DeVoe return

show, The Score, highlights the
relationship between film com-
posers and directors.

International

69 Ami Suzuki’s “disappearance”
sheds light on the negative side of
the Japanese music industry.

72 Hits of the World: S Club
7’s “Have You Ever” debuts atop
the U.K. singles chart.

73 Global Music Pulse:
Detroit’s White Stripes become
media darlings in the U.K.

Features
8 Market Watch
80 C(lassifieds
82 Update/Good Works:

Merchants & Marketing

75 Video games allow artists to
promote music to a larger audience.

76 Declarations of Indepen-
dents: Indie labels look for new
distribution following the closure
of DNA and Emerge Distribution.

77 Retail Track: Trans World is
not deterred by weakened third-
quarter figures.

79 Home Video: Moulin Rouge
makes its DVD-Video debut.

JAMES TAYLOR

Programming
83 Music Video: Trio’s new

Destiny’s Child and BBMak are
among the pop acts participating
in the Scholastic Book Club’s
Read for 2002 read-a-thon.

85 Between the Bullets:
Nickelback earns Greatest Gain-
er/Airplay honors for the second
time in three weeks on The Bill-
board Hot 100, with “How You
Remind Me.”

102 The Billboard BackBeat

At a Glance

91 Chart Artist Index
96 Chart Song Index
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HERO’S WELCOME: After vaultmg 11-4 last issue, Ennque Iglesms
“Hero” (Interscope) goes all the way to No. 1 on the Adult Contem-
porary chart, giving the artist his first AC chart-topper. Iglesias’ pre-
vious best on this chart was his duet with Whitney Houston,“Could
I Have This Love Forever,” which peaked at No. 10 in August 2000.

Iglesias’ other AC chart entries were “Bailamos,” No. 14 in Novem-
ber 1999, and “Be With You,” No. 27 in August 2000.

At the other end of the AC tally, the anchor song marks the first
appearance on this chart by jazz vocalist Diana Krall. Her rendition
of Burt Bacharach and Hal David’s “The Look of Love” (Verve) is
new at No. 30. The song was originally recorded by Dusty Spring-
field for the film Cusino Royale. Back in the days when the AC chart
had 40 positions, Springfield’s single peaked at No. 31. That was in
1967; the following year, a cover version by Sergio Mendes & Brasil
’66 spent five weeks at No. 2.

BACK TO TEMPT YOU: Only one Motown act from the 1960s is still
actively recording for the label—not just recording, but charting,
too. Personnel has changed many times, and four of the five mem-
bers are not the originals, but the Temptations score their 45th
chart entry on The Billboard 200. Awesome enters at No. 140, just
18 months after Far-Resistible peaked at No. 54.

This new set includes “A Love I Can See,” which pays homage to
a classic track, “I Want a Love [ Can See,” a tune included on the

very first Temptations’ album. Meet the Temptations debuted on the
Billboard album chart the week of May 9, 1964, giving the group a
chart span of 37 years and seven months.

On Top R&B/Hip-Hop Albums, Awesome enters at No. 27 and
becomes the group’s 48th title to make the chart. Because the R&B
albums chart wasn’t introduced until January 1965, the Tempta-
tions have a slightly shorter chart span when it comes to R&B. The
quintet’s first chart entry was The Temptations Sing Smokey, as in
Robinson, who wrote many of the group’s biggest hits. That album
debuted the week of March 27, 1965, giving the group an R&B chart
span of 36 years, eight years, and two weeks.

STONE ALONE: Mick Jagger’s fourth solo album opens at No. 39 on
The Billboard 200. Goddess in the Doorway marks his Virgin label
debut and is his first solo album to chart since Wandering Spirit
peaked at No. 11 in February 1993.

Jagger’s solo career stretches back 16 years, seven months, and
three weeks, to the debut of She’s the Boss in 1985. Counting his
work with the Rolling Stones, Jagger’s album chart span is almost
as long as the Temptations. Fngland’s Newest Hitmakers introduced
the Stones to the Billboard album chart the week of June 27, 1964,
Jjust seven weeks after the debut of Meet the Temptations.

More Fred Bronson each week at www.billboard.com.
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[ Press Conference

~ 10th December 2001, 1.30pm
RAFFLES L’ERMITAGE BEVERLY HILLS

Press/Media Requests & Enquiries
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Diana Krall

“The Look of Love”
2 Million & counting...

& thanks for the wonderful “World Premiere” in Singapore
at the Raffles Hotel amd your hugely successful album launch!

ON TOUR IN ASIA JUNE - JULY 2002
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tour enguiries: concerts@M22us.com
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Tiscali Launches Europ

BY JULIANA KORANTENG
LONDON—Subscription-funded dig-
ital music hit its stride in Europe Nov.
23, when TItaly’s Tiscali became the
first Internet service provider to
announce a Europewide operation—
the result of a partnership with OD2,
Peter Gabriel’s digital distribution
service developer.

Tiscali Music Shop (TMS), which
kicks off Dec. 18, follows Vitaminic,
another Italian venture that unveiled
a subscription service in April. But
TMS claims it will be Europe’s largest
subscription-based digital music retail-
er by reach, targeting Tiscali’s Inter-
net-access customers in 15 countries.

To notify potential customers, Tis-
cali chairman Renato Soru says, “The
service Tiscali already provides is a very
effective marketing campaign. Every
month, more than 13 million people
come to our sites in Europe, and about
8 million people access the Internet
through us. We're offering something
that is convenient and affordable.”

According to Gabriel, an OD2 direc-
tor, such services should prompt the
music industry to be more proactive
about artists’ needs. “The music indus-
try has been slow in providing infor-
mation so that, as an artist, you never
know who's been to your concerts or

In The News

e Dr. Seuss’ How the Grinch
Stole Christmas became the
best-selling holiday home video
release in history by selling 8.5
million units on VHS and DVD
since its Nov. 20 street date, ac-
cording to Universal Studios
Home Video. A total of $145 mil-
lion in consumer sales has been
generated. Grinch also broke the
DVD live-action sales record for
a six-day period by selling ap-
proximately 3 million copies in
the format. These sales will be
reflected in next issue’s Billboard
Top VHS Sales and Top DVD
Sales charts.

e Creed will begin a year of
heavy touring in support of the
band’s new Wind-up release,
Weathered, Jan. 14, 2002, at the
Lakeland Civic Center in Lake-
land, Fla. (Billboard Bulletin,
Nov. 27). The all-arena trek will
play a run of 19 U.S. dates until
Feb. 17, with the band heading to
Australia in March. Creed will
play more U.S dates in April, tour
Europe in May and June, then
play the bulk of its U.S. dates
from July to November. The band
is booked by Ken Fermaglich at
the Agency Group in New York
City. Creed will work with indi-
vidual promoters in each market,
as opposed to selling the tour to
one national promoter.

who has been buying your records.”

TMS has access to repertoire that
0OD2 has licensed from EMI, BMG
Entertainment, and independent
labels V2 and Mushroom Records, as
well as Gabriel’s own Realworld Rec-
ords. In addition, there’s an agreement
with Britain’s Assn. of Independent
Music, which represents more than
500 independent labels.

TMS' registered customers receive
a regularly updated playlist for £5 ($7)
a month, from which they can select
25 tracks for streaming or download-
ing music, or £10 ($14) a month for
60 tracks. Downloaded tracks expire
after 30 days.

In addition, customers may opt to
access TMS' entire digitized library and
select their own personalized playlist
of a fixed length for similar monthly
rates. Another option is a pre-pro-

]

SORU, LEFT, WITH GABRIEL

grammed playlist of 10 songs for £1.50
($2.12) a month. Soru believes that if
only 5% of Tiscali’s customers use
TMS, it will be immediately profitable.

As an alternative to these rental sys-

Sale To Warner Brings
Word Into Major Leagues

BY DEBORAH EVANS PRICE
NASHVILLE—After months of fielding
offers from prospective buyers, Gaylord
Entertainment has sold Word Enter-
tainment to Warner Music Group
(WMG) for $84.1 million. The deal is
expected to close in January 2002.
Word Entertainment includes
Nashville-based Word Records, Word
Publishing, Word Distribution, and
Squint Entertainment. Sixpence None
the Richer, Point of Grace, Jaci Vel-
asquez, Rachael Lampa, Nicole C.
Mullen, and Cindy Mor-

says, adding that le has a meeting with
Ames Dec. 3 and is optimistic that his
company may yet be involved in up-
coming developments with Word.
Mimms says being part of a major
music group will benefit Word: “Word
has been an independent for 50 years
in a marketplace dominated by major-
label affiliations. ’rovident has had the
Zomba and BMG affiliation, and EMI
Christian has had its parent, EMI.
Word has not had the benefit of those
affiliations. Warner certainly sees itself
as fulfilling that role.”

gan are among the ar-
tists represented by the
Word labels.

Malcolm Mimms will
remain president of
Word, reporting to
WMG chairman/CEQ
Roger Ames. Word has
previously been distrib-

R ECORDS

Ames says, “This is a
winning combination.
The Christian genre
holds great potential,
and we're excited about
the opportunity to ex-
pand Word's reach.”

The Word acquisi-
tion is not WMG’s

uted to the general

market via Epic. WEA will begin tak-
ing Word product to the mainstream
Jan. 1, with Word Distribution contin-
uing to handle the Christian market.

Gaylord purchased Word from
Thomas Nelson Publishers four vears
ago for a reported $120 million. In sell-
ing Word, Gaylord looks to focus on
“core hospitality and entertainment
businesses,” including the Opryland
Hotel and Convention Center, WSM
AM/FM Nashville, and the Grand Ole
Opry. Last spring, Gaylord sold Word’s
U.K. operation to British company STL
L.td. Recently, Gaylord entertained
offers from such companies as Zomba,
Sony, EMI, and Curb Records, which
placed a bid with WMG.

Curb Records chairman Mike Curb
says Gaylord “honorably” informed
him of the sale, which surprised him.
“Everybody knew we were bidding
together to buy Word Records,” Curb

maiden voyage in the
Christian market: It operated the
Nashville-based Warner Alliance label
before it was shuttered in 1998, an
act Mimms describes as “a casualty of
a bigger corporate issue” as Warner
underwent leadership changes.
Warner also had its own (now-
defunct) Christian distribution sys-
tem, Warner Christian Distribution.
In 1999, the company launched a
Christian/gospel division of Atlantic,
which under VI’/GM Barry Landis has
succeeded with such acts as P.O.D.
and Plus One.

To Gospel Music Assn. president Frank
Breeden, the WMG deal will “bring sta-
bility to the Word company,” he says.
“Now, they will be able to focus on the
muain business at hand: making great
music. Having another one of the
majors involved in Christian music bodes
well for our future growth and penetra-
tion into the mainstream music scene.”

ewide Digital Music Operation

tems, TMS users can purchase and
download individual tracks for copy-
ing onto their PCs or burning onto
blank CDs. In the future, the technol-
ogy will distribute music videos, inter-
views, and pay-per-view live concerts.
Each track is licensed, encrypted,
and delivered via Microsoft’s Windows
Media players, which have about 200
million users worldwide. Payment can
be made via credit cards or Tiscali’s
proprietary pre-paid NetCard.
Charles Grimsdale, OD2’s manag-
ing director, explains that not all the
labels’ repertoire will be available
from the first day. The service,
which begins in the U.K. and Italy
before rolling out to Tiscali’s other
markets, will initially offer rock, pop,
world music, and selected dance
tracks. He also surmises that today’s
chart artists are much more likely
than back-catalog acts to agree to

make their works available for TMS.

Although Musix, Tiscali's own
online music service, hasn’t made an
impact, the company’s ambitions
hecame clearer when it Webcast a live
U2 concert Oct. 5 from Indiana.

“The Internet is a media for cross-
ing boundaries,” says Soru, who chas-
tises the investment community for
neglecting the sector. “Finance people
still don’t understand the Internet,
which is going to be very useful for sev-
eral things in the future. And I'm sure
that it will still be fantastic for distrib-
uting digital content.”

In response to TMS' potential rival-
ry, Chris Cass, managing director of
Vitaminic’s U.K. office, says: “I don't
think consumers will be interested in
paying a monthly fee that doesn’t allow
them to keep music they’re paying for,
especially when you can still get it free
on certain sites.”

Market Watch

A Weekly National Music Sales Report

YEAR-TO-DATE OVERALL UNIT SALES

2000 B
Total 692,120,000 657,286,000  (©5.0%)
Albums 643,267,000 628,195,000 (©2.3%)
Singles 48853000 29091000  (©405%)
_ 000 2001 e a i
O 574345000 583,771,000 (<1.6%)
Cassette 67448000 43221000  (©35.9%)
Other 1474000 1203000  (©184%)
This Week 22,557,000 This Week 2000 24,122,000
Last Week 15,774,000 Change =6.5%
Change ©43.0%
This Week 22,200,000 This Week 2000 23,413,000
Last Week 15,468,000 Change <5.2%
Change ©43.5%

- This Week _357,000 This Week 2000 709,000
Last Week 306,000 Change <49.6%
Change <16.7%
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Chain 351,101,000 335,515,000 (©4.4%)
Independent 100290000 89,057,000  (©11.2%)
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7 B 2000 T
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Rural 223,062,000 220,833,000 (©1.0%)
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BY MELINDA NEWMAN
LOS ANGELES—In a round of
restructuring, Atlantic Records
has laid off close to 20 staffers
from its New York City and Los
Angeles offices. At the same time,
the label continues to pare down
its artist roster.

According to a statement from the
Atlantic Group, “the

Atlantic Trims Staff,
Parts With Rod Stewart

Atlantic also continues to trim its
artist roster, most recently parting
ways with Rod Stewart. In the past
few months, Sinéad O’Connor left
the label, and so have Collective
Soul, Tori Amos, and Poe (The Beat,
Billboard, Nov. 17).

“We think that after 100 years—
most of them terrific—with the
WEA family, it

staff changes that we
have made in recent
days have been mini-
mal. We are always
reviewing and fine-
tuning the way we do
business, in response

4

ATLANTIC

might be fun to go
to a new foster
home, and there are
some great mom-
mies and daddies
out there,” Stewart’s
longtime manager,

to a wide variety of

Arnold Stiefel, tells

factors, but above all

to ensure that we remain at the top
of our game, working both as cre-
atively and as efficiently as possible
in the ever-changing music market-
place.” A source says fewer than 20
employees were let go.

Part of the layoffs were the re-
sult of the closure of Atlantic’s
Division One imprint, whose re-
leases this year included the Webb
Brothers’ Maroon.

Billboard.

Stewart's last studio album, this
year’s Human—put out on At-
lantic, instead of his longtime
home, Warner Bros.—counted
toward the singer’s Warner Bros.
contract, Stiefel says.

A Nov. 13 best-of Warner Bros.
release, The Very Best of Rod
Stewart, fulfilled that contract.
Stewart had recorded for Warner
Bros. for 25 years.

RECORD COMPANIES. MG LHer-
itage has promoted Alex Miller to
senior VP, Tom O'Flyan Lo Y1 of
sales, Mandana Eidgah to senior
director of markeling and media,
Rob Santos to director of A&R
and product development. and
John Hudson to director of mar-
keting and producl management
in New York City. They weré,
respectively, senior VP of world
wide marketing (or RCA Yictor
Group, VP of field operations for
BMG Distrihution, director of
markeling and media for Buddha
Records, head of A&R [or Buddha,
ard product and marketing man-
ager for Buddha.

Eleklra Records has promoted
Dana Brandwein to VI of markel-
ing and artist development and
Lucy Barragan to divector o
crossover promobion in hew York
City, They were, respectively, sen-
ior director of marketing and

iy

SALIBY

manager of crossover promation.

Arista Hecords has promoted
Chanel Green to VP of video pro-
motion in New York City, She was
senior divector of video promotion.

Jim Saliby has been promoted
to VP of sales at the RCA Label
Group in Nashville, He was senior
director of sales,

Sujata Murthy has been pro-

maoted to VP of public relations for |

Universal Music Enterprises in
Sanla Monica, Calif, She was sen-
ior director of public relatinns.

Cheryl Shaver has been named
East Coast director of sales and
marketing tor 21 Entertainment
i Los Angeles. She was VP of sales
for Velvel Music Group.

PUBLISHERS. Chris O'Malley has
been named director of creative
for BMG Songs in New York City,
He was a partner and co-founder
of GO Entertainment.

Holiday Season Opens Big At Retail
DVD-Vs, Video Games Drive Thanksgiving Sales

BY BRIAN GARRITY

NEW YORK—Despite big sales of the
new Creed CD during Thanksgiving
weekend—the official start of the holiday
shopping season—sales of DVD-Videos,
video games, and consumer electronics
appear to be driving early Yuletide busi-
ness for music and video retailers.

The International Council of Shop-
ping Centers (ICSC) reports that sales
by music, video, and home entertain-
ment merchants during the Thanks-
giving weekend were up 9.8% over the
same time last year. But ICSC director
of research Michael Baker points out
that music is not fueling that growth:
“Retailers who sell music as well as
DVDs and hardware would be seeing a
split in their sales performance be-
tween those categories. One would be
going well ahead of the other.”

Baker adds that sales of video-game
hardware and software—powered by
the arrival of new systems from Mi-
crosoft and Nintendo and greater avail-
ability of Sony’s PlayStation 2 sys-
tem—are driving the bulk of the sales.

Meanwhile, mass merchants and
consumer electronics chains appear to
be gobbling up a large share of the mu-
sic business. Over the weekend, Best
Buy and Circuit City were selling select
CDs for less than $10. Wal-Mart report-
ed more than $1.25 billion in single-day
sales on Nov. 23.

Some music retailers made aggres-

Schankman

BY RAY WADDELL

NASHVILLE—As the latest former
SFX/Clear Channel Entertainment
(CCE) senior exec to emerge from the
company with a new game plan, Steve
Schankman has resurrected the Con-
temporary Productions name in St.
Louis and is back in the event-pro-
duction business.

Schankman and former partner Irv
Zuckerman formed Contemporary in
1968, and it eventually became the
premier concert-promotion company
and amphitheater operator in the St.
Louis market. It was acquired by SFX
for about $110 million in 1998 as one
of the early components of Robert
Sillerman’s rollup of promoters that
culminated in a sale to CCE in August
2000 for more than $4 billion.

Under CCE, Schankman found his
responsibilities greatly diminished. “At
Contemporary, I had been in charge of
operations and ventures, and that was
being handled in other parts of the
country [under CCE],” he explains.
“There wasn’t much for me to do.”

Zuckerman moved to Los Angeles
to be co-CEO of CCE's music division,
but leaving St. Louis was not an option
for Schankman, who says, “I'm very
civicly involved in St. Louis.”

An exit clause was available in
Schankman’s deal with SFX/CCE, and
exit he did in December 2000, opening

Music retailers report
increased sales as
the holiday season

starts, but music isn’t

fueling that growth.

sive efforts to compete with mass
merchants for post-Thanksgiving
sales. Mike Camacho, GM of a Tower
Records outlet in Chicago, says the
chain discounted about 50 catalog
titles to $5 each for four-hour periods
on Thursday and Friday.

Smaller retailers felt more of a
pinch. Megan Coffin, marketing
manager for Indianapolis-based
retailer DC Ventures, says, “People
are more concerned about hitting
the Kmarts and the Wal-Marts.”

As for titles that are selling strong
out of the gate, Creed’s Weathered
(Wind-up) was the week's big winner,
with first-week sales of 887,000 units.
Storm Gloor, director of music at
Amarillo, Texas-based Hastings
Books, Music & Video, says, “Creed
did exceptionally well, but that was
no surprise.”

Sam Goody, a unit of Best Buy’s Mu-
sicland Group, reports that Pink, Brit-
ney Spears, and Linkin Park’s new

Resurrects C

SCHANKMAN

the new Contemporary Productions
office Nov. 1. Any no-compete clause
Schankman may have had with CCE
was inapplicable, he says. “I took the
Contemporary name back, and no
legal letter has come yet. It’s a name
that has a good reputation and a lot of
clout in this market.”

Agents are generally receptive to a
new potential talent buyer, but the
market has changed so dramatically
that any independent player would
have a tough go. Dennis Arfa, president
of Artists Group International—agent
for such artists as Billy Joel—says,
“The game has changed to the point
where [someone]| could locally rein-
vent themselves and become reinvig-
orated to the point where they could
make a difference. He would have to

releases were among its top-selling titles
Thanksgiving weekend. Virgin's Now
That'’s What I Call Music! 8 compilation
and the latest release from Kid Rock are
also generating notable business.

Scott Levine, director of marketing
for the Musicland Group, is anticipat-
ing the release of Columbia’s two-disc
The Concert for New York City, taken
from the concert fund-raiser for vic-
tims of the Sept. 11 terrorist attacks.
“This will be one of the hottest gift
items because of the TV aspect and the
sentimentality of the event.”

Kobie Andry, a Wherehouse Music
product manager, expects soundtracks
to be big holiday sellers, noting that
some stores are positioning the sound-
tracks for such films as Tomb Raider
and Swordfish with their correspon-
ding DVD-Vs to take advantage of the
continuing spike in DVD-V sales.

Sam Goody reports that Dr. Seuss’
How the Grinch Stole Christmas,
Planet of the Apes, and Shrek were
among its top DVD sellers over
Thanksgiving.

Camacho notes that DVD-Vs have
gone from a 2% to a 10% share of his
store’s sales in the past year, and Levine
indicates that DVD-V is “on a growth
curve” that may encroach on music.

Additional reporting by Todd
Martens and Erik Gruenwedel in
Los Angeles.

ontemporary

be very aggressive. St. Louis is a com-
petitive area, but some people are still
sleeping.”

Obviously, Schankman’s three dec-
ades in the market are a positive for
agents. “He’s been around forever in
that market,” notes Greg Oswald, VP
with the William Morris Agency and
agent for such acts as Kenny Rogers
and Hank Williams Jr. “We would take
Steve Schankman’s call with a smile.”

Schankman says the main thrust
for the new Contemporary will initial-
ly be event production. He also books
the talent for Fair St. Louis and would
consider one-off concert promotion
opportunities: “I'm looking for either
niche shows or projects at [such alter-
native venues as] raceways, or an
amphitheater somebody wants to
build. A whole slew of concerts is not
my game plan.”

Schankman insists that his exit
from CCE was completely amicable. “1
have all the respect in the world for Irv
and all the people that stayed, and I still
have stock in the company. Once they
make you a multimillionaire, it still
has to be the right fit. I'm an entre-
preneur, and I'm not about to sit still.
With Contemporary, we went from $1
to a $110-million business, and for 30
years, the company never lost money.
This is like starting all over again—
except this time I'm funded.”
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John:

It has been an honor and
pleasure to have repre-

sented you these past 20

years. As Bob Hope said,

“Thanks for the memories”.

ngr‘atulations

and looking forwanrd to

another twenty years!

Allen and all of your friends at
Grubman, Indursky & Schindler, P.C.
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Jack Johnson’s Hawaiian Fairytale

Surfer/Filmmaker Catches New Wave As Singer/Songwriter On Enjoy Label

BY WES ORSHOSKI

IFew singer/songwriters can claim as
unique a career launch as acoustic
groovemaster Jack Johnson. With
Brushfire Fairytales, both his and the
tiny Enjoy label’s debut release, over
the past year the 26-year-old !awaiian
has emerged as one of the freshest new
voices and most sought-after artists in
the independent music world.

And whom does he have to thank for
it? Of all things, the surfing community.
Prior to the gradual, early 2001 release
of Brushfire, Johnson was primarily
known as a pro surfer and noted surf
filmmaker who also dabbled in music.

But things started to sway toward
music a few years back, when after
playing for friends and at parties for
years, Johnson began making four-
track recordings at home and occa-
sionally passing along copies to his pro
surfer pals Rob Machado, Timmy Cur-
ran, and Dan Malloy. In their travels to
Tahiti, Australia, Southern California,
Japan, and pretty much anywhere else
big waves were breaking, they toted
along Johnson’s discs, occasionally
burning copies for friends.

Although he was without an album
release, Johnson, who now lives in
Santa Barbara, Calif.—where he stud-
ied film at the local branch of the Uni-
versity of California—suddenly found
complete strangers paying him com-
pliments on his music, some of which
had been featured in his films. It
seemed that Johnson’s buddies had
inadvertently laid the foundation for
the buzz that now surrounds him and
has in-the-know fans clamoring for
tickets to his shows and major-label
A&R reps knocking on his door.

Among those first charmed by
Johnson’s greatly rhythmic songs via
his films were fellow surfers J.P. Plu-
nier, Ben Harper’s manager/producer,
and G. Love & Special Sauce leader
Garrett Dutton, who covered John-
son’s “Rodeo Clowns” on his 1999 ef-

fort, Philadelphonic. “He’s got such
good chord movement,” Dutton says,
“and his voice is real soft and melodic.
I told my A&R guy, ‘Dude, you need to
sign him. He’s got great songs!””
Preferring, right now, to keep things
“as independent as 1 can,” Johnson has
declined a number of major-label
deals. “Twant to let things happen nat-
urally and roll with it, instead of try-

JOHKNSON

ing to be proactive about it and be put
in a position where I'm pushing my
music on people,” he says. “That’s just
the worst feeling in the world to me.”

Instead, he opted to go with Enjoy,
the new indie that Plunier and former
Virgin A&R man Andy Factor run out
of the latter’s home in Los Angeles. As
a result, things are being kept on a
pretty small scale—partly from neces-
sity and partly because Johnson isn’t
too concerned with the touring and
promotional regimens so often a part
of new artists’ careers.“He’s a very laid-
back guy,” Factor notes. “He’s not in
any rush. He’s just enjoying the fact
that he is allowed to express himself.”

FFunded out of Factor’s pocket, En-
joy is ill-equipped to handle any sort
of big radio push. “But even if we sud-
denly decided to bring a big radio
campaign in January, I don’t know if
Jack’s going to be jumping around to

every station, doing the job he’s gotta
do for the next two vears, like David
Gray did,” Factor says. “And I don’t
think he wants to go out and tour 200
days a year for the rest of his life. He
wants to tour sometimes, then go to
Australia and make a surf movie. He
doesn’t want to be a radio star. He just
wants to be able to do it.”

Though he may not be pursuing
such status, Johnson is a bit of a “radio
star” in San Diego, where the Brush-
fire track “Flake,” featuring Harper on
slide guitar, has been played more than
800 times on alt-rock station 91X. The
station’s music director, Chris Muck-
ley, partially attributes Johnson’s local
popularity to the “surf culture and that
whole coastal vibe. But, regardless of
that, he just makes good music with a
lot of soul and emotion.”

Since 91X added “Flake,” stations in
Hawaii and San Jose, Calif., have also
picked up on Johnson (who is man-
aged by Emmett Malloy and booked by
Tom Chauncey at Partisan Arts; both
are based in L.A.) and Brushfire, which
has sold some 50,000 copies and is dis-
tributzd by Hepcat and Orphan.

Though getting airplay on alt-rock
stations, rushfire seems tailor-made
for triple-A. Carrying reggae and Bra-
zilian rhythms (courtesy of bassist
Merlo and drummer Adam Topol), its
songs sound akin to a more well-read,
unplugged version of Sublime. In
Johnson’s tone and phrasing, the influ-
ence of late folkie Nick Drake is some-
what obvious, but less evident is the
impact of Bob Dylan, A Tribe Called
Quest, and even Jimmy Buffett.

Johnson, an ASCAP-affiliated song-
writer, says the door is still open to the
possibility of a major-label deal. And
Factor adds that if there’'s enough
interest in Brushfire, Enjoy may part-
ner with a major. “But if all this went
downbhill from here, I would be happy,”
Johnson says. “This is way beyond what
I thought music was gonna do.”

| not necessarily a folk
| instrument anymore.”

Compass’ Alison Brown
Reinvents Banjo On ‘Replay’

BY DEBORAH EVANS PRICE
NASHVILLE—Anyone who harbors
preconceived notions about the banjo
need only listen to the versatile artistry
of Alison Brown to have their percep-
tion of the instrument changed. From
her roots in bluegrass to a stint with
Michelle Shocked and recent forays
into jazz, Brown has shattered the
banjo stereotype. PHOTO. ABIGAIL SEYMOUR
“She tunes and plays
it like an electric guitar,”
says Dick Pleasants, an-
nouncer/educational
director at folk station
WUMB Boston. “It’s a
different kind of playing. |
When she’s playing the
banjo, she’s actually
playing guitar licks,
which is a fascinating
style. She’s bringing
the banjo forward. 1t's

Brown continues to
display her virtuosity by serving up a
road-tested collection of favorites on
Replay. Due Jan. 8 on Compass Rec-
ords—the Nashville-based label she
launched in 1995 with husband Garry
West—the instrumental project spot-
lights the Alison Brown Quartet:
Brown on banjo and guitar, West on
bass, Kendrick Freeman on drums,

| and John R. Burr on piano.

Brown says she and her quartet
members began the project by mak-
ing “a list of all of our favorites, ones
we enjoyed playing.” Initially, the al-
bum was only going to be sold on the
road to rabid fans looking for a collec-
tion of their concert favorites, but due
to enthusiastic demand, Compass is
releasing the album to retail and radio.

“Tlove the quartet style, and I'love the

| jazz flow of it,” Pleasants says of Replay.

“I love her really strong, fluent playing.

She’sdone a great job. The arrangements
are different because she’s put them into |
the quartet style. One of my favorites is
‘Without Anastasia, where the piano and
the banjo do a lot of plaving one on one.”
Brown penned each of the 15 cuts,
except for “Spiderman Theme,” which
she wishes she’d written. Her first album
came out on Vanguard in 1990, and she
says she started serious-
Iy writing songs around
that time. “I started
off playing bluegrass
music. It’s really my
first love,” says Brown,
a BMlI-affiliated writer
who has her own pub-
lishing compary, Brown
Knows Music.
Among Brown's
songs on Replay, “My
Favorite Marsha™ is one
of her favorites. “That’s
- one that [ wrote for an
astronaut whose name
is Marsha Ivins,” she
explains. “We became acquainted
because she sent me a fan letter. I
wrote that tune for her as wake-up
music for her flight to the Mir Space
Station a couple of years ago.” |
Brown admits being an artist and
label chief simultaneously is not easy.
“Garry and [ both sort of work all the
time,” she confesses. Brown gets a jolt
of pride in her voice when she mentions |
that Compass released its 100th project
last summer. “We keep tuming them
out,” she says of the roster that includes
Clive Gregson, Judith Edelman, Matt
Flinner, Pierce Pettis, and the Vigilantes
of Love. “It’s a real labor of love.”
Brown is managed by West and
booked by Madison, Wis.-based SRO
Artists. Her tour, A Winter's Eve, starts
in December and features Burr, West,
fiddler~vocalist Andrea Zonn, and gui-
tarist David Grier.
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CREATIVE ARTISTS AGENCY

warmly congratulates our friend and client

John Mellencamp

upon receiving the

2001 Billboard Century Award

it’s been minutes to memories,
but you will always R-O-C-K in the USA
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1992: GEORGE HARRISON

Billboard honors John Mellencamp
in 2001 with its highest accolade, the
Century Award for distinguished cre-
ative achievernent. Now in its 10th
year, the laurel was named in 1992 for
the imminent 100th anniversary of
the publication in 1994,

While Billboard traditionally has
reported on the industry accomplish-
ments and chart-oriented strides of
generations of talented individuals, the
sole aim of the Century Award is to
acknowledge the uncommon excel-
lence of one artist’s still-unfolding hody
of work. Moreover, the award focuses
on those singular musicians who have
not been accorded the degree of seri-
ous regard their achievements deserve.
It is a gesture unique in Billboards his-
tory and one informed by the heritage
of the publication itself.

Billboard editor in chief Timothy
White says Mellencamp is “arguably the
most important roots rocker of his gen-
eration. Descended from German pio-
neer stock, he has preserved both the
heritage and musical folkways the Mol-

—tenkamp clarrknew as 19th=centaryset=—

tlers in America. John has made fiddles,
hammer dulcimers, Autoharps, and
accordions lead rock instruments on a
par with electric guitar, bass, and drums.
He’s also brought what he calls ‘a raw
Appalachian lyrical outlook’ to his songs.

“Mellencamp’s best music is rock-
n'roll stripped of all escapism,” White
notes. “It looks directly at the messi-
ness of life as it’s actually lived. But

1993: BUDDY GUY 1994: BILLY JOEL 1995: JONI MITCHELL

__what’s seldom addressed and perhaps

most important,” White adds, “is Mel-
lencamp’s career-long esteem of the
black-and-white socto-musical tradi-
tions that merged in rock. All of Mel-
lencamp’s important bands have been
integrated, and all his finest record-
ings have openly acknowledged the

1997: CHET ATKINS

CLOCKWISE FROM TOP LEFT: GEORGE HARRISON,
BUDDY GUY, BILLY JOEL, JONI MITCHELL, CARLOS
SANTANA, CHET ATKINS, JAMES TAYLOR, EMMYLOU

HARRIS, RANDY NEWMAN, JOHN MELLENCAMP

1996: CARLOS SANTANA

meld of gospel/blues/R&RB strains
with European song lines, band
forms, and parlor ballads; this process
is the crucible of the American musi-
cal experience. Mellencamp’s music
also directly confronts the needless
cultural distances that must be tran-
scended in order for rock’n’roll to
achieve a true unity of spirit. In Mel-
lencamp’s record, all racial, social, or
spiritual divisions are unnatural, and
all organic daily efforts to embrace
human diversity are causes for cele-
bration. For these reasons and more,
Billbourd can think of no artist more
deserving of the 2001 Century Award
than John Mellencamp.”

The Century Award trophy itself,
designed by jeweler/sculptor Tina
Marie Zippo-Evans, is a unique work
of art struck in bronze each year as a
composite representation of the
Greco-Roman Muses of music and
the arts. The 14-inch female form
holds a lyre personalized each year for
the recipient. This year's adornment
was carved from hardwood from a
hammer used by Mellencamp’s be-
loved late grandfather, Speck.

George Harrison’s 1992 lyre was
carved of silver, inlaid with emeralds,
and engraved with the Vedic phrase
Om Shanti. Buddy Guy’s '93 lyre was
carved of wood from the shack in
which hero Muddy Waters was born.
Chet Atkins’ '97 harp was made of a
stage floorboard from the famed
Ryman Auditorium in Nashville.
Joel's 94 lyre was of ebony, Mitchell’s
('95) was of solid silver, Tavlor's ("98)
was a copper-silver alloy, Santana’s
('96) was sterling silver, Newman’s
(2000) was of oak and copper, and
Harris’ ("99) was of Southern ash and
crystal with an ingot of red iron from
her birthplace of Birmingham, Ala.

=
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1999: EMMYLOU HARRIS

2001: JOHN MELLENCAMP
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EW YORK—IJohn Mellencamp
needs a livelihood that won’t drive
him crazy. But after his first 50
years on the planet, he’s pretty
much accepted the fact he’s not
gonna locate any such profession
in this life. So, as far as gainful diversions go,
he’s decided to continue painting, filmmak-
ing, exploring the prospect of composing for
Broadway. And also, as the spirit seizes him,
making “an often R&B-flavored folk music
with a rock beat” that’s basically intended to
uncork his heart, empty his head and, he
hopes, keeps the man honest with himself.

“The people who really know me,” Mellen-
camp advises with a laugh, “know that I'm
pretty much the same all the time—or worse.”

Born Oct. 7, 1951 in Seymour, Ind., to
Richard and Marilyn Mellencamp, John came
of age in a five-child brood (three boys, two
girls) descended from European immigrant
farmers (Johannes and Anna Marie Mol-
lenkamp) who migrated in 1851 from Ham-
burg to the German settlements of Southern
Indiana. The Hoosier State being the home-
land of Cole Porter and Hoagy Carmichael as
well as tough-minded agrarians, young John
gravitated to a middle ground between rais-
ing crops and raising a tune, nurturing his
early ambitions in a host of bands with such
names as Crepe Soul, Trash!, Snake Pit
Banana Barn, and the Mason Brothers.

An ill-fated 1975 deal with the MainMan
management firm that once fronted for David
Bowie found Mellencamp’s name inexplicably
changed to Johnny Cougar, a nom de guerre it
took Mellencamp another 14 years to jettison.
Other maddening learning experiences ensued.
Yet during the next quarter-century, Mellen-
camp would amass a body of recorded work
that now includes 24 studio atbums and ret-
rospective collections, a dozen of which each
sold millions of copies. His rootsy sound has
thus far yielded 30 chart singles—highly
unusual for the rock genre—and many of this
hefty canon of hits are virtually synonymous
with American popular music: “I Need a Lover,”
“Hurts So Good,”“Jack and Diane,”“Crumblin’
Down,”“Authority Song,”“Pink Houses,”| one-
ly OI’ Night,”“Small Town,” “R.0.C.K. in the
U.S.A.,”“Rain on the Scarecrow,” “Cherry
Bomb,”“Check It Out,”“Get a Leg Up,” “Key
West Intermezzo (I SawYou First),” and the cur-
rent “Peaceful World” from his much-praised
new Columbia album, Cuttin’ Heads.

Mellencamp’s impact on rock over the past
25 years has been vast—with echoes of his
sound apparent in music by everyone from
Steve Earle and UncleTupelo to Whiskeytown/
Ryan Adams—and he ranks with the Eagles
and 1998 Century Award honoree James Tay-
lor as one the greatest contouring influences
on the songwriting and instrumental textures
of modem country music. It’s hardly surpris-
ing thatTrisha Yearwood, who appears on Cut-
tin’ Heads, has featured “Small Town” in her
concerts, but such other guests on the new
album as rapper Chuck D., singer India.Arie,
and renowned drummer Steve Jordan are
equally outspoken in their admiration. “Any-
where you go in America, you're going to hear
a John Mellencamp song,” Chuck D. rules, and
Jordan agrees, going further to analyze why.
“One of the greatest chasms in the music busi-
ness,” Jordan notes, “is between the music and
the business—in other words, between the
musicians and the people who market their
music—because the musicians know that
rock’n’roll was originally black music meant to
be played by anyone, while the business peo-
ple say it’s white music and that's why black
people only belong over in R&B or rap.

“lohn grew up hearing black music in the

JOHN MELLENCAMP

2001 RECIPIENT OF THE CENTURY AWARD

A PORTRAIT OF THE ARTIST

BY TIMOTHY WHITE

BY DAVID GAHR

PHOTO

Midwest,” Jordan continues, “and he played it
in his own bands, and you hear his apprecia-
tion and understanding of it in all his great
rock songs, like ‘Pink Houses” and ‘Cuttin’
Heads.” Any musician who works with John,
whether it’s me or Chuck, gets into John’s
music, because he’s got the melodies and the
lyrics you want to hear. He’s got the songs,
just like everybody else who’s great in popu-
lar music and who didn’t care about the
boundaries—like Jimi Hendrix, who had to
leave America and go to England to be him-
self. John makes American music, music for
all of us, and that’s why 1 think Cuttin’ Heads
may be his best work ever.”

The following talk with the Billboard 2001
Century Award honoree took place in October
at the Peninsula Hotel in Manhattan, in a suite
overlooking an uncommonly somber Fifth
Avenue. It was the week in which Mellencamp
would appear at Madison Square Garden in
The Concert for New York City to benefit the
Robin Hood Relief Fund aiding those affected
by the terrorism against the World Trade Cen-
ter. Mellencamp’s renditions of “Peaceful
World” and “Pink Houses” proved to be two of
the most inspiring moments on that sorrow-
filled but consoling evening.

“l wrote those songs a while back in each
case,” Mellencamp mused at the hotel, “but i
did it for the exact same reasons they seem
appropriate now. 'Cause we've still got dreams
that feel like they kinda came and went, and
everyone knows the world s still a wreck, and
we’ve gotta fix these things—right now.
"Cause they really can’t wait any longer.”

Besides The Concert for New York City
and Cuttin’ Heads, what’s keeping you
busy between now and the new year?

Well, let’s see. | want to book some more
concerts for the winter, | want to also arrange
some more Good Samaritan surprise shows for
next year, and 1 want to finish writing the
material for the Broadway musical I'm collab-
orating on with Stephen King.There’s this inde-
pendent film | want to make on my own—
without any outside money—abased on a script
| was sent about a female school teacher in
her 30s and a little boy in her class that she
befriends; it’s a neat little story. And | want to
finish this painting I’m working on for possible
use at the next New Orleans Jazz & Heritage
Festival, but | have to see if I'm gonna be
happy enough with it to send it to them. I'm
even less sure of what they expect (Laughter].

Your entire career has been based on
the unexpected. Pat Benatar’s 1979 cover
of “I Need a Lover” caught on with FM
radio in the States and sparked interest in
your version on the '79 John Cougar al-
bum. The chart results changed your for-
tunes overnight. Suddenly you had to go
back in the studio and do your job. But
you didn’t sound real happy about things,
judging from the next album’s title.

[Nodding) Nothing Matters and What If It
Did. That was a line that came out of the
mouth of a friend of mine [Gary “Bo” Boe-
binger] when we were trying to decide whether
we should do something crazy or not. | said,
“Well | don’t think the consequences would be
catastrophic if we did this. But everybody we
know will hate us if we do this.” He just looked
at me and and said, “Nothing matters, and
what if it did?” | don’t remember exactly what
it was we were contemplating—this was, like,
20 years ago—but we were very cavalier
young men at the time, so | assume it was
something we weren’t supposed to be doing.
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What triggered Nothing’s (1981] hit
single, “Ain’t Even Done With the Night”?

| was working with Steve Cropper, who
produced that record, and | wanted to write
something that was soulful and had an R&B
feel to it, and being a young guy | thought we
should get Mr. Stax Soul himself to produce
the record. That song even has a drum part
we lifted straight off of an old Motown record.

All Steve really wanted to do was play gui-
tar on the record. [Laughter] Cropper came to
Indiana, and we rehearsed the songs that first
day from 1 p.m.to 5 p.m. and then everybody
went to dinner and had to be back by 7 p.m.
7 p.m. rolls around, and everybody shows up
but Cropper and [drummer] Kenny Aronoff. |
said, “Where are they?” They said, “Well, Steve
and Kenny decided to have a couple of
drinks.” | knew Kenny had decided to suck up
to Cropper. So | tore Kenny a new asshole.

Then we go out to California to actually
make the record with Cropper, and here’s
Kenny still sucking up to Cropper, his big
buddy—but who’s the first person Cropper
wants to fire? Kenny! (Laughter] Cropper says
to me, “He can’t keep time.” So Kenny was
heartbroken, and Kenny was pretty green at
the time, having never made a record before.
So they brought in another drummer, and |
told Kenny he had to go home. But he said,
“I’'m not going home.”

Kenny stayed while we made the record at
Cherokee Studios, and to his great credit he
didn’t piss and moan. Instead he watched
these professional drummers [Rick Schlosser,
Ed Green] come in and play, and also added
a few percussive things [on the vibes] to the
sessions. | think that in his mind he wanted
to make damn sure that that never happened
to him again. So by the time American Fool
rolled around, Kenny was a completely new
drummer, because he realized what he had to
do in the studio by watching these other guys.

Cropper was friends with the guys who
owned Cherokee, the Robb brothers (Bruce
and Dee]; they were our engineers, but all
they wanted to do was call the Liquor Locker
on our bill. Every time those guys wanted to
quit for the day, they'd go, “Did you guys hear
the bottom shift on the studio monitors?”
They'd ask us to call the tech guy in and he'd
say, “Yep, | think the bottom shifted.” I'd say,
“Well, how long is it gonna be down for?”
They'd say,“Oh, about three hours.” So right in
the middle of the session that I’'m paying for,
the Robbs would order liquor from the Liquor
Locker, go up and do their studio business,
while this tech guy is down there playing like
he’s fixing the bottom end of the monitors. I'll
bet | had a bigger Liquor Locker bill on that
album than | did tape costs! Six months later,
we were almost done with the record before
me and the band realized that the studio
monitors were fine and their bottom don’t
shift. [Convulsive laughter, wiping tears from
his eyes] Oh, it was terrible! It was like in
baseball when they tell a rookie he needs the
key to the bullpen: [Deep voice] “I can’t let
you in the bullpen, son. It’s closed.” (Squeaky
voice] “Hey, but how did those guys get in?”

So once we figured that out, the name of
that record just seemed so suitable. And
Cropper was right in there with the Robbs,
getting a big kick out of it all. Then, halfway
through the album, Steve walked in and
said, “Well, today’s my last day.” | said,
“What?!” We had to leave the Robb Broth-
ers in charge! That’s why that record turned
out so great [Laughter].

What did Mercury Records think of
the album?

| really don’t know. | never could tell back
then if it was Billy Gaff [Mellencamp’s man-
ager at the time and the owner of the Riva
Records imprint to which John was signed)
just paying for it from money he'd bummed
off of [management client] Rod Stewart, or if
it was record company support. | do remem-
ber going home afterward and pretty much
thinking, “Well, that’s that.” Because | took the
music seriously and | took running the band
seriously, but | just had no vision or hope that

anything would ever come of it.

Then | remember getting a phone call from
Russel Shaw, Gaff’s assistant manager—we
never could find Gaff for the day-to-day busi-
ness but he'd always call and try to solve the
big problems—and Russel said, “Hey man,
this record’s taking off!” The single “Ain’t Even
Done With the Night,” did better [No. 17 on
The Billboard Hot 100] than “I Need a Lover”
from the last album [“Lover” peaking at No.
28]. So we went out and did 1,000 dates with
the Kinks at $500 a night. We used to laugh
at Ray and Dave [Davies] because they always
used to fight and spit on each other. And they
hated me, but | did two tours with them; | had
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to—it was either open for them or for Uriah
Heep! [Laughten | saw Ray recently, and he
acted like we were long-lost buddies, but back
then they didn’t dig us.

In those days, it was just one disaster after
another. | did a tour with that band Nazareth—
20 shows, just in Germany—and it was awful.
And | once played with—I think it was Naz-
areth—in France, in a big oil drum that they
had converted into a venue. You talk about
sounding bad! My other favorite gig we ever
did in Europe was when we played in the men’s
locker room at a soccer field in Brighton [Eng-
land]. It would have been totally depressing,
except at the time we didn’t care (Rising laugh-
ter] because there were plenty of girls there!

American Fool [1982]—whyd you name
the next album that? Were you joking?

Again, it was because of the story of how
it was made and that whole period, which was
one stupid mistake, foolish adventure, and
crazy move after another. And that doesn’t
even include my personal life! [During the last
two years, Mellencamp had divorced his
teenage sweetheart, Priscilla Esterline, with
whom he had first child Michelle, and gotten
remarried in May 1981 to Vicky Granucci.
Priscilla, who remained friends with both,
helped Vicky pick out her wedding dress.|

| think the title was just an idle, self-dep-
recating statement on the way | was viewed
by the public, by rock critics. See, | grew up in
Indiana, and anything that was hip, unhip, or
pretentious was more than | could identify with
from either direction. | took everything at face
value, and that was it. But | really started to
enter the music business with that record, and
| suddenly became aware of all these attitudes
| wasn'’t previously wise to.

That was a terrible record to make, real-
ly hard and expensive, because the record
company, Mercury, came to me and said, “You
gotta stop fucking around.You have to take
this job more seriously, and shut your
mouth,” ’cause every other word out of my
mouth was, “No,” or “Fuck you!” [Laughter]
Contractually, | think this was supposed to
be my last record with them. So they pretty
much said, “You’ve made these albums for
us, and this one’s the last in your deal, so
either you try harder on this record or we’re
gonna drop you from the label.”

| said, “What? You’re gonna do what? We
haven’t even gotten started yet!” (Laughten

So we went to Florida and spent an ungod-
ly amount of time making this record—like, two
months—and we had only three songs done.

That’s all?

Well, we had some other stuff beforehand,
but it didn’t work out. When we got in the stu-
dio, it sounded like shit. It was crazy because
| really didn’t have any budget—I was living
on Rod StewartTime—so whenever the Mer-
cury money ran out I'd go to Gaff, and he’d
give me money. | never knew how much
money | was spending or could spend. And
[guitarist] Mike Wanchic and | got tired of liv-
ing in the band house that they rented, so we
went and rented Burt Reynolds’ sex pad
[Laughter], so now Mike and | are staying at
the Cricket Club in Miami in this three-bed-
room condo of Burt’s, which was tacky but we
thought it was pretty cool. And there’s all
these good-looking women around. | mean,
music was barely even discussed! [Laughs] It
really never came into it very often. And Don
Gehman, who worked at Criteria, had fallen
in with us [as a co-producer] after he'd engi-
neered the John Cougar album, but for Don it
was really babysitting.

So after we'd been down there a while and
spent about a quarter-million dollars, this guy
named Bob Davis who worked with Gaff came
down. Bob had our best interests at heart—
matter of fact, he got me signed to MCA [for
Chestnut Street Incident, 1976] when | first
started and he was an attorney for MCA. But
by the time Bob, who was a sweet man, final-
ly got around to giving us all the big Knute
Rockne speech he’d flown down to deliver, he
was so drunk he was falling down. Here we
were, a bunch of dumb kids with tattoos and
motorcycle jackets, and he’s standing in front
of a fireplace at this house with aYankee base-
ball hat on and saying, “Guys, it’s time to get
into it—or go.”We had been working on this
song called “Jack and Diane” during the whole
two months, but nobody knew how to arrange
songs or anything.

What sparked “Jack and Diane™?

It was really just a stream of conscious-
ness thing. | didn’t have anybody real in
mind; | just made it up as a story song. The
whole thing about that track was that one lit-
tle di-dit note on guitar. I’'m not a great gui-
tar player but when | came up with that, |
remember telling (guitarist] Larry [Crane] to
do it, and he said,“Fuck you, I’'m not playing
that. It’s just one stupid note.” | said, “Yeah,
but it’s the rhythm of it that’s cool!” He
wouldn’t play it—I had to.

The handclaps in “Jack and Diane” were
never intended to stay in the song. The Bee
Gees and [engineer/producer] Alby Galuten
were right next door recording, and they had
a prototype drum machine. We said, “What is
that? Let us use it!” We were so amazed by it,
we put it on the record.The real drums don’t
come in until halfway into the song, and we
were a bar band that never noticed if our
songs sped up or slowed down, and once we
put the drum machine’s handclaps on the
track you couldn’t budge off of it. When we
later took the handclaps out, we said, “Man,
this song sucks now. [Laughter] Put the hand-
claps back in!”

We were morons on the rest of that record,
too. George Green—my friend since child-
hood—and | wrote “Hurts So Good” in this lit-
tle wooden house in Bloomington (Ind.] | lived
in at the time, and | wrote the chorus in the
shower. When | came out of the shower, | sang
it into a tape machine, with my own hand-
claps, and the band had to figure out what the
chords would be. | think we cut “Hurts So
Good” at least 300-400 times—no exagger-
ation. We cut it in Florida, in Los Angeles, in
New York, everywhere. We had just discovered
“feel.” We knew other bands’ percussion
sounds and mixes felt right, like the Stones’,
but we couldn’t identify what it was. We were
making it all up and tearning as we went
along, hiding in plain view. Any mistakes we
were making ended up on the record, because
there was nobody to tell us different. We final-
ly got “Hurts So Good” right in Cherokee, and
since we had Gehman with us now, we gave
those Robb brothers shit about the “bottom
shift” crap they pulled on us.

What did Mercury make of Ameri-
can Fool?

Oh, they hated the record! [PolyGramVP]
Bob Sherwood and others came down to Flori-
da at the end of the first two months and lis-
tened to nearly done versions of “Hurts So
Good,”Jack and Diane,” and “Hand to Hold On
To” and said, “You've gotta be kidding. This is
what you’ve been doing down here?” They said,
“This sounds like garbage. Who do you think
you are, the Clash? We want you to be Neil Dia-
mond!” | said, “Neil Diamond! What are you
talking about?” They said, “These drums are so
noisy, and you made everything sound like it’s
in a garage.You’ve got to clean this up!” They
couldn’t get past the way everything sounded,
because don’t forget the Bee Gees were pop-
ular then, and this was not polished or pretty.
To them, it was very ugly-sounding.Their sug-
gestion was to let another producer take it and
put the Memphis Homns on it. I said, “Listen, |
didn’t know you ever wanted me to be Neil
Diamond, and if you had clued me in, maybe |
could have accommodated you, but nobody
said anything to me.” [Laughter]

So everybody left, and Gaff called and said
that PolyGram, including the president, ChipTay-
lor, thought the album was temible. | said,“l don’t
think it's temible; | just don’t think they got it.”He
said, “Well, what do we got to do to make it
work?” As much as | make fun of Gaff sometimes,
he was supportive of me, so he just said he'd get
me more time and to go out to Los Angeles to
finish it. In Los Angeles, we got serious and buck-
led down. But Mercury still hated the album, and
they didn’t even want to put it out.

It did come out, however, on April
Fool’s Day, in the spring of '82, on the
heels of “Hurts So Good.”

Because Gaff went to Mercury and said,
“Mellencamp’s a young quy. He’s more in tune
with what kids like than you guys are. So you
guys’ job is not to like the record but to sell it.
If you guys don’t want to work closely on it,
I’ve got a guy named Russel Shaw who will.”

So that’s what happened. Russel found an
ally in a guy in radio promotion named Bill
Cataldo, and those two guys took “Hurts So
Good” and grew it to where it became a big
record. | wouldn’t be here and we wouldn’t be
having this conversation if it wasn’t for Russel
Shaw and Bill Cataldo. They broke that record
single-handedly with no money and no support
from the record company—until it got to the
point where the record company said, “Wow,
this really /s a hit record.” It was such a big
record that they put out “Jack and Diane” as the
next single, and | had two top 10 singles at the
same time because “Hurts So Good” never died.
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Did you enjoy the success?

Yeah, you bet we did. Meanwhile, we went
out and opened up on shows for Heart, which
was the first rock band to be nice to us. Before
that, | was proud of the fact that every tour
we ever went on we got kicked off of. There
was either a problem personality-wise with
me, or | was in a fight with somebody, or some

bullshit. In the '70s, before American Fool, |
was out on tour with a band called Head East,
and | ended up beating on the door of the lead
singer’s room with a club because | wanted to
beat the hell out of him.

We did 20 shows with Kiss, and they kicked
us off their tour. Every day we'd have to get on
the same commercial airline they flew on, and
they'd be sitting in first class and we’d be back
in coach. Every day we'd have to walk past
them to get to our seats.The reviews in each
city were saying how great John Cougar
was—"“The songs aren’t very good, but this
guy’s got a lot of fire and attitude and pas-
sion”—and in the meantime these same writ-
ers started to break bad on Kiss.

| remember walking by Gene Simmons
and he’d have a dirty look on his face; | knew
that he was hating me—he doesn’t now—
but what happened was there came a two-
day layoff, and that’s when we heard we’'d
been kicked off. We got kicked off a Kinks
tour and an R.E.Q. Speedwagon tour, but
Heart was great. Although we almost got
kicked off their tour, too.

See, | didn’t behave as a normal opening
act, because they'd want you to go on at 8 p.m.
and 1 didn’t want to go on then because there'd
be nobody there. I'd find anything wrong so |
wouldn’t go on earlier until it finally came
down to, “When some fucking people get in the
arena, we’ll go on.” It didn’t make any differ-
ence to me if | played three songs or 13 songs.
We'd beat the hell out of those three songs and
be great, but | just wanted somebody to be
there to hear them, rather than boring people
with 13 songs just because we had 45 min-
utes or an hour. That was always my point:
“We'll be offstage at 9 p.m.; what do you care
if we only play four songs?”

So we went on tour with Heart and the
same thing happened. They wanted me to
go on at 8 p.m., and | said, “No.” But it was
a little bit different then, because | had the
No. 1 album and No. 1 single [“Jack and
Diane”] in the country. So they put up with
it for a while, and once they realized how |
was, and | saw how they were, it was very
successful and went very well, and Nancy
and Ann [Wilson] were great to us. I'd go out
late and only do five songs to a nearly full
audience, and they loved it. It was great for
us because we were offstage by 9:30 p.m.,
s0 you can well imagine what guys in their
20s could do in 1982 when they had until 5
a.m. each day to kill.

We did 130 shows with Heart and they
were paying me $17,000 a night, which was
the highest an opening act at that time may
have done. | even think it went up to, like,
$23,000 by the end. Just the year before, the
Kinks were trying to charge us to play at
Madison Square Garden.They came to me and
said, “If you want to play at Madison Square
Garden, it’s a big opportunity. Give us $1,000
(Laughter).”| didn’t do it. When we got to New
York, | played the Bottom Line instead.

Part of my deal with Heart was that | want-
ed my name on the marquee. With the Kinks
we played a few arenas, but generally it was
clubs and theaters. | remember being in Baton
Rouge, La., and | looked up and it said, AP-
PEARING TONIGHT: HEART. We were, like, 50
shows into it, and | thought, “Hey, look! John
Mellencamp’s not playing tonight. Let’s pack
up and get out of here.” | got in the car and
went back to the airport to the single-engine
plane | rented. But the road manager came
out, gave me some extra dough and said my
name was back on the marquee. [ went and
did the show, which started 20 minutes late,
and made my point.

Good for you.

But hold on, this was the same tour where
| threw my equipment off another stage! | had
a day off during the Heart tour, but | was
offered a lot of money to go to London,
Ontario, to open up for the Beach Boys, and |
would have to play with somebody else’s gear.
But they offered so much money! The reason
they put me on the bill was because they had-
n’t sold out—and when they put me on the
bill they almost did.

BILLBOARD DECEMBER 8, 2001

www_ billboard.com

www americanradiohistorv com

17


www.americanradiohistory.com

They wouldn’t let me have a sound check,
and so | didn’t feel good about that. We didn’t
have a lot of songs back then, but all I had to
offer was my best effort on the few we did.
Before the first song was over, Kenny had
busted his snare drum and broken his cym-
bal, Mike’s amp had gone out and Toby’s had
gone out. | eventually said, “For those of you
who came to see me, we’re not able to do our
show tonight because this gear ain’t worth a
shit, and if it was up to me I'd give you your
money back. Instead, here, you can have this
shit gear.”We started handing out the ampli-
fiers, the mikes, the drums. | didn’t know at
the time that that was the same stuff the
Beach Boys planned to use!” [Laughter]

Making friends, everywhere you go.

Oh, and Mike Love was pissed off! But this
would prove to be another lesson: Any time |
did anything just for money and not because |
thought it was a good idea, it never worked out.

To get limbered up for Uh-Huh (1983],
you and the band rehearsed a lot of old
rock chestnuts and B-sides.

Right! Uh-Huh, unlike American Fool was
a lot of fun, because | was starting to find my
feet as a songwriter—songwriting really went
up the ladder in terms of importance. We
weren’t young boys anymore; we were get-
ting ready to turn 30 years old. Things like
“What does John Mellencamp want to say?”
had never dawned on me before that time,
which is when | wrote “Pink Houses.”

Recount the exact inspiration for that.

Driving back from the tndianapolis airport
one day, | saw that scene of the black man
and the pink house on the interstate; the guy
was sitting in his front yard with the interstate
running right over his head. | thought to
myself, “How do people live like this? The traf-
fic must make you go crazy, going, “ RRRRHH-
HH, RRRRHHHH,” all night long, while you’re
inside these little wooden shotgun houses.”

The part about the young man in theT-shirt
was about me, listening to a rock’n’roll sta-
tion. But | knew after I had written that song
that it didn’t feel like any other I'd done,
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because | felt a strong attachment to it. Com-
pared to that, a song like “Jack and Diane”
was a happy accident, crafted by a person who
didn’t know how to do it. Both “Hurts So
Good” and “Jack and Diane” were lucky
breaks. Before that, most of the songs were
just nice things to sing along to, almost like
nursery rhymes but never really to be taken
seriously in any way comparable to (Bob]
Dylan or other serious songwriters | had
admired. But with “Pink Houses,” | thought,
“Wow, did | really write that?”

From that point on, | wrote songs by
myself with nobody else hanging around,
because somehow they started to seem like
fragile things.

“Crumblin’ Down” didn’t sound fragile.

George and | wrote that together, almost
as a competition between us. George and |
very rarely wrote songs in the same room
together. | would usually have lyrics and say,
“Here, see if you can make these better,” and
1'd get back a whole different song or poem,
and the same thing would happen to him.

But for “Crumblin’ Down,” we sat and
looked eye to eye and tried to out-do each
other’s next best line. I'd say, “ ‘Some people
ain’t no damn good, you can’t love them, can’t
trust them, no good deed goes unpunished.’
Okay, George, take it!” He'd come up with three
or four lines. It was real fast (snapping his fin-
gers]; it wasn’t our normal way, where we'd
take weeks and weeks, tinkering with lyrics
before | even tried to put them to music. In
recording “Crumblin’ Down,” | can still see Mike
Wanchic playing a ketchup bottle for a per-
cussion instrument, and it broke right in the
middle and ketchup went all over. We were just
picking up anything handy to use.

“Authority Song” was in the spirit of
your band’s jams on rock classics.

That was like the Bobby Fuller Four meets
Bob Marley, in terms of inspiration. The feel
that Marley was able to get on “No Woman
No Cry,” where he was carefully telling a
story but you still felt the rebellious nature
of his soul—that’s what | was trying to get
with “Authority Song.”

You cut Uh-Huh very quickly.

Yeah, in, like, 16 days.We spent half the
time fucking around with some song by Louis
Johnson from the Brothers Johnson, who
played bass on that record; he came in and
said, “Hey man, see if you can make a song
out of this lick,”and it was a good lick but the
song we made stunk. So the rest of the album
really took six days to make. [Chuckling] We
recorded it all in a place called the Shack, a
fallen-down old farmhouse halfway between
Brownstown, Ind., and Seymour, that my sis-
ter had bought to fix up; she had a boyfriend
and when they got married they were gonna
move in there. Of course, none of that ever
happened, but she still had the house. So |
took it and put all our gear and the stuff from
Criteria’s mobile truck and brought it into the
house. There was no furniture inside, no
soundproofing, just hardwood floors and bare
walls, and when we recorded, all the instru-
ments just bled alt over each other.

The inevitable question: What did Mer-
cury think of Uh-Huh?

Well, | was riding high at that point, and |
had sold 4 million-5 million records. When
they heard “Pink Houses” it was like, “Oh, my
gosh!” But it was before “Born in the U.S.A.”
and songs like that—none of that American
groundswell business had happened yet. Born
in the U.S.A. came out in [June) ‘84 and Uh-
Huh came out in November ’83.

By this time | was just starting to find my
voice, and so the music started to overshad-
ow the fucking around, if you can imagine it.
| saw people were actually listening and tak-
ing us seriously, so me and the band should
return the favor in kind. Because up to that
point, we were amateurs; none of us could
really play by ourselves. Singularly, nobody
was worth a shit. But on Uh-Huh we sold 3
million-4 million copies real quick.

You began to tour overseas more often,
to England, Germany, and Australia.

[Nodding) Australia and Canada were al-
ways my two other strongest markets. In Aus-
tralia back then, the taste was really made by
one guy, Molly Meldrum. Molly, who’s still
around, had the big television show called
Countdown. He loved us, and he loved my ver-
sion of “| Need a Lover,” and he just started
playing my video, which nobody over here ever
saw—because we didn’t have any outlet [in
the U.S.] for videos. But in Europe and Aus-
tralia and Canada, they wanted to see Amer-
ican acts, so you made these films cheaply and

sent them around, and mine for “Lover” was
shot in the Marquee club in London.

| remember flying down to Australia, and
I didn’t know what a hit record was until |
found | was, like, a teen idol there.When 1 got
off the airplane there were thousands of
screaming girls, and | had just left America

where | couldn’t get arrested. | said, “What’s
going on here?” They said,“You.” Molly would
have me on Countdown a lot, and if you were
on Countdown even once, it was a big deal. |
got Molly mad at one point when | got inter-
viewed in my hotel at the end of the weeks-
long trip, and | was so burnt out that when
some journalist asked me about being on Aus-
tralianTV, I sighed and said it was stupid. What
| meant was,“I’m tired and wanna go home.”
Molly wrote a piece in the country’s TV mag-
azine headlined JOHNNY COUGAR BARES
HIS IMMATURE CLAWS. He was right. | apol-
ogized and he forgave me.

We're still friends. Matter of fact, | did a
painting of him, called Molly the Ghost Cow-
boy, that Molly donated to the Sydney Art
Museum. It’s in my book (Mellencamp: Paint-
ings and Reflections, HarperCollins, 1998].

With Canada, it was a place we always
loved to play. As | think of it, every time we
played arenas in Western Canada and even
places like Vancouver, there were always fist-
fights. Two songs into a show, these people
would be ready to go at it. They were just too
amped up, and we always knew these fights
were gonna break out.

Honestly, | don’t know why it happened;
maybe it had something to do with “Hurts So
Good,” but these guys would just start pound-
ing each other. One night inVancouver, around
1985—and | can still see it now—we didn’t
even get halfway through the first song, and
in the whole front of the stage everybody was
battling each other in this big rhubarb.

Speaking of fighting, you also have to
remember that during that Uh-Huh record, |
was in all kinds of problems with Gaff. He was
my record company, he was my manager, he
published the songs; he definitely had a huge
conflict of interest. So | had to sue him. Rod
[Stewart] had just fired him, and now he was
getting fired by me.

Of course, back during those earlier
records, nobody in the world would touch John
Mellencamp, so it was kinda like, “If you dance
with the Devil, you have to pay.” That’s how |
looked at it. But when you're fighting on the
phone half the time and then walk into the
studio to make a record during the other half,
it becomes part of the creative process.

What was the seed of the Scarecrowidea?

Just living in a community based on farm-
ing and seeing the troubles of those around
me. George and | wrote “Rain on the Scare-
crow,” but it was the last song written and
recorded for that album, and | remember we
arranged it at the Belmont Mall recording stu-
dio in about 20 minutes—right before we
started recording it. | was trying to make a
record really drenched in old folk music but
at the same time contemporary, too. How do
you do that? That was the question.

Scarecrow was actually tess about farmers
than it was about corporate America. Back

then | was really militant for that time period
about endorsements and sponsorships. | could
see that these McDonald’s hamburger places
were running the little mom-and-pop places
out of business, and these small towns in the
Midwest couldn’t remain towns—they were
closing down their main streets because they
couldn’t compete with agribusiness and all
these big corporate chain stores that were
coming into each county.

| think the first song written for Scarecrow
was “Small Town.” | remember [second wife]
Vicky and my AuntToots laughing about it. I'd
sing, “l was born in a small town,” and they
just kept adding their own stupid, funny vers-
es, cause | used to write down in the laun-
dry room of my house, and you could hear
me. That song was intended as a folk song,
probably like Woody Guthrie’s “This Land Is
Your Land.” For me, it was always about
Woody Guthrie and Bob Dylan. Nobody else
ever entered into it, despite all the bullshit
written at that time.

Some people just have better PR than oth-
ers. Look at a guy like Donovan and ail the
great records he’s made. “Universal Soldier”
was a great song, and “Catch the Wind,” and
that (1969] Barabajagal album. He’s just
totally forgotten! How fair is that?

Not fair at all. Donovan also wrote
“Wear Your Love Like Heaven,”“Season of
the Witch,” and “Sunshine Superman,” but
all that great work still exists, waiting to
be rediscovered, like a lot of your back
catalog. Meanwhile, the first single from
Scarecrow was “Lonely O’ Night,” which
you shot at a local carnival with George
Green’s wife portraying your girlfriend.

“Lonely OI’ Night” is named for some lines
from Larry McMurtry’s book Hud, and the Paul
Newman movie based on it. | watched that
movie a thousand times during that time in
my life. When you’re in your early 30s, you
think that there’s more to life than there is,
where | was so antsy and so bored all the time
and so lonely. [ was around the band and | had
kids and a wife, but | was so lonesome and |
was sure there was more to life and that this
adult thing was gonna kick in at any moment.

That’s what happens to people when
they’re in their early 30s, because they’re real-
izing they’re not boys and girls anymore. Yet
they don’t feel that much different than when
they were kids. You think that you're going to
have this awakening and life is gonna change
and you’re gonna have more vision, more sex,
more something. Then you realize that that
never happens.

What happened to me at a certain point was
that | realized this is all there is—and guess
what? I'm good at it! That was the realization
of adulthood for me. But even when ! realized
it [Laughter], | didn’t believe it in the beginning.

One can’t just see one’s life in terms
of ideals. If you’ve got an ideal in your
head that you can’t describe in real terms
by your 30s, it probably doesn’t exist.

Right! Yet there’s that feeling of overlook-
ing something.Then a few years of regret.

But if you learn to measure your more
credible ideals against the realities of
others, you begin to see what you have
and what you actually didn’t miss out on.

Yeah, but that only happens when you start
going into your 40s. At the time of the “Lone-
ly OF Night” video, I was talking to George
Green’s wife and | remember distinctly what
she said: “Listen, Mellencamp, you better not
be putting a lot of real pretty girls in this
video, because real pretty girls don’t have
lonely ol’ nights!”

At the time, if you’ll recall, there were all
these sexy young girls in those Duran Duran
videos, so | said to her,“OK, V'll put youin it.”
So that’s who’s in the video with me—an
attractive woman in her early 30s, but by no
means was she model-pretty; she was just,
like, a handsome woman who was married,
and might be kicking around a local summer

carnival with her husband. “Lonely OI’ Night”
is about average people. Rather than looking
for some weird location of Duran Duran’s that
nobody’s ever gonna be able to visit, | just
said, “The carnival’s coming to Bloomington
next week, let’s use that.”

The big surprise of the serious Scare-
crow album was that its giant hit was the
light-hearted “R.0.C.K in the U.S.A.,” which
shot to No. 2 on The Billboard Hot 100—
yet you didn’t even want it on the record.

1 was really struggling with what | thought
my job was, and that song didn’t fit into that
idea at the time—it was just too poppy. | was
enjoying a lot of pop success at the time but
| thought “R.0.C.K.” was too poppy. | thought
people would think | was selling out. | didn’t
realize that they already thought | had (Huge
laughter], so it didn’t matter.

Sometimes you can try too hard to live
up to something.

Particularly when you don’t know what the
fuck you’re trying to live up to!

Still, “R.0.C.K.” was very effective at
making people recall great American
rock’n’roll—and the fact it was made
by both black and white kids, as the
video accentuated.

It is one of my only gold singles [besides
“Hurts So Good” and “Jack and Diane”]. But |
can remember being on the phone with Dick
Asher, who was president of PolyGram at the
time, screaming at him from a hotel room in
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Nashville, Tenn., saying, “How can | have the
No. 2 single in the country and my album is
dropping in sales?!” He was saying that the
single was selling to the mass audience who
wouldn’t buy an album. But it’s a sliding ruler
on how people gauge such stuff.

Nonetheless, Scarecrow itself spent
three weeks at No. 2 and cemented the
fact that your talent and success weren’t
only happenstance.

[Smiling serenely} Again, a lot of people
hated that that record turned out so good. |
particularly remember the reaction of [(film
director] Jonathan Kaplan to that record. He
said, “This is unbelievable; you don’t even
know what kind of record you’ve made here.”
There definitely weren’t any records at the
time that sounded like that one, and if there
were they definitely didn’t have violin featured
on ‘em. But after the “Small Town” acoustic
single with Lisa Germano playing violin on it,
there were violin