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Mid - September 1992

Hi again, despite the "gloom 'n' doom" of iast issue's introduction the idea of it seemed
to go down well - so you've only yourselves to blame for this issue's opener.

Anyway it should be fairly up-beat shouldn't it? We've had great shows, even greater
performances emerging from goodness knows where to be immortalized on shiny little
disks and a mega great bash at the Madison Square Gardens in honour of Mr. Dylan
about a month from when | type this. And up-beat is pretty much as | feel about Dylan at
the moment; so if you get the impression in the following paragraphs that I'm not
up-beat - remember this little reminder!

I'd like to take as the basis for this issue's sermon, the words from the right honourable
John Bauldie in the foreword to The Telegraph. | know that not every Homet, the slut
reader gets every fanzine, however everyone should get The Telegraph. It has been
running for over ten years now and Mr. Bauldie's words are as respected as any can be
in the Dylan world. Plus the last issue was pretty fab in my humble opinion. The
foreword asked us all a series of questions based on the fact that Mr. Bauldie found the
Dunkerque show a raggedy kind of concert while others were raving about it: It was
great, really great, one of the best ever etc. Mr. Bauldie asks:

So what's the matter with me? Is it me or is it that others' expectations of the
shows aren't the same as mine?

This, and other points
made throughout the issue
on the same subject raise
an interesting point, | think,
and one | wish to ‘explore
here. You see | think that
the show was ‘"really
great", though | wouldn't
argue against the claim
that it was, at times,
"raggedy”. | suspect the
varied response (Bauldie
/others) is to do with
expectations, but | think,
more particularly, it is to do
with expectations of
consistency. Before coming
on to that, though, there a
few minor points that need
to be borne in mind.

Firstly, there are all the old chestnuts about "the perceiver and the perceived”, the
impossibility of an objective viewpoint. Were it not for the troubles on the French roads |
doubt if | would've been categorically stating that Dunkerque was a better show than
Reims to take one of a near-infinite range of examples where one's personal
state-of-mind influences one's impressions of the show.

Secondly, there is the old adage of "familiarity breeds contempt". Mr. Bauldie wishes
that Dylan would take a rest and change the band. | came out of the Reims show saying
that since Dylan appeared not to be getting rid of the band that they should be shot -
(Nothing personal, just another rant) - and Dylan should do an acoustic tour where all
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the songs had to be ballads dating from at least as far back as the 17th Century. After
I'd calimed down a bit | relented enough to let in two songs from the folk-lore of America
in the 1930s. Maybe this is all our own fault, maybe we spend too much time listening to
tapes from The Never Ending Tour, maybe we go to too many shows. Perhaps all that
is needed is us to take a break, listen to something else, go and see more football or
whatever and then return to Dylan and pick up on him wherever he's at. It is something |
keep meaning to do but never quite get around to!

Thirdly, there is the "fan" element that lives to a greater or lesser degree in all of us. |
love to see Dylan on stage and have only once felt disappointed after a show - he
virtually just needs to turn up and I'm pleased to see him. If it has not been a great
show, this initial pleasure soon wears off - as thoughts of how it should've been make a
rational entrance into my cranium. However, if he appears on stage and is in good
health, giving it all he's got and pulling a few "great" [as in truly "really great"]
performances then | come away ecstatic - as | did from Dunkerque. As time passes |
may realize that not the whole show was great - just certain songs. And this brings me
to my main point.

Mr. Bauldie, elsewhere, in the last issue of The Telegraph waxes lyrical over the
greatness of Idiot Wind at San Jose. Elsewhere again he bemoans that the American
shows (May leg) do not seem as great to him as to others. The more | write this
spontaneous response the more I'm convinced that the difference in expectation is to do
with consistency and timescale of comparison. | loved the shows in France and | still
think (so it is not the initial fan reaction) that they were "really great" because they were
better than I'd almost dared to hope from Bob Dyian in 1992. | don't for a second think
they were "great" if one judges them by Dylan's greatest ever performing years, years
when every song was "really great". [For me these years would be everything up to and
including '66 and '75-'76']

Some of the songs reach those exalted heights, though, Idiot Wind not only at San
Jose but also at Santa Rosa; Black Muddy River at Eugene, Little Moses sometimes,
I'm A Roving Blade at Reims?...The non-Hendrix-inspired Drifter's Escape? I'm
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becoming less sure that all those
TRrem em arfigfioe by reading this will agree with my
tlohnfhiumel choices. Even bits of some songs
Meianokiy 928 reach that elusive plateau of “true
greatness". the ending to little
Moses or the opening of You're A
Big Girl at Belforte spring to mind.

So where is all this leading me? It
is leading me to say that, even
when Dylan is "really great" by
today's standards he is still not a
patch on what he was before -
except intermittently. But that is
the way it has to be, | think. Mark
Carter makes the astonishing claim in the letters's pages that Dylan is only human.
Taking this as true, it seems inevitable that Dylan suffers from the ageing process like
the rest of us! | feel old just now and I'm three years younger than Dylan was when |
first saw him, over 14 years ago. | know Dylan is fond of saying that "the older you get
the better you get" and good for him to feel so - but all evidence is that the opposite is
true, not just for him but for everyone. Nature gives us all our ace cards - both physical
and mental - at a very early age and then gradually takes them away; | think it would be
impossible to expect Dylan to tour as heavily and play as consistently brilliantly now as
he did in the early to mid-sixties.

Why I'm still up-beat is that he manages to pull out so many "truly great" performances
despite the heavy workload he's undertaken since 1986. Another reason is that since
Autumn of last year there seems to have been something particularly good in nearly
every show and that the last nine months have been spectacuiarly better than the nine
which preceded them. No-one I've ever heard can perform as well as Dylan was the Jast
time | saw him, nor I'm confident from all reponts as he was last week. There is no
reason for this not to remain the case.

I honestly believe that Dylan can continue touring right through his life and always be
the greatest live performer, at the same time | believe I've every reason to doubt he'll
ever be as consistently great as he once was. I'd argue the same for the albums, the
last two have been "intermittently great” for me - move the title track of under the red
Sky on to the second side and wow! What a side! However, neither of them would be in
my personal "top ten" Dylan albums. (There are eight offerings from the sixties there
that would take some shifting.} This is not to say that he can't sometime match himself
at his best: Blind Willie McTell stands comparison with the very best of his rich and
varied output.

And there is nothing to stop him, one year, bringing out an album that tops the lot, but
he'd need to focus all his energies on it surely - even Bob can't expect or be expected to

still be that great all the time. As he himself has remarked, the songs come much
slower nowadays, it is much harder work.

Yep, he's still really great, just in a raggedy kind of way.

: I realize that the religious shows could be an area of debate, but I do not feel it muddies my

point about age. However, if you do - even though we're talking about 12-13 years ago - I'd ascribe
it to the manic fervour of the convert to a supernatural creed.

L ]
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Well, would you believe it? I've not long finished the above when the startlingly
good tape of Minneapolis 3/9/92 appears and, of course, the new album which
sounds like exactly what I've been waiting for! In many ways it is indeed the
answer to my wishes, however | do have some reservations, fine album though
it is. | delayed this issue to say a few words about the album and copy any
information on the songs that | have to hand. Of necessity these are my first
impressions and, as is the way of things, | may well regret commiting them to
print, but here goes ->->->
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ACOQUSTIC / GOOD AS | BEEN TO YOU
CT/CK 532000 Columbia

Side One: Side Two:

Frankie and Johnny (Albert) Step it Up & Go

Jim Jones Arthur McBride

Black Jack Davy Tomorrow Night
Canadee-i-0 You're Gonna Quit Me
Little Maggie Diamond Joe

Sittin' On Top Of The World Froggie Went A-Courtin'

Hard Times

+++ Plus Points +++

It is an excellent selection of songs to cover. Dylan has recently played many wonderful versions of other songs that
would have fitted well on this album - Little Moses, Black Muddy River, I'm A Roving Blade etc. - however he has
chosen to cover a whole new batch of songs, with only Little Maggie being repeated from the live shows. This is great
news for the collector; much as one would wish an official Female Ramblin' Sailor, surely it is a bonus to have heard it
performed beautifully live and have Canadee-i-o on the album. (Good as he's been to us, he's being even better.)

His guitar playing is excellent! Can this really be the same man that has strummed his way through countless acoustic
sets? Don't you wish he'd played guitar like this every time you've heard Boots Of Spanish Leather, It Ain't Me, Babe
etc.? (To be fair, it has been getting increasingly better live this year, too.) The harmonica-playing is pretty sharp too,
though this is not as prominent a feature as I'd presumed it would be.

There isn't a bad track on it! It's true, isn't it? What a difference from Self Portrait, Knocked Out Loaded and,
maybe even, Down In The Groove!

- - - Minus Points - - - (With some more +++ too!)

So what, then, are my reservations: well, the voice! Yes, that voice we all love so much, and, yes, there's nothing really
_ wrong with it - though it does show signs of wear and tear, here and there - it is just that it is too "same-y", it lacks range.
{Of course, the voice is also one of the main strengths of the album - it could hardly be better for, say, Hard Times.)
When the CD comes out it will not matter, after all, one of the main benefits of the current (but-not-for-much-longer?)
medium is that it allows one to pick and choose.

This is no idle comment, because each song suddenly clamours to be heard after a few listenings to the album in its
entirety, and you have almost a physical craving to play that track. (This, of course, is as it should be.} In addition, I
realize that I, more than most, go potty with delight when he performs any traditional song - or interesting 50's number -
like these tracks in concert. I'm not dealing in double standards here, rather I just feel that his voice lacks range when
you listen to all the songs at one sitting. There is a loss of sensitivity and a lessening of the caressing of each and every
word that can be heard on say, Moonshiner or The Banks Of The Royal Canal.l These are not unfair comparisons, as
Dylan himself seems intent on challenging his own past with this release. In addition I don't believe for a second that he
is incapable of a greater range nowadays - my musings in the editorial are not to be over-stressed! - some of his recent
live performances have shown him to be in fine voice. Is there anything on the album better than Pretty-Peggy-O from
Minneapolis? I believe there is one of those naughty boot cds coming out soon, entitled, Dylan Sings Trad wl.lich
sounds heaven-sent for me; now, if one were ever to hear such a thing it would be very, very interesting to compare it to
Acoustic/Good As I've Been To You. (Indeed, a three way comparison with some of the "new, new, new Basement
Tapes" would be even more illuminating.)

{(Not that I've got a copy of the latter but one hearing was enough - any coptes anyone?)
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My real worry is that, for the moment, nothing on the album seems to me to be anywhere near as good as Moonshiner;
nor, in fact, do I think anything matches Pretty Boy Floyd from the A Vision Shared tribute album - though Hard
Times is wonderful as, in its own way . is Froggy Went A-Courting. (Which, concludes the album, as usual, on a
perfectly fitting note - with an as apt as possible final line.) But I'm back to my editorial now, suggesting that these
two songs are "really great" Dylan performances, the rest are "great" only by other people’s standards - and it is far too
early for me to judge.

(Oh, and there are no Dylan songs on it, no Song To Woudy here, folks - is this a major minus point to afl of you?)

??7?7 Questions It Raises 777
Like all Dylan albums, Acoustic/Good As I Been To You immediately raises a whole load of questions.

Why is he so determinedly going against his maxim of ‘Don't Look Buck'?

The Bootleg Series was one thing, but this is Dylan himself not so much "looking back" as stepping back in history to
challenge himself. (The Madison Square Garden event is even more out of character - what exactiy is the 16th October,
1992 a 30th anniversary of? And why is Dylan, of ail people, encouraging such an event?)

This is a direct challenge to s first albwm - - which one wing ?
If it wasn't for Song To Woedy and Talkin' New York I think I'd plump for Aceustic/Good Ay I Been To You - but it's
a tough one.

Why does he choase noyw 1o release his first (sanctioned) entirelv cover version album?
It couldn’t have anything to do with his contract being up for renewal could it? He's surely not stockpiling songs for a
new label - after all look at the lovely bash he's being given at Madison Square Gardens.

Howwill it sell?

Pass. Dylan's sales figures are odd enough without trying to figure out how such a stripped-down, uncompromising
offering will be accepted. (If the folkies don't harbour old grudges they will love it, but human nature being such a petty
thing...) | suppose a ot depends on college radio in the States. | wonder what Sony/Columbia are anticipating?

When was it recarded?

It doesn't need to be anything to do with the Bromberg sessions. indeed it sounds nothing like the rumoured cuts from
there. Maybe it isn't even from 1992, maybe this is the album that was rumoured fo be rush-released last December ! (1f
you remember the Mr Bauldie's hotline message.} No doubt all will be revealed soon encugh. but you can't help
wondering.....

So there you go, first impressions and questions from Mr. Homer on the new offering. 1Vl probably grow to be my
favourite all time album and T'll regret all the reservations forever, but thisis how it feels just now, after about six full
“listens”. On the following pages I'll throw at vou any and all information § can tay my hands on-, put them with the
other piles of paper, collate the little darlings and post them out to vou. Now, about this rumour of a foliow-up.....

-

3 -~ . . . . . . . ~ R > o
<P.S. And still material arrives, what is this I'm reading from Red MacBeath? Step It Up & Go was ane of the Delimore Brothers
most popular sengs (as was Delia’s Gone)! Next time....
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Frankie and Johnny (Albert)

This song is well-known throughout America in a variety of guises. From Louis Armstrong to Sam Cooke, big-name
entertainers have put out their interpretations. I have amassed more versions of this (in print) than any other; in fact,
considering that I've only been "digging" for a few days, it is extraordinary how many I've come across.

Itis in_teresting that Dylan sings the older Frankie and Albert but the track is named Frankie and Johnny. The former
name is used by Taj Mahal on their Goin' Home album - which also contains Black Jack David and Dust My Broeom.

FRANKIE AND JOHNNY
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man, But he done her  wrong.
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S=s=s.
2. Frankie went down to the hoief, 4. Frankie, she soid to the warden,
Looked in the window so high, What are they going to do?
There she sow her lovin® Johany — Warden replied, sorry Frankie,
" Moke love to Alice Bly, It's the Yectric choir for you,
He was her man but he done her wrong. You shot your man tho' he did you wrong.
3. Johany sow Frankie a~comin', 5. Fronkie, she went 10 the big chair,

Down the back stairs he did scoot,
Frankie - she took out her pistot,
Boy! How that gal could shoot,

He was her man but he done her wrong.

Calm as o lady could e,
Turaing her eyes up, she whisper'd -
Lord, |'m coming up to Thee,

He wos my man, but he done me wrong.
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305, FRANKIE

Aserica’s two most popular ballads—Frankic and Barbara Allen-—share a common theme—
the revenge of woman on man (sce note on Barbara Allen, P 1701, Bonny Barbara, without
comciously willing it, broke her lover’s heart, while the Jess inhibited Frankic * dropyed
her man like a hunter drops a bird ', Frankic had her greatest vogue during the suliragette
period. She also took direct action—she cut down the predatory male with her smoking .45.
Feminine listeners revenged themselves through littde Frankic on a predominantly patriarchal
society which treated them o second-class citizens and disapproved of their eroti l:.h-.
Men s..:ng this song ta women in a spirit of guilt, anxious to prove that they were not, hL'\‘_
Albert, vain, promiscuous, and unappreciative.  Middle-class p_crl'orm-:rs har_l the thrill «of
vicarious participation in the sexuallv uninhibited and violent THe of the demi-monde.

For the Negro folk audience, however, the song touched upon even more painfud social
problems. After Reconstruction and unti! World War 11, Negro men were, by and large,
surplus labour in America. Last hired and first fired, they were forced to roam from town
to town and job to job. Meanwhile, Negro women cauld wually get some sort of work as
domestics, Temporary liaisons and casual divorce by desertion became common at a curﬁain
social level. This is what the blues tell us about. Men of charny and wlent could alwavs find
a hanl-\\'orking woman to keep them. As a natural consequence, the fadies protected their
honour with razors, pistols, and poisun.

A mountain woman named Frankie Silvers chopped up her na-account husbaad with an
axe on Toe River, North Carolina, in 1831, and became the heroine of a good ballad, though
probably not the direct ancestor of this one. One expert opines that Federal traops before
Vicksburg in 1863 sang the Frankie ballad. Another clains that it was known along the
Mississippi in 1888. Orick Johns in Time of our Lives writes that the song was popularizcd‘ b'\-
a2 coloured blues singer named Mammy Lou wheo entertained at'Babe Connor's high-brown
bawdy house in St. Louis in the 'gos. Other accaunts attribute ather dates to the ballad,
but all of these dates fall between 1850 2nd 1914, the majority in the maave decade. My |
guess is that a number of Frankie-type ballads may have been composed by Negroes and |
whites in the Mississippi Valley, during this period, about a number of similar incidents.
For the reasons already discussed, no other theme had such importance. George Milbura
says that he has a hundred such ballads in his collection which mention neither Frankie,
Albert, nor Johnay. * Albert ', by the way, seems to be the name of the hero in the majority
of older versions, * Johnny * having been introduced by the Leighton Brothers in the jazzy
variant that became a favourite American co“egc song.

.The present ballad tells the story of a murder that took place during the 1890's in
cither St. Louis or Kansas City, Missouri, then the headquarters of ragtime. Here the
r';ziatively relaxed racial attitudes, typical of Missouri, hrought about frequent contacts,
between whites and Negroes in sporting-hause areaz, and thus a number of Missouri Negro;
ragtime songs (Bill Bailey, Ta-ra-ra-boom-dc-ay, Fronkie, etc.) became known to the whole |
country,

Two women have turned up chiming to be the ariginal Frankie, In 19382 propric:ress!
of a shoe-shine parlour in Portland sued Republic Pictures for $200,000 damages when the!
isong was used in a ilm.  She testified that the ballad referred to her murder of !u‘r 1ot-cr
Allen Britt in St. Louis in 1899. My present informant, Palmer Joncs, savs that this version

- was sung to him in Omaha in 1908: by ene Frankic Baker wha swore that she had killed her
man in Nansas City some yeat_‘ﬁprc\"ioz:;sly. 2nd then hed composed this haHad.

- 305. FRANKIE

froM: Collection of G. Legman, 35 recorded in Kansss City by Palmer jones. ;
Tune set by Alan Lamax, sgo: Belden, yy0; Brown I, g89; Laws, 1313 Randoiph
M. 12¢; Scarborough, fo. i
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— clothes, He was her man, but he done_ her wrong.

t Frankie was a good woman,
Ev'rybody knows,
She'd give the tailor a hundred-dollar bill
To make her man a suit of clothes,
He was her man, but he done her wrong.

™

Frankie was 2 good woman,
Ev'rybody knows,

Every time she gave Albert a hundred-dollar bil},

He'd spend it on thoe parlour house who(ries,
#He was her man, bul he done her wrang.

3 Frankic went down to the bar-room
- And called for a glass of gin,
She asked the man cz'led the bartender,
" Has my cheatin® mzn beenin ?
He's my man, | b'lieve he's doin® me wrong.'

4 Says, * Frankic, I'll tell you no story,

Good gal, I'll tell yeu no lic,

1 53w your man pass here 3n hour azo,
With a gif] called Al 3
He's your man, 1h'izve he's doin” vou wrang.”

ce Ury,
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Frankic went back to the crib house,

This time she didn't go for fun,

Under her blue silk kimono

She brought her johnnie's* forty-four gun
To kill her man, "cause he done her wrong,

Frankic went down to the hop joint,
And knocked on the hop-joint door,
She said, * Open up, you Chinesc
Or vou li run this joint no more,
I'm lookin' for my man, cause he's done me wrong.'

Frankie went down to the coke joint

And she rung the coke-joint bell,

She savs, “If | find that mistreatin® bastard in here,
I'm going to kill him, sure as heli,

14

LR

16

Because he's my man, and he's been doing me wrong.'

She crept up an old dark alley,

She heard her pet bulldog’ bark

Lookin' up the stairway,

She spied Albert sncakmg through the dark,
He was her man, but he's done er wrong.

Now when Albert, he saw Frankie,

The poor boy started to run;

She says, * You might as well stop, you .

I'm going to shoot you (dead) with your own gun,

Because you was my maaq, but you done me wrong.'

When Albert saw Frankie meant it,
He started off as fast as he could,

But she squeezed that .41 four times
And he dropped like 2 stick of wood,

*Cause he was her man, but he done her wrong.

* Turn me over, Frankie,

Turn me over slow,

Turn me over on my left side, baby,
Your buller wound me so,

I was your man, but I done you wrong.’

Now the cops they got Frankie
And put her in a cell,
Thc very first word I heard her say—-
* I wonder will my man get well ?
I love my man, thouﬂh he done me w rong.’

The doctor was to operate on Albert

With-a great big surgeons' kaife,

Frankie offered the doctor a thousand dollars cold
To save her Albert's life,

"Cause he was her man and he done her wrong.

* Albert’

Rov-friend’s—may have replaced

18

20

11

11

as the ballad’s hero.

Frankic went to the hospital

About three o'clock next day,

She got there just five minutes late,

Albert had passed away,

He was her man and he done her wrong. |

Frankie swent to Albert’s mother
And she fell down on her knees
And she cried, * Mother, mother,
Forgive me, won't you, p!eascf
He was your son and the only one.’ ‘i

Mother savs, * Frankie, I forgive vou,

But forgst [ cannot,

You killed my one and only son,

The only support 1 got, j
He was my son and “the only one. :

The judge, he savs to Frankie,
" Here you stand belare me,
We've got vou charged with an aw ful crime,
Murder in the first degree,
You shot your man, ‘cause he done you wrong.’

Frankie savs, * Judge, I'm sorry,
This thma ha< come to pass,

[ never shot him in the first dcgrcc.
I shot him in his trifling

"Cause he donc me wrong, ‘cause he done me
V\rong

The jury went out on Frankie,

And sat under an electric fan,

Come back and said, ‘ You're a free woman,
Go kill yourself another man,

If he does you wrong, if he does you wrong.'

Rubber tire the buggies,

Rubber tire the hacks,

Frankie even rubber tire the horses’ feet

To bring poor Albert back,

Though “he was her man and he done her wrong

Frankie went out to the grave'\‘ard

And fell down on her knees,

And she prayed to the good Lord

To give poor Albert ease

Because he was her man, now he's dead and gone.

Exvor; ‘

1 looked down the street,
Far as [ could see,

Al could hear was 2 two-string bow
Pla\mo Nearer, My God, to Thee,

He was her man, and he donc her wrong.

Lord,
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IYvankie was w good gl |
As everybody kaeaws, '
She paid a huadred dollar bill
Tfor a suit of Albert's clothes,
Just beeause shie Toved him [so].

Frankic went down to the bar-room;

She called for « bottle of beer;

She whispered to the bartender:

lias Albert he been heee?

He is my man and he worr't come home,”

“I am not a-gaing to tell you no story;

I am not a-going to tell you no lie;

He Jeft here about an hour ago

With a girl called Alice Fry;

He is vour nan and he won't come home.”

I rankic werd to the house
As hard as she could run;
Aud under frer apron |

Concealed a smokeless gun;

vy . \ ”
He is my man but he won't come home.

Frankie went to the pool-room,

And kuocked on the pool-room door,

And there she saw the man she loved
Standing in the middle of the floor;

“You are my man and you will come home.”

Albert ran around the table
And fell down on his knees.
He hollowed out to Frankie: I
“Don't kill me, if you please;

I'm your man and I have done you wrong.”

Frankie stepped out in the back yard;

She heard a bull-dog bark; :
“That must be the man I love slipping out in the
If it is, I am a-going to lay him low; dark,
He is my man, but he done me wrong.”

Irankie went down to the river.

She looked from bank to bank:

“Do all you can for a gambling man,

But yet you will get no thanks;

For a gambling man won’t treat you right.”

Frankic reached down in her pocket,

And pulled that forty-four out, .

And shot little Albert through that suit of clothes
People been a-talking about;

“He's my man but he won't be long.”

“Tum me over, Frankie,

Tum me over slow,

Turn me on my right side;

My heart will overflow;

I'm your man and I have done you wrong.”

Frankie looked down on Broudway ]
As far as she could see—

Two little children just a-crying and singing
“Nearer, My God, to Thee"—

Scems so sad little Albert is dead.

They took little Fravkie to the courthuuse; 15
They sat her in a big ann chair;

She was listening for the judge o say:

“We will give her ninety-nine yeiar-—

She killed Ler man in the first degree.”

I'rankic and Albert (Frankic and folny)

The “Frankie and Johnny” balldd dramatized on Broadway
and in motion pictures and sung everywhere by college students|
and nightclub entertainers is a vaudeville version of the folk
ballad “Frankie and Albert.” The stage song, concocted about
1911 by the team of Frank and Bert Leigliton, builesques the
tough Negro atmosphere and encourages the heavers to smile at
Frankie's possessive passion. '

The folk hallad itsclf seems 1o have grown out of a sordid
shooting that oceurred in 18gg in the Negro low ile district of
St. Louis. Allen Britt, a handsome Negro of cighteen, noted,
incidentally, as a “fancy dresser,” was living with a young
mulatto woman, Frankic Baker, at 212 Targee (later Johnson)
Street, About 2:30 Sunday marning, Qctober 15, Alleu staggered
home drunk and was drawn by his mistress inlo a violent urgu-
ment about another wonman he was seeing. According o Frankic's
story, Allen attacked her with a kuile. She, in sell-defense, fired
a single shot into him. The other woman in {he aflair was 2 Miss;
Alice Pryor, a name which explains the Nellie Bly, Alice Blye,
Alice Frye in the Dballad (see-Missouri Historical Revicw,
36:75-77). -

A few folklorists refuse to accept the Britt-Baker shooting as
the basis of “Frankic and Albert” DLecause of reports that the
ballad was in existence before 1899 (see Randolply, I, 126}, In
all likelihood, the pre-18gg ballad, if there was one, dealt with
the murder of an unfaithful man at the hauds of Lis iistress oc
wife. At the time the underworld was excited over Britt’s slay-
ing, someone—perhaps the Negro pianist Bill Dooley, who is
credited with a dirge on the subject—adapted the older hallad
to fit the new circumstances. Frankic’s search through barrooms
and bawdy houses for the man who was doing her wrong may
well have been a feature of the lost ballad, for nothing of the
sort happened in the Britt-Baker allair, This would not be the
{ist Ballad to be renade to accommodale a sensational repetition
of its plot in real life (compare notes to “Mary Hamilton”
{p. 183] and “Pear! Bryan” [ 209]). Barry coujectures (Bulled
tin, 10:24) that “Iraahic and Albert” commemorates the stay-
g of Charles Silver by his wife Frankic wt Toc River, Northi
Cuarolina, in 1831, but the “Frankie Silver” ballads recorded
(Brown, 11, 6gy, and references) could nat by any process of
adaptation liave become “Irankie and Albert”

Though  deeply iniluciced by Negro taste and thytling,
“Frankie and Albert” iy not necessurily he Negro in origin. The
ballad’s concentration, gapped narrative structare {cach stanza
15 i separate seene), and bold simplicity of lwguage is in the
tradition of old-country ballads and hears comparison with the
Lest of them,

13 But the judge, he said to the jury:
“Jury, T [can] see
{Why] she shot the man she loved— !
£ think she ought to go free:
For a gaaubling wan won't treat you right.”

Frankic waltked out on the scalfold
As brave as she could he:

“When I shol the man 1 loved,

I murdered in the Grst degree;
He is my man and 1 oved him so.”

Now little Athert is buried

And Frankie is by his side-—

Had it cut on the head and foot tomb-stones,
“The gambler and his bride,”

The gambling man and his bride,
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Jim Jones

(Ij‘ve not had much joy with this one; it is a fine song but I can only track down a few previous recordings (still it is early
ays yet!) :

Itis on Martyn Wyndham-Lewis & Trevor Lucas's The Great Australian Legend and Lawrence Hoy's Beyond The Seas
as Jim Jones at Botany Bay.

Gypsy DCIVV (Black Jack Davy)
Words & music adapted by Woody Guthrie
TRO © 1961 (renewed) & 1963 Ludlow Music, Inc. New York, NY.
International Copyright Secured. Made in USA.
All Rights Reserved including Public Performance for Profit. Used by Permission.
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Dave - vy, she's gone with the (?yp - sy Dave.
9= -6-
Go saddle for me my buckskin horse Yes I've forsaken my husband dear
And a hundred-dollar saddle. To go with the Gypsy Davey,
Point out to me their wagon tracks .+ And ["ve forsaken my mansion high
And after them 1’1l travel, But not my blue-eyed baby,
After them I*ll ride. Not my blue-eyed babe.
-
Well T had not rode to the midnight She smiled to leave her husband dear
moon And go with the Gypsy Davey;
When I saw the campfire gleaming. But the tears come a-trickling down
I heard the notas of the big guitar her cheeks
And the voice of the Gypsies singing To think of the blue-eyed baby,
That song of the Gypsy Dave. Pretty little blue-eyed babe.
-4~ ~8- i
There in the light of the campling fire* Take off, take off your buckskin gloves .
I saw her fair face beaming. Made of Spanish leather;
Her heart in tune to the big guitar Give to me your lily-white hand =
And the voice of the Gypsies singing And we'll ride home together, i
That song of the Gypsy Dave, We’ll ride home again. i
i
o -9~ -9~
Have you forsaken your house and home, No, 1 won't take off my buckskin gloves,
Have you forsaken your baby? They're made of Spanish leather, |
Have you forsaken your husband dear I'll go my way from day to day :
To go with the Gynsy Darey, And sing with the Gypsy Davey,
And sing with the Gypsy Davey That song of the Gypsy Davey,
That song of the Gypsy Dave? ** That song of the Gypsy Davey,
That song of the Gypsy Dave, ***
*  Woody Guthrie sings ‘campling’.
*+*  Repeat the last three measures to get it all in.
*¢x Repeat the last seven measures to get it all in.
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No. 5. The H'raggle Taggle Gipsies, O1

Compare thissong with “The Gipsy Countess”

(Songs of the West, No. 50, 2d ed.) and “The
Gipsy " (A Garland of Country Song, No, 32). A
Scottish version of the wordsis in Ramsay's Tea-
Table Miscellany (volume iv); see also “Gypsie

Laddie,” in Herd's Ancient and Modern Scottish |

Songs(volumeii,p.9g,ed. 1791). In Finlay’s Scor-
tish Ballads (1808}, the ballad appears as ““ John-
nie Faa,” and in Chambers's Pi&fure of Scotland, .

a valiant effort is made, after the manner of Scot-

tish commentators, to provide the story with a
historical foundation.

The Wraggle-Taggle Gypsies

Both “The Wragyle-Tagyle Gypsies™ and “Gypsy Davy™ are versions of Child Ballad 4200.
For another version of this song ("Cypsy Rover”)

Arm
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C Dm Am Em Am Dm Am
¥ ) P 1 e ——
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oth er sang low, and the oth~er sang bon-ny, bon-ny  Bis-cay, okl

_2_. .

Then she pulied off her silk-
finished gown,

And put on hose of leather-ol

The ragged, ragged rags about our
door,

And she's gone with the wraggle,
tagple Gypsies O!

-9

It was late last night when my
Lord came home,

Inquiring for his a-lady, Ol

The servants said on ev'ry hand:

She's gone with the wragpgle-tanrle
Gypsies Ol

~4-
O saddle to me my milk-white steed,
And go fetch me my pony, O!
,That 1 may ride and seek my bride,
'Who is gone with the wraggle-taggle
" Gypsies O!

_S_
O he rode high, and he rode low,
He rode through wood and copses (oo,
Until he came Lo a wide open field,
And there he espied his a-lady, O!

-
What makes you leave your house
and land?
What makes you leave vour money O!
What makes you leave your new-
wedded Lord?
I'm off with the wraggle-taggle
Cypsics O

What care 1 for my house and land?

What care [ for my money, Ol

What care I for my new-wedded Lord?

I'm off with the wraggle-tagple
Gypsizs Ol

] i
|

_8_,,
Last night you slept on a goose-feather
bed,
With the sheet turned down so bravely-0O!
Tonight you'll sleep in a cold, open field,
Along with the wraggle-taggle Gypsies Ol

G

What care 1 for a goose-[eather bed,

With the sheet turned down s0 bravely-O!f

For tonight 1 shall sleep in a cold, open
field,

Along with the wraggle-taggle Gypsies O!
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Canadee-i-o

Another tough one to track down. particufarty because there are so many false trails on songs with similar names.
However, I've been informed that the version on Nick fones's Penguin Eggs LP is the same one. (Like the two LPs
mentioned in connection with Jim Jones, this 15 a collection of mainly sea songs.

Little Maggie

Gun-toting “Little Maggie, " first cousin to "Darlin® Corey' and
many another wild mountain woman, is a favorite among traditional
sinpers an the Southern mountaing,  Bluegrass singers are particuiarly
fond of the hard-hiving damsel and the song is considered by some to be
the Bluegrass national anthem . Obray Ramsey, a traditional singer
from Marshall, North Carolina, can be heard singing it in Banjo songs
of the 3 srn Mountains (Riverside RLP12-610).  Other recorded
perforn G5 ine Tude T Paley on Southern Appalachian Songs (Elek-
tra EKL122). Larry Richardson on American Banjo (Folkways FA 2314),
The Folk gingers (Elektra EXL 157}, The Kingston Trio (Capitol T 996),
ind TErbara Dane in Folk Festival al Rewport - Vol. II {Vanguard
VRS 9063).  Paul Clayton's Tlosely-related seng, under the title "The
lHusthing Gamblers, " can be heard on Cumberland Mountain Folksongs
(Folkways FaA2007).

dram pglass in  her hand  and she's drink- in’ down her
. C]x .. Db .
: e i
3 - LI ....,1....,....,.,..._.-;4__._.,,..\‘.,,,.....__..,....l. o o !
troub-  §0s and she's  fool- in' some  0- ther i,
Teil me how can boever stitnd 1L, I'retty flowers were made for hioan: -
Just ta see those two biue oyes, Ing,
Thes ve shiming Dke sodnuond, Pretty stars were meant o shine
Lok s nimromd o the iy, Pretty girls were made [or boys o
’ love,
Sometimes D heve e nekel) And Little Maggie was made {for oo,
somuetimes [ have o dime,
And 1t s sometimes T have ten doliors, Well the first time 1 seen Litthe
Just to buy Latie Magge some wine. Mapgpie,
She wils sitting Dy the banks of the sea,
Now she's marchimg down to the Hid a forty-five strapped arouand her
- stalion, shoulder |
Gol a suitease noher hand, And o banjo on her Knee.

she's pomg tor (o leave e
She 1 tound o same distant Jaod,

Sittin' On Top Of The World

Another song that has been covered by a wide variety of artists, from Doc Watson to Liverpool FC!

Hard Times

Not only are there 1o1s of versions of this song. there are Jots of different songs with the same title, plus lots of derivative
songs with different titles! From the first hearing 1o the last this has been the stand-out track for me, and two versions
that must be the same song are to be found by:

A.) George Mitchell {Presumably Black & White Minstrel Show collections)
B.) Sons Of The Pioneers on radio Transcriptions Volume Two.

On both of the above the song is entitled: Hard Times {(Come again mo more).
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Step It Up & Go

You can find tl'li.s on John Hammond's Frogs For Snakes and the Everly Brothers's Tustant Party. There is something.
naggingly familiar about this that I've been unable to pin down yet,

Arthur McBride

ARTHUR MACRRIDE AND THE RECRUITING SERGEANT

Me and my cousin, one Avthur HacBride

As we vent a walking down hy the scaside
Now mark what follewed, and what did betide
For it VLeing on Christmas morning.

Ah, for recreation we went on a tramp

and we met Serpgeant Knapper and Corporal Vamp
ad a little wee drummer intending to camp
lFor the day belng pleasant and charming,

“Good morning, good morning", the sergeant did cry
“and the same teo you, gentlemen®™, we did reply
Intending no harm, but juat to pass by

for it being on Christmas mocning.

But says he “My fine fellows, if you would enlist
It's ten guineas in gold I will slip in your fist
And o crown in the bargain to kick up the dust
And to drink the King's health in the morning.”

“for a soldier he leads a very fine life

And he'll slways be blessed with a charming young wife
And he pays all his debts without sorrow or strife

And he always {s pleasant and charming.”

"and 8 soldier he always is decent and clean
In the finest of clothing he's constantly seen
Whilst other poor fellows go dirty and mean
and sup on thia gruel in the worning.”

But says Acrthur ") would not be proud of your clothes
ror you only have lend on them as I suppose

And dare not change them one night, for as you know
If vou did you'd be flogged in the morning."

“snd although it is true we are single and free
KWe take great delight in our own company

And we have no desire strange faces to see
Although that your offers are charming.”

“snd we have no desire to take your advance

All hazards and dangers we'll barter on chance

For vou would have no scruples for to send us to France
Where ve would get shot without warning.”

“0% now,"” sald the sergeant "I‘1l bhave none of that
ko 1 will not take it from spalpeen or brat

Fer if you insuit me with one other word

I'11 cut off your heads in the morning.”

‘hen Avthor and I we soon drew our hods

And we scarce gave them time for to draw their own blades
When a trusty shillellagh came over their heads

And bade them "Take that" as fair wacning.

fod their own rusty capiers that hung by theit sides
We Ylung them as far as we could in the tide

“Kov take them put, divils™ criled Arthur Macbride
"And temper thelr edge in the morning.”

the little wee drummer we flattened his bough
ve made a football with his row-di-dow-dow

¢v it in the tide for to rock .and te rell

hade it a tedious returning.

‘ we having no money paid them off in cracks

ve paid no respect to their two bloody backs

e lathered them there like a pair of wet sacks
teft them for dead in the mocaing.

o Lo conclude and to finish disputeg

pligingly asked if they wanted recruits

vere Lhe lads that weuld give them harvd clouts
them Jook sharp in the morniag.

From the singing of Paul Brady.

mooand my cousin, one Arthur MacBeide
» vent walking <down by the seaside

rk vhat followed and what did betide
t being on Christmas morning,

Recorded on

99600006040 0080000088820008008000000

Arthur
McBride is
recruited
by Dylan

4 NEIL JOHNSTON )

EMEMBER Paul Brady's superb version of

the Donegal anti-recruiting traditional song

“Arthur McBride”7 Course you do. He
recorded it back in the 70s on that marvellous
-album he and Andy lrvine made,

Guitarists all over the land sat themselves
down to learn the open tuning guitar accompani-
ment he used, although none could match his
singing of it.

he song was requested so much at concerts
that Paul gventually banished it from his stage
repertoire and, to quote a line in one of the
verses, “bade it a tedious returning”.

All of which is part of folk history.

But now there has been an interesting, though
not altogether surprising, development, in
relation to the belligerent Arthur and his famous
causin. .

_For the song has been recorded by no less a
singer/ strummer than Bob Dylan, wxo has long
been fulsome in his praises of Brady's work.

He is already doing “The Lakes Of
Pontchartrain' live at conceits — Brady taught
him the chords of that one down at Slane one

ear — and now he has included “Asrthur

cBride” on a new ali accoustic alburm, his first
for nearly 30 years.

I've had a chance for a pre-refease listen to his
version and he obvicusly has a copy of the
Brady-lrvine afbum in the house. And it sounds
good too, in the tried and trusted Dylanesque
nasal whine. ’

Brady, who | understand is to be credited on
the album {it's due out shortly} has not yet heard
the Dylan treatment of the song, but he telis me
he is looking forward to hearing what his
illustrious pal makes of it..

the album "Andy Irvine & Paul Brady”.

Transcribed by John Robérts, 9.10.92.
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Tomorrow Night

This is after Arthur McBride on the official press release, but before it on the tape that I have. Whatever, it is best
known from Elvis's version, I would guess, (it appears on at least four Elvis LPs), though a host of other people have
recorded it; including Willie Nelson and Big Joe Tumer. On both Willie Nelson's Country Willie and his There'll Be
Neo More Teardrops Tonight itis preceded by Take Me As 1 Am (Or Let Me Go).

You're Gonna Quit Me

Yes, well you all know I'm going to quote the Rev. Gary Davis here and his album, Ler Us Ger Together. Other than that
I can add little, though you might wish to know that he has the word "baby" at the end of the title. Ok, too trivial, I
agree, More importantly, I believe that Michael Gray may have traced the song further back, to Blind Blake. 1 await the
outcome of his research with interest and may well stop my own after these few frantic days before publishing Homer.
1t is certainly interesting, but you wonder when it wil} all end and where it will lead you. In the search for versions of
Froggic Went A-Courtin' 1 was still coming across nursery rhiyme references in under the red sky, for goodness sake!

Diamond Joe

And pretty much a diamond of a song, but I know nothing more than it was on Jerry Garcia's Almaost Acoustic - along
with Deep Elem Blues, I've Been All Around This World and Oh. the Wind And The Rain.

Froggie Went A Courtin’

You have to hand it to Dylan, he sure knows how to end an album, the closing of this collection could not have had a
more fitting last line. (The same could be said for so many aibums, not least the two preceding this one.; Remember ail
those years ago when he mentioned he'd like to do a children's album? You knew he was toying with the interviewer but
sensed it was a good idea - the Woody Guthrie connection, I suppose - and this is even better than This Old Man. |
really love the way he sings it. no patronising, no condescension - straight and pure. 1t is ironic, really. that it has a
politico-historical background. though not surprising. (It is often the case with the nursery rhymes alluded to in under
the red sky, 100.)

Actually I think the opening historical account is stretching things a bit, date-wise. If the earliest version, from Scotland,
is the same song, surely it must have been adapted to be a satire on Queen Elizabeth's frolickings and fornications;
unless the Royals were desperately seeking headlines even younger in those days.

L4

A FROG WENT A-COURTING
1700

THIN SONG L ANDED IN AMERICA ALMOST TH SAMIUTIME A% THE PHGIUMS, ALTHOUGH IT WAS FIRST
printed in Englard i 1610 nndder the title A Moste Strange Weddinge of the Flroge and
Ui Monse,™ it was lsted long hefore Gactwally 1549) in Wedderbur's The Complaynt of
Seatlandde vnder e title “The Frog Gam {eame] ta the Myl Dur fmill doord” and it was
sung chiefly by the shepherds, .
Despite the faet that our New England ancestors treated this as a sort of folk song,
it has its vools in political sative as did the Mother Goose vhymes. Tt seems that Queen
Elizahoth (1303-1603) gave her vardous suitors the amusing nicknames of animals: She
called Sir Walter Balesseh her “lish,” Teicester her “robin,” the French Ambassador Simier
her “ape,” and Uie Due PAlengon was hee “frog.” This sung refers (o her romance with the
Duke, whieh way so anpopular with her subjects.
Colmial New Fughinders Tad no particular interest in the hislorical significance of Uiis
sz aned sang iU only hecise they and their chitdren liked it Avound the time of the
Salem witeheraft tials, migrating New Englanders (1700) brought this song {and others)
with them to their new homes in the Sonthem Appalachians, aed for a long time afterwards
the Bloe Ridge monntaineers kopt this song’s pepularity alive, During our period of national
expansion (nincteenth centiny ) this sung spread over the entive country, and 1oday there

e

are hundreds of vorsions and verses,
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A FROG WENT A-COURTING
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[ie rode till he reached Miss Mouse's door,
where he had often been before, aha, bo ho

He sat littie mousice on his knee,
And said "Miss Mousie, marry me," aha,ho ho

. He sat little mousic on his knee,aha, bio hie

. She said "I will ask my Uncle Rat," aha,ho ho

She said "7 will ask my Uncle Rat,
And see what he will say to that,' aha, ho ho

Henece old Uncle Rat did ride to town, aha, ho ho
lence old Uncle Rat did ride to town,
To buy his niece a wedding gown,aha, ho ho

. Now where will the wedding supper be, aha, ho ho

Now where will the wedding supper be,
Down yonder in the hollow tree, aha, ho ho

. lle rede till he reached Miss Mouse's door,aha,ho ho

7

8

ki

10

11.

. The first to arrive was big Brown Bug,aha,ho ho
The first to arrive was big Brown Bug,
lfe drowned in the molassas jug,aha, ho ho

. The next to arrive was Parson Tly,aha, ho ho
The next to arrive was Parson Fly,
e ate so much he nearly died,aha, ho ho

. The next to arrive was big Tom Cat,aha, ho ho
The next to arrive was big Tom Cat,
[le chased Miss Mouse and Uncle Rat,aha,ho ho

. The last to arrive was Dick the Drake! ,aha,bo ho
The last to arrive was Dick the Drake,
Who chased the {rog into the lake,aba, ho ho

Now go put the songbook on the shelf,aha, he ha

Now go put the songbook on the shelf,
If you want more go sing yourselfl, ahi, ho ho

1. "Didek the Drake™ probably refers oo Sor Frascs Deake.,
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294 THE FROG AND THE MOUSE
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This bittle frog he caught a snail
Ard rode between its horns and tail

He rode up to Miss Mouse's mill
And raised s voice both Joud and shrill

)

O Mistress Mouse, are vou within?
Q ves, kind sir, I sit and spin

N

He took Miss Mouse upon his knee
And said: Aliss Mouse, will you marry me?

v

o

(¥ dear Mister Frog, T can’t do that
Without the consent from my Uncle Rat

7 Uncle Rat he soon came home
With a hop and a skip on every stone

w

Unele Rag, may I marry vour niece?

rz Themvitatons thev v

Toali the s
1t First to come was the litdde white moth
She spread out the tabic-clath

12 Next to come was the bumble-bee

She danced a jig with the two-legged flea
I3 Next (o come was @ greal tom-cat

With his kittens small and fat

t4 Last 10 come was a great big snake
He ate up all the wedding cake

15 Whilst they all at dinrer sat
The cat gobbled up poor Uncie Rat

16 The kitters they collar:d the poor little mouse
Mister Frog he left the house

17 This little frog went down the hill
And swam across the brook to the mill

18 Across the brook came a hittle white duc}\
And swallowed Bins v =it a quack-guacs

294 THE FROG AND THE MOUSE

JAdalphus Le Ruez, Banre Nuit, Jersey, Channed Filunds

Coree P'UORennedy, 1ot BBOC 23vac

f)siver recardad versions

Ehzabeth Cronn, Ballvsourney, Cork, Ireland, Al
Lamax. 1g31: Unele Rt [Went Qui 1o Ride: U!i(. n«)‘:q

Arnie F’Jlr'sun. St Andrews, Mainland, (rkney, rer.
P. Kennedy, 1033 BRC 22660 (has "Ah-hum' chorus
eiften found tn USA versuing)

Albert Beate, Kemardineton, kent, ree. ' Rennedy and
AL Rarpeles, 19540 o Frag he wonld "a-Wooing Go
{Anthony Rotley), BBC 21150

The above four versions are an Folk Songs of Britain,
vol, N, Caenyon T'Crazas Toric 12Ti98
S. Ennis, Dublin, 1949: BBC 13774 Uncle Ras
Cecilia Costeilo, Birmincham: two versvs only, BBC
15034 {t9st) and BBC 19929 (1954)

Thamas Maran, Mohill, Co. Leitrim, Ircland, rec.
S. Ennis, 1953 BIC 21900
Ben Baxter, Southrepps, Norfolk, rec. S. Ennis, 1955:
fragment A Frog he wowld a-woorng Go (Anthony
Rowlev), BBC 22158

Jack Weafer, Wexford, Ireland, ree. S. Ennis, London,
1955: BBC 22373
Printed versions
Snaxre: 1823, p. 86: There Lived a Puddy in a Tell
Crampers: 1826 quotes Sharpe version and WWalter
Scott MS, 1830
HactrweLn: s8y2: Kiny Alore
CuarvrLl: 1838-q, vol. {1, p. 88: The Marriage of the
Frog and the Mouse; quotes a batlad in Melipnata,
London, 1611
Mason: 1874, pp. B~g: vwo variants, The Frog's Wooing

Hamin: GOt Lic AND SHEPPRRD T 18G5, Noo 130 ressing:
as Napre Alone

siary NH: 1504-6: fouf varignts (Somerset)

[BapinG Goutn AN0 SHARP: 190h: A Frog e mould
a-nuging Go

{LEATHER: 1912, p. 20y

TWEFSS a1z, velor, Py, pooton: Y Aroca Back

WiLLIAS . 1923, P 1337 Fropoy siwddd a-weotng {io

ittahired

FNA 1508, Na. g, p. 2160 Cuddy Alene (Midlothizns,

trnm the Scott Collection}: Anre Gilchrist, 1902

JEFDIRS: 1946, po 35: contans further notes by Anne
Cnilchrist

JEFD=sS: 1933, p. tes: AMrs Coswlle's  versiorn
t Birmingham)

Giuxpay: 1666, p. 47: twa-part version, 1939 (Cornwall}

Wastan anp Brocxway: 1916, p. 25 (Rentucky, USA}

S5TURGIS AND HUGHES: 1919, p. 18 {Vermont)

Cox: 1928, p. 470 (W. Virginia)

SaNpHURG: 1927, p. 143 (Kentucky and Virginia)

WHiTE: 1928, p. 218

MacKexzie: 1928, p. 155 (Nova Scotia, Canada}
CREIGHTON: 1932, P. 194 (Nova Scoua, Canada)

SHARP AND KARPELES: 1932, No. 220, p. 1t2: Afteen
variants (3. Appalachians)

GREENLEAF: 1933, P. 90 {Newfoundiand, Canada)
Hunsox: 1916, p. 282 (Mississippi)

SCARBOROUGH: 1937, P 4D

GARDNER AND CHICKERING: 1939, p. 455 (S, Michigan)
LINSCOTT: 1939, P. 199 {New England)

BELDEN: 1940, D, 494 (Missoun)

BrewsTER: 1940, p. 226 {Indiana)

This remarkable wedding was the theme of a song The Frop Cam to the Myl-dur, which was sung by shepherds in
Wedderbum's Complaynt of Scotland (1549). ‘A most strange weddinge of the frogge and the mouse’ was licensed in

1580 and later reprinted with a tune in AMelimata, In D'U
political parody called A High Amour at St James,

Anne Gilchrist JEFDS5: 1940) draws attention to a com
strang accent on the first note: it seems to suggest 'an accomp
sunp-—{fur it has the lilt of the dance’.

A modern form of the song is perhaps better known than

rfey’s Pillt 10 Purge Melancholy {(1707) there is an carly

mon characteristic in that 21l the variant refrains have a
anving energetic gesture, or kick, when danced as well as

othet traditional vaniants. [t is Hooks' A Frog ke would

a-twooing Go, Hegh Ho, says Rowley, which has been recorded from tradinional singers in Kent and Norfolk, and has

appeared in coliections by Baring Gould, Cecil Sharp and Al

fred Williams.
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WALKING ANTIQUES?

KALEIDOSCOPE: Sixties and Seventies Rock Specialists
RECORDS, TAPES AND C.D.S - BOUGHT, SOLD & EXCHANGED

303 Munster Road, Fulham, London. §71-386-7366 Open 12:00-18:00 Mon- Sat.
++PLUSH+BOOGALOO downstairs for Soul/Rockabilly & Punk Specialists+++PLUS+++

TRADE/SALE: Dylan items (cuttings, posters, 7" etc) exchange for similar on Zappa/Captain
Beefheart. George Krampota, PO BOX 92,1092 Wien, AUSTRIA.

TRADE/SALE: Your list for mine; Stuart Taylor, 17 Norbury Drive, Marple, Stockport,
Cheshire, SK6 61.1.

TRADE: The players we sold to Aston Villa for Wright, Tanner & Co. Or everything we own
for Kenny back: Liverpool FC; usual address but different station in life.

SALE: 1992 PHOTOS NOW AVAILABLE IN STUNNING QUALITY - from John(A man
without fear)Hume. 1992 concert shots now added to the 100+ collection of Mr. Hume whose
phetographs have been featured in leading Dylan publications such as Homer, the siuf and Q
amongst others. Write, for list, to John Hume, 14, Liscoole Park, Newton Abbey, Co. Antrim,
Northern Ireland, BT36 6EL.

SALE: Dylan related paintings and drawings. Info and list available, for £1:25 and s.a. (Ad)
e, from RAY KEATS: 15, High Street, Llanllechid, Bangor, Gwynedd, N. Wales, UK.

Have you bought BALLOON's debut album yet? If not, why not? It is great and has a Dylan
connection and a Homer connection -> guess what they are!

NEIL YOUNG IS THE SECOND-MOST CUDDLE-ABLE MAN IN ROCK, HOMER
WOULD BE SLUTTISH WITH HIM ANYTIME! Therefore, Homer is helping out on a Neil
Young project, if you are interested in contributing write to Homer and mention "Forever
Young" on the envelope!

ROLLING TOMES:

AN EXTRAORDINARY NEW CATALOGUE JUST ABOUT TO BE ISSUED!

A HOTLINE SERVICE FOR CATALOGUE BUYERS! NEW BOOKS INCLUDE THE GREAT PAUL WILLIAMS
VOLUME TW0; THE BOB DYLAN CONCORDANCE, THE BOB DYLAN ENCYCLOPEDIA; NEW PROMO ITEMS FOR
ACOQUSTIC/GOOD AS I'VE BEEN TO YOU.

INTERNATIONAL 2.

ROLLING |
TOMES
PO Box 1943
~0B0X 122599 Grand Jct., CO
N FRINCISCO ~Ch 94112 81502 USA

—={Jx = Phone 303-245-4315




Focus On: IDIOT WIND Page 1

In a year that is rapidly becoming chock-full of landmarks and highlights, it is worth remembering the excitement we all felt when
hearing that Dylan was performing fdiot Wind. Tt was a testimony to the power and importance of this song. It is no surprise,
therefore, that most commentators have had much 1o write about it; one exception being Patrick Humphries in Oh Nol! Not
Another Bob Dylan Book, who docsn't even give it a mention - perhaps we shotld be thankful. John Bauldie tries to retrieve the
situation by quoting Dylan in his chronology at the back of that book:

1 thought I might kave gone a litile 100 far with Idiot Wind. | might have changed some of it. I didn’t really think I was giving away
too much; | thought that it seemed 50 personal that people would think it was about so-and-so who was close 1o me. It wasn't. It
didn't pertain to me. It was just a concept of putting in images,

Dylan has talked about the song in interview with Jonathon Cott for the Rolling Stone: the following exchange appeared in the
January 26, 1978 edition:

BD ... I don't think seriously about the past , the present or the future, I've spent enough time thinking
about these things and have gotten nowhere. i

IC But didn't you when you wrote Blood On The Tracks? Why is it so intense?

BD Because there's physical blood in the soul, and flesh and blood are portraying it to you. Will power.
Will power is what makes it an intense album...but certainty nothing to do with the past or the future.
Will power is telling you that we are agreeing on what is what.

iC What about Idiot Wind?

BD Wiil power.,

IC Why have you been able to keep so in touch with your anger throughoul the ycars, as revealed in songs like
Can You Please Crawl Qut Your Window? and Positively 4th Street ?

BD Will power, With strength of will you can do anything. With witl power you can decide your destiny.
IC Can you really know where your destiny is leading you?
BD Yeah, when you're on top of your game.......o. Anger and sentimentality go right next 1o cach other,

and they're both superficial. Chagall made a lol of sentimental paintings. And Voltaire wrote a lov of
angry books.

JC What is Idiot Wind?

BD {t's 2 little bit of both because it uses all the textures of strict philosophy, but basically it's a shattered
philosophy that doesn't have a litle, and it's driven across with wilt power. Will power is what you're
responding 0.

And now, to the critics - the lyrics are at the end, courtesy of the B. Bowden book: Performed Literature.

Author: Den Williams First Published: Fleming H Revell Co. 1985

[T'itle: The Man, The Music, The Message Currently unavailable

Perhaps the conclusion to Dylan's relationship with Sara and the failure of romantic Jove is given in Idiot Wind on Blood On The
Tracks.

This whipping, crazy wind symbolizes the forces of chaos beyond Dylan's control. It blows through everything, bringing pain and
ruin. The woman to whom he wiites is an idiot, blown by the idiot wind. Bul in the last chorus Dylan, oo, is blown by the same
wind.

Idiot wind

Blowing through the butions of our coals
Blowing through the letiers that we wrote
[diot wind

Blowing through the dust upon our shelves

We're idiots, Babe
it's a wonder we can even feed ourselves
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What was it that really destroyed their union? Dylan writes of outside forces:

It was gravity which pulled us down
And destiny which broke us apart

bul the uitimate cause lies in himscl(:

You tamed the lion in my cage
Bul it just wasn't enough to change my heart

Dylan's moral and religious renewal came together in the crisis of his near-fatal accident and in his marriage to Sara Lowndes. He
gave Sara an ultimate devotion and gratitude which in its lyrical expression verges on worship. Alter the collapse of this center for
his life there was nothing. He anticipated this in Shelter From the Storm when he wrole ... nothing really matters much/ll's doom
alone that counts.

Author: Roberl Shelton First Published: Beech Tree Books, (William Morrow) 1986.

['itle: No Direction Home Currently available

[diot Wind: Generally acknowledged as the album'’s "big song.” It has some of the sting of 'Rolling Stone,’ much of the anguish
of Ginsberg's Howl . It could be a ranting truth attack, an cxpression of the narrator's personal disorder, ruefuiness, and suspicion
in an equally disturbed society in which people’s spoken words are in apposition to their real emotions. There is also catharsis, a
venting of personal anguish as well as a portrayal of a milicu where gossiping and backstabbing have replaced caring and
believing. The ultimate horror is that the wheels have stopped; the air is fetid, paralyzing the body, mind and spirit. A man, or a
couple, undergo harassment and coilapse while Nixon and his family are under sicge, in the denoucment of the Watergate scandal.

Dylan insists we listen to a "primal scream,” so that we will not be as naive as he. This song changed tremendously from its New
York version, which had a different melody and even more direct personal links, but an almost benign setting and gentler delivery.
This version's relentless shout has the impact of Albee's Who's Afraid of Virginia Wolf? - 100 true to bear, too close 1o the bone to
accepl. Yet these truths have 1o be faced before one can go on. Dylan leaves this version as he does some of his pessimistic songs:
The wheel's start to roll again, the winds of plague witl blow away, the helpless will learn 1o feed themselves.

Author: Geoff Dyer : First Published: The Listener, 28th May 1987

[litle: Figured I'd Lost You Anyway Reprinted: The Dylan Companion, Macmillan, 1990 (and slightly expanded)

....Second, in every piece the greaiest lines and the most banal co-exist in such astonishing proximity that, as we listen, the atter

actually take on some of the qualitics of the former - but not vice versa. In memory the songs radiate from their best moments, but
in the cold light of the printed page the pieces look so patchy that there seems something felicitous about the best lines  can't help
it if I'm lucky as if they are better than they have any right to be, as if the critical instinet lags way behind the creative. No sooner
have we formulated this idea, however, than we have 10 revise it, [or Dylan's continual lampering with old songs usually improves
them. The great national rhyme,

[diot wind, blowing like a circle around my skull,
From the Grand Coulee Dam to the Capitol

made its first rather feeble appearance as:

ldiot wind, blowing every iime you move your jaw,
From the Grand Coulee Dam to the Mardi Grus.

Difficult, though, to argue consistently about a talent so consistently inconsistent: other adjusiments to the same song substantiale
exactly the opposite view of such revisions. One of his best ever rhymes -

Figured ['d lost you anyway, why go on, whal's the use?
In order to get in a word with you

I'd've had 1o come up with some excuse

- only appears in the rejected version of Idiot Wind.
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Author: Paul Williams First Published: and books & Entwhistle Books, 1980

Title: What Happened? Currently out of print

Idiot Wind, along with the pain-filled love songs and timeless histories on the album, is an afflirmation - T wasn't sleeping those
seven years, | was involved in the most intense end intimate and difficult scene any person can be a part of, a world that can’l be
spoken of or communicated while you're there ("marriage is the hottest furnace of the spirit today” Leonard Cohen, 1975) and a1
best can only be hinted at through the recriminations and regrets that erupt when it's over and broken and there's nothing to keep
private any more. Idiot Wind (ouches on other relationships as well-business partners, audicnce/artist but its greatest triumph is
its revelation of the fierce struggle implicit in the heart of even the happiest marriage. That the two should be one was never meant
10 be easy, and oh what can't be said does eventually build into an incredible head of pressure, which when and if it blows is far
beyond any question of what you or I did wrong: we're idiots, that's all, insensitive louls, at best we can admil it and be friends, at
worst we can resent it in cach other forever.

Why did the marriage break up? Well, whoever we're talking about it wasn't because he did this or she did that. There's a deeper

level.

Author: John Herdman First Published: by Paut Harris Publishing, 1982

[Title: Yoice Without Restraint Out of print

1 thought Idiot Wind a masierpiece when [ {irst heard i1, and stili find it a greal song, but [ am more aware now of qualifications
that need to be made. It is a kind of Desolation Row of the spirit: whereas the earlier song deals with the interaction of society and
self, the stress in Idiot Wind is more on the personal. [ts wne is a new one: sour, abrasive and disillusioned, yet almost ecstatically
s0, almost celebratory, as in the lines: ['ve been double-crossed now | For the very last time and now I'm finally FREE, where
Dylan nearly howls the last word. The title phrase is mouthed in a way that seems to give physical form 10 the idea: You're an
idiot, babe, | [t's a wonder that you stili know how te breathe. The sirength of the initial impact comes from the sheer enormity of
Dylan's passion: the quatity of wholesale vindictiveness has no parallel except in Positively 4th Street:

You hurt the ones that [ love best
And cover up the truth with lies
One day you'll be in the ditch
Flies buzzin' around your eyes
Blood on your saddie . .

The auitude is however much more complex than in the carlier hate song; {or one tung Dylan acknowledges a certain sense of
shame which scems o be aroused as much by his own feelings as by his situation vis 4 vis the woman he ss lambastng, a sense
registered for instance by the image of his crawling past her door. Nor is he presenting a simplistic, biack and white picture of the

relationship:

You'll never know the hurt I suffered
Nor the pain I rise above

And I'll never know the same abow you
Your holiness or your kind of love

And il makes me feel

So sorry. . .

This passage, though, localises the main weakness of the song. Dylan is uncasily aware here of something in himsel{ which he
“placed"”, with perfect artistic aplomb, in Visions of Johanna. For in the embarrassing first two lines just quoted he "brags of his
misery”, exactly like the litle boy lost in that song. The parade of emotion is too close to seil-parody for comfort, and the
statement is uncharacleristically generalised. Moreover the self-dramatisation is not sufficiently confident to be carried off: he is
too conscious of the need to be fair (something that never crossed his mind in Positively 4th Street), and achieves in the lincs that
follow an objective balance that is very uncasy and strikes us as a bit mechanistic, as if it were done out of duty rather than real
fecling. Indeed the last two lines, coming in a song which has reached such heights (or depths) of vindictive intensity, are in danger
of sounding insincere. I don't think they quite do so; bul we remain uncomfortably aware of the danger that he has avoided by the
skin of his (ecth. This hump over, Dylan is able, in the final ines of the song, to take upon himself an equal share of the blame i a
way that does not suggest hypocrisy:

Idiot wind blowing through the dust
Upon our shelves we're idiots, babe
It's a wonder we can even feed ourselves.

The change from the familiar condemnatory refrain of the previous verses is effective and moving; but it has been 4 close-run
thing. The result is less perfectly achieved than with the similar device at the end of One Too Many Mornings; bul then Idiot
Wind is a very much more complicated and ambitious song.
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As in Visions of Johanna, the 1" character is projected through various personas. In the first verse he is depicted, in a way that
no doubt has autobiographical connotations, as a viclim of press rumour, accused of shooting @ man named Gray and taking his
wife 1o Ttaly - this is the occasion for a characieristic shaft of bleak wit:

She inherited a million bucks
And when she died it came 10 me
lcan't help it if U'm lucky . . .

The self-dramatisation extends in verse two 1o the association of his sufferings with those of Christ on the cross; while in the third
a fresh persona is momentarily adopied in what I have been told (though I can’t confirm it) is a reference 10 the film Bonnie and
Clyde:

Fwaited for you on the running boards
Near the cypress tree while the springtime turned
Slowly into autumn.

The shifting, fragmented imagery is however held together by the consistency of the fecling and the uncompromising extremily of
ils expression, so that the song operates in a way which makes its flaws less important in practice than they look on paper.

..The extent of the self-identification {with Christ} - we might alnost say s effrontery - may not in itself advance Dylan's
religious search very far, but it does help 10 explain its obsessive nature, In Idiot Wind Christ is seen (in lines which mix Christian
imagery with something from a quite different source) as one who suffered but won through in the end:

There's a lone soldier on the cross

Smoke pourin’ owt of a boxcar door

You didn’t know i1, you didn't think it could be done,
In the final end he won the war

After losin’ every battle. ..

The compensatory function of the habit is very apparent there; but it would be wrong to imply that the religious concern in these
songs is merely a matter of personal psychology. Behind the autobiographical references and the personal recriminations lics an
implicit critique of society which carries with it, yet again, apocalyplic connotations. The “idiot wind” blows not only from the
mouth of the woman addressed but like a circle round my skulll from the Grand Coulee Dam to the Capitol. The lines quoled
above are preceded by these, which bring with them another reminiscence of Desolation Row:

{ ran into a fortune teller

Who said beware of lightning that might strike
I haven't known peace and quiel

For so long | can't remember what it's like...

As in Macbeth, values have been reversed: What's good is bad, what's bad is good, while blasphemy is cnacied by the
representative of Christ's church on earth: The priest wore black on the seventh day, mourning the completion of god's creation

rather than celebrating it.

[Author: Stephen Scobie First Published: by Red Deer College Press, 1991

[Title: Alias Bob Dylan Currently available

After the fictional flourish of its opening, Idiot Wind becomes an increasingly bitier and recriminatory portrayal of separation.
The 'you' of the song is blamed for not knowing the singer better and for the corrupt ways that have finally made you blind. But
again the separation is not absolute, and the song carries a subtext of hints at the merging of this 'you' and 'l." The final verse states,
| kissed goodbye the howling beast on the borderline which separated you from me: once the beast is Kissed goodbye, it no longer
guards this border, so the 'you' and ‘me’ can merge into the 'we' of the final chorus. The vicious invective of You're an idiot, babe. /
It's a wonder that you still know how 1o breathe is modified 10 We're idiots, babe, | It's a wonder we can even feed ourselves.
Nothing is forgiven, but the singer is prepared to accept a share of the guilt and responsibility.

Idiot Wind became progressively fiercer as it went through its various versions. By the time of the Rolling Thunder recording
preserved on Hard Rain, it had become a rant, with very little room for this acknowledgment of complicity. But its earliest form is
different. Several songs on Blood On The Tracks were recorded twice, The original tapings of September, 1974, were later
replaced on the album by versions recorded in December, The September ¥diot Wind is much softer, more forgiving and
sympathelic, not so much in the words as in the performance, When Dylan sings, in lincs deleted in the reteased version,
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You close your eyes and part your lips, and slip your fingers from your glove,
You can have the best there is, but it's going to cost you all your love,
You wor't get it for money,

the words may be sardonic and angry, but the voice is almost unbearably tender. The singer offers freely all the love it's going 1o

Cost,
Author: Elizabeth M Thempson First Published: Conclusions On The Wall, Manchester, Thin Man 1980
T'itle: Dylan As Composer Printed In : Conclusions On The Wall

Idiot Wind draws much of its power and explosive energy from these factors. The song crashes in on a C minor chord that is by no
means alien to the tonic key of G major bul certainly shatters expectations. The lyrical structure of declaration, narrative and
chorus are parallelled in the melodic structure, which skilfully develops and extends melodic motifs. Inner key relationships are
explored and only in the chorus is the harmony straighiforwardly diatonic and defined. The musical content and Dylan's own
performance are perfectly integrated, much more so than on the outtake version, so that on the finished album the song can emerge
as the work of a mature artist.

Author: Alan Rinzler First Published: Harmony Books 1978

T'ite: The Dlustrated Record Cut of print

Idiot Wind presents a different side of the same story. There's no instrumental introduction, nossir, it starts right in with a savage
burst of energy: Someone's got it in for me . . . Is that clear? Can you get the message: they're telling lies and even his "sweet lady”
had 1o ask me where it was ai, I couldn believe after all these years, You didn’t know me any better than that. Dylan's mad in this
faster, more violent diatribe against IDIOTS who spread rumours sbout him. And who's he yelling at? Someone in the media who's
been spreading lics about him; a personal friend who's betrayed him with fallacious gossip; a lover who's tumed on him with a
vengeance? Whoever it was, they were close once and now ihey're miles apart. Something just awful has happened between them

and he's mag as hell, vindictive, nasty:

ldiot wind

Blowing every time you move your leeth

You're an idiot, babe

1's a wonder that you still know how (o breathe.

The answer sure isnt blowin' in this particular wind. On the contrary, Dylan feels betrayed, double-crossed, and misled by
misspent passion and devolion, In stark contrast to the regret of the previous songs and the desire for reunion, he now curses the
day he ever trusted or loved this person:

You tamed the lion in my cage
But it just wasn't enough to change my heart

BUT . .. but in verse number four, the last verse of the song, he shows us even more of his vulnerability; he goes beyond just
anger and hurting to show us how he blames himself, too, because what's true against her can be wrue against him, too:

Youw'll never know the hurt [ suffered
Nor the pain [ rise above

And I'll never know the same about you
Your holingss or your kind of love

An' it makes me feel so sorry.

So that at the conclusion he's calling himseif an idiot, too. He confesses in blunt, hard-chosen words that he has to blame them
both:

ldiot wind

Blowing through the buttons of our coals
Blowing through the letters thal we wrole . .
We're idiots, babe

Ir's a wonder we can even feed ourselves

"Our coals . . . we wrote . . . ourselves ... And what a feeling of revulsion 1o provoke this inversion of the very words he used in

his earliest masterpicee.
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Author: Betsy Bowden First Published: Indiana University Press, 1982

Title: Performed Literature Currently out of print. (I think)

The rejected studio outtake of Idiot Wind has littie. company. Until recently Dylan had recorded live in the studio, mientionally
releasing cuts that are nol polished performances. (An exampie is the laughter and "All right, take two" that open Bob Dylan's
115th Dream, 1965). Because he seldom re-records a cut, few outlakes have made their way into the ever-vigilant bootleg-tape
underground. From the 1962-63 Freewheelin' sessions come seventeen tracks that were not used on the album. But only Corrina,
Corrina is a rejected performance of a then-released song; the rest are songs that did not appear on the album. From the 1966
Blonde on Blonde sessions survive six cuts performed with the Band (which does not accompany Dylan on the album.) Two of
these cuts are fragmentary carlier versions of released songs: Medicine Sunday became Temporary Like Achilles, and (Seems
Like a) Freeze Qut became Visions of Johanna. But not until Bloed on the Tracks do several outtakes survive that are full
length, with similar words but different sound than in the performances released instead.

In September 1974, Blood On The Tracks was recorded in Columbia Studjos, New York City, with the musicians credited on carly
prints of the album. Too late to change the credits before the scheduled release date, Dylan re-recorded five of the cuts in Sound 80
Studios, Minneapolis. The four outtakes besides Fdiot Wind are interesting in several ways. For example, in the outtake Tangled
Up in Blue, the narrator starts out as a third-person pronoun. He switches to "I" at the narrative point where his life re-interseets
with the woman's, after their respective periods on the road, at She was working at a topless place, and I stopped in for a beer. In
the released version the narrator is first person from the start. And in the Rolling Thunder Review performance in the fiim Renaldo
and Clara, Dylan gives the pronouns yet another twist, w0 tell the start of the story from the woman’s viewpoint. Of the five
outtakes, though, Idiot Wind is the most changed in overall sound and most improved as a performance. Another version of Idiot
Wind, in the Rolling Thunder Review concert on Hard Rain, relates to the released siudio version as a re-interpretation, not as a
betler or worse performance. A close comparison of these (hree Idiot Wind performances--the released studio version, a released
concert version, and a rejected studio outtake version--should bring us a bit closer to defining the aesthetics of rock, or anyhow of
Dylan.

The lyrics of the more recent concert version differ slightly from those of the studio release. The words of the earlier outtake differ
extensively, as transcribed separately at the end of this section. It seems a shame to have lost some of the earlier lyrics, especially:

You close your eyes and part your lips
And slip your fingers from your glove
You could have the best there is

But it's gonna cost you all your love
You won't get it for money

Dylan has said that a lot of lines come to him “that would be betier off just staying on a printed page and finishing up as pocms”
(Playboy interview, March 1978, p. 82). Perhaps these outtake lines are among them. Al any rate, before showing how its lyrics
and performance have been allered and the song thereby improved, I will {irst describe the released studio version, for convenience
termed the standard version. In Idiot Wind, many of the same clements interact that had made Subterranean Homesick Blues
such an anthem for the mid-sixtics, ten years before. Imagery interiwines personal life with polilical--but on country roads rather
than city streets, with quite different prioritics. Paranoia and defiance permeate each song, but "they” disappear afier the firsi
stanza of Idiot Wind as the narrator thereafter confronts his "Sweet lady" face 1o face. Rhyme, voice, and instrumentation go to
enhance Lhe sense of the lyrics in Idiot Wind, not to help deswray it. And the narrator, insicad of dodging from basement to
manhole, takes seven minutes and forty-five seconds 10 look around his life and piece together the fragmentary scenes. The
end-rhyme scheme of Idiot Wind is flawless; the standard version instrumentation is regular and unobirusive, always supporting
the lyrics, [t is thus a song whose words have more impact than does ils music, on a lisiener's response, bul it does not thereby
necome a poem. Much of its effect comes from Dylan's articulation of those words--from the way he growls "heart” or swailows
“love” or grits "tceth.” In addition, the scenes change withoul syntactic links, and the poetic images develop non-sequentially,
unlike even a very impressionistic poem. Subterranean Homesick Blues has four eighteen-line stanzas, with refrains suggested
only by irregular harmonica riffs after the slogan-like end couplets. Idiot Wind, far more slowly, glides also through only four
stanzas, cach made up of an cighteen-iine verse and a seven-line refrain. Instrumemation and rhyme divide each verse into
four-line segments, with an isolated line in the middle that rhymes with an isolaled line at the end of each. Each verse end-rhymes
ABCB, DEFE, G, HIJI, KLML, G. Each refrain develops the images of "idiot” and “"blowing” by incremental repetition. Unti} the
closing refrain, the first and last four refrain lines stay the same, only the middle refrain couplet changing its images of emptiness.
For the last refrain other lines change too, such that the previous second-person accusation becomes a first-person-plural
acceplance of blame. Except (or a [ew tense shifts and plurals, all rhymes could work in print.

Even when Dylan's pronunciation changes a word, as in the third verse when he sings not “apart” but apaarer, he then thymes it
not with “heart” but with haarrrr. These unstrained, careful rhymes, as compared to ali the voice-forced rhymes in Subterranean
Homesick Blues, suggest a narrator atlempling nol to manipulate the world of the lyrics but to understand how and why its
language works the way it does.  The musical siructure co-ordinates with the rhyme scheme. The melody repeats such that cach
eighteen-line verse is divided into two musical halves. Within each nine-line half-verse, the ABCB and F{1J/] lines pass slowly, their
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end rhymes clear, because of the instrumental break afier each rhyine
word, In contrast, the DEFEG and KLMLG lines of cach half-verse flow
together without instrumental interludes. The DEFEG and KLMLG
secgments are further kept structerally distinet from the ABCE and /1111
scgments because of the organ, which regularly plays a high and then a
low chord behind each of the DEFE and KLML lines. The words and
music of the standard Idiot Wind begin simultancously, with no
instrumental introduction. For two lines Dylan's voice rushes ahead of
the musical beat, suggesting the narrator's attempt 10 escape the someone
who's got it in for me. The drum, the basic thythm instrument, marks ofi
two-measure segments, often co-ordinating closely with the vocals. In
the instrumental break after the first C rhyme word, "lucky.” the organ
swells 1o join the drum, marking the song's first structural segment.
These {irst nine lines tell what “they” say about the narrator. In everyday
speaking we make distinctions among a definite “they,” an indefinite but
unthreatening "they,” and what has been termed "the paranoid they”--like
those hiding throughout Subterrancan Homesick Blues,

The numerous “paranoid they”s in the first half-verse of Idiot Wind
would start 1o sound silly in speech or print. Bul sung, the pronoun
remains unabtrusive; its effect builds by repetition until the narrator is
surrounded by hostile and gossiping “they”s. In this briefl story. details
sketeh out the outlaw/herofcon artist/ stud 1mage that “they” enviously
fantasize about a famous person. Such a superman can casually shoot
Gray, whosc name suggests a bland, boning husband, and take Mrs. Gray
to [taly, whose national reputation adds o the narrator's romantic appea)
The emotional power of this theme--seduction of a woman immediateiy
afier her husband's death--is shown by ils centuries-long existence as 4
folktale sometimes known as The Matron of Ephesus. The theme hes.
intensifics in that this woman, like Hamlet's mother, hastily marries he
husband’s murderer. Perhaps Mrs. Gray even helped with the murder, but she gains only the narrator's company as he takes her o
Taly 10 let her dic there. She and then the nasrator inherit a fantasy-laden million bucks, symbol of success. 1 did it, the narratos
shrugs, with just luck--luck, the antithesis of hard work in the American dream. But despite this sarcastic disclaimer--which Dylan
renders as | can’t HELP it . AF .. .I'm luckeeeeee--the story implies that his success has come {rom romance. Sexual romance, a litlle
. bui more the romance of the hero that American popular culture creates over and over--Stagolee, Billy the Kid, Capone, Bogart,
Dylan.

Other lines in this first hall-verse literally deseribe a rock siar's public life--They're planiing siories in the press, for example,
though the next line's cuf i out puns aboul the newspaper. Such litcralness would fall flat without the accompanying evocation of
the antasy hero. The power of thal hero image broadens the verse o lament not just stardom but also the dilemma of anyone whe
finds herself idealized and expecied to live up o another's fantasy. This explanation provides a bridge 1o connect the media-her
imagery with the broken-relationship imagery in the first verse. The song itsell has no such bridge. After two more couplets uf
what "they” think and do about the narralor, the scene switches o "you.” Even you yesterday, Dylan sings softly and breathily, Th
alliteration of “yesterday™ and “"years” adds to the proliferation of “you"s, repeated in this KLML segment until the narrator is again
surrounded, engulfed by this pronoun as he was a few lines earlier by "they.” The last verse line reveals the pronoun’s idenuity,
with long-drawn-out es: Sweet lady. The line You had to ask me where il was at again shows Dylan foregrounding a cliche. The
supplement 10 the Dictionary of American Slang (New York: Crowell, 1975) defines “where it's at” as "1: Where 1the cxeiting,
trend-setting, successful, or satisfying events, people, ideas, etc., are, 2: Where the ulimate truth lics; where the unvarnished facts
are.” In slang the phrase is present tense. The past tense of Dylan's line implics that the asker regards “where iU's at” as some
permanent state that the narrator has been steadily in for all these years. Even in present tensc, the phrase would suggest that the
sweet lady idealizes him; in past tense, she is quite unable 1o understand how little he likes being where it's at. The slow Sweet lady
and then a rich organ chord signal the start of the first refrain. Careful lisiening reveals that what at first sounds like "the idiot
wind" is in fact “thyidiot wihind" throughout, most clearly in the second refrain. The extra syllables make the oral phrase
onomatopoeic: its five shorl-i sounds reverberate with d-1-d like gusty wind through a flap, whistling with the middie w sound.

Visual images of this sweet lady, like those of the sad-cyed lady of the lowlands, show mostly parts of her [ace, beginning here
with her mouth. The mid-refrain couplet contains two powerful visual images of "blowing,” sel apart by the Idiot Wind before and
after. Dylan holds the notes for "mou” and "sou,” the latter somewhal longer, pronouncing neither final . He increases the
assonance of you move your mouth and slurs the sounds that the words do not share so that the phrase becomes something like ya
moo vya mowowow. Word sound reinforces sense: although a silemt reader might never notice, the consonant-diphthong
combination mow forces a pronouncer, in fact, 1o move her mouth through a wider arc than does almost any other combination. In
this couplet a third major pattern of imagery appears, with na more rational a transition than there was 1o the second, Sweel lady
pattern. The transition comes by means of the aurally evoked wind, which now refers Lo both her empty talk and the lonely
traveller heading south. A scene of southern backroads, with the wind, suggests dust and emptiness. In the blues, furthermore, men
usually head north toward [antasized fame and fortune and head back south after they have failed. Thus, heading south means a

Homer, the sl Issue Seven



Focus On: IDIOT WIND Page 8

reture to home and emotional security--usually symbolized as a woman. Dylan's juxtaposition of face and road imagery in this
couplet works not only because of wind but also because of the all-forgiving and all-nurturing Woman that his sweet lady had
apparently once meant to him.

There is still only resentment in the narrator's attitude and Dylan's voice, though--still no recognition that this blues-tradition
female is as fantasized as is the heroic male he refuses w be. The words of the last three lines are identical and the performances
similar, for the first three refrains--except that all vocal inflections become more emphatic in the second refrain, making it seem
more hostile than the others. Dylan always renders "idiot” as “ihyidiot,” even mid-line for cach You're an idiot, babe. “Teeth” he
usually draws out for four syllables; on the second syllable his vocal pitch shoots very high, then descends while overtapping most
of the drum-riff interlude. To pronounce “teeth” aloud, one's lips must draw back as if to sneer, leaving the 1eeth exposed--to the
wind, as it were --for the duration of the vowel. Dylan does not repeat this rendering for the thyme "breathe”--he stretches its
vowel only a little, slaying on the same note but sinking in volume, and culs off the word with a burst of breath, an articulated ¢4,
The narrator begins the second verse by switching [rom his resentful focus on the mouth, teeth, and breath of "you" back 10 a
picture of "1." He is confused, out of control: if the fortne teller had said that lightning would strike for sure, he would feel less
disoriented. Dylan's exclamatory tone isolates “beware,” making danger scem certain but still undefinable. His voice becomes
louder on the rhyme lines and softer on the tines beiween, imitating the "peace and quiet” the narrator names and the confusion he
feels. And then, again without a syntactic tie, comes a clear, powerful, five-line vision of the lone soldier on the cross--who is, on
one level, Woody Guthrie. An early poem of Dylan's ends:

And your feet can only walk down twa kinds of roads
Your eyes can only look through two kinds of windows
Your nose can only smell two kinds of hallways

You can touch and twist

And turn two kinds of doorknobs

You can either go to the church of your choice

Or you can go 1o Brooklyn State Hospital

You'll find God in the church of your choice

You'll find Woody Guthrie in Brooklyn Stale Hospital

And though it's only my opinion
1 may be right or wrong

You'll find them both

Inthe Grand Canyon

At sundown

(Last Thoughts on Woody Guthrie, Writings and Drawings, pp. 56, recited on a 1963 bootleg tape named ‘Bob Dylan in Concert’
Unreleased LP” on Sandy Gant's discography)

Guthrie's autobiography, Bouad for Glory, inspired Bob Zimmerman to leave Minnesala for New York, to meet his dying hero and
begin his own singing career. (See Scadulo, pp. 39 ff.) Bound for Glory is [ull of fight scenes; it opens with a {ree-for-ali that
spills out a boxcar door untit Woody gets tossed off the train along with the fighters. Calling him a soldicr instead of a scrapper
glorifies him, as does the cross and its implication that Woody died for our sins. His lingering death is described by Mrs. Guthrie
now (personal interview, January 1977), and presumably also when the young Dylan used to visit them, as a “losing battle” against
Huntington's chorea.

The image does not end with Woody, however. Jesus Christ was no tone soldier, but medieval anists and writers found ways 1o add
courage in battie 10 Christ's accumulated characier assets (as he freed the righweous from hell or overturned money changers’
tables}). The same has come to folk heroes like Cuchulainn and Charlemagne: whatever his historical explons, a hero dives on in
oral tradilion weighted by a snowballing mass of transferred traits and stories. The lone soldier.on the cross suggests not only
Woody Guthrie but also any rightfully glorified hero, such that the image stands in clear contrast Lo the sleazy con-artist hero of
the first stanza. When Blood On The Tracks was released, my household in Santa Cruz was losing a war againsl an eviclion-bent
landlord. With no thought for how the lines relale 10 the rest of [dior Wind, we promptly made a sign for our bulietin board of /n
the final end he won the war, after losing every battle, Iylan had done it again, had given us yet another slogan-like bulwark
against whoever tries to control our lives. As in many proverbs, this couplet encompasses two mutually exclusive tenms, winning
and losing, and thereby provides a focus for unstaled tensions. As my household used the line, "he won the war” meant "we will
win the war," which we didn't, But a morc numerous "we" were nonetheless winning a war after losing every batte. Dylan wrote
this song not long before Seplember 1974, probably during the Walergate summer. Again, most members of his audience would
not have admitted rationally that the end of the draft and the war and the hard reign of Richard Nixon had done anything
{ar-reaching to overthrow the capitalist system--but the need o celebrate was there. And these "won the war” lines of "Idiot
Wind,” set apart in the standard version by sharp drumbeats, suggest the mass community's covert ery of triumph,

This slogan raises listener responses so high that the fall to the roadside is very harsh. Dylan comes down hard on both syllables of
“"daydreaming.” Daydreaming is not quite mutually exclusive of waking up but is askew cnough to show the narrator still confused
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after his vision. His waking vision, in contrast 1o the "lone soldier" dream, cvokes the pain of a hangover or knockout headache.
Dylan howls “stars” as starrrr, holding it longer than its rhyme word, "are.” Hard drumbeats add to the pain. In the KLMLG
segment, then, the narrator hurls his most direcl accusations at the sweet lady, predicting her death with a vicious curse, Cover up
the truth with lies directly evokes Watergate. The ditch in this scene reinforees road imagery elsewhere, for throughout the song
(as in Woody Guilirie's Dust Bowl Ballads) roads are lonely, wind swept, possibly dangerous, certainly not beckoning to fun and
frecdom. The eyes of the corpse reverberate with the sweet lady's facial features clsewhere. The bloody saddle--an image thal
Dylan combines with a road image to entitle the album Blood On The Tracks, "racks” suggesting both railroads and footprints of
the wounded--recatls Gray, slain so casually by the fantasy hero. It also suggests menstrual blood, an aspect of the mysterious
power of the Female that echoes other of the narrator's attitudes toward his sweet lady--her holiness in the last verse, for example,
and the narrator's patient waiting {or her while 1he seasons run their cycle.~ In performance, this powerfully worded curse docs not
stand out. Dylan's voice becomes soft and breathy for "I love best” and a bit louder for "in the ditch™; he also pronounces the word
“"around” as a circle, mouthing its ow diphthong. But compared to the venomous voice that Dylan can use--and doces use as nearby
as the next refrain's You're an idiot, babe--his voice temains steady and unemphatic, as does the instrumentation. The curse sounds
less resentful than il Jooks on paper--automalic, almost sad. By the rhymed couplet of the second refrain, the rotting corpse in the
ditch has wmed inlo one of the more pleasant possible images of death, flowers on a tomb. The next line brings the sweet lady
back 10 life, in the secure home that billowing curtains suggest.

In this refrain Dylan exaggerates the drawn-out, sneering pronunciation of "ihyidiot” and the four-syllabie, four-piick "eeth.” His
vocal bilterness purges the narralor's reseniment and enables him to begin rationalizing. As the third slanza opens, the organ comes
into prominence, backing up the narralor as he shifis blame away from the sweet lady and onto uncontrollable forces of gravity and
destiny. After "apart” and "hean” the organ holds a chord over the usual drum riffs, Dylan leaves off the + and growls the final rrr
of each B-line rhyme, blending it into the organ chord. His growl makes good aural sense out of the lion, which in print scems an
arbitrary image of masculinity. The narrator now gives the sweet lady some credit for trying in the relationship: he blames not her
but "it"--as impersonal as gravity and destiny --for {ailing to change his heart. He is not ready, quite yet, 1o accept responsibility
for changing his own heart.

The wheel-of -fortune imagery in the DEFEG lines again suggests Watergate. Throughout Idiot Wind the narrator's atitude loward
the sweet lady tends Lo be primary, with images thal evoke his feelings sometimes taken from national politics. Here political
flashes focus inlo a rather direct description of an American lefiist's feelings during Watergate summer, when a government that
had long been & solid symbol of evil suddenly split into bad guys and sell-rightecous good guys. The passage could also teil how
Nixon himseif felt. But it is not jusl historical commentary. With the oppositions of good/bad and top/bottom, the lines evoke the
menta} and emotional chaos ol other situations, including a love affair going bad. And like the not quite opposites of waking up
and daydreaming, like the fortune teller's tentative but alarming warning, the concept of a little upside down is cven more
confusing than il everything were clearly upside down. The organ imitates “upside down” with a high, looping run. The "you™ with
corrupt ways, like the “you” on top and bottom, can be understood as both Nixon and estranged lover. Bul the concept of blindness
shifts the scene back 10 the [ace of the sweet lady. Corruption and blindness recal) her corpse rotting in the ditch; now her face
comes back to life. with eyes that can see bul should not be trusted. Dylan's voice exclaims all three words “eyes don't look,”
making sure a listener nolices those shifty cyes. An organ chord pulls the scene abruptly away from her face 0 a third-person
vision of corrupted religion. The seventh day and the wearing of black as clergy and in mourning suggest religious ritual-- empty
ritual, though, because this priest is unmoved by [ire, whether of sacrifice or purgation or just wanton destruction. The burning
building recalls the smoke pouring owl of a boxcar door. Bul, in spite of Bound for Glory, the boxcar image gave more an
impression of hobo cooking than of destruction. Thus this priest couplet imphies the corruption of the ideals of the lone soldier on
the cross and thereby the fragility of the narrator's vision of the rightful hero. In conjunction with the Wasergate imagery, the priest
passage suggesis some ultimate death-bearing authority--capitalism itself, perhaps--unmoved by what superficiaily appears to be a
climactic event. In addition, the priest's stone face affects how a listener experiences the sweet lady's face: her shilty cyes perhaps
cover up some deeper hardness of heart.

This priest passage acts as a sort of catalyst for negative imagery, lying wgether death and authority and ceremony and fire and
face. But it is not essential 1o what would be poetic development on paper nor dependent on the rest of the song for its impact. In
its position it provides a third-person break belween two more literal comments about the narrator's jove relationship. The organ
adds 1o Lhe sinking feeling of the next couplet, While the narrator waits, apparently stood up for a date with the Eicrnal Female
whose fertility marks the cycle of seasons, [our organ chords descend as down stair steps. The images of running boards and
cypress trees suggest a scene oul of Faulkner, perhaps--anyhow, a scene thai reverberates with the backroads heading south and
that ends with Dylan's slowly drawn-out ok of "slowly” and wm of "autumn.” Without the instrumental break that usuaily separates
verse from refrain, Dylan plunges ahead--imitating the narrator's impatience alter the long, slow anumn. And now the wind has
shifted; in the couplet it blows, not around her face, but around the narrator's skull. Like a circle suggests whirlwind, confusion; in
Dylan's pronunciation, it also suggests sucker round my skull, perhaps a sinister, clinging snake. The next line--the only one in its
position without “blowing”--in a few words again evokes the entire confusion of American politics. Woody Guthrie's song Grand
Coulee Dam glorifics the U.S. government, in the guise of the New Deal, for providing flood control, electricity, industrial goods,
and, most important, jobs for the people. Its imagery shows American government at its most benevolent-- bringing the crashing
waters of the Columbia under control, useful and still beautiful. Dylan's mention of the Grand Couiee Dam calls up an idealization
of government parailel to the idealization of Woody himself as hero. The geographical sweep of Dylan's line echoes Guthrie's
best-known song, This land is your land. . . from California to the New York island. But the spiritzal sweep is vaster still from that
political attitude, possible in the thirties, to the present-day Capitol--especially to a Capitol sinking as distinctly as Dylan's voice
does on the last syllable.
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The last three lines seem milder than in previous refrains. "Tecth” is three syllables, not four, as Dylan's voice sinks evenly instead
of shooting up and then down in steps. This inflection so much resembles the pitch change on the last syllable of "Capitol” that it
and "iceth” become aurally related o one another as well as Lo their thyme words, “skull” and "breathe.” Again, the {ace of the
sweet lady gets linked 10 what's wrong in Washington. The narrator then leaves politics behind for a quite literal, personal fourth
verse. Dylan's voice is very soft and breathy on the first line, with "touch the books," he returns to normal volume. A looped organ
run behind the word “read” further highlights this fresh image of loneliness. The male narrator is left behind, the woman gone
away --a role reversal from the much more common blues theme of man leaving home and woman, and a situation set up
elséwhere in Blood On The Tracks.

The image [ can’t even touch the books you've read shows a lover left alone in what was once home. Books would not mean home
in the blues; the evocation works for the particular sociological subgroup that makes up Dylan's audicnce--young, white, and
over-cducated. (Sometime between a couple’s moving in logether and the marriage ceremony, for exampie, comes a degree of
commitment symbolized by their combining books, getting rid of duplicate copies.) The narrator's humiliating crawl past her door
sets up a contrast with his following her down the road 1o ecstasy, in both his posture and the home/froad imagery borrowed so
extensively from the blues. Dylan heightens the homefroad contrast by making the road momentarily sound exciling and
adveniurous: down the tracks seems lo bristle with exclamation points. Road 1o ecstasy he sings more calmly, but the image is
cnlivened by sharp drumbeats after. The line And all your raging glory continues this verse's extreme focus on “you,"” the sweel
lady. Dylan draws out the "your,” not the phrase "raging glory” which a silent reader would notice. After very last time he pauses,
imitating the finality, and then goes on Lo exclaim free! An organ chord and sharp drumbeats punctvate the exclamation. The image
of the howling beast on the borderline suggesis maybe jealousy but more certainly whatever monster it is that destroys
relationships. The organ becomes more prominent here, with a long chord 10 introduce the straightforward, sad statement that
concludes the verse. The organ plays the same four stair step chords with which 1t had backed up the waiting lines that ended the
third verse, but here it does the stair step faster, twice over, once behind you'{l never . . . rise above and again behind And I'll never
... kind of love. The descent imitates the sinking sadness of the lines, culminating in a “love” that Dylan chokes in tike fuv. The
incremental repetition highlights the reciprocal thoughts that the two lines express. The [inal line has more words than does any
ather in ils position, and in it Dylan’s phrasing sets apart both "feel” and "sorry.”

The fourth verse begins with the narrator's inability 10 feel her and ends with his ability to feel sorry about his inability. The
narrator has learned how 10 feel but nonetheless has lost his sweet lady. In the closing refrain, the change in personal pronoun
shows the narrator's new awareness of reciprocal feelings and shared blame. In the first two refrains "you" were wrong, in the third
“I" was confused, and here in the fourth "we” are both cold, unprotected by what ought to cover one person adequately. The letters
and the dusty shelves pick up on the image of books as home. And the narrator and sweel lady are still "shyidiots,” even logether.
ir's @ wonder we can even feed ourselves, as a closing, hints at mothering and nurturing. The paraliel line in other stanzas, /I's a
wonder that you still know how 1o breathe, suggests, of course, death. This switch from not-breathing 1o not-being-fed is the same
shift of imagery as in the third refrain, from “tomb” to “room,” death to home. Here, as so often elsewhere, death and motherhood
combine into a powerful poctic image. The death threat is a vicious line made milder, in all three refrains, by Dylan's tone of
regret: each time he sneers “leeth,” and then he does not fulfili the aural expectation that “breathe” oo will be sneered. No listener
has experienced death, not-breathing--she can only imagine it, fearfully, like the narrator in carly verses. However, every listener
does have subconscious memories of the time when she could not feed herself, when she did need another person as this narrator
once needed his sweet lady and she him. Dylan's soft and mellow harmonica comes in to accompany the band through an entire
refrain and fade-out. Here as elsewhere, especially because of the final mothering image, Dylan's voice-like harmonica scems Lo
imitate an infant learning to talk, whose highest aspiration is to sound like a human voice, who has no desire whatsoever to rush off
proving what an instrument can do that a voice cannol.

In contrast 1o the voice-centered, word-centered nature of this standard Idiot Wind, the concert version released on Hard Rain
features Dylan's voice as one among many instruments. True, his voice contirues throughout the song, whereas musical
instruments instead take turns in the spotlight. In the first stanza guitar and 1ambourine arc most noticeable; the piano takes over in
the second and continues through much of the third. A glockenspiel enters at the third verse, then also highlights the ABCE lines of
the fourth. The drum predominates throughout the fourth verse and refrain, it and again the tambourine becoming louder toward
the end.

Besides this variety of instruments, and besides the occasional raggedness of an unedited performance, the most marked difference
between the standard version and this one is the distinctive percussion riff that filis the musical spaces between many sung lines. bt
is a two measure, syncopated rifl, its thythm 271 L Its fourth beal is marked by a chord change on guitar and usually by a
shivering tambourine stroke {i.c., one produced by sideways wrist motion). This riff is usually repeated twice after each B line and
more often in the longer instrumental breaks between verse halves, between verses and refrains, and between stanzas. Each of
these instrumental gaps predicts what will happen during the next sung line. That is, a B-rhyme line of lyrics, accompanied by a G
guitar chord, is followed by two instrumental riffs--the first changing C 10 C-minor, the second back 10 G and again o
C-minor--and then by the next sung line, accompanied by a C-minor chord. Instrumental gaps are active Lo starl with, because of
the chord changes in this repeated riff, and are further enlivened by instrumental flourishes. In the first stanza, for example, a loud
clectric-guitar figure follows cach line I can't help it if I'm lucky angd People see me all the time. The change after “lucky” seems Lo
rise in pilch; that after "time" seems to fall. Thus these two consccutive lines, though not a poctic couplel, are made by
instrumentation into an incrementally repeated couplet in binary opposition. Afler the "sweet lady” line that ends the {irst verse,
three quickly ascending guitar pitches imitate a climb upward into the "Idiot wind."
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In the second stanza, (ast repeated piano chords come in at the HIJF lines such that the instrumentation continues 10 pound at the
narrator, who has just been awakened by sharp drumbeats after losing every battle. In the concert version, s painful visions show
not a "chestnut mare" - but a "smoking tongue," which new image combines fire and face imagery. The Blood on your saddle
curse that follows, however, makes less complex poetry than in the standard version: One day you'll be in the ditch becomes, in
concert, One day you'll be in the grave, no longer linked 1o the road imagery.

Other changes in concert may affect the sense of the lyrics. For example, the standard J haven't known peace and quiet seems more
peaceful than does the concert [ haven't known about peace and quiet now packed into the same musical space. The most
cxtensive textual changes come in the BCB lines of the last verse, which become in conceri:

I can’t even touch the clothes I wear
Every time I come into your door
You leave me standing in the middle of the air.

The lyrics are then the same as in the standard version until [ think { finally see, in placc of now I'm finally free. I can't even touch
the books you've read, eliminated in concerl, claborated the homefroad imagery, as did craw! past and free. And the concerl
narrator's / finaily see' somewhat blurs the blindness/vision imagery since all along he has been seeing what the bloody-sockeled
sweet lady does nol. Your corrupt ways have finally made you blind, the third-stanza line that refers neatly to both Nixon and the
sweel lady, is in this concert version highlighted by loud glockenspiel tones during and after. The glockenspiel returns briefly and
more softly in the fourth verse, as do guitar and piano flourishes, before sharp tambourine strokes and loud drumming, including
cymbal crashes, [inish the song.

The last verse of the outtake lyrics, I will show, methodically resurrects each of the song's major patierns of poetic imagery. In this
concert version, mstrumentation creates a similar effect: during the final verse each instrument says one more time that no one of
them is the most important, that cach will take its turn. And becausc of the distinctive instrumental riff, whose chord change seems
to be predicting a line o follow even at the close of the song, it seems that '
all these congenial instruments will continue their co-operalive progress
though the words arc over and done with, Dylan's voice, pronouncing those
words, tends to echo the patterns set out by instrumentation. For example,
two of the distinctive instrumental riffs follow cach B-line rhyme word,
and for each, beginning with preyess and gueyess, Dylan emphatically
makes the rhyme 1wo syllables. Also, he frequently upswoops his vocal
pitch within words, particularly bine end words; such a rising pitch gives an
unsettled feeling that more will follow, as do the chord changes in those
instrumental riffs. Dylan's unusual vocal phrasing particularly stands out in
this concert version because at least one other singer joins in during each
refrain. While that voice aligns with the musical beat, Dylan's voice usually
strays far from both, the voice (or voices) and the beat. In the first Blowing
every time you move your mouth, for example, when the other vocalist
arrives at the m of "mouth,” Dylan is already well into mouthing its
reduplicated ow diphthong. For the last line of every refrain--the "breathe”
lines and then “feed ourselves” at the end--the other vocalist (s) and all
instruments stop. Dylan sings cach line a cappella, coming down hard on
every other syllable, {i's a wonder that you still can e-ven buh-reeethe, This
vocal effect could be ermed sarcastic iambic pentameter, done with little
regard for the sense of the lyrics. With his voice, thus, Dylan can choose to
exaggerate or ignorc normmal  English-language rhymes and other
vowelfconsonant sounds. His voice in this concert version docs whal it
damn well pleases among potentially regularizing influences, When a vocal
effect does relate 10 the sense of the lyrics, it often scems sarcastically
over-dramatic: for example, he seems to sob during ! cen't feel you
anymore. Dylan's unpredictable voice interacts with the instrumentation
throughout this concernt version, for instruments trade off flourishes and
backup rhythms in no particular erder. The lyrics likewise shift around
scenes and images of lovers, politics, publicity, heroes, roads, homes,
books, faces, fires, tombs, rooms, and wombs--connected by gusts of the
idiot wind. The word-centered studio performance seems to unify these
themes; all are part of one narrator’s consciousness as he tries to sort out
his life. This instrument-happy concert performance, instead, makes the
scenes in the lyrics even less connected than they look in print, But disunity
doesn't matter, it's alright ma, because the narrator is part of a congenial
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commurity of instruments that fec] just as chaotic as he does but that will help him past this personal crisis just as the feeling of
group solidarity has helped him past so many others,

Insofar as a listener identifies with each narrator, a listener 10 the Blood On The Tracks version feels rather sorry for herself. But
what listener could feel sorry {or herself out there cheering a Rolling Thunder Review concert in Fort Collins, Colorado? A listener
1o the rejected studio outtake version feels sorry for the organist. Afler every single line that contains the word “wind” or
"blowing,” twenty in all, the organ does a wind imitation: "woo-00-0000-0," 1 imilates wind also after the narrator daydreams
about the way things sometimes are. The organ also overdoes the descending stair steps of chords, like those that back up "I waited
for you on the running boards" and a few other appropriately down-spirited lincs of the standard version. In the outtake,
descending organ chords back up lines much more frequently, sometumes detracting from the sense of the words. For instance,
such chords behind losing every battle make losing, rather than winning, primary. The dream slogan is not as high spirited, so the
narrator does not fall with a crash to wake up on the roadside, Or again, an organ swell behind the third-stanza DEFEG segment,
vaguely imitating Now everything’s a little upside down, is less effective than the looping organ run that imitates "upside down" in
the standard version simply because dramatic organ flourishes are so commonplace in the outtake. The drum defines the basic
rhythm in the standard version; in the outsake, the drum stays well in the background, leaving the acoustic guitar almost alone o
begin and end the song, to make transitions belween structural segments, and 1o define a regular musical beat-- with which Dylan’s
voice could possibly be setling up tension. Only occasionally and geruy, though, does his voice indulge in unusual phrasing or
inflection. The overall effect of this outtake performance is of softness, gentleness, a calm steady emotional state throughoul.

The outtake tyrics differ extensively from the standard ones. (See lyrics, with variants, at the end of this scction.) These earlier
lyrics express consistenl resentment toward the sweet lady, the only hint of reconciliation or shared blame coming in the switch to
first-person-plural pronouns for the last refrain. In spite of the harsher words, however, the musical and vocal performances make
the outtake a gentle, non-threatening love song. This clash in tone could conceivably have produced an overall effect, of confusion
between Jove and exile, home and death, similar 1o the unresolved tension between the tyrics and the performance of them in
Shelter from the Storm. (The reicased Shelter was recorded at the same New York sessions as was the outtake Ediot Wind.) But
the outiake misses this artistic possibility and mostly seems monotonous. The guitar opens the song with a few measures of the riff
that wiil both back up and follow sung lines throughout. Dylan sings each ol the four opening lines ahead of the musical beat, here
too suggesting the narrator's paranoia and his attempt 10 escape. The entire {irst outlake verse and refrain have lyrics not changed.
In the man named Gray story, Dylan's voice exclaims the word “died” and pauscs aflterward. The fantasy hero thus seems crueller:
the key word "lucky,” which Dylan’s phrasing links to “inherited” in the standard version, here is connected to the seduced
woman's death. For the phrase where it was at, Dylan uses the soft, breathy tone otherwise used for professions of love. The line
Sweet lady has no sireiched vowels as in the standard; the {ollowing guitar part swells in volume, however, and leads into Dylan's
louder voice on Jdiot wind, Dylan reduplicates the vowels of this and other “ldiot wind"s but less emphatically and consistently
than in the standard version.

The lyrics of the second verse are much aliered: the narator in the outtake lyrics s more in control of his situation. Instead of
running into a fortune teller, he takes the initiative to seck out a prediction. The personification of peace and quiet here, creating &
clearer visual image, also imples that the narrator is outl seeking peace and gquiet. And that picture 1s then made [uzzy by the
indefinite "it,” which refers to his state of mind but scems also to equate peace and quiet with living hell. The oullake's lone
soldier on the hill suggests a World War [ hero; the move from “hill” to "cross” gives him two more millenia of heroic meaning.
Whereas the standard version's “smoke” and "boxcar” suggest companionship, the possibility of heroic hobo society, the outlake
rain isolates the lone soldier. Rain is an isolated image in the song, o, muddying the idiot wind that everywhere else seems dry
and dusty and biting. Because a listener's spirits are not buoyed up by the sinking losing every battle slogan, next, she does not fall
hard and [ast to the roadside. The hoof-beats pounding in my head create more immediale pain than docs the isolated chestnut mare
image that replaces them. But the "your” that refers to that chestnul mare connects the headache directly 1o the sweet lady; in the
outtake, the juxtaposition of glortous-hero vision and painful-lady vision is less swiking. The curse lines in the ouitake, as in the
standard, have littde impact in inflection or instrumentation. The third verse begins with an unemphauc shift of blame onio
impersonal forces. The only word that Dylan stretches is “enough”; the outtake thus lacks both the anguish and the Tion's growl of
apaarrr and haarrr.

The organ swell behind the “upside down” lines, next, becomes louder behind “"botiom™ but fades quickly so that the usual guitar
riffs follow the words. Dylan changes the lyrics of the last half of this third verse, leaving only the priest image relatively intact. In
the replaced ceremony lines, the narrator does not focus on her changed face. Instead, a whole new scenc is skeiched. The "bags”
suggest unwanted burdens that she leaves him, in contrast (o the narrator's own light luggage later, when he packs up his uniform.
The outtake priest, juxtaposed to this ceremony passage, waltzes around instead of sitting stone faced--a vivid character change in
two words. The narrator switches back to the sweet lady to say that she cannot be trusted; this blunt staiement has less poetic
impact than does the standard version's glimpse of her shifty cyes. And by converting the outtake "quickly” 10 "slowly,” Dylan
repraduces the cycle of seasons in the love relationship, adding 1o the ritualistic overtones of the passage. The outtake image of the
narrator teft behind with all her bags, but no more her and not cven any help, expresses somewhat the same feeling of sinking
hopes as does the standard version's image of waiting by cypresses, backed by descending organ chords. The waiting image has the
poetic advanlage, though, since it is linked 1o the backroads heading south and thence to the ever-present wind. The couplet of the
third refrain has also been aliered drastically, in only a few words. The wind in the outtake version shifts only from her mouth 10
her jaw; the image neither suggests a whirlwind of confusion nor anticipates the narrator's gradual acceptance of blame. The use of
“Capitol" instead of the outtake "Mardi Gras" has enriched the song's meaning considerably. The revision focuses the Watergale
imagery, and it not only cchoes Woody Guthrie’s most [amous line but also re-evokes his heroic nature and expands that attitude
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onto New Deal politics. (Dylan's owttake From the Grand Coulee Dam 1o the Mardi Grassimply puts specific names to Guthric's
From the redwood forests (o the Gulfstream water.) The distance from the Grand Coulee Dam 1o the Capitol implies a spiritual
distance, a political discrepancy, a once-praiseworthy government gone bad, the fall and breakup of the American dream. “"Mardi
Gras,” the romantic bul arbitrary image in the oultake, resurfaces in one of the other culs re-recorded in this session, Tangled Up
in Blue, in which one scene switches from Los Angeles to New Orleans.

The fourth verse, its lyrics 1otally changed for the standard version, contains several memorable lines. In particular, the triplets that
end siruck me kinda funny and You won't get it for money seem succinet, emotion packed images for a refationship going bad. By
changing this verse to a more gentle and direcl statement, one of regret, Dylan has chosen 1o sacrifice flashes of aphoristic
cynicism to the song's overall emotional developmient. But 1 have been saying all along that a song, unlike a poem, affects its
audience not by lincar development but instead by letling a listener experience the emotions it cvokes withoul transition in time or
rationality.

Until one begins analyzing the printed lyrics, one does nol notice that the standard Idiot Wind narrator is cruel at the beginning,
has a heroic vision, gradually admits his own confusion, and becomes gentle and sorrowlul at the end. A lisiener instead
simultancously experiences all these emotional states, plus those of Walergate, laly, cypresses, and so on, for a song can ercate in
a listener a mixture of feclings within a moment of time--within the pulsation of an artery, as Blake says. The development of
emotional mood during the course of the standard Idiot Wind makes it work better in print than does the outtake. But because
these arc songs, not poems, the overall emotional effectiveness of the two versions might have remained constant, The added
gentieness in the revised lyrics could have been balanced, in a listener's comparalive expericnce, by the outtake’s gentler
instrumentation throughout. The poetic inferiorities of ouitake lyrics, considered independent of performance, are minor--a [ew
isolated images and muddied effects. Qverali, the artistic fault of the outtake Is in the tired monotony of its instrumentation and of
Dylan's voice.

The last verse of the outtake picks up on and expands each of the earlier sirands of poetic imagery so thal a lislener experieneces
cach emotion one more time before the narrator's abrupt switch to first person plural acceptance of blame in the refram. The first
line of the verse uses a cliche that could have acquired a Dylanesque 1wist had he used "[ell” instead of "jumped” in the nexs line:
We pushed each other a litile 1oo fariAnd one day just fell into a raging storm. This image would pick up on “gravity” earlier . ..
but mine is not 1o rewrite rejected Dylan lines. The "raging storm” (which becomes "raging glory” later in the standard fourth
verse) suggests the idiot wind itself and perhaps the “raindrops” of the second outtake verse. The hound dog, baying in the outtake,
tums into the revised "howling beast” and the phrase hownded by your memory. The uniform he packs up is in contrast 1o the bags
she left behind and also recalls the second stanza's lone soldier. In the DEFEG lines, syntax scts into opposition "word” and
“excuse,” implying something like truth v. hypocrisy; this oppositional effect increases as a listener experiences the clearer love v.
money contrast that ends the verse. The terms “double-crossed” and “lost my mind” say in ordinary, dead metaphors what
scenes earlier in the song said by implication: “double-crossed” tells how the narrator felt afler the ceremony, and "lost my mind”
puls him back in the ditch hallucinating, The lady killers and dice recall the "lucky” narrative of the {irst verse and perhaps her
bloody corpse. In performance Dylan breaks this line firmdy before behund my back, which phrase he ties 1o the next line's
imitators sieal me biind. This complaint literally, with a re-awakened chche, deseribes a rock star's life, as dud the fust verse
images. In the standard version, blindness becomes an atribute of the sweet lady and Nixon and the corpse in the diwch,
simultancously; this outiake linc's blinding of the narrator as well is less effectively integrated into previous imagery patterns. The
last half of the fourth outtake verse focuses on the sweet lady, reminding us that the song's imagery pallerns go together Lo express
the narrator's feclings about her. The details are carefully chosen--her eyes and lips, instead of fiy ridden and idiot wind biown,
now become unmisiakably seductive. Most of the song has picured her face; the strpping of her hand in this passape makes
narrator and listener suddenly aware of the rest of her body.

In the standard version, the last image of the sweet lady names her holiness; her appeal is romantic and mothering, as well, bu
never as overtly sexual as in the outtake. In the MLG lines of the last outtake verse, her sexualily turns into a mirror image of
female prostitution: love and money, in struciural Opposition, imply that she would pay money for "ie.” The text, although not
Dylan's voice particularly, suggests a sneering, egotistical narrator. For ths last KLMLG secgment, however, Dylan's voice
expresses mare than it has throughout the song. He misses the beat for “You” that begins the K and M lines; his voice rushes to
calch up with the music, imitating the narrator's distraction as he stares at her closing cyes and parting lips. Dylan sings the
seductive "glove” line softly and breathily and uses a similar wone for all your love, then, cynically, he uses the same breathiness
for “money.” The organ's wind imitation continues unabated through the last refrain. Dylan's phrasing helps the organ with its
too-clear message, for his vocal pause after the Jast "Blowing” leaves the wind, not the shared blame, primary for a listener. He
ends the lyrics abruplly: feed ourselves is run together, Dylan's voice dropping quickly in pitch 10 end the compieiely articulated
word before its musical beat. The guitar continues its usual pattern. Dylan's harmonica comes in also, for an entire half-verse and 4
refrain, complete with wind imitation. Several times the harmonica plays the end of the melody of The answer is blowing in the
wind, for the instrumental refrain, though, it returns o a close reproduction of the sung melody of Idiot Wind. Everyone playing
seems sleepy. I have pointed out some specifics of why this ouuake Idiot Wind is artistically inferior to both the Blood On The
Tracks and concert versions. Beyond the kind of poelic considerations ¥ have suggested in connection with this and with the rough
draft of Subterranean Homesick Blues, what generalizations can be made about artistic improvements in performance? Paul
Griffin's wind imitations are a drawback. [s direct instrumental imitation of the lyrics always artistically boring? No--there is
plenty on Blonde on Blonde, which Dylan considers his most successful studio album, and especially on the exuberant 1974
coneert album. Overdone instrumental imitation is bad--but how much is overdone?
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In the outlake Idiot Wind, the lyrics express bitterness and the music, reconciliation. But instead of mismaich, the effect might
have been of unresoived tension, as in Shelter from the Storm. In this outtake, Dylan's voice is relatively uninteresting. But in
Subterranean Homesick Blues, vocal monotony creates major artistic effectiveness. "To Generalize is to be an Idiol,” says
William Blake. Much more evidence is needed to even begin consideration of the acsthetics of performance, or the aesthetics of
rock, or even just the acsthetics of Dylan, from the performer’s point of view. Somewhal more evidence is available on aesthetic
standards from the audience's point of view, however, as | show in my next chapter. Different as Subterranean Homesick Blues
and Fdiot Wind are in tempo and in relative positions on a words-to-music spectrum, their wind-refated imagery patterns occur
within texts that both can be analyzed for the characteristics of successful songs: pronouns thal can encompass a listener, extensive
rhyme and other vowel/consonant patterns, non-sequential development of ideas and images, and so on. In neither song, however,
are. binary oppositions in the text--allowing flexibility in performance--a striking feature. It could be said that Subterranecan
Homesick Blues does not in fact allow various meanings in performance: Dylan apparently never sang it again in public, and
cover versions tend to change text and structure drastically. Disconcertingly, however, Idiot Wind can project at least two
aesthetically successful meanings in performance, and the scatiering of non-quite-oppositional images in ils text ("day-dreaming,”
“a Little upside down," and so on) creates just one effect among many. Even more disconcertingly for one of my theses, Dylan has
eliminated several oppositional images in improving the outiake text for release, Yet binary oppositions do play the roles | have
analyzed elsewhere: in imitating the Hard Rain narrator's struggle toward rational understanding, in portraying love-song women
as irrationally appealing, in making Just Like 2 Woman a jagged weapon and Like a Rolling Stone a personal victory for each
listener, and in allowing It Ain't Me, Babe so many possible resolutions. Does successiul literature intended for oral performance
somehow use more binary oppositions than does other ierature? Or is it inertia that has kept most literary critics from sceking
paradigmatic structural patterns as such in what is intended for silent reading? Is unresolved ambiguity more characteristic of
songs Lhan of spoken literature? Would distinctions appear between works intended for oral delivery and for silent reading by the
same author?

Yes, and how many seas must a white dove sail
Before she sleeps in the sand?
The answer, my friend, is blowing in the wind

The answer....
(1962)
Author: Alexander/Gross First Published: Elm T'ree Books, 1978
Title: An [ustrated History Out of print

Idiot Wind was an epic, a scaring look ai the price paid for fame, intensely personal, universal for just that reason, as Dylan sings
of the pain [ rise above, a losing warrior who awakes to find himself a victor, soiled, wary, and a litle vengeful. The fight was not
just with his audience, his friends, his wife. Rather it was with life, as it had always been with the very best of Dylan's songs. I it
ended with a verse about Jove, all the better, for there, in the misunderstandings beiween two people, was where Dylan always
found his most telling situations.

Author: Elizabeth M Thoinpson First Published: Couclusions On The Wali, Manchester, Thin Man 1980

[Title: Dylan As Composer Printed In : Conclusions On The Wall

Idiot Wind draws much of its power and explosive energy from these factors. The song crashes in on a C minor chord that is by no
means alien to the tonic key of G major but certainly shatters expectations. The lyrical siructure of declaration, narrative and
chorus are paratleled in the melodic structure, which skifully develops and extends melodic motifs. Inner key relationships are
explored and only in the chorus is the harmony straightforwardly diatonic and defined. The musical content and Dylan's own
performance are perfectly integrated, much more so than on the outlake version, so that or the finished atbum the song can emerge
as the work of a mature artist.

IAuthor: Wilfrid Mellers First Published: Faber and Faber Limited, 1984
[Title: A darker shade of pale Qut of print {I think}

[Author: Unknown First Published: The Guardian, 8/2/75

T'itle: Reprinted In: The Dust Of Rumour (Dave Percival)
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There's even some confusion in the {inest track of all, an extraordinary outburst called Idiot Wind. It begins with what secems like
silly personal paranoia (Semeone’s gat it in for me, they're planting stories in the press), then on o unlikely fiction (they say [ shot
a man called Gray and ook his wife 10 ltaly) before exploding into one of the most brilliant, brutal choruses that Dylan has
writlen.

A screaming chunk of fury, piled up with a jumble of surreal imagery and hints of influences back to Woody Guthrie, it can be
taken as an all purpose anthem against mediocrity in the media and the collapse of America's idealism. It's Ginsberg's How!
revisited, and it marks Dylan as a sixtics survivor, bruised but not down.

[Author: David Pichaske First Published: Peoria; Ellis Press, 1981

I'itie:The Poetry of Rock Out of print

Idiot Wind is as angry, bitter, as scomful, as dark as anylhing thal preceded John Wesley Harding., The song, moreover,
sclf-contempt, as the final refrain makes clear: We're idiots, babe, it's a wonder we can even feed ourselves. Content, tone, form,

music, delivery: almost pure Blonde on Blonde.

Author: Dowley & Dunnage First Published: Tunbridge Wells: Midas, 1982

Title: From A Hard Rain To A Slow Train Out of print

Idiot Wind, the most powerful song on the album, combines a mixture of rage, anger, remose and {rustration. The "wind' here must
be a deliberate reference 1o the earlier Blowin® In The Wind |, but its effect is different . It no longer gently blows answers:

[ haven't known peace and quiet for so long
[ can't remember what it's like

A destructive wind, then, that biows where it will in 2 falalistic manner. For it was 'destiny which broke us apart’. Both people
have been affected by it

We are idiots, babe,
It's a wonder we can even feed ourselves

But Dylan cites an example of someone who won through in the face of opposition:
There's a lone soldicr on the cross...

..... In the final end he won the war,
After losing every battle

Author: Michael Gray First Published: §t. Martin's Press, 1981

[Title:The Art of Bob Dylan Reprint and expanded version of The Seng and Dance Man

Seen first as a sort of Positively 4th Street Revisited, it is the album's most success{ul song. The 1oo-personal bone-scraping jars:

Someone’s got it in for me

They're planting stories in the press...

I haven't known peace and quiet

For sa long I can’t remember what it’s like. ..
You'll find owt when you reach the top
You're on the bottom...

It also produces, in Dylan, a need to step back from that cxtra-personal quality somehow: and he does so in the wrong way, by
stylizing his delivery of the anger, so that his voice al those points comes across with a faked-sounding passion,

Yet this is a small element in the song, It decpens into one of infinitely greater emotional range than a Positively 4th Street. The
idiol wind that blows is the whole conglomerate of things which assail our integrity and of ove that renders us hapless and out of
control. The song locks us in a fight to the death, in a contemporary graveyard landscape of skulls and dust and changing seasons.
Destruction and survival again.

The pre-occupation with this just-possible survival one must fight for is urged most eloquently in this tremendous, evocalive
stanza:

There's a lone soldier on the crosy
Smoke pourin’ out of the box-car door
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You didn't know i

You didn't think it could be done:
In the final end he won the war
After lusing every battle ..

That is matched, later in the song, by the extraordinary tugging wildness of this - a triumph of poctic strength:

The priest wore black on the seventh day

And sat stone-fuced while the huilding hurned
Dwaited for you on the runmin’ boards

Neath the cxpress tree while the springtime furned
Stowly into autumn:

Idior wind

Blowin'like a circle around my skull

From the Grand Coulee Dam to the Capitol.

(And what a rhyme!)

Author: James E Dorman First Published: Soma Press of California, 1982

Title: Recorded Dylan Currently unavailabie

Next a long {7:45) masterpicce, Idiot Wind - another Dylan "revenge” song, the negative side of the love/hate relationship. He
looses a bitter diatribe against all that is negative in his life : His betraying lover; a one-time personal friend; his audience; the
media and, {inally, against himself. The number opens abruptly:

Someone’s got it in for me

They're planting stories in the press,
Whoever it is, | wish they'd cul it owl quick,
When they will, [ can only guess.

And he tells his "sweet lady™

ldd-iot wind,

Blowing every time you move your leeth;
You're an idd-iot babe,

Ii's a wonder that ya still know how 1o breathe.

Anyone who can unleash the bile spilled with this picce will never be in need of an analyst to probe his subconscious. Lines like:
One day you'll be in the ditchiFlies buzzin’ ground your eyes - this is true catharsis. Finally, he focuses the hatred inward: We're
idiots, babellt's a wonder we can even feed purselves. The old Dylan viciousness returns, railing against others as well as indulging
in some heartfelt self-hatred.

Author: Clinton Heylin First Published: New York; Summit Books, 1991

Title: Behind The Shades Currently available

Dylan proceeded to re-cut six of the songs...Unfortunately, not only did he re-record the songs, he also re-wrote them..In the casc
of Idiot Wind only the first verse remained largely inlact, and the new version was less personal, more ambiguous. Though the
Minnecapolis version may have had more sound, it had less passion. The understated delivery of the New York version had actually
seemed to add (o the venom of the words.

Author: John Hinchey First Published: Wanted Man, Manchester; 1983

[T'itte: Bob Dylan's Slow Train Out of print

..Recall that image [rom Idiot Wind, which tells us that the borderline that separated you from me is guarded by a howling beast.
In terms of this image, the task is (o convert this beast from an obstacle into a vehicle for crossing, and the dangers are that the
gospel impulse will collapse into an effort to traverse Lthe border by slaying the beast, and that the blues impulse will collapse into
the effort o secure the border by becoming the beast.
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Author: Steven Bevy EFree Times, Philadelphiia; 24th Sep. 1976 1

Iitte: Shelter From The Crites’ Storm Reprinted in the 1998 & 1981 Tour Programmes

Of course, the closing anthem of Haed Rain, had 1o be Tdiot Wind, And here, Dylan was at his best, his voice swahing, and

howling aver the crunch thump hurricane of the Rolling Thunder. Significanty, he wamed the second person of the ~ong i this
:an public hat one day yvou'll be mothe prave (not, as [irst sung, the ditch) and those {hes buzzang around vour
cves will he a Nitng mibuie w rhe uscelessness ol vour wlevision Lies, of your People Magazine sconsibibities.

case, the Amer

uthar: Junathon Cott Droubbeday, 1984

Vitle: Dytan Presumabiy out of prim

Bot e prace. lighines and humour of this song [ You're Gonna Make Me Loneseme. When Y ou Gofoas as much a ford s the
sorson and <pleen of Idiot Wind  winels cxempldes i Rimbaad s clegant phrases e el on ol grace crovad sl new
volence. While Idiot Wind was the most abvioushy explosive and bier work Dylan il released simee Positively Fourth Street
md Can You Please Crawl Out Your Window? i was aluo the Tt such song in wlnels he inermmunated not onby e peron he

saxsanging about but bmselt aw walls Were ey, babe 0 asconder see can even Jeed ouneloes

Sy cinotion hved ot tut s s been sard, e a froen o love Sdan Wdiot Wind Dyl docs nothing Tess than naateiabze o

crnnoent ob At whic b, oot mede viable awd evorcsed s wl feed on the souad i destion s Aosed goodbive the Bow feanr Frecand

Y

M
Vo

i borderine sohac ko separarcd sou o e whide b secimy polinical ovil as an esensson o anterpersonad futeed fidient

waned Rl

o ltke o e e coosnd oy kil o the Corand Condee Da o the Capated
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Author: Mark Carter Homer, the slut

Title: The Winds of Change and the Painl  Rise Above Issue Seven!

Idjot Wind is one of those Dylan songs that I have always considered a "classic™ without really ever giving any lasling atiention to,
1t first appeared in 1975 on Blood On The Tracks . made a dramatic reappearance in 1976, kind of hovered around as an outtake or
iwo (most notably on The Bootleg Series) but has remained eriminally ignored by Dylan for the best part of 15 years. Consequently,
it’s a number that always moves me somehow whenever [ hear it, but it's absence from any tive tapes since ‘76 has meant that it kind
of fades from view for me far more so than, say, ‘inferior’ songs such as It Ain't Me, Babe or Boots Of Spanish Leather.'
Until now.

The word in February 1992 that Pylan had begun performing Idiot Wind live in Australia didn't really fill me with much excitement
or great anticipation. I had images of half-remembered lyrics and a lack-lusire delivery; a once classic song rendered impotent by the
passing of time. Consequently, 1 was pleasanily surprised when the first tapes revealed Dylan 10 be performing it exiremely well; a
delicately emotional performance with Dylan seeming to actually live the song rather than plod through it as a concert curiosity.
Subsequent tapes have proved it to be the highlight of 1992, even tzking into consideration the other gems that have surfaced this
year such as Little Moses and Female Ramblin' Sailor.

Dylan has made a stunning return to form this year (actually beginning last Auwtumn), and is currenily performing with a
commanding style and grace far exceeding any glory that any of us should have a right to expect this far into the game. To hear him
actually sing gvery song with renewed vigour is a never-ending joy to these ears, and made 1991's Spring /Summer gigs pale into
insignificance.

I now view Dylan's performances of Idiot Wind in three stages. Firstly, the original, wrilien in 1974 as he tried to repair his rapidly
delerioraling marriage, scems dignified - yet desperately, and mournfully, angry. An anger soaked in remorse as he realised that
the relationship with his “sweet goddess" was strained almost to the point of breaking. The outiakes appear somewhat more gentle
on the surface, yet the same [eeling of desperation is still apparent, weaving in and out of every line.

The 1976 Rolling Thunder Revue version is quite simply vicious, as Dylan, realising that the marriage was truly over, uses the song
as a weapon of spite rather than a lamentation of a husband and wife who realise that they can no longer live together. The Hard
Rain video contains one of the most powerful Dylan performances I've ever seen, and, even though Dylan shakes his head in grief as
he sings the line And it makes me feel so sorry (though I have heard one theory that he is shaking his head in refusal of the line. In
other words, it doesn't make him fecl so sorry), it's still quite clear that he intends 1o neither forgive or forget. Litlle wonder, then, if
she saw this or other performances, that Sara was forced to run and hide. People call Like A Rolling Stone and Positively Fourth
Street scathing and vicious, but nothing in Dylan's vast body of work is so devastatingly furious as this. You hurt the ones that I
love best Dylan‘snar}s, ironically doing the same thing hiimself with a song once so {ull of grief and now so fuil of spite.

In 1992 Dylan sings it as a sad, reflective song - an old man looking back on a raumatic event in his life with regret and wistful
disappoiniment. To say that he caresses every word, every syllable, is nothing of an understalemeni. Despiwe the increasingly
improving shows (and they are still getting better as the weeks roll by), this song continues to remain the absolute ireasure on cvery
tape that ['ve heard. Dylan can't help but remember whal was happening in his life when he wrote it, and the fact that he feels
comfortable enough 10 sing it again after all these years obviously means that he has come to terms with - or resigned himsel{ 1o - his
past.

To date, my favourite performance is on the San Jose 9/5/92 tape, an excelient DAT recording of a tremendous show, where Dylan
changes the melody and enunciation of the chorus ever so slightly (something he had wied to do at some former shows, but not
always successfully) and really lets the song soar. s a tremendously moving performance, quite hearlbreaking and yet absolutely
mesmernising.

I would be happy 10 leave the article here, but can happily add a postscripl. At the recent Cambridge society meeting 1 was fortunate
enough to see the Fox Warfield 5/5/92 video, including a stunning Idiot Wind. Some of the fire and anger of 76 seemed to have
been fused with the more nostalgic new version, and it was a sheer joy to waich Dylan deliver the song with 101% commitment. [t
was the most powerful, rivetting piece of video that I've seen in years, and left me speechless and moist-eyed. Tears of joy, I hasten
10 add, and of relief. Relief that the man is most definitely back, most definitely in controd and in contact with whatever il is that can
still ignite the spark of genius that's in him. Back doing what it is that he docs best, Again.

So F'd like to thank Bob Dylan for delivering his most consistently impressive set of gigs (now almost ninc month's worth} since at
least 1980, maybe even as far back as 1975, I'd especially like Lo thank him for re-introducing me and - more importantly himself -
10 one of his greatest and, apparently, most enduring songs. A song thal continues to improve and reveal new depths every time he
sings i, long after I thought I had it pinned down in the great scheme of things.

Whatever Dylan does, and wherever he goes, in the fuwure 'l always have 1diot Wind in 1992. God bless him for that.

Clearly it's a not-so-ill wind that blows everybody some good.

1 onty use the word ‘inferior’ in the context of Idiot Wind being more gut-wrenchingly honest than many other Jost love songs that Dylan

has regularly performed live throughout his career.
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“Idiot Wind" ((c) 1974, 1975, Ram's Horn Music): Studio Version from Blood on the Tracks (Col. PC 33235).
Recorded 27 or 30 December 1974 at Sound 80 Studios, Minneapolis, released January 1975. with Chris
Weber (twelve-string guitar), Ken Odegard (guitar), Greg inhofer {(keyboards), Bill Peterson (bass), Bill Berg
{drums).

[Textual variants for:} Concert version from Hard Rain (Col PC 34349) Recorded 23 May 1976 in Hughes
Stadium, Fort Collins, Colorado, released September 1976. With Rolling Thunder Review, including some or
all of Scariet Rivera (violin), Rob Stoner (bass and vocals), Steven Soles (guitar and vocals), Howard Wyeth
(piano and drums), T-Bone Burnette (guitar and piano), Gary Burke (drums), David Mansfield (guitar).
Producers, Don DeVito, Bob Dylan; engineer, Don Meehan.

Separate transcription for: Studio outtake bootleg, from Columbia A&R studio, New York City, mid-September

1974,

IDIOT WIND

Someone’s got i in for me | woke up on the roadside
They're planting steries in the press Daydreaming about the way things sometimes are
Whoever it is | wish they'd cut it cut quick [Daydreaming about the way things really are]
But when they wil|, [ can only guess Visions of your chestnut mare
They say | shot a man named Gray | Visions of your smoking tongue]
And took his wife 1o ltaly Shool through my head and are making me see stars
She inherited a million bucks You hur the ones that | love best
And when she died, it came to me And cover up the truth with kes
I can't help it if I'm tucky Cne day you'!l be in the ditch

[One day you'll be in the grave]
People see me all the time Flies buzzing around your eyes
And they just can't remember how to acl Blood on your saddle
[l guess they just can't remember how 10 act]
Their minds are filied with big ideas Idiot wind
[Their minds are filled with false ideas] Blowing through the flowers on yous tomb
Images, and distorted facts Blowing through the curlaing in yous room
Even you, yesterday [And even you, yesterday] Idiot wing
You had {o ask me where it was at Blowing every time you move your teeth
I couldn't believe after all these years You're an idiot, babe
You didn't know me any better than that It's a wonder that you still know how to breathe
Sweet lady [It's a wonder that ybu slill can even breathe]
Idiot wind it was gravily which puiled us down
Blowing every time you move your mouth And destiny which broke us apar
Blowing down the backroads heading south You tamed the lon in my cage
[Blowing on down the backroads . . ] But it just wasn't enough te change my heart
Idiot wind [But it wasn't encughic . . ]
Blowing every time you move your 1eath Now everything's a fitle upside down
Yeu're an idiot, babe As a matter of fact, the wheels have stopped
I's a wonder that you still know how {o breathe What's gooed is bad, whal's bad is good

You find out when you reach the top
| ran into {he fortune teller You're on the bottom
Who said beware of lightning that might strike [You are on the bottom)
[She said beware there's some lightning that strikes}
| haven't known peace and quiet | noticed at the ceremony
[ haven{ known aboul peace and quiet now} Your corrupt ways had {inz!ty made you blind
For so fong | can't remember what it's like [That your corrupt ways . . ]
{[For so fong | don't even remember what it's fike] [ can't remember your lace anymore
There's a lone soldier on the cross [Fcan't recall your face anymore]
Smoke pouring out of a boxcar door Your mouth is changed, your eyes don't lock into mine
You didn't know if, you didnt think i could be done [Your mouth is changed nd your eyes . .
[He didn't know it, he never thought it could be done] The priest wore black on the seventh day
In the final end he won the war And sat stone-faced while the building bumed
[But in the final shot he'd won the war] | waited for you on the running beards
Alter losing every battle Near the cypress {ree white the springtime turned

Slowly irto autumn
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Idiot wind

Blowing fike a circle arcund my skull

From the Grand Coulee Dant 1o the Capitol
Idiot wind

Blowing every time you move your 1geth
You're an idiol, babe

It's & wonder that you still know how to breathe

I can't feel you anymore

! can't even touch the books you've read

[f can't even touch the clothes | wear]

Every time | crawd past your goor

|Every time | come inte your door]

| been wishing | been somebody else instead
IYou leave me standing in the middle of the air]
Down the highway, down the tracks

Down the rcad Lo ecstasy

| followed you beneath the slars

Hounded by your memory

And all your raging glory

| been double-crossed now

IFor the very last time and now I'm finally free
[For the very last lime and | think { finally see

i kissed goodbye the howling beast

On he bordertine which separated you from me
You'll never know the hurt | suliered

Nor the pain | rise above

And Il never know the same about you

Your holiness or your kind of love

And it makes me feel so sorry

Idiot wind

Blewing through the butions of our coals
Blowing through the letters that we wrole
Icdiot wind

Blowing through the dusl upoen our shelves
We're idiots, babe

I's a wonder we can even feed ourseives

Quttake Version

Someone's got 1 in {or me

They're planting slories m lhe press
Whoaover itis wish they'd cul # cut

3ut when they will | can only guess
They say | shot a man named Gray
And ook bis wife 1o Haly

Sheinhentea a milion bucks

And when she died it came to mue
teant help ol f'mlucky

People sea me all (he towe

And thoy ust et remember how to acl
Thewr minds are filed wilh big ideas
fmages and distorted (acts

And even you yeslerday

You had to ask me where 4 was at

i couldnt believe after all these years
You didn’l know me any better than that
Swoeet lady

Idiot wind

Blowing every lime you move your mouth
Howmng down (he backroads heading south
Idiot wind

BRlowing every Hime you move your ieeth
You're an idiol, babe

It's a wonder that you still know how to breathe

| threw the t Ching yesterday

It said there might be some thunder at the wek
Peace and guiet's been avoiding me

For so long # seems like living helt

There's a tone soidier on the hill

Watching falling raindrops pour

You'd never know it 1o lock at him

But at the final shot he won the war

Aler losing every battle

| woke up on the roadside

Daydreaming about the way things sometimes are
Hoolbeats pounding in my head

At breakneck speed and making me see stars
You hurl the ones that | fove best

And cover up the truth with lies

One day you'll be in the dilch

flies buzzing around your eyes

Blood on your saddle

Ichiol wind

Blowing Ihrough the flowers on your fomb
Blowing through the curtains in your room

ldict wing

Blowing every time you move your teeth
You're an idiot, babe

ft's & wonder that you stifll know how (o breathe

it was gravity which pulled us in

Destiny which broke us apar

You lamed the lion in my cage

But it just wasn't enough 1o change my heart
Now everylhing's a littie upside down

As a matier of fact the wheels have stopped
What's good is bad, what's bad is good

You find out when you've reached the top
You're on the boltom

I noticed at the ceremony

That you lelt all your bags behind

The driver came in after you left

e gave them all to me and then he resigned
The priest wore black on {he sevemh day
And waitzed arcund while the building burned
You didnt trust me lor a minute, babe

I've never know the spring to turn

So quickly into autumn

ldiol wind

Blowing every ime you move your jaw
IFrom the Grand Coulee Dam 1o the Mardi Cras
Idict wind

Blowing every time you move your teeth

You're an idiof, babe

iI's a wonder that you sull know how to breathe

We pushed each other a little 1oo lar

And one day st jumped into 3 1aging storm
A hound dog bayed behing your trees

As T was packing up my uniform

Higured I'd ost you anyway

Why go on what's the use

In order to get in a word with vou

Fd'd had 10 come up wilth some excuse

And that just struck me kinda lunny

I've been doublecrossed 100 much

Attimes | think I've almost fost my mind

| adykillers load dice on me

Behind my back while imitatars steal me blind
You close your eyes and pan your lips

And slip your ingers lront your glove

You could have the best there s

But i's gonna cosl vou all your love

You won't get d lor money

Ichol wind

Blowing through the Huttons ol our coals
Blowing through the tetlers thal we weote
Idiot wingd

Blowing through Lhe dust upon our shelves
We're idiols, babe

It's a wender we can even leed ourselves.

Homer, the slut
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An Appreciation Of The 1976 Tour

Man! | just don't befieve this. Those are audience sentiments overheard after the third song on my tape of the first
concert {Lakeland 18 April 1976) of this extraordinary tour. Hardly surprising, this reaction, given that the fortunate
individual had just seen Dylan kick in with a tender and echoing solo Visions Of Johanna (what an ambitious opener -
never 10 be heard again on the tour); followed up with a vengeful and vindictive rewrite of If You See Her Say Hello, and
then a duet with Neuwirth on Vincent Van Gogh, which, although it became a 1976 feature, must've been new to this
unknown commentator and his companion. An idiosyncratic and adventurous opening - and next up was Weary Blues
From Waitin' - another rarity, |t must be an exciting experience to attend the opening nigh! of a tour; one fifled with
heady anticipation, even though Dylan has often needed a few shows to get his eye in. Bui the Lakeland faithful couldn't
have been disappointed judging from my, admittediy poor quality, tape.

The magic of an opening night is captured brilliantly in Simon Winchester's essay on Chicago ' 74, Blowin' In The Windy
City ("The Dylan Companion”). Although those who attended Verona in 1984 may still be somewhat sceptical,
Whatever the truth of this, Lakeland '76 certainly comes across as an exciting opening {o what was to be a vibrant series
of shows.,

JUDGES AND JOKERMAN

This article was prompted by a letter | received from Andrew singing the praises of Orlando 76 and claiming that this
was an undeservedly unappreciated tour, possibly because it stands in the shadow of the awesome 1975 Rolling
Thunder Revue. Having always personally appreciated this tour, | felt impelled to try and respond appropriately. The first
question you might want io ask is whether it actually is unappreciated? If true, | hope to demonstrate that it is
undeserved that it should remain that way, In Stolen Moments, Clinton Heylin writes: "The whole 1976 leg of the Rolling
Thunder Revue meets with considerable apathy from crowds and critics alike, despite being one of Dylan's very finest
fours”. Now this is a controversial statement to make, is it not? Assuming young Clinton was not lucky enough to attend
any of the 1976 shows, then his laudatory words must be based on available tapes plus the Hard Rain album (not a
good example of the breadth of Dylan's achievement on the tour) and the Clearwater and Hard Rain TV shows. One
might ask who he is to set himself up above the crowds who actually exparienced Rolling Thunder Two at first hand?
This neatly links up with a letter to Homer & from a friend of mine, Mike Jackson. Mike is scathing about Mark Carter's
criticism of Hammersmith '91, and bases his case on the fact that he was at Hammersmith and was therefore in a better
place to judge than Mark who oniy had access to the tapes. My guess is that Mike would still accept Clinton's evaluation
of '76 even though it contradicts his criteria about 'the right to judge". | don't want to get into the debate about
Hammersmith (I wasn't there either), but | do think the 1976 tapes prove, if it's not self-evident, that you can make g
judgement about a concert or tour without having been there.

Let's go back a little further first. A famous, well-known and appreciated tape is Hallowe'en 1964. Thousands of fans
who never attended any 1964 shows would (| feel sure) assert that Dylan was in tine form on that nigh! - and that it is a
good example of the Dylan. of that era. You don't need to have been there - you can hear the magnetism of Dylan's
personality, the warmth of his relationship with the audience, and from his performance you can tell that he was in good
voice and at the top of his form. Why don't you need to have been there? Because Dylan's art is aural not visual. it is
certainly a pieasure to be.there and to see what is going on and 1o soak up the atmosphere. But it is the sound (and
lyrics of course, but | don't need to say that do 1?) that matters. His art lies in the interaction of lyrics, musical
instruments and voice - all of which is avaliable to us on tape and can mostly be appreciated even on poor quality
recordings. | might add that { would never choose a video of a particular show over an audio tape: there is rarely any
comparison in terms of sound quality.

The crux of this debate lies in the fact that it is happening at all. | don't believe that you would've said at any time
between 1964 and, say, 1986, that you had fo be there to appreciate how good he was. All the evidence you needed
was there on tape. The fact that anyone feels they need to defend Dylan's performance on these grounds now, can only
be an indication that there has been some slippage of late. But what can you expect really? He is 51 years old now. |
would simply ask: is anyone whose art demands a physical input still at their best at such an age? Is it fair of us to
expect that much from somecne who has aiready given far more than we deserve? In the end it comes back to whether
we are entitled or allowed to make judgements about art at all. An argument which denies the legitimacy of drawing
distinctions regarding the relative merits of different tours detracts from both our and Dylan's humanity. It also asks the
impossibte. Implicitly it is saying te us that thare is no variation in quality, only in content and style. It is saying that Dylan
and The Dead ‘87 is as good as Dylan and The Band '66. And yet we know, {don't we?) that the quality of his
performance varies from night to night within tours, let alone from one tour to the next. We have the evidence of our
ears. We don't have to be there 1o judge.

Homer, the siut Issue Seven



Bob Forryan: IDIOT WIND ABOUT ROLLING THUNDER Page 2 of 6

YOU GOTTA LOTTA NERVE

Going back to 1976 though, is it an unappreciated tour and is it true that the audiences at the time were “"unimptessed
and bored” (Heylin)? A related question is: do disappointing ticket sales necessarily indicate that a) the shows were poor,
or b) that those who did attend were fess than enamoured of what they heard? In the case of a} manifestly they do not.
Popularity has never been a guarantor of quality or artistic merit. The reverse must also be true - that which is good,
which has integrity and merit, need not be popular. As for those who attended, well we have the evidence of our eyes
and ears. We get some clear pictures of a rain-drenched crowd on the Hard Rain film. Despite the weather, they exhibit
every sign of both enjoying themselves and appreciating the show. It seems reasonable to assume that at least one
concert satisfied its audience. We also have audio tapes. The nature of their proof may be ambiguous. The crowds
sound enthusiastic on the tapes | have, but they may only be the few peopie near to the recording device. it is not an
absolute guarantee that this was the common reaction. | suppose the balance of probability is that if crowds had really
enjoyed the shows, word would have spread across the South and ticket sales would have responded accordingly.
Likewise, if it is true that Dylan became disenchanted with the tour it may be a further indication that he wasn't receiving
the audience reaction that he would've wished. Who became disenchanited first one wonders? (Reminds me of the
Thurber cartoon: "I'm disenchanted, you're disenchanted, we're all disenchanted!") Then again, maybe it was just the
critics. If they were generally negative towards the Revue, this could have had the double effect of discouraging ticket
sales and pissing Dylan off. | suppose it is also possible that Dylan's "eastern-radical chic” credentials (which following
Hurricane and Joey is probably how he was perceived), didn't actually endear him 1o the conservative rednecks from
below the Mason-Dixon line.

Even assuming Dylan did become bored with the later stages of this short tour ("It was a tour of two halves really,
Brian") that is not necessarily refiected on-stage. Certainly not with any frequency. There are still powerful and
compelling performances right up to and including Fort Callins, And, oh, if { could only hear a tape of Lily, Rosemary
and the Jack Of Hearts from Salt L.ake City!

"Under-appreciated"? Well, such proot as exists is against me. The Telegraph readers’ poll in 1990 placed this tour
eleventh among favourite Dylan tours. | can't believe this is a true evaluation. If the aticionados don't rate it, what chance
is there that anyone else does? But | really don't understand how anyone can consider 1988 superior to 1976, though
many of you seem to. For crying out foud, he didn't even play harmonica in ‘88! Anyway, never one to accept a majority
verdict, F'll try and tell you why 1976 means so much to me.

I'm a fittle hampered in this task by the fact that | am not a completist tape collector. { have about half-a-dozen tapes
frorm each tour, which is all | really want. In addition, | have the Clearwater and Hard Rain videos. However, these are
quite sufficient for me to iove Rolling Thunder 2 and to demonstrate that the Hard Rain album paints its picture in a
distorting mirror.

LAKELAND (18/4/76)

Let's look again at that Lakeland concert . In my introduction | said that the opening song, Visions Of Johanna, was
ambitious, tender and echoing. It is all of these things and mare. Listening to the official memoir of the tour - the Hard
Rain album - you wouldn't know that he had sung in this warm and sensitive voice in 1976. The album is underrated
generally, but it does sound the product of an angry individual, Nothing at all like this reading of Visions Of Jehanna. In
fact, if it were not for a greater maturity in the voice and a lesser impact on the harmenica, you could imagine you were
listening to Dylan, circa 1966. Somebody has commented on the way Dylan uses space between his music and lyrics. |
think this means that his technique is the opposite of Spector's "Wall of Sound". In other words, silence {varying in length
and breadth) and distance in some strange way contribute to the sound and mood of the song. | find it hard to articulate,
but | "feel” what is meant when | listen to Dylan. This particular version of Visions of Johanna is a good example of this
technique, even though the gaps are often lost in audience noise. It's an effective and affecting rendering of one of the
best-loved of Dylan compositions. It sounds the way you hear him in your dreams. Haunting.

Next up is this totally revised if You See Her, Say Hello. In contrast to the wry album recording, with its shrug of the
shoulder, choke back the tears, don't let her know it hurts manner; this rewrite is compelling in its pain, convincing in its
hatred - as much self-hatred as anything. Introduced on the harmonica, Dylan sings stunningly and powerfully from first
1o last: a real tour de force. A further harmonica break in the middle is followed by an outburst of anger and threats
against any new or future lover she may take. The final lines:

1 know that she'll be back some day, of that there is no doubt,
And when that moment comes, Lord, give me the strength to keep (kick?) her out.
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Heylin reads this as Dylan doubting his strength, but though this may fit the new words, | believe the vituperation in
Dylan's voice belies such doubts. Te me he sings this as if the woman (Sara, presumably) wouid be swept away by the
hurricane if she dared return at this precise moment. Oh Mercy? No mercy.

And then another change of mood. From the romantic introspection of Johanna, through the searing malice of if You
See Her, Say Hello, we pass to the good-time barroom sound of the iwo Bobs on Vincent Van Gogh. in just three
songs Dylan passes through an unbelievable range of emotions and it shows! This is Dylan at his magnificent, mercurial,
brooding best. If the tour had continued as it started it couldn't possibly have failed. If anyone doubts that the Never-
Ending Tour, for ali its undoubted merits at various points along the way, actuafly represents a decline from Dylan’s very
highest standards; let him or her produce three consecutive songs from that tour where Dylan not only passes through
such a range of emotions but, in the process convinces us that he does, If Lakeland fails to maintain this stunning
momentum throughout, it is still a fine opening, and not a tape | would want to be without.

CLEARWATER (22/4/76)

As this is a TV studio recording, this can't really be considered a part of the tour. The sound quality is excellent, the film
jess sn, and it seems that this is why Dyian rejected it for official release. My audio tape is the same as the video in
terms of the song list, s0 | am missing the One More Cup Of Coffee performed flamenco-style which Clinton Heylin
eulogises. It's at times like these that | understand why collectors keep on keepin' on. There's always that one more tape
you don't have: the one that someone else says "you've really gotta have this one™. But though | understand it, I've
kicked the habit before it really got a hold of me. | genuinely believe that collecting is not what Dylan appreciation shouid
be about. It's a side issue. It distracts you from the real spirit of his art: the heart of the matter. Iit's conceivable, though
“improbable, that somewhere in the world there is a person who has only one Dylan album, say Blood On The Tracks,
and that he or she may never have read any book or magazine about the man, - and yet that person may, through
intelligent, empathetic and intuitive listening, be nearer to an understanding of the truth of Dylan's art than your most
successiul hypnotist collector. Think about it.

MOBILE (29/4/76)

The next tape in my collection is Mobile. There are some particularly interesting performances from this show. We get
the third and final It's Alright Ma of the tour. It's an arresting and clearly enunciated acoustic presentation. Throughout
the 1976 tour Dylan's lyrics are unusually distinct; a pleasing continuance of the 1975 vocalisation. This is another
respect in which these tours differ from the 1988-92 period. However, a similarity between then and now seems to be
the care with which Dylan approaches his acoustic sets. For.this reason | would again criticise the Hard Rain album
selections for their unrepresentative nature, for their failure to present this tour in all its raging glory. How can you
possibly justify no acoustic performances and no duets with Baez? It simply doesn't portray a balanced view of what was
going down at the time.

Anyway, I've been side-tracked again. As | was saying, It's Alright Ma comes across wonderfully on this tape. I'm no
music student, so | don't know the way to describe what he does. The best | can say is that the first two iines of each
stanza are attacked very powerfully {as on Bringing It All Back Home and on mos! iive versions) but the third and
fourth lines are sung more softly, on a lower and gentler note, a falling cadence which is really incredibly effective. This
pattern is followed throughout the song and | think beauty and depth are added as a result. The change in style avoids
any listlessness on the pan of the familiar listener.

A disappointment on this tape, however, is a very hurried vocal approach to ISIS which leaves us a thousand miles
behind the now-detinitive Montreal '75 performance.! Appropriately, Stuck Inside Of Mobile is rather special, with a
gentler, countryish mood which differs from the album of the tour. Dylan sings this with a mellowness which then extends
into You're Gionna Make Me Lonesome giving us a delightful, warm and tender couple of songs. The public image of
the tour is all v's: vituperative, vindictive, virulent, vengeful, venomous and visionary - but these songs are the very
opposite: homely, gentle and mellow. How typical of the man to defy the categorisation that the critics need and love.

I(There ought to be a fanzine articte in this somewhere, don't you think? Is it possible for there to be a definitive Dylan
interpretation/performance of any song?).
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As | was listening to this tape recently, | was struck for the first time by something about these lines from Lay Lady
Lay:-

Forget this dance, let's go upstairs.

Let's take a chance, who really cares?

What struck me was how callous, cynical and cold these lines are. Not typical of Dylan, | don't feel, even though he can
strike fo wound In his arl as we know. But this who really cares? is utterly barren. What an awful thing to be saying to
someone you are about to make love with! There is no warmth, not even the pretence of liking or loving. She's not even
worth faking it for. "I don't give a damn about anything, including you, but fet's do it anyway." Amazing that the man can
be like this, and portray #t as real (no, more than that, he lives it surely?) within minutes of two of the warmest, most
delightful performances ever (Stuck Inside Mobile, You're Gonna Make Me Lonesome). What chameleon hides inside
that skin? :

And, of course, it is a further exampte of the artistry dispiayed over the first three songs at Lakeland. Yes, | do like the
Never-Ending Tour, honestly; but there really is no comparison with 19786 in terms of felt emotional range. The more |
get into this essay, the more | feel like claiming that 1976 is the best tour ever. | don't really think that. For me, 1975 and
1966 are jointly outstanding. Looking back over the 16 years since 1976, however, | really can't see a higher peak. His
voice was certainly wonderful in 1979/80, but the emotional stress, though deep, facked this amazing breadth and
scope,

Whitst I'm in the mood for it, | must just mention Idiot Wind, though It could relate to any performance of this song at
any time. {t's just so cathartic. A purging of self. | love it - always, every time | hear it. | have a tape with three versions In
succession (Blood On The Tracks, The Bootleg Series, Hard Rain} which | play when I'm angry, frustrated, or just
plain depressed. Or when I'm lonely - and although I'm happily married, | don't think that stops you from being lonely
sometimes. There are times (don't you agree?) when no matter how close you are to another human being, it just isn't
enough. You want more, and it's not possible, not in this world anyway. At those times | play Idiot Wind to help me kiss
goodbye the howling beast on the borderline which separates everyone from me. Do you know what | mean? You must,
surely?

And finally, betore heading down yonder to New Orleans, there are two performances on this tape which may be a
reference to his feelings at the time about Sara. Now, I'm not into blography as I've said before, but when you've read all
the stuff about what was happening at the time, you can't help but look for its reflection on-stage. | do agree with James
Muir (Homer 6) that " a work of art stands on its own, i.e. biographical....material is not required”. But listening to a very
loose and untogether rendering of | Threw It All Away and a "hounded by your memory" version of Going Gelng Gone
it's very easy to see these as a reflection on the state of his marriage. Going Gelng Gone Is a long-time favourite of
mine, and | love the guitar playing on the Planet Waves original, and I'm fascinated by the rewrite for this tour.

f've been here too long

And I've heard what you said,
But f've just gotf to go

Or [ Can't sleep in my bed.

- gives a whole new slant tc the song and makes it one with the atmosphere of the tour. Despite this, the words vary
from show to show. { think there is less consistency in the readings of this song than on any other on the tour. It does
teel as if many of the song selections and adaptations deliberately mirror the reality of Dylan's life at this point,

NEW ORLEANS (3/5/76)

A real nugget from this show is the only outing of the tour for Love Minus Zero. An acoustic accompaniment to a husky-
voiced performance. I'm sure if | was female | would consider this Dylan's sexiest voice! | don't know if he had trouble
with his throat at this point or whether it was deliberate, but it results in one of his most sympathetic harmonising of voice
with iyrics ever: a true masterpiece of the performer's arl. Listen and tell me I'm wrong. If you can.

The other one-off from this show is a raucous, good-time, earthy Rita Mae. Coming immediately after a delicate,
sensitive You're A Big Girl Now it provides yet another example of Dylan's effortless ability to transform both mood and
tempo at will. Incidentally, every time | heard Sparks sing "l love you for your mind not your body etc.” | was sure they
had cribbed the idea from this song. But then, | would wouldn't I? My apologies for introducing such dross as Sparks into
a Dylan essay. As a penance I' listen to a Hammersmith '91 tape - sorry Mike, only joking! | cught to say, also, that Isis
receives a poweriul treatment this time; a vast improvement on that of four days earlier. The song is now delivered with
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all the sincerity, gravity and passion it demands. If you didn't know Dylan, you'd wonder how the same artist with the
same arrangement and the same band could elicit such & superior performance in such a short space of time.

THE BEGINNING OF THE END

| was going to continue this essay and talk about San Antonio, Cklahoema City and Fort Worth, but I've just reached a
place where l've realised, as with collectors, that more doesn't mean better. For me 1o continue to wax lyrical about the
many stunning interpretations of different songs from this tour isn't really going to add anything to what has gone before.
What | can point out, however, is just how much else there is. Like the duets with Baez, for instance. There is some
slaggering interaction between the two of them on the films of Clearwater and Hard Rain. I'm not sure that | understand
what it was about. It seems to contain a potent mixiure of respect, rivalry, one-upmanship and tenderness. Who knows
what was going on? My guess is that it was somehow intertwined with the various infidelities reported from the period
and the concurrent marriage break-up. As for the songs they performed, I'm particularly fond of Railroad Boy. Given his
predilection for train lyrics, this traditional and melancholy folk song seems totally apposite. | love the hanging scene and
the closing lines: : :

And on my grave put a snow-white dove
To show the world that | died of love.

Just one of the many sentimental, almost maudiin, folk sangs that Dylan has rendered new for us over the years. Songs
lixe Barbara Allen, Lakes of Pontchartrain, Mary of the Wild Mocr, Young But Daily Growin' - mawkish but
marvellous.

Deportees is another gem duetted with Baez, and | Plty The Poor immigrant, which is given a very chirpy, upbeat,
stop-start treatment. In fact, this incongruous reading of the song is in total conirast to the mood evaked by the lyrics, It's
not the first time Dylan has presented (both live and in the studio) us with a musical arrangement which belies utterly the
spirit of the song's lyrics. Maybe this is another case where "how does it feel?" has all sorts of puzzling connotations.
Ancther area ripe for exploration by some Dylanologist?

What else have | missed? A live Dink's Song which, sadly, I've never heard. The playing of Scarlet Rivera which |
always adored. The Hard Rain film on which "Bob locked very tense” (Shelton) with his "viper eyes" (Baez). | do think
his pointy teeth look pretty snake-like also on this film. "Powerful readings” (Heylin) of Idiot Wind and Shelter From The
Storm - weren't they just? And the awful clothes and hairstyles of Guam - did we really fook that way? And, yet again,
Idiot Wind in ali its raging glory. Those wonderful elongated vowels and intonations: "and when she die-e-e-e-e-d it
came to me" "bloo-0-0-0-0-d on your saddie” "slo-0-0-0-owly into autumn®. Not forgetting a delicately phrased ™ cant
feel you anymore” which almost convinces you he might actually be missing Sara. Finally, a smoky-voiced Knocking On
Heaven's Door reminding us (as if we needed it} of that uncanny ability to shift mood as the song or the situation
demands. He doesn't look bored to me, he looks like a performer working out his life in his art, perhaps like no-one else
can.

IMMORTALITY IS POSSIBLE

Paul Williams says of the Hard Rain album that it was "alt about sex and timelessness and living in the moment". Well,
yes of course it was. But the album missed so much besides. The tour was also about myth and magic, pain and desire.
About the impossibility of re-capturing the essence of New England in the autumn, but in the process creating something
unique and extraordinary. Idiot Wind was the anthem which always played in the background; the howling beast in
Dyian which kept him always on the borderline of something - exactly what | don't know. Listening to the tapes is a
kalgidoscopic experience. There are just so many conilicting and tumuliuous emotions being exposed here. Raw nerves
and open wounds. A man taken over by his daemons. His spirit, naked and intense, leading him to a point where acting
is impossible, and painful truth is all he can offer. Dylan on the edge, ardent and burning with a consuming fire, the like
of which we shall never see again.
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| came across two new - (new to me anyway) - songs recently , Black Muddy River and Littie Moses. What a
hauntingly beautiful song is Black Muddy River, but the song that really caught at my heartstrings was Little
Moses. The lyrics so simple and charmingly child-like, but expressing so appropriately the ancient story ingrained
on our memories from our long forgotten Scripture lessons at school. Moses in the Bulrushes - | recall drawing a
picture of the baby lying in the ark in my exercise book. When the words of this song fell from the lips of Bob Dylan
| was transfixed.

June 30th 1992 - Early One Mornin'....

We left London on the “Wanted Man® coach on its journey to see our hero in Dunkirk, Reims and Belfort.
Comrades from the North and South had renewed old acquaintances and the atmosphere was filled with
anticipation of what lay ahead. Little Moses had almost become a permanent fixture during Bob's acoustic set in
Australia. * Would | hear it in France?" . | was determined that | should.

| found a position at the front of the stage a! the Kursaal Dunkirk. During the show | shouted for Bob to sing the
song | was longing to hear. It was not to be. However in this alone was | disappointed, because all the other songs,
magnificently performed, made up for this omission, and it was good to see Bob looking so fit and well again after
London 1991. " Oh well, Tomorrow is not such a long time....".

July 1st 1992 - Paid some Dues Gettin' Thru'....

Our travel itinerary informed us that we would leave Dunkirk at 11.00am for a leisurely drive to Reims, arriving
there at 4.00pm. It takes a lot 1o laugh, but it takes French lorry drivers and farmers to tesl your powers of
endurance. However, battling slowly through the truckers' blockades and the farmers' barricades we eventually
. arrived at the Parc des Expositions, having about half an hour to spare before Bob took the stage.

Only managing to squeeze through to the third row, | knew my vocal chords would not be eﬁgctive_in reaching
Bob's ears that night, so | just hoped telepathy would suffice. Needless to say, for the second night Little Moses
eluded me, but yet again another great show, finishing with a salute from the Commandeur.

July 2nd 1992 - Headin' for another joint....

How can | describe the beauty and tranquifity of Belfort? Try to imagine a clear blue sky, a placid lake surrounded
by mountains, with the warm sun reflected in its depths. This was the setting for our final show, and my last
oppoitunity to hear Little Moses.

We spent a relaxing afternoon in this atmosphere and | was feeling confident that this show was going to be the
high point of my trip. Again at the front of the stage when Bob appeared, | knew that when his two song acoustic
set arrived it would be my last chance to hear what | was longing to hear. | waited for a it in the cheers and
shouted, “Do Little Moses Bob, please. * He promptly went straight into It Ain't Me Babe - or was that "It Ain't
your Night Babe"? | knew then that the next song was my last hope. He finished Babe, stepping backwards from
the mike. Then as he began to move forward | again shouted, " Bob, Do Little Moses. " My heart fell as he
seemed to strum the chords for It's All Over Now, Baby Blue . But suddenly there was a change in the chord
sequence and then came the words... " Away by the waters so clear... " and my heart soared,

Had HE responded to MY plea? Had MY words fallen upon HIS ears? “ Am | slill dreaming yei?. " A brilliant
performance of Little Moases and for me the highlight of the tour. For this alone the traumas of the highways had
been worthwhile. July 3rd 1992 - So Now I'm Goin' Back Again....

And why shouldn't it be your shout that occasioned this great performance, Janice? {ll say one thing, if indeed it was, then we all owe you
& tremendous vote of thanks. It was a quite breathtaking performance and he/she whose heart doesn’t melt and break simultaneously at
the intimate close doesn't possess a heart worth having. {At an open air festival, ye gods'}

Janice says thanks' to John Roberts and John Way for info on the song and ['ve reproduced a page from the 1959-64 SING OUT
Anthology overleaf. '
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Little Moses

Here 35 a npical song trom the sast sepertoire of the Canter Famuly whowe
imprint on contemporary  folk-unging stvle has influenced an entite generation
of folk artsts. The Carter Fannly, whose secondings today are priceless collector™s
ems, comes  from the Smokey Mountiiny o western Virgina where the old
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found the sweet in - fant was there . Be-
2 Away by the waters so blue, 3 Away by the river so dear,
The infant was lonely and sad, They carried the beautiful child,
She took him in pity and thought To his tender mother, his sister and
him so pretty, brother
And made Little Moses so glad. And Moses looked happy and smiled.
She called him her own, her beauti-  His mother so good did all that she
ful son, could
And sent for a nurse that was near,  To rear him and teach him with care.
4 Away by the sca that was red, 5 Away on a mountain so high,
Litde Moses the servant of God, And the last one that ever might sce.
While in him conhded, the sea was  While in him victorious, his hope was
aivided most glorious,
As upward he lifted his rod. He'd soon over Jordan be free.
The Jews safely crossed while King  When his labor did cease, he left there
Pharaoh’s host in peace,

Was drowned in the waters and lost.  And rested in Heaven above,
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Gonna Have To Go To College

Two entries on the educational front - but, untortunately, after Pia and | had finished our educations in Finland and Scotland. From
Finnish school text books ~ supplied by both Maria W. and The Wicked Messenger - there is an excellent cassete and text based
lesson and exercise on The Times They Are - A_Changin'. (1 find it intriguing that they can explore the nuances of non-standard
English in foreign schools ~ you can't imagine it ever happening here.)

Jim the Scorner provides Scotland's entry from last years “Higher English” paper. Scottish readers may well remember sitting their
compositional papers and being prompted to write on a subject while being guided into suitable (or otherwise) responses by totally
inappropriate quotes from some oid duffer of a poet or another (We, of course used to wonder why they didn't quote PDylan
instcad). Yep, it still happens, this year's included lines from our Bob's Shelter From The Storm to prompt essays on caring for
the elderly or some such stuff - bet all "the kids" wondered why they didn't quote Morrissey or Shaun Ryder.

Loose Windscreens

Patrick Humpliries had an interesting exchange with Jon Landau on 17/6/92 - weli, this bit was interesting:

PH The box idea seems particularly appropriate when you consider Bruce's comment to Robert Hitburn in the LA Times
about how Beb Dylan's Series Of Breams from The Bootleg Series box set rriggered something in him.

' That was an inleresting moment, when he experienced that, 1t's amazing what an influence Dylan remains. We bath went
to see him in Los Angeles just before we left, and he was just great. That song really did have some impact on Bruce.

The above was quoted in For True Rockers Ouly Issue 11 - details from Badlands; 11, St George's Place, Chelienham, Glos.
GL350 3LA UK - which also includes a comparison of Brooce n' Bob on tour by ene Clinton Heylin.

Dead drummer:

Themas Storcl's interview with Bill Kreutzman on 21/5/92 contained the following exchange:

TS How about the shows you did with Dylan”

BK Yeah, that was kind of fun...it was loose...] always liked Dylan - I was the guy in high school that loved Dylan and all my
friends hated him, you know, couldn't understand why I listened to him. I like his music, so it was fun to finally get to play on the
same stage with him, he's a poet, he's not a musician, he doesn’l know his on songs very well, but it was a fun thing to play with

him...it's nice to be on stage with someone you admire a lot. I overlooked the looseness - he wrote the words...how hard it must be
for him to be Bob Dylan, after thirty years, when you think it's hard in the Grateful Dead, how hard is it for him?

That was from Relix, a (mainty) Deadhead fanzine- more of/{rom them in the next subscriber's special

Looking Back?

Rumours of a Dylan autobiography to be placed in front of an adoring and astounded public reminded me of a reterence to this in
Rolling Stone nearly 21 years ago. It went like this:

Dylan is in the midst of two large, time-consuming projects. One is his autobiography, which he's worked on intermitiently over
the last year. [ never thought of the past, he said, now f sometimes do. I think back somerimes 1o all those people [ once did know.
It's an incredible siory, putting together the pieces. It's like ¢ puzzle, us far as stories go. I meditale on it sometimes, all that
craziness........ [ really like fo work on ir. (Rolling Stone 6-Jan-1972}

From a Don Was interview in THE INDEPENDENT 11-6-92

When we produced Under The Red Sky, as we were mixing one day he went out to the music store across the street just to kijl
some time, and he came back with this box, and everyone sort of knew it was Bob's box and we kept away from it, and when the
second mix was done he opened the box and pulled out an accordion. T don't believe he'd ever played the accordion before, but he
got us to set up a mike and he did one pass on the accordion played right through. And as we were listening 10 it out of context, we
were all thinking, "Oh man, there goes the song, this is the goofiest thing | ever heard, he's just blowin' accordion through the whole
thing.' But when we put it down in the praper place in the mix this thing sat so picely, that was the point I realized how great his
instincis are. You can hear it on Under The Red Sky and, 1 think, Bern In Time.

He's not completely mad, he's very intelligent, He just played o week in Los Angeles and everybody, every musician in town came
down and people enjoyed the show, even though he's making weird faces and acting like a madman, that's part of it. But in the
course of two sertences I could completely change my opinion, ‘cos I really don't know, nobody knows.

Homer, the siut Issue Seven



Bits & Bobs _ Page 2

Makes You Wanna Stop and Read A Book
8: No Direction Home: Norman Spinrad: Fontana/Collins 1977,

Normar Spinrad's short story first appeared in New Horlds 2; edited by the mighty Michael Moorcock in 1971. This makes it quite
possible that the first time I ever saw the chorus to Like A Roling Stone was reading it quoted at the beginning of this story. An
anthology of Spinrad's short stories by the above publishers in 1977 used this story as the lead, and used its title for the whole
collection.

Words pouring off of every page - well once you look them up, that is

The Bob Dylan Concordance: Steve Michel: Rolling Tomes Inc:. 1992

"At last a Bob Dylan concordance”, you might well cry out - and you would be right. The only problem is that the task is only
half-completed; just as the book has a gloricus colour front cover but a black and white reproduction of another great colour shot
on the back, so one has to have very mixed emotions when contemplating this, our lirst, Bob Dylan cencordance.

Steve Michel must feel he's completed an Everest climb of a task - but the truth is, that, laudabie though his efforts have been so
far, he is only at the foothills. Presumably in an effort 1o keep costs down, you get a song reference chart which allows you to look
up words in song-books rather than have all occurrences of a word listed and referenced as is normal practice wilh concordances.
This certainly increases the book's usefulness as a replacement to Trivial Pursuits but slows down the work of the scholar
immensely. It is presumably the latter use that is the intended purpose of the book and Mr Michel is selling himself short. I know
that the resultant book, as I envisage it, would be both weighty and expensive, but, hell, that has always been true of reference
works.

The other major problem - which, for mé, must be sorted out by the next edition to make the concordance workable - is that Mr
Michel has taken Lprics and the official song-books as his text. As we all know, the lyrics in Lyrics often differ wildly from what
Dylan originally recorded - nearly always to the detriment of the piece - so we have a concordance that does not even have the
original words the artist used! (The problem of alternate versions is thorpier; though, I, for one, would have both Caribbean
Winds and a host of Idiot Winds).

Now, as in the first problem noted above, Mr Michel has obviously agonized over this and his introduction explains his decision to
stick with the Lyrics as his folio - again, though, I feel he has sold his enterprise short. If we can have Shakespeare concordances
that refer to differing folios, so we could have Dylan from a variety of sources, Alternatively, if we niust stick to one source, at
least let us all agree that the official recordings constitute Dylan's canon and not the, often enfeebled, rewrites in Lyrics.

There are a couple of other, minor, points I have to disagree with but I don't want to sound all negative. Despite my reservations, 1
think this is one of the most essential publications you can buy on Dylan if you are interested in studying his work in depth; it has
the potential to save you many hours of tracking down half-remembered connections and, perhaps, springing new correlations into
your imagination.

So, to conclude, an essential purchase but ohe with much reom for re-working; a task just begun, far from concluded. Financial

viability must be a worry, perhaps Mr Michel should instigate an "upgrade” policy similar to the computer software companies he
seems so enamoured of, with revised releases planned for years ahead - or perhaps some educational institution could help.

Hibbing's A Good O!' Town

Why then (irony aside), one wonders, does Dylan continue: [ ran away from it when {was 10, 12, 13, 15,..etc..? [ suspect Pia may
have found the answer while reading the Hibbing Daily Tribune and remarking on the preponderance of Finnish surnames. She
came across an "advice column" that was pure Viz; as its title: Fanilla cures smelly microwave suggested. Our favourite tip -out of
many gems- was & "Fast Fact" use for ice-cube trays: Use as a child's earving organizer.

Marlon Brando

I started reading a trashy piece on Marlon Brande - you know the kind of thing, journalist decides there is one "slant” to take and
never deviates - because the opening description of an eccentric, privacy-hungry ioner who was nonetheless an entertainer with
fans around the world, struck the odd chord or two. (And also because, in its own way, What've you got? is nearly as good a
question as How does it feel? There were other connections too - how about this. for example:

He loathed his midwest, middle American, white-bread, middie-class background so when he lefi thankfidly to study acting in New
York he created another, more fitting for an exotic nonconformist....note the following ‘biography’...Marlon Brande: bora ii
Bangkok, Siam, the son of an etymologist now affiliated with the Field Museum in Chicage. Mr. Brando passed his early years in
Calcutta, Indochina, the Mongolian desert and Ceylon. His formal education began in Switzerland and ended in Minnesota where
he found the rigid restiction of military school too confining......

Dear me, that's an even betfer stary than some of our Bob's! Maybe this guy's a bigger influence than even James Dean?
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Makes You Wanna Stop and Read A Book
9: Small World: David Lodge: Penguin, 1984,

The almost unbelievably tedious plot and prose of David Lodge's book - are they alb like this? - is illuminated briefly by the
mention of an escape 1o a cottage haven, taking onty a few books. CGuinness and Bob Dylan tapes. (pp. 208) "Shortlisted for The
Booker Prize" it says on the cover - I'm not surprised as it is as establishmentarian as an England football manager and as dull as
his tactics.

Makes You Wanna Stop and Read A Book
10: Pat Cadigan: Dispatches From The Revolution: Asimov's SF Magazine

The story appeared in the July 1991 isuse and I've just gotla quote you the opening line/paragraph:
Dylan was coming to Chicago.

Great, huh? Booker prize and more for this littie lavely. 1 won't speil the story for you, but Dylan is mentioned throughout and the
likety happening - or not -of his upcoming concert is one of the underpinning motifs (and plot elements). How about this some six
pages into the slory:

The source of the DYLAN IS COMING! runour was never pin-pointed. Some sav it sprang inte being all on its own and stayed
alive because so many peaple wanted it 1o be trie. And for all anvone knows, perhaps it actually was true, for a little while
amyway, perhaps Dvlan simply changed his mind.

Wanted Man

Bob Forryan, who was the onty reader other than Jim Heppel to respond to my plea for pet-hate-audience-shouts, ! listed some
excellent examples of audience shouts he'd prefer never to have heard. One, though, is puzzling. Bob mentions that ene particular
person seems to shout - repeatedly, I believe - They Don't Deserve Ir - throughout Dylan's Hammersmith 91 tape(s): "On and the
pr*xkEE poes  complains Bob "and to add insult to injury, they've even named a cd after it”. Mr Forryan then asks if the fellow
was me by any chance! No, it wasn't, Bob - nor can [ tell you who it was but, since you asked me in a previous letter 1o introduce
you to Lambchop during the Leicester bash, you can always ask him - he's bound to kpow.

HOT PRESS - CELEBRATING 15 YEARS - THE ROCK ‘N' ROLL ISSUE

Ah, birthdays, anniversaries etc. - they just seem 10 go on and on; for a genre so young it seems a trifle strange. Nonetheless it
keeps Bob's name in high profile, needless to say he appears in snatches throughout Hot Press's celebratory pages. Here's alf but
the briefest mentions and the none-too-taxing quiz questions. (Excepting the review of Qutlaw Blues which will appear in the next
subscribers' special “Covers and Collaborations”.)

FIRST VINYL PURCHASES:

Dick Spring (Leader, Labour): I was a big Dylan fan, and the very first record that realty had an impact on me was probably
Blowin' In The Wind. I guess we're stili chasing the moon now too,

Eamon Dunphy (Journalist/Broadcaster): 'l have to be honest and say 1 don't really remember...I suppose I should pretend it was
an early Elvis record, or an early Dylan or samething, but [ simply didn't buy records when T was young.

Tanpled In Blues - The Rory Gallagher Story:

Rory is equally understated about another close encounter with yet another rock legend, which happened after a gig in The Shrine
Auditorium in L.A. in late 1978. Gailagher had played a stormer of a show and the capacity crowd had loved every number of il
Unfortunately, jet lag and the general rigours of touring were catching up with him and he was too exhausted for any post-show
meeting and greeting. Conscious of this, Donal positioned himself outside Rory's dressing room and proceeded to turn ail visitors
away.,

Most of the well-wishers understood the situation and lefl withiout any hassle but there was one strange-looking guy with straggly
hair and a scarf around his face who wanted ta talk to Rory and just wouldn't tuke no for an answer. When he became too insistent,
Donal started to get more forceful and told him in no uncertain terms that Rory wanted to be left alone.

Eventually, this over-zealous [an relented and turned to leave but not before telling Donal that he was & musician himself and that
he was impressed by Donal's resolve and dedication to “looking after the man”. [{ was several minutes later that someone pointed
out to Donal that the person he had just chased away was actually Bob Dylan,

Doesn't it make vou ashamed that these nvo ahwavs respond with legters and answers? "No. ™, Ol well _just a thoughi.
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This threw poor old Donal into a panic, ‘cause he knew Iwas a huge IDvlan fan, laughs Rory. So he ran out after him and looked
everywhere for this fella with the scarf. Eveniually, he found him and put ont his hand to shake Dylan's hand. Then he literally
grabbed him and dragged him back 10 the dressing reom. Dvlan was very nice. He said he lked the show and all the rest and we
tatked a bit about the blues and that. I'm not usually stav-struck by any of these people but it wus really great to meet Dylan. He's
one of my all-time heroes.

Blow Up...The Silver Sereen:

Don't Look Back: Still the most fascinating rockumentary ever made, this was shot in black and white on a single hand-held
camera. Following Dylan on his ground-breaking 1965 British tour. Peanebaker secems to have had a genuine all access pass. He
captures Dylan sparring with the press, his unease with his image, his cynical, withdrawn and semetimes sarcastic attitude to all his
hangers-on and rivals (his one glance put down of Donovan is unforgettable). And pushing even further behind the scenes, we see
Dylan's manager and agent at work, bluffing the BBC info doubling the price for an appearance. Makes even In Bed With
Madenna look like a cover up.

Blind Eye Turned To: Renaldo & Clara, Dylan's interminable avant-garde love story-cum-concert; Dylan co-starring with Rupert
Everett in Hearts Of Fire; D.A. Pennebaker's recent documentary of Idepeche Maode who he described as having a similar quality
to Dylan in the 60s.

Rock 'N' Roll Symphaony:

The Country Crossing: 1t was Dylan's Johu Wesley Harding which lepitimised country music for many post Sgt. Pepper rock fans,
and spawned that hybrid known as country-rock, Musically and lyrically, the album's stripped-down language was the antithesis of
the stoned excesses of the psychedelic age, including Dyfan's own previous LSD-induced prolixity. And another significant switch:
on John Wesley Harding Dylan's long-time existential angst was replaced by a newly articniated faith in God.

This implied renouncement of the devil's music and his abandoning of the pointed pelitical commentary of songs like The Death
Of Emmett Till in favour of a less problematic mysticism, made Dylan so welcome in Music City USA that in 1969 he returned to
record Nashville Skyline an album which further sentimentalised the family, legitimised sex and home and, in essence, betrayed
many of the original fenets of rock 'n' roll, Not surprisingly, it also further endeared Dylan and rock to country fans, leading
directly to the breed of country-rockers that deminate Nashville today.

The Singer-Songwriters: Dylan, as ever, led the way with his retreat into mysticism on John Wesley Harding and his celebration of
home, family and maybe gvcn the American flag on Nashville Skyline....

Bob Roberts

The latest Tim Robbins' film Beb Reberts promises to be fruitful ground for the Dylan reference watcher. The "in" joke of the film
is that it constantly refers to our man's career in general and Don't Look Back in particular. (The Times They Are Changin' Back is
one song, Pia caught a parody of the opening film sequence on a review programme) t is about 4 right-wing folksinger running for
president of the good ol' US of A. (What I want to know is: Does he have a change of heart some 18 years later and become a
humanist, preaching peace and tolerance (especially 1o our gay brethernj in redneck areas 77}

Ron Wood interviewed in Rock World; Sep 92 issue 4/Vol 1

[ did Live Aid with Bob Dylan but that was a very big, public, affair. We were heavily criticised for being an embarrassment on
Live Aid but I don't think we were. The rehearsals were unbelievabie. Bob Dylan was doing great stuff, and then of course, just
before we went on stage, he changed it all! And then he bust a string, and I gave him my guitar, and as | didn't have a roadie with
me, he got this wonky out of tune guitar. We just had to bluft and get by on one string. We had no chance to tune up.

"I was talking to Dave Stewart last night and he said Bob Dyvlan told me you'd got a really hot album coming out. I thought, "How
the hell does he know?' Bui apparently the Stones security man Jim Callaghan, who goes everywhere with Bob, came to my
sessions in Ireland, and he was very excited, so he must have told Bob. I get on weli with Bob myself, although a lot of people
don't understand him. I must admit peither do I, but he's Gemini like me. 1 was trying o explain to explain Bob to Siobhan Fahey,
Dave Stewart's wife last night because she doesn't understand him at all. She quite objected to Dave working with him. I tried to
explain that he was still a great poet even though his songs don't sound like the way he used to sing them. He's gone very abstract
with his music, like when he draws. I've got one of his drawings in my studio which he did when we played the Hammersmith
Odeon. He did & view of himself laying on a couch in a dressing room, but drawn from above,”

Maybe Siobhan's objections stemmed from Bob and Dave's propensity to imbibe heavily together on social occassions...continue
Rock World - whatever can they mean?)
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Commentary On The Cuttings

Afler letiers of encouragement, | have decided 1o go ahead with printing some of the Australian press coverage. Apparently you
don't mind duplication with other 'zines and welcome having as many seprints as is reasonable inside the one set of covers. So be
it. What is, and isn't, 'reasonable’ is somewhat trickier; I've included Mr. Coupe's and Mr. Wilmoth's interviews in two of their
many guises. I wanted to give you a hint of their variety without over-burdening this issue with them, Mr. Coupe's, in particular,
scemed to turn up all over the place.

However, we open with two encouraging reviews for Clinton Heylin as Beftind The Shades comes out in paperback in Australia.
On page 8 there is a very inferesting piece by Mark Mordue with a lavely photo boltom feft. {Oh, ok - that actuafly came from an
Italian paper reviewing a summer show, but, hey we thought it fitted nicely.) Then a few pages of Australian coverage, showing a
wide variely of response to the shows.

Then it is on to the USA, via a couple of exotic stops and an encounter with Michael Simith. Being sillier than even the average
Journalist when it comes to Dylan, this character expected Dylan in 1963 mode and was very disappointed to find: A) He played
rock music and B} He had aged. (I wonder what he makes ol the new album?) A poor, but interesting, review of Santa Rosa is
followed by another piece by Peter Doggett (bless him) tor the Record Collector {bless them), with the bonus of two important
interviews. [I'm just worried that they'lt run out of articles to run on Dylan. ]

We nip back to Australia on page 29, as some other reporls arrive. Then we have a hodge-podge from the glossy rock monthlies
with @ making a fine return to numerous Dylan mentions. Note, Loo, the photograph of Jakob Dylan - cool, or what? (Incidentally,
it is a fine debut LP.} The bottom headline on page 33 is a bit intimidating, I mean [ was nowhere near the place! Over the page
Mr Schwarz pleases me with his positive review and intrigues witl his observation that “there was little frademark Dylan banter.”
"M

Page 35 - CALL AN AMBULANCE FOR LAMBCHOP! Sorry aboul the gruesome headline - just be thankful I didn't reprint the
front page of the damn thing! Actually, I debated long and hard about inciuding this piece and - after taking advice from several,
and opposing, corners, I decided to go ahead. After all, the aim of this section is to let you know what the press are saying/doing;
my personal distaste for an article's tone or content should not preciude their inclusion. (If they seem important.) This one is
important for several reasons: it is how Dylan was greefed on his ‘homeoming' to the twin cities. The cover posed the same
question in even bigger letters and had as unilattering a photograph of Dylan as they had in their archives. {I presume so, anyway!)
Pretty horrible, eh? The articles aren't as offensive as the cover/title, but you have to wonder what effect they had on Bob.
(Galvanised him to even better performances if the tape of the last night in Minneapolis is anything to go by!)

Page 36 includes one of the great photos from an Italian paper of Bob leaning out-of his hotel room window in Genoa. On page 38
Dylan's arrival in Thunder Bay is heralded by an excelient piece and on the following page is a man some of you will recognize.
(No. not the one in the frame!) This would probably have been my favourite page were it not for the succeeding one as The
Hibbing Daily Tribune covers the return of the local boy made ##itd, er, pood.

And on and on it goes, this fascinating side story of Dylan in the press. There are new books out and more around the corner, the
Madison Square Gardens cutlings are beginning to arrive and the new album is onty weeks away from official release, (It is a few
days since I wrote my quick review and it hasn't been off the tape deck since, make of that what you will.) Alas, I must break off
somewhere and the tribute show in New York will be a fine place to start in Issue Eight, although first reports ate not too
encouraging! (Still, it is difficult to imagine Mr, Dylan giving a poor performance in tront of a TV audience reckoned to be in the
hundreds of millions, isn't it?)

Bob Dylan At Madison Square Gardens; 16/10/92 - Al this and much, much more in Issue Eight!
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THE CUTTINGS

Page(s) Date Author(s) Publication
7 (top) 22/3/92 David Costello Sunday Mail (I3risbane)
7 (bottom) 18/3/92 N/K On The Street (Sydney)
8 24/3192 Mark Mordue Drum Media (Sydney)
9 28-29/3/92 Imre Saluszinsky The Weekend Australian
10-11 28/3/92 Christie Eliezer JUKE (Australia)
12 14/3/92 Keith Belanger JUKI (Austraba)
13 ‘ 1/4/92 Stuart Coupe Tapress (Melbourne)
{Clockwise  [26/3/92 /K Telegraph-Mirror ¢ Sydney)
from top) 28/3/92 N/K JUKE #883 (Australia)
14 15-28/4/92 Flic Everett Up Town Northiwest (UK)
15 (top} 20/3/92 C. 1. Anderson The Australian
15 (bottomy | 30/3/92 Noel Menpel Courier-Mail (Brishane}
16 (Left) 18/4/92 Doug Kesselring TUKIE 4886 { Australia)
16 {Right) 3/4/92 Suzy Freeman-Greene The Age (Melbourne) )
17 2043192 Ron Banks The West Australian (Perth)-LEFT AFTER STH SONG!
18-19 27/3/92 Stuart Coupe Time OIT #560 (Austratia)
(box) 27/3/92 Russell Hunter Time OIT #3560 {Australia)
20 77/4/02 Peter Witmoth N/K {Australia)
VU492 Stuart Coupe N/ {Australia)
21 16/4/92 Michael Smith The Mercury (Hobart & Tasmania)
177/4/94 Letters Page - in response The Mercury (Hobart & Tasmania)
22 Ri4/a2 Chris Copas Launceston Week
12/4/92 Ricky Eaves Sunday Ixaminer (Launceston)
11/4/92 Ricky Eaves Sunday lixaminer (Launceston)
23 16-22:4:02 Jon Woodhouse Maui News (Hawaii)
24 41592 Philip Elwood San Francisco Examiner
2528 Sep 1vv2 Clarke/Dogpett Record Collector
Sep 1992 Peter Doggett Record Collector
Sep 1v92 Peter Doggett (1) Record Collector
29 22,292 Michael Epis Herald-Sun (Melbourne)
30 Avg 1992 ¢ [NK Rolling Stene
(Clockwise {7 Adany Higginbatliam Seleat
from top) Ot foel NK Q
Oct [ua? Timy Nicol Q
Jui 1uul [etter Q
"’ N K seleut
31 Oct 1992 Sue Fliot Q
Oct 19u2 Mark Coaper Q
Ag 1992 Nk Q
Sep 1902 Paul Davies Q
Sep 1092 N'K Q
32 1320092 NK Hersld-Sun (Melbourne)
23492 Andrew Darby The Age (Melbourne}
33 200892 Dr. Rock Maorning News (brie, UISA)
_21R92 Jeanine M. Gatesman Bravol ¢fy(LIsA)
34 514192 Larry Schwary The Sunday Ape tMetbourne)
Aug 1992 Mark Rowland Musician
217992 N'K New York Post
23/8192 I vin Saxberg Ottawy Citizen
3537 26/8-1/0/92 SouderSimons/Goelzman/Surowicy | Twin Cities Reader {Minneapaolis & 81, Paub)
38 268192 Dalton Cormier Thunder Hay Post
39 Aug 1992 Angela Crispine Thunder Bay Life
40 1/9/92 Louise Lundin Hibbing Daity Tribune
41-42 2009/92 Richard Williams The Independent On Sunday
43 Oct 92 N/K Record Collector
Oct Y2 Official Press Release Laistor Dickson Ltd.
44 26/9/92 (First 3 items = N/K =>) N.M.E.
(Clockwise | 3/9/92 David Hinckley New York Daily Post
(rorm topright) | 379792 Duavid Hinckley New York Daily Post
oPrisY 1350102 Lisa Robinson New York Daily Post
45 22/9/92 Mike Flanagan The Fxpress (Lockhaven, Pennsylvania.}
4/10/92 Tony Parsons The Sunday Telegraph
46 11/10/92 Mick Hamilton The Lies Of The World
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Reclusive rocker

on the tour trail

S BOB Dylan be-
coming the Howard
Hughes of rock?

Biographer Clinton
Heylin thinks so.

He says the singer-
guru's behavior has
become increasingly
reclusive and bizarre.

Of course, Dylan has
always been a singular
figure and one who
blurred the lines between
fact and fiction.

He remains one of the
century's great inventions
-— the middle-class Jew-
ish kid who landed in
New York in the carly 60s
full of tal! stories.

The young Dylan
would tell gulhble inter-
viewers about a youth
spent on boxcars and
clrcus caravans.

So we aren’t dealing
with Cliff Richard here
~-— the man has always
been a privacy freak, spin-
ning webs of illusion to
keep the world at bay,

But, according to Hey-
lin, Dylan has now
crossed the threshold and
is heading into loony-tune
land.

He says Dylan's desire
for seclusion has become
tinged with paranoia.

The great man has
taken to wearing hoods
and capes, both on stage
and in the recording stu-
dio during the sessions for
the second Travelling
Wilburys album and Un-
der the Red Sky, his latest
album,

Guns'n'Roses guitarist
Slash says that when
Dylan was talking to him
during the Red Sky
sessions, “all 1 could see
behind all those hoods
and shades was his pose
and upper lip".

Heylin also says that
Dylan, when touring,
travels on his own bus,
stays at different hotels
and rarely talks to his
musicians,

Of course, Brisbane
fans will have a chance to
make up their own minds
on Saturday when Dylan
performs at the Enter-
tainment Centre, Boon-
dall.

The Nineties' Dylan,

‘writes Heylin, is a perpet-

ual troubador on 2 never-
ending tour.

Although he retains
contact with ex-wife Sara,
his children and a few
casual girlfriends, he is a
lonely figure.

But don’t be misled.
Behind the Shades is no
hatchet job on a jaded
superstar.

It is a serious and

balanced work, an im-
ortant addition to the

ylan story by an expert
in this field — Heylin
produces a British maga-
zine on the singer's life
and work.

This portrait of Dylan
is painstakingly drawn
using hundreds of inter-
views with the subject and
those in his inner-circle —
from musical partners
like Al Kooper and Rob-
bie Robertson to sidekicks
like Bobbie Neuwirth and
lovers such as Suze
Rotolo and Joan Baez.

Heylin's insights into
the latest incarnation of
prophet Bob and his ex-
haustive treatment of his
70s and 80s carcer, also
set Behind the Shades
apart from other Dylan
books, which skim
through his post-60s
work,

Heylin concedes that
Dylan is no longer the
force he was.

But he argues that the
story of an artist who
scaled the heights of
genius before he was 25
and has spent the rest of
his life coming to terms
with that should not be
ignored. .

He says Dylan’s career

since his late 70s religicus
conversion has produced
its fair share of great
songs,

It is also *‘the story of a
very personal battle to
construct a world-view

DYLAN, BEHIND THE
SHADES, by Clinton
Heytin, Penguin, 528 .
pages, pbk, $19.95
Review: DAVID
COSTELLO

that retains his faith in
God and humanity™,

The account of Dylan's
conversion {o Christianity
in 1978 makes fascinating
reading.

He was sitting in a
motel room in Arizona,
divorced, alone and
strung out from touring,
when he had a “‘born-
again experience”.

**Jesus put his hand on
me. | felt my whole body
tremble . .. the glory of
the Lord knocked me
down and picked me up.”

Scon he was in Bible
school, learning a funda-
mentalist creed that
Heylin says was apoca-
lyptic: *The end of the
worid was not merely
nigh, it was nigh with a
capital double-underlined
N."

In Dylan’s wordst I
said the answer was
Blowin' in the Wind and
it was. Now I'm telling
you Jesus is coming back
and he is. And there is no
other way of salvation.”

This dark vision of a
looming Armageddon still
exerts a powerful influ-
ence on Dylan’s art, right
up to Under the Red Sky,
where he reminds us “that
the next flood will be not
water, but fire™.

For the fans who have
followed him since the
60s, his life will continue
to fascinate and intrigue,
making Behind the
Shades well worthwhile.

Another major artist
whose career has been
subject 1o constant
speculation is Bob Dylan.

Now available in papaerback is Clinton Heylin's, Behind
The Shades - The Biography, (Penguin Books, $19.95) which
is as good a biography of the Zim as you'll get,

Unlike other Dytan biographies, Heylin's gives extensive
coverage to the three decades of Dylan’s career. The last
major biography written by Robert Sheiton, virtuaily stopped
dead aftet Dylan’s motor bike accident.

As Heylin points outin his introduction "Now Bob Dytan
is fifty. ['s twenty-five years since he feil otf his motorcycle
in Woodstock. Yet the history ol these twenly-five years
remains untold, two thirds of of this book is devoted to
Dylan's post-accident career. it is my intent to show the full
sweep of his lile to date, and his post accident years actually
represent five sixths of his enlire recording career”,

Behind The Shades really is the authoritative Dylan
tomme and a mandatory read lor anyone interested in the
Zim. Hey there’s stuff in here that even ! didn't know and
when it comes to Mr Zimmerman I'm more than just a little

obsessive!
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B8 DYLAN story by MARK MORDUE

Magic, Mirrors And The Yellow Leaf

Y L1 is clouded by desire — as a fire by smoke, as g mirror by dust — it blinds the soul.’
LAFRLY I've been troubled by passion, what a stuff-up it can be, how it tangles in love and lust like a drug, an addiction. Passion — you can

drown in it,

1S it crossing thirty that is making me tived, or is it the lifesong of age and experience giving me a new respect for gentleness? Sometines 1
wonder . .. But | can understand the Buddhist ides of reaching grace by transcending desire, by just being, not hiding in yesterday or hoping for
tomorrow or hungering for golden gods and goddesses to make you happy. Just being. Perfect, blissful desirelessness.

EVERYTHING comes down to you. Most of all your happiness.

AYBE the title oppeaisic me. bul

Bob Dyians Desire is back inmy

hle ogan, with the country-sweet

backing vocals of Emmyiou

Harms and Sconet Rivero’s lam-
anling. righleous viohin This was Dyian's mig7d’s
redurn afbum (Dylan is olwoys refurnngl with
Hurricane. his epic asserion of the protestform
many thought he had abandoned in his garly
‘&Y heydoy Hurricane raged cgoinsl the
wiengtul imprisonment of Rubin Corter e black
middlewe:ghl boxet and number one conten-
der “who coulda been the champion of the
world!” Dylaniold of G maon “aisely ttied” and
leiced to sil “like Buddha in a ten foot cell”
Justice in Americo wos ‘agame” whete evary-
one was devalued by the racism and moral
corruption of those who pul Carles behind
bars. The song lauiy butned.

DYLAN's friend . the great Amencan Beol poet
Alan Ginsberg, wicte seme wild, chopping
steeva-notes lot Desire under the tille. Songs Of
Redemption. Possibly the poel who had seen
“the bast minds of my gengration destroyed by
madness, starving hysterical naked”, hod
battar hopes for Dylan, and more than an in-
stitution that he would head iowards the Bible
tor solace and truth.

f was in my iate leens when Sob Dylon was
anlering his tefigious phase. and like many
pegple | wos more fashioned than enquiring.
Criticaity oul-of-favour, the poel of another’
generation thad punk music was desecrating.
Ty lQan wzs & ghos! QF Iofmern meanings, a no
fonger centrat acl inthe gultural firmament. His
Christionity was pul 1o me os the desperate
grasping of o middle-aged mon, and faccept:
ad the media sacroments foithfully and fook
wp with @ new sel of heroes: Lydon, $trummer,
Smith, Davoto. Cave . ..

TEN years iater | sow o video tor Jokermon with
Dylan dressed in a beautilut while suit, and
an array of still-images {Biblical, Bosch and
Tarotl, and ke a wild-card somathing thot
had seemed irrelevent to me came shooting
throughtime with such grace i just aboul broke
my heart,

DYLAN's always had the ability fo work ontwo
levels. One has been his public significance,
most paricularly in the 60s. The Times They Are
A-Changin' Bob Dylan marked the early mat-
walion of his love for Hank Williams, Robert
Johnson and politicised kolk wiopped up inthe
imoage of a prolefarion James Dean. Hissongs

wers anthams and poroblas fof social change
N Amenca, most particulary ihe Civit Rights
steuggie and anhVietnan ealing By the me
his coreer mel Ihe steliar overdrive of 1966
Highway Revisited and 8londe On Blondel, the
oy polilicos were declanng tim a sell oul
and mosl of Amenca's htetary eslablishment
were slamming his occlaim as the poe! ol
the e1q.

DYLAN was moving wilh the veloc iy ol the age.
and the lexivict energy ol 4966 mighl be
summad up in his etectnc gudass, insleaa o
acouslic]. druggy surteolism, loving longue
poetics and superbad molorbikin’ gll-round
hipness. Jimi Hendrix modaled his hour or
Dyions. The Beolles ware intioduced 1c
masihuana by him. And he singlehandediy
tansformed the loce ol popuiar music by
politicising ! as a lorm, giving rebeilion
apstracl and experimental energy, and
sexuaiising intellect inlync the woy Presley hod
enargised performance and axpression inthe
50s. Too much. mon!

N amotorbike accident ot the absolute zenith
of hiscareer, Dylan snopped hisneck and want
nto refreot o Woodsiock. Holed up with @ wile
ond famity carefully prolected from the spot-
light that so depressingly ployed across his
relotitonship with Joan Baez in the dazzling
years before, the married, countritied Dylan
recorded records like Ihe qustere, rellective
ong casual John Wesiey Harding, the long
hidden, much boollegged. boore-an-pot par-
1y, (with The Bang) known @5 the fasernent
Tapes, and the cieor mellowed country of
Noshvitie Skyiine. It was at this point ks friend.
ship with johnny Cash began.

DYLAN had moved away from the centre stage,
into more personal and relaxed territory. For
some thal was a betrayal as domestic hor-
mony, homespun wisdom and allegerical
morality (@ hint of the Blbtical future} reptaced
the anarchic. dangerous Hamlet of the mid60s,
that very romantio ligure lolkies saw as a tralor
aarlier. Dylan shed audiences and identities
like dead skin, ¢ paradigm of his own lyrical
sword. "Not busy being born, busy dying”

{Twas ihe breakup with his wite Sara Lowndes
ihciwould fuel one of the greal masterpieces
of his career, the love-wroughl 8tood On The
Tracks. Thal seme yeat in 4975, Joan Baez would
recall. “Whenifinally mel and became friends
with Sara. we taiked for hours aboul those doys
when the Criginal Vagabond was two-timing

us. Hold Sara that I'd never lound Bob 1o be
much as giving gits, but that once he had
bought me a green corduroy coal, and teid
me 1o keep ¢ lovely blue nightgown from the
Woodsiock house. ‘Oh; said Saro, thatswhere
i weni!'”

AFTER Blood came Desire, then the Christion
years Haring with Old Testoment, gospel-
charged joy and pain. Dylan’s vikality iays with
his mercurial naiure, his continuing nead to
reinven! the terms we receive him on:
smalitown Jewish boy, New York rovbadour
waif, folk-couniry cool lury tale-tetler, groovey
biack-tooted 1ock surrealisy, laldback woodsy
family man, love-shatiered poetic loner,
Chrigtian propheciser, emolional polifician. An
altbum as recent os Oh Mercy. produced by
Daniellencts, (U2, Nevilie Brothers), shows him
ever-copable of greatness in its bruised,
double-edged barbs angd undertows of per.
sono: sadness. Amid i gil is the vengeful tuin
of phrase, and on understanding thol oppoer.
fumislic Amstican malerialism {Broken Lows)
and iove * consumption, (What Was It You
Wanted?) morked ihe end of the B0s.

LIKE old bluesmen, Dyion seems lo need to
keepkeeping on 10 ploy and be. Just past 50
years of age, he represents the aging of rock
and ol 08 a culture, a petsonal statement to
1he fact that otits best ond most honest. for all
tsingconssiencies, it can stll be o gente where
people ger old and slay creative

DYLAN no longer defines of i the conslello:
tonatfoce olthe era. Ke istheicon of lucked-
vp genius, an artist af inconsisienl, whimsiccl
and obscuyre temparaments.

1O see tum on the New Year's Day repiay of One
tresh Rover on the ABC, a porlraif of Van Mornison
where Dylan oppeared as o guesl. wos f.
witness thal ruin interrible ¢lory. Bocked by lhe
ooen lostait of anciant Greace cnd o s orm
Meditenranean sun. Morison sang foregn
Wingow 10 Dylan obouta man "hearng gown
the sulfering road” with the French poel
Rimbaud lor company The allusion 1o the
French seet who t0w o0 much 100 eoriy ond

went inlo elernoi exiie, taok on distuibingly
personal poetty as the realisotion awakened
batween two of rock 'n' roll's greatest survivors
thad Morrison was accidently singing about the
very fibre of Dylan's life.

OPPOSITE Motrison's ecsiatic, commanding
passion, Dylon was a shatiered porirait of
hooded wariness and thin breath, scatiering
words and hall-smearing phrases out of time.
Wiih his bocking vocals, Dylan was aware of
giving Moivison a poam of his own o8t spirit.

RUMOURS have always encircled him, especl-
ally ihe katier days: heroln Junkie. madman . ..
the kaleidoscope of a grect chamelgon glom-
Ising imo tragedy. From the shadowy cusp of
fatlen deitication. he can pull on hundreds ol
grect songs and mark his path, the magic and
loss of bis ceniraiily in cullure if not his talent

HOW musi the Jewish boy trom Hibbing. Mine-
sotlo who was once Robert Zimmerman ook
bock on il ali? Look back on teaving a fown
whose open-cut mine was hoplessly ac.
cigimed in the pursull of Jourist dollars as the
‘biggest mansmade hole on eath™? Cenainly
he knows he answere wilh creative force that
has put him in the company ol Picasso, Miles
Davis on‘d other masters of the century.

WHAT was it he wicle on the sleeve-notas to
Deswxe? “Wheie do I begin onthe heels of
Rimbaud moving like a dancing bullet thiu the
secret streets of a hol New Jarsey might fiiled
withvenom ond wonder” Ah, o# 15 clouded ., .
The Zen Buddhisis would try 10 onswer his
restiessness with upoye or skilful means’ @
melhod undersiood as "giving a child a yaiiow
leot to slop 1l crying for gold”
R ————

Bob Dytan. once agan of the Stole Theate
Thursdoy 46 Apnt Dylan started his series ¢!
Sydney dates Monday 23 ond plays tomght
lu(ﬂoayQAondV(ednesciavis:;eiorehecdmg
up !o Brisbane tor a dole shanng Ihe bill with
Bonme kot and Mare Cohn Then hesbackto
Plov Monooy Apni 13, Tuesday 4. wednesaoay
15 and nowThursdoy 46
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M Who is America’s finest contemporary poet? According to Imre Saluszinsky, it's

Robert Zimmmerman, aks Bob Dylan

The genius
Of Dylall &

OBERT Allen Zimmer-
man (b. May 24, 1841} is
Lhe most tmportant poet
to have emerged in the United
States since the death of Wallace
Stevens in 1954, And he is a very
unusual fellow — especially for a

poet.

Unlike most major American poeis.
‘Zlmmerman was borts a Jew, and Into
the lower-middle classes (his {ather was
the part-owner of s hardware store)
Unlike most major Americkn poets.
Zimmerman Is from the Midwesl. not
from any of the tradliional cenires of
culture along the north-eastern sea-
board. Unllke mosl major Anserican
poets. he dees not have a tertiary educa-
tion., And unilke most major American
poets — or poels anywhere — he s rich
and famous.

For all of Lhese oddities, though, Zim-
merman’s clalm o poelic grealness is
beyorul question. He is the author of 28
collections of poeiry, which have ap-
peared between 1962 and 1991, Although
all of ihem contain fine poems, (wo
mlone. Blood on the Tracks (1875) and
Desire {1876). would be enough Lo ensure
Zimmerman's lasting poetic greatness.

Bul Zimmerman's most compeliing
creation Is to be found In none of Lthe 26
texts mentioned. Hls masterplece is a
character - a character called Bob
Dylan. At the moment that he became
Bob Dylan, sometime late in 1859, Rob-
ert Allen Zimmerman created onhe of
the most complicated and fascinating
personae in 20th-century poetry.

Now the time has come {or critics Lo
begin the serfous work of picking apart
the complicated skein of tragitions that
contribute 1o Dylan's an. Evasive about
many things, Dylan has been perfecily
open about his esrly Influeneces: ¥ came
out of the wilderness and just naturally
fell in wilh the Beal scene ... il was
Jack Kerouac, Ginsberg. Corso and Fer-
linghetti ... T get in at the tail-end of
that and It was magice.”

The Dylan of the early and mid-'60s is
2 Beat poet. Indeed, with his chains and
loops of surreal, stream-oi-conscious-
ness imagery, with his street-talk {diom.
with his hosillity Lo “straight” social-
conditioning, and with his sense of the
continent of America as a challenge
that has to be faced and crossed - early
Dylan is the Beal poet:

Johnny's in the basement

Mixing up the medicine

I'm on the pavement

Thinking about the government

The man in the trench coat

Badge out, laid off

Says he's got & bed cough

Wants to get pald off

1t is hardly surprising thal an un-
usually creative young poet, just break-
g out of 2 claustrophoebie, sinall-town
upbringinig In the late ‘50s, shouid have
turned Lo the Beat aesthetic for inspira-
Lion. After all, it was the most exciting,
subversive Lhing in the air; bul it was
ot the only thing. ¥For example, Dylan
also picked up from Modernisl poets
such a3 T.8. Elot (and his French sym-

bolist precursors) & sense of the self as
unstable. eluxive, and capable of Lumut-
less Feiivigaration:

Ah, but I wus 3o much older then
I'm younger than that now.

This sense of the endless (wists and
permutstlons of the sell — s that, for
example, twe people who meel aguin
after a separation ey nave becne
quite different people — eventually chi-
maxes in those masterpicees scatiersd
across Blood on Lhe Tracks: poems like
Tangled up in Blue and Sheller from
the Storm.

Also among ihe early Influences wus
S5 Existentialism.  which  wamed
Dyian about ali of the malign forves
that threalen o fix and stabilise the
self unless Its authenticity Is jeadously
guarded. These forces include soctal can-
ons of patriotism and decency: “the
cnemy I see wears o cloak of deceney”.

Hence Dylan's lifelong Infatuation
with rebels and outcasts who upbraid or
discountenance soclal propriety: Woody
Guthrie, Joey Gallo, Reuben Cuarter.
Lenny Bruce, and. most notably, Jesus
Christ. But Dylan aiso has an Existen-
tialist’s sense of the threats 10 the self
and freedom that lasue from famlly 1
ain’t genna work for Magpie's pa bo
mores Well, he puts his cigars Out in
your face just for kicks') and, even
more disturbingly, from the entrap-
ments of love:

She wears s Egyptian ring

That sparkles before she speaks

She's a hypnotist collector,

You are a walking antigue

Most of these connections have been
made before. What has not been seen, |
think, i5 that they are alf quile second-
ary. Because, above all, Dylan, as & poet,
i an American Romantle visionary, in
the traditlon of Dickinson, Hawthorne.
Whitman and Thoreau. In other words,
he is one more among the distinguished
progeny of Ralph Waldo Emersen (1803~
1882).

Dylan's debl 10 Emerson has hardly
been noticed, and yet be is a tharoughly
traditionsl Emersonisn nden-
talist. In all of his guises, Dylan
preaches the Emersonian gospel of
“self-reliance”. Here is Emerson: "“Trust
thyself: every heart vibrales o thal
Iron string.” And Dylan: "Trust your-
seifs Trusl yourself to know the way
1hat will prove true in the end.”

In facl, the Beat idea of the Amencan
continent as the ullimate source of all
Inspiration comes from Emerson. who
singlehandedly convinced the poung
American potts and thinkers of the 1#th
century that they could forget Europe
and history, and forge &n original rei-
alion 10 nature. And the radieal individg-
ualism of the Existentialists, with s
sense of all worldly power as cormupl
and corrupting: that is also there mn
Emerson. whe writes, “Society every-
where S In conapiracy against the man.
howd of every one of iLs members ™

Emerson’s chief Jesson — that memor:
and history are death to the crestive
spirit. which must be comunitted Lo nes .
elty and change ~ s evident everywhere
in Dylan, who saw Immediately that ane

way of changing the tlmes Is simply to

assert that they already are a~changin’.
This spirit of Emerson and Haw-

thorne - who looked West from New

England and there, in the opposite di-

rection 1o Europe. found & symbol of

action and renewal — is stlll alive in

Dylan's verse:

Leave your stepping stones behind,
somelhing calls for you.

Forgel the dead you've left, they will
not follow you . ..

Btrike another malch, go start anew
And it’s all over now, Baby Blue,

Self-reliance Is not in every respect a
comforiling or easy truth to lve by: it
teaches that we must compete and
struggle endlessly, If we are to escape
the limiting influence of others.

This side of the Emersonian legacy is
apparent i ali those characters Dylan
conjures who onee upon a time, had it
all over “:im: whu once upon s time,
dressed v fine, und threw the bums a
dime. Bui now they neither talk so loud
Nor séem 0 proud:

You got a lotts nerve
‘T'o sgy you are my friend
When I was down

You Just stood there grinning

‘This ls the kind of hard justice that
operates In this world, But Dylan, like
Emerson, 15 & Transcendentalist. andg
hos slways envisaged & more ultimate
Justice. Seen agalnst this eternal back-
ground, wortdly power looks Llenuous
and tragile, 5o that "even the President
of the Uniled Btates; SBometimes must
have/ To stand naked”. Dylan's soclal
commentary ia leas o form of protest
than an apocalyplic ehallenge 1o Amerd-
ca: relurn (o a vislon of nnocence and
honesty. or die.

When Dylan started to write poems
that were directly about (hod, in Lhe late |
“I0s and early "80s. he was written off by
& section of bis audience, who seemed
not Lo have notleed that Dylan had
never wrilten about anything but God.

Locking for a theology across the body
of Dy¥ian’s work, 1do not think that it is
possible to find anything that is ortho-
dox from elther a Christian or a Jewish
perspective. Dylan's religion — the reli-
glon: that Is In the poems - 5o ylterly
privileges the Individual's search for
spiritial authenticity., for the lnner
light, aver any sense of community, thal
once again jt is impossible Lo see it as
anything but the highly displaced ver-
sion ©of Protestantism that we call
Romanticism.

“Power ceases in the instant of re-
. pose,” wrole Emerson. "It resides In the
moment of transidion from & past Lo a
new siate.” This s why Robert Zirmmer-
man's greatest work s Bob Dylan: no-
where more clearly than tn Dylan's own
ceaseless seil-fashionings is Lhe potency
of the seil, and lis knowledge that "he
not busy being borns is husy dying"”,
visible. Dylan said once: “What hangs
cverybody up is that I'm not stopping.”
Now on his fourth visit to Australia, he
has for some years been embarked on
what he calls the “neverending tour”,
There could be no better description of
the Emersonlan authentic life.

Bob Dylan's artistic achievement now
strelehes across 30 years, and maost of us
whao've lived those years with our ¢ses
and ears open have managed W see
something of our own inner visions and
crises reflected in the spectacular light
that has been cast by thls courageous
and original man.

® fmre Salusrinsky s senior lecturer In
Enplish at the Univerdty of Newcastle
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MAN’’ AND THE
BIRTH OF FOLK-ROCK

To coincide with The
Big D’s latest tour,
CHRISTIE ELIEZER
takes you back to o
distant time when
Dylan was to change
the face of rock and
roll forever.

January 1965 with one of pop's most

britliant singles. It was a masterstroke on
the one hand: on the other, the band had to
spend most of its caresr trying 1o live up to its
promise. A pity, bacause they were inventive
musicians. and the closast thing America had
to defend ssell against the Beatles-led British
Invasion.

But “‘Tambourine Man™
through in a Jot of ways,

Iit's seen as inventing folk-rock. In actual
sense, it served to make sense of the term.
The Byrds thamselves were ex-folkies who
didn't see what thay were ¢oing as oik-rock
but a “new king of folk music”. As Roger
McGuinn speltec it out {more in hindsight, one
suspects) in his siseve-nates of the first Byrds
LP “'the instrumantation is changing some-
what to maat the nuclear explosion and jet
age..Although the folk instrumentation ara
changing, it's still tolk music. Actually you can
call it whatever you like.” McGuinn also
gubbad their sound 'space-10k™.

Secondly, the No. 1 succaess of "Mr. Tam-
bouring Man™~ also showed that folk music
gidn't have to be an "undergroung” thing, but
one which could appeal to rock audences and
make money. In their wake came more similar-
sounding acts like Lovin' Spooniul. Mamas &
Papas, Turtles, Love, The Seeds and Simon &
Garfunkel. The great psychedelic bands fike
Jeltarson Airplene and Grateluf Dead starled
out as {olk-rock Bcts, The old folkies went
electric and/or workeg with rock bands.

But the most important thing about “"Mr.
Tambourine Man™ was that it catapautted Bob
Dytan into the rock scene. He ultumately .be-
came the single most significant force in rock
music in the '60s.

FLIATING WITH ROCK

Dylan had been fiding with rock fong bafore
“Mr. Tambourineg Man”. He'd been hanging
out with The Rolling Stenes in London and
turned The Beatles on to pot, and wanted (o De
as hig as them. maybe tempted to taste the
hysteria that surrounded them.

He'd been edging lowards rock for some
time, but ha was so huga in the folk circles that
he needed something to spur him on. “Mr.
Tambouring Man™ topping the charts proved
that he could as aasily replace his tolk taliow-
ing with the larger rock audence.

Ha'd always bean ambitious. He'd grown up
1n a fairly wealthy middie class Jawish family in
Hibbing, Minnesota, up near the Canagdian
border. Ha was the st kid in the 10wn to rige

THE BYRDS «kicked off their career in

was & break-

a molorpike and wear a igather coat. By the
ume he was 19, he'd repcted his tamily and
neaded for New York.

He arrived in early 1961, and headed
siraight tor the folk clubs of the arty Greenwich
Viliage, inially playing for nothing while he
chummed up with the other folkies ke Joan
Baex. Tom Paxton, Odessa and Phil Ochs
They wera serious, worned endlessly about
The Bomb and dlack rights, and cringed at any
mantion of Top 40 success because it meant
“seiling out.”

Dylan quickly became their new leader He
was young, hungry, and so angelic- locking
he'¢ be asked his tD when he played the clubs
and for mata and femaie folkies to want to """
him. 11 gise heiped that he had dented his
middle class background {pooh! bad word!}

- and claimed 10 be an orphan from New Mexi-

©0. He'd aiso decided that he'd rather write his
own $ongs rather than piay the usual irrele-
vant standards. They were powarlu! numbers:
America's greatest folk hero Woody Guthrie
acclamed him as his successor, and soon
every other lolkie had started including
“Blowin” tn The Wind", "Masters Of War™, "A
Rar¢ Rain's A-Gonna Fall” and “The Lone-
soms Death Of Hattia Carroll” (about a tlack
servant who was canad to death) in their set.

It's not hard to sea why thare was such an
excitement about Dylan. There was such pow-
er in his songs that paople were crying and
announcing their lives changed. poet/playw-
right Mike McCiure tolg of a friend who lis-
tered to the first Dylan album and instantly
changed her sell-image from romantic icsar to
positive writer.

Joan Baez, the {oix Queen who had an affair
with Dylan said: “Bobby's expressing what |
— and other young people — feal | want to
say. Most of the protest songs about the bormb
and racial prejucice ang conformity ara stupid.
They have no beauty. Bul Bobby's songs are
powarlul as poetry and powerful as mwusic.
And, oh God, how that boy can sing!”

Withoul airplay. he was selling out shows
and his first LP went gold. Ix 1963, the clean-
cut Peter Pau! & Mary took "Blowin' In The
Wing" to the top of the US chans, seliing &
miliion, and inspired 50 other covers, He quite
liked being called a poet. His songwriting grew
in leaps and bounds. As he grew more Suc-
cesstul, he bacame more ruihless, dropped
old triends, surrounded himsel! wilh hangers-
on and bodyguards and hiding himself n
limos.

He soon dropped protest and moved to iove
songs. fuil of lovgly imagery and Biblical meta-
phors. Wi Yambourine Man” was aciually
the first real Dylan sang, in that it didn't sound
ke it was influenced by black biues or US folk
axcept mayba Cellic music. It was “'escapist’'.
It was seen as g drug trip, {considered somae-
thing of a bold step although black blussmen
had been singing about drugs since the "30s)
the versaes lifting like smeke rings, A recurring
theme in Dylan's songs are about outcasts,
magicians ang circus freaks {iience tha white-
1acA lnok in his 1978 and 1931 1
Renaido 8 Clara movie?}, and "My, Tambou-
ring Muan'" seamed {0 tia these threa togather,
Others aiso hailed the song as a call 1o spintu-
ality. and Oytan's wrging us to tollow our sun-
conscious as lar as i d go.

A\

Dyian records “Like A Rolling Stone”

Little wander, then, that i was the best
choice tc crack a rock audience.

The amazing thing is that The Byrds’ leader
Roger McGuinn, wasn't particutarly a2 Dylan
fan. He knew him from the okl days, whan
McGuinn was into crewcuts and $400 suifs. He
didn't rate Dylan, and confessed to Scunds in
August 1971 “l regarded him as a competitar.

[ remember being very surpnsed to see his . .

first CBS album because | dian’t think he was
good enough to get a recording contract.”

Dylan had cut a demo of “Mr. Tambourine
Man" in mid-1964 with feliow- fotkia Ramblin®
Jack Elliott, pessibly as a duel. But Elfiolt was
with another record company, so Columbia
worgn't interested, But a copy reached The
Byrds’ managar Jim Dickson, and urged them
to racord it, even before Dylan had cut it him-
seif. The Byrds’ Chris Hilman was a Dylan tan
and swung his waight bahing it.

McGuinn might not have personally rated
Dylan, but he was no fool. He knew Dylan was
being rated as the Next Big Thing and
McGuinn was a trand-spotier who knew rock
was going Lo hit big. He also wrestied tontrol
ol the band, even though Gene Clark was a
more melodic singer, McGuinn manoveured
himself into singing it, and in the publc's eys
became The Byrds’ /fead singar although
they'd formad as a democratic band with three
singers. Only McGuinn featured on the track;
the instruments were played by session men.
{This wouidn’t step him from writing *So You
Wanna Be A Rock ‘n' Holl Star” sneering at
The Monkaes'-type plastic tame!}

He dropped threa verses. keaping the most
Ccontemporary” between the choruses,
stowad it dewn, and agmits singing it deliber-
alely as & Cross betwean Dylan and Lennon. A
Christian and a sci-fi freak, he intarpretad the
song mystically as 8 ““conversation with God",
that hie was .o excited by spirilualism he want-
ad to 1oliow God. To this day. be says, he still
doasn't know what Dylan had meant when he
wrola it.

TENTATIVE STEPS

Even betors Dylan took his first tentative
stops 1o rock music, he'd stanted influancing
otiver acts. His 1964 album Another Side Of
Bob Dylan showed him playing piano (his lirst

instrument, in fact). His love songs were a far
cry from the June/Moon mush of pap. In Dy-
lan’s songs, falfing in love and loving the sama
person forever were not the highpoints of
one's iite,

Dyian said — cut the crap. Nobody owns
anybody, love doesn't sast forever, and it's a
wasta ol anargy 1o try. That attitude had a
phenomenal influence. John Lannon wrote
"You'va Got To Hide Your Love Away” gs 2
Dylan copy, braaking The Beatles own moulg.
The revolution in pop was starting.

That year, Dylan had toured England, and
when he retumed to New York, he enthused to
a buddy "My God, ya oughta haar what's go-
ing cown over there. Eric Burdon...he's doing
‘House Ol The Rising Sun’ in rock. Rock! It's
just wilg!”

Burdon's band The Animais had tound
“House Cf The Rising Sun”, an old folk/blues
standard, on Dylan’s first LP, added guitar anc
organ and had a No. 1 smash. Dylan’s produc-
¢t at1he time Tom Wilsen regasds the Animals
rack as the first aver “folk rock™. By winch
‘ogic he could have looked back to The Ani-
mals’ first ever singte "Baby Let Me Take You
Home", a cieaned up version of anothar song
thay jearned from Dylan. "Baby Lat Me Foliow
You Down™.

in 1965, Dylan made his own move, In Janu-
ary he saw The Byrds rehearsing his songs in
LA, liked what he heard and later jammed
with tham at Ciro’s. They sent him an advance
copy ol “Mr. Tambouring Man" andg he knew
he was right.

A low months later. sessions hegan for his
fihh album Bringing it Al Back Home. Accord-
1ng to Tom Wilson (and Oylan hasn't disagread
with it), it was Wilson who suggested they
should pul some efectrical backing with some
sangs. One side of the LP was solo acoustic,
the other was with an electric band. From that
1P was released “Sublerrabean Homesick
Blues”, which went Top 10 in Britan and
launched & whole broed of “prolest” scts
1her 5. but the single (issued as his first aver
Ut singla in April 1965} barely scralchad the
lowar rungs of the US Top 40. Audiances ang
tacho still weren't raady

His Amarican audiances (mostly okd foliess
and coliege kids} who saw pop as rubbish and
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8 commercial rip-ot, had akeady seen his
morag ram Protest as a betrayal But blasphe-
my came in July when Dylan appeared st the
Nawport Folk Festival, carrying an giecine gui-
tar and backed by the Butterfieks Blues Band.

Tha reaction was hord Peopie booed of
sat in stunned sdence Alter three songs. &
toartul Dylan went off stage and returned wan
just BN BCOUShC. doing 8 significant TIt's AX
Over Now. Baby Blue wiih visible sadness
He reportediy wapt atter the show At anothar
folk testival. paople tissed “uanor'” and
“where s Ringo?’ Dylen half-heartedly ap-
peasad them “ahh coma on'

8ut throughout. Dylan s attitude was — I'm
fight, they re wrong

In August just a monih alter Newport, Dytan
released Highway 671 Revisited. which again
showed him jeaping ahead of what was ex-
pected. There was no protest. He wasn’'t evgn
Jus! marrying rock instrumants with old folk
songs, as The Arnimais and The Byrds were
doing. What E! Dyl was doing was 1o marry
rack with new urban poeiry with barsh scintil
latng {yrics that hitted the electricity in the
music

The album inciuded the epic 12-minute
“Desolanon Row”, the astonishing “Ballac Of
A Thin Man™ {was the Mr. Jonas about Brian
Jones of the Stones?) and, n all them poweriul
and onginal gams. the masterpece “Like A
Roting Sione’ . With Mike Bloomfield on guitar
arg Al Kooper on gutar. Dylan's spietu
words and surrealisuc smagery sill it (o this
day.

yL;ke A Roling Stone’ was an astounding
breatn of fresh air. a tota! break through for
1otk music. It opened naw doors. Even some
ol those hostile to pas rock saw 1t could be
used for community reahity. rather than inane
rhymes and verses that did nothing more than
"keep the customer satsfied” and make in-
stant money

Over in England. The Beaties. The Stones
ang the rast of the Swinging Sixties bands
took note. So too did the rest of the Amencan
scone.

On January 20, 1988. whan Bruce Spring-
steen inducted Dylan into the Rock And Roll
Hall Ot Fame mn New York, he remsmbered his
first encounter with Bob:

"My God, you oughta
hear what’s going
down over there, Eric
Burdon . . . he’s doing
‘House Of The Rising
Sun’ in rock. In rock!?
1¥’s wild?’’

“The first time | heard Bab Dylan. | was in
the car with my mother fistening to (Radio)
WMCA and on came that snare shot that
sounged ke somabody'd kicked open the
door 10 your mind: ‘Like A Rolling Stona’. My
mather — she was no stff with rock and roll,
she liked 1he music — sat there for a minute,
then lookec at me and said “That guy cant
sing’. But | knew she was wrong. | sat there
and | gidn't say nothing but | knew that { was
listering to the toughesi voice that | hac ever
neard. It was lkean and i sounded somehow
simultangousty young and aduwit.”

He remembers then sushing cut and buying
the single, playing it at home. finding out the
tactory had made a mislake and he had 3
Lenny Welch song. He wenl back to the slore
and got the Dylan track. He then went back
and got Highway 61 Rewsited.

“That was all | played for weeks. log= ¢ at
ihe covar with Bob in that satin biue jacr 2!
the Triumph motorcycle shirt.

“Whan | was a kid. Bob's voice somehow
thrilled and scared me. it made me feel kindoa
rresponsibly Innocent — it stll does — when
-+ raached down and toushed what little world-
Yress a 15-year old high school kid s New
Jorsey hao n him at that time.

“Dylan was a ravoliionary. Bob freec your
mind the way Elvis fread your body. He
showad us that just because the music was
innately phys.cal did not mean that it was anti-
intelleclual. He hag the vision and the tatent to
make a8 pop song thal contaned the whole
worid. He invented a new way 3 POp singer
could sound, broke through the hrmitatons of
whal @ recordng arusl could acheve and
Coanges INe 1ace Ol rock ahd roll forever

WORLD TOUR

Dyian faunched himsel! on & world 10ur with
The Hawks. who'd been a back- up hand for
Ronme Hawkins, an Arxansas R&B singer
who'd found fame in Canada. There are some
who d say that Dylan & The Hawks were. on
that 1our, the greatest rock band ever visuaily
and musicaly Bob anc Aobbie Roberison
werg iir? Cor MR soui-mates  rading hoks, a
marh. ;e Ol wues and honky 10Nk but sl
soun.':.n.‘ alegant and vwisionary. The Hawks —
and v.'sp;mahy Roberison — brought some-
thing else outin Dylan thal made him reach oul

Looling off

and touch auchences he had nevet befare.
Thoy gave fus music a sense of drama With

fiashing hghts. *.: iooked every bit a rock star.
The Hawks (fate- The Band) were such 2 great
band that Dylar could get on with exuding his
€hansma and gelvenng. witholl worrymng il
1he band behmc him would blow It

i was. neverineless. a conwoversial tour:
pecple booed. and 0 Austraha the press gave
him & reat hammesing

Dyian hoped that he d get a better time in
England. but was wrong. At every show
through ihe country. many booed andfor
wailked out. After two hostile London shows,
he flew to Paris and went down a storm. Then
hereturned to London for the Royal Albert Halt
and faced the same hostility

“Lke A Aolhng Stone'” was the 1ss! song on
the set The three guiansis woukl lurn their
back on the crowd and {ace the drummar. he'd
raise his sticks above tus heac and. CRASH!,
bring 1 gown Wke & nifte shot Dylan would leap
W the mir, 4nG As s tae? touched the siags,
Robertson would pulil out that famous il Lke
the “'mathematical guilar gemus Bob sawd he
was,

But al the Albert Hall show, just Doalore the
end. someone scieamed out “Juwias' Dylan
paused Bnd stepped up 10 1The migrophong and
spoke for the hirst hing in the ©ne-and-a-hall-
pour set " DON 1 BELIEVE YOU'

Robertson slaned the nfl. Dylan shouteo
oul " YOU'RE A LIAR' an¢ stormed inte the
sang’

How doss n fes!?

Ahhhhh, How does 1t teel?

To be on yer own!

With! No' Direction® HOME!

LIKE A COMPLETE UNKNOWN

LIKE A ROLLING STONE!

DOylan never iet up. A month later, he ¢ re-
wened 10 the US and ssued the Jouble-LP
Bionde On Blonde. that once agar- laft evary-
bedy behind {1l was an exquisite concept
aibum that creaies s own scene. flawing wih
surrealis! angst &nd despar yet soaked with
breathtaking poetic ¥ision and sensuality

As rock peers and audiences gaspad.
July 1866 Dylan had a bag motorcycle smash
which. rumours wenl at the ume. left i with a
braker neck He disappeared for two yesrs.
Durng thal bme. psychedelia regned and tore
10 1he chas:s The world changed. The Bea-
1les rushec =t Sgl. Pepper and The Steros
dropped more acid and turned up with Their
Satanic Majesties Request while iIn Amenca
Jeflerson Airplane and Gralelw Dead hecame
the darings ol the hippies

Dytan finally made a comeback in January
1968 at a Woody Guthrie Memonai Concert al
Carnegie Hall in New York. This was loliowed
by John Wesley Harding. Everybody waited
with bated breath: how was he going © leave
Sgt. Pepper behind?

Kotice Carnaby Street Influgnce on first Australian tour

But he shocked sve . H wa
music, &3 brhip as mmryboﬁn.s k)v:.lor:‘lum
aipne/ll makes the worid go round... " No one
rashsed it than, but progreasve music had by
aiready become pratentious and chohed and
aimiess Dylan mersly punctured the Mto%el
scene Critics and audiences hisasd. Yet a lew
months latar, Ths Boaties ware in Indka writing
acouslc songs aboul love. The Stones went
back to hard rock with “Jumpin’ Jack Fiash',
The Band's own Musk From The B Pk was
S0 spectacular in ity Simphcity that music
¢hanged,” and paved the way lor a host of
singer/songwriters like James Tayior, Carole
King and Cat Stevens becama the new Navour,

Dylan was. once again. ona step ahend.

PATHFINDER TO PEERS .

Despite the hoo-hah about Dytan's driM to
rock, he was stil & path- finder 10 his poers.
Joan Baez cut a rock and roll atbum. Eric An- |
darsen, an okd Dylan tuddy from the Green-
wich Village days, re-recorged hws 1966 |
acoustic album ‘'Bout Changes And Things'
with a band. Other folkies picked up sectne
mstrumants, whila trad folkie Pete Seeger re-
corded with thrae members of The Biues
Proect

Protest hit the charts.. and as with avery-
hing. opporlunists waterad it dJown and killed
stoft Sonny & Cher rushed out in tuppie gear
and & neal ine 1In “why don't they understand
us” (gs m 1 Got You Babe : "So don'i et
them say your haw's too long/l gon i care, with
vou I can’t go wreng '), got on prme TV, had
neaps ol huts and became the teenyboppers
rave

Lou Adler of Dunhill Records gave a copy of
Highway §110 hus best songwiiers P.F. Sloan,
1olc him 1o hsten 1o it and come back with
simuar songs. Among the songs was “Eve Of
Destrpction” which had a go at everything

You don’t baeligve i war, what's that gun
you're lotin’

Even tha Jordan River is overfowing...

if the button's pushed, no one 10 save...

..marches alone Can't bring mtegration

White human respect is disintegrann’

Think of alf the hals there 15 ;m Red China

Then look at the situation in Alabems.”

Sung by tormar New Christy Mmnstrel, Barry
McGuire. it was totafly contrived and insincere.
But “Eve Of Destruction’ was a massive mult:
mition seiler around the world. Over in Eng-:
lang, they toted Donovan as the new Dylan, ;
axcept he didn't have the vision,

Ne little wonder than thal by 1966, Protest |
was stone Coid dead. [t wasn't apparent to |
audiences then, who howled when Dylan keft it
behind. But he had been right ak miong. |

Dylan openad the door for other tolkies who |
now bacame sophisticated — Simon & Gar-:
furkel, Lovin' Spoonful who came from New '
York and echoed protest with good time jug
music and classics tike "00 You Betieve In.
Magic™ and “Summer In The City”, and the
Mamas & The Papas’ who charted with “'Cal
forma Dreaming™ and “Monday Monday™.

The spirit of these records was a foretaste
of Love and Peace in 1967.

But most important, Dylan had allowed
teanagers to tap into revolution and believing |
n atlitudes different to that of their parents.:
He'd also made pop a mediwm of Kdaas and |
which could exist outsice of what the music |
industry wanted. Thase two factors were cru- .
<13l in 1he subsequent rise of West Coast rock |
{which allowed San Francisco to replace Lon- :
aon as pop’s new cender), fiower power and
psychedela. :

Says Springsteen: "Without Bob. The Bea-
tles wouldn't have made Sgt. Peppar. The .
Beach Boys wouidn't have made Pet Sounds,
The Sex Pistois wouldn't have made ‘God
Save The Quean’, UZ wouldn't have done
‘Prige (In The Name Of Lovey. Marwn Gaye
wouldn't have done What's Gowng On . The
Count Five would not have done "Psychotic
Reaction’. Grandmaster Flash might not have
done "The Message' and there never would
have been a group named The Eiectnic Prunes. |

“To thus day. wherever great rock music s,
being made, there is the shadow of Bob Dylan. |
Bob's own modgern work has gohe unjustly ;
under-apprecialed hecause n's hag to stand in
ihal shadow.””

Cectanly Dylan's works also opened up
blacks 1¢ pop. Soul shouter Otis Raedging
ioved "It Ain'i Me Babe™ that he miended to
cul a version, bul penshed n an aw ¢rash
belore he a Jimi Hendrix § Consummate in.
terpretabion ol AL Along The Watchiowar”
100k 1t 1o black and hard rock fans Judas
Prest 100k their name from a Dylan song

As for Dylan. he's sulf fighting the 605, Lhe
tegend myth The fact that (ans ¢ing 50 much
1o that myth s a frightening expose of our:
selves. More s0 s journabst Robert Shelton §
hommtied agmission that he turned down no
iess than s publishers for a Dyiar book,
eithe: because thay just wanted the il on hus
privere e or as one suQgestS iney d sell
more copes if there was an.  “snualicn he
wis gay When you consider Dy 3n s immense
contnbunen to Music and s0%.¢1v n general,
N0 doubt the jachal NStNC! i e world keeps
tm paranod and Nsecure

Homer, the sfut
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Stop calling me o legend,
whines Bobby in between a
harmonica solo. On his latest
tour, he finds he's playing to
a new teenange avdience,
which regards him more as a
talented singer/songwriter
than anyone’s personal sav-
lour. KEITH BELANGER re-
ports from Chicago on the
tour that’'s coming to
Australia

onto the cobbleslone driveway of the Amgassador East

Halel n Chicago. Bob Dylan and his three piece band
nad [us! hmished a two bour set al he nearby Evanston
Camius of Northwest University. a powerful show that end-
ad wit's a two-song gncote Dylan, weanng an oid swestshir
and leather jacke! slung arcund his Ihin shoulders. stood
oulin the cold walching the Danc disappear mIG therr rooms
lor a quick rughtcap and sieep

Bul a waiter al the hotel restauranl had 01 mim about 2
shuees clud gown the block. and Dylan wasn'iréady 10 urnm
yet So.with an entourage thatinciuded a bodyguard. a tour

lt WAS midnight by the tme the tour bus easad iself

00 ana & purmaks! rom Ihe LA Yengs they wanQered of
ne the crilly mgnt {or an houwr ot Dlues and 1hen 10 a
AQndescHipt anes 1o SoMme mmestrone

I 1992 Dysan no tonger has 1o prove ' 5 wortt: 1o um.
sell o to anyboty He has acheved mkae than anyond
hurnanty coula It doesn 1 bother Mim he s not Sony s big-
gest seller. nor goes he see i as a2 step down from
playing 20.000-capacdy auditonums to the smai halls and
colizges he s dmng on the current ivever Enaing Tour play-
ng 1o 4000 people per right He digs 1he closengss ang the
warmth, he says He Il keep doing this uhtd it S10pS bewng
fun and stop. Do somsthing else untit (e gets the urge to hit
the road agan.

Daspite his obsassion with privacy, Dylan has the sort of
charisma thai Mick Jagger or Marion Brando or Muhammed
Alhave — ali eyes are (ascinatedly on them as soon as they
come into view Al eyas are on them even whan they wan
10 escape the word 1or a ume. Thity years n the spollight
8% 2 messan hasn i given Dylan a star snp On 1our, when
the bus s1ops outside a dingr, he gets out and gets his own
sandwiches rather than send a lackey. He still goas 16 clubs,
walks around the streets. If he has someone 1o dnve him
around. #'s only because he's a lernbie drver, 100 busy
tunking aboul song igeas than what's on the road, that
close tniends are tefrdied if he gets bemind the wheel,

It he ooesn | do many inlerviews {when he turned 50 iast
May._ he turnea down 300 requests) it $ because he values
his pravacy ang 4nows his survival depends on him nol
eving 100 much ol imsell away When you ve bean through
the av.csome pressure o people rummaging hrough your
dustn s 1o fing a clue 16 the Meaning Of Lile. or have live

-page magazmne spreads gissectng every song hne lor sym-

bolc revelapons when ail you wanted was 10 ryme. one
gets more har paianoid When he agrees 1o an nterview
there are ground rules: ne Quesiions about s former 13-
year marniage o Sara Lownaes. ms lour grown up childrern
what he does with lis money. or his long time girlineng
Carole Childs who works as a talenl scout with Etekira
Records in LA

A few days belore. a fan came info the tour bus angd
presented tum with & 278-page book called Tangled Up in
Tapes Rewisited. which lists every song and n what order at
virtually every Dylan concert between 1974 (0 1989. The
dude told him he could keep it as a souvent. Dylan rephed
“naah, | ve already done all those places and done all those
things.” pausing 1o smule before adding “now if you ever
find a book ut there that s going to tefl me where |'m going.
I might be interested’

This 1s the angie that Dylan gangles betore journalists —
I'm sick of being considered a legend. I'm sick of the past,
| m only interested m today and maybe omorrow. To think
oo far anead s a sign of vanity. Yet a musician working with
him will say you know what makes him difierent” He sees
the end of tngs. The rest of us. we're Inlo something, it's
asif it's going to last forever. Dylan. he's in jusi as deep, bul
he knows ii's not going to last.”

WHAT WAS uppermost in his mind, after the North-
west University gig, as he sal in the. diner finishing aff tis
soup, was that the tour was playing 1o kids in thai late teens
ang early 20s. The ones who weren’t even borh when
“Blowin' in The Wind" sparked off a series of classic songs
that soundtracked the '60s, the modern day fans who might
dismiss a lot of pop as junk culture product, and are drawn
1o acts like U2, Tracy Chapman or Simple Minds because
they cing on 1o the notion that rock music should say some-
thing to its audience about its times and changes. Dylan's
current audience $ee him as a gitted artist, one who has a
fascinating way with words that 1aw in "90s rock can match.
They don't see him &5 somg legend or personal saviour —
and that suits Dylan just fine.

~Qlder peopie, people my age. don't come out no more,"”
he told the jaurnalst. unaware of the curious eyes from the
other corners of the direr. A lot of the shows over the
years was peapla coming out of curiosily, and their curiosity
wasn 1 tulfiked. They weren't transported back to the "60s.
hghtning gidn't strike.

“The shows didn't make sanse for them. and they didn't
make sense lor me. That had to $top. and it took a long time
to stop it. A lol ol paople were coming out 1o see The
Ltegend, and | was trying to just get onstage and play
music.

Eariier in the evening. the lathiul ard the curious had
trooped mio the college auditorium, wrapped in mufflers
and heavy coats. Some had never seen Dyian live before
19-year olg Keith Boucher said to me "l want o show
respect 1or um, | want Dylan to realise that this 1s an intefir-
gent audonce * Yet hallway through the show. when hun-
dreds had stampeded the stage. Boucher was among them.
wolt whistling. fists in the arr,

This wasn1 a modarn day concert, with smoke bombs,
iasers and. heavens, backing tapas There were no dancing
grrls or twin tuintaties Toaight. dressed m black shirt and
strpec black pants. he d merely shambled onta the stage
wath s nege-piace band and. without a greetng, ploughe::
a0 & set ihat ncluded the best from the 60s through to s
present Tne ighting was 45 SUDCGUBO and Mystenous as
Dylan s clothing. yet the shegt power of the music mesmer-
1sed the Lrow !

Dylan has never botherad 11 ms career about 1he auch-
ence he's never worked far them, never considered their
preconcewed ideas, never cared if they ked him o ap.
proved. It was always the $0ngs 1hat ware imponani, "ow
he teh they should be handlea at a jenain ume There fave
been some noweriy! SNows ON 1he four some latrusiie
ones also. Lke the Madisor show the mught afies At to-
mght § um (1:g. he was punching RMALST N0 &Ly tine
confirming w3 statgment that his sengs waere sl real 1©
him, whether they b¢ 1he older ones lke “Just Like A
woman' or "Like A Mielling Stone™ or samething newer ke

Changing Of The Guarg™ Ang il there was a visible whoap
af recogniton for  All Along The Waichiower . maore be-
cause of the U2 an: Hendnm vanons. wall, thal was ine 100,

GN LEGEND

It~ vard 10 Anow if he enjoys 1ouning ! e 80joys any
thing 1 never seek pleasure Thate was @ (IMe years aQo
wher | sougnt atter 3 1ol of pleasure because | had a lol of
pasn But | found Ihere was & sabtle rslationship batwaen
pleasure ang pain 50 now | do what | have 10 do without
looking tor plaasure in it

it 5 a Buddhist concepl. 10 distance yourssll trom plea
sure and pan. but Dylan sees 1 mere s survival. In any
case. every ime he goes back on the 1oad paople keer
asking why? This tour's pesh no different neither is e
gxplanation

“Waell, why did | do the last one.” he'f scowl. I'm gong
this one lor the sama reason | did the st ona . . . it was lor
the same reason or ancthet, but | can't remember what the
reason 15 any maore.’

Some papers 8y a's tor the money.

“They always say that. There are more imporian things
n the world than money. It maans that 1o the peofle who
wrile thase aricles. the mast impodiant 1hing in the workd is
mongy. They could be sayng that I'm doing the tour (0 meet
@irls of to sea tha world. Actually #1's all | know how to do

{54t 50 surprisng that I'm on the road” What glse would {
be doing n this life — meditate on the mountain? Whaltever
someone finds fulfilling. whatever his or her purpose 1s —
thal s all i 1s .

What the current tou! — winging its way 1o Austrake —
shows 15 Dylan as a magical parformer. someihing that s
1aken a backseal 1oty writing and his myths Tomgnt s
show pulled together all the different kinds ol art he's prac-
ticed -~ protest. improvisalion. acoustc guiiars, eactne
sounds — Ntc one show In the past he s used s INsecun-
ty o make conslant changas in tus career 10 keap the songs
afresh He s played with a vanely ol people — fram The
Band 1© the Roling Thunder Revue to Tom Petty & The
Heartpreawe s to the Roling Stones 10 his current two. 1%
years ago he 100% the surpnse slep of dringeng David Bow-
€ § guianst Mick Ronson in just {0 see how his pecularly
Enghsh space-rock influences would attect the songs. Of
tha current band, guitarisi John Jackson and bassist Tony
Garmer useo 10 be wilh American couniry ‘swing” band
Asleep Al The Wheel, while drummer lan Wallace is an ex-
member of £nglish art-rockars King Crimson. Again, he's
swishing cofours around fo see how they work: usually il
WOrks

A Dylan show is always more than a quick Greatest Hils
run-through. in the same way his tying folk and protest
signalled a nising consciousness in the community, in the
way that the Rolling Thunder Revue was a (belated) gesturs
of hippies work:ng togather in the '70s. the current tour
shows Dylan signaliing a necessary message. Keep true to
ihe good valuas, don't be mislead by MTV/McDonakds” in-
stant junk cullure.

DYLAN'S RECENT reievance 10 teenage and New
Youth audiences probadly surprises him as much as it does
the music tiz. Back in 1985, he sat by the pooi of a LA hoted
and held court grumbling “the kids are getting a raw deal.
nobody's fellin: them anything through music any more.’
He urned sign .cantly as Duran Duran’s “Hungry Like The
Woll " blastec sul of the hotel's PA system and continued
“They're geting a ot of consumer progucts that aren’t
doing them any good. Sooner or later. they're going to rebel
aganst i all

When someone suggested his latest album Empire Bur-
lesque hardly qualified as & soundtrack for the "80s kigd, he
grinned, " They don't need to fallow me, they have their own
people to foliow.”

For-much of the "70s. Dylan's shows and LPs remained
irrefevant 1o what was happening. But around the mid-"80s.
infidals and Empire Burlesque {ound him returning to form,
racovering his lyricat and musical wit. While the LPs begged
his older audience to stop painting him into a cornar with all
the Legend stutl. he was also working out where he fitled
inlo the new MTV gereration.

The fact that a 1ot of 80s stars — from the acoustic pop
of Suzanne Vega. the Go-Betweens and Lloyd Cols to the
hardcore protest of Husker Du and Minuteman to even hevy
rockers like Bon Jovi ang Motley Crue — cited him as an
important influence in their music, cast a new light on the
man. Those tempted 10 check him out were bombarged by
the publicily surrcunding Biograph box set, and bacame
hooked

His Live Aid appearance with Kgith and Woody from the
Stones was shamboic and under-rehearsed but his throw-
away fine abnul taking a millkion doilars and donaung it te
strugging Amencan tarmers (he had sound problems and
didn t even think it'd pe heard) swung Neil Young, Willie
Nelson and John Mellancamp into action o start Farm Awd,
It proved thal when Dylan spoke, pecnle listened. in the "80s
too. his attempt 10 make batter-sounding records saw him
use young talent lie Mark Knopfier. disco mixer Aurthur
Baker and reggae rhythm section Sly & Robbis. He was
coaxed Mo makng videos. and 1989 s Misery clicked
everything In1o place

It 5 goubtiul Dylan will cause the same mpa= i the 90s
as he s when he first appearadin the '60s — urher toiies
were awed. poets acclamed him ag g cullu'a Kon. hs
sangs were s¢ beautiful pecple cried or claimeg thes hves
changed he nolced how rock bands took folk sq'-45 an~
nrought eiecticity 1o lolk. He had so many deas rushing
through his head In a concert once he tr1gd out a New 50Ng
thatl ran for 45 minutes while the oniginal iyric sheet tor

Like A Rol»ng Stone  -ar for ten pages! He s pleases he <
peen picker up by (Ne “ew generation | but also caulious
s one thing 1o sa: Theres a new record out and
pecple are responding to the new songs which 1s encot’-
aging 3w U5 N0 ihe Case. Tiwere s N0 new didun 3 o
s hard 101 Ma 10 Know just what that means. why pel, «
come oul and what they are iooking for or kslerming for
maybe the same things | was locking 1or when | was then

What Dytan doesn’t apprecrate. perhaps. 1s Ihat his songs
of mpustice. war and jove. aang with shows 1hat permeate
rradit:onal yet posilive vibfanons, transcend ume ang space
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Reasons To Be Cheerful

By Stuart Coupe

Tonight Bob Dylan plays the first
Melbourne concert of his current
Australian tour. He's already played
Perth, Adelaide, Sydney, Brisbane and
Canberra and the performances have
been nothing less than controversial.
Audience opinion is divided between
those who can’t stand the sonic
onslaught, and those who think they're
amongst the finest performances of the
Zim’s career. One things for sure, the
times they are a-changin’ — and so is
Dylan.

Reparatess of which skse ot the tence you all on after seeng
the shows. Dylan remains The mosi signicant and infiuentia!
iving ligure in rock mus«c. So. 10 selgbrate his tourth Aysiralian
lour. here’s a highly opmwonaled (efien reverant) selecton of
liity hightights from his thiny ysar careet ~— records he made
ana records thal wouide  have been made wilhoul hes
ntluerce. plus the ooc quate. lilm. personality. book ang
sihiness

1. Bionde On Blonde. Simply the greates!. most perfect rock
n'roll atbum gver made.

2. Highwey 61 Revisiled. Simply |he seconrd grealest.
second most perlect rock nroll atbum ever made (Pet Sounds
by The Beach Boys 15 now number three on my lisl for anyone
who's toliowed my Top 10°s over the years)

3. Live At The Royal Albaert Hall. A beotleg supposedly
recorded tive at London's Royal Albert Hall on May 26, 1966,
and vies with James Biown Live Al The Apolle and Otis
Redding Live In Europe lor Ihe tilie of Greates! Live Album Ever
Recorded

4, Dont Look Back, Donn Penngbaker’s film (now on video}
of Dylan in England guring 1965 is the pinnacle ol rock
documentaries. The competition 1s nol greal — but this is.

5, Grezt White Wonder. Arguably the lirst bootleg aibum,
and the beginnings of more than two decades ol bootlegged
Dylan recordings, these iltegal discs ofien containing betler
material than on the legitmate releasas

6. John Wesley Herding. Dylan's post matorcycle crash
album. Sutdued, religious. countrified, and totally caplivating.

7. Biogd On The Tracks. Just when 90% ol his fans were
heqginming 10 suspact that be'ad completaly lost it Dylan released
hrs finest atbum of the 70's

8. The Boolleg Series (1961-1381). Priceless three
CDicassefte sel that maxes some of Dylan's most magnificent
perlormances, previously only available on tugh price bootlegs.
available to everyone at a more than decenl pice.

9. Blograph. For Ine same reasons al 8.

10. The Bob Dylan Songbook Played By The Golden Gate
Sirings. Magnificent circa 66 album cover. inside. the Golden
Gate Strings schmultzy version of Dylan's early classics. #'s i
mono and the version of A Hard Rain's A-Gonna Falt has 1o be
heard lo be beleved.

11. Oh Mercy. Just wher you thought « was sale 10 stop
buying Dyian recorgs re reaifirms even the most cymicai
listener's faith with his bes: atbum of the 80's

12, “I'd ask him where he got his drugs from”, Dylan's
repiy 1o Coupe's guestion aboul whal he'd ask Hank Williams i
he d had e cpporunity 10 interview him.

13. Giris From The North Country. With Johany Cash from
Nashville Skyline. Two of 1ne mosi distinciive vaices of thew
generation together

14, | Want You. Dylan's greatest lave song. gels my nogd from
a host of contenders. The only Dylan song. 10 my knowledge,
recprded by Springsisen. {On & bootleg anly). Dylan has

& Whan Peter Wells went to
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rapayed the tavour by occasionaly covenng Dencing In The
Oark on hig current Never-LEnding tour

15. Planet Waves, Most people reckon this 1874 abum wih
the band suchs. | reckon iI's amongst the hall dozen hnest
albums o g career. So there

16. Gypsy Fire, Should be put on a retaner trom Dylan's
pross office — she keeps his name in tha papers kong atier
mos! media has fost iIntarast,

17. Bob Dylan In Meibourne, Austraile. Bootieg recondng of
Oylan in Austratia during the 1966 tour. Only four acouslic
songs, and an out of It Dylan mutisring aboul how his guitar
strngs keep breaking it Austrakia.

18."Ha's & weird cat, Boh {a". Breh Whiteloy's feacltion
whan rung by Coupe alter Dylan had requested a 'helip’
message be passad on in an inerview conducied belore this
our,

19. “Gel outla of the car Ochs”. Dylan's lamous stalemant
1o Phil Gehs in the 60’s. G.W.McLennan (back when he'd
answar 1o good old Grant) used 10 wear a T shinl embossed with
those knes in the early Go-Betwesns days.

20. Eat The Document. The legandary doce made by
Pennabaker the year atter Don't Look Back and featuning the
newly eleciritied Zim. Dylan has refused 10 have it officially
reteased — but vidao copies circuiate amongst the taithiu! and
the curious.

21. PosHively Ath Street. The most vicious, unrglenting put
gown in the history of poputar music.

22, The Sports Play Dylan And Donovan. Kilsch anc cool
10" album of classic Dylan {and one Donovan irack) a ia Spons.

Greal cover.

23. Bob Dylan Interpreted ~~ The Sound Symposium. Not
quite as good as 10,

24. Duane Eddy Plays Dylan. Betier than 23 but still not as
classy as 10 — but still leatuning some kilter guitar playing

25. The Basement Tapes, Bootlegged for years (intially as
Troubled Troubador and finally legitimately relgased in 1975}
Magnificen! performances {s0-50 recordings} cul In 1967 with
the Band in the basement of a nouse they rented cailed Big
Pink.

26, Bllnd Boy Grunt & The Hawks: The Basement Tapes
Votume 1, Double aibum boatleg. Chesen because il cortains
more of the sessions on 25.

27, Blind Boy Grunt and The Hawks: The Bassment Tapes
Yolume 2. Another double album bootleg containing yet mose- of
25 ard 26. Side three is Tiny Tim (yes. you read ¥ right} singing
with the other dudas. This is true. | own il | am npt on crougs. 1
thunk they musl have been.

28. Nell Young. That's what | rgckon Dylan s 1rying 1o be on
this four — just like Young's incarnalion an Weld. He's got the
volume but, if you ask me, the biggest problem is that Dytan's
sound guy doesn’l understand the relationship between vocals

The shows will see Wells

and gunars. Nel's guy 00e5.

29, Before The Flood. Doudle album reaorded wve dunng the
1674 Amencan tour with the band. Dylan always wanled 10
come up with somathing to match Elvis Prastey's ltamboyani
Las Vegas shows and here he does. He aiso 1ocks reai hato ~—
and you can haar the vocals

30, She’s Your Lover Now. Boollegged tor years, ana linatly
19l6a560 on The Bootleg Senes, 1's one of Dylan's buteres!
lyrics ever

31, Tell Me Mama, On 1he Live A1 The Royal Aipert Halt'
sibum. Simply for the lyncs: 'Your cemetsry hips. .your!
graveyant hs'.

32, 'What is this ehit’, Tmovwmmmmmolf
an afoum — Grast Marcus on Dylan's Sett Poctrat. {

33, 'Don't come back, Bob’. The grextest ever one Hne!
nevigw Of & conCen -« uftered by 8 guy bend me in Sydrey .
hstwoekmrDﬂanwdtodoﬂsuqenMamm
the fourth song.

34, Sait Portrait. Maost people think this is about as low as |
Dylan has ever sunk. They ohwvigusly decided not 10 keler 10 Lot
It Be Me. Betle Isle, Alborta No.1, Eary Morning Rain, el But!
yoah, for tha mos! part Il am't gregl — but kke every Dylan:
abum (withow excepbon) it has its moments

35. Bob Dylan by Dandel Keamar. First published w 1867
this 15 aboul the best Dylan Book thete is -~ maenty because it's
90% pholographs irom the earty days and doesn' atlempt 1o
explain what it 8ll means, maaan

35. Behind The Shaoes. Clinlon Heylin's recentty poonshed
bography goes atlempt o exptain whal it all means — bt go8s
iwtethigently. ang unlike .most other Dylan bios ac,lualiy
recogrises 1hai be had a carear atter the molorbike acciden:

37. Like A Rolling Stone. On 45mm. The gromiest single '
tock n'roll fustory. Yep. betler, pul pnly by a nudge. than The
Acnaties’ Be My Baby

38. Serles Of Dreams ~- Video. Las! Wack on The Boatieg
Senes set — and a video. In live minutes and 52 secondt you:
gel ihe best encapsulales version of Dylan's legacy you could:
compile in five minutes ano 52 seconds. Typicatly, Dytan 1old.
me (hat he hiad absolutely nothing to do with As making. - -- ¢

38, Congratulations. Recorded with the Travelng Wibury's,
1t has the classic Dylan snarl and “luck you' drawt when !
hought §d heard # for the last time years betore.

40. infidels. Hypsd by the record company at the time as |
Cylan’s bes! album since Highway 61, It 1811 but it's sl damn
fine. Producea by Dire Sirails” Mark Knopller it's Oylan n fine !
torm, espaciafly on Dom't Fall Apart On Mg Tonight. !

41. Grandmaster Flash. When Springstoen incucled the Zim |
into the Rock & Roli Hall O Fame in 988 he reckoned thal
without Dyian's influence Grandmaster Flash might not have
gone The Message.

42. God Save The Queen, At the same speach His
Bruceness reckons without Bob the Sex Pistols woukin't bave
recorded thal single.

lan —

43. Pet Sounds. Brugce reckoned withoul Bob there woukin'l
have beer. the landmark Baach Boys album,

44, Sgi Papper. Same as 43 lor The Beatles.

45. U2. According 16 Bruce they woukdn't have recorged Pride
in The Name Of Love...or for that matier Marvin Gaye wouidn't
have mage What's Goin" On,

46. Tarantula, Dylan’s novel. i proved early on thal
songwrilers shoult stick 1o songs, and that even Bob can't do
everything right.

47. Tomorrow Is A Long Time. Released on More Bob
Dylan's Greatesi Hits and covered by Elvis Prasiey. The 2Zim
sa1d that he thinks El's reading is the best cover aver done ol
one of this songs.

48. Brownsville Girl. Dylan's one lyricas collaboration with
Sam Shepherc. Eleven nunules fong, it saves Knockea Qul
Leaded one o' his most listless albums of the 80's.

49. Wiggle. Wiggle. From Dylan’s lasl siudio album. Under
Tne Rec Sky Something 15 happening here Bob. but we don't
know what v & — afthough we have out suspicions,

50. The Never-Ending Tour. The shows are certainly erauc,
bl he s niered thal whusi the tour keeps gowng he'l be a
reguiar visier o Australia

* FROM the celebrity roadie
files. . . Cleopatra Wong,
featuring rormer Go Betweens

Lindy Morrison and Amanda
Brown, certainly have some talent
in their crew.

Currently doing support shows
for Bob Dylan, Lindy put the call
out for an extra equipment lugger
for the State Theatre spots.

Died Pretty guitarist Brett Myers
was more ithan happy to lend his
considerable muscle to the task.

Besides being a mate of the
wongs, he had left it too late to get
a ticket to the Dylan show and was
desperate to check out the gig.

see Bob Dylan play the Syd-
ney Festival Hall in the '60s,
he was so excited he leaped
atop one of the speakers —
and was rudely told to get
ofi, by Dylan’s manager Al-
bert Grossman. But this
month, no one's gonna tell
Wells to get off the stage at
£l Dyl's Sydney shows, he's
the support act.

preview songs from his new
album The Meaning Of Life.
it's based on a Tibetan man-
tra, whose symbol was lifted
by a Honolulu tattooist in the
tate '30s as one of his de-
signs for US servicemen.
The story is that every singte
one of the servicemen who
got that tattoo survived the
war.
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Man Revisited

Mr Tambourine

Like his seemingly endiess back
catalogue, there will always be
mileage in Bob Dylan literature.
FlicEverett spoke to John Bauldie,
editor of a new volume of

Dylanography.

importance (o Bob Dylan. That perogalive
belongs to my parents generation, who can
tatk about peace rallies and the Isle of Wight
with more than pseud nostalgia of atime before
they were born. By the time | was old enough
to buy records with any degree of cred, ne was
churning out such born-again epics as Saved,
and had left behind the inspirational-ambition of
Highway 61, or Blonde on Blonde. But thess,
with Blood on the Tracks and therestof the pre
‘78catalogue, were playedinour house through
ail my childhood. No wonder then, that | read
'Wanted Man - In Search of Bob Dylan' with
interest, gripped but unwitling to discover the
human frailties of the man. it's edilor, John
Bauldie, is also editor of the Telegraph, the
magazine for Dylanologists, and the book's
interviews are drawn largely from its pages.
Why Dylan, though? Why not Springsteen, or
Jagger? What is it about this beak-nosed guy
‘with a voice like sand and glue' thal inspires
such adulation? :
"When | first got interested in Dylan in
1964, it was the literacy of the lyrics as much
as the sound he was making..| was listening to
2 lot of blues music, and then along came Dylan
whose songs had the same effect assome of the
poelry I'd been reading aswell”
Even so, reading the Tetegraph, one could be

l suppose I'm too young to altach so much

and ihriving {3 limes a year) is evidence of the
fact that there's a lo! to say - he's got
longevity, he's an artist” (he don' look back).
"You don't stop saying things aboul Keats, do
you?". Er, no.

Moving onto my own preferences | ask him
about the rather distressing lurn of musical
events aiter Dylan got religion; Does Bauldie
feel that the best has long gone? “The five
alourm with The Dead was the worst ... but
Under the Red Sky (1990) is one of my.
favourites. You can never write him off - he's|
always going 1o come up with something!
interesting, and | think the people who say he's
burntout aren't fully aware of what he's doing.
You can'l compare the past with the present”

isn't all this talk about music avoiding the
issue for the thirty and forty somethings of the
Dylan era? Those who aclually sang 'l Shali Be
Released’ and ‘Blowin'in the Wind' and actually
believed the fyrics..didn't Dyfan change the
World? )

“It's a boid claim to make abou! anybody”,
demurs Bauldie, "but he was part of a time in
which there were great shifts of social
consciousness - and he was the most important
voice of that time, because he combined politics
and morais. He was a very influential par! of
things, reflecting what was happening. What,
was in the wind. "

Fromthe conversation sofar, it appears that:
aclually meeling Dylan must have been the
zenilh of Bauldie's career.. in the foreword of
Wanted Man there is a description of the
momenious occasion. The circumstances were
no Fan Backstage' embarrassment, butl lucky
chance. "Itwas ashow in Hartford, Conneclicut

Isn’t all this talk about music avoiding the issue for
the thirty and forty somethings of the Dylan era?

forgiven for thinking that Dylan is being deified
to mythical proportions, and perhaps the wood
is becoming a little obscured by the
trees..Bauldie disagrees: *f think it is very
much to his credit that he has survived as well
as he has done, given the kind of focus of
attention that has been placed on him. What
other rock stars have fans that have been so
fervently in pursuit of him that they raid his
dusibins? And then there's the way he shut
himself away and didn't play shows, bu!
recently he's altempted to desiroy the myth
by making himself more accessible.”

“This idea about him not taiking to the press
- weil, he doesn't taik to everyong, but there's
been a couple of big interviews with him over
the last twe months..When someone said he
was reclusive, he said"l'm not reclusive - i'm
exclusive..” I'mbeginning to gettheimpression
that I'mtalking to one of Beb Dylan's PR people
- present the smallest criticism and you get
stone walled. Mind you, with fans like Bauldie,
he don't need no PR.

I suggest that it's ail been said, perhaps he
should be left alone at last to get on with being
reciusive or exclusive or riding on amail train,
or whatever. “{ don't think it has all been said,
andthe factthatihe Telegraph is up and running

-we were just walking back to our car, andwe
recognised Dylan's shuttlebus. He jumped out,
and he must have been aware thal people were
gonna talk to him. He can't have anticipated
he'd find himself nexi 1o the guy who edits the
fan magazine from England. Me and the guy |
was with took Dylan's arm and rotled on down:
the road.. He was really responding to a lot
ofthe things | said about the Telegraph. He was
very funny.” _

Surely then the one thing that wouid put the
leopard skin pillbox hal on the whole thing
would be an inlerview with Dylan himself,
after all this time?

"t dunnc” says Bauidie, surprisingly, " The
sort of interview I'd want to do would have 1o
beverylong, very exhaustive..and sometimes
I think maybe i don't want to do that. It doesn’t
really bother me, he's so evasiveininterviews.
I think you learn more about him by talking to
the people who've worked with him. t think it
works in a way thal having Dylan's own voice
picbabiy wouldn't.”

Reading threugh "'Wanled Man', | think he
may be right.

‘Wanled Man - in Search of 8ob Dylan'
edited by John Bauldie, is available in Penguin
paperback (1:6.99).
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With the band back, an al-:

So good to have Bob on our side |

BOB Dylan and his band
-signalled their intentions
from the first chords — to play
fast, loose and loud — and
their opener, Maggie's Farm,
sent shock waves through the
crowd.

The swirling, chaotic version
was full of '60s psychedelia
and °'80s head-banging and
the band stayed in this mode
for most of the night.

Il was eerie seeing Dylan
(slim and self-contained) re-
create the '60s feel of electric
experimentation while radi-
czlly changing his songs into
utterly contemporary things.

Once again he demon-
strated that even his best-
known songs can be remade
into entirely different musical
forms without losing any of
their lyrical force, and the
challenge to the audience was
exhilarating.

This was a rock-'n’ roll con-
cert. with the band (Billy
Baxter and John Jackson on
guitars, IJan Wallace on drums
and Tony Garnier on bass)
sometimes loose to the point
of dislocation but able to snap
back lightly for delicate work,
especially with pedal-steel.

Dylan has often been crit-
icised for his choice of band,

Bob Dylan
Perth Entertainment Centre

C.J. ANDERSON

but he's spotted an audience
need for real music, however
wild or ragged, after a long
diet of slick, polite bands
which play live CDs, and this
latest outfit was perfect.

Since the music was the
main point of the concert, the
stage was plain, no backdrop
exotic light show, just the
players and their gear.

After some rambiing and
glortously noisy versions of
All along the Watchtower,
Simple Twist of Fate, I
Remember You, and Lay
Lady Lay, Dylan switched to
solo acoustic and delivered an
eccentric, high-speed Mr
Tambourine Man.

Some people laughed, some
listened in fascination to the
voice which has become 50 ex-
aggerated it's almost a self-
parody, but everybody respon-
ded with enthusiasm and he
continued in this vein f{or
Gates of Eden and The Lore-
some Death of Hattie Carroll.

most unrecognisable It Ain't|
Me, Babe turned into a won-:
derful brisk strumming ses-
sion with guitars, double bass:
and mandolin.

Then came thundering
R&B, some rockabilly and
headbanging (seriously) wrap-
ped around both older songs
and new material from Under
a Red Sky. Dylan then yelled
his way down Highway 61 and-
bowed himseif off stage.

It was a Dylan rejuvenated,
a man still in love with his
music, and the extraordinary
reworkings of his songs were
powered by a steady, sure
energy.

The encore was an oniinous,
majestic Ballad of a Thin
Man and an anthemic Rainy
Day Women No 12 and 35, and
Dylan and the band stretched
out. A baby-boomer in the
front row could no longer con-
tain himself and leapt to his
feet 10 dance. Dylan saw him

. and smiled! Our evening
was complete,

The song-list will probably
change completely by the
next concert but the sheer en-
ergy was a wonderful surprise
and if anybody has a bootleg
could I have a copy please? |

Inspired chaos from Dylan.

B8y NOEL MENGEL

NEVER expect the expected
from Bob Dylan. The build-up
to his Brisbane Entertainment
Centre show on Saturday night
should have been warning
enough.

A small line of amps and drum
kit sat in the centre of the vast
stage (about enough gear for your

average pub gig), with a solitary-

row of lights above (not quite
enough for your average pub gig).
Not even any taped music to buiid
the atmosphere.

Then he was on, straight into Alf
Along The Watchtower, backed by
that anonymous, youngish band
which blasted eardrums at the
Grammys last year.

What was to come was much
like the man’s career. Occasionally
dull, sometimes cryptic, sometimes

messy to the point you wondered if
the band was going to make it to
the end of the song, but often in-
spired to an intensity rarely
achieved in live performance.

The sound varied from passable
to abysmal, the drums cracked
with all the fire of a cardboard box
under a blanket, but thankfully,
the lap steel guitar which provided
most of the color was clear, and the
acoustic guitar sound was fine.

The man himself fooked fit, even

youthful (A Bringing It All Back ST

Home-era haircut helped).

The set mostly focused on "60s
material (Maggie’s Farm and Bal-
Iad Of A Thin Man among them),
and a Jater song like Tangled Up In
Blue, for instance, was irreverently
converted into a swampy shuffle.

The show ignited with a slow,
passionate version of Simple Twist
Of Fate, and even The Times They
Are A Changing had fresh life,
with acoustic guitars, mandolin
and stand-up bass.

The clincher was Highway 61
Revisited, delivered as a pounding
rocker, a powerful reminder that
Dylan is primarily a brilliant rock
musician.

The chaotic sound had you on
the edge of the seat, concentrating,
but many aficionados would have
gone home believing they had seen
something special. They were
right.

BOB Dytan, ..
something special
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Venue:

Perth Entertainment Centre
Like those great rock icons
such as Costello, Young and
Reed. Bob Dylan has an al-
most pathological disinterest
in giving his audience what it
wants — a slick reassuring
run-through of Greatest Hits
and a copy reflection of what
the crowd's adulation was all
about. On his past Austrafian
tours, Dylan’'s almost been
confrontational about meet-
ing any expectations. As an
artist, he feels he has every
right 'to give the show he
wants.

The Perth gig, which kicked
off his 1992 Australan tou:.
was something else altogeth-
er. Ambling out in leather
jacket, black boots and polka
dot shirt, he looked trim and
eager. Kicking off with "Mag-
gie's Farm'’, "Lay Lady Lay"”
and "All Along The Watch-
tower" it was clear there was
no confrontation. Rather, as
the blues-boogie feel of
"Maggie’'s Farm’ proved, he
was merely re-inventing the
songs, occasionally seeming
to make up changes as he
went. “Watching The River
Flow"' was spontaneously
slotted into the set, after a
few seconds consultation
with his band. It was shambo-
fic but at the same time chill-
ingly passionate. By digging
around for new meaning in
the bones of his huge array of
songs, Dylan seemed to en-
joy the new perspective he
was giving. Most times they
worked, mostly furious,
sparking and chilling. Occa-
sionally, as on "When { Paint
My Masterpiece’’, it was
shambolic.

Naturally such an approach
meant the band had to be
constantly on its toss. On
past tours, Dylan has man-
aged to pick the right guitar-
ists to give his songs the right
sense of drama — from the
incomparable Robbie Robert-
son to Mick Ronson to Tom
Petty/Mike Campbell to GE
Smith from 1988, This time
arcund the five-piace band is
guitar-driven by John Jack-
son: the band was set up as
nothing more than a bar-room
band, but during “"Watchtow-
et and Hendrix's “Dolly Dag-
ger"”, Jackson burst forth with
some inspired Hendrix-influ-
enced shots. William Baxter's
lap steel was another won-
derful counterpoint to Dylan's
love eccentricities in “Simple
Twist Of Fate”, Bob's voice
cleaving through the air with
eterna! desoeration through a

spinning wheel of rhymes
while the band lurked at the
edges, catapulting through
some astonishing changes.
Wonderful stuff.

In a recent Juke front cover
preview of the show from
America, it was pointed out
that the bulk of Dylan's audi-
ence were teenagers, newly
converted, who didn't view
him so much as ‘‘the voice of
a generation' as older Dyian
followers did, but as an in-
spired if grubby looking sin-
gerfsongwriter. It was the
younger set who seemed
most confused as to what Dy-
lan was doing in his live show.
1t was they who cheered the
most when the "'acceptable”
Dylan appeared, solo acous-
tic on “Mr. Tambourine Man"
and “Gates Of Eden”, or
when he and the band contin-
ued in the acoustic vein dur-
ing “The Lonesome Death Of
Hattie Carroli” about a black
servant who was caned to
death and his archetypal love-
ain't-that-groovy-and-forever
" Ain't Me Babe” (both oid
songs which had not lost an
iota of anger and sarcasm
through the course of the
years). They were the ones
who became bored during the
electrical stretch with his late
‘80s/early '90s material
{ Cat's In The Well"} and re-
varned “Highway 617 whoe

were bewiidered at the way
Dyian hardly looked at them
{one sentence to the masses
— *“"thank you everybody",
and that at the end of the 90
minute set!) and booed at the
end.

Dylan and band returned
for one encore — "'Ballad Of
A Thin Man'* which weighed
with collective intensity, and
“Rainy Day Women No. 12 &
35" which ratfled the Enter-
tainment Centre to its very
foundations. As far as Dylan
was concarned, if you wanted
the Greatest Hits done in just
the way they came over on
radio, go out and buy the re-
cord. But if you're willing to
go on a voyage of discovery
to find new ways to get into
the soul of a song, with Dylan
as Captain, then you got
something out of it. Some as-
pects of the show were stun-
ning in their delivery, simply
because they were impro-
vised, and they fived. As ever,
Dylan's concerts left the
crowd divided: some booed
and left disappointed, angry,
muttering "rip off"'. Others
hailed it as the best concert
they'd ever been to, because
it teft them on a high for days
after. For me, Dylan was reju-
venated, ragged but glorious,
a master of his art. Untorget-
table, unsurpassable.

— DOUG KESSELRING

Dylan’s tinies:
they keep
on a-changing
~ CONCERT

Bob Dylan {Patais. Wednesday. agan
356.7 Apal)
SUZY FREEMAN-GREENE

NDER red tights, Bob Dyian aod

bis band tet Ny with ‘All along the
Watchtower'. It seemed the sudience
could hardly belleve he wes there.

He stood on stage with knees bent
inwards and head bowed, a thin man io
black with his harmonica a shining tal-
Isman around his neck. Thére was no
hacking singer, no plano, no repartee.

Ninetly minutes and two encores lal-
er — afler Dyian’s strange. brilliant re-
worked version of ‘Blowin’ in (he Wind’
and & final teatative wave — there wes
stiit an element of disbellef in the alr,
People were stirred, 0ol wounds stung
again but no one qulle believed the
night{ was over.

It was probably nol what they hadg
expected. An olmost unrecogaisable
version of “Just Like a Woman® hed &
completely new melody and tempo
There were surprising renditions of
‘Tangled up in Blue' and ‘Little Moses’,
a track Dylan rehearsed but never
piayed for his 1875 American lour.
Some, no doubt, were hungry for the
great unsung songs that were as much
about their own lives as his. .

There was something fragile aboul
the Dylan we witnessed at this intimate
venue. At first he fumbled In awkward
silence for his harmonlca; slurred his
words and delivered some lll-imed
acoustlc figurishes at the end of songs.

But he s a deliberately perverse
man, who Is constanily relnventing
himseif and finds gold and mud in the
unprediciable.

The evening was falrly representa-
tive of his 30-ycar career although how
you begin to express a lifetime's work
in less than two hours, [ don'l really
know,

He was accompanied by gultarists
Wliilam Baxter and lohn Jackson, bass-
Ist Anthony Garnier and drummer lan
Wallace. Two segments of lean, unre-
lentlag rock and roil were separated by
a dellcate, moving acoustic sel. Thank-
fully Dylan’s volce became clearer as
he went from °‘Littie Moses' to "The
Lonesame Death of Hattie Carofl to the
sullen ‘It Ain’t Me Babe'. His harmonl-
ca echoed his voice with its own
scratchy jament.

As the endlng of ‘Simple Twist of
Fate’ hung in the air, one tas convinced
of his bonds with the great man yelied
out, “Festivai Hall, '66, Bob...™

As if on cue, Dylan lurched into 'The
Times They Are A-Changing', accompa-
nled by acoustic guliars, double bass
and mandolin. From there we were
nalted to our seats by a raw delivery of
‘Highway 6] Revisited'.

After an odd, shaky bow, Dylan re-
turned with *Baljed of & Thin Man' and
sang two more (racks before ending
with ‘Blowin' in the Wind', 6 song that is
cven sadder In (ts continued relcvance
to the times.

The flnal! impression was of 8 man
UNCOMPromHsing 1o his vision as ae
journeys on this brave. flawed, “never-
ending tour™.
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imes are a-changin’
too much for Dylan

CONCERT
BOB DYLAN

Entertainment Centre
Reviewed by RON BANKS

FTER the depressing expe-
rience of the Bob Dylan

concert | went home and,

pulled out a couple of his
scratchy old albums from the
bottom of the pile and put them
on the turntable,

I needed reassurance thai the
foik poet of the 60s. the anti-war
crusader of my vouth, the folk
anti-hero for a generation of
Baby Boomers stili existed.

That the real Bob Dylan was
pinned down on vinyl if not in
the flesh: and that the black
speck in the distance on the
remote. passionless stage of the
Entertainment Centre was not
the real Bob Dylan.

A few random tracks from
The Freewheelin® Bob Dyfan and
Highway 61 Revisited. records so
old they can be plaved in mono
only, soon convinced me there
are. in facl. two Bob Dylans.

There is the Dylan of the col-
lective conscience of the 60s gen-
cration. those who grew up with
the music of the young man des-
cribed on the slecve 0% The Free-
wheelin' Bob Dvian as “our fin-
¢st confemporary song writer™,

Then there is Dylan the per-
former circa 1992 — a humour-
less purveyor of pub rock blues
with virtually nene of the flashes

“of wit and spontancity of his
vouth.

Sure. we all grow old. But do
we have 10 grow old so churl-
ishly as Dvlan? He doesn't speak
to the avdience. he crouches low
over the microphone and then
drowns in distoried waves of
sound from his over-loud back-
ing musicians.

Dylan has always been the
anti-hero -— the young man
whos¢ nasal whine was a substi-
tute for singing, whose harmon-
ica playing rarely reached
beyond the inept. Yel his indi-
vidualism, his ability to strip the
folk and rock traditions back 1o
the essentials, turned him into a
cultural kcon,

But Dylan the anti-hero has
wecome Dvylan the anti-per-
former; someone with a 1otal
disregard for the audicnce's

Bob Dylan: the vinyl version is better.

desire to be pleasured and
stroked. One doesn’t expect the
saccharine sentimentality of
Diana Ross's relationship with
the audience, but it's nice 10 feel
that the performer does recog-
nis¢ we're out there in the dark.

I this perfunctory performing
stvle is hyped up as the mystique
of the true, individual arust.
then take your guitar and shove
it.

Even the advertising for this
performance gistorted the 1ruth:

we were told Dylan would pla
an clectrnic and an acouslic se
Visions of vimage Dylan, fol
guitar in hand and harmonica 2
mouth, flashed through th
minds of those old enough 1
buy his albums when they firs
came out.

Sadly. the acoustic set hardl
happened -~ a couple of sol
numbers on stecl-string ampli
ficd guitar flashed by and tha
was 11, back to the booming pu'
rock set.

Dylan did play a few number
from the early vears, most barel
recognisable through the heav
rock re-interpretation.

Lay Lady Lay, for exampk
boomed its distinctive chorn
changes to the back of the vas
auditorium but drowned the v
ics in a mush of guitar and drur
distortion.

My companion. another ag
ing Baby Boomer with a fonc
ness for carly Dylan, swore sh
recognised Highway 61 Revisite
among the crash of sound.
wasn't so surc. After a while, th
murky slurry of sound had trans
muted everything into a same
dross.

I1 s an interesting sociat phe
nomenon that the crowd for
modern Dylan concert is maint
those who were children — o
nol even born — when Dyla)
was first making an impact. Pre
sumabiy, Dylan’s fame as
musical innovator of the 60s ha
drawn them there. Surely |
couldnt have been his curren
concert standard.

Well, 1 hope the yvounger fan
enjoved i, For this Baly
Boomer, and 1 suspect the smal
knot of early Dvlanites in atten
dance, it was a crushing disap
pointment,

Another dream hies broken y
the dust. Best forget the nostal
gia tnp. eh?
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The
cowhoy
angel
rides
again

T the age of 50 he is arguably the
Amom sigrificant rock musician of

the last 30 years. With 21 certified
Gold aibums, the writer of same of the
best known songs of the last century is,
by any assessment, phenomenalfy
wealthy and has no need to be on the
road,
So why has Bob Dylan spent the last four
years subjecting himself {o the most
punishing touring schedule of his entire
career? Why, in most cases, does he insist
on playing multiple nights at smali venues
instead of playing to the same number of
people in one night at a large theatre? For
the fatter we should be thankful, whilst the
former raises interesting questions about
Dylan's motivations.

Since June 1988 Dylan has played an!

average 125 concerts per year on what
even he is now referring to as The
Never-Ending Tour. Along with constant
fouring throughout North America he's
traversed the plane!, playing in many
countries for the first time in his career.
There have been concers in such diverse
jocations as lceland, Mexico, Brazil,
Argentina,  Uruguay, Greece, Turkey,
Hungary and Yugoslavia.

Finally the Never-Ending Tour has feund its
way 1o Ausiralia. It's Dylan’s fourth visit 1o
this country. In 1966 he toured at the peak
of his encounter with electric rock'n'roll,
relurning in 1978 wilh a Las Vegas style
cabarel rouline notable for iittie besides ils
biandness and Dylan's fixation with face

make-up, [n 1986 he joined forces with Tom.
Petty and The Heartbreakers for an equally:

dismal series of conceris.

This time he arrives with a stripped dc~wnE

band, dividing the concert between electric
band perdormances and acoustic renditions.
If overseas set lists are any indication it's a

Greatest Hits style show fealuring as many-

of his farmous songs as any fan could
reasonably expect 1o hear in two hours. plus
a smattering of material from recent albums
like the criticaily acclaimed Oh Mercy and
the far less enthusiastically received Under
The Red Sky.

Yes he'll probably play Like A Roling Stone.
Mr Tambourine Man, Blowin® In The Wind,
Lay Lady tLay, { Shall Be Reicased, All
Along The Walchlower and The Times They
Are A-Changin'. And it the tapes I've heard
(circulating among Dylanopiles) are any
indication he's still a hil and miss proposition
- but when he's on, the performances are as
fiery and passionate as anything he's done
onslage in many a year.

"My old songs are always interesting to me,"
tephes o slightly delensive Dylan on the
telephone from Los Angeles just prior 1o his
departure lor Austradia. I'd just suggesied 1o
him that playing so many of his cider songs
might get just a litle boring lor him.

This is my second encounter with Dylan. In:
1986 | ‘interviewed’ him after a concenrl in,
Auckland. The conversation lasled a good
seven ang a half minutes and it was obvious
that Dylan had absolutely no interest in
tatking to the media. He sidestepped any
specific questions in much the same way as
he toyed with journalists in the mid 60's, His
only straight answer was to a question aboul
the legendary American couniry singer,
Hank Williams whe Dylan had said in a
previous interview he would have liked to!
meel. Williams died in the early 1950s, !
"What would you ask him il he was sitling;
here now.* 1 asked. Dylan leaned across the!
table and said, "I'd wanna know where he!
goft his drugs from.” '
Dylan’s aversion to being interviewed is pan’
ol rock legend. Befcre his encounter I'm told
not o ask any questions about the old days.
not 10 bring up Joan Baez oi ask him what
the 141 Iine of Desolaton Row really
means. ii's belter, comes the instruclion, if {
keep my questions to the last year, and
don’'t come across like a Dylan expert or fan.
Dylan likes “slraight media®.

This ime the man's in fine lorm. He laughs
every so often and at least attempis to deal
wilh each question. Dytan is not a great
conversationalist,  Every  answer s
puncluated by mutierings, sniffling, and
pauses that seem 1o go on forever. An
inlerview with Dylan is rarely anything but a
series of frusirating attempts to gel coherent
answers.  Dylan is  at least relalively
expansive  on  the subject of the
Never-Ending Tour which he says wasn't
started with the inlenlion thal it would
continue for so many years."No, this is just
my patiern over the last three or four years,
to play at least 100 times a year, maybe a
little bit mare, maybe a litlle bit less,” Dylan
says. " just works out better for me bacause
it's not necessary to be locking for a band
all the ume. That's the advantage of just
going oul to play. If you're only going out
once in a while then, you Know, you have a
preblem trying to lind a bangd and trying o
find people who arent playing with

Bob D y.'an Greatest hits show

somebody else -at that time, and it's...in the
long run it's better te just go out and do the
shows and either it's happening or its not.”
It's a reasonable ieap of faith to take that on
(ace value - to accept that someone of
Dyian's sfature has playad around 500
shows in the |ast four years merely because
he's worried that his band members might
go off and play with someone eise. Maybe
he's taking the travelling troubadour caper
tc extremes. Maybe he genuinely does
need the adoration. Certainly there's other
things he could be doing.

Of ali the new countries Dylan has visited
during the Never-Ending tour it's Argentina -
and Brazil that he's the mos! expansive
about. :
"Yeah, Argentina, ah, ah, ah, you know, it's
really dusly down there, but Brazil was the
same two times in a row,” he says.

"I's okay. It’s a different scene. You never
know really...it's kind of like makeshift sound
almost. You're never really sure about the
facilities you're playing in, and what can be
heard because everything looks so funky
but, ah..ah..ah..the people were very
responsive and it was relaxing being down
there."

Cne of the most significant experiences for
Dylan over the past four years of touring
was visiting the site of the conceniration
camp at Dachau,

"Ne-one had ever taken me 1o one belore,
and someone tock me to one, yeah, last
lime we were in Germany someone ook me
to one of them concentration camps,” Dylan
says.

"I's a pretty spooky place.”

A moving experience?

"Weli you can't help but be moved by seeing
ali the regalia they have in there, |1 looked
pretty much like whatever they were
supposed to look lke. Monuments you
know, monuments of death. That's what
they were." -

The las! year has seen the usual accolades
heaped on Dylan. Lite Magazine listed him
as ong of "The 1G0 Mosi Important
Americans of the 20th Cenlury.” The
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National Academy cf Recording Ars &
Sciences awarded him  the  Liletime
Achievemenl Award al the Grammy
Awards, and mest significanlly for Dylan,
the French government recognised his
contributions  with their highest cultural
honour, Commandeur de L'Ordre des Ars
et des Letres, which has only been
awarded 1o 35 individuals since  the
Revolution {Chevaler, Chaplin, and very
few Americans}. The Minister of Culture and
Communicalions decorated Dylan during
the course of & five night engagement al Le
Grand fex in Paris. This was obviously one
award that Oylan took extremely seriously.
"Ch yeah," he says. "That was a heavy
thing, being given an award by a French
government, especially in the area of
crealivity, you know, because of the French
influence in my own stuff.”

Questioned about why he plays smaller
venues in preference to larger auditoriums
ha's equally offhanded.

"The sound is easier {c control, and it's nol
so much of a circus.” he says.

So does Dylan siill enjoy the grind of
touring? Doesn’t there come a point when
he'd preler 1o gel back home for an
extended period?

"There comes a point for everything,
but...ah, you know..playing music's a full
time job you know." he mutters. "It's hard to
shut if off and turn it off and on like a
faucet.”

Possibly that's the (unlikely) key 1o it all -
that it remains in his blood and he leeis as
though he doesnt have a choice. That
doesn't however explain Dylan's extended
period away lrom touring, some breaks,
punctuated by occasional performances.
lasting as long as seven years.

In his excellent bicgraphy of Uylan, Betund
The Shades, Cinton Heylin suggests thal
this is one of only three periods i is career
when Dylan has combined tequent stxdio
activity with prodigious bouts of touring. Al
have coincided wilh periods of lurmaoil in
Dylan's personal lile, almost as it the road
bacomes an easy escape from the ssues
he muslt face head-on in fifg away from the
road.

if that's the case with the Never-Ending
Tour Dylan cedainly isn't saying anything.
Questions about his personal lite are striclly
ofi-limits. A strong air of parancia surrounds
most of his activities. In a 1990 interview he
explained his dislike of being photographed:
"It rubs mo the wrong way, a camera. i
doesn't maiter who it is, somaone in my own
family could ba pointing a camera around. It's
a frightening feeling...Cameras make ghosts
out of people.”

At recent concerts Dylan has refused to allow
photographers in the theatres, and made
things even more difficuit by shrouding
himself in darkness for most of the concert.
It has been reperied that these days Dylan is
rarely seen by members of his band or crew,
He travels in his own bus, away from the
musicians, and often stays at ditlerent hotels.
His appearance at soundchecks are rare and
he often deesn't wrn up for sehearsals,
Agreeing to sign an autograph for a fan is
extremely unrusual,

Dylan afso doesn't like his concerts being
recorded and tapes circulated. During the
Never-Ending Tour he's been known to throw
in covers of songs as diverse as Brucs
Springsteen's Dancing In The Dark, and
Townes Van Zandt's Ponchy And Lefty.
"Where did you hear that if you don't mind
me asking?" says a suddenly serious Dylan.

Boh
Dylan’s
blues
No. 27

BOB Dylan ruined my life. He doesn't
know that - but he might know that there
are thousands like me left wounded by
his words.

| thought | could be a writer until | heard
Gates Of Eden and all hope died In that
seven minutes of utter despalr that
forced me and all those other
17-year-olds to face the truth. We could
never be good enough.

it happened in 1965. Having stumbled
across a copy of the Freewheelln' album
at a friend’s house (he was later to buy
Nashvilie Skyline for the sole purpose
of defacing and then destroying that
"betrayal"}, | was hooked. That led to an
exploration that became an odyssey.
Dylan’s first album - malnly biues
standards - led to an abiding Interest in
the music of Leadbelly, Muddy Waters,
Blg Bill Broonzy, Sonny Terry, Howlin'
Woll, John Lee Hooker and many more.
But It was that fateful Times They Are
a’Changin’ album that altered my world
forever,

The odyssey had begun and the albums
still stand as landmarks on that Journey.
There have been dizzy bhighs and
gut-wrenching lows - Highway 61
Revisited (high); Nashvlille Skyline (low);

Blood On The Tracks (sky high); The
Isle of Wight Festival (half way to Hell).
There was thal purpie period with The
Band and those dismal live gigs In
Australia six years ago. There was
Desire, there was Street Legal and there
were still more live disasters. But it's
the images that continue to haunt and
taunt - those instruments of torture that
drive all before them. if for nothing else,
he'll be remembered for all those
breathtaking lines that echo down the
years.

Then, as abruptly as it began, the roiler
coaster stopped. Slow Train Comin'
wasn’t a bad album musically, But for
reasons that remain a mystery it marked
the end of the line. It wasn't the religion
or the extreme right wing politics
{though these were bad enough) or
even the mawkish patriotism that did It
But the spell was broken.

As the man himself said in Sydney In
1986: "I'm a man with a great future
behind me,"”

Could Robert Zimmerman have had a
glimpse of that future when he adopted
the name of his poet hero? Dylan
Thomas had written his best work
before he was 30 and spent his
remaining years - his own Never-Ending
Tour? - in search of his former glory. At
ieast the more modern poet has avolded
the pit of drug dependence.
Nevertheless, poets shouldn't dle of old
age; they owe it to us to burn out like
some supernova in a darkened sky
leaving only the memory of a very bright
light. By surviving to age 50, rich and
comfortable, the man who influenced
everybody from Leonard Cohen to The
Sex Plstols has cheated his public of
that very spectacle. Maybe that's what
broke the spell.

Anyway, | for one won't be there when
he hits the stage at Baondall. The guy's
done me enouwgh harm as it is.

Russell Honter

Told that | haven't actually heard the tapes,
but have read they'ra occasional inclusions,
he sounds relaxed.

Whilst the Dylan industry rells on around him
wilh a regular stream of biographies and
critical sludies appearing on the market,
Dylan at least {eigns disinterest,

“Not really," he replies when asked it he
bothers 1o look at any of the books and tind
oul whal people are saying about him and his
work.

“No. Il seems like they come oul pretly
requiar  now  (laughs). 1's it's..ah..a's
ah.. they really don’t...it doesn't knock me out
10 read a hook about myself, you know."
There's other books to read?

“Yeah, yeah, exactly.”

So what has Dytan been reading ol {ate?
"My, ah, my {atest book...it's been out lor a
long time, bul my latest thing of just reading
was back into reading the William Blake
poems again,” Dylan says.

"It seems like when you're young and you
read ‘em they don't have the eflect on you
that they do when you gel older. It was years
ago when it was time just fo read all those
guys, but lalely it's been necessary for me 10
find seme time o go back and re-read
somecene fike Blake or Sheliey, Byron, some
of those people.”

Aside from his reading Dylan spsnds much of
his time on the read painting and drawing. Ha
explains that Randem House has a book of
his drawings coming out later this year, the
majority of it being his output from the fast
{hrea years.

in keeping with his cufrent workaholic state
Dylan is also preparing to record another
album. He says that half the songs are
written, they're more acoustically based than
recent albums, and he expects to recotd in
Chicago soon after the Australian tour,

Does Dylan {ind that the songs come easier
as he gets older or is it more difficult to find
new things that be wanis to say? Cenainly
songs like Wiggle Wiggle ("Wiggle, wiggie,
wiggle 'tit the moon is bluef wiggle il the
moon sees you", elc) from his last album
weren't exactly highpoints of his songwriting
career,

"Well they're coming natural if they come at
all," he says, laughing joudly.
"So..um..when it's not  coming...ah...ah,
there’s really no inclination on my part to
make it happen."

Dylan's apparent jovial mood suggest that
maybe it's time to throw in the inevitable
question about Gypsy Fire, the woman who's
been consistently in the media over recent
years because of her (successiul) action
against The Truth newspaper over
aliegations that she was Dylan's sex slave
during the 1986 tour.

"Oh yeah, is she siill around?" Dylan
chuckles.

Alfter being told that Fire is planning to write a
bock about their time together and the court
case, Dylan sighs.

"Ooooh, poor girl, you knaw."

then out of the blue Dylan says, "Hey lisien,
you can say hi to that quy Brett Whiteley _is
he still around there painting? He gave me
some drawings the last time there and they
still lock good te me."

A couple of hours later | call Whiteley to pass
cn the message.

"He's a weird cat, Bob is," Whiteley says.
Coutdn't have put it belter myself.

Stuart Coupe

Prize time

We have a copy of Bob Dylan's three
CD set, The Bootleg Serles. To score
the set, -tell us who wrote the liner
notes to Nashville Skyline. Write your
answer on the back of an envelope and
send it to The Dylan Comp., Time O,
PO Box 515, Brisbane 4001. Winner
announced next week,

Homer, the siut

Issue Seven



ob Dyliin is considering the
B symbatism of the 603 voice of
youth turning 50 last year.

“Well, Rod's around,’ he says.
“'He must be clase to me or even
rbove me. (Hod Stewart is 47, A
couple of ‘em are around. The
Stones.”

What does he think of the Stones
30 yeurs later? Dylan breaks up
laughing. *1f you like that sorl of
thing."

Baob Dylan; sit-down comic?

The man who has been called one
of this century's most influential —
and posmhl{- earnest — figures is not
expansive, but he's not walking out
of the interview after seven minutes
either, as he did Lo ane journalist.

This isa kinder, gentler Dylan,
couling off after s first Melbourne
show o Wednesday night.

Diylan is o smal! man, almost
curled up in his chair. His shoulders
are hunched apaingt intrusion.

He offersalimp hand and a grunt
in greeting, This is Dylan in a good
modnd.

Why Dylan has agreed to meet 2
sournalist after refusing 300
requests fur interviews when he
turned 50 in May last year is
unclear.

But | was the beneficiary of half
an haur of sometimes
incomprehensible, sometimes lucid
thoughts, punctuated by three or
four belly laughs.

America's greatest lving poet is
actually being charming.

Since he became famous in the
coffee shops of Kew York’s
Greenwich Village in 1961, Dylan
has embodied other people’s dreams
and ideals of the "60s.

“"People scem now to have
forgotien about it,"” he says.

"'People are now more or less
interested in the "90s, Sixties
memories are fading a little.”

There seems to be a "60s revival
every few months,

Dylan smiles. *'There were '60s
revivals in the '60s."

hen journalists are finally

allowed to touch the hem,

they arc usually forewarned
not to get personal.

“There’s nothing that is reall
very interesting about me,” Ig};;in
protests, laughing. “Talking about
me doesn't make & conversation
more interesting. It doesn't interest
me to talk about me, It's my least
favourite subject {laughs again).”

But Dylan seems happ{ enough
when asked about his children Anna,
25, and Jacob, 21, who, with Sara
Dylan, were immortalised in the
song Sara from his acclaimed 1975
albumn Desire.

“They're just around. [ have an
extended family, this, that and the
other. We get on well, for the most,
part.”

After 30 vears of singing Blowin’
tn The Wind. does he perform the
early songs under sufferance?

I da those songs because they
feel right to sing,” he says. “'Evenif
they weren’t my songs, they'remy
style of song, and they are oriented
to what I'm doing today.”

He istired of interpreting his
early songs too literally,

Legen

ike the times Bob Dylan keeps
achangin’ — and rarely has
that been more obvious than

during the first concerts of Dytan's
current Australian tour a few weeks

agO.

Throughout his 3G, ear career

Drvlan has rarely stood still for long,

referring Lw constantly challenge
{:‘ saudiences to cither follow himor
faltbehind,

The audier v and critical reaction
e this incarnation of Dylan already
rivals the outery and controversy
that surrounded his move in the
early and mid-'60s from acoustic
folk musie to full-blown rock'n'roll.

While thiz tour is being premoted
as a mixture of electrie rock 'n'roll
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» The Bob Dylan of the early '70s.

""Some of my records I've been
overloaded with, some parts and
arrangements,’" he admits.

“Whereas the song itself stili has
Its strength for me. With some of
the older songs, the vision is still
quite focused.”

Strangely, he admics wo changing
the list of songs he performs 10 keep
certain fans happy.

‘“There are alot of people that
come to our shows lots of times, so
just for them, it's a good idea to do
different things. [t's not ke they
come and s¢e me once.”

Dylan has recently beor the
subjeet of a biography, Ciinton
Heylin's Behind The Shades, and
there are several retrospectives,
including a three-CD boxed set of

keeps

and acoustic performances, it's
more than three quarters ioud,
tough rock n’roll Birk and you
might miss the few acoustic
moments.

Divlan is certainly
crogs section of hi hts from his
career — butit's anyore
which highlights he'll ye
any given night.

rr

presentinga

s guess
riorm on

On kis first nizhe o iy he
performed 10 differer s to the
onesthat made uph SN
opening night per? ¢ in Perih
Sull, Dylan would ¢ ira weck
of shows in Laune play
everything that g vanted wo

hear.
Last Monday in &:dney he treated

“bootlegged” versions of his earliest
songs.

“Well, you know, peaple bootle;
concerts‘ythey mighP:s ?&-ell be ou%
legally. Nobody would ever have
thought, that was that big a business.
They sell quite a bit."

Was there any music ?ﬁian
admires today? "' No. Nothing."

He believes musie lost the plot.
“There was a cut-off point
sometime."’ The early '70s? "'Mayhe,
When the mach:nes got into mak-
ing musi: . you could turn it off more.
Itseemed 1o take a different turn at
that point and the purpese got kind
of lost."”

The audience at Dylan's shows
consists largely of people who were
in nappies when he released All
Along The Watchtower in 1968,

» Bob Dylan ., . Ametica’s greatest living poet.

“I"mlucky to have any audience,”
Dylan says. )

A lot of my contemporaries
really don’t have any.”

His views on Australia area little
disjointed, but he claims to be
fascinated by a country so different
from his own.

“Tome Australia is ancient
groung droken off from Africa, and
that's why there are different
animals here.

"'Someone told me kangaroos are
prehistorie. The people who are
indigenous are prehis{oric, too.

~Just looking at the ground . . . &t
doesn’t lock this way in Americaor
Europe. This is ancient territory.
For that reason alore, it's worth
spending time here."”

Dylan said recently that he'd
written enough songs. *'My songs
aren’t written like they used to be,
which was all the time. They come
slower now {laughs).”

Dylan ties a towel around his head
and walks out of the dressing room
and disappears into kis tour bus. To
rejuvenate himself, he sometimes
decides to eseape from the circus,

“Oh, I get away to the boondocks
somewhere.”

W Reservedseats tickets fov Bol
Dvlan’s Launceston concert dre
availahle for £41.50 from
Centertainment, the Silverdome
and Redline Coaches North-West
depots,

the times a changin’

STUART COUPE, a
former Tasmanian now
living and writing in
NSW, went to one of
Bob Dylan's concerts in
Sydoey, Here ta his
review, ..

the amdienee 10 speh Al-esjog ae
Desiation Row, The Times They
Are A Changin’, Just Like A
Woman, Blowin In The Wind,
Ballad OF A Thin Man, Highway 6}
Revisited, All Along The
Watchtower and Maggie's Farm.,

So why the controversy?

This is confrontationsl rackn"roli
with Dylan often radically

reinterpreting these older songs,
sometimes 1o the point where it
takes even the most obsessive Dylan
fan a few verses ta work out which
song he’s actually performing. In
Sydney the four-picce backing band
was loud, frequently dwarfing

. Dylan's vocals.

There were some unforgrivable
sound problems but they can be put
down 1o early tour nerves and will
almost certainly be rectified as the
Lour progresses.

As izl the '60s some people are
theilled by this revitalised 1992
Dylan while others are disappainted
that he doesn’t stick to the better-
known presentation of his material.

And in 8ydney on Maonday (as he
had in Perth and Adelaide on

previous nights) Dylan divided the
audience. Seme people walked out.
“Dont eome back Bob," yelled
someone behind me after Dylan
walked side stage to change a guitar
after the fourth song,

Others considered this one of
Dylan's greatest performances. and
praof that far from being a tired ld
hus been. he is revitalised and
performing with the sort of intensity
that has been notably absent on his
last two visits to Australia,

Dyian remains the most
significant and influential living
reck performer. Ge and see him —
but go with an open mind. The times
they certainly are a changin'.
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!
A By MICHAEL SMITH

i NYONE who was there would
1 Aprobab!y agree that the times

are definitely a changin’ for Bob
Dylan,

It is not every day you get to see a
living music legend on slage in Hobart,
but, unfortunately, legends do not often
live up to their reputations when you
| see them in person — at least this one
| didn't.

The tingling anticipation of seeing
1 this world famous singing/poet com-

5000 Tasmanians was there, but Dylan
himself seemed to be off somewhere
else.
! It was as if an older, rather tired-
B sounding physical replica of the man
who inspired several generations with
§ his songs was filling in for Bob.

Even the talented but out-of-place
4 four-plece band supporting Dylan
H seemed to give a rock 'n’ roll flavour to
.| 8 performance from the man famous for
if his inspiring folk melodies,
4 For anyone who grew up with his
d music, criticlsing Dylan might seem
almaost blasphemous, but after Satur-
day night's concert at the Derwent
M Entertainmen. Centre it ls almost
d essential. .
1 Many who attended will now listen
J to the old Dylan albums lying about
g their homes with a new perspective.
I No one can doubt Dylan, 50, is still
one of the world's greatest living poets
2 or that his influence on generations
from the pre-hippie '60s up to the
§ present day will never be forgotten.

However, the electric atmosphere
this same man created on Saturday
night as the lights dimmed and he
sauntered on ttage quickly faded after
the first song.

slzette:

. Bob Dylan: the living legend of folk music
left his Hobart audience bitterly disap-
pointed.

i poser in person was there, a crowd of

'Wind blowin’ cold
for superstar Dylan

As he made his way through The
Joker, disappointment was etched on
hundreds of faces. Was this the Bob
Dylan they had waited decades to see,
not to mention pay more than $40 for?
(Incidently, TasTV was still advertis-
ing the concert the following day just to
remind ua).

The enthusiasm and the voice, not to
mention the stage presence Dylan was
famous for during the '60s and *70s had
vanished.

Those who lived in the era would
rave about the virtaal intimacy Dylan
once shared with audiences as he
poured out his soul and left crowds
spellbound. .

But the man who remained silent in
between numbers and, at times, for
large parts of the song itself, did not
seem to notice we were there on
Saturday. - . )

Maybe a measly 5000 people are
hard to spot from the giddy heights of
superstardom and. with 30 years of
success and hard Hving behind you.

Many people left early, Outside I
heard one middie-aged man almost in
tears telling his wife the performance
was an insult to folk music and to
Dylan himself.

Despite this, his rare forays into solo
hits such as Blowin’ in the Wind did
bring out a touch of the Dylan we had
heard so.much about and brought
chunka of the crowd to its feet.

Members of the audience, whether
they are young and old, ponytailed or
closely cropped, suited or singleted, will
held the concert in their memories if
only to tell friends they were there.

But the hext time we listen to Times
Are A Changin' it will be with a
knowing smile and a silent agreement
of Dylan's musical message.

Dylan concert

The Mercury's reviewer,
Michael Smith, must have rv-
cesved a rude shock to find that
he was no longer living in the
1860a, Bob Dyian was no longer
in hia 208 and he (heaven forbic)

layed rock 'n' roll at his recert

obart concert.
. It is & common misconception
that Bob Dytan is primarily a
folk performer.

Rotling Stone magazine hie
said of Dylan, that his “influenie
on popular culture has been n
the same league as the moor's
influence on the tides”. This ws
definitely not achieved by lim:t-
ing himself to folk music.

Dylan has io fact been playing
rock ‘n’ rell mince an early as [ 965
with such cinsaic albwms as Sub-
terranean Homesick Blues
(Bringing It Atl Back Home! aind
Highway 61 Revisited. Mr Smilh
diéd not mention that the title
track from the latter brought

.many of the Hobart crowd to

their iwet.

1t was thase people, blinded by
their longing for the 60s, who
failed to see Dylan for what he
reatly 12 -~ an artist who has

-injected sotme rouch-oeeded life

into modern muwic by constantly
remnventing himseif.

As a result these people (niled
to recognise one of the greatest
concerts to come to Hobart.

SCOTT McDERMOTT
Bellerive

Alter reading Michael Smith's
review of Bob Dylan's Hobart
concert “Wind blowin’ coid for
superstar Dylan”, April 16} 1
have to wonder how much of
Dylan's work Mr Smith las
heard.

To refer to the opening son as
The Joker is unforgivable. Even
the mast casual Dylan listener
would know that its correct title
18 All Along the Watchtower,

As for the “muddle.aged nan
almoat 1n tears teiling his rwife
the performance was an insult Lo
folk music”, where hus he been
for tha past 25 years? Bab Dylan's
last “foik” nlbum was recorded in
the early 19608'

Bob Dylan 1w certainly not

above criticiam, but to compars
the Dylan of today with the
Dylan of the 19608 and 1970s is
10 ignare reality.

e man ia 60 years of age and,
pertormmicg, 10s hatdty surpeising
performing, it's y surprising
that he feets a need to mmnrnge
and reinterpret his old aongs.

Those of us who have followed
Dylan's career and listened ta hie
nmusic into the 19908 knew exact-
1y what to expect and I, for one,
was not disappointed.

PETER HILL
Howrah
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Sell-canfessed Hob Dylan fan
iweborah Conway, the Melbourne

wnger and songwriter, has scored
what could Le her ultimale sup-
porting role.

Cuuwuy has been selected as the
show's opening act for four per-
formances — including Dylan’s two

Tasmanian  performancea this
weekend,
Dylan will iine up at the

Silverdome, Launceston, on
Friday, and at the Derwent Enter-
tatnment  Centre, Hobart, on
Raturday, in his first — and most
likely last — visit to Tasmania.

The two Tasmanian shows are
part of his national Leur, which has
sa far seen his Melbourne concert
wrason exlended for four 1o seven
siprhts,

Conway, who toured Tasmanian

sels a few months back Lo

romote hier recent album Strings
3 Fearls, on the Mushroom label,
will also play the support role at
sne of Dylan's Auckland concerts,
and possibly his last Melbourne
shiow,

Tre Dylan tour is a fitting finale
vy Conway's national tour which
fa seen her spend the last six

murths on the rozd, pliying more
Uit

|

104 shuws

Melbourn
to back D

[ By CHRIS COPAS

She said that she first heard
Dylan an the album Planet Waves,
which she recorded with The Band
in the early "70s, and since then had
been a fan.

On her recent atlsum, one of her
songs is dedicated to Dylan.

Conway was previously the lead
singer with the successful Do-Re-
Mi before embarking on a sclo
career.

Promoter Michael Chugg said
that he had hoped to have Dylan
sppear in Launceston on Saturday
night, but the Hobart venve was
already committed on the Friday
night and he was foreed to switch
his cancerts.

“But it will stilt e alright for
fans from the Coust,” Mr Chugy
said.

“Uylan won't go on stage (il

ay lands
iob of a lifetime

e singer
ylan here

about 9pm, and North-West [ans
will have plenty of time to travel
down."”

He said that good seats were still
available for both Dylan concerts.

Dylan’s Tasmanian visil co-
incides with tours by two interstate
bands which seem: destined to place
a further drain on the finances of
music lovers this week.

The Sydney band Tall Tales And
True wil! play three Tasmanian
shows, lining up at the Batman
Fawkner tnn, in Cameron 8t, on
Saturday night.

The band has been one of the

records,

rooArt

« Melbourne  singer/songwriter Deborah Conway wil be Bob
Dylan’'s opening act for his Auslralian concerts.

distributed on

has seen them play support for

more original outfits out of Sydney
in recent times, mlthough their
commerciil suceess has been re-
stricted to ¢ities where alternative
FM stations have picked up their
music.

However, the band has been
seen regularly on the late-night

through FolyGram, have soid well.
Alse in town on Saturday night is

ancther Sydney band the
Splatterheads, whose appeal has
been as much through their out-
rapeaus siage appearance as
through the music.

such outfits as Mudhoniey and
Cosmic Psychos.

They will line up the FHotel
Victeria, on the corner of Brishane
and Bathurst Sts.

This is their first Tusmanian
visit, and the support will be local

ABC-TY rock show Rage. and its

The band's hard-driving tnusic

band Chye,

ylan puts Tasmanians to the test

Individual fans would yell “Come

one who must have played each song

‘He finally fulfilled the potential of his poetry’

4 N i
« Dyl ., hasnt posed for photo-
graphs for 10 yoars,

BOB DYLAN inspires an extreme
level of respect and sndoration from
his fans and, it would seem after his
Launceston concert on Friday right,
he likes Lo test it.

As his four-picee backing band

launched into tho opening Alt Along
The Watchtower, Dylan moved in
one-atep stumblea about the

microptione, delivering & vocal free
of inflection or heart.

He swore Lo himself a couple of
times, awny from the microphone,
and for an awful moment after the
fifth song, looked like he might even
leave the slage.

I was a disheartening opreningg,
particularly after such a fine yocal
performance by the supparting act,
Australian singer Deborah Conway.
With operatic quality voice backed
by sparkling acoustic, she prowded
an optimistic start to the night,

And the man rated by Life
Mugazine as one of the 100 most
important Americans of the century
did eventually find energy and voice
— enough even to speak to the
crowd on three occasions.

Bob Dylan's first Tasmanian
concer in Launceston on
Friday night was a success,
but as RICKY EAVES reports,
anlyjust...

This may seém unremarkable, but
Dylan rarely Epen.ks 1o his audiences
any more, e won't sllow
photographers at his shows und
according to promoter Michzel
Chugg, he hasn't agrreed Lo be
phetographed in 10 years.

He even smiled after a raadie
stopped him mid-song for & gruitar
swap, drawling ""this bit right here is
the comedy part of the show, slippin’
on banans peels and all that stuff,,.”

It almest seems that the reclusive,
unprediciuble Dylan has actually
just honed the dynamics of
performance — like a unieyclist or
tigrht-rope walker — leaving the
faithful breathless and hoping he
won't leave or even fall from the
slagre.

on Bob" and “Alright Bobby" when
he reguined composure, It was the
beautiful Tangled Up In Blue,
festuring mandolin and harmonica,
that saw the performer in Dylan
starting to fulfil the potentlal of his
poetry.

A solo set of acoustic numbers |
were a5 close Lo his rools aslie could
get. And as he got in touch with the
gospel style folk of Woody Guthrie,
he also won his audience.

The biggest disappointment for
the buge 40ish factor in the awdience
was his reworkings of classic songs
including Just Like A Woman,
Maggies Farmand Hey Mr
Tambourine Man.

Each was smoothed into bland
country-rock, with the resnlt that
the first two particularly lost the
distinctive rhythm of the Jyric
deliveries.

These were songs around which
vouthfu! ideology — and idolatery —
were based. But then, in fairness o

Dylan s talent slow to emerge

atrillion times, most such fans huve
iy now traded the guitars of their
youth for the keyboards of
commerce. )

Highway 61 became a drivi ingt
contemporary rocker, impresaively

powerful and another reminder thiit
:.has is 1992, after all, not 62,

Thoae who went for a dose of
nosialygia came away unfulfilled,
Importantly though, Dylan avoids

fcarody by contingalty
mmwrpretmg the old material.

But the biggest part of the Dylan
enigma is why ke bothersat all. 11 it

es him Imp!)y il is not obvious.
He went straight Lo his car after the
show and drove to Hoburt, in
readiness for last night's show al the
Derwent Entertainment Centre.

Blowin' In The Wind, done as it
always should be, wasan encore that
made 40060 people very happy. It
may be almost a cliched synibol of
'60s revolution, but a selitary candle
passed around one group in the
audience showed that there are
those who will always yrive Hob
reason 1o be, now and always.

Legendary rock poet Bob Dylan, travelli

incognite, aneaked into Tasmania on the Al‘)’é [ By RICKY EAVES the concert {ailed.
Tasmac on Wednesday. Though

And it wasn tunula quarter of the way Dmapmmungfor were his almost
thro in.st m t's conocrt at the Silverdome y bland renditions of
that 4 @ were convinced he really was clr.sanca auch &s Just Lnke L Wmmm Maggies
with us, bodyand spirit. Farm and Hey Mr Tambourine Man.

After firat appearing over, even But what some mwrpmtodaanrrogan
m\derwhel —_ es ially during the diginterest was clearly {orglwen Towards the

A.ll Along The Waichtower — he end of a show that steadily lifted, a pilgrinwge
ow ound his feet, aud)ence harmonicaand of 0ld, young, hairy and ba.ld hadjammed the
barrier at the front of the stage.

Now past 50, and with many of his classic
songs gone 25, D lan is notonous for the
mcous.stent L :ty of his concerts.

bt L unnogspbgrrt t‘nl:]w saué him shine,

patehily, a o wringa
:;iugu}t\ow set ofgoapel folk numf;e

= rformed solo and with fecling.

sy

The show's climax was memorable - a loﬂg-

time female fan made it to the stage and
conversed briefly with her unflustered hero.

lielcthcretay on the for the finale ..
Blowin' In The Wind, and just as they
remembered it

Hox*eelk!s_ite thep Elvis, if only because he

is still living, all efforts to locate Dyian before

he became famous denouncing “the 4
system,” he is today protected by hisown
'burcaucracy’ — the truth of his schedule
carefully confused by the promoters and
definitely no cameras allowed at the concert.

He hadn't been spotted at Cradie Mountain
Lodge or the Launceston casine,

Bob Matthews, manager of Lemonthyme
lodge —a llkcly haven fora peace-secking
recluse — said “*he could be tricking you
cobber, I mean if he was here I wouldn’t tell
you, would 1," ire said, laughing and revelling
in !.hemystery LA i,
. inconsistent gualily.

. Bob Dylan .
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consistent i
- thathe

‘surprises

you,”

— Eiliott Mintz
.+» »Bob Dylan's

By JON WOODHOQUSE
For The Maui News

aui’s convenicnt focation as & rest step helween

continents and Bob Dylan’s fondncss for playing
small venues has allowed popular music’s mosl in(luential
figure o visit our shores. |

“*He is reluming to the States from Austraia so it
scemed like a logical siep,”” explains Dylan's publiciss Ei-
liol Mintz answering the question many are wondering —
why's Ioh Dylan playing Maui?

Itis hard to belicve that Dylan wili perlorm a coneert
here, but a1 51, he is immersed in the lourth year of what
he dubbed *“The Never-Ending Tour,™ Performing around
120 dalcs a year, one every three days, he has been circling
e globe, attracting around 3 millien fans, saking bis mu-
sic [of e first time 1o such distaal lands as Uruguay, Hun-
gary, Turkey and Argentina,

““If you just go oul cvery three years or 50, like I was
<loing for a while, that's when you lose leuch,"* Dylan told
Ihe Los Angeles Times carlicr this year, **If you're going
10 be a performer, you've gol 1o give # your all.””

Since he began performing over 30 years ago Dylan's
creative passion has transformed the face of pop (including
rap - with “*Sublerrancan Homesick Mues™), and guided
a whule generation through the wrmail of tie 1964s,

This master poct’s influence was so pervasive and pro-
found he stimuliied the Beatles 1 explore deeper fyrical
dimensions, " We all weat patty on Dylan,'* John Lennon
1wld an interviewer, "1 wasn't too keen on lyrics in those
days, 1 didn't think they counled. Dylan used to come out
with his latest acetate and say *'listen o the words man."
And P'd say | don't listen 10 words. Dylan taught us a lot,"

It was Dylan who iniraduced the Beatles 1o he joys of
patin 1964, Lennon said: **He thought *1 want 1o Hold
Your Hand,” when it gocs, ‘can’t hide’ — he thought we
were singing *1 get high, — sa he wins up, and turns us on
and we had the biggest faugh all night, We've pota lotio
thank him for." .

As apioneer reflusmp o conlorm 10 any defined stan-

R

MN ' paradise

What to expect when Bob Dylan makes
a Maui stop on his Never-Ending Tour

dard Dylan has constantly sought ransformation and con-
seguenily, often perplexed his audicace. Folk fans were
homificd by his embracement of rock and roli al the 1965
Newpart Folk Festival,

“'Were you surprised ihe arst time the boos came.” he
was asked at a 1965 press conference. ' Yealy, thal was at
Newport,™ Dylan replied. *'1 did this very crazy thing. [
didn’t know what was going 10 happen, but they certainly
boocd, They've done it in a lot of ather places, They must
be pretty rich 10 go someplace and boo, I couldn’L alford it
if 1 was it their shoes."

Fourteen years later, he alicnated audiences again,
booed in San Francisco at the opening ol his gospel-based
Slow Train Coming tour. Expect the uncxpected Dylan
scorms 10 suggest. *'The only thing that is consistent is thal
he surpriscs you,” adviscs publicist Mintz.

Bob’s vinually wnintelligable scorching readering of
“‘Masters of War®' at the 1991 Grammy selecast definitely
surprised millions. Only the most devout fan could figure
out what song he was performing, and people are still
wordering is this how Bob sounds in concent? But what an
appropriale composition btaming out to an America inlox-
icated on jingoism,

*You fastea the wriggers,” he spai.

*For the others to fire

Then you set back and watch

When the death count gets higher

Yeu hide in your mansion

As lhe young people’s blood

Flows out out of their bodics

And is buried in the mud,”

It was {Tu, Dylan said »f his provocetive performance in
Spy magazine. *‘My head was {celing like 1he Grand
Canyon,"” he said. *Some people theught the performance
on the Gramays was remarkable, Dytan’s publicist sug-
gests. “Robert Hilbum of the LA Times said it was one
true moment of the Grammys and 10 sing * Masters of War’
on the eve of the Persian Gull was ourageous ™

Avoiding any ruts Dylan *'is constantly rephrasing and
reinterprelng his work,” Mintz continucs. *' A fot of peo-
ple when they come 10 aoy Bob they tend 1o wans to hear
the songs performed the same way as il sounds on their
compacl disc. Any variation on that seems a jolt to them."”

Besides startbing his audience Dylan often surpriscs his
backing musicians by spontancously altering planncd ar-
rangements. “His thing it anarchy,” Tom Petly hand gui-
tarist Mike Carnpbell told Poopie, “&ic hales i whon it's
pat show hiz.""

On the Rodling Thunder Revue tour in 1976, Rolling
Stouc reported Allan Ginsherg asked Dytan: **Are you
geuling any picasure put of this? *'Preasurc? | never scek
pleasure,” Dylan replicd Buddha-tike, " There was a time
years aga when 1 soughi & ful of pleasure beeoise I'd had a
lot of pain. But 1 found wiere was a subtle relatonship be-
tween pleasure and pain. Se now I do what § have 1o do
without looking for pleasure frem in””

‘A lot of shows over the years was
people coming out of curiosity and their
curiosity wasn't fulfilled ... A lot of
people were coming out to sce The
Legend, and I was trying to just get on

stage and play music.’
-~ Bob Dyfan

Forming the Traveling Wilburys in 1988 with Roy Orbi-
son, George Harrison, Tom Petty and Jeff Lynne, Dylan
scemed o be taving some fun, Sharing the spotlight with
fricnds Dylan sounded relaxed and content 1o mess around
on some playful pop. A year laicr, he showed up o a Jew-
ish ielethon singing **Hava Nagita™ with a trio called
Chopped Liver.

Last ycar he teamed up with Brian Wilson to co-writc a
song for Wilson's planned sccond solo aibum which his la-
bel decried not worthy of release and some critics haited
as a masterpicee. He reconded with Slash of Guns n' Ros-
¢s, and saw his song *‘Emotionally Yours' from "'Empire
Burlesque' become a hit for the O*Jays. Upcoming plans
include the production of a fiim on the life of drummer
Buddy Rich.

In place of a new album last year Columbia refeascd the
phenomenal 3-CD ' Booileg Scries,'” a coflection of 58 al-
temative akes and previously unreleased songs including
the brilliant ““Blind Willic McTell" and " Serics of
Discams."* And what a delight 10 hear an carly snippet of
“"Like a Rolling Stonc"' played in walz time. Even in the
blur of recording Dylan cagerly transforms his material,

While we can revel in his poctic genius on record, Dy-
lan on stage stcadfasily refuses (o encourage cven a lint of
noslalgia. Maybc this explains why as he told the LA,
Times, his pencration rarely attends his concens anymore.
A Tol of shows over the years was people coming out of
curiosily and their curiosity wasn't lulfilled,”” he said,
““Iey weren'l ransporied back 10 the '60s. Lighuing
didut strike. A lot of people were coming out to see The
Legend, and [ was uwying 10 just get on stage and play mu-
sic.”

Maui will celebrate with Bob Dylan on April 22 (Garih
Day), convening at a histonical apgoriunity to cxpenicme «
gianl demythologize himselll *"The most important thing
is if people just atlend the show withpul any precancep-
tions ey will find themselves having a unique experi-
cnce,”” says Eiliot Mintz, Il they e coming 1o be enler-
tained aned moved he seldom disappeints.”

® Bob Dytan perfonns April 2221 7:30 p.ns. ina
soll-out coricert at the Royal Lahdina Tehhis Stadium,

apradfido Apr, 12, 1992 —~ MALISCENE,
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His music does the
ta]king as he takes

stage in Santa Rosa
By Philip Eiwood |

EXAMINER MUSIC CRITIC
ANTA ROSA — The
house lights don't dim
here in the Grace Pavil-
jon on the Sonoma
County Fairgrounds.

Now they’re on — banks of long _

fluorescents — now they're off.

They were on in all their glaring
glory on Saturday night shortly af-
ter 9; then they flickered off (unit
by unit) and the barn-like hall was
pitch black, save for flares from
matches and lighters and some
-flashlight shafts. -

Shadowy figures took positions
on stage, sithouetted by amplifiers’
glowing red bulbs.

There were six in all — one,
wearing a hat stood front and cen-
ter. ’

“And now, Columbia Records
artist Bob Diylan,” shouted an am-
plified voice in the darkness. Ac-
companied by a boisterous cheer
from the couple of thousand cus-
tomers in the old exhibition hall,
the lights popped on, here, there,
everywhere; and there he was,
hunched over and squinting into
the spotlights.

“Which one’s Bob Dylan?”
asked a 20-year-old college girl next
to me,

Dylan, as has always been his
wont, gave no salutation, In fact,
during the subsequent 95-minute
performance he acknowledged no
one — audience or accompanying,
colleagues,

" “Does he always sing that
way?,” the SRCC student asked.

“Yup, pretty much,” I shouted
back.

The crowd’s yelps and cheers,!
the hombastic amplified sounds
and the hall's scatter-shot acous-
tics made uny chance of tune iden-
tification or {God knows) lyric
comprehension impossible other
than on a few older standards.

“Just Like a Woman” came
along. Once inte the lyrics Dylan
seemed to slow the pace, enlarge
the sound of his occasionally on-
pitch voice and “aim” his voice
smack out, at the rowdy crowd.

When he wants to, which isn’t
often these days, Dylan can still
display impressive emphasis in his
singing and in doing so he creates a
syncopation in the rhythm,

The Santa Rosa crowd didnt
seem ic know any of the songs well
enough to sing along in the fashion
of millions of guitar-carrying folk-
ies 30 years ago. And “All Along
the Watchtower” just isn't a sing-a-
long number.

A mandolin (played by another
guitarist) and pedal steel guitar
{(same guy) livened up some of the
arrangements and drummer lan
Wallace, riding the beat of bassist
Tony Garnier, knows how to create
rhythmic continuity behind Dy-
lar’s lyric siatements, lyrics that
can easily bog down the rendition’s
pace.

Dylan switches guitars occa-
sionaily, playing ‘ainplified) acous-
tic particularly on the ballads,
which he does either solo or just
with the Jackson-Garnier-Wallace
trio.

“I Believe in You” would have
been, had the crowd shut up,
(which it never did) a memorable!
performance. :

The Grace Pavilion has about!
three-quarters of it {collapsible

metal) seats on the flat, asphalt
floor. The rest of the seating is on
backless anodized aluminum,
bleacher planks laid out down each.
side of the hall.

There is plenty of beer at the
back of the unventilated hall,
which also reeks of popcorn pro-
ceasors, cigarette and pot smoke.

Dylan plowed his way through
this audio-visual {and nasal) guck
fairly well, but he seemed to be
sleepwalking most of it, treating it
like another “useless gig.”

He started “Mr. Tambourine
Man” but a spaced-out young lady
leaped onto the stage, grabbed the |
miike and staried to moan and |
scream bits of the lyrics. i

Dylan totioieq to her, in fact’|
whispered in her ear, and she fin-
ished off ¢wo or three dreadful,
hysterical choruges.

Dylan never sang it!

“Early Morning Rain” was in-
cluded, and a powerful “Maggie’s
Farm” came off quite well,

Dylan perforins Monday and
Tuesday at the Warfield Theater;
Thursday and Friday at the Berke-
ley Community Theater; Saturday
at the San Jose Event Center. For
ticket info, call 510-762-BASS.

Dylan, out of the

Sh&dOWS
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BOB DYLAN
ON VIDEO

OFFICIAL RELEASES BARELY SCRATCH THE SURFACE OF DYLAN'S CAREEL
. CLARK; commentary by PETER DOGGETT.

Information by DAVID |

hougls Bob Dylan is best known
to the gencral public as o
recording artist, he scems to
regard the studio as a barely
necessary evil. Dylan views his own art
as a combination of songwriling and
performance, and it's that dual urge to
create, and to express that creativily,
which has kept him constantly on the
road for nearly five years of the Never
Ending Tour.

The {irst irony, of course, is that Dvlan is a
performer who doesn't like being seen — hence
the almost total absence of stage lighting for
his stage performances, and his well-
decumented nversion to the presence of
cameras, One can't help feeling that Dylan is
warking towards some kind of ideal stage
setting in which he performs behind a gauze
curtain, henard but only seen in shadow.

[rony No. 2 is that this secretive performer
is obsessed with the possibilities of film.
Inspired by artists like Bunuel, Cocteau and
Welles, he has —vice attempted to create a
movic which would have the same free-
flowing, yel at the same time internally
structured, visien as the best of his songs.
After D.A. Pennecbaker had assembled
footage from Dylan’s 1966 European tour, and
then had his cwn cut vetoed by Dylan, he
handed the fiim over te Bob, who edited his
own version with the aid of Howard Alk. The
result was "Bat The Decument”, which was
screened publicly in selected locations in 1971,
and has since circulated mere widely
underground than in legitimate theatres.

CONTROVERSIAL

“Eat The Document” is our only visual
record of Dylan's most controversial tour, but
it neatly deflates all preconceptions about the
way in which a rock movie should be
presented. The camera roams through the
melée like a neurotic, hyper-active wilness,
never pausing long enough to allow the viewer
to pick up any one perspective on events. The
editing is fragmaontary, ta the point where vou
no sooner adjust to one scene than it is
abruptly stolen away (rom you and replaced
Iy something that contradicts or undercuts it
The iim is full of music — plorious stage
performances by Dyian and the Band. and
hackstage footage of Bab experimenting with
new material — but few of the clips last for
more than & matter of seconds. The resull s
unsoliling, disturbing even, which probably
conveys the atmuesphere af the tour pretty
Taithfully.

In Qctober-Decomber 1975, Dyvlan and Alk
tricdl again, this Ume centrelling the caomera-
wark frem the outset. The apparent =ubject
was the irst Rolling Thunder Revae tour, but
the Naished movie, a four-hour epic entitled
“Renalde And Clara”™, was a mystical treatise
on identity and the divided rature of the saul,
which almest incidentally included some of
the finest Dylan concert foolage cver seen.
The full-length Hlm received a eritical hatier-
ing, o the paint that the distributors
demanded (hat Dylan deliver s musie-heavy
two-hour edit; but the long haul ix eszential
viewing for any student of Dylan's artstic
thiking, nml\uu, ils uha nl.\lnlm on videa
e with “Eat The Document™ frustrating

Another irany: for @ perfermer swith such
clear insight into the potentind of visuat
images, Dvlan's invebvenment with prmnetionsd
videos has been little shert af disastrous. With
the exception of the clip for Most Of The
Time", whicl was actually a hive performance,
anly “Jokerman” came close to matching the
power of its soundirack. By contrast, ahit
Connection To Your Heart™ is & Num
candidate [or any "Gelden Turkey’ video
awards, Tellingly, none of Dylan’s videos is
available va a commeretal re .

OMicial hame-videos are really the medinem
via which to explore Dslan's career, in facet,

7

ing from the shelves e e but a few
saihilitios) are “Festival”, the 18967 docu-
mentary which included Dylan’s 1965
performance at the Newpart Folk Festival,
the *Hard Rain™ TV special from the second
Roling Thunder wur, plus its ill-fated but
compelling predecessor, shot in Clearwater,
Florida a menth earlier but rejected by Dylan;
TV appearances like the Johnny Cash § Show'
fram 1969, ‘Saturday Night Live' fram 1979
and the remarkable “Late Night With
Letterman’ show fram 1984: plus, of course,
“Eat The Docusnent” and "Renatdo And Clara™,
In recent vears, Dylan's office have been
gathering film and video materiai for their
archives pawnmp hapes of “ visial
equivalent to the "Bostlep Series” album
release of last vear, Even afier the critical
acelaim awarded that project, | can’t see Dyvian
agreeing to a video histary; but Pve been wrong
many times bofore, and | hape this is another
occasion,

The last irony is that there are lundreds
of hours of Dvlan material circulating among
collectars with rapidly declining evesight,
made up of iII(-g;ﬂ videos shot at Dylan
concerte over the last decade or so. [espite
Alcatraz-style security. countless tand name-
jess) fans have satisfied their need to wateh
Dylan battle the Demons of Performance by
smupgling camera equipment into his shows,
copvinced that they are doing future
penerations a service by documenting the most
mercurial Jive performer of the late 20th
century in his natural habitat. And they're
prabably right.

CONCERT FILMS

There are two main Bob Dvlan music video
titles, buth of which are sull availabile:
DONT LOOK BACK
Nirgen Vidvo VD 230 iy JUSS, S12.00%

DA, Pennehaker's Oyveansthe-wall film
follows Dvian an hiz 1883 concert tour of
Eneland. with huckstage conversiatimis, radio
interviows, press conferences, on-stage
foatage wnd appearances by Dopovan, Joan
Bacz and Alan Price,

Sl regarded  ax the  definitive
rackumentary, “Don’t Look Back” eschowed a
strghtfrward narratve or live coneerl ap-
proach in favour of an epeedic, sometimes
starthng vditmg techimgue which relleets some
af the tarmail arotnud Tus fost acoustic tonr.

fociuded i the (o e camiplete or tmore
aftens partal byve performances of “The Times
They Are A-Cliangin® -
Think Twice IUs AlL Right™, “Talking World
War 1 Blues™, “IU's Alright Ma {I'm Only
Bleedingy”, “Gates OF Eden” and “Lave Minus

*To Ramona”, “Don't :

Zero No LimicC tall from the UKL Bive shews), §

backstpe footage of Dylan, Joan Bace, Alan

Price. Boubr Neuwirth and Donovan, g brief elip !

of Dylan performing “Onaly A Pawn In Their
Game” ut o oivil rights :-.1Il\- in Mississippt in
Judy 1963 and whit has came 1o be known as
the pranwe chip’ for "Sabterrancan Romesick
Blues”, ilmaed wdonpgside the Savoy Hotel,
HARD TO HANDLLE

Vrgin Video VVEY 820 Felirnary 1987,
£10.99) '

Thiz concert film was reeorded in Sydney,
Australia, and featured musical support from
Tom Petty & the Hearthreakers. The songs,
taken rom shows on 24/25th Febroary 1986,
meluded “In The Garden”, “Just Like A
Waman”, "Like A Rnl|inpr Stone”, "M's Alvight
Ma m Only Bleeding)”, “Girl Of The North
Country™, “l.u\n_\' l’:ruus". “When The Night
Comes l-‘anu{ Fram The Sky™, *Ballad O A
Thin Man™ “I'l Remember You™ and the
inevitible "Knockin® On Heaven's Dosr™, (Six
of these performances were alsa included on
Westwond One 4-LPP transeription sel in the
Superstar Coneert’ series. ) Seeingy this video,
with s structured, orthodox arrangements,
proved to be little preparation fer the music
made by the same musical team during
Ivlan's Furopean tour of 1987,

ACTING ROLES

HEARTS OF FIRE
«Guild Home Video 8519, Aprit 1988, £64.95;
reissued in May 1989, £10.99}

This 1987 film starred Dylan as a retired
big-name racker who takes an up-and-coming
singer (Fiona Flanagan) under his wing, only
ta find her falling for an English rock idol
1Rupert Everetty. Direetor Richard Marquand's
hopes that "Hearts O Fire™ would uncover
same of Dylan’s mystique, and portray some
af the reality of rock superstardom, proved
aver-optimistic. Dyvlan acquitted himsell
better than might have heen expected, bul
made little effort to baost the project with any
worthwhile musical contribution. The sound-
track album included three lackiustre
performances +“The Usual™, *Night After
Night" and "Had A Dream About You Baby™
fram Dylan, plus workwomanlike rock songs
by Fiona Flanagan and miserable concoctions
L Rupert Everett. The film added snatches
af “When The Night Comes Falling” from the
1936 teur. and a cover of Dr. Hook's
“A Couple More Years”

PAT GARRETT AND BILLY THE KID
MOMJUA UMV 10758, 1982, deteted in 1987;
weisziced on Warner Home Video, PES 80158,
cmber 1991 C1¢.99)

w Peckinpah’s 1973 Rlm version of the
en legend cast Phylan as o drifter catled
Abas Savinely edited against 1% d-kmpah 4
wisties, the Gl was subseguently reissaed in
tesian o substantialiy rewarked form, and it
1< edition wineh is carrently available on

Flie differences avent purely visual: the
rois of the muse was reduced in the second
. v’ cnt s wihnde Iy 47 was omited
e rewurioed edition. In rocompense, i
vroversan af the Geack knowne az Billy
rrenders” was inchded second L arauand.
Bl dudleresr versinns of i ol
sl O Hleoveen™s Dlonr™ can be e 1o
e twr vers e b Che Soe whinde the (RS
~candteack albao featores dileront Gikes ol
soveral tracks to those heard i either cot of
Peckinpah’s movie
CATCHFIRE
luxf fndepeadent VA 20125, §Mayv 1981,

.95 retssucd VAU226, April 19482 £10.99)
Dylan makes 2@ cames appearance as an
art teacher in = 1889 throller about an
underworkd kilfer <Dennis Hoppert wha fulls
tur his guarry clady Foster,
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And they said the Stones were stroppy! “Don't
Look Bacek"™, filmed in 1965, found Dylan giv-
ing the Brit-rockers a lesson in ‘atfitude’.

COMPILATION APPEARANCES

JOHN HAMMOND: FROM BESSIE.

SMITH TO BRUCE SPRINGSTEEN

(FMV Enterprises 49057 2, June 1991, £10.99) |

A documentary film about the renowned
Columbia Records producer wha championed
many protest movement rock singers of the
60s and 70s. It includes a number of very
brief Dylan clips — "Only A Pawn In Their
Game” (*Don't Look Back™), “Blowin’ In The
Wind” (set to scenes of Dylan in the recording
studio), “A Hard Rain's Gonna Fail" (from the
“Quest” TV show in 1963), “Subterranean
Homesick Blues™ (concept clip from “Deon't
Lock Back™), and “Like A Rolling Stane” set to
archive footage of Dyian's fans back in the
60s, Surprisingly. perhaps, it included none
of Dylan’s performances from the “World O
John Hammond™ tribute TV special filmed in
1975.

JOHNNY CASH: THE MAN, HIS WORLD,
HIS MUSIC

futervision Video, 1980, deleted in 1981,
£39.95)

This 1970 film profile of the country singer
includes a scene showing Dylan and Cash
performing “One Too Many Mornings® in the
recording studio. during a lengthy session in
Nashville in February 1989, A ctip of the pair
recording “Girt From The North Ceuntry™ was
included alengside “One Toa Many Mornings"
in a Cash TV speaal made for educational TV
in 1969, but hkas not been released
commerciatly on video. One wonders how much
of Lhe session, which preduced 16 duets
between Dylan and Cash, aclually exists an
fitm.

THE CONCERT FOR BANGLADESH
(Thorn-EMI TVD 90 0911 2, August 1983,
£13.99; reissued ot Weintrawb { Warner Home
Video PES 38084, May 1850, £10.99)

Dylan performs *A Hard Rain's Gonnn
Fall™, “It Takes A Lot To Laugh, It Takes A
Train To Cry", “Blowin' In The Wind™ and
“Just Like A Weman™ on this 1972 cencert
film of George Harrison’s charily concert
tAugust 1st 19710 at New York's Madison
Square Garden. All four performances came
{rom the evening. rather than the afternoon,
show; Dylan alse sang “Mr Tambourine Man”
at that concert, but this track was omitted
from the maovie
COUNTRY MUSIC VIDEO MAGAZINE —
PREMIER COLLECTORS EDITION
(BMG Video 790433, September 1990, £70.99)

This quarter!y country music video-
magazine includes an extremely brief clip of
Dyvlan performing “Mr Tambourine Man” with
the Byrds during the January 14990
‘Ray Orbison Tribute” at the Universal
Amphitheatre in Les Angeles. The entire
performance was shown on U.S. TV, and later
included on the Byrds' four-CD retrospective,
but remains frustratingly unavailable on
video.

THE LAST WALTZ
{(Warner Home Video TDPEV 94354,
February 1985; reissued ns PES 99354, June
1988, £10.99)

The Band's 1976 farewell concert took on
historic praportions when Bob Dylan joined

the group an stage to perform *Forever Young”,
“Baby Let Me Follow You Down™ and “I Shall:

Be Released”, the latter with an all-star cast
including Ringoe Starr, Ron Woad, Neil Young,
kiric Clapton, Joni Mitchell and Van Morrison,
Dylan's set closed the formal part of the
concert: it was structured as a five-song
medley which was tepped and tailed by
“Baby Let Me Follow You Down", and
incorperated “Hazel”, “I Don't Believe You”
and “Forever Young”, The soundtrack album
to the movie omitted "Hazel”, while the film
itsell also chopped the first “Baby Let Me
Fallow You Down™ and “I Don't Believe You™.
THE OTHER SIDE OF NASHVILLE
(MGM 1 UA UMV 10351, August 1984, £19.99;
repackaged and reissued as SMV 10351,
Qctober 1986, £9.99; end on Channel A/
Polygram CFM 02542, July 1990, £10.98)

A documentary history af country music,
this ineludes the aforementioned clip of Dylan
and Cash performing *One Too Many
Mornings”.

ROCK'N'ROI.I. — THE GREATEST
YEARS: 1963 — BUY IT AND BOOGIE!
(The Video Collection VO 4054, September
1988, £10.99}

A live versien of “Blowin’ In The Wind”
was Dylan's contribution to this collection of
sungs dating from 1963,

A live clip of “Blowin’ In The Wind™ appeare
on “Rock’n'Roll: The Greatest Years: 19637
video. Nole the wrong-era Dyian phalo!

ROLLING STONE - 20 YEARS OF ROCH
(Castle Hendring CASH 5022, October 1989,
reissued as HEN 2 315, 1991, £16.98/

This whistle-stop tour through rock music
from the mid-60s to the mid-80s inciudes a
tive clip of Dylan perferming “Tangled Up In
Blue", taken from the “Renaldo And Clara”
film.

SIXTIES MIX USA
(Stvtus Video SV 085572, May 1988, £9.99;
deleted in 19801

Dylan plays “Mr Tambourine Man™ live on
this collection of segued 60s music by
American artists.

USA FOR AFRICA — WE ARE THE
WORLD: THE VIDEO EVENT

(Picture Music International MV 43
71106 2, Novenrher 1985, £9.99; reissued on
PAYs Price Attack labef, MVA GO May 1990,
£5.991

Dyian was just one of many mepastars
included in the line-up of the “We Are The
World™ famine-reliel fund-raising disc. This
video release shows ecach stage of its
recerding, followed by the cemplete promao clip
for the song.

A VISION SHARED: A TRIBUTE TO
WQOQODY GUTHRIE AND LEADBELLY
(CAMV Enterprizes 01.049006-81. Japaary
14989, £12.494)

This documentary looks at the music and
lives of aarly American lalk musicians Woody
Guthirie and Leadbelly, with songs and
comments from @ succession of contemporary
rock and folk musicinns. It was based around
the album of the same nwme, which incleded
a 1987 recording of Dylan performing
Guthrie's “Pretty Boy Fiayd™. Although maost
of the artists en the reeord either performed
ar mimed (o their LP tracks for 1he viden,
Diyvlan’s eontribution was rextricted (o the
aririnnl 1961 studio version of hig tribnte
“Song Te Woody”, set to a series of still
rhotographs.

BOB DYLAN

ON VIDEO &
INTHE STUDIO
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IN THE STUDIO
AL KOOPER ON DYLAN

ew musicinas survive in Bob
Dylan's compuny — either on

the road or in the studio — for

more than around five years.

Dylan thrives on change and lack of
continuity. So it snys something about Al
Kooper as o man and a musician that he
has been working with Dylan — nat
continually, but regularly - since 1965.
Insinuating his way slyly into the record-
ing session for “Like A Rolling Stone™, he
was on hand for almost ali Dylan's ses-
sions during the initial ‘electric’ period.

Although he was known primarily as a
puitarist in 1865, Kooper established s niche
as Dylan's keyboard player, nol only in the
studio but also at the Newport Folk Festival
and at Lhe tempestuous shows at Forest Hills
Stadium and the Hollywood Bowl in late 1965,
The following year, he was a major contrib-
utor to the "Biende Orn Blonde™ album. After
four years' gap, he rejoined Dylan to make
“Self Portrait” and “New Morning” in 1970 —
effectively overseeing the entire creation ol
the latter album, a2 project which led to a
decade-long estrangement between the wwe
musicians.

In 1981, out of the blue, Kooper was
requested to join Dylan’s band for a three-
manth U.S. tour, and since then, he has been
present at one or maore of the sessions for
every Dylan studio record apart {rom
*Oh Mercy”. During a long and wide-ranging
interview about hig entire career, Kooper
offered his theughts on the joys and draw-
backs of working with Bob
RECORD COLLECTOR: How did the
initial link-up with Dylan come about?
AL KOOPER: 1 met Dylan through Tem
Wilsan, whe was a stafl producer at CBS in
the carly Sixties. CBS didn't know what to do
with Dylan, so Tom got him by defauit. There
was na-one else there who could really fit in
with Bob, because the CBS A&R department
was still very much orientated towards MOR,
When Bely decided he didn't want 1o work
with John Hammond anymore, he ended up
with Wilson,

Tom would use me on sessions every once
in a while as a guitar player, and he knew [
luved Dylan, so he invited me to a session to
watch, which was a real privilege. He put his
neck on the line te do that. | was very
ambitions in (hese days, and Cwell 1 don’t
wintl ta tell that stary again, becaose ve tald
it w0 many times, and it alwavs ends up being
twisted around, but I managed to get mysell
inta the corner of the studio playing organ
Tom covered himsel! very welll by imoed-
nttely teiling Dvlan that he could stop me

pluvimz, and that T owasn't really an ergan
player — and he wasnt lving, But Bub loved

what | wits dowge,

Fanly had a redinientary Knowledgze ol the
kevhoard ot thad stagge. We nsed s go back e
Bob's house and listen to records by people
like 11 Slaan and 1 :
Leeintse Uy hovd Logs s .
IKnechtal trvig e matate what | had done on
“Hike A Rolling Stone™, The treny of that was
not wasted on me.

RE Havce you heard Mouse's “A Public
Fxecution” from J9662 That wax a greas
imiitation af that Dylan sound?

AIC Yeuh, and there's gnothoer ene on the samge
Lihed = Bab Seper's "Persecution Smath™
RC: Yau're eredited in the booklet for the

on ruvs bk

Dytan comprilation “The Bootleg Sevies™

wx playing organ on the wallz-tempo
vernian of “Like A Rolling Stone™, but |
caa’f hear vou.

ARG Nosthat wies done while D was stilk o the
control room. On all these bootlegs, oven the
authorised anes, they et e porsonne) wrong,
They staking Kooper/Blovmbield
tracks for Band tracks and vice versa 1 pat
eredit for stufl'] didn't do, and then nu eredat
for the tracks T did play an

RC: Whose decivion was it for Dylan to
record *Bloade Oun Honde™ in Nasheilie!
AK: That was very much at Bab Johnston's
wrginy Dyl wasn't sare it was oogsood wea

19665 Godpersans of Cool, Bob Dvlan and French singing heart-throb, Johnny Halliday.

sa he brourght me and Hoebhie (Rabertsont
alongr, o hive some part of his past there |
was really grlad | went, because the Nashville
musicians were fabulous.
RC: What did they think of Dylan?
AK: They didn't knew how he was! Anyway,
Bob really kept el We'd record all
night, then he'd = et up and call me aver
o his reom. 1 w: + cassetie player. He'd
Leach me a song ¢ 'd play it over and over
again and he'd w the tvrics. He had a
piano in his reom Tren I'd go to the session
an hour before d teach the hand the
sangs that 1 knew Tt they'd be ready ta
2o when he cam
1 really enjore
the Nashville
stovenly in New Y
difference between
and "Blonde On B
the guys sloggn
On Blonde” sound
timwe, The tevel of
tog, and made me ¢
the quintessentis
in the situation w

-

prafessionalism that
exhibited. It wus so
and that's exactly the
way 61 Revisited”
“Hiyghway 617 0s just
1. while *Hlonde
trecareS, for the Hirst
nahip raised me up,
ot botrer, T think it's
hum. Finalty he was
could take the sonpgs
and really do t} pet a record”
sound without ha Coverduh,

RC: How did that compare with the
sessions for the neat album you warked
on with Bob, “Self Portrait™ in 19767

AK: 1 don't know Ae was leoking fur on
=Seif Portrait™. We's - po in and do teaver”
songs, all day lor,
RC: Wasn't it obvious to evervone that the
stuff vou were cutting wasn't up fo
scrafch?

AR By this 1ime e

W LI e

~ore really goud {riends,

50 his charisma had worn off for me. He was
just this guy, you know, not some super-
human. But the other people on the session
were really excited just te be there, and so
everyone appreached it with the enthusiasm
they would have done if it was a new Dylan
sang they were doing.
RC: Judging from the credits of “New
Morning® if looks as though the album
was virtually a collaboration between you
ard Dylan.
A Well . . . (hesitates for a few seconds) QK.
I preduced that record. Bob Johnston got the
credit, but he wasn't even there, It was a bad
experience — I like the album in retrospect.
but it was a bad experience. Fll never da it
again. Dylan just changed his mind from sec-
ond te second. For me, it was nerve-wracking,
devastating - all (hose things — and we woere
Tucky we got whal we gal

The fuleran of the album was a stage show
they were trying to do, an adaptation of
Archibald Macleish's “The Devil And Dansel
Webster™. ‘Then it fell through, and su Hab
had o bunch of sengs be'd written fur the
praject, like “Father Of Night™, and we
recorded them. Then it just went on and an
W did some cover vorsions at those sesstons,
toa, a whole bunch “stufl "Mary Ann™ wa-
ane of the songs
RO Which eame aut on that weird *Dvian”
album in 1973 ...
AR Onothat record they used all the wrony
takes, thougrh, and the mising was dinbabical
Somewhere 1 have this great version of
“NMr Bojungles”, which 3s not the one thit wiis
on that athum.

Homer, the siut

Issue Seven



Bits & Bobs

Page 28

RC: I read somewhere that you were asked
to gro on the road with Dylan in 1970,
AK: I've read that too, but it's not true. That's
probably the same book that says we made
two trips 1o Nashville to record "Blonde On
Blonde™, when | know for a fact we only made
one. When it comes to Dylan books, Bob Spitz's
was the best one. T didn't talk (o him, wnd
there was a lot of muckraking and stuff, but it
was very accurate. Most of them, when they're
writing about situations where [ was in the
room, they're always wrong. That beok was
pretty much on the nail. 1t paints (he closest
picture of them ali.

RC: Why did you not work with Dylan
again until 19817

A We didn't speak 1o each other for about
seven years, we had a falling out. It's not
impertant what it was abeut, but 1 just threw
in the towel. Then someene from his oflice
came to me, and asked if ] would go down to a
rehearsal Bob was doing for a tour. I theught,
well, there goes my seven years ol goad luck! 1
just went down out of curiosity.

What happened was that they had already
done two or three days of rehearsals, and the
keyboard plaver, Willie Smitly, had quit. Bob
was really stuck, because he had this whole
tour booked. Se 1 plaved the rehearsal and
we did about 35 songs. 1 knew most of them
already. Then there were about two days
before the first gig of a three-and-a-hail month
tour. Qur business guys were butting heads,
and 1 was siill hall packed, not knowing what
was happening. Eventually, 1 told my man-
agrer, “Lool, 1 don™t care if ] go or not: just
make sure the deal is right”™. I don't think Bob
jad @ ehuice in the end, as | don't think there
was anyone else who could have dene it

[t turned oul Lo be an interesting expeni-
ence. When we started, it was probably 80%:
Christian material, and 20% oldies. Midway,
it had switched 10 70% cldies, 30% Christian;
by the end, it was hardly Christian at all, and
neither was Bab!

So little by little 1 knecked the Christian-
ity aul of him. T was thinking to mysell at the
time, this is what | sheuld be remembered
for, il nathing else! T think my being there
helped a lot 1o bring him back to the real
world,

The next time | played with him was on
“Fimpire Burlesque™. That was just a fluke. |
came to visit, and I brought a guitar with me,
really just to show it to him. They were out in
the studio plaving, and I said to the engineer,
“Can vou plug me in direct, but don’t let them
hear it, or disturb them in any way™. Then
when Bolb came in, | said, "Look, I was sitling
here playing. Do you want to hear what I was
doing? I don't care either way.” He said “Sure”
and it cnded up on the record, though only
very low in that weird mix they had. That
was “When The Night Comes Falling”, which
was a powerful song which didn't get
recognised as such. [t was like “Ali Along The
Watchtower” part two.

RC: Did you play on “Brownsville Girl",
whick was really the kighlight of those
mid-80s aelbums for me?

AK: No. That was finished, and then he went
in agnin and redid the voral and added stufl
te it. | thought that was terrific, the littie
glimmer that we were ali hoping for. } was
real excited when that came out, though the
rest of the “Knocked Out Loaded” album was
“dire. We cut a lot of stufl for that album that
was greal, but he didn’t use it, But I think the
nagdir was “Down In The Groove™.

RC: On “Under The Red Sky™, it sounded
as if you were simply bheing asked to
reproduce what you'd done on “Like A
Rolling Stone™

AK: I wasn't really like that. My whole
approach to any session is Lo play what the
artist would play il they were playing that
particular instrument. At those sessions, the
praducer, Don Was, said 1¢ me that when Bol
and [ play together, it's just a special thing
that we have: and T think so too. Bul we never
realtly talk abhout it

IN THE STUDIO
CHARLIE McCOY ON DYLAN

rom 1961, when he played his (irst
recording date, through to the
enrly 19805, Charlie McCoy was
one of the busiest and most
successful sessionmen in Nashville, He
now acts as musical director for the
country TV show “llee Haw”, as well as
pursuing his own recording careqs as nn
instrumentalist. But hie's prabably best
known ta RC renders as a name in the
credits of albums by artists like Elvis
Prestey, Joan Buaez, Buffy Sainte-Marie,
Al Koaper nnd many more besides. He
was also a founding member of the
innovative country-rock crossaver
cutfit, Area Code 615, who made two
influential nlbums at the end of the Six-
ties. One of their tracks, "Stone Fox
Chase”, was adopted as the theme tune
for BBC TV's “The Old Grey Whistle Test™,
and it was Charlie’s harmonica which
introduced Bob Harris and Anne Night-
ingale every week for the best part of
fifteen years.

Charlic McCoy was also involved in all Bob
Dylan's recording sessions in Nashville, work-
ing on five successive albums from “Highway
&1 Revigited” to "Sell Portrait™. We caught up
with him for a briel conversation during a
break in the shooting of thie last series of “Hee
Haw", and asked him what he remembered of
Dylan's most mercurial and unorthodox
$SCSSIONS,

RECORD COLLECTOR: How did you first
get invited to play on a Dylan session?
CHARLIE McCOY: In 1965, | wont to New
York to go to the World's Fair. A friend of
mine there, Bob Johnston, had teld me to call
him if 1 ever came to the city, and he'd get me
some DBroadway theatre tickels. So 1 called
him for that reason alone, and asked him what
he was up te that afternoon. He said. "I'm
recording a song with Beb Dylan, and he'd
like te meet you™ So I went down and met
Bob. who said that he had ane of my records,
which I was amazed about. Then he suggested
I stick around and play. T asked him what
instrument he wanted from me. and Bob said.
“Play guitar™, And that was *Desolation Row™,
an which I plaved acoustic guitar,

After that, Bob Johnston talked him into
coming down to Nashville o record "Blonde
On Blonde”. [ think that Dylan was a litde
reluctant at first, but the fact that he and
had gotten on so weil in the studio — plus
Bob Jehnston was really pushing him towards
it — finally persunded him tasay, "OK, Tl try
it

RC: Wha! wwas the reaction in Nash-
ville to Dyland fhid he tarn up with «a
huge entouraged
CM: All that wax with him was his manager.
Albert Grassman, Ta e honest with vou. the
whole thing was hush-hosh the first time he
came down. A lot of peapde e this tiwn whoe
were heavily anta the country  musie
industry didn’t readly kaow maeh ahout Bob
Delan, [0 waso't untd after he'd been here
that artists Tike Flatt & Scrupgpgs started
recarding athums ol his songs.

RC: Was there any feeling that this guy
from New York shaulda’t be invading
Nashoille?

M Absolatel ant Hhstaey will tell s tha
Fas comitgt here swas ane of Che higgrest things |
hat ever Bappened to Nashville: A the timee,
senbendy reslesed s bt e apened the door for
Al these other peaple to come dawn - the
i < Jown Baes, Boitv Sainte-Marde. i se
howas like, “Hew, 00 its OK for Dyl

it must e O down there™, T was a

reet Uit for the tewn,

RC: Bob Johnstan has a reputation for

standing back as a producer and totting

thints fust happen.

N When L est met o, be came up here as

e nder from Tesaes, wnd he used ta uve
and wome of nv riends for his demae

sessions. He was quite creative then, and
would start to take charge of what was going
on. But when he became a producer, working
with peapie like Bob Dylan and Simon &
Garfunkel, he just kinda laid back, that’s Lrae.
RC: Were you aware that Dylan might
have been having any drugs problems
during the sessions for “Blonde On
Blonde™ )
CM: Not at all. Bob was a real guict kinda
guy. He wasn't someone who would go around
and have small talk with the rest of the
band, he just didn't do that. He really had
very litthe to say to anybady. You could ask
him what he thought aboul whal you were
playing, and he'd say, “I don't know — what
do you think?” )

The first night he came in, we were booked
into the studio at Gpm, and he said, “You all
just wail, [ haven't finished writing the song
yet." That was “Sad-Eyed Lady Of The
lowlands”, We eventually started recording
at dam the next moraing. We were used to
doing four songs in every three-hour session,
and tiwe hardest thing we did that night was
slay awake, thinking thal al any minute he
was groing to ome back and expect te us to be
roadyv. Thal was pretty bizarre behaviour for
Nashville.

RC: How did you end up playing bass and
trumpel simultaneously on “Rainy Duy
Women™?

CM: Bob wanted a real Salvation Army deal
on that song, and he needed a trumpet and a
trombone. 1 told him ] could handle the
trumpet, and I called in a friend of mine (Bil!
Athins) w play trombone. We were just goofing
off, you know, and I picked up the trumpet
while I was playing Lthe bass, which was some-
thing 1 did cnstage. Bob saw me, and said,
“Yeah, let's record it like that!”

RC: Did you heuar anything from him
after the album was finished?

CM: Not until he came back to do “John Wesley
Harding”, when everything was different.
The songs were shorter, there was something
about him that had changed, and while the
sessions for “Blende On Blonde” just went on
and on and on, we cut the whole of “Johin
Wesley Harding” in nine-and-a-half hours. For
maost of it, there was only three of us there —
me on bass, Kenny Buttrey on drums, and
Bob, Maybe Pete Drake was there for a song
or two,

Then aon “Nashville Skylire”, Chartlie
Daniels was there — he was a songwriter at
that time, trying to get a few sessions as a
guitarist, and he'd become good friends with
Bob Johnston.

RC: The last album you did with Dylan
was “Self Portrait™. Da vou have any idea
what he was trying io creale oul of
that strange mixture of covers and new
songs?

CM: In my estimation, Beb had already
decided by that point that he wasn't going to
work with Bob Johnstor any more — for what
reasen, 1 don't know. Bob Johknston brought
us a tape full of demos that Dylan had done —
just guitar or piano, and vecals — and on a lot
of the songs, Kenny Buttrey and I simply
overdubbed drums and bass. Dylan did do
a couple of sessions here for that album, but
he wasn't here for the whole thing, by any
means.

I"'m not sure, actually, that “Seif Portrait”
was a ‘mutual agreement' project. Either
Dylan told Bob to just go shead and finish it
up, by taking these demos and patching them
up; or else maybe Bol: Johnston still had 1o
come up with some mare tracks to complete
hiz preductien contract with Dylan, and he
just did them ofU s own bat. We never knew
whal the deal was.
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GED 50 and with 39

aibums-under his belt, Bob

Dyian is about to embark
cn his fourth tour of Australia —
and, trpically. it wili be something
cut of the ordinary.

It will take in most capital citles
but, this time, Dylan has ¢hosen to
Eiay smal! venues — St Kilda's

800-seat Palals Theatre and the

simllarly-sized State Theatre in
Sydney, for example,

When MMM's D-Generation

broke the news he would be play-

» ing the Palais on April 1, many
listeners thought it was a cruel
April Fool's Day hoax.

"It's all the same tour, the never-
ending tour,” Dylan said three
gears ago when he first took this

and on the road. “It's just better

1o keep it out there with breaks. ..
extended breaks.”

The Never-Ending Tour will also
extend to smaller towns — Can-
berra, Hobart, even Launceston.
Tour promoter Michaet Gudinski
says Newcastle is still being
negotiated and Darwin was ruled
out only because "it didn't make
sense”.

Dylan’s decision to play such
towns is a commitment to his
concept of his own art. Always
having preferred touring to recor-

dinF. e has reconciled himself to
a life on the road, and recognised
his art works better in the intima-
cy of @ theatre rather than the
yawning, concrete bowels of a sta-
dium.

Gudinski first brought Dylan
here with Tom Petty and the
Heartbreakers in 1986, in typical
fashion receiving a 4am phone call
from Dylan's pecple taking up an
offer he’d made six months earlier.

He's even more excited this
time, inspired by the rave reviews
of similar Dylan shows at Lon-
don's Hammersmith Odeon in
1990.

“Some of the hard-core Dylan
fans who wanted the real, vintage
Dylan might have thought the
Petty thing detracted frem it
Gudinski said.

Gudinski’'s plan was to play a
jarge number of shows al small
theatres in Melbourne in Sydney,
but it soon mushreomed to in-
clude bigger venues In Adelaide
and Brisbane with special guests,
as well as the small towns.

“It's a very special tour for us,
and must be up there (as the tour
I'm most proud of}. Dylan in such
a small theatre is just fantastic,”
Gudinskl says.

That will make about 120 shows
for Dylan In 12 months, criss-
crossing more than 100,000km of
the globe's surface, all the way
from Brazil o Hungary to Laun.
ceston. Like Mr Tambourine Man:
“Wait only for my boot heels to be
wandering”.

Back in the '60s Dylan described
himself as “}ust a song and dance
man". Few have ever danced Lo
Dylan, even when he performed
Springsteen’s Dancin’in The Dark

By MICHAEL EPIS

after an audiepce reguest a few
years back,

He is more a troubador, the
travelling bards originating in
11th-Century France, who roamed
from town to town, earning their
living from performing long, natra-
tive love-songs while enjoving
great freedom of speech and even
political influence, their ldentity
often anonymous during perform-
ance thanks to a wiask.

Dylan has adopted a similar
attitude to his own ldentity, his
legend. The Never-Ending Tour
has often seen him perform on
stages so dimly lit he merges into
the shadows. Hooded jackets and
baseball caps over his cast-down
face sometimes complete the
effect. Like Mr Tambourine Man:
“I'm ready for to fade into my own
parade".

But no matter how hard Dylan
tries, he cannot shake his legend.
The nonchalant Live Aid perform-
ance before a worldwide audience
of tens of millions, and his he-
wilderment and rage at a seeming-
ly drunken performance he gave at
last year'’s Grammy's only in-
crease his aura.

Dylan the fourth time around ’

promises to be a different incarna.
tlon. When in 1966 he stepped onto
Festival Hall's stage in his own
psychedelic haze, backed by Tha
Band and a huge American flag,
Australla was given advance
{'ﬁ)ﬁtice of what the '60s would be
e,

NTRODUCING one song, he

said it was about a painter,

Tom Thumb, aged 125, going
through his blue period. A teena-
ger screamed uncontrollably,
*You know Tom Thumb?" Dylan
deadpanned.

The press were incredulous, as
were many of the fans, sitting in
stunned, rapt sitention. Austra-
lian audiences were the only ones
not to boo that tour, the first time
Dylan went electric.

The 1978 tour was a redically
different affair, as thousands were
drenched while the sequinned,
big-band-backed Dylan turned on
astounding performances of jove
songs and torch ballads at the
Myer Music Bowl

Battling the bitter pangs of di-
vorce and the spiritual vold that
saw him turn to an abiding Christ-
jan faith, his performances then,
as weil as in Sydney and Adelaide,
bumnt deep into manhy memories.

Eight years later he was hack
with Tom Petty and band, playing
Kooyong and other stadiums.
What the shows gained in length
they lost in intensity. but the
crowd still loved it, its coliective
voice rumbling through the chorus
of Like A Rolling Stone, sending it
arcund the stadium and bouncing
back off the encircling freeway.

Only a fool would predict what

Dyian will get up up to this time,
but what can be sald for certain is
that he will be backed by his band
of one-year's-standing: gultarist
John Jackson, bassist Tony Gar-
nier and drummer Ian Wallace.
Adelaide and Brisbane wili also
see Grammy-winner Bonnle Raitt
and Marc Cohn on-stage,

Recent US shows have featured|
songs from the '60s, *70s and '80s, |
clocking in at 80 to 100 minutes,|
but Gudinski recognises his un-’
predictability: "You can never pre-
dict, but the show won't be the
same every night.”

To that end Dylan has also
requested different support acts
every night, Deborah Conway,
Kev Carmody, Chris Wilson and
Archie Roach are tnooted sup-
gons‘ Dytan wanted Aboriginal

and Yothu Yindi too, but they
couldn't make it.

Hard-core fans would, of course,
be happy with Just Dylan, acoustic
guitar and harmonica — and he's|
promised that as well., !

As thal song goes: "Hey Mr:
Tambourine Man, play a song for'
me." The Never-Ending Tour rur- '
bles on.
® Dylan will perform af the Palais
Theatre on Aprit 1,2, 3, 5, and 6.

® Bob Dylon: his coming
tour is likely to
maintoin g history of
surprises.
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t's tough enough
for songwriters to
escape Dylan compari-
sons without actually

sharing his name. But
such is the fate of JA-
KOB DYLAN, youngest
son of the Bob, who,
along with his band, the

WALLFLOWERS, might

Jjust be up to the chal-

lenge created by genetics

and the general public.
The band's arresting de-
but is a far cry from
most of the music of its
native L.A. “There’sa
good scene here that's
overlooked,” says Dyl-
an. “There’s so many
metal bands, it’s hard to
discover that.” Now that
he's been discovered,
Dylan plans to let listen-
ers interpret his songs
on their own. “They're
just stories,” he says.
“Obviously, they're per-

B Thc Wallflowers (from left): Barrie Ma-)
gutire, Jakob Dylan, Rami Jaffee, Peter
Yanowitz and Tobi Hiller

THE WALL FLOWERS
The Wall Flowers

VIRGIN AMERICA

Though a young band, 1A’s The
Wallflowers tap their American
roots on their debut, yielding a
hickory-smoked backwoods feel. |
Jacob Dylan's weatherbeaten
vocals, when pitched against

the swirling organ, sound like |
his more famous namesake :
backed by The Band. They're at |
their best when rocking out -
the few acoustic songs sound
too weary, ARIROO

DAVE MORRISON

sonal, but I haven't been divorced this
year. It sounds like I've been through
hell, but I haven't.”

Boh Roberts is not. God k:é):vs,
it' trong enough idea: a MOCK
l(':oscSn‘snantagry chronicling an ultra-ngrlllf
wing Repubiican (and‘reactpnary fo
singer) on the campa_lgn traﬂ.‘ The_t
directorial debut of Tim prbms, ‘rt '
begins promisingly,‘chamng‘ Rob? itiv
early career in music asa Kll:ld of a
Dylan, with album titles lgk:a The| o
Times, They Are A-Changin !Back a
‘Bob On Bob'. But then the interviews .
begin, with campaign managers, g
Bob’s hippie parents and so on, e
you realise that all these pe_ople a
acting. 1t just doesn’t look like @

documentary.

DEArQ
Re; Q& A, Q68
irformation abou
late 1965 featurip
Redding,
Itis curious th
biographies (inc
reference whats

and the somew}
tglé rumoured recording session in
& Bob Dylap, Brian Jopes and Otjs

at scanty

at notone of the Ppublished
luding Clinton Heylin's) makes an
OeVer 1o this evept taking place ’
rcc-?[[]ifL?JJCC!orOI Bob Dylan tumours, |
being mc[mm; " alzso:lrce of thig Particular tale ’
Nemporary Mej
news ¢ trepomcy ket
o, Sinogl;x:l;ﬁ.pl;[sswczrer..the Maker reportcyd 11:Iaktiilc
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they'll havea lot of res
s0 it all evens out.

Bob Dylan

“f think he likes to experiment,
sometimes to his detriment, It's
very difficult to know what he's
thinking, Being a Gemini, { think |
understand him more than many
musicians, but you never really
understand Bob. He's strange.
Some days he's hot, some days

locks with that,” the

th, “It's
I needn’t.
of

pect for

T Owu
ain, the
chinical.
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DYLAN: A MAN CALLED ALIAS
Richard Williams
Bloomsbury, £18.99

This expensive coffee-table tome (nice, big, crisp pics, lots of colour, thin, bog-
standard biog) is a close lockalike of Jonathan Cott's superior 1984 volume, Dylan.
There’s nothing new at all in the text, which is not only spattered with minor factuat
inaccuracies butis also, occasionally, very sloppily written (Did Sara - pictured
above with Bob and the Beblings in Woodstock - really "bend down to took at (hen
broken, bare-headed" motorcycle-mangled husband in 19667). Stiil, the hook’s
photos, many of them familiar from the 1984 Cott book, are its salvation. Just. %4

Swe Effiott

TOLOVEAND TO
GHERISH...

Ten classic divorce albums

2 Blood On The Tracks

Bob Dylan and his wife Sara had temporarily
sphit before making his ‘75 maslerpiece, “(it
was) somewhat about that,” said His
Heartbrokenness. "But I'm not going (o make
an album and lean on a marriage relationship”

BORB DYLAN

More Bob Dylan Greatest Rits
COLUMBIA 467851 2

Targeted principally at the fortysomething
Dylan fans who've been meaning to replace
that scratched and coffee stained vinyl L2, the
re-release of Dylan's back catalogue on mid-
price CD provides ample opportunity for a
new generation to check out what all the fuss
was about. Firstreleased in 1971, this LP
scoaped up the best of Dylan not centained
on the first volume as well as five then-new
songs. With songs straddling both side of the
contentious acoustic/electric divide, this is as
good a place as any o dip into Dylan Apart
from the relative slightness of  Not For You
and The Mighty Quinn, it's a double LP of
triple wharnmy proportions - a scorching
selection of quintessential Dylan sengs which
includes Lay Lady Lay, Maggie's Farm All
Along The Watchtower, It's All Over Now
Baby Blue and I Shali Be Released & # # %
Paul Davies

Page 31

NINA SIMONE

Songs Of The Poets

EDSELEDCD 347

Aresident in New York duning the folk-
protestexplosion of the early '60s, Nina
Simone picked up on Dylan early on. Moving
easily between jazz and folk, Simone
provided a necessary bridge between
Celirane and Baez, folk protest and sout,
From 1976, this mixed-bag finds Simene
taking on four Dylan songs, George
Harrisen's Here Comes The Sun and live
versions of three ef her tunes including To Be
Young Gifted And Black. The sleevenotes
claim that Dylan and Harriscn are "poets in
the Greek sense™ but, forfunately, Simone
doesn'tdefer. The odd word or phrase gets
discarded during Just Like Tom Thumlb's
Blues or Just Like A Woman, she works
around the melodies in her own wayward
style, yet makes every song sound like it was
written for her stern yet vulnerable
personality and her own [ Want A Little Sugar
InMy Bowl shows she's tbo saucy to worry
abouttagslike “poet'. The tile may be a
misnomer, the tracks may have beenihrown
together but Simone is at her most regal
throughout.# * % - ‘

Mark Cooper

never-endingJ
: ringsteen and
Jon Landau, his manager/producer/friend for the,
last 17 years, join the crowds at the Pantages
Theatre to watch the Godfather of all the legends’
continue the process of “dismantling his myth”}
An enquiry about whether he thinks it inevitable
that he should go through the same process of‘%
deconstruction draws the usual considered,
response from Springsteen. |
" Yes, he says, it’s tough when you've had as
much impact as Dylan's had. Then the rueful
smile returns. “But as far as the whole myth thing
goes, then hell, it ends up being dismantied for
you anyway. It doesn’t matter whether you do it
or not, somebody’s going to do it, you know?
There’s usually some elements of truth in it and,
there’s usually a lot of bullshit in it that you've
contrived in some fashion,

“I don’t think any of that stuff really stands for
very long anyway and that’s as it should be.
Whatever your recent image is, there are ele-
ments that are part of who you are and part of
your personality but a lot of it is just some sort of
coliective imagining that you may have contribut-i
ed to in some fashion and in other ways you
haven’t. It can end up being confining and so the
best thing is 1o have all the holes poked in it.
And,” he cackles, “everybody's atwavs willing (o
heip you out!”

Unlike most rock stars, Springsteen has excep-.
tionally good taste in the music of others and can
always be relied upon for tips: current recommen-
dations include David Baerwald's Bedtime
Stories, LA hard rock band Social Distortion and
Dylan’s Blind Willie McTell, “a masterpiece”. “I
try to think like a fan,” he says. “If [ came to my
music right now, what would I be looking for? |
think people come to my music looking for cer-
1ain specific things and in my head I make some of
my music for that fan, initially. These records had
10 go to a certain place. [ had a lot of changes in
my life and everything you do ends up in the
papers and so [ was concerned with making music.
that was a connection.” '
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A DANCER who had
what she describes as
a spiritual and physi-
cal love affair with
rock star Bob Dylan
five years ago will ask
him to marry her
when he arrives for an
Australian tour next
month.

Emelia Gypsy Fire, 45,
also intends to ask Dylan
to find a producer for a
film she wants to make
about a court case In
which she sued Mel-
bourne’s Trifh newspaper
for defamation.

A self-described “posi-
tive creative artistic spir-
jtual adviser”, Gypsy Fire
said she did rnot know whe-
ther she would go to
Dylan's concerts, but
would not mind if someone
gave her tickets, as she

could not afford them her-

self.

However, she said she
knew she would be mect-
ing Dylan and wanted to
dance for him just as she
did last tlme in his Mel-
bourne hotel room,

“I'll be doing my triba}
dance for him this time, if
he lets me, to Yothu Yin-
di,” she said.

She said she had {o see
Dylan to give him the 900
pages of court transcript
regarding the fiim and the

story about what she went .

through to meet him.
“I think his response
could be “Yeah, let's make a

® Emelia Gypsy Fire

movie’, and that would be
Just wanderful,” she said.

“He said I inspired him,
he said 1 was special, he
sald I was different, I was
spiritual — and I want to
inspire him a litlle bit
more."”

Gypsy Fire lives with her

son Adam, 14, in a modest
flat in the Sydney beach-
side suburl of Coogen,
The walls are dotted with
posters of Dylan and other
“gbsessions”. including
Aboriginal hand Yothu
Yindi and a photograph of
an inmate she usid Lo visit
regularly at Long Bay Jail.
Civpsy Fire said she knew
Dylan spiritually in a pre-
vipus life and first met him
physically sometlme afler
1978 in a car park at a hotel
in America “in a maglcal
way"” under a full moon.
She did not see Dylan
again until she went with
Dire Straits guitarist Mark
Knopfler to a concert dur-
ing his 1986 Australian
tour.
Dylan invited her back-

stage after hie saw her dan-
cing, thus beginning a two-
week love affair.

“Oh yeah, I made love
with him, yeah sure.  won't,
say how many Lmes he-
cause it was in all the
bloady papers,” she said.

Gypsy Fire sald it did not
matter the singer had not
contacted her through the
years, although she had
sent him many letters.

“When someone is as
fameus as Bob Dylan he
would only have contacled
me, say, il I was as famous
as Tina Turner or Elizabeth
Taylor.”

Gypsy Fire said she had
no carcer and was now a
“spiritual warrior” who
read tarot cards and
advised peaple on spirituaj
and creative matters.

Dylan-mad killer cured

By ANDREW DARBY,
Hobart

A man who killed his mother while
believing that he was the son of God,
and that Bob Dylan was God, has been
confirmed -cured of his delusion by
golng to the rock musician’s concert.

The unusual test paid off for spe-
cialists treating Richard Dickenson,
25, imprisoned since 1987 when he
was found not guilty of murder by
reason of insanity,

Mr Dickenson believed Dylan was
communicating with him through the
album ‘Desire’. He killed Gladys Amy
Dickenson at her small farm in Mel-
rose, northern Tasmania, by stamp-
ing on her after an argument over
haw loudly he war playing the record.

Earlier this year, a psychiatrist
and two psychologists concluded that
Mr Dickenson, after five years’ thera-
py at Risdon prison, no longer be-
lieved he was receiving messages
from Dylan.

“They had ne way of testing that
until Dylan came and they could
bring him to the concert,” the general
manager of Corrective Services in

Tasmania, Mr Ben Marris, said.

Mr Dickenson boughf a $41 ticket
for the 11 April concert at the Der-
went Entertainment Centre, Hobart. .
A prison officer and a male nurse ac-
companying him had their tickets and
overtime paid.

Dylan’s performance in front of
5000 people drew calls for two
encores, Despite that approval, lycal
critics were unflattering, and seme
people left before the end,

But the psychiatrist reported i{o the
Government: “From a medical point
of view it was an excellenf outcome.
(Mr Dickenson) no longer believes
that Dylan is God, and no longer has
the delusion by which he believes that
he is the son of God."

The Justice Minister, Mr Cornisa,
sald he personally approved of the
outing. Buf It is not expected to lead to
a rapid discharge for Mr Dickenson.

“I have had no proposal for his
early release, nor do I expect one "
Mr Cornish said.

Mr Marris said the outing was ap-
propriate in unusual circumstances.
There were no plans for a regular
program of prison outings to concerts.
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DYLAN AT CLP—BUT WHICH DYLAN?

The mspired one, or the one
who plaved the Warner m 917

8y DR. Rock
a. Bob Dylan plass wonight at Conneaat
Lake Pack, home of the Blue Streak.
Let's hope he's not tangled up i a blue
one,  Hke last November, when b
scowled before a sold-out, pavched-up
L) crorvd at the Warner Theater 1 Erie.
Indan plaved a furious, bristling set that night; he mcked
lean, mean, and hard. Unfurtunately, he also tended o sing
awas froin the mike a o, 20 vou could barely hear him. And,
when vou cowld hear hime vou couldn’t decipher amahing
dwough all the munbiing. '
s inlan dizaples came away pleased; the legend bad
just =tood before them, and he wowered, Others —— bke the
Dector = were saguch disappointed. Was i asking too
imueh for ene song W suend remotely bike the recorded origi-
Prban radically revarked evenvthing to sueh an extent
that "G Sene Somchody™ and “Don't Think Twice, s
Al Rt — among others — were bareh recogmizable,

£id

I FUEAMERE WYRay FLL NORNIGET EPHINK W R

about seang him again, Don't 10 all oeht, Phis s
sl — moandy, enanatic, soinietimes mspired, sumetines
not. Lately, though — keep them fingers crossed — he's
been more inspired than nat.

Joel Sehin of the San Francisco Chronicle (avished
lengthy praise when Dylan played there in May. The cxpan-
sive set hist ouched on all phases and moods of his extraor-
dinary carcer, including “Tangled Up in Blue,” “Lonesome

Death of Hattie Carroll,” "The Times They Are A-Chang- ‘

ing,” "Just Like a MWoman," “idiot Wind," “Desolation
Row.” “Love Minus Zero/No Limit," and a scaring instru-
mental version of “Rainy Day Women™ which featured two
drummers,

Wrote Selvin: “Dyvlan seemed 10 be almost purposcfully
exposing a different facet of himsell with every song, from
hardened amic to dewy-eyed sentimentalist, But what
cemented it all together was his underling conviction, a
{oreeful performance that brought fresh meaning to songs

Be mial have sung thousands of tmes, the kind of ¢mo-
tonal connection that comes only from reaching deep down
i the well L. someting fus abundant detraciors have heen
sty was iimpossible for him to achiove again after all these
L,

“But there he was, defang all reasonable expectations,
bringing the show 1o its final close, singing, as if he meant
every single word, Blowin” in the Wind,

OFUMBEY REPORTS THRRES NOONEW DYTAN DL,

{or immediate release. His ast album was 1990
disappointiog Oider the Red Sky, whieh followed a ne
Ivlan stll plavs nearly 123 dates a s
e oured New Zealand and Australia for the (st Gime
aixovears back in April,

some good news: Ihan’s tounng band @ the same erack
outht whieh sizzled at the Warner. Tt features puntarist John
Jackson, drummer {an Wallace, and bassist Tonv Garnier.
They know Iivlan's entire catatog. They follow his lead cach
night, ready to go wherever he takes them.

Acoustic dun Ric and Brian Butler will open the show at 3
p, followed by perpetually  underrated  Pittsbureh
songwriter Joo Grushecky. Expect an acoustic set from
Grushecky, whose carcer gets 2 boost on September 15.
That's the day Pumping Ion & Sweating Steet — a best-of
fron Ciy Houserockers” set — will be released.

I{ vou're not working Friday, hang around the park after
the show, The American Pie club will feature Stoney Jim
and Freight Train Blues, while Rusted Reat performs in
Dreamland Ballroom. Both bands will plav umtdd 1 am.
Camping is permitted in the park. .

To create more of a festival atmosphere, several vendors
wday will offer merehandise such as tie-dved t-shirs, beads,
sketehes, and other items.

BB DYLAN, JOE GRUSHECKY, RIC AND BRIAN
appewr tonight at 3 pan. at Coneant 1.ake Park. Folloeing the
shercz, Stoney Jon aned Freggie Train Blues perforn in the park's
Amenican Pre clie, wnd Rusted Reot plavs or Dreconland
Bedlivmm, Tickets ave $20, aned inclitede perk advission, all ndes,
anel the weater park. Call (S() §28-9619.
Tickets efso e available for Gonteant |,

Peork's

Ange 250 REQ Spevdicagnn and Sothstee Johny e the
cAshioy Frikes oo 300 and Lvnyd Skvinxd Delber
VGl o Sept. 7. Dowbde- st tickets — _7_/11.»(/‘/7//‘ both 14:¢)
ared Skyvnyrd - e avardable for $20, but st be prochused by

A, 30

Dylan hits homer at CLP

By JEANINE M. GATESMAN
BRAVO EDITOR

A reporter once asked Joe
DeMagyio how he could possibly
play so consistently for s0 many
years. His response always
thought that there was at least
one person n the stands whoe had
never seen me play and b didnt
wani o let him down”

I only Bob Dyian shared his
philosophy.

I had never scen him play and
he almost let me down at Con-
neaut Lake Park Thursday night.

But the last song was the last
inning and Dylan hit a homer. Al-
ter an hour and a hall of loose
playing and inceherent mum-
bling, Dylan, spoerting a potka-
dot shirt and black leather vesl,
waved off his band members,
grab an acoustic and sang "Baby
Blue.”

1t was Dylan at his finest, Dy-
lan as it should be. Just a man
with his raspy voice and his gui-
tar. What would have made the
momenl perfect, would be a seat
at a Grenwich Village bar where
Dylan gol his start in 1960.

ack then, Dylan stifl had an
element of choirboy Innocence.
Lut now he looks desheveled and
distracted.

Dylan showed his audience
that above all else. he's human.
He skips over words and his gui-
tar playing at points wasn’Lmuch
greater than what you might
catch on a Saturday night at a lo-
cal bar.

But he's more comfortable on
stage, and at points there are
Neeting glmmers of playiulness
in his eyes. In his own introveried
way, he seems Lo enjoy Lhe inter-
action with the audience.

But with a career spanning 32
years and millions of Ians stll
singing along. maybe he just
doesn’t care anymore. Maybe the
enigmatic, low-profile stance he
takes on stage is really just apa-
thy.

Or maybe it's @ strategdy Lo
heighten interest in his legend.

The pointis, it doesn't matter,
Dylan. at §1. is anicon. cven
though he continues tobe a pop
outsider. He evades the superstar
hoopta. And there are few signs,
as he enters his sixth decade,
that heis surrendering his inde-
pendence.

And that's part of his appeal.
That fact that you ean’t under-
stand hitn deest't seem to bother
his fans. Wanyone else alttempted
to geton the stage and sing like
Dylan they would no doubt be

booed off the platfornt,

But his legendary Ivrics have a
timeless. universal quality and if
you are fortunate enough to know
then going into the show, it adds
alot ol meaning.

Dot depend on Dylan o sing
clearly enough o understand. In
fact | was beginning to wonder
last night just when hewas going
to use up all that helium [ was
certain he sucked before coming
an stage.

Dylan launched into a blister-
ing if all but unintelligible version
of "All Along the Watchtower” and
by the end of the set bundreds
moved closer to the edge of the
stage and swayed to the muslie,
Dylan locked down at us briefly
and just kept playing. As usual,
he satd very litle during the con-
cert exeept an oceiassional
"Thank you.”

No introductions, no cye con-
tact, no chitchat.

But fie received praise lrom the
fans covering the lawn. He fol-
towed with other lavorites such as
“Peggy Q.7 "Highway 61."
“Everybody Must Get Stoned”
and “Tangled up in Blue.”

He wowed fans of all ages —
from those baby boomers on nos-
{algia trips to the college-aged
whoweren't alive when “Blowin®

htf

in the Wind"” was recorded.

The show ended and there was
a tremendous burst of applause
when Dylan relurned for a two-
seng encere. Then he bowed
stightly toward the audience.
turned abruptly and headed off
slage.

JIM STEFANUCCI/ Tribune

But before he exited, he el the
crowd with something his fans
don'toften get to see. The expres-
sionless. somber and mellow lioh
2vlan smiled.

And thousands of fns simled
righit back.

Homer, the slut

Issue Seven



B

its & Bobs

Page 34

THE WEEK IN REVIEW

Who was that woman In the second row?: Poor ‘ol
Bob. Rumor has it an American fan calling herself
“Sara Dytan” was at a Bob Dylan concert at the Patais
this week. The mystery “*Sara", using the name of his
former- wife, may of.may not be among a.few. Fans
trekking around the workd (o~ - e

. avery possible performance, able: §
1o pay close to $50 a ticket here, |
plus travel and accommodat‘rpn,
undaunted by his famous line
about trying to find out what price
:you have Lo pay to get out of -~
going through afl these things =
twice''. Dylan {right) in black suit,
black shirt with white polka dots,
arid leather boots for the 'show we
$aw, has clearly kost none of his
fire (no pun intended, Gipsy). He -

a tight backing trio played ciose to 90 minutes of

ecoustic and electric rock, reinvigorating old hits, with a
few surprises including ‘Watchlng the Rivér Flow' and
old folk song, ‘Little Moses', just three songs among
the 18 {including the three-song encore) were from his
last two albums, There was little trademark Dylan -

banter in an intense, no-nonsense show starting with a

fierce ‘All Along the Watghtower' and ending with an |-

acoustic 'Blowling in the Wind', Dylan is die to finish
hate with a sixth show on Tuesday.

| Lary Schwartz

Music review ' .

Bobh Dylan, Nevitle Brothers, Joe Cocker,
Michelle Shocked . -
Super Ex Grandstand Salurﬁay only

g *f BYLYNNSAXBERG _
.~ Citizen staff writer . |
. The Dylan doubters were wrong. To
Those of you who said Bob Dylan is
washed—up, bumnt out ‘and cant sing, you !
were mistaken..
“The legendary. smger-songwnter was
infine form Saturday night at the Super|
Ex Grandstand. In fact,.he_rocked. .

‘It wouldn't have sp01led the day 1(‘[
I)ylan had an off night. Each band gave|
fantastic performances. It would have!
been_ satisfying to go home having seen|
Joe Cocker, The Neville Brothers and Mi-!
f:hel]e *Sheked™ -

But, thankﬂllly, the mag:c didn’t end
Dylan ‘came out blasting Everybody. Mutst
Get:Storied with all the power and lnten-1
s:ty of”the old:days, - '

hé " powerstartt continued w1th\

BOW DYLAN

lli UNI[[D STAHH M.’n [H

1 hold the titde of preatest livisig

songwriter, Seler's be e about i InTimes

thm it's Lou Reed, On Zuma Beack, s

Neil Young, Everywhere elseyit’s Bob BRylan. -

{LLord linn.'ws Dylan’s played cverywhere
else, ona tonr thats Deen going now for
about threw vears—or m'ﬁ) be it's three des
cades—and \h()\vx no signs of l\annn He

plavs the small cities and burgs most rock

stars write off ag not cost-ellective aind treats

publicity for the.plague it mostly is. Fe

changes his band members and sang wrange-

billing with Mi”u Beer, As 2 consequenve,

]'Il\ PLI{()I IIHHCL‘S' I'L‘l.'llll Al aura Uf L\|3(ll'l

tion and mystery that would be far bevond

that of comparable legends, if there were any,
Dyvlan played seven nightsin May ac Hol-
fywood’s handsome old Paitages Theatre,

There was no advance hypc, which'in Los -

Ang(]cc is arare and wonderful ihl[}b
Dylanappeared in the fansiliar vest and

hair and guitar that lopked ifke st had been
borrowed off a gypsy wagon, and o, he was
great. Anovation of greeting turned inte one
of thunderous recognition as he launched a

toerid Rainy Day Women #12 & 35," send-

ing twin signals that the evening’s repertorre

B

anid {|u \]mw togive them ther \]llt

l-:\n vastdplace for arfy, ont puxmr- rm(ls( harlie Oumnm and T Wallice,} huassi |

- eoild buralike ihe dickens on

menta without notice, and does not share-

- martyt, byt the reflection of Rodney King, His !

. sway yncn “The Times They Are A-Chang-

1 tions which spawn such sentiments.

vy \ '
\\‘nl}hl dean 1;1'211‘!1!1!\]\ Froams Ui vlassios .iih

TR R H'Ii\i\;n sl o,

[P SN
LA T Al

{ .

I .
Hc 1lsn bad tlve: bmd an lllll!},\m nfdxum l .
Tony Gavinel, Jead guitarist Jobn Jackson
peddal-steed gty mandnbinise eairaosdinare

Hm.c_) Ih\m The result wasa hy lmd that
“Magpie's [

Parna,” or ten “Jist Bike s Woman® fnte an i
edelating countre tonh Tiens :
And ]]L, fwd the occaston. Two weeks i
belore, riots and [irehombings had torn Lo !
Angeles apart, their caeses and elfects binging, ‘
back inta focus moral 1ssués thathave always
Beerx the core of Dylan’s artistry, e framdd
those ssues with the foree and zeal of 2
prophet. “The Lonesame DPeath of Hatte
Carvodl” was vo longer a lanient for 2 '60s
withering rendition of “Ballad of 2 Thin Man™
hrought to mind a gaggle of contemporary |

Landuhus while the meditative bluegrass |

" ruobm/ul the permanence of the cond:- co

For his second encore, Dyvlan m‘umul alone !

and sang “Blowin’ in the Wind.” “How many

years can 4 man turn his head and nuul\i that {

he just doesn’tsee? How many years can same

people exist belore they're allowed to be free?”

Then be gave a littde bow and fef the stage.

i
—MARK ROWLAND ;

ig-bucks batile
over $50 treasure

TWO years ago, a couple who bought some ‘
cartons at a warehouse auction in Tennessee

mmdblowing versions of AllAlong. The :
Wafehtower and - Stuck- Inside of Mobzle‘
With)the:Memphis: Blues Again: coming
Sobn‘fal’ter

Dylan had a crack band backmg himni;:
Including two drummers; two guitarists,
#hd a bassist who played electric and
pcoustic bass. He also took the stage!
alone for a hypnotizing acoustic session,
Inaintaining the energy of the music the
Whole time,

'His voice was conﬁdent surpnsmgly
dlear and he focused lntenuy on -his mi-.
grophone stand, moving only occasional-
ly. Highlights of the set, which was ap-
proaching the two hour mark at deadline, -
were The Times They Are A' Changing, All
Along The Watchtower and an eleetric’
Maoggie’s Farm.

It was one of the best days of music (‘o
Oftawa in a long fime. The between-se
changes were quick and the bands al-|
most precisely on schedule. ,

099U S, UR[A(T

d1de I OLI

xq -Iadns e mﬁm pappms—ms

dns)

for $50 realized the boxes were filled with po- |
tentially millions of gollars of rare recordings, |

Brenda and Doug Cole learned that the tapes
were master reels cut by Frank Sinatra, Tony |
Bennett, Bob Dylan, Paul 8imon and Art Gar- !
funkel, Johnny Cash, Tammy Wynette, Roy |
Orbison, Marty Robbins, and dozens of others, \
Three weeka ago, the Coles 80ld their treasure |
trove to Clark ‘Enslin, owner of Bullet|
Records, a'small New Jersey label. Now Ens-
linis in a legal rumble with heavyweight Sony |
Music. Sony says the tapes are stolen goods;
Enslin says the tapes are legally his and that
the Japanese-owned giant is trying to "hurt a
little American company.”

“There are cuts of Dylan doing ‘Wild Thing""
and ‘Mr. Bojangles' that have never been
heard, and I have four or five versions of ‘Lay!
Lady Lay,' " says Enslin. “I have recordings:
Tammy Wynette made when she was about 16
years old...These are master, multi-track
tapes that ca.n be remixed that have never
been on the market.”

Homer, the siut
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Should This Ma
Be Euthanized?

After years of lackluster performances
and mediocre albums, it may be time to pull the plug
on Bob Dylan. But Minnesota’s most famous
native still has his defenders.

HIS 1SN A

funeral no-

lice and it's

certainly

not an ¢pi-
taph. Lard help me if
it sounds like the yel-
lowed liner notes of
the pre-compact disc
age - hype dispuised
as thought. The figu-
rative death of Bob Dylan —~ that's how this
little collection of essays and character assassi-
nations was explained to me — is just the sort of
idea I'd expect to gain currency in the 1990s. 11
pass. {s tue ihit the main ide of popular
culture runs continuously oul to sea with one
aging generalion alier
another, leaving the
youth of any given ¢
och stranded on an
ever wider, ever more
desolate beach. No:
body under the age of
3 understands Bob
Dylan, and Grankly, |
dow’t give @ damn. |
don't meh care for
Hammer or Jane's
Addiction mysclf. Call
me w fuddy-duddy
romthe century's sec-
ond Jost generation,
the dreaded baby
Loomn, but 1 know a
few things for sure.
Andoneofthenis that
b5 miants onee walked
m)d plaved thelr music among us. Elvis. Aretha
ﬂ\r Beatles. And the protean, world-altering
Bylan. You can’t nanse a single popular musi-
vy of the past 20 years whose work has been
as inpaovtant and is going w lastin the way Bob

Far From Dead,
Nowhere Near Forgotten
BY WILLIAM SOUDER

Nobody under
the age of 30
understands
Bob Dylan,

and frankly, .
1 don‘t give
adamn. -

Dylan's will. Bruce
Springsteen? The Boss?
Muzak to park by il you
ask me, No oneis going
to get dewy-eyed in the
next century over
“Danciog in the Dark.”
But*Girl from the North
Country”™ broke my
heart at 14 and it always
will. Maybe those of us past 40 aren't more
interesting than people hall our age, but we
sure lived in more interesting times. Look on
the bright side, kids. When you've gol nothin'
you've got nothin’ to lose,

When Bob Dylan first went 1o New York in
151 John Kennedy had
been president of the
United Stales for a
month and the public
was still digesting
Dwight Eisenhower's
warning that the nalion
had become a danger-
ously out-of-cantrol
“military industrial
complex.” By the end
of the decade we'd
choke on the words,
Dyban, of course, was
way oul in [roat on {he
issue of war — but also
on virtually everything
else that counted o
anybody coming ol age
then, My friends and |
would lay around in
(ront of my dad's enormous, walout-antenbed
hi-fi — the largest and most expensive piece of
fumiture in the house — listening (o "Prety
Pegsry Q.7 “Don’t Think Twice, 1t's Al Right,”

{ Souder continued on page 12)

UR SOCIE-
ty is al a
perplex-
ing cross-
road,
Since rock n' roll re-
fuses lo die, and so do
some of jls most fa-
mous praclitioners,
America has been be-
sieged by aging rock

Yes

Aging Rock Veterans:
The Case for :
FEuthanasia

BY TAD SIMONS

and ceotch- pullii' '
&€ \Ulll]}, il(’!‘-hfl
fike catng the worm
and streaking. By dofv
nition, nobody vve
plaved the guiter o
j ever sang anyibing
| more ¢mphatic than 2
I Chrisunas carol.
|

|

Aging, health-con-
scious rockers are

stars who insist on

touring the country as they once did, singing
the songs that made them famous, rying to
reczpture  Lisle of their long gone glory. From
the 1960s, the Rolling Stones, Crosby, Stilis &
Nash, the Beach Boys,
The Grateful Dead,
Eric Clapien, and
three of the four
Beates are sGll at it,
hiany members of the
rock generation of the
19705, including Elton
Jolin, Rod Stewart,
Peter Frampton, Gen-
esis, and Yes, are ad
ready cashing i on
their own neslalgia,
Assuming a continua-
tion of thisunfortunate
trend, Tolo and For-
cigner can’t be [ar be-
hind.

No guestion about
it, the geczer come-
back bandwagon is oul
af comret

Inthe old days, back when rock appreciation
was neatly divided along generationa! lines,
sruitar-playing geczers were neta prollem, Ev-
eryvbady accepted the fact that chard-Danging

Hlstory has a
- way of
humlllatmg

legends who -
don’t know
. when 1o quit

changing all thaw. Some
people weleome the transidon, but many of us
who came af age in the infancy and adolescence
of rock music are beginning o expenience 2
creeping sense of shame and, yes, pity for rack
B rollers wha are sull
nursing the syme oig
Ticks into their $0s and
s IUs not just that
people over 30 lose a
smidgen of dignity
when they leap around
ot stagre ltke acrobice
nstructors and sing
about runaway leenage
passions while thei
own teenigse Kads s
the wings, watehing
their parents fake or-
wasms o fragt of Wk
people.  Or  that
Spandex tights make
Aikyear-old thiphs ook
a line anenmie Or i
muost of the revolution
ary senps of the ers
niow serve sx backpround Musn
factofiife that makes buying Beend e s e
cream seem like anact i W,
No, e larger probleni ix ihal histony

i Funed's o

(Simeny contzaseed o pag 13
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Souder

continued from page 10

“Subterranean Homesick Blues,” and "Blowin’
in the Wind" and think, deeply, about (he lives
upon which we were.embarked. It was atime of
alienation, bul alienation is at Jeast an idea—a
concept. Dylan's songs were an indictment but
also an illumination of the sadly consiricted
suburban exislence ] was growing up in — and
from which I longed Lo escape.

How does il feel

fo be.on your oo,

with no direction home,
Iike g complele unknown,
Iike a Rolling Stone?

“But he can't sing,” my mother prolested.
We shrugged. After a few years of this she
discovered abook on existentialistm in my room
and began Lo have sericus reservalions aboul
the direction my mentallife wastaking. T bought
41957 Chevy and drove around listening to the
radio. In 1967 [ went away to coliege and before
my freshman year-ended I came back 1o the
dorm after swimming practice one night 1o
learn we were getting our butts kicked during a
Victnamese holiday called Tet. It was the same
year somebedy ran dovn the hall shouting
“They shet the son of a bitch!” | assumed he
meant Lyndon Johason, but this was down
South, He was talking aboul the assassination
of Martin Luther King.

1 don't kniow whether anything has weight
with kids today, whether anything matters to
thern as much as it did to us. I doubt it. The
times, they are achanged, A [riend of mine
who's wrilirg a book aboul a year inside a high
school recently pointed out to me that the first
nationally significant event today’s feenagers
remember is the Chatlenger explosion. L must
be very hard these days to see anyone as larger
than life. Tte culture - or fack of it — seems to
reduce everything and everyone tomicroscopic
proportions. How can anything truly matter
when it's all just fodder for People magazine,
MTY, Entertainment Tonight, and the gossip
mongers who [lourish everywhere? Popular
idols are a short-term proposition in the 19903,
Who knows what they've got o say? They're
destroyed in the gaping maws of public
enrapturement before they can gel a word in
edgewise, Dylan is from another time, but hie's
far from dead, nowhere near forgatien. He was
luckier. In the 1960s our great mistake and also

. Dylan's performance of “Like a Roiling Slone”

our great good fartune was (o take everything,
including ourselves, too serously. Bob Dylan's
talent will never diminish for us because we
Jocked it away inside oursélves, look what he .

sail to us ifrevocably to heart: He was like at

rare isotope — finile but owning such a long
halflife hal ke would always be tere for any-
body whe cauld still detect his exotic heat. Can
youimagine how he'd be received loday? Asthe
man said, you don’t have 1o be a weatherman 1
know which way (he wind hlows,

[ wasn't surprised at the scorn heaped on

on David Letterman’s 10th-anniversary show

- earlier this year — derisiveness is the 1enor of |,

the times. But .caa tell you without a trace of
seilconsciousness thal bis appearance thrilled
me. Maybe it was wishful thinking, maybe 30
years of carrying the grealest song ever re-
corded around in my mind douded myhoughts,
or maybe  was jusl elevated — as Dylan was
himself - by the enthusiastic suppon he gol
from Use band. But 1thought he was greal. This

much is for sure; 1M yeu thought Dylan seemed.|
all but struck by apoplexy as he struggled with |

ihe opening of his most memorable anthem,

-yout don't really understand the song. H'saboul |©
pain and loneliness and (he strange, sometimes | -

alien private world we cach inhabit on this
planet of souls groping lo understand one an-
other. And if the idea behind this song — Uie
song thatlaunched the counterculture, became
the framing concept behind the allernative press,
and lit the dawn of the gelden age of rock 'n' roll
— if it had been yours, how do you think you
might have sounded on it afler three decades?
My mothertaped the show and sent it to me as
final proof that Beb Dylan cannot sing. Maybe
she's right after all. It seems like more than
singing to me.

1 pulled out an old, worn copy af the 1965 |

atbum Bringing It All Back Home the other day.

- Aooiz ol themselvesin

On the back of the dusl jackel 1 found these
words from another time-and anothér place:

This Columbia high fidelity monaural record- |
ing is scientifically designed to play with the high-
est quality of reproduction on the phomograph of
your choice, new or old. If you are the oumter of o
sew stereophonic system, this record ull play with
even more britliant trie-todife fidelity. In short,
you can purchase this record with no fear of its
becoming obsolete in the future. i

Amen. N

" rock n roll is more

Simons

continted from page N}

way of humifiating legends who don’t know
whea Lo quit, and those of us wha care abow
haw history pereeives
aur childhead heroes
hatetosee themmake

public. The decline of
a begend is a horrible -
thingtewatch, and the
Bab.Hope-ificationof

than we can bear.

The question s,
whal can passibly be
done o keep our be
loved aging super-
stars from becoming
i snicker in the joke
haok ol history? A
worthless refic in tamarrew’s antique record
store? A cowpalty in the combield of (he fulure?

For the sake of hislory, musicology. genera-
tonal peace, and overall avexlance.of mass
embarrassment, 1 respectiully suggest that the
mnst humane thing 1o do with the rock legends
of our time who are stilt living and playing well
past their prime - 0 put them oul of their own
misery as well as that ol their chagrined fans —
is to euthanize ther, one and all.

The executions woukl be painless. Those
chosen ta be euthanized would receive alikinds
of perks Lo ensure thelr place in history, includ-
ing 24-hour radie play on the most popular
stations. The benefits Lt socicly would be incal-
culable. And lel's [ace it nothing beats a public
execution for pure, unsullicd speclacle,

Is euthanasia loc draceiian a solution? Per-
haps. And to make he program work, ol course,
some [resky owil i woudd have 1o be sus
pended. Bul we al know thal death does won-
ders for an artist's repulation. And in he old
days. drugs, alcohol. saurated fats, and ahealthy
instinel for disaster allowed many of cur most
beloved musical legends W euthanize theny
selves. Buddy Holly, Janis Joplin, Jimi Hendrix,
Jisry Morrison, Harry Chapin, Jim Croce, John
Lennan, and Tlvis ali had sense encugh 1o kill
Mhemsetves or be killed efore their legendary
status could deteringite oo far, Drastic social
ICASUEES WOTE TNACCesSY.

Notso lexla .-\pmp:l un of mass cuthanasiafor
agting rock slarsis the only way to make sure they
quil when they should. Otherwise we're doomed
10 e Madonna in cone cups when she's 7).

But where to stan? Ia the curreal genera-
tion of rockers whu are e stubborn to die,
there is no guestion that Bob Dylan should be
the Nirst (o go, He has risen the highest and
falten the farthest, t e poinl whese death is
easily his nextbest career snove, I Te thought
of euthanizing Dylan bothiers you, remember
that Bob's been asking lor a merciful death in
his songs for almost three decades. "The an-
swer uy end is blowin' in the wind,” is poth-
i if not A mournful plea to have his ashes
tossed into the Minaesota breeze, and “f ain't
gonnawork on Maggie's farmno more,” doesn’t

Bob's been
-asking for a
- merciful death

in his songs for
almost three
decades.

mean Bob is lazy, it just means that he's ready
to buy the farm, and luas been for some time.,

Thisis not a harebrained scheme cooked up
al the tasl minule just Lo stir up a litte contro-
versy because Bob Dylan happensto be intown

this week, offering a
prime epportunity Lo :
see II(JW such a mea- ’
stre might work. The
sacial precedent for
cuthanizing aging rock .
" 'n"rollers actualiy goes -
back to ancienl Bab-
ylon, when Nebuchad:
nezzar decreed that all
antists who had oullived
heirusefuinesswere to
be burned at the stake
in a ceremony honor
ing the arist's conni:
buton 1o the kingdom.
Artists yearned to be
sacrificed for th(‘ sake of art because the pun- -
ishment for boring Nebuchaduezzar — being
forced Lo recite the ancient equivalent of "Green
Eggs and Ham" 1o the king's children all day
every day until you were dead — was consid-
ered too hideous a fate lo contemplate.

The ceremaonies were canducted at night,
when the flames looked coolest. Drums, reeds,
and crude guitarlike instruments were used to
whip the crowd inlo an ecstatic frenzy. At Lhe
stroke of midnight the sacrificial pyre waslit, As
the fiesh on the bottom of the chosen artists’ !
feet began to sizzle and the flames enguifed |
their bodies whole, they typically let out a series |
of cathartic death screams that echoed lhrough
oul the cily, sigraling the beginning of a joyous
celebration. Whereupon Nebuchadnezzar's
pecple danced in the streets all night long and
repeateddly engaged in spontancous sexual in-
tercourse right there on the ground in order to
seed anutler generation of promising anisls,

Vestiges of is ancient ritual can be de
lected ia the fireworks, smoke, brightly colored
lights. and screeching mayhem of modermn rock
cencerls. By comparison, however, today's rock
'n° roll anlics are a paliietic imitalion of {he
sacrificial rituals enjoyed Ly Nebuchadnezzar
and his people. And the post-concer! sex is
tame at best.

Sadly. today’s aging rockers are rapped in
an endless commercial purgatory. ey wither
in the spotlight but never die, slowly becorming
pamellcpamdlesofthclrowngrcatness People
in Nehuchadaezzar's time couldn’t get off on
that, and neither can people taday.

Anyane who cares aboul the place in history
occupied by our mosl distinguished veleran
rock stars shoukl be willing to set aside his or
her own selfish desires to see them perform in
person long enough 1o realize hal eathanizing
them - sacrificing them for tse sake of Gieir
own art — is the most generous, loving thing
we, as their fans, could possibly do for them.
Bol Dylan should lead the way, of course. After
Bob's gone, maybe his fellow veleran rockers
wifl see the light amd follow. Aaybody who's
been knocking on heaven's door this fong d&
serves to be released. !
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Maybe

His Old Road is Rapidly Agin’
BY KEITH GOETZMAN :

HEN BOB DY1LAN WENT ELEC-
tric, [ was justlearning to walk,
1 didn't care one way or the
olher.
inthird grade, under the di-
rection of a pacifist music teacher, 1 sang
“Blowin’ in the Wind”
bul didn't know who
wrole it or just how
deeply it echoed the
times. [ thought all
schoelkids in'the world
sang antiwar anlthems
like it.

During my adoles
cence, “Lay lady Lay”
and “Rainy Day Women
#12 & 35" aka “Cv-
erybady Must Gel
Stoned”) blared out of
my plastic, saucer-
shaped AM radio. [
learned Bob Dylan's
name, but I theught his
songs — both of them
— were dumb.

By the time 1 went
Lo college, 1 had gotten wind of Dylan's genius
from hip friends andl heard Blood on the Tracks
thanks to a roommaie. But then § saw the man
play. He laid down such a godawiul set on
Letterman i 1984 that [ promptly wrote him off

Goetzman

continued from page 11

soaked up the reconstituled blues, the hilarious
hip raps about the Red Scare, the bonedeep
love baliads, the stark morality lessons, the
realldfe stories of injustice, the rally cries lo
social change, 1 reveled i the rich imagery:
"The hypnolic splattered mist was slowly fift-
ing.” “The eryin’ rain ke a rumpel sang.™ 7T
dance beneath the diamond sky with sne hand
hanging free” And | eirculated amang the cast
of coleful charcters: Theanevyedundentaker,
the great granddanghier 6f Mr. Clean, the ¢lown
crying io the alley.

The anistic world of the young Bob Diylan
was one as passionate and profound and jral-
fled as any Pve experienced, and iCs one I'm
stll explering, But 'm abso soll trying 1o fyrure
oitt how 1he hell the Rob { vk of yestewday
heciane the Bub Dylm of taday. As past ol this
cffart, I've invested SH0Hna pair of tickets lo one
of the upcoming Cipheum concents, despite
my deep aversion Lo gambling.

Vel like 10 resolve sowie of the questions that

e B bgonioer e opny by sinee boe iy

I'm still trying
to figure out
how the hell

the Bob Dylan

of yesterday
became the Bob
Dylan of today.

again. .
And so it was, my acquaintance wilh Bob

Dylan through the '60s, *70s, and carly '80s — -

distant, almost nonexistent. He dwedled on the
periphery of my pop consciousness, a much-
lauded but, 1o me, irrelevant figure.

Now I'm a Bob
Diylan fan.

What happened in
the last few years?
Well, } ooked back to
find the Bob Dylan1d
missed out on. |
locked past the hang-
dog  eyes, the
Mixmaster hair, the
sourpuss scowl, the
theological babbling,
the mushmouthed
talk-singing of the cur-
rent Dylan, who's
done his best to hide
hisformer genius, and
found that he was as
great as ['d been lold,

Was, 1 stress. |
learned  quickly,
through good advice and surveys ol the Biograph
and Boolleg compilations, that great Dylan was
early Dylan. 1 detved into his '60s canon, and, to
borrow his words, it hit me like a freight train. 1

(Goetzmnan continued on page 13)

discovered Dy lie. How did the moutb that shot |

oul the rapid-fire street poctivs of "Sublerra-
nean Homesick Blues™ wrm into one thal can
barely enunciate a laid-back version of "Like a
Relling Stone™? How did the brilliant humanist
who gricved {or a murdered housemaid and a
dead hobo become a hobnobber who shows up’
atevery LA black-lie gala for over-the-hilt rock-
ers? How cun the innovator who sel the folk
world en it ear by plaving electric fail to see
that Bie freshest thing e could do eday would
be o leave his session pros Hehind and play a
fiery acoustic set?

Realistically, 1 expect o answer vone of
these burning questions, and 'm resigned (o
the fact that § may well go home from (he
concert disappeinted. 1 can take solace in te!
facl that Dylan has never resorted 1o sellingl
Honda scooters or Pepsi. nor altowed “Tangled!
Upin Blue™ o become ajeans commercial. And|
1o apprevinte (hat Dylan, s follesinger Billy
Bz toled e Lt year insm inlerview, remains
“his ewir man, working to his own agenda, and!|
canfuging the hell out of everyhbody.” But just’
once in this decade, | wish he'd show us an-
olher side af Boh Dylan — the one g I've
nesver sece M ;

. the mob attendance

HE LAST TIME
IsawBob Dy-
fan, [ didn’t
see Bob Dy-

His Right Leg 1s
Still Worth Seeing
BY TOM SUROWICZ

and premising. Stll, the
whole affair seemed
cold, Mat, and a bit me

I lan. That's

nol a mispring, or a redundancy, Yours truly
trucked over to RiverFest with approximately
40,000 close personal friends ta geta glimpse of
alegend, and all] ever spotted was hisright leg.
P'my pretty sure it was Dylan's rightJeg, but then
agaln, it may have been guitarist G E. Smith'’s
right leg. In any case, it wasn't one of Tinz
Turner’s legs, so it was
damn hard to be posi-
tive,

You see, RiverFest
was a cheap ticket, but

made sightlinesbloody
awful. Unless you'd
scored one of the $50
prestige sealing
passes, and were guar-
anteed chair space —
oramved zarly enough
to *grab some bench,”
like those Chicago
While Sox announcers
say ~~youheard Dylan,
bul never saw him, It
was a very strange ex-
perience,

The sound was ex-
cellent, for an outdoor show. And the band
played faultlessly, unlike some of the raggle-
iaggle, oul-of-key, quiniessentially embarrass-
ing units that old Zimmie's broughl to your
home TV screens. Dylan even did a few new

Surowicz

continued from page 11

speakers delayed the sound by as much as two
ar three seconds, so songs were overlapping in
different sections of the ballpark. Atils worsl, a
lyric would come out somelthing like this: s a
hard/It's e rain/a hard/rain hard/gonsna hard
fell/min fall. We knew Bob's poelry was some-
times juinbled, but ¢'mon.

‘The sound got better about mid-show, Stll,
on a scale of 1 to 10, Dylan never passed 3,
passed go, or passed musler. Most aitendees
lelt disgusted, depressed, and amused. The
Meirodome seiree was more memorable than
the RiverFest right leg, but for all the wrong
reasons.

The first time I saw Bob Dylan was in (he
mid-'70s, in Philadelplia. He had just com-
menced his epic comeback tour with e Band,
the Lour thal resulled in e double live album
Before the Flood. The stage was decked out fike
somebody's living roem. Martin Mull, sl rmore
ol a musical novelty act than an acter back in
those days, claimed loudly that ol' Bob had
stelen the idea for a homey stage atmosphere
from Martin Mull & His Musical Furniture.
Hedl, he probably had, The young Dylan had
stolen liberally from coid bLluesmen, Woody
Guthrie, Dave Van Ronk, and Len Chandler.
And he'd stelen the hearts of sundry beautiful
women. Our finest singer-poet angd icon was
back in gear, making brilliant music, so he was
probably stealing again, too. Fans didn't love a
Light-fingered Dylan any less, They roared when
he sang the line about even presidents having
(1 sland naked sometimes — Dick Nixon had
just taken the big fall, And they lit their matches
and lighters at the end of the show, in a sponta-

Even at
his head-
‘scratching

worst,

the guy’s .
entertammg,

rsght" '

inclded, to go wilh it

But then again, maybe it wouldn't. The time |

before 1 saw Bob Dylan at that intimate concert
hall, the Hubert H. Humphrey Metrodome. He
was a full fooatball field away, bul with binocu-
lars looked very much like himself — i.e., like a
hairy guy who'd just
gotien oui of bed.
Dylan sounded iike
hellwarmed over, how-
“ever,
The Hibbing kid
and his band of the
evening, Tom Pelly's
Hearlbreakers,
opened their setincon-
gruously with an old
R&RB chestaul, "Good
Rockin' Tonight.” The
song wasjustabout fin-
ished when it became
ideatifiable. God, hie's
doing “Good Rockin'
Tonight,” | realized
.~ with a gasp. What o
weird cover choice,
and what a horrible rendmcml The concert pro-
ceeded thusly,
Even Dylan’s own tunes generally took 30
seconds or mare to LD, Noles were bouncing
off walls and crashing into each ether. Same

{Surawicz continued on page 12/

neous tribule lo a returning hero. Thag wasn'tisle
rigueur behavior at any prier concerts, o my
knowledge,

The Philly show lasted somie three and a half
hours, and included na dross. It was magical
and intense, straight from the Band's opening
number, “Stage Fright." Everybody knew the
tune was about Bob, and everybody sensed that
he'd avercome demons and was back with a
vengeance and a brilliance. Before the Flood is a
fine albun, but Thardly ever listen o it IU's loo
hollow canpared to that live experience —
truly nonpareil. The plirase “you had 1o be
there” never meant more,

sonps thil were curious |

chantical. Maybe itwould |
have been abetter show |-
if that right leg had a face, big schnozzola |

13

Maybe that 705 flashback = destined 1o

spoil all future Bob Dylan shows for me. Prob
ably can't be topped, right? And na performer in
our Lime is more erralic, or likely (o disappain.
Don't even bring up Alex Chilton, ‘cause he's
just a musical footnole,

But hell, T'm stifl exeited Lo see the old pom
this week. Like Twins pliyers, Dyl will be
given every chance to succeed downtown, The
Qrpheum Theatre is stately, and ivs gat fine
acouslics. Shows have been added due W popu-
lar demand, and Mr. Zimmerman's likely 10
have family in the house.

Will 2 hard rain fall an ticket buyers? Will
Bob put on mascara, then mumble and bark his
way through badly bent oldies and post-Empire
Buriesque Notsam? Let’s hope not, But here's
the bollom line. Even at his head-scratching
worsl, dribbling on about his pappy on some
awards show, the guy's entertaining, right?
When four CDs" worth of discarded bootleg
material rocketup the charts, i's elear that Boby
Dylan stili matters. Glorious fool, unkempl ge-
nius, or candidate for the rest home? Any way
}f)m: judge i, we haven't heard the last of Boly

yian, @
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Thinkin' bout
Boh Dylan blues

By DaLToN CORMIER
THUNDER Bay PoST

t was the 4th of July
in 1986 when I first
saw Bob Dyian.
Conditions were
less than ideal for this
initial live encounter.
"The concert was in
the yawning bowl of
Buffalo’s Rich - -
Stadium; Dylan " A
played last following Aid (“mebbe we should be havin’ a consit edge that had been missing from
sets by the Grateful fuh the Ameggin fahmuth, so they can pay the sweet sanctimony of The

Dead 20d Tom Petty thuh muggages™) and even recreated some. Weavers or Peter, Paul and Mary
and the Heartbreakers. . of the cracked whining and psychotic His significance in what happened
It wis 36 degrees that afternoon, with harmonica on the early 80’s emineatly during the 60's could be argued (o
the h'l.l.mldlty typncal to the N:agara Fa_lh avoidable Real Live album, put him on a par with Thomas:
area, and the show had started al two in the We had a lot of nerve to say we were Paine Ot John Brown in terms of
afternoon. It was six before Dylan took the his friends, in other words, but there was motivating popular dissent in
stage, backed by the Heartbreakers. It was really no malice intended. Dylan’s like an America.
a hat, tired and restless crowd that Dylan eccentric genius uncle o many of us; Teo look at his influence alone
faced— the Dead hadn’t been on their sometimes much of what he does is though, is to overlook his skils as.
game (and when they are bad, they are downright puzzling, but if you sit by the poet and songwriter, Maybe
harrid), and Petty had experienced some campfire with him on a certain night and Dylan doesn’t pmducc' L)s' at
car-splitting sound maifunctions that {ind out who he really is and what he’s the awe-inspiring rale he usod to
marred an otherwise impressive set. doue, il's breathtaking. but every xcce?n atbum has at
And Bob, bless him, S:(;/&d lh%wmorfé- [ wish [ had the exact quote, but I recall least a fow
Sure, you could barely understand a wor reading Bruce Springsteen say that when ‘ . .
he sang or spoke but in recent years, Dylan . he first heard the snare-drum shot that : y Tocent experience brought i
fans have come 1o expect that. The ' starts off “Like a Rolling Stone™ it was little film.. D gf’ . abou% the
Heartbreakers, with their let-it-simmer- like a door in his mind that he didn't even SHors Tomance or B oldies
until-it-6xplodes style, were the perfect know was there had been kicked wide on his way to Vigmaxfl and a
complement on songs tike “Ballad of a open. . waitress ‘caught up in the
Thin Man", “Knockin’ on Heaven's Dooe Had it not been for Dylan, the Beatles burgeoning folk music scene of
and “Like a Rolling Stone”. There were might still be playing “Good Golty Miss 1065, Dylis music seeved 25 the
lots of smiles in the throng that left the Molly" at golden-oldie concerts— they've grand syymboi of the growing split
stadium that night. ' all admitted that Rubber Soul , their first between these two American
_ One subtle element that added to the foray into folk and psychedelic stylings solitudes, and in one soflly poctic
concert was the seething, tough protest was “trying 1o do Dylan”, Dylanalso passage, “Don't Think Twice (It's
music chosen for the between-set Lape- turned them on to drugs, for better | All Right)" was used in its
American In_dlan activist Jesse Ed Davis's (Sergeant Pepper) or for worse [Plastic ‘ entirety. It drave me back to my
AKA Graffiti Man. I'd recently read Dylan Ono Band). ‘ copy of Bob Dylan’s Greatest
praising this liwle-known artistina The same unquestionable influence Hits; I'd never really appreciated
Rolling Stone interview, and upon hearing goes for the Stones. Thelr lats 60's- early what a beautiful song it is, and
Davis sing understood that a torch was 70's remaissance of Beggar's Banquet, gorged myself on it (and the rest
being passed; it was clear that Dylan might Let it Bleed, Sticky Fingers and Exile on of the album) for the next few
choose to be less overtly political in his Main Street is unimaginable if not for weeks '
recent work, but still appreciated the value Bob. . _ Symbol, icon, clay-footed
of songs as angry and incendiary as Since Dylan, if a rocker doesn't write hero, whatever—Bob Dygm wriis
Davis's "Rich Man's War" or "Elvis his or her own songs they don’t really great songs. Bob Dylan made the
Presiey in America™. ) o count; since Dylan, if an artist atempts o world safe for a popular cultur
Ttwasa little overwhelming, being in send his fans to the library after that dared go bcf;’ud Lelevisioﬁ
the presence of greatness, of history, of an Baudelaire, Burroughs or Dante it's no and the other limited visions of
artist who inarguably changed the face of longer such a laughable conceit. the prevailing power structure
the world. T was feeling a little guilty, Since Dylan, we don't suspect the See you Thursday night, Bob.
00— the night before at a campground chameleon artist; if Bowie, Springsteen,
outside Belleville on the way down to the Neil Young, Sting, or David Byme choase
show, the buddies and [ had drunkenly to change their whole style and persona
held our own “bad Dylan” revue where every couple of years, most of us say more
we did shamelessly snotty imitations of power to them,
Dylan, Keith Richards and Ronnie Wood Dylan plugged in the protest
doing “When the Ship Comes In" at Live movement, giving it & visceral “street”
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Neverending Tour
To Visit Thunder Bay

BY Angela Crispino
Thunder Bay Life

The news is out: Bub Dylan is booked
for what Thunder Bayers dub ‘The most
important music event of the year.’ His
show is is part of his Neverending Tour,
which includes Toronto(Aug. 17,
Hamilton Aug.21, Ottawa Aug.22 and
Minneapolis from Aug.29 to Sept.3. Dylan
has been on tour for the last five years, just
finishing a tour in Europe.

We are very fortunate
to have Mr. Dylan visit
Thunder Bay.

Local concert promoter John Somers,
a talent buyer has been working with In-
ternational Creative Management in Los
Angeles to bring this concert to Thunder
Bay. ‘It's been a pleasure dealing with the
L.A. management’, says Somers, We are |
very fortunate to have Mr.Dylan visit
Thunder Bay.” Somers anticipates over
3000 tickets will be sold for the one night
performance. He also hints that the open-
ing act will be a‘high calibre artist’, but
nothing will be revealed until the 27.

It seems that the concert announcement |
took most people by surprise, true Dylan
fans know that a concert by this eccentric |
musician is not to be missed. One of the };
3000 ticket holders is Dylan- collector and
local author Glen Dundas.

Dundas, alse 51,an independant ac-

Page 39

bl Lk

-Dylan-collector G}en‘Dundas holding an original copy of "Tangled Up In Tapes
Revisited”, in his May Street office.

In 1990, Dundas published ‘Tangled

countant by day, prefers to be called an ! P
Up itn Tapes Revisited',a 277 page

avid collector of Dylan memorabilia than

a concert groupie. Dundas, explains that
‘It's a hobby that's out of control," began
as any collector would, scouting out
material that had been made or written by
the legend. ‘It was his Highway 61 album
that really inspired Dundas.’ '[ fell in fove
with the music,"Dundas shares that his
Dylan collection includes over 1500 casset-
tes and about 300 video tapes, some are
unreleased albums that he has obtained by
a number of his Dylan friends. ‘Collectors
are quite strong-minded people’, explains
the Dylan fan,” adding that he attends
15-20 Dylan conceris per year. Most
recently on a two week vacation in Califor-
nia, Dundas attended 11 shows.

discography. The detailed discography
contains complete performace listings and
release dates of commercial materiat."The
discography is useful to survey Dylan’s
recording career quickly, determine dates
and times’, explains the author. The
discography toak about six months to com-
plete, and over $15,000 to publish.The
book retails for $30. Dundas collected
several original photographs for the
book,many of which were taken by
friends.

Dundas, who has never actually met the
eccentric musician, perfers to admire from
afar.

Copies of Tangled Up in Tapes Revisited

can be obtained by writing to 3-333 May
Street North,
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Dylan delight

ail

Lrthune

Trials and tribulations of covering Twin Cities concert

EDITORS NOTE: The follow-
ing iv a first-person story by
Hibbing freelance writer Louise
Lundin, whe attended one in the
series of five Bob Dylan concerts
currently being held in the Twin
Cities.

By LOUISE LUNDIN

MINNEAPOLES — Sunday
night. We walked along 9th Strect
towurd the Orpheum Theatre,

A half-block down 1 saw the
marquee: BOB DYLAN, LIVE,
ONSTAGE. Armed with my
camera, press pass, and sheer op-
timism, [ pondered questions 'd

put to Bob Dylan: ** Do you think
about coming back 10 Hibbing,
singing in the high school
auditorium one more time?" Cr,
*People Magazine” said you were
*spokesman for vouth of the six-
ties," Whatare your goals for the
ninetics, Mr, Dylan?”

Twas going to capture Dylan on
fila. Live. on stage. Thad a small
tape recorder in my purse. One
Q-minute cassette tape. Just lor
reference.

Footto the dovr. Sorry." said
ahage emplovee of Asia Security.
“*Nocameras. ™

U But I'm with the Hibbing Dai-
ly Tribune.™”

“Sorry, " sail the big pay.

Someone muttered from the
side of his mouth, **These guys
like their job a livde too much. " |
took the hint, My camera went
back to the car.

A moment later, inside the Or-
pheum, a guard from Sims Securi-
ty stoppued mie.

“Let’s see what's m the bag, ™
he growled. pointing at my innoc-
uous leather hundbag. uazipped
it, tried to cover the tape recorder
with my hand, fetting him see the

wallet, " You can’t take the tape
recorder inside. Sorry."

1 was ready to promise that [
wouldn’t use it. Did T see a flicker
of challenge burning in his left
eye? Okay. [ gave him one bat-
tery, disabling my recorder. (1
was sorry [ hadn’t been more
clever. Concealing a camera
would be pretty tough, but 1 could
have lucked extra batterics in my
shoes.)

Busted twice. Chwedl. I was go-
ing 1o see ml hear Dylan. LIVE.

Dylan appears in concert in Twin Cities

Centinved from page 1

ON STAGE.

The crowd was antithetical
the audience I'd joined for
Mozart's " Magic Flute™" last spr-
ing. Companion Lynn said,
don'tyeu feel the tension? This
is the type of crowd Favod for
fear of mugging.”" Actualiy, 1
didn’L I sensed anticipation in the
mass that looked mostly tike Tom
Cruise in *Born on the Fourth of
July.” Fow faces under 33

‘The house Hights wentdown,
Cheers, whistles, and seund like
“amiliion hands clapping” fifted
the air.

Cali itexcitement. Or delivium,
Cali itmemonry loss. [dontknow
what Dylan sang as an opening
number. Fwas sketching iy the

dark, taking notes, hopefully on
my notebook, not my purse,

[ berrowed binoculars to check
him out. Standing taut, wearing
engineer boots, pale blue-tan plaid
flannel shirt, leather vest, black
jeans, Dytan locked tense and
solemn. Feet planted, he sang
**Positively Fourth Street.”” The
crowd wanted more. As he pro-
ceeded through his repetoire,
Dylan switched from electric to
acoustic guitar and back again,

The band faded i the
bickground while the spotlight
lound Dylan. Playing acoustic
guitar, he strumsmed an intre
which fans of the firstorder tee-
ognrized ina second, ' Girl of the
North Country.”” " Well, if you're
vravlein® in the north country fair,

Where the winds hit heavy on the
borderline, Remember me to one
who lives there. She once was a
true love of mine.””

Dylan pushed his harmonica to
new heights with a juzzy windup
10 "vir. Tambourine Man.™ Fans
left their seats, cushing the stage.
A bushy-haired guy on my right
said he'd never seen so many bald
spots in a crowd rush before,

I borrowed the binoculars
again, Dylan looked Hifty-some.
Sensitive lines in his face. Few
latgh lines. As he strummed his
Martin guitar, [ watched his
hands. Almost thirty years ago
those artistic hands penned the
timeless words he began to sing:
“Come mothers and fathers
throughout the Jand, And don’t

criticize what you can’t under-
stand. Your sons and your
daughters are beyond your com-
mand. Your old road is rapidly
agin® ... the times they are a-
chungin.™

Dylan sang current renditions of
his classic songs. He delivered
three encores to standing ova-
tions, He mumbled thank you a
couple times. No smiles, no inter-
views.

My companions and 1 left the
Ospheum. The security guards
were gone. 1 had no pictures. enly
scrambicd notes and sketehes. But
! a0t to see Bob Dylan perform
LIVE AND ON STAGE, My
guestions? They didn’t matter.
The answers were “Blowin® in the
Wind. "’
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RIS

fos now 30 vears sinee the most influential songwriter of the rock n"rolt era released

his first record. Tnca new lustrated biography, Richard Williams traces Bob Dyvlan’s

path from Nowhere, Minnesotas to the epicentre ol a musteal and social revohution

CHIMES
OF FREEDOM

T HAPPENED this win. First there was the
radio, picking up messuges from the wwilight
zone. Then the record-player, and the smull
pile of 435, cach one committed to memory.
Then a home-made euitar. or somebody’s cast-
oft, or perhips an old barjo with haif of aset of
war-surplus headphones tuped under the
bridge and plugged into the valve radio to sim-
ulate a pick-up and amp. Then a friend with a
real guitar, and another with a junk-shop
snare drum.

And finally, one Saturday afterncon, in a
teenage bedroom or an emply garage, the first
faltering aitempis 10 mimic those ssignals com-
ing from some mugic pluce: “Heartbreak Ho-
tet”, perhaps, or “Rock Island Line”. And the
electrifving power - the pawer that could be
feit as the tremulous open E chord led falter-
ingly to the A and the Boin the three-chord
matriv of rock’nroll, and as the backbeat
locked in (o that pattern — never went wway.
In those simple elements there wis more than
just the structure of aseng: they contained the
outlines, the blueprint, of o new callure und i
new world — something different. anvway,
from what your parents had, and what they'd
planned for you.

Robkert Allen Zimmerman wis born on 24
May 1941 in Duoluth, northern Minnesota. the
son o Abraham and Beatrice Zimmerman,
Both parents were descended from east Euro-
pean Jews who had fled the ruie of the tsars, in
the classic pattern of pre-Great War emigra-
tion. Abe, 100, had been born in Duluth, where
his lather worked lirst as o pediar and then as a
salesman in a shoe shop. slew ly building a solid
life for @ fumily to which bard work becume
seeond nature. Abe, one of hall a dozen chil-
dren, was shining shoes and delivering news-
papers from tie age of seven, but by the tine
he murried Beany Swone, in 1934, he had a
steady berth at the Duluth office of Standard
Oil. They were a cautious couple: seven yours
of establishing themsebves went by before the
lirst of their twvo children was born,

Abe lost his Standard Qi job when the war
ended and demand feli. The tollowing year his
second son, David, was born. David was only a
few months oid when Abe contracted polio.
When he had recovered. more or less, the
family decided on a move to Hibbing, an

TOOMIS HONEONIRRIN

High-school eeleli in the senior ycarbook, 1959,
Right: the youag folk singer in 1962, when he hod 0
seiall part in s BBC television play, No tupe survives

irop-mining twn up near the Canadian border

that had been Beatty's home belore her mar-

ridgge. A community of about 17,000 people,
mostly from eastern and southern Euzope, the
town had been ravaged first by lumbermen and
then by open-cast  mining, Now  Abe
Zimmerman joined two of his brothers in a
furniture and clectricad goods business, while
the family moved in with Beatty’s parents.
LEis not hard to imagine Bob, a slight, quiet,
round-fuced boy, on the fringes of adolescent
social life in this Tron Range town in the
mid-Fifties. He was just into his teens when
The Bluckboard Jungle and Rebel Withowt a
Cunse came to town, casting theis powerful
sprelbon bovs and girts for whons following their
parents’ example wusn't going 1o be enough,
“Bob was different,” Echo Helstrom, his first
serious girlfricnd, once said. “Mostly, he with-
drew inside himscif, a silent kind of revellion.”
He liked cowboy storics, but there were pic-
tures of James Dean on his bedroom walls.
1t was the unselfish diligence and thrift of

millions of Abe und Beatty Zimmermans that
made possible the rebellion of o Bob Dylan.
Thelr success permitted himy the huxury of
dreams; their adherence o a narrow set of so-
cial conventions created something against
which their son could react, sometifing for him
to test and push to breaking point, You can be
a rebet without a cause, but you can’t be a rebel
without something to leave behind.

ECHO {ollowed him through the carly months
of 1958, as he fitted appearances with an
ever-chunging parade of bands (the Shadow
Blasters, the Satin Tones and Elston Gurn and
the Rock Boppers were some of the names
they went under) around the increasingly unal-
luring requirements of- Hibbing High School.
But he was moving on, beginning to widen his
horizons with weckend trips 10 Duiuth und
Minncapolis / St Paul, and the relutionship sut-
fered from the friction between her desize for a
settled partnership and his visions of some-
thing over the horizon.

It was now that he began to try an other
identities, With images of Dean and Presley
and Little Richard Mashing inside his head, a
boyhood in the comfortable house of o store-
owning Rotarian dide’t seem hall eolourful
eaough 10 present 1o the world, So the gigs and
the road trips and the conversations with
strangers began to assume the quality of ex-
periments in living. Every time he left Hilbing
and travelled the 200 miles down Highway 61 to
Minneapolis, he was adding a layer to his
self-made myth. And these layers formed both
a shield and a decoration, something 10 attract
people, but also 1o keep them at & distunce, lest
they discover the mundane reality.

This, peshaps, is when the agony of sturdem
beging - with the first exaggeration, the first
distortion, the first pure invention, the first at-
iempt {0 put some distance between the pri-
vate person and the public one. As essential us
these elements may be, both in the develop-
ment of an arresting image and, more subtly, in
the creation of the art itself, in the end every
last one becomes a burden — and the more
there are, the more excruciating and inescap-
able is the agony. We can count with some
accuracy what his sel-invention has earned
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Dohert Allen Zimmerman, but we can only
siess at what it has cost him.
g e

iN THE summer of 1960, Bob Dylan, as he
sowe called hinself, made what was probably
e single most important discavery of his tife:
s¢ found Woody Guthrie, the poet of 1he
Austhowl. A friend called Dave Whitaker lent
hit a copy — Hsell borrowed from a university
lecturer — of Guthrie's autobiography, Bound
tor Glory; instantly Dylan recognised someone
troom whom he could tearn enough e fiesh oul
e character he was creating. "t thought
rhumd}’ur Glary was the first On the Road " he

1810 sy, iind of conrse it changed my life
The it chinged everyone ebwe's.” Here e found

2 idol wha told hint tit .nnhnmy will serew
sou il it gets a chance, that only the poor are
honest, and that all idols, including Guthrie
and, eventually, Dylao, have feet of clay. Guth-
rie's songs ~ “Grand Coulee Dam”, “Vigilan-
te Man™, " This Land is Your Land”™ ~ showed
that a white man could write and sing the blucs,
everyone's blues, with an eloquence so direct
that it was capable of shaping people’s anli-
tudes. "1 was completely taken over by him.”
Dylan fater said. “He was like a guide”

So compicte was the conversion that Paul
Nelson, a young journadist in Minneapolis who
lnter became a respecled rock eritic, could
write: "It took him about a week 1o become the
finest interpreter 1 have yet heard of the sonps
of Woody Guthrie.” Superficial elements of
“Woodyness” ~ the work shirts, the Oxluhe-
ma background — hecame part of the younper
Ny persona, but it was Guthrie’s more pro-
found qualities that were permanently ab-
sorbed. Dylan’s fisst known recording, an
informal lape made in the autums of 1960,
contains several Guthrie tunes.

By this time, Guihtie was ]ying in u New
Jersey hospital, half-way through a 15.year los-
ing battle -with Huntingten's chorea. Bob was
o moved by his new

a few of Guthrie’s sonps, and discovered thal
his hero wis aliowed out &t weekends 1o visit
the Last Orange home of taa fong-time fans.
Bols Gleason and his wife Sid, Dvlan made fos
the house. where he was (old that he'd be wel-
come te come back at the weekend,

Here, within hours of his arrival, was the
entrée be needed, The Gleasons™ had become
a rendezvous for some of the most admired
folk singers in the Guthrie tradition: Pete See-
ger, Cisco Houston and Ramblin® Tack EHioul
were regilar visitors, taking part i informal
sessions which the Gleasons saped. compiling
whil would become a remarkable archive,

Within a fortsight, Dvlan hind sent an eee
slatic postenrd ta Dive Whitaker in Dinks-
town, Minacapolis: *U know Woads ©o 0 1 kos
Woody and met hing and siw bim and sang 1o
him. [ know Woody — poddamn, Dylan.”

A more profound response was io sit down
and write his first substantial compuosition. In
“Song o Woody™, Dylan was making several
important connections: (o its dedicatee and the
anti-estabiishment stance he represented:
the world of felk music (in a double pesture.s
Dylan set his original hric for “Song 1ol
Woody™ to a traditional wne which had been
recyeled by Guthrie as 1913 Massacre™): and
10 any people of his own age who might be
listening. It doess’t undermine the seriousness
of the song 1o suggest that “I'm a-leavin® o-
maorrow, but 1 could leave 1oday™ is the stute-
ment of a troubadour who wants the girls to
know that Lhis could be their onlv chance.

“Hard Times in New York Town™ was an-
olher of the dozen ar sosonps he wrote in 1961,
and no doubt there were blesk davs that year.
But it can’t have been 5o bad.

Various couples he met a1 coffee-house
hootenannies put him up in their apartments:
they seem o have been older people, seduced
by his youth and apparent helplessness and
seeing themselves as suzrogate parents. There:
was, 100, 1o shortage of younger women who'
listened 1o his storiey

hero's plight that he
pot the hospital’s num-
ber and tried 10 caull,
He began 10 fantasise
ubout visiting Guthric;
and being Dylan, he
talked about having ak.
ready met him.

In his mind, Bob
had already left town,
“When 1 arrived in
Minneapolis, it seemed

1 know Woody
and met him and saw
him and sang 10
him. [ know Woody —
goddamn. Dylan’

and were anxious o et
tor know the vounge man!
who might or might noty
huve been an orphuni
from Ckiuhoma. might-
or  might not  have
plaved  piano  with
Bobby Vee, might or
might nos have kaown;

Cvears ofd, might o

like a hig city,” he was
1o say. “When | left, it
was like some rural outpost that you sec once
from a passing train.” Hitching rides, carrying
only a suitcase and a guitar, he headed for his
destiny — but not before stopping off in Hib-
bing 10 1ell his folks what ke was up to, and 10
pocket u little family subsidy.

First he weat 10 Chicago, where he stayed
with a folk singer he'd met in Denver, and then
an to Madison, Wisconsin, But Greeawich Vil
lage seemed a fong way away, and he grew
discouraged, He fooked for a lift home — and
found himself instead with the offer of a ride to
New York with another singer, Fred Underhill,
as relief drivers for a couple of students.

And so, one late-January day in 1961, as the
snow lay deep in the worst winter for 60 years,
4 car crossed the George Washington Bridge
into Manhattan and stopped by the kerb.
The door opened, Bob Dylan, 20 years old,
had arrived iz New York,

G o

WHAT HE did first was head for Greenwich
Village. Here was the place of which Dinky-
town, Minneapolis, was a pale copy, Here was
the scene, At the Café Wha? on Bleecker
Street, he talked his way in to see the manager,
Manny Roth, and asked to play, That night,
wearing the clothes he'd travelled in, he made
his New York début, A hatf-full house scems 1o
have enjoyed it: when Roth asked the audience
if anyone could put the aew arrival up for the
night, there was no shortage of offers,
The very next day, Dylan headed straight for
the Greystone Pack Hospital in New Jersey,
¥ the paisied Guthrie lay, barely able to
‘or talk. Dylan paid nervous homage, sang

might not have \pc_nl
vears working in carni-
vals down Texas way, nughl or mlghl not hive
picked up his bottleneck puitar technigue from
an old black singer in New Mexico.

ON 30 September 1961 Dyvlun was booked o
play harmanica on a record by Carolyn Hester)
a singer sipned by Columbia Records in an
attempl t match the success of Joan Buer. A
tall, lean, acatly dressed S0-yeur-old man with
cropped grey hair was present when Dyian ar
rived. This was John Hammond. the legendany
talent scout who had been instrumental sn the
careers of Count Basic. Bessie Smith. Billie
Haliday, Charlie Christian and Benny Goad-
man. Unusually, Hammond had turned down
Bacz. Now he was trying to make amends.

Hammaond didn't think Dyvlan's playving was!
particularly speciul. bul he was intrigued by [h;-i
boy's unusual presence. He invited Dylan 1o
stop by Columbia's studios to show what he
could do in his own right. In Hammond's own,
words: “As it turned out, he had songs of his
own. One was encugh, He sang “Talking New!
York', a social commeatary on life in Manhal-
fan that knocked me out.” Within a month —.
after being turned down by three folk labeis ~!
Dylan had a five- vear contract with Columbia.

Hammond's immediale, intuitive response
to Dylan was understandable. The child of o
wealthy New York family, he had dropped ol
of Yale to pursue his interest in music, He had'
fong been active in the civil rights movement.
had made maoy ficld 1rips 10 the South ind
search of obscure musicians. and in 1938 pre-
sented Big Bill Broonzy, Sister Rosetta Tharpe
and Count Basie at Carnegie Hull, in 4 concert
titled “From Spirituals to Swing™ — the first
time such performers had sppeured there.

Hammond was used 10 musiciuns and their
ways, and he helped the impecunious Dylun:
vul with occasional loans, o habit that would'
not come natursty 1© most record executives.|
He also arranged a publishing deal with Leeds,
Music. worlh $500 against royvaltics.

Waoady Guthrie | per-’
sossaily since he was 13['

something  different

On 20 and 22 November, in two three-hour
Sessions, 81 u cust in studio time and magnetic

lape of just $402, Bob Dylan recorded the 13
songs that would make up his first album. He |

showed up at the Columbiy studios on Seventh
Avenue with his girifriend, Suze Rotolo; Ham-

mond, who was to produce the session, bmugln ]

along Goddard Leiberson, president of Co-
fumbii and un cminem {u.urc in classical my-
sic, For the head of w large record company to
attend o novice signing’s first session would be
rare al any time: this was a remarkable augury.

Heeding Hammond's tips on mvicrophone
techaique, Dylan mavesd fast through the sort
of set he delivered in the clubs: the traditional
“Preuty Pegay-O, Jesse Fuller's “You're No
Gouod™, Van Ronk's arrangement of “House of
the Rising Sun™ and two originals, “Talking
New York™ and “Song 10 Woody™, Hammond
was impressed by his sheer willingness to get on
with il: no song accded more thun five takes,
same were completed in iwo.

He showed a pift for timing, building ten-
sion by holding a strumming patiern belween
lings or sustining a note the way the blues
singers did. As well s the raw wne of s vaice,
the often playful stresses and distortions he
made were a shoek to cars used 1o the clarity of
conventional interpreters. And then there was
his harmonica, which mixed the leng, lonesome
whistling notes of & Jimmy Reed with an cager
chuffing all his own, and somciimes made @
kind of two-part invention with his guitar, Play-
ing the harmonics from o neck harness, be
couldn't bend notes as powerfully as the blues-

clectric session earlier that year; i new bisss|
guitarist, Harvey Brooks; and a pair of youul.u]
men -~ Mike Bloomfield, a 20-yeuar-ald prodi-
gy from Chicago who played tead guitar with
she Paul Butterdield Blues Band and had no
inhibitions about playing loud blues-rack ficks:
and Al Kooper, a 2l-year-old New Yorker
who'd been in and out of groups frum the age
of 15 and had written This Diamond Ring™.
No | single for Gary Lewis and the |’|4)hﬂ)‘.\
that Juauary, Kooger, who played guitar and
piano, had been invited along by Tum Wilson.
but his function was unclear,

According 10 Dylar, the lyric of “Like 2
Rulhn;’ St{)nc had emerped from 16 pages of

vomite” writing, In the process. it had been

distilled to perfection. Tts VEDURIOLN SHIcism.
directed at a pirk who may bave Been in part the
poor little rich girl Edie Sedgwick, was unprec-
cdented.  The gallery  of  Fellini-esque
churycters ~ the mystery tramp. the clowns
and jugglers, the diplomat, Napoleon ip rags -
were no longer the point of the song, bt papi-
lized instead a severely personal anuck,

Dylan began at the piana, running through o
version of the song in waliz ume. Bloombeld
Juining in tentatively aad the others listenmg
pick up the structure. Grsdually it ook shape.,
with Gregp and Brooks sipping from the opgs
nal lumpy, furching it ine a calm, mijesis
44, Gnlfin adding barrethouse (ills. Bloom-
field anchoring the whole thing with ringing
Telecaster flourishes. Finadlv, Dyvlun made the
crucial decision. Whit e wanted was un organ
W po with the piano.

men: this, too, helped
make an original sound.

But the mood of the al-
bum was defined by three
old blues songs dealing
with # single subject: Blind
Willic Johason's “[n My
Time of Dyin'”, Bukka
White’s “Fixin' to Dic™
und Blind Lemon Jeffer-
son's “See that My Grave
is Kept Clean™. Here alb
playlutness dropped away,
and a 20-year-old boy got
under the skia of sume of
the most obsessed songs
written in English. Dylan
was paying homage 10 the
bluesmen, but the ferocity
of his parched young vaice
and the whining of his .
open-tuned guitar made
of
their {atalism; there was a
youthful foreboding that
spoke directly to a generation that had grown
up in a confusion of post-war consumer pros-
perity and the Celd War rheleric of mutnally
assured destruction. The message, at this stage,
was implicit: it wus all in the angry desolaion
of the voice. [t riveted Dylan's younger listen-
ers from the moment they hezrd him.

Bob Dylan was released on 19 March 1962, It
achieved an initial 5ale of about 5,000 copies,
nowhere near cnough 1o justify Hummond's
taith, in the eyes of the accountunts, 1o the
younger exceutives Dylun became known as
“Hammeond's folly”, the embodiment of the
lapsed judgement of & man who had been by-
passed by time and fashion.

afs sl Wk
) 0 ol

FOUR ALBUMS lates, Dylan went back into
the Columbia studio. There, on 15 June 1965,
the man who seldom needed more than three
takes devoted most ol a
session 1o a single song.

It bad its seed in a little
chord sequence he hud
tried on tour in Britain, on |
 backstage piano. 1 had |
been compleled  in a
Woodstack cabin thin he
was  sharing  with  Sara
Lowndes, who wis emerg-
ing as a sipnificunt faclor
in his life. Now 1l song
Jiad grown intw snxmllunL

ses and o mia-

ke Roll-
1 Lithe and

ing Stone” wa
Dylan and his producer,
Tom Wilson, coulda’t de-
cide how 10 reeord i
They had an assort-
ment of musicions at their

disposal:  Bobbv  Gregp
und  Paul  Grittin, 1he
drgmmer aid piisast who
Brad played on Dyvtan's first

i

The rock star: D¥lan In'l%ﬁ,' after ‘Like
a Roiling Stane® had changed everything

Al Kooper, whe had never plaved an organ
before, was pressed inle service on the studiv's
Hammond B3, He starned to play w simple {ine.
doing Hule more thun punching out simple
chords in the upper repister. the whirling Lesie
speaker making the notes hang and shiver in
the air. Right there. Dvian heard what he'd
heen leoking for. He stapped the take. and
asked Wilson ta wrn the organ up. The new
Lake was it. Afler Grege's opening snare-drum
shat, the first sound you hear is thut of Kooper
holding his shivering. sibery note.

At six and a quarter minutes, “Like 4 Roll-
ing Stone™ was twice the lengih that pap sin-
gleswere supposed 10 be, wad yet it carsied ot
an eunce of superuous weight. It sounds sim-
ple naw, just seven instruments recorded live m
a studio without any trickery, but on o firs
hearing i1s massiveness wis what made the in-
pact: it seemed ke some great harogue cathy-
drat of sounrd, a giant structuge huag with ulb
kinds of exotic decoration, A month later it was
in the shops, on the radiv, heading inlo hisoes
us a stalement: Bob Dylan hid 1umll\ diston -
ered the way his music shoull sound.

U ddapted from Invdin: A Man Cafled i
(Bloomsbiery, LI8.99). Ivan’s 30 sears with Co-
funbsict will e celebrated i an evering of his e -
at Madison Square Gurden, New York, on 16 Ot}
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"POLL POSTON 9

BOB
DYLAN

More than any artist, the market for Dylan
collectables lives underground — in the
world of unefficial tapes and bootlegs.
While callectors of Prince or Madonna focus
on worldwide picture sleeves or remixes,
many Dylan aficionadoes concentrate on
assembling shelves of concert recordings.
Mecanwhile, precious cassettes of studio
out-lakes circulate — to the extent that Dylan
and CBS were finally pushed inte issuing a
three-CD rarities set, “The Bootlleg Series”,
last year. .

Back in the legal world, there are certain
legendary items that fetch £1,000+ —

aeg oy
taom ey L g e

ut
A e emtdd

A 1966 acetate of Dylans "flonde On Blonde”
album frack, “Rainy Doy Women™

original U.8. copies of the "Freewheelin® ™ LP
with a different track listing, or the rejected
“Can You Please Crawl Out Your Window”

TOP 20 COLLECTABLE ARTISTS |

accidentally issued as a single in California
for a few days in 1965. :

The most sought-after UK. issues are the -
mone mixes of Dylan’s 1965/66 albums,
“Bringing It AN Back Home”, “Highway 61
Revisited" and “Blonde On Blonde™. Any ¢
picture sleeve releases from this period are
prized, though only one — “Leopurd-Skin
Pill-Box Hat" — appeared here. And several
Dylan singles have non-LIP B-sides — notably
“b Want You", “Watching The River Flow”,
“Precious Angel” and “Heart Of Mine".

Also watch out. for albums including live
Dylan tracks from the 1963 Noewport Folk
Festival, plus carly guest appearances on
albums by Victoria Spivey, [ick Farina and
Harry Belafonte,

RECOMMENDED LISTENING: "Biograph™ -
and “The Bootleg Series™ are bhox-set
refrospectives with no duplications. Of the
original albums, it's tough to single cut «
handful, but “The Freewheelin® Bob Ivian™,
“Highway 61 Revisited”, "The Bascement
Tapes”, “Bload On The Tracks” and "Oh
Merey” would be @ good starting point. i

PRESS RELEASE

For Immediate Release

20 August 1992

'COLUMBIA RECORDS CELEBRATES THE MUSIC OF BOB DYLAN’

Live concert event set for October 16, 1992 at Madison Square Garden

In 1962, Bob Dylan began a revolutionary journey that changed the face of popular

music.
confession.

He brought to rock 'n roll the traditions of poetry, protest and personal

As 1992 marks the 30th anniversary of the release of Bob Dylan’s debut album on
Columbia Records, the world's leading contemporary recording artists will gather on
QOcrober 16, 1992 at New York’s Madison Square Garden 1o celebrate his music.

Presented by Columbia, Bob Dylan's record company for the past 30 years, the
event, which wiil be staged live in front of an audience of more than 20,000 fans,
wili be broadcast on television and radio around the world. In the United States this
historic event will be broadeast live in a Pay-Per-View special from World Concert
Network.

An announcement of artists appearing at this special celebration will be forthcoming
in mid-September.

- ends -
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HERE are some tickets being

saved for the night Boeb Dylan
brings it all back home again —
his 30th Anniversary Tribute Con-
cert at Madison Square Garden on
Oct. 16, but the ducats are $150 per,
and they're being held for media
and music industry types.

Included in that high-roller
price is four hours of catering
provided by the Hard Rock Cafe
and a "backstage pass” {Now,
anyone involved with rock knows
that there's backstage, and then
there's backstage; it's highly un-.
likely that Bob Dylan, Tom Petty,
George Harrison, Eric Clapton, et
al, will be hanging out in this par-
ticular hospitality area.)

The rest of the tickets for this
once in a lifetime event — priced
at $35, $50 and $80 — all sold out in
70 minutes.

For those of you wondering, it's
not & benefit for anything, the tick-:
ets are high because the show -
according to spokesmen for Radio !
Vision International who will pro-:
duce the event — is “costly to pro-°
duce.” All the high-end talent set
to appear (announced so far are
Dylan, Clapton, Petty, Harrison,.
Neil Young, John Mellencamp -
and Sinead 0’Connor) needs elab-'
orate crew, sound and lights, and
the whole deal is a one-shot, not a:
part of a major tour,

Of course, for those who want,
or can only afford, to see it on TV,
the live pay-per-view will cost
$19.98, and ia available to 22 mil-
Hon homes. If you're interested,
call your cable company.

There are no plans for a live
video or record; but dare I say that
there might be a few VCRs going
that night? (Just for the record,
the fancy seats surely will be filled .
by older, more well-heeled types,
but this is not the most expensive
concert ticket In recent memory;:
industry seats at the MTV awards |
were $150, but seats were avail-:

able to fans for $10, $20 and $40; the |

Rolling Stones’ “Steel Wheels”
pay-per-view concert was a regu-
larly scheduled Atlantic City show
and seats were available to fans at
$38.50 with the high roller seats
around $150 and $250. And, to put
this in perspective; ringside seats
at & major fight can range from
$800 to $1500.)

The times they are a-changin'
all right;: when Bob Dylan first,
performed at Gerde's Folk City|
three decades ago, his perfor-:
mance was part of a “hootenanny”.
night, and admission was free.

The Dylan tribute:
What's up, Bob?

ESTILL DONT KNOW WHO ME. JONES 18, 50
Wwv probably shouldn’t be surprised that the Oct.

16 Bob Dylan tribute ut the Garden remains
shrouded in mystery.

Like. will it be as great as it sounds? And exactly why is
he doing it?

So fav, the lineup includes Dyian, George Han*u:nn
Tom Petly. Eric Clapton. Neil Young, Willie Nelson,
Sinead O'Connor and John Mellencamp. The band will be
Steve Cropper, Booker T.. Duck Dunn and Jim Keliner,
with G.E. Smiith as music director.

Ringo Starr is semi-expected, and the LA, Times says
Bruce Springsteen will fly in from Vancouver, where he
playvs Oct. 15. IU's hard to believe Robbie Robertson and
The Band weren't invited.

The five show wiil tast four hours; pay-per-view will
telecast three. WNEW-FM will simuleast and & home vid-

o and live album are likely.

The format calls for guests to solo, followed by a Dyvlan
segment and a mass finale, The mix-and-match parts. like
a4 Wilburys scgment and duets, are being worked out.

Dylan fans obviously hope the star is at the top of his

. game, the same
way Chuck Berry
was pushed to
his peak by Keith
Richards at
Chuck’s 1986
tribute show. On
the othter hand,
thisis Dylan, and
tie could just as
easily take a
complete left
turn, as he did at
the Grammys in
1991.

Which brings
us to that other
question: What
exactly is this
show about?

“Ifit's just a
showbiz evenl to
make money.
that's the kind of
thing Dylan has
always seemed
to be against,”
says Steve Joyce,
a Dvlan fan from

A - New York. If
A MYSTERY: Bob Dyl it'satribute to
his music, where

are Dave Van Ronk and his earlv influences? Where's
Bruce Eanghorne? Where's “(i',:(‘f McGuinn? Where did
Sinead O'Connor come {rom”

Vilid questions, with no Ciy @NSWETS. This is billed as
4 30th anniversary, butl there’s no milestone in sight; 3¢
vears aga. Dylun wus recording his second album, playing
Town Hall and wishing Suze Rotelo would get back from
Eurepe ("Boots of Spanish Leather™).

Ask wha conceived this show and the pay-per-view peo-
ple say they don't know. Columbia says itisn't sure.
There's no charity tic.

So we're looking, basically, at a manufactured event — |
wltich is (1) odd for Hyvlag, bul (2) commen in showbiz and
doesn’t mean it can't be entertaining. What it does explain
is the cast. Because pay-per-view is desperate to sell some-
thing besides Wrestlemania, it needs glamorous names, ie.
Sinead ratherthan Joan Baez or Carolyn Hester. And even
then, suggests Bob Grossweiner of Performance maga-
zine, the show is no instant goldmine: Despite the $30- i
$150 tickets and $20 pay-per-view fee, it might nol make ’
autch profit before 4 home video comes out.

So could a Baez sneak in? Don't know, Columbia says.

I any case, says Mick McCuistion, editor of the Dylan
fanzine “Look Back.” most fans have yet another ques-
tion: Can { get tickets?

The answer is, sure. Broker pr ices start at $70 for nose-
bleed seats and go up 1o $600 for front row. Columbia esti-
mates, incidentally, that “abeout 17.000" of the 19,600 seats
available were 50ld to the public through Ticketmaster.

“People are flying in from overseas,' says McCuistion
— nol only for the stars, but because they fear this could
be atemporary “Last Waltz,”

But Columibia says a new Dylan album will be out soon. He
recently recorded with, amongothers, David Bromberg.

So something is happening here. Like My, Jones, we're
justnot sure what it is.

: the aldgan ‘The Times TheyAre .

* BOBDYLANIs thraatenlng :
. to sue the San Franclsco-
Oakfand transit system for sing

»Changing’ to lncrease
awareness of schedule - b
changes. Meanwhlle, Dylan "~ -
.recently completed aflve- nlght :
. stand in his hometownof /11"
' Minneapolls atthe smallest '
‘venue ho’  played them slnce
1960 lhez 800-seat
Orpheum Theatre.Asa warm
welcomo, alocal musicweekly
ran acover story asklng whether :
eumanasla should ba employed

i BOB DYLAN was screening the

long unavailable documentary

" Eat The Document in the foyer at

hisshows in California during
May and June. Dylan, who owns
copyright on the movie, made by
DA Peanebaker and Howard
Alk, haslong prevented it being
given an official release.
Howeverthere is no news that
the widely bootlegged film will be
given alegit release.

LAURA KALPAKIAN'S
“Graced Land™ is about a mid-
dlie-aged lady who loves the
best of what Elvis Presley
slood for. She has a thing for
his music, oo. She’s on wel-
fare, but she doesn't lef that
define her life. The pace is
fast, the plot crisp, the writing
a delight.

To troop off to the beach
with “Troubadours of the Folk
Era,” a Rhino Records collec.
tion of folk music mostly from
the 'G0s, sounds like a desper-
atle attempt Lo recapture some
long-lost summer of the dim
past. Actually, these tracks are
perfect summer music —
catchy, melodic, black -and
white, serious and light. We're
talking Woody Guthrie, Judy
Collins and Tom Rush. Ramb-
lin' Jack Elliott does the defini-
tive “San Francisco Bay
Blues.” Ewven Dylan pceeks
through the door, playing a
nice harmonica on Carolyn
Hester's “T'l Fly Away.”

- David Hinckley
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Bob Dylan to perform

Legendary rocker will visit during LHU Homecoming

By MIKE FLANAGAN of The Express

- LOCK HAVEN-—Rock legend-Bob
Dylan will be singing and playing

Oct. 10 as part of Lock Haven Univer-

sity’s Hoinecoming weekend.

LHU Student Cooperative Council
President Steve Madrak said on
Monday afternoon that the date is
definite for Mr. Dylan’s 8 p.m. visit to
Thomas Field House.

“The contract is being signed right
#ow,” he said.

Mr. Dylan is expected to perform
for up to three hours, as he preps for
a performanee a week later at Madi-
son Square Garden in New York City
in a pay-per-view event. .

“It was basically a last-minute
thing," said Mr. Madrak. "“We were
hoping (o get him after Madison
Square Garden, bul he wanted the
week before. That's OK with us,

especially since it's Homecoming.”

Tickets will be available this
Thursday or Friday for LHU
students at the PUB bookstore at a
cost of $12.50. The general public will
have to pay $20 a ticket, and the
non-students tickets will be‘aval]able
beginning next Monday, also at the
PUB bookstore. . -

Mr. Dylan, whose hits over the

ears have included “Like a Rolling

{one,” turned 50 years old earlier
this year. His aneal to both younger
and older people is expected to sell
oul the Field House, which can only
hold up to 3,000 people for a concert
due to fire and safety reasons.

In the past, concerts at LHU have
usually tlopped- for one reason or

- another. The list could go on and on

— Jefferson Starship, Meat Loaf,
Greg Kihn, ete.

But Mr. Madrak, who wouldn't say
how much the SCC is putting up for

the event, said he doesn't expect that

to happen with (his year’s concert

where a big name has been snagged.

“What we did this year was that we "

went for somebody big,"” he said. ““In
the past years, they have been too
conservative. They went for smaller
names just so they didn't spend a. lot
of money and get too risky. :

“Well, Bob Dylan is a big name. It :

is & risk . . . he costs a lot of monei,;
but hepefully, we'll get that all bac
Because Bob Dylan is such an expen-
sive performer, we basically can't
make any money on it. We could
make a couple thousand if it was sold
out, depemf ing on the split between
students and non-student ticket sales.
“The poinf .isn't te- make money.

It's for a concert for the students. I |
think Bob Dylan is a big enough ;

name . ..
name lLock Haven University
ever had here. He’s a legend.”

Bob Dylan hits the coffee-table

it's definitely the biggest :

A BOB DYLAN book for the
coffee table? And why not?
Though Dylan is invariably
hailed as the most cerebral of

rock stars, for many years he -

was alsg the most photoge.

nic. Today he is an unkempt,

30-something sporting a

‘gok best described as Mad
ypsy.

But béck in the swinging.

Sixties Dylan was very much
the thinking girl's crumpet.
As the lonesome young hobo
walking in Woody Guthrie's
footsteps or as a hip, amphe-
tamined Hamlet hiding
behind shades, no pop star
was ever lovelier than the
young Dylan.

Dylan — A Man Called
Alias is a lavishly, almost
lusciously illustrated Dylan
book with acres of gorgeous
black and white photo-
graphs. More than any of the
mountain of Dylan books
already out there, it recalls
Nerman Mailer's hook on
Marilyn Monroe, truly beau-
tify] photographs accompa-
nied Ly o lyncal, intelligent
text.

Richard Williams is ‘not
quite in Storming Norman's

Tony Parsons on a vividly written and lavishly

lHustrated life of the photogenic genius of rock

Dylan: A Man
Called Aflas
by Richard Williams
" Bloomsbury, £18-99

league - hell, who is? — but
he is a fine juurnalist whose
vivid portrait of Dylan at the
height of his powers, a rhap-
sody about ‘“the hallucina-
tory beauty of this nervy,
blade-thin figure with a
corona of curls, bathed in a
strange unearthly light", is
better than anything I have
ever read on the man.

And Williams loves all the
right songs. What makes this
required reading for any Bo-
baholic is that there are 30
years of Dylan-watching in
this book. Williams is excel-
lent on the disparate forces
that gave Dylan his strange
magic — a unique brew of
Little Richard, Hank Wil
liams, Elvis, Woody Guthrie
and later the French Symbol-

‘ists and Beat poets. Behold

the Rimbaud of rock and roll!
Elvis liberated rock and
roll's body but Dylan liber-
ated the mind and, as Wil
liams points out, everythmg
from the Beatles' Sergeant
Pepper to Springsteen's Born
In The USA would have been
unthinkable without Dylan,
“This is Bob Dylan's story
-~ it is not his life", says
Williams in his introduction.
It is an oft-told story with a
lot. of familiar landmarks.
The child-faced troubadour
sleeping on floors in Green-
wich Village, The hip rock
star hiding behind shades

Dylan: Hallucinatory

and eating speed like M&Ms.
The motorbike crash. The
messy break-up with Sara.
The conversion to Chris-
tianity. :

But Dylan — A Man Caliled
Alias (Alias was the charac-
ter Dylan played in Sam
Peckinpah’s Pat Garrett and
Billy the Kid) brings enough
originality and fresh materi-
al to the tale to make the text
a gripping read, It was news
to me, for example, that
someone threw a silver cruci-
fix on stage to Dylan a few
days before he discovered
Christ, He picked it up, putit

in his pocket and a few days
later met his maker,

God knows ‘Dylan has
recorded some rubhish over
the years but there has been
much that has been memora-
ble and a good few hours’ of
music — albums such . as
Blonde On Blonde, Highway !

. 61 Revisited, Bringing It All

Back MHome, Blood On The
Tracks, songs like Positively
Fourth Street and Blind Wil-
lie McTell — that are simply |
unforgettable, among the
greatest rock music ever
made. Williams is a saga-
cious curator of this erratic
back catalogue. He is a fan
but he knows tripe when he
sees it. And — apart from
1989's album Oh Mercy —
Dylan fans have seen a veri-
table convoy of tripe over the
last 10 years or so.

But_he remains Dylan.
Only Presley’s ghost looms
larger. “Dylan wrote songs:
that touch places people!
have - never sung about
before,” says Jerry Garcia..
“Wherever great rock music’
is made,"” says Bruce Spring-
steen, ‘“‘there is the shadow
of Bob Dylan.V

There are enough anec-.
dotes here to glimpse the
private Dylan — Bob rolling
the Beatles their very first
joints, his wife coming down
to breakfast to find another
woman at the table — but
there is a lack of real sleaze.
Perhaps there is no place for
that nasty stuff on a coffee
table.

But Dylan — A Man Called"
Aliasis anintelligent, hugely
entertaining enterprise. Bo-
baholics will read the text in
one go while lingering on the
beautiful photographs for a
lifetime,
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| Hero’s night of stars

GULF WAR supremo General Stormin’ Norman
. Schwarzkopf is the star guest at next Friday's
massive concert tribute to Bob Dylan,
: Dylan himself, Eric Ciapion, George Harrison, Neil
YounF. Tom Pettgr and Sinead O'Connor headline the gig
to celebrate the 30th anniversary of Dylan's first album.
Other top names—including Bruce Springsteen and Aretha
Franklin—are also being lined up for guest sappearances.
Schwarzkopf, the mastermind of
1991's Operation Desert Storm has
been Blowing In The Wind for
years as a Freewheelin' Dylan fan
“I still love Bob Dylan,” he said..
“T used to have an autoharp (a
type of zither with a mechanical
vice to cllow the easy playing of
chords} and I'd sneak ol‘? into the
depths of my basement and sing -
. The Times They Are A-Changing.”
The 57-year-old pgeneral even
likes Dylan's lefty BSixties peace
anthems “except the  ones that
depict the military as a bunch of
¢ arch, right-wing conservatives with.

A,

MORMAN: Basement songs s

COVERED WITH GLORY

DYLAN songs have bee

John Hommond who loter spotted Springsteen Madison Square Garden will be

fans will have lo wait.

official albums on . flams’s new book. erform with. an all-star
recorded by some.of thj

b N -~ ack boots and crew cuis which we
30 YEARS ON: Bob was discovered by producer are not.” The show at New York's
beamed live to an es-
timated 500 millien fans
lEGEND's worldwide. But _ British
Channel 4 will screen
the gig as a Christmas
. special on December 21, !
Stars have been sworn |
|- to secrecy over which
I'VE got ali Dylan's oum and & copy of Wil- Dylan numbers they will
g . h ' ' d comprising Booker
30 CDs up for grabs. 'To win, just complate o™ 4 ‘ i
They're worth £300 but the name of the ciaasic - raio ond EPE M giants of pop. . . - |
someona’s going to gat  Dylan album John Wes-- - . and . These are his personal

Dylan, Harrison

and a copy of the new
Dylan biography A Man
Called Alias,

It's written by Richard
Williams and published
by Bloomsbury at £18.99.

Twanty-five run-
ners-up will each
get a CD of the new al-

address, on postcards
only to Dylan, PO Box

n on
£1' S8D;

the Traveling Wilburys,
Meanwhile Dylan, 5,
has completed work on
his first aceustic album
since Another Side Of
Bob Dylan in 10684,
Titled Good As I Been
To You, It contains
mainly traditlonal songs
and is scheduled for re-
lease on November 2.

FACTS ABOUT

em free—together with lay *******, Petfy may also be joined Top 10 cover versions:
a CD of his new album Send your answets, Dy Jeff Lynne for the i. All Along The Watch-
Good As | Been To You plus your name and  first live performance by

tower (Jimi Hendrix) 2. The
Mighty Quinn (Manfred
Mann) 3. Mr Tambourine
Man (The Byrds) 4.
Knockin’ On Heaven's
Door {Guns N' Roses) 5|
With God On Qur Side
(The Neville Brothers) 6. Al
Hard Rain's A-Gonna Fall
Bryan Femry) 7. it's All

var Now, Baby Blue
(Them} 8. Blowin' In The
Wind (Stevie Wonder) 9.
Just Llke A Woman (Joe
Cocker) 10. Only A Hobo
{Rod Stewart). :

MR ROBERT
TIMMERMAN

RO A TN 4

S’ 2 AR L

v
fi—tﬁ . 14

YLAN::

DYLAN was born

Robert Allan
Zimmerman in Duluth,
Minnesota, on May 24,
1941, On June 5, 1959, he
left Hibbing High School
“to follow Little Richard".

gln a change of direc-
tion, he began play-
ing local folk clubs while
at university. After read-
ing Woody Guthrie's
Bound For Glory, he
changed his name (he
was also a fan of Welsh
poet Dylan Thomas).

His first recording
was as harmonica
layer on Harry
elafonte's Midnight

Special album in  April
1961.

On a brief visit to

London on January
12, 1963, he played a
folk singer in the BBC
racho play The Madhouse
On Castle Street.

9 Bly 1864, the pressure
of his hits—especially
the protest anthem The
Times They Are A-
Changing—drove him to
become a recluse.

GShonly after his 25th
birthday in 1966, he
broke his neck in a
motoreycle accident,

Irn 1973 he received'

advances of 1 million:
doliars per album when
re-sighing to CBS records
after a peried on Asylum
Records. | :

In 1985 he revealed
his own heroes were

Tom Waits, John Prine
and Leonard Cohen,
He once had an

American journalist
arrested—for rummaging
through his dustbin.

@Bob Dylan has never
had a Number One
single hit inp either Brit-
ain or the USA.
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Mark Carter

It seems as though | have much to respond to in Homer 6, so you'il forgive me if | ramble on at some length.
Hopefully, you'li find the space to reproduce this in full.

Firstly, and, to my mind, most importantly, your editorial, which revealed a certain degree of doubt in your
mind. As you wrote in your letter to me; "I'm beginning to doubt if it is worth all the effort”. Well, | can't
provide you an easy answer, it's not for me to say - you're the only one who knows whether the rewards
justify all the considerable effort. However, consider the feedback that you receive, and whether people seem
satisfied - I'm sure you'll find that most of them are. There is a definite need for a fanzine which gives the
"average" Dylan fan a platform to voice his opinions, and you're the only one (in Britain, at least) that fulfils
that need. The rapport building up between many of the contributors, plus the healthy lack of elitism, is surely
something 1o be treasured.

Freewhaelin' will not go public - this is an idea that was discussed and rejected a couple of years ago, just
before Homer began, so the need for Homer is greater than you have perhaps estimated. The idea,

" certainly between JRS and myself, was to keep Freewheelin' as it is and to give you as much help and
supportt as you need. Which brings me on to my second point.

| feel somewhat responsible for your current turmoil, seeing as how my "open letter” appeared in Isis just as
you were about to print it in Homer. | originally wrote it for Freewheelin’, hoping to not only air my personal
concerns, but also to see how other people felt. However, the last thing | wanted to do was to help fuel the
theory that each fanzine is determined to outdo the other. To be fair to you, you've never shown any signs of
wishing to practice "one-upmanship®, or passing any derogatory remarks about other publications (except in
defence), but such things do go on, as we both know, and it was never my intention to add to all the hassle.
It would be nice if the various "editors" talked to one another more, but that's not likely to happen. A sad state
of affairs, but there you have it.

Your comments that [ have fallen "into the trap of self-importance” may well be true. However, | still don't feel
that it's asking too much that Dylan acknowledges his audience - as he has been doing again since October
1991, | hastily add. It's our bums on seats that he needs after all, if only to continue with the lifestyle that he
s0 obviously craves nowadays. While we shouldn't expect (or even want) him to drop to his knees in
gratitude, [ think the theory that Dylan is far too important to have to do anything other than turn up on-stage
is somewhat blinkered, and belongs back in the era when he was placed upon a pedestal where he could do
no wrong. True, this reply may be as “indelicate" as my previous article, but that's just the way that | am,
hopefully you can read between the lines! There is a healthy need to agree and disagree within the pages of
Homer, so don't be downhearted over a few veiled remarks or actions (or deadline pressures), keep on
keepin' on if it's what you really want to do.

Secondly, Jim Heppell's excellent atticle on Angelina and Foot Of Pride has reminded me that i've been
very naughty in not replying to him personally, something | hope to have remedied by the time you print this.
I'd still love to write a joint article with him, if he's willing and if we can find a suitable subject. Jim is certainly
a very talented writer, and possibly just what is needed to iron out my rough edges. The main benefit of
reading anybody's theories (and this again reflects upon the importance of Homer) is that it surely sends us
back to the original song with perhaps some fresh ideas to juggle with. Which is the whole point anyway,
right?

Mike Jackson's excitable reply to my In The Final Battle He Won The War article is a case in point. He
obviously took great exception to the fact that | have suggested that Dylan is not always god-like, which is his
prerogative, but to lump me in with the hacks who ritually slag Dylan off in the "popular” press is taking things
a bit too far. So I'd like to take the time to reply to him, if he's reading.

Mike - | may call you Mike, may 1? - you've got me all wrong. | love Dylan as much as you do, and |
venomously defend him to non-believers as much as you have to me. Andy's comment that we have to base
our criticism mainly on the strength of audio and video tapes is correct, and, as | said, | feel that F've heard
and watched enough good shows to know a bad one when | hear it. Obviously, | can't prove this to you, but
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my article only reflected my opinions, and you'll have to take my word for it. Back in 1989, | wrote a piece for
Freewheelin' on the ‘89 shows and how they peaked (for me) at Birmingham, declined drastically during the
Summer and then peaked again during the Autumn after the release of Oh Mercy when Dylan had some
new material to perform. | did see him live that year, but not in the States, yet you could hear the gigs kick up
a gear after the first couple of numbers during the Oct/Nov shows, and | knew that Dylan was riding high
again after that Summer's tour of tedious Greatest Hits shows and extended instrumental jams. Similariy,
afthough | attended several of the 1990 Hammersmith shows, the evidence on video and audio would have
been enough to convince me that Dylan was at the peak of his performing powers even if | hadn't been there
at all,

Yes, | have listened to the early ‘91 tapes and watched several videos and, yes, | will concede that Dylan
was enjoying himself on-stage but | still consider them to be monumentally poor shows. I've watched Utrecht
(31/1/91) on video onhce or twice, and it's a truly horrific experience. Dylan looks ill and totally disinterested
with the show. To me, he appeared to be on a mote terrifying death trip there than at any time | can think of
in 1966. Luckily, he appears to have survived.

| notice you didn't pick me up for my unequivocal praise of Seville, yet | didn't attend that either, so shouldn't
you have warned me against saying he was so wonderful at another show that { didn't manage to see? Or
was it because | said what you wanted to hear, that Dylan could do no wrong? Am | to assume that the
shows that I've always considered to be amongst the best in the entire history of rock 'n' roll, namely 1966,
1975, (late) 1980 and 1988 may also have been pretty duff simply because | wasn't there? It has to work
both ways, so maybe we had all better reserve our comments for only the shows that we actually see. Which
means that, other than the two Saturday shows, you can't tell me that Dylan's '91 residency was fine,
because you weren't there either.

As to suggesting that | should have addressed far more worthy subjects, such as why Dylan played acoustic
guitar throughout, I'm afraid that | have no real interest. Maybe he was simply too pissed to tell an acoustic
guitar from an electric one, or maybe the band were simply so crap that it didn't really matter. I've spoken to
people who were there for the shows who tell me that Dylan was so shit-faced most nights as to make his
Friends of Chile appearance seem positively razor-sharmp.

My comments were not “ill-considered or "cheap", they were based upon my right as a fan to feel
disappointed when | consider Dylan to be inferior, especially when his performances seem to be suffering
through drink or drugs or general indifference. Having said that, | consider Dylan's performances from
October 1991 to present to be superb, and | dearly hope that this will continue to be the case.

Finally, then, why don't you read Paul Wiliams's comments on Dylan's performances on audio tape in the
Homer interview. There's a guy who's written a whole book based mainly on the conclusions he has drawn
through listening to 30 years worth of gigs on tape. But, then, he only writes nice things, doesn't he? Your
pay-off line: * you would be hard pressed to find.....a Dylan period that was not golden” firmly places you in
the ‘if it's by Dylan then it must be fantastic' category. And, therefore, since | reserve the right to accept that
Dylan is only human and has his flaws like ail the rest of us, you and { will have to just agree to disagree.

Well, Mark, you hit the nail on the head with your ‘deadline pressures’ remark - they always produce a state of depression over my
head. Add to this The Telegraph's editorial (not that it seemed to be about Homer, but the doubt was there} and a couple of other
things and I was ripe to over-react. After getting up at 3:00a.m on Tuesday and Wednesday to type your "open letter" and my reply,
{ picked up Thursday's mail and read an edited version of vour piece in the new Isis. This left me with a couple of days to vet again
amend and mail out an impoverished last issue and I did, indeed, over-react.

As to editors not talking - well, T don't actuatly know the others! They've been in Dyvlan “fandom" (or "circles” or whatever name you
wish to give it) for eons. I'm a newcomer - to "fandom", not to Dylan ! - and, in case anyone reading this exchange thinks that there
has been any unpleasantness afforded myself as “the newcomer”, I'd like to dissuade them of that opinion. Even before ever seeing
my disarming smile, the editor of Isis, Derek Barker proved a useful point of contact. I sent him five or six copies of Issue One of
Homer and asked him to distribute them among Isés subscribers as I didn't know anyone's address. This he generously did and I
thus accrued not only a few subscribers but also contributors - | suspect that vou were one of those five! I would be surprised if a
certain degree of “rivalry” didn't exist, but evervone is in the business of promoting interest and discussion in Bob Dylan, right? The
first fifty Homers that went overseas carried the February 1991 Isis’s concert hand-out and Phil Townsend was helpiul to me at the
last convention and only the other night Derek was kind enough to spend time talking to me about me selling Homer at the Isis
bash in October.

{ only wrote that you'd fallen into the trap of selt-importance at one point, Mark - not as a permanent state! I certainly didn't mean to
sav that Dvlan should "get away" with "onlv turning up”, but I detest the insincerity of little "thank you" speeches where cach town
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name is slotted into the appropriate place. It mav seemt nice at the time but it can be very false (and seems especially so il vou
listen to tape afler tape of the one tour. as, | believe, some people are wont 1o do!)

The "whole point” of Homer is just as vou state. Looking back on the 1ssues so far - physically unavoidable for me at the moment
as I can't even make a cup of coffee without falling over piles of the damn things! - T befieve that has been achieved on numerous
occasions and T'd like to think it will improve until cach reader is confident that every issue of Homer, fire slut will provide such
stimufus.

For the remainder of vour letter ~ and I'd like to thank vou for the time, consideration and eflort you've obvioushy putinto it - it iy
over to Mike!

Jim Heppell

L.e Spectacle de Monsieur Bob Dylan

The question about the French intro to Houston raises another question in my mind - is someone employed
just to introduce “The Columbia recording artist Bob Dylan” to the waiting fans - just in case they miss him or
want to tape or photograph him (you might as well talk in a foreign language - fortunately). | suppose the
words could have been spliced on as a bootlegger's joke but | think that the answer is to be found in The
Telegraph about M. Blaize. The piece by JB in T. refers to M Blaize as a French acquaintance of Dylan,
noting that he was employed to introduce the show. Can | apply for that job?

| Can Still Hear That Voice Crying In The Audience

As to favourite audience cries | think that all tapers - if they cannot be allocated a special area as at Grateful
Dead concerts - should be issued with warning signs proclaiming “Silence - Taping in Progress": how many
tapes do you have marred by incessant chatter during songs? A Paris (again) Visions of Johanna comes to
mind, but it is not only the French - (why do those people turn up if they don't want to listen to the songs?!). |
have a poor quality Blackbushe tape which includes a sparkling interchange: it starts with "Put that flag
down", ignored and repeated more vociferously, and culminates in an exasperated bystander's "Shut up you
morons!* (Hear! Hear! - | take it that she was not referring to the band). My favourites are those that elicit a
response from Bob as in Houston: Yeh ... everybody does ... (well timed pause) ... even you or Hallowe'en
1964: anything you say.

Four L etter and Other Words

You'd probably not befieve me if | told you what ['ve learned. Some lessons are so unpalatable that we can
ignore them - like the dubious dictum of Jesus that if you want to follow him you must give up your family, or
that love is just a four letter word - fortunately we can interpret rather than ignore. Some lessons are too
complex to interpret easily: a few years later the composer of Love Is Just A Four Letter Word was singing
love is alf there is. But contradictions we always have to take on board: 'the Nashville Skyline period' has
been dismissed by some as a wasted time between Blonde On Blonde and Blood On The Tracks when
Dylan was supposed to have been embedded in innocuous domestic bliss, with songs to match. Oh yeah:
Tell Me That It isn't True!

James Muir made the point that there is no need to know a poet's biography. Dylan has referred to invasion
of privacy songs - like Confidential To Me - and the lifetimes in Love Is Just A Four Letter Word are
"unmentionable by name". In interview Dylan has made the strange comment about not writing love songs
because they usually tell lies - strange because some of the covers he has performed effectively have been
standards like Answer Me or You Don't Know Me which might come under the heading of love songs.

Bob Forryan's piece achieved its worthy objective of sending me back to listen to Another Side Of Bob
Dylan. It referred to love songs and the mystery of | Don't Believe You - that it is upbeat when it ought to be
bitter. Indeed it is all Dylan could do at more than one point when making that recording to restrain himself
from bursting into laughter. Maybe the singer would be bitter if he took the whole thing seriously enough to
expect the mutual attention of the night before to be continued the next day; or if he was alone in thinking
that this could be the love that was supposed to last for ever. Ballad In Plain D comes across as serious
because this was the one - "my own true love" - and the song that Dylan has said he later came to regard as
too personal to have put out.
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Bob Forryan refers to Mama, You Been On My Mind - the song that should have been included on the
Another Side album - and finds it sung by a vulnerable man - the implication being that he has been
wounded by this woman. (The question comes back in part to "who has rejected whom?" as | think it did with
the Focus On Don't Think Twice It's All Right.) 1 cited this song as expressing the same mood - of
"emotional realism" - as Don‘t Think Twice It's All Right. Sometimes it may seem that the singer sings the
opposite of what is true - as in Most of the Time - and Bob Forryan suggests as much about Mama You
Been On My Mind saying "of course he protests too much". But Please understand me (to quote from the
song) - the lyrics successfully set up a contrast (as later did Just Like A Woman between the behaviour of a
woman and a little girl) between the statement that the singer is not pleading and the fact that she has been
on his mind. He tells us that he does not even care where she has been sleeping, and | believe him - it is just
that as far as he is concerned one too many mornings have dawned. He can see clearly ... can she? ... can
we? ... and wonders if she can see herself as clearly, even with the aid of a mirror; if he is being "emotionally
realistic" we can take his assertions at face value.

A third song written about this time, If You Gotta Go, Go Now, deals - from a more comical point of view
and before the event - with the same theme as | Don't Believe You: 1o put it crudely, the one night stand,
and with the perspective from which it should be regarded. The girl from | Don't Believe You has taught the
singer a lesson - | can be just like you ... I'lf say it's easily done. The joke is the comedy of manners - we take
it and ourselves so seriously - but it will later take a doctor to point out that it is not poison (Tombstone
Blues).

Happily, all three songs appear in that classic concert when Dylan was certainly not taking himself too
seriously - Hallowe'en 1964. Strangely enough, despite her appearance at this concert and involvement with
some of Dylan's songs, Joan Baez seems not to have got the joke when she left England prematurely in
1965. Diamonds and Rust suggests that she took herself seriously enough to think that she had already
paid the purchase price (for a lien on a man's soul?). She had crowed about a love affair that went on too
long and sang along with one of the three songs at the Town Hall Concert. Perhaps it is sometimes possible
10 take too much for granted or get signals crossed: maybe these comments are straying too far into the area
of "confidential invasion of privacy" - but they are only picking up what Joan Baez has said publicly, and
therefore seem fair game.

Why Apologise?

Bob Forryan suggests we should regret the pain but not the reporting (if pain was caused to the Rotolos by
Ballad In Plain D). "No sense to apologise, what difference would it make?" Mark Carter's brilliant cartoon
history shows an apology ending up in a garbage can - the apology for Dylan's comments at the ECL dinner.
But was there really anything for Dylan to apologise for? Socrates was a self appointed gadfly to his society -
actually, of course, he got swatted.

As Kinky Friedman rightly points out, there is no reason why a good singer-songwriter should make a good
politician: but this does not mean that the comments of a man with the wit to produce brilliant poetry and
songs are not worthy of consideration; it does mean we have to make our own response - "l cannot think for
you, you have to decide". What has brought Dylan to his exalted or idiotically windy position is the brilliance
of his songs - most people, even "Rock critics", speak respectfully of the trilogy of Bringing It All Back
Home, Highway 61 Revisited, Blonde On Blonde. { would add that nobody has wrilten and/or put out
better songs from Long Ago and Far Away to the present 'Never Ending' delights, from Billy 1o Covenant
Woman (just to name a couple of songs from "under-rated” periods).

So should we expect Dylan to apologise for any of his output or for his current tour? As he pointed out in
1984 it is up to the audience to come and watch his concerts if they want to.

Stories In The Press

And judging from the extracts thal have appeared in The Telegraph Al Aronowitz has got it in for Dylan. |
suppose in theory we might have expected some commenis of insight or interest from an insider who has
come to break the bonds of confidence. Personally, | find the sort of reporting expressed by Bueno in The
Telegraph more worthwhile than this name dropping memoir which mainly regrets that its writer had failed to
take copious notes to give us more detail. is Al seriously suggesting that Dylan should have appeared at
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Woodstock? Check out Neil Young's Roll Another Number and Hippie Dream (and he was there). At least
Al does have the grace to counter some of the press on the Isle Of Dylan fiasco - but only after trying to set
up the scene for megalomaniac tantrums backstage (fortunately without much success!).

Poet of the Self

Meanwhile the article by Newcastle professor of English proposes a serious assessment of Dylan as poet,
placing him in a tradition from Emerson and Eliot 1o the Beats. What exactly is all this re-invention of the self
referring to? - is it a theory of Literary Criticism? (As Dylan said in | Don't Believe You it's easily done, just
pretend that you never have met.) | have recently come across a book of Selected Prose by T.S. Eliot which
has the great but objectionable man talking about the impact of poetry on an adolescent, and what in poetry
may be of lasting value: this struck a few chords and actually mentioned the same poets you cited as part of
your sphere of interest. Eliot did not mention WB Yeats - nor | think did you. Do you know much of him? |
must confess to a scandalous lack of engagement with poets Romantic or otherwise - but a general intention
to explore should be put into effect, perhaps beginning with a bit of prodding from you about Blake and the
angel with four faces. This includes Yeats who seems to suffer from the dual disadvantage of being involved
in Irish politics (as an observer | hope!?) and of being a mystic. | have recently come across a book of short
stories "gathered" by Yeats -The Secret Rose - which co-incided with some trains of thought, initially Every
Grain of Sand.

... doorway of Temptation's angry flame

One of the striking / complex images in ene of Dylan's poems - "from the brow of a superbrain"? {(which last
phrase reminds me of one of the bith myths of a Greek deity / personification). | was struggling to
understand

. one of those who have come but seldom info the world, and always for its trouble, the dreamers who mtst
do what they dream, the doers who must dream what they do

(should it be "the dreamers dream what they do"? - or maybe it makes not the slightest difference, rather like
the question whether the correct word in the Highway 61 Revisited sleeve notes is "meaningful or
meaningless*?!) - when | came across:

O Divine Rose of Intellectual Elame, let the gates of thy peace be opened to me at last.

These are the words of a tired “old knight in rusted chain armour®, whose helmet bore the crest of no ford or
king, but a small rose: the rose! Robert Hunter is quoted as saying, with reference to his frequent use of that
symbol in his lyrics (Jackson p.152) "lI've got this one spirit that's laying roses on me”, the rose, he says, is
‘the most prominent image in the human brain ... no better allegory for, dare | say i, life" [different symbolism
claimed in Renaldo and Clara | believe - Ginsberg quoting Dylan!]

| suppose that it could be quite a common image to talk about coming under some influence or entering into
some state by referring to passing through a door- or gate-way; or equally to refer to some quality as a flame
- words .. burning in my soul. 1 am not suggesting that Dylan got this image from Yeats, simply commenting
on the co-incidence. Strangely the story goes on 1o refer to "grains of sand" - in the context of time running
out through a sand timer; whereas Every Grain of Sand is a New Testament reference, | suppose to one of
Jesus's sayings about everything being accounted for by God - even things as numberless as grains of sand
on a beach or hairs on a head.

Interestingly again (Well, | find it so!) another story in the collection, the story of Proud Costello, is on the
theme of Barbara Allen in reverse; there are even two trees planted where they were buried, ashes in this
case, growing inter-twined. In this version it is the woman who is sick for love and the man.

Good grief Jim, just to remember that this was vour initial reaction to Issue 6, soon to be followed up with numerous more letters,
puts me 1o shame for ever having complained of the amourt of time and etfort it took. Thanks for such a detailed response. Starting
with vour last points - and Yeats was ‘omittted’ by me onlv for reasons of space, his presence could almost be taken lor granted - the
comnections, influences and currents in poetic thought and practice are endlessly fascinating. However, due to the inevitable
dwelling on the “eternal verities”, on the basic questions of identity and existence, connections can seem 10 be real and sotid where
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only coincidence exists. This can lead to sloppiness in literary and social "histories” when the co-incidences are compounded by a
loose grouping in time and major philosophical and artistic works are judged by some dubicus zefrgeist theory. There would appear
to be little doubt, however, that Dvlan is well acquainted with the works of Yeats, nor is there any doubt whatever about his
familiarity with the work of Blake. This is why 1 thought that the various enthusiasts of’ Angelina that have writien could mavbe
find relevance in the centrality of the "angel with four faces” in Blake's work. [t is equally, if net more, likely that Dyvlan's
inspiration came straight from The Bible. Just as the number four had various propertics in Magic and lLegend so it had in the
fables of Chritianity. If I had to hazard a guess as to which particular part would be most likely te be in Dvlan's mind, I'd go for
Ezekiel....enough of this though, I've been told off recently for rabbiting on about poets and so forth. Ive also been told off’ for
bringing footbalt into Homer, the siur; so Il combine football and poetry with a slight Dylan connection and annoy nearly everyone
by asking if they heard about Frenchman Eric Cantona's problems at current league champions (did you like that, Mel and Andy?)
Leeds United? Seems like the immensely likeable forward mentioned in a radio interview that his hero was "Rimbaud” and has
been inundated ever since by mementos sent in by his adoring fans - of "Rambe”. Ah well....

Danny Lob

Drab weather, barely audible chatter of some Radio One nerd, newspaper full of war in Eastern Europe, the
tea is cold and stewed. Just your common or garden Bank Holiday Sunday.

The hand turning the pages of the newspaper pauses and trembles, sweat beads the forehead, eyes lose
their focus and there is an aimost overwhelming sense of well being. No, I've hot been groped by a busty
blonde, the cause of my malady is an article glanced out of the corner of my eye in the "pop" page.
Barabara Dickson's new release is an album of Dylan songs. My heart is so full. Bob Dylan has at last
received the recognition he so richly deserves. No doubt he experienced the symptoms | described earier
when he heard the news.

 insist, nay demand, that your next magazine is dedicated entirely to the Dickson album. You must dissect it
track by track and tell us the true meaning behind it. I'll give you three starters:

1. Bobby and Barbara share the same initials
2. Neither of them can sing
3. They're engaged

| await your next magazine in fretful anticipation.

P.S. Bob says stop sending him copies of your fanzine - he doesn't own a dictionary and therefore cannot
understand a word.

Interesting “PS" there, Dan - I may calf vou Dan, T trust - not that I send the magazine to Dyvlan, anyway, and not because | think the
greatest wordsmith of his time would need one. You, on the other hand, are in need of ali the help you can get. I think a dictionary
of the "spelling" variety would do vou some good, I don't want to discourage vou from trving to write - (as I realize that it was oniy
in your forties that vou began to trv and catch up on the education you missed due to the time spent on religious indoctrination
rather than basic literacy) - but, really, vou should get someone to correct vour errors.  They could teach vou to stop being so
jealous of people who've made something of their lives too. However, undemeath vour sarcasn, vou've touched on a good point ->
all these great artists whose surname begins with “D": Dostoyevsky, Dyvlan, Dickens, Dumas, Dick.... And, of course, Dickson for
whon, [ like to think, Dvlan plaved his wondertul version of Answer Me, My Love at Seville last vear.

Also, once vou've mastered basic communication, vou could perhaps study "art appreciation and criticism™. since your comments:

"dissect track by track” and “tell us the true meaning" betray the fact that, once again, you have no idea what you are talking about.
{Readers may refer to a previous letter from the equally dubicusly named, "Robert Robertson™.)

Bryan Gray

Thanks for the copy of the magazine...| look forward to the next issue. Nice variety throughout the issue, thg
ability to browse, and return to sections is enjoyable and the cuttings in Bits & Bobs an interesting aspect, if
even just for curiosity value..and thanks for the more spontaneous and "human” tone of the 'phone line.

Thanks, Brvan, particularly for the word "human” - so much kinder than some other comments! (Especially when our families call
from Scotiand and Finland")
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Rob Breeze

i don't know if you're interested in the comments of a "casual" Dylan fan, but if you are, read on.

| particularly enjoyed the article on Angelina/Foot of Pride - it increased my enjoyement of the songs, which
is what it is all about, | suppose. Also the long press article from the endiess tour - | am often mystified as to
why Dylan insists on churning out second rate albums, performances etc. and this partly explained his
motivation,

| thought the J.R. Stokes item on under the red sky was hilarious - there's far more time, thought and
imagination there than in the album. | don't know what shoes he wears , but the writer can certainly make a
silk purse of an article out of a pig's ear of an album,

Maybe from the above comments you think I'm not enough of an enthusiast to subscribe - let me know and
send my cheque back if { don't qualify. | do actually like a lot of Dylan's work from throughout his career - my
favourite albums (in terms of the ones | go back to again and again) are Hard Rain and Self Portrait, so
maybe {'m a bit of a minority within a minority.

Rob, firstly I never, never return chegues....secondly, you seem a positive Dvlan enthusiast compared 1o some of my readers, so
don't worry that I'm only Interested in people whe blindly adore Dyvlan. We all have our different likes and dislikes. What fascinates
me about your letter is your choice of Hard Rain and Self Portrait as the twe albums vou most go back to. I should hasten to add
that I fove the former dearly - it is an incredible LP; rubbished by (nearly) all at the time but still, to me, as fresh and powerful as
ever. You will have guessed by now that I'm not so keen on Self Portrait - large parts of it leave me cold (well, short of boiling
anyway)! It is the Isle Of Wight stuff, I think, that reaily irritates me. 1 do love some tracks on it, but... Anyway youll {ind that
these two LPs cause fairly polarised reactions among the demented enthusiasts. Each has its share of vociferous supporters and
detractors. (As does ander the red sky - which [ rate highly!)

You are far too self effacing - it is precisely vour feelings and reactions to Dylan that T am interested in. - Indeed this is the best .
thing about running Homer; the teedback. I don't judge the value of someone's opinions on the amount of gigs he's seen or tapes he

owns.
1 think Mr Stokes's From Behind A Burning Bush is alwavs one of the highlights of the magazine. He structures his pieces so

well that they are a pleasure to read, whatever one may feel about his conclusions, Though, he tends to put a fairly convincing case
together as well don't vou think?

Carol Bedford

| picked up issue six of Homer, the sfut recently when in London. | had never seen the magazine before and
was pleasantly surprised. | felt | had to write to express congratulations and thanks. | love the clear layout.

How refreshing to see the emphasis placed back on his work. it had reached the stage where i'd almost
forgotten what he'd done (and continues to do so well.) The reason | first subscribed to a fanzine was in the
hope of an intelligent treatment of the songs. The Telegraph used to do this but, first disassociated itself
from fans and fanzines and, secondly, is now just anecdotal material.

Your editorial especially pleased me, | have recently been almost put off Dylan himself due to the attitude of
some people who write about himt | realize you wouldn't want to join in the back-biting that.goes on but even
John Bauldie expressed the view that Dylan couldn't possibly survive without his fanzine and owed him
something or other. I'm referring specifically to The Telegraph 35 when, in response to Jim Dring's
somewhat excessive letter - 'You've done enough to be recognised' etc. He indicated that yes, he 100 .
thought that Dylan should grant The Telegraph an interview.

Even if one concedes that fanzines provide a publicity service for Dylan, the egotistic attitudes of such writers
renders that function counter-productive since, as I've already stated, they're putting people off Dylan! I'm
reminded, as your piece aptly stated, of Dylan's quote that Feople who think of themselves as being
important when they write about things that are important (page 21 of Biograph booklet, interview with
Camerone Crowe.) They take themselves too seriously, something Dylan would never do. And where's the
humour?
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{Before | continue, I'd like to point out in the interests of fairness that in The Telegraph 12 Mr. Bauldie
stated: Dylan’s office doesn't owe us; Dylan will go on. In addition, none of my comments are intended as an
attack on someone held in such high regard as John Bauidie but, to demonstrate the attitudes | disagree
with, | feel | have to take issue with some of his past comments and current output white formulating my
response to your editorial and what | can gather of Mark Carter's opinions re fans and fanzines.)

| don't mind being called a fan and i don't feel superior to fans of other artists. All this 'Dylan fans are better
than Deadheads' because Dylan's better than the Grateful Dead reminds me of 'my daddy's bigger than your
daddy’.

Therefore, when Mr Bauldie wishes to be considered different or separate from the other fanzines (who he
called “creatures” apparently) in the Q magazine article of January 1987, and when he stales over & over
that he's not running a fan club but a ‘prestigious society of scholars' - 1 almost cheer those honest Elvis folk
who will pay anything for The King's sweat! (Or, as the latest Vox magazine reports, a piece of toast once
nibbled by George Harrison!)

It is interesting to compare the fanzines in that Q magazine article. For instance, the lady who runs the Kate
Bush fanzine, states she'd never ask Kate - who she's in regular contact with - for an interview because she
knows how much Kate dislikes them and, since the magazine is for Kate, there is no question of her owing
them.

As for 'the society of scholars', Homer has obviously picked up that mantle since The Telegraph lately prints
account after account of a person who was in Dylan's company half-an-hour either 25 years ago or last
week. If such is the content, then | don't understand the aloofness. Let's hear it for fans. There's nothing
wrong with them. And | say that knowing all about Mark Chapman and Dylan's somewhat derogatory
comments in the Biograph booklet. He should be flattered he has so many who are so devoted - and, who
knows, he may be in his more ‘uncool' moments.

I'm simply arguing for consistency, if people are going to divert attention away from the work to the person,
then they shouldn't put down "fans". One of the most refreshing people in the Dylan world is Professor
Christopher Ricks. He begins his lectures with the disarming admission (confession?): I'm absolutely
besotted by the man. I makes everyone feel welcome and equal. They are there to learn about and
celebrate Dylan's work and their appreciation of it together.

Another irony is in Mark Carter's opinion that Dylan should acknowledge those who attend several concerts.
He may be doing just that! If he sees the same face every night, then he'll naturally assume everyone sees
several concerts at a time - which is not true of the majority of his audience. Therefore, gach concert isn't
important, so this may be contributing to his complacent manner that the press keep harping on about.
Again, this is counter-productive.

However, since your piece validated my own feelings, I'd like to see Mark's original open letter. See, i'd have
loved to see your and his comments in full. Some of us out here don't subscribe to every fanzine, aithough |
appreciate your desire to avoid obvious duplication with other fanzines.

You say that the Record Collector has commented on the “childish behaviour of Dylan fans." Was this a
passing observation while discussing some other topic or was it an expanded view on Dylan fans?
Whichever, which issue of Record Collector? And, if an aside, whal was the article about? Not that | like her
much but Janet Street Porter once said that the worst thing about Dylan is his fans!

Lastly, (I swear it!), you're right when you add that "perhaps any fandom" lacks humour. You ain't seen
nothing like the angry hysteria provoked if you say you suspect that any of the 4 Beatles or Elvis are only
human to one of their respective followers. It makes the most myopic Dylan fan a model of rationality!

So much going on here, Carol, I hardly know where to start - thanks for such a lengthy and detailed response to your tirst Homer,
the sfur., [ find it interesting that vou favour the previous Telegrapht concentration on performances rather than personal history; 1
do myself - grateful as I am for all issues. I suspect it may be a temporany matter of degree and, when new Dvlan work appears it
will be given due atiention. (under the red sky was an example of this.)' 1 think that if' ] answer vou at length re fans and fandom 1
will only be repeating mvself. Suffice to sav that I think some perspective and humour are always essential. Dyvlan, himself, is the
important figure and he has a great sense of humour. I've never seen the Q article from 1987 that you mention - but it sounds like

Since both Carol and I wrote the above another issue of The Telegraph has ¢merged - and concentrated on the "new" Basement Tapes.
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maybe there was some humour involved there? Speaking of humour, your 'my daddy s bigger..” comment reminded mic of a
glorious PEANUTS cartoon on this theme:

"My daddy’s more interested in Foreign Policy than your daddy”. "Good Grief™.

A dialogue to bring 1o mind the next tme dnyone boasts about how many concerts they've seen or tapes they have! As Bob
Forryan perspicaciously remarks in his article in this issue quantity of exposure has no neeessary tink with quality of pereeption,

[ began Homer for the reason you mention, namely getting back to the songs and shows themscelves; I'm trying 1o be analytical
but understandable, scrious but fun.

I' ask Mark if [ can send on his full correspondence, the edited version appeared in IS18 42 pp35-26.

The Record Collector picce appueared in Issue 153 during a review of lan Woodward's booklet on background information to The

Bootleg Series,

Michael Gerfin

After being sceptical at first | very soon began to enjoy Homer. | find the approach you take very interesting .
t especially like Focus On with its compilation of different and often diverging comments on a particular
song. And J.R. Stokes' pieces in From Behind A Burning Bush are very well written and offer some very
interesting ideas and thoughts And somebody lelling us his/her impressions of a whole album is something
that definitely belongs to the important things in a Dylan (or anybody) magazine. Disagreement is
unavoidable (I cannot understand why someone doesn? like Stuck Inside Of Mobile..., too), but this makes
the whole business interesting.

Keep up the good work. | am looking forward to the new issues and to the back issues of Homer. the siut.

Thanks very much Michacl, I" m glad that vou've been "won over™ and hope that you like this issue oo,

Sl0iD [ROIDS
(Hevme 1692
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Michael Gray: A NOTE ON: Page 10f2

Homer, the siut is pleased to announce the beginning of a new, regular, column by
Michael Gray. Each issue will contain A NOTE ON: - we start with:-

BOB DYLAN, BUDDY HOLLY AND THE ASPIRATED GLOTTAL STOP

In a fong lost arlicle | re-discovered recently - Wo-Uh-Ho Peggy Sue: Exploring a
Teenage Queen Linguistically, in R Serge Denisoff's journal Popular Music & Society
(Bowling Green, Ohio, USA, Voi 2, No 3, Spring 1973) - contributor Maury Dean
concludes that Dylan killed off the aspirated glottal stop - the "wo-uh-ho" that Buddy Holly
patented. But s/he has to conclude this, having begun by arguing that the aspirated
glottal stop first arose in the early rock years to irradiate uninteresting lyrics with a
non-language expressiveness: that "wo-uh-hoes" were born out of need, to compensate
for all the obligatory "please be true"s. It must follow from this that, as Dean puts it:

Where have all the 'wo-uh-hoes' gone? ... From a musical nativity of Hollyesque
gimmicks and Shannon falsettoes, Dylan moved over to lyric poetry, and so did
everybody else. Baroque vocalics evaporated ... The aspirated glottal stop dinosaur
was hunted down by a tribe of troubadours and poets.

Well of course in one way this was true: or rather, something similar is a truism - namely
that Bob Dylan showed rock'n'roll how to grow up and be able to say things about a real
world beyond bedroom walls of panting teenage angst. But was it thaf process that killed
off the aspirated glottal stop? That would make it seem as if somehow Holly and Dylan
were on opposite sides, whereas it is clear how much as one they are in spirit.

The pertinent, disentangling fact here is that before Bob Dylan ever made a record, let
alone a rock'n'roll one with grown-up words, the aspirated glottal stop had already
switched from being a tiny part of Buddy Holly's immensely resourceful expressive
armoury to being an exaggerated device, an impoverished mechanism for insipid
imitators. "Hollyesque gimmicks and Shannon falsettoes” can only refer to that in-limbo
era after Holly's bodily death and just before Bob Dylan's musical birth.

By 1961, when rock'n'roll but rarely made the charts anymore, the aspirated glottal stop
was already uncomfortably implanted in the soggy body of Paramoronic, Vintonised,
Tillotsonated, Roed and Berried pop that had replaced rock'n'roll and filled up the charts.
Dylan didn't need to kil it. By then it was just a gimmick and therefore already deader
than Buddy Holly will ever be.

In any case, Bob Dylan, with his rich variety of voices - voices that can carve out syliables
as if from stone and make numinous words as unpoetically ordinary as "dollar", "road"
and "hand" is the last person Maury Dean should ook to as offering a division between
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"hand" is the last person Maury Dean should look to as offering a division between those
with vocal style and those who sing “important words". No-one who appreciates Bob Dytan
Qr Buddy Holly could go along with the idea that someone singing "poetry”, or social
comment, should abandon all vocal devices in favour of some sort of unadorned
"straight-forwardness". This is not the Bob Dylan but the Pete Seeger worldview - and
Pete Seeger could no more have killed off the aspirated glottal stop than Lee Harvey
Oswald.

© Michael Gray, 1992.

Buddy Holly explains the point to the Everly Brothers

et !

-',»:f.-f.-'.c{f.f_t{%ﬂ:{.&%éﬁ{éﬁ‘ft.A..,..- ZrE

It's OK Boys, you can record Lay Lady Lay - it wasn't him that killed off my aspirated glottal stops
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JRS: FROM BEHIND A BURNING BUSH

Palge 1of3

congratulations, You're A Big Girl

(Pictures from Love's Other Side)

Joy & Woe are wover fine,

a Clothing for the Soul divine,
Under every grief & pine

runs a joy with sitken twine.

It is right it should be so;

man was made for Joy & Woe,
and when this we rightly know,
Thro' the World we safely go.

On Wednesday the 25th January 1961 an old man lay
dying in the Greystone Park Hospital, a home for the
mentally disturbed situated near Morris Plams, New
Jersey. The day had started just like all (the other days
since the old man had been committed 1o the care of
this bleak Institution some S years before. He awoke to
{ind that, no matter how hard he tried, he still couldn't
stop his hands from shaking for long enough (0 enable
him to hold a cup and saucer without spilling and
dribbling, he still couldnt light his own cigaretie
without burning his bedclothes and the muscies of his
vocal chords were still unable o resound and declare
o the world what he could quite capably declare to
himseif inside his mind. His train of words was
derailed somewhere, for whilst he could easily string
together sentences, paragraphs and pages inside his
head, they would only get emitied from his mouth as
unintelligible utterances, half-words and mumbles.

The nurses came along and humoured him, they helped
him to drink without spilling and they it his cigarettes.
The doctors had told them that this old man was very
sick. He suffered from constant delusions. Like the
stories he had made up about having written more than
a thousand songs, he also claimed that he had written a
novel and he had said that he had made records for the
Library of Congress. No-one really took any notice of
these wild ramblings and, anyway, the old man's
discase just couldnt be treated. His medication was
designed to calm him, not cure him,

Something did happen, however, 10 make that
Wednesday special for the old man, He had a visitor -
a scruffy kid with a guitar had remonstrated with the
Ward Staff, begging them (o let him in (o talk 10 the
old man. The kid had told the nurses that he had
hitch-hiked all the way from his home lown in
Minnesola just 10 be with the old man. He wouldn't
keep him long, he wouldn't overexcite him, perhaps
he'd just play something on his guitar 10 cheer up the
old man. The nurses couldn't see any harm in it s0 they
let the kid through.

Reaching his bedside, the visitor looked down at the
decaying old man who was barcly able (o 1ift his head

Auguries of Innocence
William Blake

in greeting. It was a precious moment {rozen in time,
encapsulating the going out and the coming in; the old

_and the new: the old man's creative life had ended, the

kid's creative life was just beginning. The visitor (ook
the patient's trembling hand and that first touch forged
another link in the chain. For the old man was Woody
Guthrie, the scrufly young kid with a guitar was Bob
Dylan.

The two folk singers mel on many more 0CCasions
after this initial introduction at the Greystone Park
Hospital and in his 11 Qudined Epitaphs Dylan wrote
about his relationship with Woody:

Woody never made me fear

and he didn't trample any hopes

for he just carried a Book of Man
an'gave itt'me t' read awhile

an'from it | learned my greatest lesson.

If indeed there was such a book then a central
character in Woody's Book of Man would have been
his mother Nora Guthrie, The pages would surely have
cchoed with the songs she sang Lo Woody when he was
a child, with one song in particular having full pride of
place; the song containing the following verse:

A picture from life’s other side

Somebody has feil by the way

And a life has gone out with the tide

That might have been happy someday.
Some poor mother at home

Is watching and waiting alone.

Longing to hear from her loved one so dear,
That's a picture from life's other side.

There would have been many pictures from life's
"other side” in Woody's Book of Man, indeed enough
to fill an entire portrait gallery of characters who do
not [it squarcly into their allotied place in society. of
cutcasts and afl those in taken-for-granted situations;
{or Woody was a Champion of the Underdog and that
remained his song throughout his creative life,
Although these words  were  attributed 10 the
unfortunate Tom Joad in Woody's long story-ballad of
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the same name, they reatly summed up Woody's own
altitude towards his feltow man:

Wherever little children ate hungry and cry
Wherever people ain't free.

Wherever men are fightin' for their rights
That's where I'm gonna be, Ma.
That's where /'m gonna be.

There would also have been pictures of human tragedy
and suffering in Woody's book; pictures from the
"other side™ of his own life and each picture would tell
a4 story:- the story of how he witnessed the
deterioration of the mental condition of his own
mother until she was ultimately admitled to an Insanc
Asylum; the story of his favourite elder sister Clara
who died at the age of 14 years alter being badly
burned in an accident with a kerosene lamp; the story
of how history repeated itself when his own beloved
daughter Cathy, for whom he wrote hundreds of poems
and songs, died at the tender age of 4 years afler
suffering burns in an accident caused by an clectrical
wiring faill; and the story of how the free bird of his
own creative spirit was so unfairly caught and caged
by the same terrifying disease that ook his mother.

To complete Woody's Book of Man, there would have
been pictures from loves' "other side"; iHustrations of
the crestlallen and broken hearted, of those who had
been shattered to picces by the untimely ending of a
love affair. Woody himself was no stranger to the jails
ol those who are imprisoned by their emotions, He
foved passionately and intensely but he suffered the
anxiety and despair of 3 broken marriages and the
dissatisfaction at the termination of innumerable other
liaisons with the opposite sex. He must have spent
many lonely, restless hours wondering exactly what he
had done wrong for such havoc to be wreaked upon his
personal relationships, and the image of Woody in
such circumstances is, in itself, a picture of loves'
"other side”.

So perhaps that then would have been Woody
Guithric's Book of Man a book bulging with pictures
Irom the "other side” of life and love: that darkened
side that bebolds the tragedy and despair of the
individual characters in the book o match the tragedy
and despair suffered by Woody in his own lile, And
the greatest tesson to be learned from such a book
would surely be how 1o accept that tragedy and despair
is part of life, that the circumstances of those two
impostors have to be met {ace to face and their storics
toid without regret or shame,

Dvlan puts this lesson squarely into practice in two
songs which, although recorded many years apart,
have strikingly similar images and both paint piciures
from foves' "other side”. i.e. pictures of somcone who

has fost his special love entirely because of his own

conduct and who s thus rendered 10 a state of
despairing sorrow with a sense of bitlerness pointed at
his former lover. The two songs are You're A Big Girl
Now first recorded at Columbia's A & R Studios in
New York in Sepiember 1974; and Congratulations
recorded  (together with the remaining  Travelling
Withury's) almost 14 years later in Dylan's Malibu
garage in April 1988. (I would contend that Dylan was
solely responsible for the composition of this song -
indeed unlike other Wilbury songs, it is copywriled by
Special Rider Music).

The similaritics in these songs are so very close that it
would seem that, despite the number of yecars belween
their recordings, they could have been writien at the
same time and directed towards the same person. For
instance both songs concern a former fover of the
singer who was, al some slage; very importani to him.
Dylan stresses that importance in the course of
describing the effect on him of the couples separation.
In You're A Big Girl Now the singer is

...going out of my mind with a pain that stops and starts
ever since we've been aparl.

In Congratulations he sings

! guess ! must have foved you more than | ever knew
My world is empty now ‘cause it don't have you,

In both songs the result of the separation is the cause
of some physical damage to the singer's heart; the pain
in You're A Big Girl Now is "like a corkscrew to my
heart" whereas the hurt suffered to the heart in
Congratulations is a result of her "tearing it all apart.”
(It is interesting Lo note that it is of course not possible
Lo physically tear a heart apart but of course it is quite
possible to tear apart a piece of paper like a marriage
certificate or a palimony contract).

The singer is the casualty of the broken affair in both
songs, in You're A Big Girl Now he is "back in the
rain” and in Congratulations he is left "in neced";
whereas the former lover is the one who seems to have
bettered by the separation: in You're A Big Girl Now
she is "on dry land” and in Congratulations she "finally
did succeed.”

There is, in both songs, the promise that the singer
would mend his crrant ways 10 bring about an
improved situation il they both stuck together. "I can
change 1 swear” he promises in You're A Big Girl
Now and in Congratulations he sings "If T had just
one more chance to win your heart again, I would do
things differently..." But time scems 10 have run oul
for hoth of them, in You're A Big Girl Now "lime is a
jet plane, it moves too fast” and in Congratulations
the lyric is simply "now it's 100 Jate".
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The singer also atludes to his mental condition in both
songs. In You're A Big Girl Now he is said 10 be
“going out of my mind" and in Congratulations whilst
he lays alone in his bed, he has "an image of you going
round in my head.” There are also references to some
kind of financial sctlement, in Congratulations he
confirms "You've got a good deal” and in You're A
Big Girl Now he sings about "the price I have to pay".
Certain lines with sexual undertones also appear: in
You're A Big Girl Now he is singing to a girl who has
gonc "all the way" and in Congratulations she always
“came out on top”

Bylan also uscs the image of a bird in both songs 10
perform a clever juxtaposition between freedom and
slavery, for whereas a bird is usually associated with
frcedom ("as free as a bird™) in the context of these
songs, the image of the bird is used 10 underline the
sorrow  of the singers enslaved heart. In
Congratulations he sings:

This morming [ looked out my window and found.
A biuebird singing but there was no-ong around.

In You're A Big Girl Now there is a:

Bird on the horizon, sittin’ on a fence,

He's singin’ his song for me at his own expense.
And I'm just like that bird,

Singin’ just for you.

1 hope that you can hear,

Hear me singin’ through these tears.

Dylan also has a parting shot in both songs lor the
former lover who has burned him so  badly;
bitter/sweet expressions of sarcasm that go o make up
the very title 1o cach song: in the carlier song it is
"You're a big girl now" and in the later song it is
"Congratulations”.

Ultimately however the common denominator for
these songs is that they both paint a picture of loves'
“other side"; they both describe the hurt and the pain
rather than the joy and the pleasure of love. So, like
Woody Guthrie before him, Bob Dylan has opened his
own Book of Man and has given it 10 us 1o read awhiic.
The time and the words are different but the lesson, for
us - the readers, remains the same.

Notes

A Life" - by Joe Klein.

picces wogether.

1. The biographical deails concerning Woody Guthrie are taken from the excellent book "Woody Guthrie -

2. With thanks to Dave Heath who gave me the jig-saw of this article. My part was casy, 1 just had to put the
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Fare Thee Well

Another issue completed, it is time to look to the future. The next issue should
be out on February 1st; it shall not lack for content with the new album, the
tribute concert, the "new, new, new Basement Tapes" and goodness knows
what else by then (another tour methinks). There wiil be all the regular columns
too, with Michael Gray's A Note On: now joining From Behind A Burning
Bush and the others. The Focus On will probably come from Street Legal . |
shall simultaneously be preparing the second subscriber special for which |
already have a surfeit of articles! It is intended to be on "Covers and
Coilaborations”, but at the rate I'm accruing material might just be on
"Collaborations",

ENJOY the new album, | look forward to meeting you at Leicester - particularly
on the Friday as there never is time to chat on the Saturday. If you're not going
there, drop me a line and let me know what you think of the album, this issue
etc. Keep on keepin' on.

[t won't cost you a leg

Subscription Rates for issues 8-10 inclusive pius one special issue: UK = £12.50, Europe
£20:00, Rest Of World £25:00. (USA via Rolling Tomes - see Ads).
Chegques, payable to "Homer"; send to PO BOX 1494, Fulham, SW6 6PU.
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