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ABSTRACT

| Am America Singing: Bob Dylan’s Identity Unifigthirough Linguistic Performance

Doctor of Philosophy Dissertation by
Erin Colleen Callahan

The Caspersen School of Graduate Studies
Drew University May 2014

Focus on his biography and his performance in tadianhas long been the basis of
interpretation of Bob Dylan’s identity. This hasulted in the accepted critical theory of
Dylan’s identity as mercurial and lacking a cenipskity. However, as Michael
Strachan argues, rock biography is an unstableedsuause it treats its subjects as
mysteries that require solving, placing the biogeapas the protagonist who can decode
the riddle. This is compounded by rock and rdlirjalism’s function in maintaining the
standard in the canon of rock and roll. For tk&son, these are inadequate media
through which to analyze contemporary subjectigitydentity, especially one that has
been historically treated as complex like Bob Diddras. Inl Am America Singind,
argue that, because of his distrust of the medyaris performance is a deliberate ruse
of word games, shifts, and inconsistencies, antttieaexamination of the basic speech
patterns the personae use provides a clearer wanéirsg of his identity. It is through
this focus that the shifts in voices and persormetpo an identity unified through

linguistic patterns common to American speech.
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Chapter 1

Pop Culture Mythopoeia: The Creation of “Bob Dylan”

On July 23, 2009, Bob Dylan was arrested in LongnBh, New Jersey when
homeowners reported that a strange-looking mamnwzadlered into their yard. Dylan,
on a tour stop and trying to be anonymous whilental walk through town, had left his
identification at the venue at which he’d laterfpen with Willie Nelson and John
Mellencamp. The homeowners called the police pomethat “an eccentric-looking old
man” was peering through a window of their homeicWlwas for sale (Harris 2). He was
detained by an officer in her twenties, Kristie Bylwho, along with the homeowners,
did not recognize the elder musician, but were niamaliar with his iconic
representation from the early 1960s. Buble didoatieve that the man was Bob Dylan,
but rather thought, “[w]e see a lot of people onloeat, and | wasn'’t sure if he came
from one of our hospitals or something” (Francegc&he brought Dylan back to the
hotel and convention center where he was schedolpéerform to confirm his identity.
When she asked for Dylan’s identification, his ngargporoduced Dylan’s passport. In
her defense, Buble said, “Now I've seen pictureBalh Dylan from a long time ago and
he didn’t look like Bob Dylan to me at all. He wasaring sweatpants tucked into black
rain boots, and two raincoats with the hood putledn over his head” (Francescani).
Buble was later met at the venue by her older Sertgevho looked in the squad car and
said, “That is not Bob Dylan” (Francescani). Olded in his street clothes, Dylan did not
bear any resemblance to the way he looked in tB8sl9he dissonance between the

homeowners’, Buble’s, and the Sergeant’s respaseglan, the “eccentric old man”



they encountered, and the iconic figure of Dylathwvhich they were more familiar was
based on their expectations of Dylan and Dylanénidy from the pop culture
mythology that he has helped create and that hexs dreated around him (Francescani).

This is one of the challenges in the interpretatind presentation of Bob Dylan’s
identity: it is the result of narrative constructim which language doesn’t merely
represent reality, but creates reality. The redtigt has been created is the concept of
Dylan’s identity, and the current theory appliedttis that he is a “hollow man” without
a stable core or that he lacks a central ipseltis i& because the language through which
Dylan’s identity has been created is the langudgitusions and is, therefore, unstable.
Because of this, he is perceived and understoodigihr stories that are true, half-true,
important, unimportant, fabricated, or misinterptethat have been told by both Dylan
and his contemporaries. Subsequently, the wayleeeppond to and interpret Dylan is
the effect of his performance in the press, duwhich he played word and language
games, primary source interviews conducted witraDy Hibbing, Minneapolis, and
Greenwich Village friends, acquaintances, and Yelousicians based on their
experiences and memories of him, and biographigsark and roll journalism.

The narratives that have contributed to the constmi of the mythology
associated with Dylan’s identity rely upon systeshsommunications dependent upon
semiological language. This semiology establish@armas the sign for which the
language most commonly used to describe him, lgenius,” “mercurial,” or “voice of a

generation,” signifies a pop culture icon who hasrbwitness to, shaped, and chronicled

! In Narrative ChanceGerald Vizenor cites Vincent Leitch’s argument frBvaconstructive Critisicm,
“[tlhe world is a text, . .,.and nothing stands behind the world of tropes beeauiteral language does not
exist, except in illusions” (5).



a great expanse of American history. He is, howewest closely associated with two
key periods in his career: 1961-1966 and 1997-tjindus current production, the former
being the seminal period in establishing the Dytaythos. In the mid-twentieth century,
the development of mass media aided in their disggmn. The mass media also creates
myth about individuals in popular culture and ieihces the creation of mythologies
about events and people that exist in the pubhespbecause myth is “a type of speech”
and “everything can be a myth provided it is coratepy a discourse” (Barthes 109).
Just as anything that exists is subject to langaatgeand narrative construction,
everything in the public sphere is subject to mpthwia. Further, myths that exist in the
collective memory of any society are historicalg fproduct of oral tradition, but they
also, “can consist of modes of writing or of regm@stions; not only written discourse,
but also photography, cinema, reporting, sportnwsh@ublicity, all these can serve as a
support to mythical speech”(Barthes 109). Thievislent in the way in which celebrities
were and have been treated since the developmeésthoiology that provided for the
increased dissemination of information about thériore than just focusing on his or her
works, media shifted the focus to the minutiaehef artist’s life and to finding
connections between the artist and his or her wiils gave media, including print and
film, a larger role in the creation of Dylan’s idiy as it exists and persists in popular
culture and as part of the collective unconscious.

Dylan’s mythology begins when he arrived in New K@ity in the winter of
1961 and became part of the Greenwich Village éollamunity that was comprised of
remnants of the Old Left and the Beats and thedmmgpg New Left. The ideas of these

successive movements were congruent in that thprgsented the interests of the fringe



or underrepresented factions of American culturese existing outside of the hegemony
that dictated the socio-culture norms that were tmbedded in religious doctrine and
practice, mass media content, wage structureslakign of housing, welfare/taxation
policies and so forth. . . .” (Connell 184). Tlkfcommunity was grounded in the
American folk tradition of country, bluegrass, dldes music, American culture, and the
notion that the nation’s founding documents weasanct and protected the liberties
and dignity of all Americans. The America thatytlgave voice to was not the post-war
less commercialized and commodified America represkin advertising, in pop music,
on television, or on the radio. That was “maieain” or hegemonic America. Dylan
“thought of mainstream culture as lame as hellabd trick” (Chronicles35). Rather,

the folk community felt a sense of responsibilaward a less-commodified or
commercial reality. Folk singer John Cohen arated that, “[w]e also seemed to
represent some idea about, excuse the expressiegrity, or standing for something
authentic or real in music” (Scorsese 1:01:09-1t@1: He continued, “I think we were
set up as a pillar of virtue” (Scorsese 1:01:31:1B0). Though others in Greenwich
Village, like Dave van Ronk, were dedicated to tdeology, Dylan’s quickly achieved
success made him a relative representative oftltaenticity or integrity.

Dylan attributes his feelings of alienation frone thegemonic culture in which he
was raised and a search for an authentic Selfttothe feeling that mainstream culture
was a farce and that he was born “far away” fronengrand who he was meant to be. He
was searching for a place that felt like home andlantity that felt more natural to him
(Scorsese 0:53-1:01). Dylan’s ennui was not unigueias endemic to many Baby

Boomers who felt their parents’ capitalist and eoner-driven lives lacked meaning and



substance. For that reason, Dylan’s initial appadion of the Woody Guthrie-esque
folk identity is one which he would argue was maughentic than the one into which he
had been born. However, it is arguably an afféthe post-war era in which
individuality and identity construction are moldeylthe society in which he lived,
including media images, rather than springing faminternal sourcé.Summarily,
Dylan’s search for an authentic identity initiatlsulted in a construction and assumption
of a preexisting folk trope, one that he borroweht his radio, literary, and musical
influences, primarily Woody Guthrie. His introjear of the folk counterculture persona
blurred the distinction between the media repredmmts of the folk musicians and
ideology and his developing SélEommenting on this, SDS founding member Tom
Hayden noted that the media saturation causedogfie.tbecome addicted to the media
environment. . . Your identity gradually becomesrsmlved that you don’t know who
you are except in relation to technology, media enogvds” (Miller 308).

The initial confusion surrounding Dylan’s identliggan with his misleading
history or origination stories, which have beenwutoented in early interviews and retold
by myriad biographers and journalists. To be sDggan began stretching the truth when
still in Minnesota, telling friends that he tour@th Bobby Vee or that he was Bobby
Vee, but it was difficult for him to completely meate his identity as he did in New

York. In No Direction Homelzzy Young, former owner of the Folklore Center in

% This theory of identity construction is historieizin Herbert Marcuse’s 1964 woBlne-Dimensional

Man. It is used here to illustrate how Dylan’s earlykfadentity construction was the sum of external rmed
influences rather than a natural internal develagroéSelf. David Reisman also describes this
phenomenon as “other directed” in his 1961 wbhle Lonely Crowd.

3 The concept of “introjection suggests a varietyasétively spontaneous processes by which a Sgth)
transposes the “outer” into the “inner.” Thus ifgaion implies the existences of an inner dimemsio
distinguished from and even antagonistic to there exigencies—an individual consciousness and an
individual unconsciousnesgpart frompublic opinion and behavior” (10).



Greenwich Village, reads Dylan’s entry into a joalrkept at the Folklore Center: “l was
born in Duluth, Minnesota in 1941, moved to Gallbjgw Mexico. Then until now, |
lived in lowa, South Dakota, Kansas, North Dakédaa little bit. Started playing in
carnivals when | was 14 with guitar and piano” (Sese 57:21-57:36). Young continues
to read from the journal, noting people Dylan daecknew or played with and admits he
should have known Dylan was not telling the trutthe only truth in his biographical
entry in Young'’s journal was that he was born idubuin 1941. The rest was a
narrative constructed to create an adopted idem@yher than honestly represent his
rather normal, middle-class, Jewish, Midwesternrungfing, Dylan created an identity
based on a Hobo ideal, emulating the characteepted in Woody Guthrie’Bound for
Glory that he believed represented folk authenticRpbert Shelton acknowledges that
for Dylan, “Woody symbolized the strongest fiberstimerican folk culture — empathy
for the downtrodden, dislike for the sham, joy ingit, the independence of a man who
can’t be bought, and a sense of justice that fohtedto speak up or sing out when he
saw people being pushed around” (78).

That is the identity Dylan channeled, emulated, mre$ented to the press. He
used the media to mold his image early in his caweleich established the language used
to create his mythology. When Cynthia Goodingmvieaved him on WBAI Radio New
York in 1962, Dylan continued to mask his pastddiirtg her, in response to her question
about what he was doing in Minneapolis, where sttegreviously met him, “I'd just
come in from South Dakota, that was about threesyago...yeah, I'd come in from
Sioux Falls, that was the only place you didn'tda&w go too far to find the Mississippi

River — it runs right through the town” (Gooding Dylan’s image and identity creation,



the orphaned Huck Finn-esque character steepethagriBana and American tradition,
continued into May of 1963 during his radio intewiwith Studs Terkel. In the
interview, he again confirms that he is from Minoias but embellishes a story about his
uncle’s having taken him to see Woody Guthrie imBnk, California when he was ten
(Terkel 6-7). Dylan did not deliberately hide hissp but began to perform a persona
he’'d experienced through media that felt more @étiorhim than the one into which
he’'d been born. Subsequently, Dylan performedregoe in public that was counter to
the reality in which he had been reared. In deiaghe violated the perceived integrity
or authenticity of the folk movement, but also bithed the origin of Dylan’s
mythology as the vagabond folk prodigy.

Dylan’s appropriation of the folk and folk musiceiatity was successful because
it is deeply rooted in American tradition. Howeveile myths that exist in popular culture
most closely associated to Dylan’s identity perfante, regardless of its iteration, focus
on or layer what is signified by the antecedentitians’. Speech about or
representations of Dylan either isolate or marryynare-existing mythological
frameworks of American culture and history, inchglthe myth of Robert Johnson at the
crossroads, the heroic, yet transient, figure effttk singer, the rogue, the American
Wild West, and the reluctant superstar.

Dylan’s folk music education is one example. Wherwas a student at the
University of Minnesota playing in clubs in the acint neighborhood Dinkytown, he

was considered an average singer and songwritengie peers, imitating the folk and

* Once it has been established, myth is also effedti creating a reality in collective unconscious:
“[m]ythical speech is made of a material which hlxeadybeen worked on so as to make it suitable for
communication: it is because all the materials gfmfwhether pictorial or written) presuppose a
signifying consciousness, that one can reason ahent while discounting their substance” (Barth&8)1



blues singers he admired, like Woody Guthrie or &&ahipscomb. After having been in
New York City for a few months, Dylan transformexda a formidable writer and
performer. When he visited Minneapolis in May 861 the improvement in his
performance was such a radical change that thosesaxu him perform during his visit
have presented it as if Dylan must have made atiBaugeal to make it so. Tony Glover,
Dylan’s friend from Minneapolis, observed of Dylarprogress in his short absence, 'He
was playing at a party and it was like a wholeat#ht guy. You hear those stories about
the blues men who go out to the crossroads anthsalisouls to the devil and come back
all of a sudden able to do stuff — Robert John§ommy Johnson — that old mythology.

It was one of those kind of deals almost” (Scor€e%84-53:50). This story, retold many
times, that it has been appropriated as part obDgian mythology.

The pre-existing material or myth with which Dylsnassociated is the story of
the blues singer, Robert Johnson’s rapid developwofayuitar skills. Johnson’s legend
or myth exists in many variations, reimagined bytevs like Greil Marcus and Gayle
Dean Wardlow. The most prominent is that Johnsomt wet to the crossroads and met
the Devil who tuned and played his guitar givinmhhe skills of a master. Dylan’s
mastery of the finger-picking technique, cross-Haapmonica, and performance in the
four or five months he had been in New York wasesoarkable that it seemed like a
modern version of the Johnson myth. The allussmmibes a mythic aura to the twenty-
one year old Dylan prior to Sheltori&ew York Timeeeview of him four months later.
Dylan recognized that the Johnson Crossroads madlcbmmonly been ascribed to him
in 2005 when he said, “That’s when | went to thessroad and made a, a big deal...ya

know? Like...yeah one night and ah, | went back torMapolis and ah, they were like,



‘Where’s this guy been?’ Ya know? ‘He’s been at@ressroads™ (Scorsese 54:15-
54:32). The absorption of this myth into Dylan&arative placed him in the pantheon of
American musicians even before he had releasefistiglbum.

This image of Dylan, the Guthrie-eque prodigy wherged poetry, folk music,
and popular culture, is the representation mosetjoassociated with him. Because the
focus of Dylan’s mythology is placed on his eardyeer, the myth-language associated
with him originated in that early period. It folleswhat his identity is also associated with
the folk revival and deviations from that perceiajinal identity are considered
violations of his authenticity. While Dylan wascreating his personal narrative in the
Greenwich Village folk community and in intervievtke media also helped shape his
public persona and myth through their interpretaiad presentation of him beginning
with Robert Shelton’s seminal September 29, 196% York Timeeeview of Dylan’s
opening-act performance at Gerde’s Folk City ont&aper 26. The review focused
more about Dylan’s act than he did about the headjiGreenbriar Boys. Shelton
heralded Dylan’s arrival as a major figure in thikfmusic scene, writing, “[a]lthough
only 20 years old, Bob Dylan is one of the mostidicsive stylists to play in a Manhattan
cabaret in months” (gtd. in Shelton 122). He ammid, noting Dylan’s Huck Finn hat
and writing, “[h]is clothes may need a bit of taihg, but when he works his guitar,
harmonica or piano and composes new songs fastet can remember them, there is
no doubt that he is bursting at the seams witmtalgtd. in Shelton 122). The allusion
to Huck Finn, which would be revisited by journtdiand biographers, specifically Greil
Marcus inMystery Train helped further create Dylan’s image as a freeelvhe,

traveling orphan and also utilized pre-existing#s, as the Robert Johnson myth had.
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Shelton’s review continued with recognition of Dylareticence about revealing his
past, but also presented a prediction about hiseidmate future: “Dylan is vague about
his antecedents and birthplace, but it mattersvid®se he’s been than where he is going,
and that would seem to be straight up” (gtd. inl®hel22). The piece ended with a
review of the Greenbriar Boys’ performance, butdrtele’s layout and the amount of
text Shelton dedicated to Dylan positioned himazsf point of the article. It was clear
that Dylan was the musician worth seeing and theenmportant talent. The focus on
Dylan, the young newcomer, engendered resentmem@some of the other performers
who felt the review gave undeserved and exaggepatase. Shelton’s article received
mixed reviews in the Greenwich Village folk commiynbut his critique of Dylan as a
fast-rising talent assisted Dylan’s ascension ard Bim a studio session with Carolyn
Hester.

Two other aspects of Shelton’s review help esthlithe Dylan myth. First,
Shelton compares Dylan to or describes him witleioglements of Americana like, “the
rude beauty of a Southern field hand musing in ohelin his back porch,” “a vaudeville
actor,” and “beatnik,” all of which are part of thellective unconscious or ideas and
figures that have already been worked through ireAcan culture and literature, and
help create a mythical identity for Dylan. Secgn@helton ends his review, “But if not
for every taste, his music-making has the markrigfireality and inspiration, all the more
noteworthy for his youth.” (gqtd. in Shelton 122hi3 underpins his initial assessment
that Dylan’s talent was unique, distinguishing Himom his peers, and that his past was a
mystery. Both of these became part of the lexicwhtzave been revisited, revised, and

continued in subsequent publications.
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Shelton’s initial review of Dylan, coupled with wiha&as printed about him in
periodicals such aroadsides, Sing Out!, The Saturday Evening Poatdvhoiselle,
Time, Rolling Stonend other publications in the short period of frb@%1-1966 and the
early Studs Terkel and Cynthia Gooding intervievesated the language and shaped the
narrative about Dylan’s identity in his early categhich is the iconic figure of Dylan
that exists in popular culture. In “An Open LetiemBob Dylan,” Irwin Silber ofSing
Out! addresses what he feels are some of the issues gk facing as a result of his
fast-acquired fame. Silber writes to Dylan, “...&liee that, all of a sudden, you have
become a pheenom, a VIP, a celebrity. A lot hggpéaed to you in these past two years,
Bob — a lot more than most of us thought possif@&). The letter continues noting that
Dylan, more than any other musician with the exoepdf Woody Guthrie, has been
featured inSing Out!because he had written “some of the best new dormspear in
America in more than a decade” (Silber 67). Thiaforces the importance of Woody
Guthrie’s position in the Folk community and Dylamonnection to and descendants
from him. Silber enumerates some of Dylan’s recemipositions and claims that the
songs he listed “have already had a significanichpn American consciousness and
style” (67). Dylan distinguished himself as a senter by intellectualizing his lyrics
and he was influential on other artists’ work, Biber's assessment of Dylan, which is
also part of the Dylan lexicon, continues to adth®hyperbolic way in which journalists
treated him.

Furthermore, the language was also used by Dyfartsds such as Dave Van
Ronk and Joan Baez as they repeated false or valedtives about who Dylan was,

where he came from, and how he was reared. Hememdito be labeled with terms like,
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“genius,” “voice of a generation,” and “propheflhese remained unchallenged until
Andrea Svedberg's November 4, 196@wsweelarticle, “I Am My Words.” The article
both revealed Dylan’s stable Midwestern Jewish inglimg, questioning his honesty and
authenticity, and also accused him of plagiaridsp. to this point, Gooding and others in
the folk community and media understood there werensistencies in Dylan’s
origination stories, but rarely questioned him drether he was truthful about his
biography because his musical talent and compasitealipsed those of his
contemporaries. Several had known of Dylan’s nahange, but hadn’t cared. Many
celebrities use pen or stage names, so Dylan’suwwasnarkable. Shelton’s biography
points out that John Hammond, Jr. claimed to ls@esn Dylan when he was in
Minneapolis and that his last name had been Zimmaerfh27). Similarly, Mary Rotolo,
Dylan’s girlfriend Suze’s mother, found out thas birth name was Zimmerman (Shelton
146). Few, however, knew the extent of his identayrative creation until thidewsweek
article. In addition to calling him “practicallyraligion” due to his quickly-achieved
success and the efficacy of the myth creation, Baegls article also “challenged his
believability” and accused him of purchasBigwin’ in the Windrom Lorre Wyatt, a
New Jersey teenager, a claim she knew to be fdisa whe went to print (Shelton 213-
4).

The article gained credibility because Svedbergvwaidked with local Minnesota
reporter Walter Eldot to uncover information abbytan’s Hibbing upbringing (Shelton
53). Eldot had interviewed Dylan’s father Abe Zintman forThe Duluth News-Tribune
in October of 1963. During the course of the ini@m the elder Zimmerman said, “My

son is a corporation and his public image is $yrimh act” (Shelton 53). Abe Zimmerman
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based his assessment of his son on his expectafioviso he perceived his son to be.
Because of the assumed authority the elder Zimmepuoasessed as Dylan’s father in
determining Dylan’s authentic identity from his uthentic identity, this sentiment was
reinforced in Svedberg’s article. Svedberg toatoEs notes and threatened to use the
information that she had if Dylan did not grant harinterview. He ultimately did, but
because the interview had not gone well, or as 8oaarites, “Dylan became nasty and
broke it off,” she published that Dylan had beesed in relatively normal affluence, just
as most his fans had been (159). Once the aithemif his identity had been put into
guestion, Svedberg doubled her indictment of Dglsuia fake by ending the article with
the quote, “I am my words” (gtd. in Shelton 214fhis identity was mere performance
and artifice as suggested by Abe Zimmerman andl&rgts article, then his words also
pointed to an artificial commodity. The articleigigened the mystery that Dylan had
already established and provided a way of inteiqpgédtim as an image created through
words, language, and language performance thatted little to no actual substance, an
illusion.

TheNewsweelarticle affected people’s perception of Dylan amel Dylan myth
creation in three ways that have complicated tlesgmtation and interpretation of his
identity. First, as noted by the major biograph8iselton, Scaduto, Heylin, Spitz, and
Sounes, the article created a chasm between Dglhtha press. The media had been
instrumental in Dylan’s identity and myth creatitwit it had been positive and Dylan
had been able to control the content. His inexpee with dealing with media that
would treat him critically or unjustly prompted hisluctance to allow reporters access to

him, though he did maintain relationships withwsted few like Shelton, Jann Wenner,
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and Nat Hentoff. Billy James, who had arrangedHerinterview with Svedberg, said,
“See, there was a snide, vengeful aspect to thmg. stbomay have forever colored his
relationship with reporters and editors” (qtd. iayHin 130). Heylin notes, “The new
Dylan would turn on the press before they could tum him” (130). Dylan felt a sense of
betrayal and, from that point on, what was wriout him in the media was based on
interpretations of his put-ons, word games, andefar Thus, the narrative and identity
construction are based on language that is unstable

The second way that Svedberg’s article affectecadgnd the Dylan myth is that
it posed the question of who controls the consimacind presentation of one’s identity,
especially someone who had garnered as much fathpudolic attention as Dylan. Upon
reading that article, Shelton, prominent in theation of the semiology and a journalist
Dylan trusted, wrote a letter of protestNewsweek’sditor Osborn Elliot saying that he
could have offered Svedberg much more accuratenrg@on than she had published.
Not only had Shelton reviewed Dylan early in hisee, he had also interviewed him
several times. He was rebuffed by Joan Whartam fiewsweek:*“We regret that you
disapprove of our story on Bob Dylan, but we thduglr readers would be interested in
a detailed account of the popular singer who sokipibecame an established leader of
the folk-music movement. Clearly, the final judgrmef the value of any performer rests
with the public” (215). The editors Bewsweelkelt they had a responsibility to publish
what they felt was a more accurate biography fdaBy In doing so, they complicated
his history and put his authenticity into questidks a result, it was clear to Dylan that
his agency over his identity had been usurped $ybickly-achieved fame, the press,

and the public.
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The article evidenced that Dylan could no longertcd how he was perceived or
presented. He, thus, engaged in a language gatin¢h&ipress in interviews and press
conferences, reminiscent of the game, Glissenddnth he played with John Bucklen
as a teen. The two of them would engage in anasagdh of nonsense words with no
connection. Clinton Heylin recounts, “...it was arpmoamptu word game with no
purpose other than to confuse some innocent tlarty’p(19). InDown the Highway:
The Life of Bob Dylarkloward Sounes explains the game. Dylan and Buckiat
invented a mind game called Glissendorf whereby theuld say crazy things to see
how people reacted” (35%helton provides an example: “Bob played a wordeyam
christened Glissendorf. They played it for Echasigin, a simple country girl, who
nearly cried because she couldn’t understand &}.(&lissendorf is an antecedent to and
the model for how Dylan would deal with the pressif that point forward. His
contentious relationship with and distrust of thedm has continued throughout his
career, helping further shape his identity andDkian myth, through his 20080
Minutesinterview with Ed Bradley, during which Bradley askhim, “You wrote, “The
press, | figured you lied to it. Why?6Q Minute$. Dylan answered, “I realized that the
press the media, they’re not the judge. God’suldgg. An’ the only person you have to
think twice about lying to is yourself or to Goch& press isn't either of them. An’ | just
figured they're irrelevant@0 Minute$. His mistrust of it turned him into a trickster
figure in his interviews, biographies, and pressfecences, assuming the posture of
avoiding, shifting, or misrepresenting the trutfihis, too, has shaped Dylan in popular
culture. After Svedberg’s article MewsweekDylan could no longer deny his Minnesota

roots, but he also did not allow the media to kam into a singular subjectivity.
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Furthermore, Dylan also rejected the identitiesibed to him early in his career
because he did not want to serve any one agenedirshsubjectivity into which he
refused to be labeled was the folk identity he ¢tradted. His early topical songs, what
Dylan called “finger-pointing songs,” focused orcist issues of the early 1960s. These
songs positioned him as representative spokespefdoa generation who was given the
Tom Paine Award by the Emergency Civil Libertie@oittee (ECLC) for 1962,
awarded to “some public figure who epitomized tbedfight for freedom and equality”
(Shelton 222). By the time he accepted the awkath &CLC fund-raising dinner in
December of 1963, he had realized that he didnfitw@be the face or representative
spokesman of any group including the New Left oaaard recipient from the “Old Left
burghers in new middle-class and mellowed radio@liShelton 222). Dylan’s
acceptance speech articulated his feelings abang létached to a particular movement
other than human expression. He said, “[tlhere’®lack and white, left and right to me
anymore. There’s only up and down and down is ¢rge to the ground. And I'm
trying to go up, without thinking about anything/tal such as politics” (Scorsese
2:02:37-2:02:48). Further, Allen Ginsberg said gfdh’s realization during his noxious
acceptance speech that he “got up, stood on hislégs and said he was not a political
poet and nobody’s left-wing servant, but an indeleer minstrel or something”
(Scorsese 2:02:57-2:03:07). Suze Rotolo claimatittie public wanted to pigeonhole
Dylan into the same performance or type of perfarceaassociated with the folk
movement and topical or political song writing (8sse 2:03:14-2:03:22). In
comparison, artists like Phil Ochs assumed the Imafthe New Left crusade, but when

the movement was over or no longer relevant, therewvalso irrelevant. Heylin asserts,
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“Ochs, the new kid on the block, was destined tthieefirst ‘new’ Dylan. When his
mentor finally turned his back on the protest ge@ehs obligingly took over as
Broadsidemascot” (114). Dylan’s artistic vision exceeded iagratives and labels
associated with him. He has said of those who toedassify him, “You know, they
were trying to build me up as a topical song writer was never a topical songwriter to
begin with. Whatever reason they were doing it re@sons not really — that didn’t
really apply to me” (Scorsese 2:02:14-2:03:22). aiMbylan didn’t understand was that
the identity that he initially created through radive construction and the language
associated with him fulfilled a need or needs tstaudience had.

The public associated their responses to him wyhréicular moment or period in
their own lives and used him to affirm their contsepf their “projected” selvesThe
problem with this practice arises when the audiemtuding the media, attempts to
understand him as anything other than an artistedium for the music. Dylan’s
connection with his primary folk fan base estaldslan expectation of the identity he
would continue to perform. However, Dylan knew tRatk music limited his personal
and artistic development. As he developed as st,artusician, and poet, he altered how
he presented himself. The further Dylan develapelis “understanding” deepened, he
was faced with a decision as to how to progresg¢ia6). Rock journalist Greil Marcus
argues that an artist “can move on, and perhapisiggelf off from his audience, if he

does, his work will lose all the vitality and stgth it had when he knew it mattered to

® In the introduction to his collection of Dylanistérviews, Jonathan Cott quotes psychologist Jeffre

Santinover’s assessment of audiences responsesgo“©nce the star is established, his fanstedl him
to pieces should he ever fail to carry for themghgected childhood Self. This is used to explzith the
public’s response to Dylan their feelings of betilagach time Dylan seemed to shift identity perfance”

(xii).
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other people. Or the artist can accept the audismmage of himself . . . Then he will
only be able to confirm; he will never be able teate” (6). What happened to Dylan as
he continued on his path to self-realization was &my artistic growth or expression that
violated what fans, critics, the media, etc. expedf him betrayed what or whom they
thought he should be and what they thought he dheplresent, just as Abe
Zimmerman’s indictment in Eldot’s article had coped. These changes also betray
what they thought they were in relation to thesartiThe most notable example is when
Dylan transitioned from acoustic folk music to e¢tecrock and roll at the 1965 Newport
Folk Festival. Fans felt a sense of betrayal bex#hsy thought that Dylan had become
too commercial by changing his style to appealdpytar music tastes. Though the
reaction to Dylan “plugging in” would be the mostirarkable negative response to a
shift in his performance, Dylan would continue kperience repeated reactions to his
performance shifts throughout his career.

TheNewsweelarticle exposed that Dylan’s identity was a navetionstruct
rather than an authentic alternative to the heggmdforeover, it had been created by a
consortium of what Jean-Francios Lyotard calls fai@re wisps” in which the narratives
are “stories that one tells, that one hears, thatawts out,” and that identity “does not
exist as a subject but as a mass of millions efjmcant and serious little stories that
sometimes let themselves be collected togethewristitute big stories and sometimes
disperse intro digressive elements” (gtd. in Vizedjo Those narratives have been

interpreted and, generally, misunderst8otihe “narrative wisps” that helped shape

® Page 3 of Vizenor's anthology on postmodern dissmabout Native American literature, his
introduction, includes a quote by Jean-Franciostérgbthat is used to describe how the identity afihé
Americans has been shaped by a misunderstandiegtefor by an appropriation of the texts to caddor
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Dylan’s identity are stories that Dylan has tolthttpeople have heard about him and
repeated either in the press, in biographies, scllarship, or that Dylan acted out. In
this construct, Dylan loses or sacrifices his stiiyéy and becomes the sum of the
narratives, true, false or misguided, he’s toldjehlaeen told about him, and perceived
about his performance. These stories contain ti@mgand inconsistencies, pointing to
instability in Dylan’s identity performance. Becausone of the narratives stands as a
definitive authority, scholars, the public, and thedia posithat Dylan lacks stable
ipseity or that he is untranslatable.

One of the insignificant stories that each of tlegtaphies has highlighted with
slight variations is that Dylan used his girlfrieBdze Rotolo’s lipstick case as a fret
during the recording session for his first albulytan used the metal cap of Suze’s
lipstick as his bottleneck on the small finger of left hand” (Shelton 133). Heylin also
recounts this story: “Suze Rotolo, after sittingigratly through both sessions,
occasionally loaning Dylan her lipstick holder asudstitute bottleneck” (83). Scaduto
reports, “At one point when Bob couldn’t find sotmeg with which to fret his guitar, for
In My Time of Dyin’he borrowed a lipstick holder” from Suze (105). Hod Sounes
records the event similarly in his biographlis son, John, Jr. was there for moral
support, along with Suze, who gave Bob her lipsticlder to fret his guitar when he
played the spiritual ‘In My Time of Dyin”” (111)The story serves to create the image of
Dylan as an artist who will use any resource ab&l#o create what he wants in the way

he envisions or hears it. Yet in her 2008 menfiize Rotolo refutes this story as part of

imperial ideals. Itis used here as a theoryfuan that Dylan’s identity was a construct thattielped
create, but was, as Joan Warton illustrated irrdsgyonse to Robert Shelton, subject to interpetati
construction, and presentation by the media.
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Dylan’s mythology, indicating that she didn’t wdigstick when she dated Dylan and
could not have offered a case to him (159). S¢drke this that seem inconsequential
further cement Dylan’s vagabond genius identity] ginstrate how the minutiae from
Dylan’s history are recorded erroneously, repeatatlessly, and become Dylan lore.

A more significant misrepresentation in the Dylaytimos are the narratives about
his 1966 motorcycle accident that resulted in biges-year hiatus from touring and
recording. All of the major biographies includearative about the crash, but each
presents it differently. Scaduto’s account notes, t‘[o]n the afternoon of Saturday, July
30, pop radio stations across the country inteedipheir broadcasts with a bulletin: Bob
Dylan had a motorcycle accident in Woodstock thelmfore, had been hospitalized,
and appeared to be seriously hurt” (245). Thobhginet were conflicting reports, Dylan
“had been riding his Triumph 500 bike near his hpheading for a repair shop....The
back wheels of the bike suddenly locked, throwingto a skid and dashing Bob to the
pavement” (245). Shelton’s account of the accidésa recognizes inconsistencies in the
story, but accepts Dylan’s explanation: “It happeoae morning after I'd been up for
three days. | hit an oil slick” (426). Further cdingting the narrative, Heylin quotes
Shelton’s account, but offers a further explanatath quotes from a 198Esquire
interview with Tom Stoppard in which Dylan expangn the story he told Shelton,
telling him that he was blinded by the sun (26 Hel®n’s account is retold ifime’s
Iconspublished in 2011 but added that Dylan had toldt8he“Therewasan accident.
There definitelywasan accident” (“Retreat, Return” 60). That accideas been
mythologized as Dylan, James Dean style, racingxdaWwighway and losing control of

his motorcycle.
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In 2007, Todd Haynes provided that image in tharlvegg moments ofFm Not
There. The film opens in black and white with a motoresictearing down the highway.
The scene ends in an abrupt cut to black with te@ of screeching wheels. In 2001,
Howard Sounes’ account of the accident eliminatedesof the sensationalis@ounes
recognizes that there was an accident around wherie has remained many questions
and that it may not have been as serious as patpdibut he also misrepresents the
facts. He reports that Dylan was riding his mogoke close to the Grossman’s home and
probably fell of the motorcycle, probably on “Strel Road, [and] he simply lost his
balance, and, rather feebly, fell off his bike” (22

It is not until 2011 that Daniel Mark Esptein prdes a new alternative, and less
sensational, version of the accident. Epstein&sdwmt hold any greater authority than
earlier biographers, but his account helps comgdittze narrative because it seems to
dispel some of the mythology in the same way th@bR’s story about not wearing
lipstick had. “Few people now know what really paped the morning of July 29, and
none of those has agreed to be quoted on the suhjBlcank heaven there was no
motorcycle accident that morning. There was a negtde, and there was a very weary,
clumsy poet who wanted to ride on it” (Epstein 18@ continued that Dylan was
walking the motorcycle down his manager, Albert €3rman’s, driveway when he
slipped on loose gravel and it fell on him (Epste&®-1). Dylan was injured and needed
to convalesce. He took the opportunity of the mediasrepresentation of the severity of
the accident, some reporting his death or neahdeatake time away from public life.

Dylan’s name change is also a vital part of theabyhythology. Because they

were published aftédewsweelarticle revealed his early identity constructidre t
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biographies were consistent in their presentatiddytan’s childhood in Hibbing. It's
unarguable that he was born Robert Allen Zimmertoakbraham and Beatty
Zimmerman and that he legally changed his hameuwgyust 9, 1962, but how he chose
the name “Dylan” and when he started using it ithlaebatable and debated. Some
scholars, journalists, and biographers maintaihflydan began using the name before he
left Hibbing to attend the University of Minnesatethe fall of 1959. Others chronicle
that it was not until he came home for the Christimaeak that he told friends that he was
using the name Dylan. Some accounts point to higinally telling friends that he
selected the name because it was his mother's ma@®e or that he named himself
after his uncle, a gambler from Las Vegas (Scaddjo There were also stories
circulated that he named himself after the fictiammvboy and renegade Matt Dillon or
the town in Oklahoma. Scaduto wrote that Dylan toédi friends in Hibbing, “I can’t use
my real name...l need a stage name” (23).

Echo Helstrom, Dylan’s high school girlfriend, remigers when Dylan told her
he’d decided on his stage name in 1958. She tayshe didn’'t ask him whether it was
inspired by Dylan Thomas because she just assuma#d tvhere the name came from”
(Scaduto 24). Heylin challenges Echo’s memory,imgithat it was probably the name
Elston Gunn, one of Dylan’s early stage names,remdidylan that she recalled him
telling her about in Hibbing (27). Heylin also gestDylan’s childhood friend, John
Bucklen, who remembers that Dylan told him of rasn@ change before Christmas break
in 1959: "He said, ‘Down there when | play, my nas®ylan’...He said it was after
Dylan Thomas, spelled D-y-l-a-n” (32). Despite Hed inclusion of the Bucklen quote,

he disputes it by writing, “[t|hat Bucklen shoulecall Dylan telling him back in
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December 1959 that he took the new surname frormrDyhomas is significant” (33).
He believes that it's improbable that Dylan got tlaene from a source other than the
Welsh poet, but also attributes the name to amnatere origin. In Shelton’s 1986
biography, Dylan asked Shelton clear up the stioay lhe took the name from the Dylan
Thomas (45). However, Sounes’ biography retelisEbho’s story, but adds a detail that
when Echo asked Bob, “Do you mean D-i-I-l-0-n, IMatt Dillon?” (44). Dylan replied,
“No, no, no like this D-y-l-a-n.” Bob had a bookder his arm and he showed it to Echo.
It was a book of poems by Dylan Thomas” (44). Rertin 2005, Liam Clancy
continued to perpetuate the story that, “out in Misota, there was a young man who
was inspired to change his name because of theDydah Thomas” (Scorsese 23:02-
23:22). Dylan counters this by saying, “The nanst popped into my head one day, but
it didn’t really happen any of the ways | read atbiduScorsese 24:03-24:08).
Throughout his career, Dylan has stated that hadid¢hoose the name because
of Dylan Thomas, but selected it on the spur oftfeenent and decided to use it.
Scaduto’s and Heylin’s biographies recount the ssimgy Dylan told irNo Direction
Home.Heylin wrote, “Dylan himself said, in 1971, ‘It jusame to me as | was standing
there outside the Scholar” (32-3). Similarly, 8a#o wrote with slight variation, “Years
later, reminiscing about that conversation, Dylald tne: “| needed a name in a hurry
and | picked that one. It just came to me as | stasding there in The Scholar” (27).
Despite Dylan’s insistence that he did not seleetrtame because of the poet, the Dylan
Thomas story persists, however. This persistedds # the literary allusion of Dylan’s

identity and persona.
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Another theory about Dylan’s name change focusdsiorejection of his Jewish
heritage. This approach tends toward periodizaifddylan’s history to enumerate the
shifts in his identity performance. Some critiesagnize it as a denial of his father or his
religious identity, but most imagine him reachiogvérd a folk identity. Heylin’s
explanation focuses upon Dylan’s rejection of hthér's name. He denounces the
Dylan Thomas stories, and the story that Dylantm@a&hange is “a deliberate rejection
of his religious identity” (Heylin 29). Though theers evidence to support a long history
of anti-Semitism in Minneapolis and St. Paul andtighout Minnesota, Heylin believes
that, “[flar more plausible is that he was makingrand gesture, denying that he was his
father’s son” (Heylin 29). However, the post-Wovitr Il anti-Semitism in America,
specifically in Minnesota, engendered in Dylan aderstanding of the Jew is “other”
and informed the necessity of his change of nameadoption of a new identity.
Scholars like Stephen Pickering and Seth Rogoveg hgghlighted Dylan’s Jewish
heritage as central to the ethos of his lyrics athér written works, but not that the
“otherness” that Dylan experienced as a resulifdligious identity helped shape his
empathy towards and understanding of other maigagkcommunities. Rogovoy notes
that other artists like Lenny Bruce and Woody Alkemglicized their names, but their
Jewish identities were overt and central to theiaad comedy (37).

None of the narratives stands as an authoritateewat of Robert Zimmerman
becoming Dylan. He has both embraced and reje¢btedtories that he adopted the name
as an allusion to poet Dylan Thomas throughoutaiser. Dylan’s request that Shelton
suppress that story contradicts his Hibbing friemasmories of it. Similarly, the debate

among scholars and critics about how Dylan’s Jewdsntity and the anti-Semitism in
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the United States affected his identity construcpoovides for robust socio-cultural
debate, but has not yielded a definitive answee Jum of the stories has created parallel
and conflicting narratives of Dylan’s adopted cogrenm, and these inconsistencies create
parallel realities that exist in the Dylan mythastiaie. Because they all exist in the realm
of potential reality, he is considered mercurial #acking a stable central identity.
Additionally, the prolonged focus on what seembéa fairly common practice among
popular artists further emphasizes how scholarscatids over-complicate the minutiae

of Dylan’s biography and history.

Lastly, theNewsweelrticle indicated a disconnect between what Dylas w
saying and what was interpreted and presentednt piVhen Svedberg quoted Dylan as
saying, “I am my words,” the idea that Dylan coblinterpreted through language
performance and acts cemented what Joan Whartttés had communicated:
interpretation of Dylan by the press and publiecdained his value. It also illustrated
the instability of language and its interpretationwvhat seemed to be a new era of the
intersection of super-stardom, pop culture, anditegte creative artists. For example,
in her article, Svedberg quoted Dylan as sayingoh’'t know my parents... They don’t
know me. I've lost contact with them for years”dah Shelton 214). Taken literally and
as it was presented, it can be interpreted aggthBylan had not seen his parents for
years and that he didn’t know them or who or whkey were. Indeed, Svedberg
interpreted it that way because she counteredngritiA few blocks away, in one of New
York’s motor inns, Mr. and Mrs. Abe Zimmerman were looking forward to seeing
their son sing at Carnegie Hall” (qtd. in Sheltd®? Interpreted literally, Dylan’s

biography is exposed as a lie. However, when figadatively, Dylan’s statement can
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be interpreted that he felt he was a strangergd@éients and them to him, that he was
born to the wrong parents, and that he felt heccaot communicate with them. This
misinterpretation and the adulation Dylan expemehcan be explained more clearly
through what Eldot’s article about Dylan, publisteethonth earlier than Svedberg’s
article, argued, “There’s an unwritten code of shmwiness that people like to be
deceived. Performers must be legendized and mahie@ public image that is often
quite different from who they used to be” (qtdFifty Years of Song” 11). It's evident
that Bob Dylan was a vast departure from RobertriZamman, however, Dylan’s
deception or ambiguous use of language were datdenot because he wanted to hide
the identity to which he had been born, but bec@eselinquished his ego and
subjectivity in favor of presentation of the sohgic, or, more simply, his words.

To better understand Dylan’ s identity, it's monstructive that when he said, “I
am my words,” he was referring more directly tollgrecs and other written works rather
than strictly his biography. It is through thoserds that Dylan creates voices that
express thoughts and emotions, and that he enterthe American literary tradition.
Thus, he becomes a voice of the post-war era isdh&8nuum of the American narrative.
His identity, then, can be best understood notiélsster, mercurial and unstranslatable
genius, or shape-shifter with a central vacuity,dfragmentation of the American
pluralistic identity in the liberal tradition witlis myriad cultural, literary, and musical
influences. This requires a focus on the voiceaDhas created in his lyrics and other
written works and a focus on Dylan as text, rathan a strictly biographical approach,
which leads to the same inconsistencies and caoti@ts that have adulterated

interpretation of his identity. Throughout his eareDylan has not only reflected the



subjective experiences of an individual but of peeple, the sum of which are the

aggregate voices of the national identity.
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Chapter 2
“Gatekeepers” and Protectors of the Myth

Chapter one discussed briefly the prominent radé tbick and roll journalism and
biography performed in the creation of Dylan’s itignand perpetuation of the Dylan
mythology in popular culture, focusing specificatly his early career, before the hiatus
caused by his motorcycle accident. The early jalistic texts created the language
through which Dylan was initially understood. Thertguage continued to be used, and it
repeated and reinforced the image of Dylan then@lists presented. Rock and roll
journalism maintains the cultural importance of gfemre because it “acts as a gatekeeper
of public taste through which meanings are createtldisseminated” (Strachan 68).
Robert Shelton’s review of Dylan’s September 2611 %pening act performance at
Gerde’s published in the September 29 edition eNéw York Timewas the seminal
piece that set the tone for how the media would wéh Dylan. Though Shelton
reviewed other performers that night, he dedic#teditle of the review, a majority of
the text, and the photo of the layout to Dylan.|&ims assessment that distinguished
Dylan from performers who had been in the folk camity and playing on Greenwich
Village stages longer than Dylan had.

Journalists and biographers agree that delineatieak in Dylan’s history, the
motorcycle accident that occurred on the morninguty 29, 1966, provided the
opportunity for him to remove himself from publite| the music industry, and the
rigorous touring and recording schedule he had eptgh that point. Regardless of
what the truth of conditions or specifics of thetaroycle accident were, Dylan took the

opportunity to settle down in Woodstock and speme twith his new wife and growing
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family. In his 1969 interview witlRolling Stonenagazine’s Jann Wenner, Dylan
responded to Wenner asking him why he hadn’t workesib long: “. . . | was on the road
for almost five years. It wore me down a lot. Isaan drugs, a lot of things. A lot of
things to keep going, ya know? And | don’t wantive like that anymore” (Wenner 23).
His absence from the public heightened the mystersounding Dylan who, at the age of
25, had ascended to the stature of iconic legeddriarican music and popular culture
and the tortured figure of a folk-rock poet. Théeriod, during which he wrote songs for
and recorded he Basement Tapesth friends at The Band’s house, Big Pidkhn
Wesley HardingandNashville Skylinedemonstrates Dylan’s continued creative output
outside the demands of the incredible media soruatirhis previous life. Further on in
the interview, Wenner asked Dylan how the motoreydcident changed him. Dylan
responded, “What change? Well, it...it limited me”gher 23). Certainly, Dylan’s
absence from public life in comparison to the pepoior to the accident did not mean he
was completely out of the media’s gaze; journabsis photographers visited
Woodstock, attempting to capture an impromptu inésy or a candid photo, and ABC-
TV in New York was supposed to show a second versia film D.A. Pennebaker had
edited from the footage he shot while on Dylanis tof England in 1965.

In his post-motorcycle hiatus career, the pressimoed the narrative of Dylan’s
myth: that he is a shape-shifting prophet, voica géneration, and genius. Michael
Watts’ article, “Chimes of Freedom,” maintains Dykmyth as he played a twenty-one
city tour in 1974. Watts acknowledges that neaitjhty percent of the audience were
younger and first time Dylan fans who had nevendem in concert during his early

career, writing, “[e]Jven those who weren’t thenstfitime around. They’ve been told
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about it all enough times that they’re curiouserasted” (32). The stories younger fans
had heard or read about Dylan engendered in theimtenest in Dylan because they
understood him to be the representative of the teowaulture of the previous decade.
Further, Watts asserts that Dylan maintained histeny and stature. Through his
performance, Dylan becomes, “[m]yth into man andhiméo myth again, right before
your eyes” (Watts 32). The language Watts usdisararticle reinforces and contributes
to Dylan’s myth construction. Words and phrases figenius,” “brilliant,” “voice of his
generation,” “God,” and “prophet” are regularly egped by journalists in ways different
that they had been used in pre-accident mediaewiaion and continuation of the myth.
For example, Jack Kroll's January 30, 1N@®vsweehrticle, “Hero Sandwich”
opens, “Dylan is a genius, the greatest troubadbtive counterculture” (51). The title of
the piece sets Dylan as a heroic figure in Amerpapular culture, and the first sentence
places him as the most important singer-poet irl869)s movement that rebelled against
the status quo. Mark Cooper uses similar langiragane 1978 review of Dylan “I've
Seen the Lord: Shouts over the Top Critic for Batlad,” which observes that when
Dylan sang “It's Allright Ma, I'm Only Bleeding” a recent concert, the audience
responded loudly, “thus giving the illusion thatl&xy was still a topical writer, which he
wasn’t,” and that the audience, “generally tredted like he was a God incarnate” (31).
Cooper refers to Dylan’s iconic early image, bsbaleplaces it by imposing his ongoing
importance in American culture and history. Théchrtassesses Dylan’s late 1970s
performance, saying that his intention was, “td feat moment more truly than any and
then, incredibly, to tell you what he feels so yau feel it too,” and that his words were

so perfectly written that, “Dylan was history besawach collection of songs gave a
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name to the feelings in the air” (31). Cooper\dees of Dylan’s performance makes a
distinct association between Dylan’s words and masd American history and the
American collective unconscious because his Wtk recorded history and expressed
how people responded to it.

Throughout most of 1978 the primary focus centere®ylan’sRolling Thunder
ReviewTour, which started in October and allowed Dylamevive some of the
conviviality of his Greenwich Village days. It alprovided Dylan the opportunity to
make amends with those he might have mistreatbdugh in the November 6, 1978
issue ofTime,Jay Cocks’ focuses on Neil Young receiving a margitpve reaction from
concert attendees than Dylan did, Cocks’ arguegldiDs reputation, in historical
perspective, is immense, possibly unrivaled” (@hat Cocks views the 37-year old
Dylan in “historical perspective” and that he isrgeeclipsed by someone who is
considered a “disciple” places Dylan’s more impottaorks in his early career.
Additionally, that Cocks writes Dylan occupies schignificant place and without equal
furthers the rhetoric of earlier rock journalisih also carries forward the custom of
journalists mythologizing Dylan, which continueddrthe eighties and nineties, and on
into the 21" century.

Perpetuating the periodization of Dylan’s careannJWenner’s September 20,
1979 article, “Bob Dylan and Our Times: The Slovaifiris Coming,” begins his article
with a definition of faith and then uses the lexiad rock journalism to equate Dylan
with faith. Wenner writes: “[b]Jeacuse Dylan had gmver of insight and poetry early in
his career, he became an article of faith himgé&i). Though it was a role and label he

rejected, Wenner alludes to Dylan being anointedsgipokesman of his generation, using
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language that communicated the thoughts and fesbhthe collective, thus providing
hope. Wenner continues the identity created ar@yidn was not stable and that it
would, eventually, “blow up,” and disappoint thebfia that had so devoutly believed in
him, included Wenner himself (94). As a memberhef tommunity who felt betrayed by
Dylan, Wenner is sympathetic to those who sharédeisngs and positions himself as
the writer who can rebuild the Dylan myth and @m@e for those in the next generation
who will become Dylan fans. The article’s introtioa elevates Dylan as a heroic figure,
providing hope where there was none. It then mowéise next paragraph that asserts
that Dylan is a victim of fame, uncontrollable adesforces, and his retractors. Through
the remainder of the two-page article, Dylan igmdttely restored to his heroic position.
Wenner’s review of Dylan’s August 20, 1979 rele&ew Train ComingWenner

writes, “It only takes one listening to realizett&dow Train ComingColumbia Records)
is the best album sindéhe Basement Tapégcorded with The Band in 1967 but not
released until 1975)” (94). The rest of the artentealyzes the album and its significance,
separating this aloum from Dylan’s early careerthis way, Wenner revisions Dylan’s
importance in American popular culture in the 1918sng the lexicon Shelton
established early in Dylan’s career, thus creatmgfinuity to the myth.

Of the myriad journalists writing about Dylan ireth980s;Timecolumnist Jay
Cocks stands out because he assumed an import@aasra “gatekeeper” of rock and roll
music, furthering the Dylan myth. Using the mythdaage to historicize Dylan, Cocks’
many articles and reviews reinforce Dylan’s plactiw the canon of American music,
literature, and popular culture. When Dylan redeHiograph,Cocks’ article

“Hellhound on the Loose,” presents Dylan in intews as poetic as he is in song or
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verse. It also places Dylan, twenty-two years hmcareer, as a master who recreates
himself by writing his own lyrics. Cocks asseftsseems as if the mother lode has
barely been tapped.” Later, Cocks begins his 188w of Shelton’s biographiyo
Direction Homewith an anecdote about Dylan’s “pilgrimage” to mpeet Carl
Sandburg in 1964. Cocks creates a parallel bettveeoanonic American poet and
Dylan, “younger than Sandburg by nearly half a egnt The completion of the
sentence upholds Dylan’s position as the next gioerof canonical American poets by
enumerating his accomplishments through his these-gareer. It also reaffirms the
career-delineating split before and after his nmtole accident, and crediting him with
“reinventing American music.” Using words like “shan” and “avatar,” Cocks’ articles
maintain Dylan’s identity as a shape-shifter arglitmportance in the public’s
consciousness.

Journalists continued to control the narrative gfdD’s identity creation in the
public’s consciousness into the 1990s, using thieda of the previous decades. Articles
in the established “gatekeeper” publications Raling StoneandSpinand mainstream
magazines likdimeandNewsweekeinforce Dylan’s mythological identity and his
importance in the American canon. For exampld,gasCocks had ifimein the 1980s,
Mikal Gilmore’sRolling Stonearticle, “Bob Dylan at 50,” published in May of 1B9
uses the Dylan lexicon to cover Dylan receivingfatime Achievement Award from the
National Association of Recording Arts and Sciendde Lifetime Achievement Award
provides the framework through which Gilmore repedively interprets Dylan’s career
and re-envisions the myth, writing that Dylan “a&tied both folk and popular music more

than any other figure in American culture” and thathad “single-handedly changed
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rock & roll.” Gilmore’s assertion that after Dylaccepted his award with an awkward
speech, “One more time, Dylan had met America,randne really knew what to make
of him,” perpetuates in the myth of Dylan as unstatable.

Throughout the 1990s, journalists published ovezdgthundred-fifty articles
about Dylan, all of which reinforced the Dylan’sportance in the public’s
consciousness and reaffirmed the Dylan mystiquarnadists hyperbolically credited him
as being, “the person most responsible for endieg/iet Nam War” (Light). The
interviews and articles reflect on Dylan’s pre-nroj@le career as his most prolific, and
focus on Dylan as a revered relic. Ann Powdesv York Timeeeview of Dylan’s
December 8, 1997 concert at Irving Plaza entitlRdck Review; Dylan, Poet of the
Soul and National Treasure,” labels Dylan as anl;icelevating his relationship with the
crowd and his performances to the sublime, writiveg “they are gifts nonchalantly
given, precious to recipients but easily replenisbg the giver.” Powers contributes to
Dylan’s myth and myth language using terms andggwédike “baronial,” “legend,” and
“bard of plain experience.” She also credits hithwrecreat[ing] the rock star as an
important poet and social force.” Even though sguuenalists project that he “is clearly
no longer the voice of a generation” as he had baeims younger fans’ parents, many
of the articles argue that his concerts are $dlfastest to sell out in most cities (Light).
The articles also focus on the changes in Dylaarser as the music industry changed.
In 1994 Billboard columnist Eric Boehlert wrote about Dylan’s deaisto sell the rights
to “The Times They Are A-Changin,” “...perhaps th@sh important pop song of the
protest era,” to a financial firm for a commerdidylan Proves”). Though the article is

critical of Dylan’s turn towards commercialismaiso uses the lexicon to add to the
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myth by writing his decision “to sell one of hisgs is historic” and that “much that
surrounds the enigmatic figure, is a mystery” (“&ylProves”). Again, the focus on
Dylan’s decisions having an impact on the musiaigtiy maintains him as an important
figure in popular culture. Additionally, Boehlergfsojection of Dylan as “enigmatic” and
a “mystery” reinforces him as a riddle that hastgdbe solved. The frequency of articles
published in the 1990s and the language used m theates a continuum in the Dylan
narrative because he is treated and written abuhtthhe same deference and mystery
with which earlier journalists treated him.

Even when journalists attempted to address anddagett@ Dylan mythology or
revive and renew plagiarism accusations, the medantinued focus on Dylan through
2014 reinforces their position as the guardian®ok and roll aesthetics and history and
their role in the Dylan’s identity creation in tpablic consciousness. More than six-
hundred articles have been published from 2000-20périodicals likeRolling Stone,
Atlantic Monthly, Esquire, Sing Out! Entertainm&¥éekly, Time, NewsweakdU.S.
News and World Reporthe articles cover diverse subjects, such as hissiee his art,
his tours, the release of his memaoirs, his sixtatth seventieth birthdays, and his studio
releases, all of which use the lexicon that manst&ylan’s myth. In his 2000 article
about musicians’ foray into the digital age, Rorefikld enthused “Bob Dylan has the
coolest official site ever,” portraying Dylan asw@ccessful pioneer in the new
technology. Additionally, Dylan’s friend, Kinky Fedman used relationship with Dylan
to discuss him and bolster the concept of Dylamascurial in the December 2002 issue
of Texas MonthlyFriedman writes that when he’s asked “what Dylare#ly like. The

answer is just as complicated as he is” (244)2009,Rolling Stondeatured Dylan as
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one of the 100 greatest singers, writing that ‘h@nged popular singing” (Bono et. al).
The article recounts an anecdote in which Sam CeaalleBobby Womack, “that from
now on, it’s not going to be about how pretty tloéce is. It's going to be about
believing that the voice is telling the truth” (Boet. al). Using Sam Cooke as an
authority compounds Dylan’s impact on future rookl &oll singers. Dylan’s 70
birthday in 2011 provided the opportunity for maeyrospectives of his career, all
highlighting him as a “voice of his generation” tlhamains a mystery.

Journalists continue to create the narrative obb¥d identity construction, while
also constructing metanarratives about the mosicamoments in Dylan’s biography.
Mikal Gilmore’s article “Dylan’s Lost Years,” puldhed September 12, 2013, retells the
story of Dylan’s motorcycle accident reinforcingstlelement of Dylan’s myth. Gilmore
writes, “The motorcycle wreck has always been seea transformative event — the
demarcation between the revolutionary rock & rolépand the man who would soon
seem content in blithe truths and at a remove ftontern for events of the day” (“Lost
Years”). Gilmore’s metanarrative about the accidentforces the periodization of
Dylan’s career to emphasize the impact of Dyl&e#-Portraitalbum as an equal
demarcation in Dylan’s career betwekrhn Wesley HardingndNashville Skyline,
released before it, addlew Morning which earned the headline “WE'VE GOT DYLAN
BACK!” from Rolling Stong“Lost Years”). Gilmore’s article argues that ev@ylan’s
lackluster or unsuccessful release, when analyztedsppectively, demonstrates that
“...the fact that there was a remarkable album hidelgnin it at the time,” (“Lost
Years”). This reinforces the mythology: even tbags he writes to offend or make his

fans forget about him, is regarded as “remarkaffledst Years”).
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Analyzing every periodical article or review thatshbeen published about Dylan
throughout his career would lead to an encyclopediecme. However, the
representative sample presented illustrates thedlerqooint that those who reviewed and
wrote about him played a significant role in cregtand perpetuating the language
Dylan’s myth and creating the narrative of his imtpoce in American popular culture
and metanarratives that reinforce the mythologyer&he few articles that have been
critical of Dylan use language that is similarhe bthers, creating associations between
the figure or image of Dylan, the words, commorgedi in texts written and published
about Dylan, and his identity. For example, whealkand others write that Dylan is a
genius, they using the lexicon of Dylan journalisagnifying that the person “Bob
Dylan” is signified by the concept of the sign “g#3)” someone who possesses a unique
or distinctive intellect or quality. The word “ges,” in addition to words like “prophet”
and “poet” and words ad phrases like “voice of agyation,” that have been commonly
used in the articles, are signs that communicattias of meanings for which Dylan
became the signifier and, therefore, mythologiZde journalists, including Shelton,
used Dylan as a symbol of authenticity and exce#en rock and roll. By maintaining
his importance in popular culture and featuring imrtheir publications, they also
protected their position as the “gatekeepers” aiafdgians of the genre of rock and roll
music, specifically in key publications lilolling Stone, Sing Out! SpiandTime

When this idea is applied to rock and roll biognapk a genre, the perspective
through which the biographer presents informatsonat only part of the collective
memory of the society in which the performer exétd creates, but also varied

interpretations of the truth. Rock and roll biqgnars analyze biographical and historic
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facts of a musician’s life and his or her artigtieation, composing a narrative that
creates and perpetuates the myth of the perforritengity.” Biographers do this by
placing significance on the facts of Dylan’s lifiedaascribing meaning to them, and “. . .
are not content with meeting the facts; they defined explore them as tokens for
something else” (Barthes 111). The writer's agemwsr the selection of the events, how
they are shaped and connected, and how they arpiieted creates meaning from the
facts in Dylan’ s life, and a new type of langualgat creates relationships between
Dylan and the facts of his life.

Biographies serve as historical narratives thabmicte the details of the lives of
popular musicians and interpretations of the masgiartistic output, but they are also
subject to the interpretations of those facts basethe subject position, agenda, and the
pressures of publication contracts of the biographRock biography is a descendant of
the music biography, which Robert Strachan argles central role in the collective
memory of composers and musicians (70). The bidgnaattempts to create an
authoritative voice in the text by placing him @rself within the text as a protagonist.
Strachan furthers his assertion, “...this is esthblisin four main ways: the biographer is
set up as spectator, an insider, an expert/chermiclas analyst. In the process of
establishing a strong narrative voice within thd the author ‘makes’ her/himself within

the narrative, s/lhe becomes a character, an ‘aottite events that they are describing as

" This theory is further applied to rock genre dsagraphy in the article, ““Where Do | Begin theo8t?:
Collective Memory, Biographical Authority and RoBlkography.” The title is an allusion to the opening
line of Robert Shelton’s preface to his 1986 Dylémgraphy,No Direction Home: The Life and Music of
Bob Dylanand alludes to the problems facing biographerggofés in popular culturén the article,
British rock and roll scholar, Michael Strachanaemnes mythology of popular culture figures as they
exist in the collective memory of a society.

8 The importance of rock and roll journalism is camapded by Strachan’s outline of the criteria farkro
and roll biography creating the myth in the colieéetmemory he discusses and the effect the bioggaph
and biographers have on the narrative that is nactsd around the figure or event.
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this can be done in any of these four ways” (Stacr0). This will allow the biographer
retelling and perpetuating the myth of the subjlbedugh the biography to establish
narrative authority or ethos through his or herhmdblogy or relationship with the
subject. He continues that rock biographers mughdu establish their ethos to ensure
that their voice will be considered the primaryhauity on the subject. Finally, Strachan
notes that, “[i]n the rock biography (and certaimythose of Dylan) the mythical element
is often proposed as a crisis or a riddle whichtbdse solved” (70). Solving this riddle
of Dylan’s identity is essential to establishing #thos of the biographer. Each of the
five major Dylan biographies follows this patteBtrachan’s argument establishes that
the language created through rock and roll jousnais furthered in biography.
However, where the journalists serve as “gatekegpre biographers position
themselves as the protagonist who can solve théenyythat Dylan has creatéd.
Published in 1971, the first biography to attengpsdlve the Dylan myth or riddle
was Anthony Scaduto’s woilBob Dylan: An Intimate Biographycaduto’s introduction,
“Thank you, Mr. Tambourine Man,” begins with a radive about meeting Dylan in
January of 1971. In it, he quotes the conversdt®had with Dylan when they finally
met. He writes that after reading Scaduto’s b@pKkan said, “[sJome of it is pretty
straight, some of it igery straight, some of it isxactlythe way it happened” (1). He

continues that Dylan agreed to help Scaduto cothecerrors that he found in the

® Strachan argues that rock biography holds an gapsifion in Dylan’s identity construction becaiise
engages in the same semiological language as oackglism, but it goes a step further to preseat th
biographer as the protagonist in the story. Quoflekacz’s definition of music biography’s rolele
public’s perception of “canonic composers,” “Bioghg Is a form of cultural production and the
production of meaning in biographical form has bagrowerful force in shaping and reshaping culture
memory, as well as a site of struggle over therobof this memory,” Strachan places the rock bégpdrer
in the position of creating the collective memofyDylan and solving the riddle of Dylan’s identitgtd. in
Strachan 66).
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biography, and continues quoting Dylan: “the boand hurt” as some of the articles
written about him had (1). It hadn’t hurt him besa, “it's not that magazine bullshit”
(1). Scaduto establishes himself as superiorimplists because he reports that Dylan
was pleased that the book did not include the danteof speculation that he felt the
magazines did. Including this information estal#si$caduto as both as spectator, prior
to his meeting with Dylan, and an insider, onceddyagrees to help Scaduto correct the
errors in the book. He concludes the first pattiefpreface with a direct address to
Dylan further reinforcing his position as a Dylasider: “I thank you, Mr. Tambourine
Man, for opening the doors and giving me a peekl@iqScaduto 2). The introduction
also includes the methodology Scaduto used to rdsead write the biography. In
addition to the time Scaduto spent with Dylan, vleaupholds as the key to his ethos, he
further bolsters it. He asserts that he spent, dreats of hours of conversations with
those who knew him, loved him, sometimes hated biten feared him, and usually
needed him” (Scaduto 2). Scaduto then enumeradsg ttlosest to Dylan such as Joan
Baez, Suze Rotolo, and others from Dylan’s earbryén Greenwich Village. He
presents himself even more an insider throughdse@ation with those closest to Dylan,
but also becomes an analyst who ascribes meanthg ®vents in his life and his works.
Thus, he is writer who will solve the Dylan riddlad impose order on the Dylan
mystery,

In the 1979 reissue of Scaduto’s biography, heuntedl new postscript,
“Afterward with Steven Gaines,” that continues kxacon of the Dylan mythology. The
afterward fits within the “second period” of Dylantareer, following him after the first

edition of Scaduto’s biography ends. Gaines r&iésrthe major events in Dylan’s life



41

that others had noted and moves forward to his t®ndert tour that brought Dylan
back into the public consciousness in a tangilalihar than mythical or abstract, way. He
also argues that “Dylan had answered a similaehgé before; it was no accident that
he was coming back just as his starlight was gourf) (Gaines). Gaines recognizes that
Dylan’s absence after his accident, which he cldonoke his neck and forced
recuperation, affected how his public presencepeaseived, and argues that the work
Dylan was engaged in at the time Gaines wrote tiséspript would return Dylan to his
former position. Gaines’ focus on Dylan’s recordifign, and tour schedule in the early
1970s, reinforces Dylan’s importance and helpsveefais public presence. It also helps
chronicle and analyze Dylan’s artistic productivitythe early 1970s after Scaduto’s
biography ends. This update helps complete Scadudorative about Dylan and places
Gaines as co-protagonist with Scaduto.

Because he was the first reporter to review DyRohert Shelton’s 1986
biography,No Direction Home: The Life and Music of Bob Dylanconsidered an
authority because of the close relationship Shegdtorects to have had with Dylan.
Similar to the preface of Scaduto’s biography, &me$ begins with a chapter dedicated
to both establishing his authoritative voice argldtatus as a Dylan insider, thus
presenting his biography as more authentic thatvtbesditions of Scaduto’s that
preceded it. Here, Shelton further establisheatilsority by reminding his readers that
he met Dylan in 1961 and continues that Dylan nrat‘iat the Henry Hudson Hotel on
Manhattan’'s West Side” (1-2). That Shelton phrakesssentence in the way he does,
“He visited me,” attributes a sense of importanbel®n feels he possesses in Dylan’s

life. Similarly, Strachan argues, “Shelton pointg that is it Dylan who comes to visit
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him and the interview in the hotel room is portrées being a re-uniting of old friends
and sparring partners” (71-2). Rather than Dylandée more important person whom
people go to visit, Shelton is so important a fegtlvat Dylan visits him. In doing this, he
positions himself as more than the central nareatmice, a character or, as Strachan
argues, the protagonist of the biography. By doirag, Shelton confesses, “I often felt
like that reporter irCitizen Kandooking for “Rosebud” (2). He sets Dylan up as an
elusive clue to be discovered and that, by virtui®relationship with Dylan and those
he knows, including journalists asking him to salyée is the person who can solve the
riddle of Dylan’s identity.

Further, Shelton continues to present himself asgfdylan’s inner circle, again
reminding readers of his relationships with thaselosest to Dylan, including his
manager Albert Grossman, referring to them infotynay their first names. He also
includes phrases that connote agreement with Dsdah as, “We agreed that America
was in trouble again,” and understanding of Dylapeech and meaning because when
he said, “They’re not going to get away with itfiehton reflects, “I didn’t need to ask
who “they” were” (1-2). Shelton doesn’t need tardly Dylan’s statement or meaning
because he projects the image that he understawdbout questioning him. Perhaps the
most convincing way that Shelton asserts that repast of Dylan’s inner circle and the
biographer who can solve the riddle of Dylan comvasn he writes: “l assured Dylan |
aimed at a portrait in which he could retain respscan artist. He had known me long
enough, | hoped, not to bracket me with reportere think denuding celebrities is a way
to earn a living” (5). Shelton distances himsethi rock and roll journalists and Dylan’s

previous biographer, promoting himself as bothdbeoder of the Dylan myth and
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protector of the Dylan legend. This is Shelton@strclear articulation of his position as
protagonist. Finally, just as Scaduto had donelt&eommunicates his methodology,
that he had spoken to Dylan for hours and thatdaespoken to many people in the
Greenwich Village folk community, the music indystand others who knew Dylan.
Again, Shelton uses these strategies to increasetinos and set his biography apart from
Scaduto’s.

Shelton’s depiction of his relationship is probleéiméecause the friendship that
he had with Dylan has been documented as one-§id€His account of Shelton’s direct
involvement with Dylan’s fast rise to success hesrbwell-documented. Shelton even
notes that Hammond was aware of Dylan before Stislteview was published and had
claimed that he saw Dylan in Minnesota performinder another name. Additionally,
“[t]he fact that Shelton’s contact with Dylan wasited to two interviews after 1966
(1971 in New York and 1978 in London) perhaps shthas the relationship diminished
from the mid-1960s onwards” (Strachan 73). The li@8#view “How Does it Feel to be
on Your Own? Bob Dylan Talks to Robert Shelton,bished inMelody Makeron July
29, continues to place Shelton as central to tkie @it also continues to perpetuate
Dylan as a mythical figure. Shelton writes statetadike, “[w]e all feared he’'d die
young, too, but he cheated the undertaker andhket back from the cemetery”
(Shelton 28). The use of the first person plurahpun “we” inserts him as a character
into a piece that was meant to be an interview Wytan. It indicates that Shelton is part

of Dylan’s inner circle, but also a spectator whaswvorried about Dylan. Later in the

1% Further in his analysis of rock and roll biograpBirachan challenges the closeness of Shelton’s
relationship with Dylan. He argues that Sheltorttwos is based on a relationship that was one-siddd
inflated his importance in Dylan’s being invitedrezord with Carolyn Hester and signed to a recydi
contract as a result of SheltoMgw York Timeseview (Strachan 73).
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article, Shelton continues, “[h]e used to wincéhatname ‘poet,” exploding at me once,
“That’'s such a huge goddamn name for someone kthesthselves™ (28). Just as he
does in the biography he will publish eight yeated, Shelton inflates his relationship
with Dylan to increase his authoritative voice.

Bob Spitz added to the canon with his 1989 wBok Dylan: A BiographySptiz
opens his biography with a preface entitled “Authdiote and Acknowledgments,” in
which he further exemplifies Strachan’s point akloytan biographers establishing
themselves as the hero who can solve the ridd¥ytzin through the text and the analyst
and researcher who has interviewed enough of Dyl@i@nds and has acquired enough
information through his research to do so. Spitaeves this through the distinction, as
Barthes has previously argued, that biographer& gt reconstruct the facts of Dylan’s
life but also interpret them to dispel the mythuard him (xi). The narrative of the
introduction continues that when one writes aboylab, that author does not write about
Dylan as a unified identity, but the man with maabgntities, such as “the Bob Dylan
who wrote brilliant songs and revolutionized oultere by making it conform to his
abstract imagination” (xi). Just as Shelton did{Zpuse of the first person plural
pronoun “our” signifies that he is part of the coomity that Dylan represents. This
statement uses the Dylan myth language and clpegBents Dylan as a figure who can
engender significant cultural changes as a re$tiitsccreativity and the popularity of his
music.

Spitz also communicates Dylan’s importance in Acarihistory and popular
culture through the same vocabulary other biogrepaied rock and roll journalists use,

such as “genius” and “phenomenon.” He inflatesitgortance of Dylan’s biographers
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in explaining the character, personae, and ideafiylan, and distinguishes himself
from the two earlier biographers through the cleation that the other writers had not
successfully interpreted Dylan’s identity as a dnsbetween fiction and fact. He
concedes that it is not because of a complete episst the part of the other writers, but
because of Dylan’s mastery at shape-shifting, sgcend creation, and because earlier
biographers were “[l]ike the ancient court histagawho “obediently wrote the story he
put in front of them” and that “responsible jouiistd, dazzled by an audience with him,
failed to question or examine the accuracy of tatements” (xii). Because so many
half-truths, outright misrepresentations, and liad been printed about Dylan for more
than twenty years, Spitz supports the positionttey became “historical fact, told and
retold like lore” (xii). Spitz then attempts tosdredit the texts that he argues have
created the myth, thus justifying his role as t#gexwho will correct the inaccuracies of
those earlier texts and present Dylan truthfulie then further distances himself by
claiming that he is a rebel with whom the journaliwill not cooperate because they
might be black listed, and that, unlike othersditenot intend to “become part of the
legend” (xii). The problem with Spitz’s declaratibere is that using the lexicon and
assuming of the role of the writer who can demysiiftell the truth about Dylan places
him within the already existing trope of those wiave written about Dylan.
Furthermore, Spitz continues to follow the exitpagtern by revealing his
methodology. In the first biography, Scaduto diéss his process of talking with those
in Dylan’s inner circle and enumerates the peopte whom he spoke. Moreover, Spitz
includes an extended inventory of the hundredsopfe he interviewed that helped him

create meaning out of the facts of Dylan’s life asubsequently, Dylan’s identity. In
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fact, Spitz spends nearly three pages listing tlgewhom he spoke or allowed him
“inside access” to things like Dylan’s school retoor the friends, colleagues, or
acquaintances who could help break through andédfain Dylan’s time in Greenwich
Village by offering a different perspective thanatlhad previously been recorded or
presented. This increases his authority becawsambnstrates that Spitz’s revision
presents new information that will clarify Dylantgentity. In addition, Spitz asserts that
his “intention had always been to depend on thespug circle of Bob’s family, friends,
lovers, musicians, and associates to provide [kitl] an eyewitness account of
[Dylan’s] life” and that, in doing so, he had cregta new Dylan archive (xii-xiii). This
archive, Spitz claims, would prove to be the masusate account of Dylan’s identity
because he spent four and a half years researahahgriting it and because he was able
to maintain his objectivity by having never met Bxyl(xii-xv).

The next major biography that was published wast@h Heylin’sBehind the
Shadesn 1991 and was reissuedBehind the Shades: Revisiti@c2001. Strachan
argues that Heylin follows the model of the eartigrgraphers because, just at Shelton
and Spitz had done in the opening chapters of theisions of the myth, Heylin’s
introductory chapter attempts to set his biogragbgrt from the three that preceded it.
He writes, “[f]or instance, Clinton Heylin (1991pends the first chapter 8ehind the
Shadedinding faults with Shelton’s work along with Anthg Scaduto’s (1971) and Bob
Spitz’s (1988) books” (75). Strachan’s assessnseturrect; a good deal of Heylin’s
preface of the first edition, “A Preface in the PBsnse (1991),” is dedicated to
criticizing his predecessors’ efforts at writing@mprehensive biography on Dylan and

solving the Dylan riddle. Yet, Heylin also explaihis methodology to establish his
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authority as do Scaduto, Shelton, and Spitz. Taerdéwo ways in which he does this.
The first is that he differentiates himself froma8ato and Shelton because both of his
predecessors have Dylan’s input in their booksyliHargues, “[tjhough neither book
could be described as authorized, Dylan exertethfii;ence on both. Inevitably this led
to a slightly sanitized portrait of the man, partarly in Shelton’s book” (x). In contrast,
Heylin, who has never met Dylan, has maintainedlgactive critique and analysis,
presenting a “skeptical but informed commentary’ hile this is an important aspect
of Heylin defining his authoritative voice, his ebfivity is even more important.

In the introduction to the second edition of Hedibiography, “A Preface in the
Present Tense (1999),” the epigraph, an Oscar Wiidée, sets the tone for the preface:
“Every great man noawadays has his disciples, taisdusually Judas who writes the
biography” (xii). Heylin then contemplates whetlheris the Judas, the Peter, or the Paul
figure in his biography. The metaphor in the Witietation creates the equation
between men who are great, considered to be gneatythologized like Jesus, and those
who were in those men’s inner circles who wrotegaphies about them. Wilde’s quote
points to Judas as the disciple who would writebgraphy. If Heylin is the Judas
figure, he has betrayed Dylan by writing the bigdma However, Heylin extends the
metaphor, referring to two of the other disciplédsowvere equally important figures in
Jesus’s close community and in building and diseatiig the narrative about him.

First, Peter is considered the founder of the @hngeligion and was the first Pope of
the Catholic Church. If Heylin is the Peter figutleen he is central to the creation of the
Dylan narrative. Further, Paul is the disciple vpnoselytized Christ’s teachings and

spread them around the Mediterranean. Heyliregtihat Paul is, “a man of strong
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opinions and fixed views, whose ‘version’ of higlpsopher-king colored posterity’s
view more than any interpreter of the tablets”)(x@learly, Heylin asserts himself as the
Paul figure in the construction of Dylan’s narrativHe is not Judas, the betrayer,
because he has not been close enough to Dylartray them.

Heylin poses the question as to whether or not som&ho has been intimately
involved with the subject of a biographical stugslych as a friend or wife, could
objectively interpret that subject. In this, Heyérgues to justify his biography and his
authority as the biographer. He writes, “Would&Bylan, even if she could assuredly
put the intimate in biography, be capable of wgtsomething that gave a sense of her
former husband’s importance” (xii). Heylin assdhtat he is also not Peter because he
has recognized that he is not the first to writewdlDylan. Scaduto was, but, as
previously mentioned, Heylin enumerates the inadegs of the earlier biographies.
Heylin presents himself as the Paul figure becheseants his biography to be the
biography that shapes the narrative of Dylan mioa@ the other biographies have.
Heylin, who had acknowledged the myth-making ofdexritten about Dylan and myth-
making through the narratives created by those kmieov Dylan and would grant
interviews, engages in the process of myth-makingsélf by equating Dylan with the
messianic figure that Wilde speaks about and positg himself as one of the disciples
of that Christ.

In 2001, Howard Sounes’ biograpiypwn the Highway: The Life of Bob Dylan
adds another narrative voice to the canon of Dglagraphies. The beginning section,
“Author’s Note and Acknowledgements” spends a gdeal of time explaining Dylan’s

importance as a figure in American popular cultorgustify the continued and
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continuing focus on him, his work, and his lifeouses argues that Dylan has never had
a number one hit in the United States and therenarey other artists who have outsold
Dylan, like Madonna, Prince, Rod Stewart, and Fprer (1). He continues that,
regardless of Dylan’s lack of chart-topping hite tength of time he spent off of the
charts, or his ranking in lifetime sales accordimghe Recording Industry Association of
America, Dylan is comparable to icons from earnfieriods, such as Frank Sinatra and
Elvis, as other biographers like had previouslyary This continues the language of
the Dylan myth and reinforces Dylan’s place in Aroan culture, but it also separates
him because the aforementioned artists, “ — asata & limited number of co-writing
credits given to Presley — they did not write tleeim material” (2). Sounes places Dylan
within the pantheon of mythic American icons, blaiges him at the top of the hierarchy.
Because Dylan has written his own works and hag dorfor the entirety of his career
with the level of poetic skill that has been atitéxd to him, Sounes separates him from
other mythic figures in contemporary American higto

After he makes clear why he feels that Dylan istiwppf the continued focus on
him, Sounes begins qualifying his authoritativecedby justifying why there was a need
for another biography about Bob Dylan even thoumgne were four major biographies
that were published before his. He declares hintkelfesearcher and analyst who has
solved some of the Dylan mystery, including infotima about his second marriage and
the children from that second marriage. He assHwt]hile good work has been done,
the challenge of writing a major biography that\eeys the full grandeur of Bob Dylan’s
artistic achievement, and also reveals the treedlifthis fascinating and elusive man, has

remained” (5). Additionally, he makes a commitmentulfill that need. Though
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Sounes, unlike other biographers is never a Dylaidér and remains a spectator, he,
articulates his methodology and enumerates thel@etgse to Dylan and part of Dylan’s
music community and personal circle who contributetis biography. In this way,
Sounes establishes himself as the definitive ait#itime voice, even more so than the
self-described Dylan insiders who had previouslittem biographies. Sounes maintains
that the research he conducted will, “...pin dowrcime details in areas where there has
been widespread, and often erroneous, speculg®ynAlso, Sounes making this
statement distinguish&own the Highway: The Life of Bob Dyl&nom the previous
scholarship, biographies, and journalism.

In addition to the biographies, the filbon’t Look Backhas shaped the narrative
of Dylan’s identity in collective memory as muchthe rock and roll journalism of
publications likeBroadsides, Rolling Stoner Melody Makey and the biographies
have!! The film covers a portion Dylan’s 1965 concertrtsuEngland, candidly
showing him out of performance and behind the ssefidis medium differs from
biography because the filmmaker, D. A. Penneba&emt a protagonist in the narrative
in the same way Scaduto, Shelton, Spitz, Heylid, &ounes are. However, the film is
similar to the biographies because Pennebakeratsrilre narrative. As the editor, he
has agency over which events he includes in thedid how they are portrayed. Heylin
points out that, “[t]he film covers barely two weselk the life, and during that time he
played just eight concerts, hardly the most rigerechedule ever devised” (193). The

time span of the film may not have covered a swwesuour and publicity schedule, but it

1 When Barthes’ definition of myth-speech as muétipiodes of delivery, including film, is applied to
Dylan’s identity along with Strachan’s argument abick biography to works about Dylan, it is cléaet
D.A. Pennebaker’'s documentddpn’t Look Backshould be included in the discussion of Dylan’s
mythopoeia.
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shows him at the culmination of a tedious, yeangltouring schedule that had him
exhausted and taking amphetamines to get throwggrethainder of it. This proved to be
Dylan’s breaking point for his hiatus would foll@shortly after, but the sharp-tongued,
fast-talking hipster that is portrayed providedsble representation of Dylan’s identity

to those who saw the film, especially since it @ppd to show him “behind the scenes”

in candid moments, rather than showing him excklgiin performance. Pennebaker’s
“derobing” of Dylan allowed those who viewed thiefito interpret him, in some
moments, as the mythical figure they expected ¢ @ed, in other moments, as someone
with whom they associated. The film depicted Dylamoments of anger at multiple
points when he reacts to people in his entourage, tvhen he responds to a death threat
prior to a performance, and vulnerability, wherblegs to go home because he is
exhausted. This created a continuity of Dylanigahidentity, as a genius and
representative of the 1960s counterculture, buat alevision that added new material
and complexity to the interpretation of Dylan’s mdigy.

There is another facet of both rock journalism evek biography that unifies the
two genres. While they attempt to demystify Dyl language they use reinforces the
mythology surrounding Dylan that he is untransleaimercurial, a shape-shifter.
Journalists and biographers present Dylan as apemnstantly shifting performances
and identities, which signifies instability or ams@nce of a central core identity from
which the others are drawn. Yet the languagedhelh writer uses, regardless of the
identity or identities or aspect of the Dylan larewhich they focus, communicates
continuity and stability of the sign, signified,dasignifier. Scaduto uses the language,

calling Dylan both “man and legend” (2). The clésation of the thirty-year old Dylan
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as a legend is largely based on the early parisatdreer and speaks to the myth that had
already been created around Dylan in the pres$itchwEcaduto adds. SheltoVkelody
Makerarticle and biography add to the revision andefwee, the interpretation of
Dylan’s history, further complicating his identityshelton admires Dylan’s longevity in
the his profession and asserts that, “One reast¢snDy able to “stick it out” is all the
more amazing is that he is several people all et 0m polymath as well as a Protean
chameleon” (Shelton “How Does it Feel?” 28). Heilatites Dylan’s fortitude in the
public sphere and in the music industry as a reduits encyclopedic knowledge and his
ability to be more than one person at once antiifolsetween those identities. Again,
the language points to Dylan’s identity from th&19.966 period as the original or
“authentic” Dylan and the deviations from it as fuming violations of that identity.
Shelton extends the use of the lexicon in his duobtion when he increases Dylan’s myth
and importance by attributing the shift of businiesthe music industry “from the
business fat cats to the artists themselves” anttd¢tectualizing popular music to Dylan
(3-6). This trend would continue through the seckieg biographies, shaping Dylan’s
identity though telling and retelling Dylan’s stesito fill in meaning through further and
extensive research and interviews in an attemgetoystify Dylan’s identity.

The contradictions that arise due to multiple bagdries adding “new”
information at different periods further create tmage of Dylan as being mercurial.
These contradictions can be the result of diffebeographers interpreting something like
the meaning behind his the facts of his biographtly warying perspectives in an attempt
to explain Dylan more clearly than he had previplgen explained. Scaduto, for

example, believed that Dylan’s Jewish identity etéel his early consciousness.
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However, Heylin believes that Dylan rejected hibiéa Abe rather than his religious
identity when he changed his name, but Rogovy a&ner dewish scholars view Dylan’s
Jewish identity as central to the creation of hisks. Rogovy creates a parallel between
Dylan and the 19 century Lithuanian Jewish folksinger Eliakum Zun&8. Similarly,
Stephen Pickering’s analysis “presents an autheetispective of Dylan — as a Jew”
(11). The inconsistencies of Dylan’s identity pgrioen and presentation are further
evident in Spitz’'s assertion that the biographined preceded his as having a difficulty in
understanding that an analysis of Dylan’s biogram@guires the synthesis of the fictional
and the factual and that others have created a, foyththat he refuses to be part of that
tradition. Spitz emphasizes that the inconsistsnim the biographies, articles, reviews,
and interviews with or about Dylan point to “sheember of untruths and epic
exaggerations that have found their way into pr{rif). Thus, the archival information
about Dylan is based on specious documents at®ashes also reinforces this point
with his aforementioned admission that the othegtaphies perpetuated speculations
and inaccuracies. Part of the problem as Spitz|illeand the other biographers argue in
the prefaces to their biographies, is that thesewdptions and inaccuracies have been
repeated, with or without revision, so often thneyt have become accepted facts of
history in Dylan’s biography. This is the pointveltich each successive biographer, with
the exception of Scaduto who did not have a pressereattempted to weaken or
undermine the authority of the biographies thatenymrblished before his and claim
narrative authority in the role of protagonist las &nalytic researcher who could and
would present an accurate and truthful construatiddylan’s identity. In this practice,

each biographer enters into a genre conventionogfdphy that, when the canon is
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considered as a unified collection that points ytal¥'s identity, underscores his lack of a
central ipseity. The intended corrections do naaaty correct the anomalies in Dylan’s
biography. Rather, they add nuanced differencedauibt.

Subsequently, rock and roll journalisms instablestauction of the narrative of
Dylan’s identity exists in collective memory. Sufgently, it created the perception of
the instability of Dylan’s central identity thatdaontinued to control the public’s
perception of him. The texts which create the casfddylan narratives have been
structured in a way that maintains the importarfd@ydan in the public consciousness
through the frequency of the focus upon him. dbahaintains the magazine or
newspaper publisher’s control over who is deemedhymf that attention or, as
Strachan argues, the journalists serve as thekgafeers of what is or is not relevant to or
will positively promote the image of rock and roRock biography follows a similar set
of institutional guidelines as rock and roll joulisen does in the creation of pop culture
figures’ identities through the analysis of thetéaand events of the figures lives. The
mythology surrounding Dylan is the sum of the laexgei biographers and journalists
have used? That has created how his identity has been irgeeg throughout the
majority of his career.

As Shelton argues, Dylan is many people at onagweder, interpreting him
through rock and roll journalism leads to an unt&rding of him in the context of the
myth that reinforces rock journalism’s importancel gresents Dylan’s identity in a

constant state revision, reinvention, and reingégtians. Revisions of Dylan throughout

12 strachan explains that, “Pekacz (2004), for instaargues that biography has had a central atiddas
role in the construction of contemporary percemiofimusic history and the received knowledge ef th
lives of canonic composers” (66).
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his career lend to the myth because they maintgiaris presence in and importance to
genre and to rock and roll. In the same way, l@ipgies written about him present a
problem because they are subject to their ownfggtrre and industry “conventions”
that affect the presentation of Dylan and his iiterif Each of the five major
biographies and biographers attempt to create anatenf Dylan’s mercurial identity
performance where journalism and previous biogegphad been unsuccessful.
However, they add to the mythology through thescdurse and lexicon, further
bolstering the post-modern “hollow man” theory ofin’s identity. In this way,
interpreting Dylan and his identity through rocldaoll journalism and the biographies
leads to the reinforcement of the myth they cre#tenligh their collective narratives.
Dylan’s shape-shifting mercurial nature can balaited to his identity being comprised
of the fragmentation of the American pluralist sbgiin its liberal tradition rather than
him being a man with a hollow core who shifts frore identity to the next without any
stability. The most effective way to reappropritte interpretation of Dylan’s mercurial
nature is through an analysis of the personaedardity performance represented in his
lyrics. This analysis will lend to an examinatioihDylan’s fractured identity as parts of

a unified whole, representing the voices and egpegs of the American populous.

13 strachan argues, “Rock biography has a clearlyédefset of conventions, albeit slightly differdrmm
the conventions outlined by Pekacz” (66).



Chapter 3

How Dylan Becomes the Poet of the American Demagcrac

The previous chapters’ examination of the genrasdk journalism and rock and
roll biography illustrates that both contributeth@ processes of myth creation, revision,
and perpetuation. Because the identities theséanseshte in the collective
consciousness of a society points to a countemggifiterpretation of Dylan’s
performances, understanding his identity has fatosethe shifts from one performance
to another, all of which point to an absence of sibrimg core or foundational from which
those shifts diverge. Dylan’s adopted folk idgnéihd his perpetuation of it in his early
career were functions of the business of musipramoting a product based on what a
consumer public would accept as authentic to agggmsuch as folk music, greater
identity. Treating Dylan as a commodity and marigehim as a product is counter to
the authenticity that was ascribed to him as regriagive of the folk revival. However,
because popular musicians such as Dylan existiirabworld of promoting their albums,
a mass produced product to sell to the largeseagdi and artistic creation,
examinations of Dylan intersect these two and pdimtDylan’s identity as unstable as
the media presents it. For this reason, shiftimgiscaway from Dylan’s personal history
to his artistic creation points to Dylan as fragtaéions of a unified whole. Therefore,
when he said, “I am my words” in Svedberg’s artidievas a clear statement of being
and identity. Or, more clearly, that the wordsuked to create his lyrics and other
written works were a more authentic expression®fdentity than his performance in

the media. The shift in personae and voice inyisdl performance is representative of

56
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Dylan entering into the American literary traditjd@decoming the poet of democracy for
the mid-to-late twentieth century and into the ttyelirst century.

The American literary tradition into which Dylanters begins in the mid-
nineteenth century with Emerson and Thoreau whas&saspecifically enumerate and
exemplify the importance of a writer upholding theral and ethical integrity of a
society or country. In his 1844 essay, “The Pdéfiferson wrote, “the poet is
representative. He stands among partial men éocdmplete man, and apprises us not
of his wealth, but of the common-wealth” (Emers@32 The morality that the poet of
the American democracy maintains speaks to thesided ideals on which America was
founded: equality, freedom, individualism, and ogppoity. He or she is the speaker of
an objective truth relating to subjective expressiomerson continues defining the poet
or poets, “The men of more delicate ear write dtlwase cadences more faithfully, and
these transcripts, though imperfect, become thgsohthe nations” (Emerson 210).
Thus, the literature of a nation also chroniclesistory in an organic and uncensored
voice. The writers in this tradition articulateetAmerican democracy and the plurality
of American culture.

The voice within this tradition matures with wrgdike Whitman and Twain later
in the nineteenth century. Pemocratic Vistasywhitman continues Emerson’s
argument, writing about the tenor of the literathérica required. When Whitman wrote
that text, America was in need of writers who wolédable to chronicle the complexity
of its heterogeneity, while also voicing “what isiversal, native, common to all, inland

and seaboard, northern and southern” (Whitman/@itman’s poetry expresses a



58

singular subjectivity, his own, speaking of the ggulemocracy with hope, pride, and of
observations from his travels and experiences.

As the United States evolved into maturity outtef 19" century and into the 30
century, the voice or poet of the democracy alsbtbavolve to reflect the country’s
social and cultural changes. Generally, multiptgéess within a movement are credited
with giving voice to the disparate communities \witthe American population. The
Modernists, for example, were separated into rediomiters, who expressed the
histories, cultures, and people of a particularae@f the United States, writers of social
conscience like Steinbeck, expatriates, the HaRemaissance, and so forth. In the initial
post-World War Il period, The Beat writers were aagresented a marginal society that
pushed back against the supposed hegemony of 8k 1@presented in the post-war
consumer culture, in television sit-coms, and Acgrtijingoism* This is the America
that John Kenneth Gallbraith had written abourlle Affluent Society.

It is also the America in which Svedberg revealgtab to have grown up, and
that he began to push back against early in heecarDylan’s voice “in the 1960s
embodies the countervailing search for authentioikmerican culture” (Edwards 8).
This assessment of Dylan in the 1960s fits nicatir Wis pre-motorcycle accident
identity. Dylan’s early songs like “Blowin’ in thé&/ind,” “The Times They Are A-
Changin’,” and “Talkin’ John Birch Paranoid Bluesgemed to give voice to and
connect with what was happening in American culané society. In fact, Dylan’s

Greenwich Village contemporary, Dave Van Ronk, sdilis friend, “If there is an

14 One theory of this phenomenon can be located sh&l Harrington’s analysis in his 1962 wofke
Other Americajn which he posits that “there is a familiar Aneexi It is celebrated in speeches and
advertised on television and in the magazinesastthe highest mass standard of living the waskldver
known. In the 1950s this America worried abowlfts(1).
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American Collective Unconscious, if you could beéen something like that, that
Bobby had somehow tapped into it and there weraydwhese sometimes very faint
resonances” (Scorsese 1:51:47-1:52:04). Dylansevstands as the singular voice of
the American people.

As the first true poet in the American traditionr@sponse to Emerson’s call for a
poet of America, Whitman stands as the Freudiaretipdather” that all succeeding
American poets must address to surpass or replad¢hitman said, “He most honors my
style who learns under it to destroy the teachgid.(in Klier 338). His work is so
pervasive and has influenced poetry, popular celltund, most significantly, American
culture. Poets such as Carl Sanburg, Wallace S¢easma Dylan contemporary Allen
Ginsberg, have followed the oedipal developmeradafressing and mimicking Whitman
in style and form to supplant him in their respeeteras as the poet of America. Critic
Ron Klier quotes Cowley when he asserts that whartidan wrote “[ijn the 1855
edition ofLeaves of Grass. . “the proof of the poet is that his country hasabed him
as affectionately as he has absorbed it” (qtd.lierk336). He continues that the
canonical poets fail to achieve the mark of beitnge' poets” as Whitman defined them,
and he names Woody Guthrie, Dylan, “and othersthieen” as poets in Whitman’s
tradition (336). That Dylan is a descendent of tme of American poets is unassailable;

when he begins to find his poetic voice and dediareself as that poet is.

!5 Ron Klier addresses Whitman'’s influence in hiscet“Walt Whitman, Woody Guthrie, Bob Dylan, and
The Anxiety of Influence” in which he quotes crititank Lazar, “because of the range, ambition, foezd
and magnitude of Walt Whitman'’s persistence asd, [ibis to be expected that nearly every other
contemporary poet of some stature will, at one timanother, bow respectfully to Walt Whitman’s
direction” (334).
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When Dylan entered the recoding studio in Novenabd961, he was relatively
new to the New York City folk scene and he was alsw to recording. Still an
“apprentice” poet, he was not ready to fully asstingeposition of the poet of the
American democracy. This is the reason his sédfetitirst aloum presented only two
original tracks, “Talkin’ New York” and “Song to Waly,” dedicated to Woody Guthrie.
The majority of the songs d@ob Dylandemonstrate a young performer imitating the
style of those he admired, while also reconcilsgues with his oedipal poetic and
musical fathers. As the second track on the allfialkin’ New York,” is illustrative of
Woody Guthrie’s stylistic influence on Dylan’s eavwork in both composition and
performance. Klier argues that this song is Dylacknowledgement of the debt to
Woody Guthrie for the music and lessons “that deelg awoke that young Dylan to the
verities of an America alienated, persecuted asgadied” (gtd. in Klier 335). The song
is a traditional Guthrie style talking blues, waittin stanzas varying in length from 4, 5,
6, to 7 lines in an irregular pattern. The lyriel the narrative of Dylan’s arrival in New
York City in the winter of 1961, his subway ride@weenwich Village, to his first time
on a Greenwich Village stage, to getting his urgard. The narrative ends with Dylan
leaving New York City and visiting East Orange, N&svsey, where Bob and Sid
Gleason lived. The Gleasons, fans of Guthrie’s Waa visited him in the hospital in
nearby Morristown, New Jersey, during which he tbleim that he felt imprisoned,
hosted Guthrie on weekends so that he could vitiit fans and old friends, like Pete
Seeger, Ramblin’ Jack Elliot, and, eventually Dy{&csaduto 53).

“Talkin” New York” serves as a bridge to “Song tooddy,” which is clearly

written in Guthrie’s style and continues to develdgan’s voice. Written in five
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guatrains, the song is a relatively simple honarario Guthrie’s tradition as a folk
singer and Whitmanesque poet. He sings about tilel \we observes as being Guthrie’s
world. Through the use of the second person profigaun,” he addresses Guthrie
directly. Dylan sings with reverence, acknowleddingt everything he’s singing Guthrie
has already sung and sung better than Dylan ddunsgtoint in his career. He writes,
“Hey, hey, Woody Guthrie, but | know that you kn@W/the things that I'm a-sayin’ an’
a-many times more,” asserting himself as the apizesto the master, Guthrie (Dylan
“Song to Woody” Il. 9-10). The last two linestime third stanza acknowledge Guthrie’s
position in Dylan’s pantheon, “I'm a-singin’ youdlsong, but | can’t sing enough/'Cause
there’s not many men that done the things thatyedone” (Dylan “Song to Woody” II.
11-12). At this point, Dylan is still reconcilirigs own oedipal poetic development. He
recognizes that he’s “walkin’ a road other men hgaee down” in the first stanza and
that he is becoming part of the American folk aterary tradition (l. 2).

The track’s position as the last song on the albanfirms Dylan’s assertion
about Guthrie being his last idol was an honeséstant. Though he would bring with
him the lessons he learned from Guthrie to higWihg aloums, this would be the last
time he would engage in overt hero-worship and atrari and he would continue to
develop his lyric writing style. Shelton observdabat the transition, “The first aloum
was the last will and testament of one Dylan amrdhtrald of a new Dylan” (130). The
old Dylan was the student of folk music both in Bitown and in Greenwich Village;
the Dylan that was emulating Guthrie. The new Dylaat was ushered in was the
emerging poet of the American democracy. Consefyeéhe remaining eleven songs on

the album are covers of traditional folk songs vibylan’s variations. In doing so, Dylan
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was following a standard folk music form. By tadia traditional form and making it
new, however, Dylan transformed it into somethiogtp, even if he borrowed from
contemporaries, as he did from Dave van Ronk vktbuse of the Rising Son.”
Additionally, Scaduto assert€B6b Dylandidn’t fully mirror what Dylan himself was up
to because he was still moving so fast. The matenighe album was already something
out of his past even as he was laying it down” §1Ilhe composition of the album
illustrates a young artist still cultivating hisgi@ voice and musical style. He had,
however, not fully started to articulate his owrepo voice through his lyrics.

Dylan’s poetic voice differs from Whitman’s expressof it because Dylan does
not articulate a singular subjectivity. Rather shéts through multiple identities and
persond® Once he begins writing his own music, Dylan’s kvbas a keen sense of the
topical issues and a relationship with the padt.is well-documented that Dylan used
the chord changes and structure from the slavéwsdir‘No More Auction Block,” to
write “Blowin’ in the Wind,” the lyrics of which reonate the spirit of the Civil Rights
Movement. 1983'8lind Willie McTelluses the chord changes from the blues §ing
James Infirmarya variation of the English folk sofAdghe Sailor's Wakeo pay tribute to
the revered blues man of the same name. In fagt,Young says of Dylan’s music and
lyric construction, “It was written today but itwoded like it could have been written

two-hundred years ago. It sounded current anéllde same time” (1:16:54-1:17:10).

'8 Dylan’s place in the continuum of the Americaetitry tradition and narrative is further explaimedhe
essay, “Tradition and the Individual Talent.” InTt S. Eliot provides the criteria for which atti€reate in
the present, but also have a sense of the pash\ffiects their creation but is also altered by it.

n relation to the poet's timelessness, Emersmilaily wrote, “[and this hidden truth, that theuhntains
whence all this river of Time, and its creaturésweth, are intrinsically ideal and beautiful, dsaus to the
consideration of the nature and functions of thetPar the man of Beauty, to the means and mategial
uses, and to the general aspect of the art inrésept time” (Emerson 208).
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Established members of the folk community recoghi2glan’s ability to compose songs
modified and arranged folk music to address topeahts and issues.

Dylan’s work, from 1961-1966, to the 1970s whendleasedlood on the
Tracksand songs like “Up to Me,” through his currentguotion, has had a sense of
being contemporary, but also traditional. The rimghchord patterns, and melodies of
his songs are often borrowed from folk, countryd Bilues music, giving them a
simultaneous modern and classic American soundttanlyrics, because he ceased
composing “topical songs” so early in his careeg,ret only relevant to the particular
period in which they were written, but also to dp&ma broader range of human
experiences; the language, idiosyncratic structaes phrasing is distinctly American.
In addition, the way in which Dylan creates, whhbEsays is “a continual surrender of
himself as he is at the moment to something wtsahare valuable” demonstrates “[t]he
progress of an artist [as] a self-sacrifice, a iowat extinction of personality” (Eliot 56).
Throughout his career, Dylan has not shifted imd aut of many identity performances
based on an untranslatable, mercurial, vacuous Batther, he has sacrificed his
personal subjectivity to become the medium thronglch various American identities
are given voice to create an American bricolagdénlatter half of the twentieth century
and early part of twenty first century. This reg@ets all America is in practice and the
discrepancies where it fails to fulfill the promssef its ideals.

OnThe Freewheelin’ Bob Dylamylan continues to work through his oedipal
issues with his poetic “fathers” and develop histpovoice. The final song ddob
Dylanindicates reverence towards Woody Guthrie, his majtuence, but also a

separation from him. Dylan’s producer, Tom Wilserplained of Dylan’s performances
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that, “You go back to his three albums. Each tithere’s a big leap from one to the next
—in material, in performance, in everything” (HefiitL3). There was significant
development in Dylan’s lyric writing as he matuiatb a serious poet, creating songs “in
the tradition of all lasting folk songs” (17). Ae continues to record, Dylan’s focus
shifts away from specific topical events; rather Wrote about experiences with which
his listeners could identify. When Nat Hentoffitesl Dylan in the recording studio, he
observed that Dylan’s “songs...sound[ed] as if tlveeee real people in them” (17). The
distinction that Hentoff makes is that rather tiia@re being simply personae through
which Dylan assumed a voice and performed each, aulp song presented its own
subjectivity. The appearance of “real people’ha songs seemed logical. He told
Hentoff, “If I haven’t been through what | write @lt, the songs aren’t worth anything”
(15). The authenticity of experience through wHigftan writes, his poetic voices and
personae, were drawn from the heterogeneity ofdmgral identity, which is reflective of
American cultural pluralism.

It is on this albumThe Freewheelin’ Bob Dylamhat Dylan includes only
original compositions and, through them, declaiessklf a serious poet through his
lyrics, developing the genre of folk music to wrsiengs that articulated Dylan’s subject
position and experiences through many voices arsbpae. On this album, he
establishes the foundation for the voices thatraeable and would continue to be
developed and expanded. When he assumes the pafitive poet, he express the voice
of moral authority expressed in the ideals on wifialerica was founded and in Judeo-
Christian values such as compassion, justice, @thejomtion. He also asssumes the

figure of the cowboy, hobo, and outlaw that repnéséhe American spirit of
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individualism, expansion, and curiosity. Additadky, Dylan’s articulation of the voice

of the working class champions their dignity anslesdial role in the creation,
development, and creation of cultdfeChe final voice expressed on the album is that of
lover or the person expressing the mercurial nattirelationships. All of these voices
will be further developed throughout Dylan’s canon.

The Freewheelin’ Bob Dylaopens with “Blowin’ in the Wind,” Dylan’s
statement on equality and the Civil Rights strugigléhe late-1950s and early 1960s and
establishes a voice of social conscience or mathloaity of the poet. It's the voice that
is initially congruent of the New Left movementsha$ generation and of Guthrie’s
influence on Dylan speaking for marginalized comities. The song is written in three
octaves and follows the folk tradition of allusionmusical arrangements, but also has
lyrics that address the contemporary issues upochwiis peers within the folk revival
of the early 1960s also focus. The basic choretgire of Dylan’s song followed the
slave and abolition spiritual “No More Auction Blatthe lyrics of which call for an end
to the sale of African slaves. The lyrics of “Blawin the Wind” create a parallel

between the effort to abolish slavery and the madrto procure equal rights for

'8 Horace Kallen’s workCultural Pluralism and the American Ideanalyzes the nature of cultural duality
and, ultimately, cultural pluralism. Kallen tradbge genealogy of attitudes towards this dualityMestern
culture and argues that the duality exists betweelture,” most commonly associated with leisure
activities, and “vocation,” which is associatedhwitork. Kallen asserts that this opposition cafosated
in “the ethos of the Gregtolis” and that a person in leisure or with more acae$sisure time “looks
upon people who work with their hands as incapabtbe dignity and worth proper to a free man, by
nature incapable to perceive the truth of thingsBY this theory, there is little dignity or cultdinaorth in
those who must work to support their basic needsliition to their leisure activities. This bindrgtween
those who are cultured and those who are perceiveshcultured would change in the twentieth century
As Kallen argues, anthropologists were responsdsl¢his shift during the early to mid-twentiethntery

in that, “[a]n upshot of their inquires was theioatthat the vocations of a community were the euslof
its culture; that their relations were reciprocatl aompenetrative; that if consumption was end and
production means, it was the means neverthelesshvgaive substance and form to the efid% a resuilt,
the importance of labor and vocation and the leisutivities of the laboring classes were understoo
comprise a vital and dignified part of the cultofeany nation or group.
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African Americans. This first person speaker ia fong attempts to teach through
dialectic, subverting his subjectivity to the answieethe series of questions, “The answer,
my friend, is blowing in the wind’(Dylan “Blowin’ in the Wind” |.4). He poses a sesi
of rhetorical questions in the first three linesath stanza. He purports to know where
the answers are and intends to encourage the realigtener to consider therhe
answer to these questions provided for the listentre last line of each stanza is that
they are “blowin’ in the wind.” It is a simple amer that is the central idea of America’s
governing documents and the American ideologyattever of peace, freedom, and
equality, is everywhere, but elusively blowing ardweveryone making the social
changes necessary for the United States to live itp guarantees of equality and
freedom stalled or slow-moving.

It's on track six of the thirteen tracks ®he Freewheelin’ Bob DylafA Hard
Rain’s a-Gonna Fall,” that Dylan declares himsle#f poet of the American democracy.
The other tracks announce him as a nascent magy Imat this track is his statement
about his position in the American canon and coteplais oedipal development. In the
song, Dylan creates an antiphony in which addrégdesman and American poets in the
Whitmanian tradition. Through this conversationvesn a persona representative of a
poet from an older generation talking with one fraryounger generation, Dylan
assumes the voice of the “poet of America.”Diylan’s Visions of SinChristopher Ricks
acknowledges Dylan’s debt to older poetic tradsicspecifically the Scottish ballad
Lord Randal Ricks asserts, as do other Dylan scholars and dpbgrs, the “initiating
guestion” in the dialect is an allusion to thetfigo lines of each of the ballad’s

guatrains, “O where ha you been, Lord Randal, nmyAad where ha you been my
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handsome young man?” (330). Rightly, Ricks makesassociation between the
opening lines in Dylan’s stanzas and those in twtSh Ballad and notes that Dylan’s
referrence to the ballad in his bod&rantulacompounds the allusion (330). However,
Lord Randallcommunicates equality in the dialogue between mahd son because
each stanza is evenly split, giving two lines t® ¢juestioning mother and two lines to the
answering son (333). The series of questions aaders in the quatrains communicate
the narrative of Lord Randall’'s demise.

In opposition, the conversation in Dylan’s songmbalanced and reads like a
Platonic dialectic with the teacher posing the tjoas and leading the pupil to his own
knowledge through his answers. Ricks acknowletlyssn his assessment of the
speaker’s fortitude in the song, “But in Dylan’sagadhe question is always outweighed
by the scale of the answer, and furthermore thie sis2If then varies” (333). Dylan’s
stanzas open with the initiating two-lined questioat the answers from the speaker
shifts line lengths from five in the first stanzesseven in the second and third stanzas,
to twelve in the final stanza. The increasing nandf lines in response illustrates the
speaker’s confidence in his experiences and knagelgained through them. The
unbalanced number of lines indicates the spealsain@ag the role of the “master”
American poet from the questioner. Indeed, AllensBerg recognized this. Sean
Wilentz notes that when Ginsberg first heard Dyang “A Hard Rain’s a-Gonna Fall,”
“he later said, [he] wept with illuminated joy ahat he sensed was a passing of the
bohemian tradition to a younger generation” (68-9).

It is also instructive to note that the allusiorLtod Randallthat Dylan uses in

this song makes the voice who poses the initiajungstions a composite of many literary
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influences or “fathers,” as scholar Ron Klier asggsn his article, “Walt Whitman,
Woody Guthrie, Bob Dylan and The Anxiety of Inflwen” Though the poem is Scottish,
not American in its origins, there are two aspéztske into consideration. The first is
that many American folk songs originate in the Antghdition. Both the country song
“The Streets of Laredo” and the blues song “St.elfirmary” are musical
descendants of the Old English folk song “The S$aild/ake.” As explained in the first
chapter, Dylan used the basic chord structure fitnJames Infirmary” for the
composition of his 1983 song “Blind Willie McTellPolk music that settlers brought
from their mother countries became part of the Acaer folk music traditions, with
some variations.

The second is that the dialogue occurs betweemnemiad figure and a child.
Much like the mother’s questionsliord Randallthe initiating question asked by the
older poet is relatively the same throughout thegsdDylan replaced “Lord Randall, my
son” with “blue-eyed son.”Lord Randalll. 1; Dylan “A Hard Rain’s a-Gonna Fall” I. 1).
This exchange symbolizes a sense of innocenceustigner believes the son, who is
Dylan, with bright or light eyes to possess, bsbgboints to the son as the favorite son
because he is no longer merely “handsome” as hentasd Randall,but he is
“darling” or someone held dear. Dylan positions $&fh as the favorite poet or student of
poets through the language of the lyrics in thenopgeof each stanza. The symbolist
imagery of his responses indicates that he is remdgsume his position as the poet of
his time. Addressing an older generation of sudaépsets who captured the American

character as did Whitman and Guthrie and placingsklf in the dominant position, both
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in line length and expression, Dylan is able topsampt the older poets. Thus, he makes
room for himself in their place.

Because the phrasing of the questions changessbghgly, the majority of the
content of the poem or song is located in Dylawsng poet’s responses to the relatively
stable questions. When the song was released, maaynderstood the “rain” to mean
“atomic rain.” Dylan had written the song in thdl faf 1962 around the Cuban Missile
Crisis. However, in his May 1963 interview withu8s Terkel, Dylan said, “No, no it
wasn’t atomic rain . . . It's not atomic rain, ifisst hard rain. It's not the fallout rain, it
isn’t that at all. | just mean some sort of enat’thjust gotta happen which is very easy
to see but everybody doesn’t really think abowtverlooking it” (Terkel 6). The images
that Dylan includes illustrate the signals of tleerbrs of humanity and catastrophe that
surround people on a daily basis, but they eitloemat recognize the signs or they need
someone to shift the focus to them. This end darDgalls it, Heylin interprets as,

“[t]his hard rain had more in common with the bdali apocalypse than bombs falling
through the air” (102). Indeed, it stands thatréna that falls in Dylan’s song is rain that
will cleanse the earth of humanity’s blights, dudees not point to an apocalypse. Ricks
continues this understanding by assertidgHard Rain’s A-Gonna Falk a vision of
judgment, a scouring vision of hell. Hell on eaif®42). However, in and to every
generation the world is in a fragile state withegua of times and some catastrophe to
bring it about looming, probably more so in Dylahiee during the age of atomic
anxiety. How the world ends is less important ttrenpoet’s responsibility to tell the
truth of his observations about it and everythilsg de sees, which is what Dylan

commits to doing at the end of the song.
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The first stanza of the song provides the init@iuestion to a younger poet who
has been away or, at least, out of contact witlgtrestioner. The young poet finds
temporary shelter with the older poet during thevessation. He reveals the time and
distance of his travels through the scope of antiadi in the answer. The images that
Dylan includes in his response indicate that theesmmething wrong in the world. The
mountains are obfuscated by mist, highways arekemhahe forests are sad, the oceans
are dead, and he is “the only human being — mbesonly sentient being” (332). His
mode of travel is also challenging and challengdd.uses words like “stumbled,”
“crawled,” and “stepped” to communicate that. $amy, he tells the listener the scope
of his journey. He's been to twelve mountains,lsghways, seven forests, twelve
oceans, and ten-thousand miles into the graveydrsiassessment about their state and
the state of the world is not a superficial one’'sHieen to many and enough of each to
form an educated opinion or to learn what he feseésrepresentation of the truth as he
presents it. Additionally, he has been out, actbesountry as Walt Whitman and
Woody Guthrie had, and is reporting where he haseted to assert his ethos and to
demonstrate that his education is sufficient. Digdravels have been as extensive as
Whitman’s ruminations iheaves of Grasand Guthrie’s rail travels that inform his
populist catalogue.

The initiating question in the next three stanZafh® song shift from where he’s
been to what the poet perceived through his sears$he people he has encountered
during his travels. This is his education as &.pgde goes out and has a variety of
experiences with many different people, and he teeards his ruminations. Williams

maintains that the song is simple and that theoresgs are written, “in a form similar to
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a nursery rhyme or a recital in school...the songiges: reports on where he’s been,
tells what he’s seen, tells what he’s heard, telis he’s met, and declares what he will
do now” (59). This form allows for the older pdetlead Dylan’s young poet through an
affirmation of his own understanding of the trufittee world based on his subjective
organic experiences. What he sees are hostileaisnage doesn't just see a baby, but a
newborn baby, with wild wolves surrounding it. TWwelves are predatory and a symbol
of threat to the child. That they are “wild” repe@ss a greater danger to the child because
the word connotes accentuated ferocity and viciessmvhen paired with the symbol of
the wolf. From the moment a child is born, he @ shsocialized by his or her
environment. The environment Dylan presents iamed, uncivilized, and threatening
to the child’s safety and development. This is poonded by the image of young
children brandishing weapons: “I saw guns and skaqrds in the hands of young
children” (Dylan “A Hard Rain’s a-Gonna Fall” I. 12 The children have been born into
a violent world, one in which they must fight orfeled themselves to survive. The rest
of the images reinforce the waste land Dylan has laescribing and an impending end
of times that will come with the arrival of the eqted rain.

When the older poet asks what the young poet lesiadhe third stanza of the
song, his immediate response is an allusion ta Eli8t's The Waste LandThis is
instructive for two reasons. The first is that &yladdresses another American poetic
father through allusion. The other is that it @ides continued development of Dylan’s
poetic aptitude. In section V dhe Waste LandWhat the Thunder Said,” Eliot
personifies the thunder and it says “Datta, DayadhvDamyata.” The footnote for this

section reads that the words mean “give,” “sympatfiiand “control.” It continues to



72

explain that the allusion is taken from BBehadaranyakan theUpanishadghat

contains a fable that explains the meaning of tender (Elliot footnote. for |. 401).
Further, thekatha Upanishadlescribes the Thunder as a symbol of God, “thas he
likened to an upraised thunderbolt, because ointipartial and inevitable nature of His
Law, which all powers great or small, must obeyadltely” (Upanishad$3). This is a
prescription for behavior that culminates in theafilines of the section and the poem,
“Shantih Shantih Shantii{Eliot 433). Through charity, sympathy, and exercising self-
control, humans gain understanding and peace (f6ldhote for line 433). After four
sections that describe the earth as a waste laied, up, scarred, and non-regenerative,
the thunder signals the rain’s arrival, signifymegrieve, if not hope.

Though also personified, the thunder in Dylan'sszhearth, his waste land, is
markedly different than the thunder in Eliot's wea&ind. Dylan hears it rumbling a
warning and leads to a wave, the following imagleictv will cover the earth and drown
everyone on it. The succeeding lines present aagerof ominous and fragmented
images of the worst of humanity, unable to commateichands on fire, laughing at
someone in need, crying, and in which he hearsahg of another “poet that died in a
gutter” (Dylan “A Hard Rain’s a-Gonna Fall” |. 28)he sounds that Dylan’s young poet
hears signal a change in the poet’s attitude towerdvorld he observes. While Eliot
views the early twentieth century as a waste ldritgs a hopeful ending when the rain
comes and provides much-needed nourishment. CalyeBylan’s mid-twentieth
century poet sees a world, as he sayBam Dylanin “Song to Woody,” that “Seems

sick an’ it's hungry, it's tired an’ it's torn,/keems like it's a-dyin’ an’ it's hardly been
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born.” (Dylan Il. 7-8). Though the rain in Dylarg®em is not necessarily apocalyptic,
he does not see the same hope that Eliot's spdalksr

The song then shifts from sensory perception &raation. Dylan has satisfied
the questioner that he has both seen and heardleouhis travels to be able to write
about them. The older poet then asks who the yoyragt met while he was out on his
travels. In the beginning, when the young pogboads where he’d been, he does not
refer to any other people. The land is devoidmnyf laumanity except for the speaker
traveling through the desolate waste land. Ingtasza, he mentions the diversity of the
people he met. Again, the listener of the songeader of the lyrics is provided with a
series of ominous images that demonstrate the déepcd human nature, but there are
human beings there. The poet has an audience fohwdsing, which presents a
possibility of salvation. What the images poinspecifically is both debated and
debatable. The landscape is populated with théseare surrounded with death and
violence, and people who have been damaged inltwaghand hatred. Dylan does not
detail his experiences with these people; he siraplymerates the list and their maladies:
The child near the dead pony, the woman whose Isody fire, the white man walking a
black dog, and the men who are hurt by both lowklaate.

The one positive image Dylan provides in this staiszhe girl who gives him a
rainbow. This image also communicates what Dyharity states in the next stanza,
that there has been a cessation of the rain, é¥ena short period. After the great flood
in the book of Genesis, God gives Noah a rainbow @svenant promising that he will
not send another flood to destroy the earth. Hawnéwere the rainbow is given by a

child rather than God, signaling that the next gatren might be better equipped so they
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will not share the same fate that is promised leyhiérd rain for which Dylan’s poet
waits.

In the last stanza, the dialogue shifts from tlippoet asking what the younger
poet has observed to what the younger poet witl@® that he has gained knowledge.
This shifts the poet from education to action, frpast to future. Written in twelve lines,
this is the young poet’s most formidable respomgkia which Dylan articulates his
commitment to assuming his role as the poet oftlmerican democracy. Here, he
accepts the role of the hero with the responsititititnot only record and report what he
has experienced through sensory perception, Bteltat and think it and speak it and
breathe it/and reflect it from the mountains scsallls can see it” (Dylan “A Hard Rain’s
a-Gonna Fall” ll. 52-3). He commits to living outchperforming his role. Emerson
asserts, “[tlhe poet does not wait for the herthersage, but, as they act and think
primarily, so he writes primarily what will and niuse spoken{Emerson 210). He can
only know what must be spoken if he travels, obsgrand is connected with the people
and what’s going on, the understanding of whiclatieulates through the course of the
dialogue and the song. Where he has been durengpilirse of the song has been a safe
shelter, but he is going out before the rain betprfall again. Williams notes that
Dylan’s speaker is going out into living world tpdrticipate fully...while it still lasts”
(61). Additionally, Williams’ argues that, “[a]ldugh written in the shadow of (possible)
imminent death, this song is not an old man’sJaBtand testament, places arrived at in
a lifetime, but rather a young man’s collectiorficdt lines, places to begin from” (60).

This is where Dylan’s most obvious development ogciylan has provided an
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enumeration of his starting points and it is frdmare his poetry and poetic voice will
continue and develop.

Track three on the album, “Masters of War,” illasés slight shift in persona
from the other compositions. The song is one effitst and most direct of Dylan’s
“finger pointing songs” and presents another vaitmoral judgment, but the
representation of this voice is different thandhe in “Blowin’ in the Wind.” Though it
conveys a sense of moral or social consciencésdat@mmunicates to the ideals of the
American democracy. The speaker in “Masters of Vigaes further to condemn in a way
that the speaker in “Blowin’ in the Wind” did notMasters of War” focuses on the
Military-Industrial complex that President Eisenteawvarned about in the 1961 speech
he delivered three days before John F. Kennedgisguaration. Eisenhower advised that
the arms industry was new to the American societyeconomy and that its influence
was pervasive. Because of this, the American geapist remain alert to the industry’s
influence and power. The sixty-four lines of th@g@re separated into eight octaves
with lines six and eight in each octave possessiregular end-rhyme scheme with either
perfect or near rhyme. This rhyme scheme reinfotige tension that each octave
develops by connecting the progress of Dylan’s pofinthe immorality of the profiteers’
business practices to his statement of judgmemnispment, or the consequences of the
profiteers’ actions.

“Masters of War” begins with an invitation or aldal the profiteers with the line,
“Come you masters of war” (Dylan “Masters of Warl). This device was used in
medieval poetry to assemble an audience that wsidoh to the poet’s stories. He

catalogues specifically to whom he’s speaking hynegrating the machines and vehicles
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they build so there is no confusion that the “mastd war” are those who propagate the
war machine for their own profit. Though they aremwho build products that provide
employment and contribute to the GDP, Dylan remthésn they, “never done
nothin’/But build to destroy” (Dylan “Masters of Wdl. 9-10). This is the source of
their sin in the speaker’s judgment. He can sedrtile of their actions; their business
and success are dependent upon the perpetuatreer &fom which they cowardly run
and in which they have not fought, nor will thegtit. The speaker then accuses those
who profit from war as arming men his age, while tmasters of war” hide and “turn
and run faster when the fast bullets fly” (Dylan&ters of War” Il. 15).

The lyrics continue with an inversion when the &eea&xpresses that he speaks
“out of turn.” He presents himself as rude or ureaded, but his understanding of the
“Golden Rule” of what is right and wrong is cleagtated. He may not be as educated or
wise as those to whom he’s speaking, but he knbatsthere is no forgiveness for what
they’ve done, not even from Jesus. The emphasiesus, a Western symbol of grace,
love, and forgiveness, as unable to forgive acaatuthe severity of the crimes that
Dylan feels the profiteers commit. Williams argules songs written during this period,
especially “Masters of War,” “also find Dylan thiimg about Jesus (and Judas) — not the
spiritual Jesus, who shows up in some of the songke first aloum, but Jesus as a
mythical figure, the persecuted teacher or trulleite(70). Similarly, the speaker
assumes a voice of truth-teller throughout the ssnige exposes the military industrial
complex and those responsible for its continuatWitliams quotes Bert Cartwright’s
“suggest[ion] that in the period of 1961-1966 ‘Dylsaw the Bible as part of the poor

white and black cultures of American with whichdwight to identify”” (70). The
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association with and portrayal of underrepresenteckes was part of the debt Dylan
owed Woody Guthrie.

In “Masters of War” and other songs recorded dutimg period, like “With God
on Our Side” and “Let Me Die in My Footsteps,” Dyla deliberate use of Biblical
allusion speaks to and for specific communitiehimithe American population. In the
two concluding stanzas of “Masters of War,” theadq@¥ questions the profiteers with
pointed condemnation alluding to salvation and ngatéon. First, he asks the profiteers
whether the money they earned was worth the nuafbgung men who were killed or
injured as a result of their industry. He conchlitieat they are condemned by their
actions and “all the money [they] made/could ndwer back [their] soul[s]” (Il. 55-56).
The song closes with the speaker’s vow that he“stidind o’er [the profiteers’]
grave/'Til [he’s] sure that [they're dead]” (Il. 84). He assumes a vitriolic tone that
goes beyond the judgment the rest of the song conuaes.

The song “Oxford Town,” the ninth track on the atijwses a topical journalist
style of the folk music revival in that it dealstlva specific event: the racial integration
of students at the University of Mississippi. AgaDylan writes in quatrains with
regular end-rhyme. The song’s simple melody, rhytAnd lyrics create cognitive
dissonance between the musical composition anai¢ight of the message. Williams
asserts “[t]he simplicity of Dylan’s “banjo tuneggked on guitar” fits his lyrics perfectly;
the whole song is a testimony to the power of ustdéement” (63). In doing that, Dylan
demonstrates his development as a poet. The sont po the inequalities of

segregation in the public educational systemsudinl state universities, of a free nation
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that promises equality. However, the simplicitylwithich the message is conveyed
shows how basic the concept of educational equstlibyld be in American society.

The voices of the cowboy, outlaw, and hobo expikssetracks five and eight,
“Bob Dylan’s Blues” and “Bob Dylan’s Dream” respe@ly, are voices that express the
a carefree, independent, and cavalier identitylthatbeen mythologized as
quintessentially American. “Bob Dylan’s Dream, cdiner first person lyric that assumes
a different persona, is written in seven quatramhb a regular rhyme scheme that
connects the images of the first and last two Iofesach stanza. The first stanza begins
with the speaker taking a westbound train and dieguat his past when he falls asleep.
He has “half-damp eyes” because the scene he ensjlaying music and spending
time with his friends, causes him to lament for@ment in their youth when their sense
of fraternity was their strongest association anatee of joy. The tone of the poem
shifts to sadness in the fourth stanza: “With hadritearts through heat and cold/We
never thought we could ever get old/We thought audat sit forever in fun/But our
chances really was a million to one” (Dylan “Bobl&ys Dream” ll. 15-16). The song
ends with the speaker’s lament for simpler times thirror Dylan’s early days in New
York City. The speaker wishes that he and hisitteecould be back on the rails together
in the way that did when they were younger. Theggearallel’'s Dylan’s lament for how
his life and circles had changed and how he lorigedarlier carefree days. After Dylan
was signed to his contract with Columbia Recordmyrof his friends in the Village
envied his success and treated him differently.

Similarly, “Bob Dylan’s Blues” assumes the voicetloé rail-riding musician. He

begins with a spoken introduction that intendsdd authenticity to his folk song and
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authority to his voice by separating himself frosepdo-folk musicians. This distinction
is important because it also corresponds to Dylaat$y stories about his childhood as an
orphan on the railroad. He tells his listener thast of the folk songs being written are
written in “Tin Pan Alley,” but that his was writteon the road somewhere in America.
The first-person speaker is an outlaw bank roblder wields a six-shooter and espouses
the trials and triumphs of his chosen life. Thegsopens with the mythological figures of
The Lone Ranger and Tonto as rail-riding savious,they are not heroic to the speaker.
He says that “They are ridin’ down the line/Fixev'rybody’s troubles/Ev'rybody’s

‘cept mine” (Il. 2-4). He assumes that he’s beeanaloned by the heroic figures because
someone told them that he was okay. Set in jusiipa to the heroic Western figure of
The Lone Ranger who has a companion in Tonto,fdbaler is truly marginalized and
does not have many possessions. Despite beingtiamvaand vagabond, he demonstrates
positive character traits in his loyalty to the wanmhe loves. He sends the “five and ten
cent women,” who are arguably prostitutes, away)(l. The final lines encourage the
listener to embrace his ideology and live outsigedocial structure, represented by the
“judge” or figure of the law. He ends with a post“Yes,” punctuated with an
exclamation mark that emphasizes the affirmation.

The second track, “Girl from the North Country,luales to an English ballad
“Scarborough Fair,” shifting poetic voices to tlgér or the voice that communicates the
mercurial nature of love. It recalls a personabagtion with a girl with whom Dylan
had been involved in Minnesota, told through & faerson perspective different than the
persona found in “Blowin’ in the Wind.” Scholarsdacritics dispute whether the “girl”

in the song is Echo Helstrom, Dylan’s high schadfrgend from Hibbing, or Bonnie
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Beecher, his friend from the University of Minnesott’'s possible that the girl in the
song is a combination of women who were influentaDylan’s early life and that they
are presented in a unified vision. Echo Helstonas was cut short and did not flow
down her breast; however, she was his first loygascholar Paul Williams argues that
“[tlhe song was written in early January, while Bxylwas in Italy searching
unsuccessfully for Suze” and is, therefore, writout the girl he was dating at the time
he wrote the song (75). Clearly, the cover photdha Freewheelin’ Bob Dylatiepicts
Dylan on a snow-lined street with a long-hairedé&SREbtolo in the coat she brought back
from her travels and studies in Italy. In it, sth@sely resembles the long-haired girl in a
coat that keeps her warm in the cold winters Dy&dars to in the song: “Please see if
she’s wearing a coat so warm/to keep her from tvdihg wind” (Dylan “Girl of the
North Country” ll. 7-8). Rotolo recalls the phdieing taken in her book Freewheelin’
Good Time: A Memoir of Greenwich Village in theti&scShe recounts]w]hen | was
in Italy, 1 bought a loden green coat that | lowksdrly, even though | knew it wasn’t
suitable for a New York winter. | put it on ovéetbig bulky sweater and tightly tied the
belt for warmth” (Rotolo 215). Regardless of whigbman was the inspiration for “Girl
from the North Country,” the song presents a trad#l folk melody with topical lyrics
that present a clear subjective position in whiehgpeaker tenderly remembers a past
love.

Written in a similar voice or persona, “Don’t Thifikvice, It's All Right”
expresses the subject position of a person whdwddy love. The song is written in
four octaves, with the refrain repeated at thearehch one. The refrain serves to

undercut the seriousness of what the lyrics comoat@i The song is sung in first person
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through which the heartbroken poet comments ometa¢éionship and his bitter post-
breakup assessment of that relationship. Subs#guédylan is quoted by Nat Hentoff
on the back oFreewheelin’ “It isn’'t a love song. It's a statement that mayl@ can say
to make yourself feel better. It's as if you weakking to yourself” (qtd. in Williams 56).
Dylan continues to use the folk axiom of by adagptime tune for “Don’t Think Twice,
It's All Right” “from Paul Clayton’s adaption of ®lk tune, “Scarlet Ribbons for Her
Hair,” but the lyrics are topical and personal (8el177). They convey Dylan’s
heartbreak over Suze’s departure into a song trettd his anger toward her. His
lament over the lost love reveals part of his gloag a poet. After he calls the woman
he addresses a child in the third stanza, he sihgaye her my heart, but she wanted my
soul.” (Dylan “Don’t Think Twice, It's All Right” | 23). Although he’s bitter about the
end of the relationship, it is clear that he woudd relinquish the essential part of himself
to the woman, the part from which he creates. Di@n been quoted repeatedly that
from an early age he felt that he had somethingiapthat he had to protect. The choice
of the word “soul” is representative of this essdrdaspect of his identity or the stable
core from which he composes his lyrics.

Ultimately, Dylan reveals himself and his identityough his words in his lyrics.
The mercurial shape shifter of media performanaklangraphy is replaced by a poet
who stands as a singular and unified representafitime fragmented, diverse, and
pluralistic voices of the American people and tleiperiences. Dave van Ronk said that
the folk community was not bothered by Dylan’s poistg, lies, and identity shifts
because, “[w]hatever he said off stage, on stagelt¢he truth as best he knew it”

(Scaduto 69). That truth that Dylan spoke earlytenstages of the folk houses of
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Greenwich Village is echoed in Emerson’s statenigiiie sign and credentials of the
poet are, that he announces that which no marnonetold...He is the beholder of ideas,
and the utterer of the necessary and casual. Fdowet speak now of men of poetical
talents, or of industry or skill in metre, but akttrue poet’(210).

Through the dialogue with the representative opteat or unified representation
of American poetic fathers in “A Hard Rain’s a-Garfall,” Dylan heralds his arrival as
the poet for which Emerson called in 1844 and fbiclhy Whitman set the standard. He
speaks directly to the older poetic “father” thrupe antiphony in the song and
progresses through a catechism in which he addréisselder poets and demonstrates
his developing poetic sensitivity and expressiBmerson further asserts that, “[tjhe men
of more delicate ear write down these cadences fadghdully, and these transcripts,
though imperfect, become the songs of nations” \2@lan’s ability to reach the mass
of the American society when poetry reading assaite activity was on the decline is
predicated by the technological age in which heabegnd continues to record. This,
coupled with the business of the music industipvadd for Dylan’s affirmation as the
poet of the American people to occur quickly antieaearly on in his career, a practice
he would continue and develop through strains afeshe uses to express American
ideas and experiences throughout his career. 8dasdor the voices that he will use and
develop can be traced back to and from the perdomaeeated omhe Freewheelin’ Bob
Dylan.

The American voice that Dylan expresses is nagugar voice, but the “varied
carols” of the diverse cultural associations thdtividan wrote about in the 1860 edition

of Leaves of Gras€ach American possesses his or her own song, ‘saging what
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belongs to him or her and to none else” but it isitdan, the poet, who catalogued,
named, and gave voice to the carols in the nindtemmtury, as Dylan does in the
twentieth century (Whitman |. 12). Just as Whitndah Dylan understands that “...the
highest minds of the world have never ceased ttoexphe double meaning, or, shall |
say, the quadruple, or the centuple, or much maeifisild meaning of every sensuous
fact” (Emerson 208). It is through his words thathas explored, articulated, and created
an identity that analyzes the multitude of mean&gd perspectives of America. He is
able to shift in, out of, and through all of hisa&s, personae, etc. because he draws from
the fragmented mosaic of the country’s culturalthge, rather than exist as a vacant

core in constant performance lacking stability.



Chapter 4

An Argument against Periodization

Analyzing the trajectory of the voices Dylan useexpress this identity has
caused many critics and scholars to periodize bikwhrough socio-historic or socio-
cultural analyses, creating connections betweecifspevents and Dylan’s treatment of
them. Each of those periods is associated wifteaific identity performance. His early
career is generally separated into his protesb@ethe period in which he “went
electric,” and the symbolist poet era. The peafidr his motorcycle accident, which
comprises the majority of Dylan’s fifty-two yearrear, has been categorized by his
successful tour of “outlawsThe Rolling Thunder RevigWwis conversion to and
subsequent rejection of Evangelical Christianitg,ever-ending tour, and the few
albums, such aBlood on the TrackandSlow Train Cominghat have received critical
acclaim. His career is then divided by anotheeptlly life-threatening event. In May
of 1997, Dylan was hospitalized with the heart ¢bod histoplasmosis. Later that year,
in September, he releas€éone Out of Mindwhich began his current period, often
commended by reviewers, scholars, and critics asgrthe strongest material of his
career. However, periodizing Dylan’s body of waslproblematic because it sets the
songs into discrete chronological periods, cauiieg to be interpreted as static and, in
some cases, topical, rather than being part ohtirmoum of voices from the beginning of
his career through his current production.

The periodization of Dylan’s work informs how cec#i, scholars, and journalists

interpret and have interpreted his identity thraughis career. Each period is related to
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a transition in his performance. This is best enkd in Todd Haynes’ 2007 filim

Not Theren which each of Dylan’s identities is associatathva representative
character. The film’s tagline, “He’s everyone. slab one” asserts the post-modern
theoretical view of Dylan’s identity, which arguimst the identities Dylan assumes are
fluid, but foundationless. His early career andibeigg in folk and blues music are
represented by “Woody,” an African-American boy waaunaway narrative echoes the
stories Dylan told until he Svedberg’s article esga him. Haynes also includes a
“protest” character, an outlaw, a rock star, a pagtastor, and a romantic figure. Each
of these characters is paired with a corresponplage of Dylan’s life and career and
songs that represent them.

Critics, scholars, and journalists perpetuate misitons through repetition, and
they have become part of Dylan’s mythology. Faaragle, Jeff Miers’ review of
Dylan’s performance in the August 9, 2002, ediodThe Buffalo Newsupports the
delineations of each period in Dylan’s career ttmatespond with the relative identities.
Though it is a self-effacing barb directed towdre mmedia and scholars who periodize
his work, the introduction that was recited or gldyefore Dylan’s stage shows from
August of 2002 through April of 2012 was a modifioa of Mieirs’ article® This
further reinforced that Dylan’s career, work, addntity could be best understood

through delineations of periods because they aratkhepted paradigm on which

19 Before Dylan’s show begins, an offstage voice styadies and gentlemen, please welcome the poet
laureate of rock ‘n’ roll. The voice of the promief the sixties counterculture. The guy who forfrehl

into bed with rock, who donned makeup in the sdesrand disappeared into a haze of substance abuse,
who emerged to finday-suswho was written off as a has-been in the late eght and who suddenly
shifted gears, releasing some of the strongestonatdigiis career in the late nineties. Ladies agatlgmen,
please welcome Columbia Recording Artist, Bob DYkapd. in Marcus 24).
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analyses are based. By using this introductionabig partially responsible for
continuing the mythology created around him.

However, the voices in Dylan’s works follow thedhds of varying subjectivities
that communicate objective truths to reveal Dyladéntity as a fragmented whole rather
than a vacant core. With the two original composg onBob Dylanand the songs on
The Freewheelin’ Bob Dylamylan began creating voices that he would contioue
develop throughout the arc of his career. Thesatiitks create a bricolage through
which Dylan shifts to represent singular voices tygpropriate traditional American
values of forming “a more perfect union,” such asial and economic equality and
justice. They also pose questions of being, aaatove, and the nature of God. This
type of question is certainly not unique to Ameniga What is unique to the American
voice and American experience is the language giravhich these questions are posed.

Dylan assumes the role of the poet when he perftlnosigh the same voice he
employs in “A Hard Rain’s A-Gonna Fall,” the voioéthe Emersonian poet of
democracy. As the country grew and developed imo@d super power in the mid-
twentieth century, it was the poet’s charge tamlioate the circumstances in which
American government and society failed to comprsivety extend those civil liberties.
For this reason, the voice of the poet most offeraks a subjective truth that represents
the oppressed, marginalized, or underrepresent@chirican society. Folk music has
historically achieved this end and, as previouslgrassed, Dylan’s association with the
folk community and folk music revival was a natuapbrenticeship; however Dylan
quickly outgrew the movement. When Dylan seversweéh the folk music movement,

he does so because he does not want to be asdogitteany political or social
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movement in lieu of representing core American peegive values through songs that
express a humanist aesthetic. Because of thispeekers in the majority of Dylan’s
songs express remarkably subjective first-persacesahrough which the social and
political experiences of Americans are communicatéds through these personae that
abstract concepts and subjective experiences ceal€kis enables listeners to empathize
with the song’s speakers and connect to subjedtiqus outside of and different than
their own. They are also able to understand therepancies between the image of
America as projected through hegemonic media reptatons on television, film,
mainstream popular music, and print media andtyealiAmerica falling short of
fulfilling its promi

Dylan’s songs demonstrated and encouraged a sénsaaern and community
that extended beyond a singular cause to exprespassion and humanistic concern for
the value of all people. This concern is editoziadi in Dylan’s catalogue through his
articulation of the American ideal. In “Only a PawnTheir Game,” Dylan doesn’t indict
Byron De La Beckwith as other songwriters of thaeqekdid, such as Phil Ochs in his
song “Too Many Martyrs.” Rather, Dylan presentsabgective truth that De La
Beckwith should be penalized for the murder, bat tre is also symbolic of the violence
against African Americans at the hands of segregetis. More than a decade later, the
1975 song “Hurricane” comments on discriminatiothim the American justice system.
Dylan uses the case of Ruben Carter, the Africaerean boxer, who was convicted of
a crime he did not commit based on weak or circani&l evidence. The song also
highlights the disappointments of the Civil RigMsvement and the diminishing hope of

the movement because the American society hadifaleven years after the Civil
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Rights Act was signed into law, to secure equaditits African American citizens. Dylan
engages in a similar social critique in “Who KillBavey Moore,” commenting on the
boxer’s death after fighting Sugar Ramos in Marthd63. The speaker in the song
guestions who is responsible and the reason fdodiker's death. The song begins and
ends with those two driving questions, which sexsa refrain between verses that seek
to find a specific person at fault for the Moord&ath. Just as he had in “Only a Pawn in
Their Game,” Dylan’s speaker reserves his judgrteeatlow the listener to conclude that
those listed in the verses, the referee, the crtvedmanager, the gambler, the journalist,
and the other boxer, are all complicit in perpetuathe culture and sport of boxing that
led to Moore’s death. These and other Dylan contiposi that point to specific historic
events comment on and critique those events to drawbjective truths and realities
beyond reporting what happened and recording tterlyi Songs about incarceration
and conviction of Ruben Carter or the death of b@avey Moore are classified as
topical or historical because they deal with spe@¥ents. However, Dylan uses them to
communicate the subjective reality of the eventatdoader truth.

The more objective third-person voice articulatedGhimes of Freedom” signals
the liberal ideals of democracy as a voice for éguaSpecifically, the speaker in this
song assumes an authoritative position that thigries of freedom” toll for all
Americans. The catalog of people in the song sgansdiversity of American society.
Though most of those enumerated represent thevabrstrable members of society,
such as those who are kind and gentle or unwedearstthe handicapped, and refugees,
who need protection, the penultimate line countetg hung-up person in the whole

wide universe” (I. 47). Dylan’s speaker uses tB60s slang for someone who subscribes
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to or is “hung up” on mainstream, commercial, ogdmaonic culture. It's often used as a
derogatory term used to signify the socially anliuzally unenlightened. With this song,
Dylan’s speaker begins to focus on an all-inclugineerica or an idealized participatory
democracy.

In each stanza, the speaker presents dark anchwinlages that threaten freedom
and democracy and point to a specific event irohystHe begins that darkness at a point
between sundown and midnight. The storm that fotise speaker and his companion to
find shelter in a doorway because of the “thundaslting” points to the tumult of the
1960s social and cultural movements that creatédaay between the government and
its people, challenging the country’s stabilityhiF'is reinforced by the images that signal
the violence of the Civil Rights Movement, the WditStates dropping the atomic bomb,
which promulgated atomic anxiety, in the fifth stapand assassination of John F.
Kennedy in the last stanza. However, the imagdiraade each stanza are
underscored by the promise of the “chimes of freg@daonging. The same storm that
presents the ominous thunder also provides thee$stiajbells of bolts stuck shadows in
the sounds/Seeming to be the chimes of freedomifigs(ll. 1-2). The speaker argues
that the tragedies that challenge the American desxy create a catalyst for change that
brings the country closer to the ideal of its foumgddocuments. This voice is the
unification of the disparate voices, articulatihg tliscrepancy between America in
theory and America in practice or performance.

Written and recorded a year earlier, “With God arr Side” presents a similar
theme that was expressed in “Chimes of Freedont,tiitigues American

Exceptionalism as an accepted social doctrine andr&ans’ socialization into it. He
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begins the song with an elimination of his subjdentity that parallels Dylan
relinquishing his own subjectivity. The song op&@& my name it is nothing/My age it
means less” (Il. 1-2). Dylan uses the transitiggov'is” to equate the words “name” and
“nothing” to signify that the absence of a speaifientity. Though the speaker uses the
first person pronouns “My” and “I” throughout thergy, his use of them signals that
Americans raised and socialized into an Americaronalist paradigm could assume the
position of the speaker. Compounding the spealadsence of subjectivity is his
statement that he is not only ageless, but thatltisence of a specific age places him in
any generation. He represents all Americans octfiective American subjectivity. The
only indicator of identity the speaker shares & tie was both raised and educated in the
Midwest or “middle America.” The Midwest depicts amage of the status quo or of
hegemonic American culture and society. This igngvortant distinction because it
signals a shared American experience of being ko&ibinto the belief that American
culture and society are sanctioned by God’s will.

The nine octaves that comprise the song followgaleg rhyme scheme of the
even-numbered lines end-rhyming. “With God on OideSrecounts the United States’
bellicose history from its origins to the confliststh the Native Americans through the
mid-twentieth century Cold War with the Soviet UmioEach of the first four octaves
begins with nationalist rhetoric and war heroisiat tholster American pride and
exceptionalism, and commences with a variatiomefrefrain, “That the land that | live
in/Has God on its side” (Il. 7-8). Dylan’s speak@xtaposes the conflicts the United
States has been involved in since its inceptioh e ironic affirmation that God

affirms or supports its actions. The ironic toriehwvhich these lines are delivered
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forces the listener to consider the implicatiorst tijust God would favor one nation
over another, especially in a global conflict. As song continues, the speaker’'s
disillusion with America’s policies continues urttié concludes, “If God’s on our
side/He’ll stop the next war” (Il. 63-64). As hasvraised, the speaker was taught and
believed that the United States was just in itsaigerce in conflicts throughout its
history; however, as an adult, the speaker questonerican Exceptionalism and rejects
the notion that a just God would sanction war.

Dylan’s speaker also expresses concern for Amesiadmle utilizing the same
voice of moral authority to further critique theomomic inequality that exists in
America. In “Ballad of Hollis Brown,” the cyclicadature and isolation of poverty are
presented to the listener. The title charactefligiBrown, a farmer, symbolizes those
who strive toward the Jeffersonian ideal of indefgstt and self-reliant farmef$.
However, drought and economic realities have lefislBrown in abject poverty with
little hope of restitution. The transition from agrarian economy to one based on
manufacturing in the early-middle twentieth centargated alternate pathways for
working-class Americans to enter the middle claBsis shift in workforce also changed
the foundation of the American dream. Though fagmiras still an important component
in the economy, there were more opportunities to asteady income and to advance
within the labor industry. Through the narratiidlee desperate Brown, Dylan’s speaker

comments on the demise of the Jeffersonian yeoaramef ideal. The last line of the

2 |n Virgin Land: The American West as Symbol and My#nry Nash Smith writes, “Jefferson was
primarily interested in the political implication$ the agrarian ideal. He saw the cultivator of¢lagth, the
husbandman who tilled his own acres, as the rock wghich the American republic must stand. “The
small land holders,” he wrote, “are the most prasipart of the state” (128).
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song underscores the cyclical nature and isolatigroverty and that the opportunities to
escape poverty in the transitional labor force wenged.

This type of song is not limited to Dylan’s caigle from the period preceding
his motorcycle accident. The moral authority, thece that speaks for progressive or
liberal values, is present throughout Dylan’s cosipans. The seven sestets that
comprise 1979’s “Slow Train” present the poet’stfiperson observations of how the
country has failed to fulfill its promise. Rathérhas compromised its “earthly
principles” of kindness, love, and humanity (I. ach stanza examines a different
entity that influences American politics, economisd culture. In the third stanza, he
points to OPEC or the oil-controlling countriestthave the power to influence industry
and policy in America. He focuses on politiciansl &elevangelists in the fifth stanza as
“the enemy” who “wears a cloak of decency” (ll. 20}. Dylan’s speaker asserts that
those in positions of institutional power cannotitusted. Continuing with his
enumeration, he points to those who have enough gr&nd hunger, but let it sit in
their silos. The speaker points to man’s ego agdbe most powerful influence in the
abandonment of American ideals. Dylan ends eantrzatwith the refrain line, “There’s
a slow, slow train comin’ up around the bend” atagiation that includes the
coordinating conjunction “and” (ll. 6, 12, 36, 4Zyhe impending doom of the train that
is going to come around the bend is delayed linmailyy by the repetition of the word
slow. In the refrain, Dylan’s speaker forces li&es to wait for train to come. This
signifies that the consequences of the decisicuisaile made in the present will be
deferred. This is evident in the songs that foJleuch as “Union Sundown” and “Clean

Cut Kid.”
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Featured on 1985EBmpire BurlesquéClean Cut Kid” addresses American
Exceptionalism in the same voice that was expre8a#&ith God on Our Side.” The
song’s speaker is a third-person observer thateymthe narrative of a man’s
indoctrination into American nationalism and hansformation from a “clean cut kid” to
a “killer” at the hands of the American society ggavernment, and comments on the
devolution of the American dream. When he wasila cthe “kid” was socialized into
middle-class bourgeoisie values, and was a motieéoj he played baseball, attended
church regularly, and was a member of the Boy ScofuAmerica. All of these are
symbols of the hegemony and the “kid’s” full indacation into it by “put[ting] ideas in
his head he thought were his” (I. 7). His decidiojoin the military continued his
trajectory of indoctrination, of being a “clean ¢ud,” but it also resulted in his
existential awakening and disillusionment with &raerican dream.

Closely tied to themes presented in “Clean Cut Kidd “Ballad of Hollis
Brown,” the decline of the American economy in “OniSundown” and “Workingman’s
Blues #2” depicts the American Dream as inaccessththe speaker and to working
class Americans. The songs were released twerdydars apart, but focus on similar
critiques of the decline in American manufacturamgl its effect on employment rates
and the strength of the middle class. “Union Swwrdds the sixth track oinfidels
released in October of 1983. Its speaker focusesaitique of American capitalism. In
its refrain, the first-person speaker uses the“Ndell, it's sundown on the union” to
address to the weakening influence of labor uniorike United States, but also to the
weakening middle class resulting from American nfacturing jobs being sent overseas.

The “sundown” on the unions in “Union Sundown” bexas evening in “Working Man’s
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Blues #2,” indicating further denigration of the Ancan economy. Dylan articulates
the shift from sundown to evening as part of thieirsd progression of states and empires
in Chronicles: Volume OneThe three stages of progression are, “an earipg where
society grows and develops, then some classicalgahere the society reaches its
maturation point and then a slacking off period vehgecadence makes things fall apart”
(35). He continues that he is not certain whickthoke three stages America is in;
however the degeneration of the morality of cagmalin these songs belies that the
country has entered a phase of decadence andealeclin

The speaker in “Union Sundown” examines the tenuelagionship between
corporations and labor unions and the effect thlationship has had on American
manufacturing. Labor unions’ collective bargainprgtects workers and allows them to
negotiate for fair wages and benefits. This pcacintended to ensure that workers are
treated fairly by maintaining a reasonable baldreteveen the corporations’ profit
margins and the workers’ salaries and benefitswé¥er, in the late twentieth century,
corporations increased their profits by eliminatialgor positions in the United States and
outsourcing their manufacturing to countries inadand South America that have limited
or no labor regulations. Dylan’s speaker recognikes“[tlhe unions are big business”
and have exploited the workers they represen®jl. Bhe verses enumerate the products
that are no longer manufactured in the United Stetat are being made in the foreign
countries for “thirty cents a day” (ll. 8 and 19merican workers would live in poverty
if the made salaries the workers in the developigpns earn, which the speaker

recognizes is “a lot of money to” them (I. 20).
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The song’s moral commentary is communicated thrdbgtspeaker’s assertion
that greed and unregulated capitalism are more goltban the ideal of democracy.
The refrain, “Well, it's sundown on the union/Andhat’'s made in the U.S.A./Sure was a
good idea/'Til greed got in the way,” signals th@ focus on building in goods in
America dissipated when corporations realized tteayd eliminate union involvement
and increase revenue by opening factories in csnwith developing economies. The
speaker uses the past tense transitive verb “wasighlight discrepancy between the
height of manufacturing during the post-World Waera and its decline as the century
concluded. He attributes that decline to selfissrend the corporations desire to have
more money than they need to continue operatirigs domes at the expense of the
American working class. Ascribing this type of ggdeto capitalism, the speaker defines it
as being in conflict with the values of a demoarabciety in which everyone has an
equal opportunity in the absence of hereditary theal an established class system.

The greed that the speaker condemns for the dimingsndustrial workforce in
“Union Sundown” is further reinforced in “Working &n’s Blues #2,” alluding to Merle
Haggard’s 1969 song “Working Man’s Blues.” Haggargong is told from the first-
person perspective of a manual laborer who hagdlify supporting his family,
regardless of how much or how hard he works. Bhles the history of skilled labor
positions providing Americans the opportunity thiawe financial stability. Dylan’s
song appears as the sixth track on his 2005 aModern Timesnd signifies the
continued loss of American manufacturing jobs aegrddation of the middle class in the
late twentieth and early twenty-first centurieheTspeaker concludes the first stanza,

“They say low wages are a reality/If we want to pete abroad” (Il. 7-8), resonating the
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theme of outsourcing in “Union Sundown.” He intrada the consequent problems of
financial insecurity for those unable to earn &liywage, and is a representative voice
for blue collar workers or manual laborers in th& 2entury. “Working Man’s Blues #2”
is a lament for the mid-century America in whichaarerage American could ascend to
the middle class with a high school education ahdemvorking a “good job” in
manufacturing or in a manual labor position.

The thematic association between these songs redioetion in opportunities for
Americans to enter the middle class and the limoitadf the access to the American
dream. This begins with “Ballad of Hollis Browni which the sustainability of an
agrarian labor force is in decline. This isolatesv@n and his family in poverty until
desperation causes him to murder his family andneibrsuicide. The voice of the poet
continues this theme in “Union Sundown” and throtglorking Man’s Blues #2.”
These three songs use parallel or repeated imégegmonstrate the shift in the
American labor force from agrarian to industriak&rvice has the same effects on the
American worker. Images of poverty, hunger, amthison dominate “Ballad of Hollis
Brown” and “Working Man’s Blue’s #2,” while the terof disillusion with American
society and their role in it permeates all threegso

The third person voice of the poet of moral auttyds not isolated to
commentary on the workforce and access to the Aaefream. It is also present in
guestioning the interrelation between justice amdatity in America. This is especially
clear in the songs in which those who enjoy wealtti power abuse their position and
privilege. Dylan’s early compositions “Seven C@i'sand “The Lonesome Death of

Hattie Carroll” depict women characters exploitgdien in positions of power. The
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speaker of the songs creates an emotional conndmttween the songs’ subjects,

Reilly’s daughter and Hattie Carroll respectivelpd the listener. This association forces
the listener to examine how human life is valuethimUnited States and the efficacy of
and corruption within its judicial system. Hat@arroll's value and the adjudication of
her murder are influenced by racial and econonspatity in the United States. The
speaker narrates the case of a white man’s miscbatia charity event in Baltimore and
the subsequent death of the African-American heteker. Similar to Hattie Carroll,
Reilly’s daughter’s inability to receive justicedstermined by her socio-economic status
and her gender.

The song “Seven Curses” is a fable that establigstise as a function of
morality as well as function of the state. Tholarged with performing the duty of
enforcing or interpreting the law should also begde of high moral character. The
dialogue of Reilly, Reilly’s daughter, and the Jadgunctuates “Seven Curses,” giving
the characters their own voices. When Reilly’sgtdar comes to pay her father’s bail
and the judge refuses the money, she faces thd demigion whether to sacrifice her
virtue or her father’s life. This event in the raive establishes the judge as the villain
and Reilly’s daughter as the heroine. Her decitiasacrifice herself, despite her
father’s protests, emphasizes her morality andisero It also accentuates the judge’s
moral turpitude when he fails to overturn Reillgfgath sentence in return for “the price
[that] was paid” (I. 24). The speaker conveys thadation of justice and morality
through the images of the howling dogs and the nmgagarth. The judge’s punishment

is exacted through seven supernatural cursesult od$is violation and abuse of power.



98

A year after “Seven Curses” was released the dambeal authority used the
figure of Hattie Carroll symbolically to signify édisparity in value of African-
American in relation to white lives. Just as bedin “Only a Pawn in their Game,” he
presents the story and reserves his judgmentdw défle listener to form his or her
response. To underscore this effect, his refr&iou‘who philosophize disgrace and
criticize all fears/take the rag away from yourdamw ain’t the time for your tears,”
concludes each verse to heighten the anxiety acdd¢bee. The speaker contrasts Carroll
and Zantzinger in the second and third stanza. tWwhnty-four year old Zantzinger’s
life is one of wealth and privilege; while Hatti@@oll's long life is one of servitude and
passivity. The progression of the verses hightighe rising action of the narrative, but
they end with the same refrain. This increasesehsion of the event until the last verse
reveals Zantzinger’s six-month sentence for murdgHattie Carroll unprovoked. The
speaker alters the final refrain as a cue thatrtbral outrage and grief the listener had
withheld throughout the song and Hattie Carroli&gtc story progressed, should
expressed.

Dylan also used the third-person voice of the poébcus on the abuse of justice
in the case of Ruben “Hurricane” Carter in his 19@5g “Hurricane.” The song begins
with a murder, “pistol shots” piercing a New Jersayht (I. 1). Each of the eleven nine-
lined stanzas presents a fragmented image of dng thiat establishes Carter as the
victim and those in positions of power as corruphe speaker also equates the
prosecutors who ignored the evidence as “crimimatBeir coats and ties,” adding to
those who abuse their positions of power. Thohghsbng speaks to a specific event in

American history, it also focuses on the largenéssf those in positions of power in the
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American society violating their roles. The figureauthority, specifically governmental
authority, abusing its power without consequenceith little consequence recurs as a
trope and through the voice of the poet througliyli&n’s work in songs like “When the
Ship Comes In,” “Idiot Wind,” “Political World,” ad “License to Kill,” among others.

The poet uses a fragmented voice in “Pay in Bloadhith appears on 2012’s
TempestThe songs written in six octaves through which the speglerforms two
contrapuntal dialogues. Each stanza is dividethabthe first four lines are spoken
through the voice of a slave or a soldier and &éiséfour lines are spoken by the slave
owner or a politician. The two dialogues split #wag; the first three stanzas represent a
slave owner talking to his slave, with the dialodpetween a politician and a soldier in
the final three. Their positions in the stanzagyestjan equation between the speakers.
The slave and the soldier hold equal positionhiefappressed, and the slave owner and
the politician are depicted as the careless oppresshe slave owner’s and the
politician’s reveal their carelessness in the fima in each stanza, “I pay in blood, but
not my own” (Il. 8, 16, 24, 32, 40, 48). Dylan’sqi uses the analogy to establish a
parallel between the atrocity of slavery and pabins’ treatment of the soldiers. Though
the United States military is voluntary, most of #nlisted are members of the working
class and find stable employment with opportunstygfdvancement following their high
school graduation.

The poet also uses these parallel dialogues to ‘@tasters of War.” Just as the
Southern agrarian economy was sustained by slaee, llhe United States economy of
the later twentieth and early twenty-first centarige dependent upon the industry

associated with the conflicts that put the soldigrsough hell” and happy that they
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“made it back home” (.35, 33). The politician pnses the soldier wealth for his
service, yet exploits his position in the governtignsending soldiers into senseless
battles. This prompts the soldier to ask “You'vemaccused of murder, how do you
plead” (. 44). The politician’s response undersschis immorality because, though he
will “sleep alone,” he will continue to pay for citiots and build the economy with other
people’s blood.

Dylan originates the Emersonian voice with hisieatlcompositions, the topical
songs. However, even the songs that speak tofigpeistoric events represent more
comprehensive ideas and broader truths. As Dylaarser progressed, the foundation of
this voice, which represents and upholds Americislized identity, was fragmented
into subjective first-person personae and a moyjectilse third-person poet’s persona
representative of American cultural plurality. Retjess of age, race, gender, or
profession, thematic connections unify the voicgshmred core values, grounded in the
humanist belief that all people have basic rightBeéedom, equality, and happiness.

In addition to the poetic voice of the Emersonideail, the voices of the cowboy,
outlaw, hobo, the romantic, and the religious mifgfurther fragment Dylan’s identity.
Each of these voices is an expression of Dylan&t,pepresenting a facet of American
society and originating early in Dylan’s careeor Example, thougBohn Wesley
Harding andPat Garret and Billy the Kicre albums that most clearly assume these
voices, they can be traced from the early recoslinghe most recent releases. This
persona is a component of Dylan’s unified Americhantity in that the myth of the
cowboy “represents America’s westering experiendhé popular mind” and that they

“remain a cornerstone of American culture” (SavageDylan’s cowboy, outlaw, and
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hobo represent not only the pioneering and indepetn@imerican spirit, but also another
identity marginalized because of his economic statsavage argues, “[tjhe cowboy was
a wage earner, not a capitalist, and only occaBjodi@ he — or could he — rise above
that economic level to acquire land or cattle sfdwn” (6). Similarly, the outlaw and
hobo live outside of the hegemony; the outlaw esiminal and lives beyond of the law
and the hobo lives on the margins of society.his way, these voices are similar to the
voices represented by the Emersonian ideal.

After Dylan first assumes the cowboy persond ba Freewheelin’ Bob Dylain
the songs “Bob Dylan’s Dream” and “Bob Dylan’s Biiiehe continues to perform it
through a variety of voices throughout his caréHne singular subjectivities of each
voice express sundry manifestations of the cowlewtity within American culture. In
“Paths of Victory,” written in 1964, Dylan’s firgterson speaker is a trail-rider who sings
about the difficulties of his task, but looks fonddo “better roads” that “are waiting” (l.
7). Similarly, the figure of the cowboy in “John ¥ley Harding” aligns with myth in
American culture, the “Robin Hood” figure or a chaion of the poor. Harding signifies
the cowboy as a principled and vigilant man whdgxts his community and is above
reproach. The cowboy figures presented in “Sefaled of Yankee Power)” and
“Blackjack Davey” differ slightly from the cowbowi“John Wesley Harding.” The
vaquero speaker in “Sefior (Tales of Yankee Povgrdies morals with John Wesley
Harding. The song demonstrates the change in twermpstructures as the United States
expanded west, rendering the speaker powerlesss tHeng to save a woman he cares
for, but he feels out of place in the country. Bag’s setting is presumed to be Lincoln

County, New Mexico, and the subtitle suggests whaspeaker voices in the
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penultimate line of the song, “This place don’t malense to me no more” (l. 27).
Further, in “Blackjack Davey,” the cowboy figurenst presented as heroic, but as a
charming suitor who convinces a woman to leavdifeeof comfort, her husband and her
child. Blackjack Davey’s boss follows his wife aasks her to return home with him.
She responds to his pleas:

Well, I'll forsake my house and home,

And, I'll forsake my baby.

I'll forsake my husband, too,

For the love of Black Jack Davey. (ll. 56-59)
Her refusal to return home suggests that she gréferlove and simplicity of the cowboy
over her family and her husband’s wealth. Witrstheepresentations, Dylan’s cowboy
personae uphold the myth of the American west amtdqs the American identity.

Additionally, the voice of the outlaw is performasd a subdivision of the cowboy

persona. It represents a figure that is equallgpetident and rugged, but also one that is
violent and lives outside of the law. The chardstawlessness makes him dangerous,
establishing him as the antithesis of the cowbdwsT he is a sympathetic rogue villain.
Written in five sestets in 1965, “Outlaw Blues”sisng from the first-person perspective
of a weakened figure, “stumbling” and falling “imauddy lagoon,” wishing he “was on
some Australian mountain range” (I. 4). The abhasio two notorious outlaws, Robert
Ford and Jesse James, emphasizes the speakerisessakd desire to escape. Rather
than being the assassin, the speaker is the asst@ssand betrayed. The 1972 song
“Billy,” which refers to American outlaw Billy th&id, repeats this metaphor. The third-
person speaker presents the title character andbewanted man in the country. Alone,

far from home, Billy is constantly in danger of bgicaught by lawmen, “bounty
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hunters,” “Some trigger-happy fool who's willing take chances,” or the “whores” with
whom he sleeps who will corrupt his “spirit and Bdll. 26, 28). The most noteworthy
person among those enumerated is Billy’s friend@atet who will betray and kill him,
just as Robert Ford betrayed and killed Jesse Jamest-person voices in songs like
“Wanted Man” reinforce this depiction of the outla®aying “There’s somebody set to
grab me anywhere that | might be,” the speakeWiarited Man” describes himself as a
man who moves frequently, and lists cities andest#iroughout America to emphasize
the scope of his isolation during the manhunt9). This creates a link between this
speaker, the speakers in the earlier songs, amtesen the songs that follow like
“Romance in Durango,” “Lily, Rosemary, and the Jatkearts,” and “Tweedle-Dee
and Tweedle Dum” that assume the outlaw persona.

The figure of the hobo further fragments the cowpeysona. The character is
isolated as the cowboy and outlaw are, but doeberfit from the same mythology in
the American consciousness. Rather, the hobo existise fringes of society because of
his transient nature and socio-economic statusis igenerally presented as alone,
unemployed, and shiftless. The speaker in 1968s8Jy a Hobo” is a first-person
subjective observer of the hobo. His interpretabbthe hobo’s lonely death reinforces
the hobo’s position as a social outcast. In 1@88an directly assumes the hobo persona
in “I Am a Lonesome Hobo.” Written in three octayéhe song allows the hobo to give
voice to his narrative, depicting him as a more ggthetic character than did the
observer in “Only a Hobo.” The first-person subjeetpersona of the hobo explains that
he “was once rather prosperous,” but his choicdsbaisiness practices resulted in him

losing his family, friends, and wealth (I. 9). Theal octave ends with a warning that



104

advises listeners to “Stay free from petty jealesAiive by no man’s code” and that they
should reserve their judgment of others or theyhinsyiffer the same fate as him (ll. 21-
22). The speaker’s story encourages listendeselaan association with him because his
narrative is relatable. Dylan also presents thisevin songs like “Drifter’s Escape” and
“Tiny Montgomery.” Through the voices in the sorfgat represent cowboys, outlaws,
and hobos, Dylan’s speakers are able to humanoze ttharacters. While he uses the
myth of the American west and the vagrant, he ltsaks it down by presenting the
subject experiences of a vital component of the Aeaa identity.

When Dylan’s career and identity performance areod&ed in the media, the
years during which he converted to Evangelical €tamity in the late-1970s through the
early 1980s are classified as his religious periddring this time, he releas&iow
Train Coming, Save@ndShot of Love.While it's reasonable to interpret that these
albums reflect Dylan’s subjective experience wehgion during this period, the voice of
the religious identity is present in Dylan’s eadgordings From their nascent stages of
understanding God'’s relationship with their comniyim songs ol he Freewheelin’

Bob Dylanlike “Masters of War” and “With God on Our Side” tioeir mature expression
of their personal relationship with a higher powetSlow Train Coming” and “Every
Grain of Sand,” Dylan’s speakers articulate thede#or truth. Allusions to the Bible
and religious practices pervade Dylan’s lyricsraifng the presence of these cultural
influences and the persistence of questions otioreand existence.

Prior to the release &low Train Comingthe speakers in Dylan’s songs
expressed this distinctly religious voice, not otilsough allusion as they do in “The

Times They are A-Changin’,” “When the Ship Come$ &nd “Highway 61 Revisited.”
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OnBringing It All Back Homethe speaker in “Gates of Eden” creates a corbetsteen
the depravity of world in which he lives and theguhse that Eden represents. Later,
Dylan’s first-person speaker evokes a vision oGkt scholar St. Augustine in “I
Dreamed | Saw St. Augustine.” The saint appeatsdspeaker in a dream, telling him
that there are no saviors in the modern world assuring him that he is “not alone.”
However, the speaker wakes “So alone and terrifedtdr dreaming he was among those
responsible for St. Augustine’s death (. 22). isT$ets the speaker’s reality in contrast to
his dream consciousness, which emphasizes the¢itsoknd absence of redemption in
the modern world.

In the 1970s, the voice reflects a variety of pecsipes on belief systems. The
songs “Three Angels” and “Father of Night” on 199Rew Morningpoint to a shift in
Dylan’s speakers’ interpretation of God. The speak “Three Angels” presents the
image of three angels hovering above a city spissting their horns and looking down
on the people who have little connection with eaitter. The song ends with the
guestion, “But does anyone hear the music theyPlags anyone even try?” signifying
that the material world distracts us from the spai (Il. 19-20). Similarly, the speaker in
the song “Father of Night,” recognizes spirituagence in the physical world as he
enumerates God’s creations, including day and nigttre, and time. The speaker ends
the song with the acknowledgement that “we mostraaly praise” god for his creations
(I. 18). This illustrates a development in the viagan’s speakers interpret God and
serves as a bridge between the earlier songs arsbtigs oislow Train Coming, Saved,

andShot of Love.
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With the release of those albums, Dylan’s speakesame a voice that is aligned
with Evangelical Christianity. “Slow Train Comingontinues the theme from “Three
Angels.” In it, the speaker creates a binary betwtee material and spiritual worlds,
expressing his disappointment in those who do emignize the spiritual. This theme is
further articulated in “When You Gonna Wake Up?'1&ys speaker questions his
listeners to “wake up” to recognize god’s grandesongs likeSavedandShot of Love
revisit and continue the themes of belief, gracaygr, and redemptioihough Dylan’s
speaker assumes the voice afterShet of Lovalbum, his articulation of the religious
voice reaches maturation in the 1981 compositiBnety Grain of Sand.” The speaker
begins in a state of confession and “in the hoyhisi deepest need” (I. 1). He
communicates a series of images of depravity aswativith despair, Cain’s murder of
Abel, and danger. Though he is depraved, hessiks the guidance of a higher power
as a path to redemption or salvation. After configsa life of indulgence, the speaker
concludes that he understands that his life isdiramin the balance of the reality of
man” (l. 23). This is his recognition that theraigod or a higher power that has a master
plan and, in contrast to the speaker in “I Dreain®dw St. Augustine,” this one is not
alone. Rather, he is comforted.

Dylan continues this voice with a slight variatiorthe song “Beyond Here Lies
Nothing” on the 2009 albumogether Through Lifelhe subjective and despondent first-
person speaker in narrates the demise of hiseaklttip with a woman, but also asserts
the absence of an afterlife or heaven in the neff&deyond here lies nothing.” He
follows the refrain with recognition that outsidetioe realm of reality, there is nothing.

Though the song is about the end of a relationgbyfan’s speaker expresses a maturity



107

in his challenge of the concept of Christian heawean afterlife by emphasizing the
importance of love and the relationship with thewem in the physical world. The
speaker follows the refrain with images of the ptgisworld, like the stars and
mountains, as things that are tangible like thati@hship, and the recognition that
nothing exists beyond the physical world with litige, “nothing we can call our own”
and “nothin’ done and nothin’ said” (Il. 6, 24).

In addition to the cowboy and the religious voiasajority of the songs in
Dylan’s catalogue articulate the voice of the rotiaor the man searching for love,
finding love, unhappy in love, and losing love. Nweces express diverse experiences
with love begin ormhe Freewheelin’ Bob Dylawith the simple thematic binary created
in “Girl of the North Country” and “Don’t Think Tvae.” The voices develop through
Dylan’s career to communicate the complexitiesoofiantic relationships and the search
for companionship and love. Within this group efgonae, critics, biographers, and
scholars locate Dylan’s subjective voice in sorgd thronicle his relationships with the
influential women in his life.

Songs written in the earliest years of Dylan’s eae associated with Dylan’s
well-documented relationship with Suze Rotolo. i€¥dlly unreleased until 2008, the
1962 composition “Tomorrow is a Long Time,” lametite speaker’s loss of identity due
to the absence of his beloved. Dylan wrote the sdnite depressed because Rotolo was
studying in Italy (Shelton 130). Written in threerhymed octaves, the lyrics’ images
present a world that is disjointed and a slee@pssaker in despair. To the speaker, the
days are so unbearably endless that the day tbedakeWill return seems as if it will

never arrive. The refrain, a quatrain at the enelaah octave,
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Yes, and only if my one true love was waitin’

Yes, and if | could hear her heart a-softly pouhdin

Only if she was lyin’ by me

Then I'd lie in my bed once again
reinforces that order will be restored once th@bwed returns (Il. 21-24). Through the
song, Dylan’s lovelorn speaker conveys the trarmdeece and melancholy of young
love.

Additionally, compositions from this period chrol@ the difficulties in Dylan’s
relationship and, ultimately the end of it. In tt#@64 song, “Ballad in Plain D,” Dylan’s
speaker expresses regret for how his relationskwplded. The song is written in
thirteen quatrains with a regular rhyme schemeasedvation of closed form limits
Dylan’s diction and syntax, but also emphasizestrestraints of the situation in which
he finds himself. The narrative lyrics, which seagea confession, record an argument
that Dylan and Carla Rotolo engagedfirthe affect it had on Suze, the changes Dylan
experienced due to his fame, the lies he told,theend of his relationship with Suze.
After the argument, the speaker says,

All is gone, all is gone, admit it, take flight

| gagged twice, doubled, tears blinding my site,

My mind, it was mangled, I ran into the night,

Leaving all of love’s ashes behind me (ll. 41-44).
The speaker leaves the site of the argument arhing so, realizes that there is nothing
left of the love he and Suze, or his beloved, draxd However, the penultimate quatrain

expresses the speaker’s remorse. He says,

The words to say I'm sorry, | have found yet

2L On page 248 of Shelton$o Direction Home: The Life and Music of Bob Dylae,writes, “In mid-
March 1964, there was a harrowing row at Suze anth@ apartment on Avenue B. As Suze got
hysterical, Dylan and Carla scuffled on the flobwo friends, Paul Clayton and Barry Kornfeld were
dragged in. The crisis effectively ended Bob andeS romance.”
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| think of her often and hope whoever she’s met

Will be fully aware of how precious she is,
signifying his regret for the he circumstances umvdaich the relationship ended and his
enduring affection for his former beloved, Suze48-48). OrBlonde on Blondan
1966, the song “Fourth Time Around” narrates arenter Dylan and his former
beloved have at her apartment, depicting the biges that follows the regret and
heartache at the end of a relationship. The fimss| “When she said/don’t waste your
words, they're just lies,” revive the trope of Dylying from “Ballad in Plain D” and
reinforces the beloved’s anger (“Fourth Time Arouihdl-2). The speaker’s response,
“I cried she was deaf,” signifies the disconnedinaen the speaker and his former
beloved (l. 3). After an argument that reducesatbenan to crying on the floor, the
speaker leaves her and begins a relationship withar woman, wiser than he was with
the previous one. The lesson he learned fromoniedr lover, “Everybody must give
something back/For something they get,” is amerahetispoken to his new lover in the
last lines of the song,

And, I, I never asked for much

| never asked for your crutch

Now don't ask for mine (1.8-9, 43-35).
The final lines depict an embittered speaker whbmare carefully enter into serious
relationships.

Dylan’s subjective voice follows a similar pattewith songs about his wife, Sara

Lowndes Dylan, chronicling the course of their tielaship. In the 1966 song “Sad-eyed

Lady of the Lowlands,” the speaker enumerates leisncholy beloved’s bewitching and
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ethereal attributes followed by a question of howame, including powerful men and
ancient kings, could resist or court her. A fiugelrefrain follows each octave asserting
the prophesy that “no man comes” to the lowlartse speaker, who also enamored of
the sad-eyed lady, questions whether he shoul@ leaxvhis offering of affection or wait
for her. The song ends with a question, signifytimat speaker’s courtship of the sad-
eyed lady has not yet ended. Dylan’s speaker detnabes the development of courtship
to commitment in “Wedding Song,” featured on 1973anet Waveddaving found an
equal companion with whom he feels safe and frommrwhe can learn, the speaker
freely expresses a mature and profound love fotHartranscends time and space, and
makes him “complete.” The love he feels for hete®ds material wealth and familial
bonds. At the end of the song the speaker prage$aad | could never let you go, no
matter what goes on/’Cause | love you more tham, e®v that the past is gone” (Il. 31-
32). The speaker’s love for his wife has no ardeoés and is eternal, regardless of
circumstances.

The undying love expressed through Dylan’s sulpesition in “Wedding Song”
is challenged in the love songs on the 1975 alBlood on the TracksSongs like
“Simple Twist of Fate,” “You're Gonna Make Me Lorese When You Go,” and “If
You See Her, Say Hello,” record the demise of D@anarriage to Sara. Just as he had
in songs about the devolution of his relationshih8uze, the speaker in these songs
laments the collapse of his marriage. All threegsorecognize the connection the
speaker feels with his wife. In “Simple Twist adt€,” Dylan’s speaker opens the song in
the evening with two people sitting on park bench®ke looked at him and he felt a

spark tingle to his bones/"Twas then he felt aland wished that he’d gone straight,”
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pointing to the connection between the speakehabeloved (ll. 3-4). By the end of

the song, the relationship between the lovers hdedand, though they are not together,
the speaker still feels a strong affection and ection. The speaker notes his loss: “I still
believe she was my twin, but I lost the ring” @)2 “You’re Gonna Make Me Lonesome
When You Go” and “If You See Her, Say Hello” folldive same pattern of the speaker
saddened by his separation from his wife becaustilhioves for her.

Dylan’s speaker further reinforces this theme mgbng “Sara” in which he
creates an opposition between the images of awwhea he and Sara were still together
and how it looks now that they are separated. fifsieimage depicts domestic bliss with
the speaker on the dune and Sara and the chilthgimg. The second image of the dune
contrasts the first. Now alone on the beach, @eaddecaying things, such as kelp and
driftwood, surround the speaker. The kelp andwdaéid have replaced Sara and the
children, signifying the state of the speaker'atienship. In between the images of the
dune, the speaker fondly remembers early momerttss icourtship and relationship with
Sara. These sentimental memories include, “Sléapthe woods by a fire in the
night/Drinkin’ White Rum in a Portugal Bar” and ‘&ftin’ up for days in the Chelsea
Hotel/Writin’ “Sad-Eyed Lady of the Lowlands” foioy” (Il. 17-18, 27-28). The refrain
emphasizes the speaker’s love and admiration fitx &&d emphasizes his regret over the
dissolution of the marriage. The song ends withsiheaker imploring Sara not to leave
him or let him go. Even though the imagery on theelsuggests their relationship has
ended, the speaker remains hopeful for reconadhati

Though the emotions expressed in songs attribot&lize Rotolo and Sara

Lowndes Dylan are uniquely personal to Dylan’s sabgxperiences just as his
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experiences with Christianity had been, theress abmething relatable about his
experiences. That is what creates a connectiondegtW@ylan’s subjective voice and the
other voices that assume this persona. This imtiet commonly used persona within
Dylan’s catalogue. It is fragmented into voiceattaxpress the complexities of love,
romantic relationships, and marriage.

Songs in which Dylan’s speakers search for lovauge“l Want You,”
“Temporarily Like Achilles,” “I| Wanna Be Your Lovérand “Need a Woman.” The
voices in these and the other songs in which tealgrs seek companionship emphasize
its importance. Dylan’s speakers that find lovghight the importance of
companionship in “If Not for You,” “To Be Alone witYou,” Someone’s Got a Hold of
My Heart,” and “Make You Feel My Love,” among otegeconveying the same profound
affection that Dylan’s subjective speakers do for&and Sara. Conversely, the speakers
who find love, but find that it does not fulfill ¢ir expectations, express their frustrations
in songs such as “Love is Just a Four-Letter Wolidandoned Love,” “Love Sick,”
and “Till | Fell in Love with You.” Just as theege with love found, there are myriad
songs from different subject positions the expteesend of a relationship. These
diverse voices emphasize these emotions in maBylah’s songs including, “Just Like
a Woman,” “I Threw It All Away,” “Most of the Timé&,“Cry a While,” Ain’'t Talkin’,”
and “Life is Hard.” Throughout the span of hisexn, Dylan’s speakers mirror his
subjective experiences and express the joy, adgpression, sadness, and regret
associated with romantic relationships in a way thaoth broadly relatable and

personal.
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Dylan’s poet highlights the inequities in Americsociety and applies the same
moral judgment to different phases in Americandrgt Though many of the voices in
the songs recorded in the 1960s present the paebid authority, that voice continues
its arc throughout Dylan’s career. The other peasahat inhabit Dylan’s songs are
fragmentations of the unified voice of the poetiétizing Dylan’s canon of work as
most critics do leads towards a focus on conne¢hiagvorks with Dylan’s biography in
an attempt to uncover his identity. It is improleaihat Dylan’s subjective experiences
did not influence his artistic output and makinggé connections will illuminate some of
the works as has previously been done. Howeversthift in focus to tracing the voices
with thematic connections and locating them asnfragts of a unified identity leads
toward a reading of Dylan that redirects the intetgtion of his identity. The identities
Dylan assumes to give voice to his songs develaughout his career and reflect the
changes in American society. All of the voices aata from a stable ipseity, unified by
the American identity. The poet represents thegnatiion of the identities through which

Dylan speaks.



Chapter 5

E Pluribus Unum: From One Unified Language, Dylapdfes Many Voices

Because the study of Dylan’s identity has histdiydacused on his biography
and periodization of his career, those who studiabwattempt to solve the mystery they
perceive to exist between his public and privateeseor the subjective artist and his
creations. Their inability to completely fuse Dylsisubjective voice and the personae
that he performs in public and through which hecesihis songs is one reason he is
perceived as a mercurial shape-shifter. The dlusreated is that the disparate identities
do not emanate from a unified core. Though the@®ae and his works are deeply
rooted in American cultural history and traditi@nitics and scholars maintain the
hypothesis that his identity is foundationless arstiable. Many of the songs in Dylan’s
catalogue, such as “Forever Young,” “Positively Ebbtreet,” “Sad-eyed Lady from the
Lowlands,” and “Boots of Spanish Leather,” are eadithrough Dylan’s subject
perspective because there are clear correlatidngebe the events in the songs and
events in Dylan’s life. However, the majoritypgrsonae Dylan assumes that give voice
to his songs represent the shifts in identity argjectivity that remain problematic.
Taking into consideration that Dylan’s or the disisubject position is just one of the
many subject positions through which he writeser€fore, the hypothesis that Dylan
surrendered his subjectivity into the horde of pee®e and speaks through many voices,
all of which emanate from a stable core, is a vigidrpretation of his identity. It follows

that Dylan’s declaration to Andrea Svedberg in 1968m my words,” clearly stated
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that he created his identity through the languaigle which he articulated the diverse
and, at times, conflicting subject positions of gegsonae in his lyrics.

To understand how Dylan created an identity tHate him to shift into and out
of performances of a variety of personae, it isruttive to understand that they all
proceed from a unified linguistic tradition. Lingtic patterns of spoken English are not
subject to the same strict rules of grammar, machaand syntax to which formal and
written English must adhere. For example, inamalysis of the development of
American EnglishThe American Languag®gl. L. Mencken asserts, “[t]he vast
uniformity which marks the people of the Unitedt8sain the political doctrine, in social
habit, in general information, in reaction to ideasprejudices and enthusiasms, in the
veriest details of domestic custom and dress,ugheoe more marked, in truth, than in
their speech habits” (265). Mencken further arghasthere is very little variation in the
speech patterns and that which distinguishes reg@spressions among Americans
(260-1). In addition to regional linguistic nornzation, the common or natural structure
of American spoken English also creates equalitgragrclass stratification. Regardless
of region or socio-economic class, the languag&eapthroughout American is relatively
cohesive. The American population is, thereforéednthrough its common use of the
English language.

However, the English language brought by the esdrfiettlers was aligned with
the language spoken in England. As the new Amegoantry grew as a result of
immigration, the language spoken in it developegarallel to reflect the new
population. Due to this American English deviateain British English and evolved

into its own language with its own idiomatic stuet and slang. Mencken cites Noah
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Webster’s assertion that American English wouldetlgy into a new language because
“such as a new country, new associations of peopl&,combinations of ideas in arts
and sciences, and some intercourse with tribeslywboknown in Europe, [would]
introduce new words into the American tongue” (gtdViencken 1). Thus, from their
diversity, immigrants created a language that vistndtly American. The people who
inhabit and give voice to Dylan’s songs are clasgdifis characters that demonstrate this
American linguistic tradition and cultural pluratfis They are unified under
representative identities that have been centraltéopretations of Dylan’s work. These
voices represent figures throughout American hyséword culture. The significance of
these voices arises both in what they say, butenmoportantly, the language with which
they say it.

Basic informalities of speech patterns pervade Dglaongs, creating a clear
articulation of American English. Within these eple patterns there is an apparent
deviation from formal structures in grammar, syntaechanics that are taught in school.
Mencken argues, “Among all classes the everydagapdeparts very far from orthodox
English, and even very far from any organized Eglbut among the lower classes that
make up the great body of the people it gets strdan orthodox English that it gives
promise. . . of throwing off its old bonds altogath. .” (255). The consistent error
patterns of the speech of the lower classes owtnking class in America are the
manifestation of the “old bonds” of English gramrttzat have been “thrown off.”
However, these error patterns are not limited &ir tbrigination point of the working
class. They became normalized in the languagesssmcio-economic class and regions

and became the regular idiomatic structure of spékaerican English.
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The most frequent of these errors occurs with waeda This can be an error of
shifts in verb tense or disagreement between nandwerbs. Errors with pronouns also
attribute a majority of the patterns in vernacalad vulgar speech. Speakers commonly
confuse pronoun cases or replace a personal promitluia demonstrative (Mencken
295-6). Often, Dylan’s speakers invert this eand use a demonstrative in place of a
personal pronoun. Another error that frequenplyears in the American vernacular and
vulgar speech is the use of the double negativ@-831). Regardless of the voice or
persona Dylan’s poet assumes in the songs, theigues$ how these disparate voices
converge or from where they emanate can best beeaed through an examination of
the speech patterns used in each of the songactirmany of the songs contain multiple
usage errors, which aids in establishing the vofaeach persona. The thematic links
among many of the songs and distinct personadatiggilage used in them indicates that
they are speaking from a congruous linguistic igntThe primary levels of diction
used to present this identity in the songs arevétneacular and vulgate of average,
primarily working class, Americans. It is throutffe common use of vernacular and
vulgate that Dylan creates stability among the sbpgrsonae.

A key way that Dylan’s speakers or personae dewvlep voice within the song
is through weak enunciation of initial or finaltlats and syllables or of using a
connecting syllable between words and phrasesgsSiiat use the connecting syllable
usually contain “a” before or after a word creatargormal or simple voice.
Contractions such as “Man, it's a-killin’ me” frofivixed Up Confusion” or “It depends
on how I'm a-feelin™ and “Well, if you, my love, ost think that-a-way” from “Boots of

Spanish Leather” illustrate the addition an exyitable and development of a voice
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indicative of average people or of the AmericanKfg¢“Mixed Up Confusion” |. 2;
“Boots of Spanish Leather” ll. 28-9). Dylan ushkistconvention of folk music
extensively in his earlier compositions. In tothk construction appears in sixty-seven
of the songs from 1962’s “Hard Times in New Yorktdugh the 1997 song “Tryin’ to
Get to Heaven;” however, thirty-five of those somgge written, produced, or released
prior to the motorcycle accident. Of the remaininigty-two songs, the connecting or
added syllable appears in iconic songs like, “Hame” or “Up to Me,” and more
obscure songs like “New Pony” or “Lenny Bruce.” Retjess of the period of Dylan’s
career in which the song was written or the persbraugh which it is voiced, Dylan’s
speakers continue to develop and reinforce theevaicegular Americans through
common speech patterns.

This is also evident throughout the catalogue irctviDylan’s different speakers
use twelve different aphetic variations of word®me hundred-five songs. The most
common of the truncated initial syllables in theg®is caused by Dylan’s speakers’
variation of the word “until,” shortening it to flt” This occurs as early as 1962 in the
song “Talking New York.” Dylan’s the folk singer subjective persona says, “Til |
come to New York town” (I. 4). This simple apheappears in thirty-four of the songs
from his earliest compositions like “Restless Fatbv“Walls of Red Wing,” and
“North Country Blues” through his most recent stutglease. In the middle period of
Dylan’s career, the word “til” is present in songse “Up to Me,” “Most of the Time,”
and “Solid Rock.” The speakers carry this practmevard in the later period of his
career, using it in “Love Sick,” featured dmme Out of Mind;Shake, Shake Mama”

from the 2009 alburitogether through Lifeand the title track from the 2012IT@mpest.
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Though this demonstrates a linguistic pattern uethe different speakers and spans
Dylan’s catalogue, “til” is not the only aphesisty use. The second most frequent
occurrence is the abbreviated form of becausapgears in twenty-three of the songs.
Following that, twenty of the songs contain “bouéither than about and, in
approximately ten songs each, speakers abbrevatedand across. Dylan’s speakers
also employ the aphesis for “except,” “instead fitess” “before, “above,” “between,”
and “against” in fewer than five songs each, regméng a total of eighteen songs that
reinforce this linguistic structure.

Dylan’s use of aphesis is arguably a consciouscehthiat he makes when writing
his songs that results in the creation a commattstre articulated by the various
personae’s voices. In other songs, such as “A Raid’'s a-Gonna Fall,” “Lay Down
Your Weary Tune,” “Slow Train,” or “Honest with Ma&he speakers apply the full
version of the words “until,” “beneath,” and “aralih This underscores that aphetic
variations were deliberate and resulted in thelggrsadeveloping their voices with
common or regular speech patterns. It is alsoistam with the folk music standard. It
is arguable that the aphesis occurs as a necessi&yisfy the rhythmic and metrical
compositions of the one hundred-five songs in whirdy appear. Just as adding the
syllable in the “a-goin’” construction may have wdayized the rhythm of the lines, verse,
or songs, so, too, does the elimination of a sldlalbblowever, the effect is the same; their
conventional use signals the relaxed enunciatioreafacular speech and establishes
another linguistic connection among Dylan’s spesker

These personae also use contractions of wordsydlatlles indicative of casual

speech patterns regularly throughout the cataloy&b constructions such as “got to,”



120

“going to,” or “want to” are fused by speakers bing the syllables into “gotta,”
“‘gonna,” and “wanna.” In the rhythm of naturallyaken American English, Dylan’s
speakers contract other words, like “out of” intmtta” and “ought to” into “oughta,”
creating an informal tone. The simple contractiohgoing to” and “want to” are
singular errors; while the error in the contraction“got to” is missing its auxiliary verb
“have.” The songs Dylan wrote early in his caréat assume this format, such as
“Whatcha Gonna Do,” “I'd Hate to Be You on that &al Day,” and “If You Gotta Go,
Go Now (Or Else You Got to Stay All Night),” adhecefolk music constructions and
establish these patterns as normal among his sgealewever, as Dylan’s career
progressed and he shifted away from writing andbpeing only folk songs, the
construction continued.

In addition to aphesis and contractions, Dylansaiers also use a colloquial
form of gerunds and present participles, periotijaopping the “g” sound from the
ending. Just as the aforementioned speech patenmsrmalized and regularly used,
this simple construction that signals common oglad pronunciation is used by all of
Dylan’s speakers throughout his catalogue. Thesstouctions are the most common
speech pattern among the many voices in Dylan’&sy@nd it is present among the
disparate voices. The speakers drop the finaldfnam the gerund or present participle
in many words including “workin’,” “gettin’,” andlovin’,” resulting in a link that
connects the personae. Further, the few songsli&eall Be Free No. 10,” “Heart of
Mine,” or “Can’t Wait” that use a more articulateopunciation reinforce that the
pervasive use of the informal pronunciation thraughis catalogue establishes the

voice of common Americans.
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Similarly, songs like “Born in Time” and “Highlantthat include both the
informal and formal pronunciation underscore thatinformal version is deliberate.
The speaker in “Born in Time” uses both construio its first stanza. The second
line, “In the blinking stardust of a pale blue liglkdemonstrates the proper form. This is
followed by the third line, “You’re comin’ thru tme in black and white” that uses the
informal pronunciation. The interchange contintiesughout the song. Similarly, in
the sixth line of “Highlands,” the speaker saysdigh™ instead of “shaking,” but he uses
the proper form of the gerund in all other instanicethe song (l. 2). The varying
application of the word endings indicates bothl&éxepatterns of American speech and
the conscious creation of an informal voice ingbags.

The continuation of the informal voice through aralar language is further
reinforced through the series of verb use errang. frimary solecism Dylan’s speakers
commit is one that drops the auxiliary verb in pragerfect tense. In most cases, the
verb “have” has been eliminated from the verb cgaijions “have gotten,” “have seen,”
or “have been.” These constructions, which appeane hundred-thirty of Dylan’s
songs from 1963 through 2013, unify the personateuse it. Mencken’s study
illuminates this error pattern, the vulgar usehaf verb construction, through his
assertion that “the perfect becomes a sort of grtgise with the elision blve (285).
This “simple tense” creates a simple or commone/tiicough its use. The earliest
occurrence appears in “Ain’t Gonna Grieve” in 198&ide from the use of “ain’t,”
which is a separate error category in Dylan’s wpthe third line of the fourth stanza
places the word “got” immediate after the subjechnpun “we.” The line, “We got this

far and ain’t a-goin’ back,” would be grammaticatlyrrect if the verb was conjugated
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“have gotten” or if the subject and verb were cactied to “we’ve gotten.” However,
this is an example of how spoken language deviates formally correct structures.
Dylan’s speakers use this construction to commuaittee distance the speaker and his
companion have traveled or what they have accohmgaisbut the regular speech pattern
represents an error in grammatical structure comtm@poken American English.

The pattern continues in Dylan’s early period witbnic songs like “Positively
Fourth Street,” “Maggie’s Farm,” “Like a Rolling &te,” and “Highway 61 Revisited.”
In the post-motorcycle accident period, the freqyesf this construction continues to
shape and unify the voices in Dylan’s songs. Dytins period, the omission of the
auxiliary verb appears in the songs, “You're GoMake Me Lonesome When You Go,”
“Hurricane,” “Hazel,” “Property of Jesus,” and gidive others. The four
aforementioned songs are spoken by personae firasemnt the voices of the romantic,
the poet of protest, and the persona in search eégressing his faith. Similarly, the
thirty songs in which the error occurs in Dylaréser career represent the diversity of
speakers that give voice to them. The song “Stanidinthe Doorway,” which appears on
Time Out of Mindis spoken from the perspective of the heartbrokemantic addressing
a woman who has left him. In three of the linethfirst ten-line verse, the speaker
drops the word “have” and uses the constructiayotl in the lines “I got no place left to
turn,” “I got nothing left to burn,” and “I got nbing to go back to now” (ll. 5, 6, 10).

Further, the speaker in “I Feel a Change Comin’ @Knowledges his position
as the poet or voice of American democracy: “Soewpfe they tell me/l got the blood
of the land in my voice” (Il. 31-32). Lines 29 a@d allude to Texas musician Billy Joe

Shaver and Irish author James Joyce, both of whara Also written about their cultures
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and countries. The lyrics establish a paralleieen the speaker and artists who are
revered as poets who give voice to their countpggple. Other voices that use this
construction represented in this period are theevof the working class American in
“Cold Irons Bound,” the drifter in “Mississippi” @f*Honest with Me,” and the person
searching for or expressing his faith in “Tryin’®et to Heaven.” Dylan’s speakers’
common use of the pattern signals a connectiondmtthe voices that use it.

Another common misuse of grammatical structuresranidylan’s speakers is the
error in subject and verb agreement. The erracardooth in agreement in number and
in person. It is most frequently applied when tlaasitive verb “is” is used in the place
of “are” when the subject follows the word “thei@”the direct object following the
subject “there” is plural. This construction appeiarthe 1962 composition “Mixed Up
Confusion,” which was not released until 1985 wheppeared oBiograph,and
continues through 2012’s releasel@impest.The third line of “Mixed Up Confusion,”
“Well, there’s too many people,” illustrates theogrof agreement. The phrase “too
many people” requires the plural verb “are,” but o§the contraction both creates the
error and mirrors vernacular American speech pattem “On the Road Again,”
Dylan’s speaker uses this construction in the sg¢ioe of the first stanza: “There’s
frogs inside my socks.” The contracted singulaefe’s” disagrees with the plural
“frogs.” This pattern appears again in the 197tgsd‘'Mozambique” and “One More
Cup of Coffee (Valley Below).” The speaker in “Maymbique,” conjugates the verb in
the fifth line, “There’s lots of pretty girls in M@ambique,” incorrectly. The correct
subject-verb construction throughout the rest efgbng highlights this error. The voice

in “One More Cup of Coffee (Valley Below)” assuntbe outlaw persona, speaking to
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his beloved. The improper subject-verb construcéippears in the fourth line of the fifth
stanza: “There’s no books upon your shelf” (I. 26).

The thirteen other songs, including “Under Your I§p#Disease of Conceit,”
and “My Wife’s Hometown” in which this error occuiglow the same construction. In
“Scarlet Town,” the speaker uses the contractiberé’s” before “ivy leaf and silver
thorn” in the second line of the first verse, “pdkeaf shadows and scattered flowers” in
the second line of the third verse, and “walnutvggand Maplewood” in the seventh
line of the fourth verse (ll. 2, 10, 31). “Therégould be the correct structure if the
subjects were considered compound subjects oreserglties. However, despite the use
of the conjunction, the two plants listed in théjsets should be perceived as separate
entities that require the third person plural vesbstruction. The use of this error
furthers the pattern of common speech errors ugddylan’s speakers regardless of the
period in which they are used or the voice thasukem.

Moreover, agreement errors between transitive vanldstheir subjects are not the
only verb errors in Dylan’s lyrics. When Dylan’segkers make the error in agreement
between the subject and verb, it is usually anrenrthe conjugation or use of the third
person singular verb. For example, the third pessngular conjugation of the verb
“think” is used in the third line of the last verse“The Death of Emmett Till.” The line,
“But if all us folks that thinks alike,” should us#hink” to conjugate the verb as a regular
first person plural to agree with the subject {).2It also occurs in the eleventh stanza of
the 1963 song “John Brown,” an anti-romantic deprcbf war. In the last line of the
third stanza, “You wasn’t there standing in my shbddohn Brown is given a voice and

speaker misuses the verb “wasn’'t” with the secomdgn pronoun (I. 38). Brown’s
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words reveal his disillusion with the romanticiagsion of war that he believed when he
was deployed.

In the period that critics and scholars classifytesmiddle of Dylan’s career, this
error manifests in songs like “Get Your Rocks Offfangled Up in Blue,” “Clothes Line
Saga,” and “Sign on the Cross.” The third vers&3#t Your Rocks Off,” which appears
on The Basement Tapdsegins with the line, “Well, you know, we was laydown
around Mink Muscle Creek” (I. 13). Similarly, tiiest line of the fourth verse, “Well,
you know, we was cruisin’ down the highway in a @reund bus” (I. 19). “Tangled Up
in Blue” also contains the same misuse of the the@bon singular verb used after a first
or third person plural verb. The speaker uses "wagshe verb for the subject “our lives”
in the first stanza. A simple correction of theoenvould replace “our” with a third-
person singular pronoun or replace “was” with teebv‘were.” The error of using the
third person singular conjugation continues throbDgtan’s most recent compositions in
the songs “Thunder on the Mountain,” “The Leveeta@a Break,” and “My Wife's
Hometown.”

However, the previously addressed solecism intbesvay in which the error
generally manifests throughout Dylan’s cataloglies more often that the speakers use
the conjugation of the verb that disagrees withim tperson subject. The first instance
of this appears in “Dusty Old Fairgrounds” in thed line of the fourth verse, “Oh, our
clothes they was torn but the colors they was Btighl5). The reflexive use of the
third person plural pronoun in both independena®sts emphasizes the informal voice
and the agreement error. This also occurs in tR8 tdmposition “Foot of Pride.” The

second line of the refrain, “When your foot of gidome down,” illustrates the
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perpetuation of this pattern. The verb “come” dre@s with the third person singular
subject “foot of pride” (Il. 10, 21, 32, 43, 54,)65The layering of error patterns in the
songs throughout Dylan’s catalogue creates a whifi®matic structure among the
voices in the songs.

Another example of the error of third person sutgex verb agreement that
signifies unity in the speakers’ use of languag@esuse of “don’t” in the place of
“doesn’t.” In forty-two of Dylan’s songs, the spea& use phrases like “He don't,” “She
don’t,” or “It don’t.” This signifies the vulgar @sof the verb construction where the verb
“doesn’t” should be used to agree with the thirdspa singular subjects. Early songs
such as “To Ramona” or “Mama, You Been on My Mitid&t are voiced by the
romantic seek to understand relationships. Irsdo®nd line of the last verse of “To
Ramona,” the speaker tells the title character,s&e you tryin’ to be part of/A world
that just don't exist” (Il. 18-19). The word “woflds a third-person singular subject
treated as a first- or second-person singularunapkubject or as a third-person plural
subject. This construction is used again by alaimspeaker in the third line of the third
stanza in “Mama, You Been on My Mind,” “It don’t @ matter t me where you're
wakin’ up tomorrow” (. 11). The perpetuation dktagreement error in songs like “I
Shall Be Free” and “I Don't Believe You (She Actiké We Never Met)” illustrates the
continuation of the common pattern of speech rdgasf the persona in the song.

After Dylan transitioned to folk rock,” this pattecontinued. It first appears in
the tenth line of the second verse of “Subterrané@mesick Blues” when the speaker
says, “Don’t matter what you did” (I. 28). He dsoihe third person singular subject “it,”

which should have the verb “doesn’t” paired witloithave the subject and verb agree.
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Instead, the speaker uses the verb “don’'t” thatfoeces the solecism and the roughness
of his speech. Similarly, the speakers in “She Bgéoto Me,” “It Takes a Lot to Laugh,
It Takes a Train to Cry,” and “From a Buick 6” conte to illustrate the uniformity of
American speech patterns and habits. In “It Takeet to Laugh, It Takes a Train to
Cry,” the folk persona begins his questions indeeond verse with the word “don’t”
rather than “doesn’t.” In the seventh and eightle bof the first verse, the speaker
conjugates the verb correctly, “And if | don’t mak&ou know my baby will” (Il. 7-8).
However, he continues to conjugate “don’t” with thed person singular subjects,
“moon,” “brakeman,” and “gal.” Later in the peridthe romantic persona who voices
“She Belongs to Me” uses the structure in the sé@ fourth lines of the first verse,
“She’s an artist, she don’t look back” (ll. 2, 4jlere, the female singular third person
pronoun “she” does not agree with the verb “don&imilarly, the fourth line of the first
verse of “Stuck Inside of Mobile with the MemphikiBs Again,” “But | know that he
don't talk,” furthers the use of the error durimgstperiod (l. 4). This error is not isolated
to the speakers in the early years of Dylan’s caree

The construction also appears in the post-motoecgctident period, during the
1970s and 1980s. The working-class speaker in “Smgthe Window,” which appears on
New Morning,uses the construction in the third line of thedhierse, “Hope that it don’t
sleet” (I. 13). Furthermore, the speakers in sdikg “Goin’ to Acapulco,” “Open the
Door, Homer,” and “Neighborhood Bully” represenffelient personae that use the
subject-verb agreement error. The hobo speaké&pen the Door, Homer” begins the
18" line, “If he don't expect to be,” repeating thecgrthe poet speaker in “It Takes a Lot

to Laugh, It Takes a Train to Cry” made. Itm@oyed again in the second line of the
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sixth verse of 1983's “Neighborhood Bully,” “Whag lyets he must pay for, he don’t get
it out of love” (I. 27). The poet of protest orcsal conscience that gives voice to this
song perpetuates the connection between speakbis continues in the sixth verse of
the 1986 song “Brownsville Girl,” and, in the mostent stage of Dylan’s career, the
error appears in “Standing in the Doorway,” “Highdis,” and “It's All Good.”

Building on the foundation of verb errors that bsth a linguistic tradition
among Dylan’s personae, the use of “ain’t” througfhdylan’s catalogue signals both an
error in verb use and the use of slang by the s@pgakers. Explaining its frequent use
in American English, Mencken asserts that the “.eegive use adin’t, of course, is
merely a single symptom of a general disregarchémnber, obvious through the verbs,
and also among pronouns...” (289). Similar to trevusly addressed verb errors, the
use of “ain’t” signals the replacement of propergses such as “aren’t,” “am not,”
“‘isn’t,” and “is not” (289). This is one of the rebcommon error patterns Dylan’s
speakers use, appearing in one hundred-seven sbtiys in his catalogue, including
some of his earliest compositions like “Standingtma Highway,” “Farewell” “Down the
Highway,” and “Percy’s Song.” The pervasive uséamh’'t’” progresses into the middle
of Dylan’s career in songs like “When He ReturnstidSaving Grace,” both voiced by
speakers expressing their faith, and “Jokermamgdy the poet. Finally, in the later
part of Dylan’s career, the nineteen songs thataisé,” such as “Summer Days,”
“Things Have Changed,” and “Early Roman Kings,’hferce the connections between
the disparate personae or speakers across thelpefibis career.

Second to the verb errors Dylan’s speakers contha@tyse of the double negative

is arguably the strongest link between the voineanid throughout Dylan’s works.
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Mencken argues, “[s]yntactically, perhaps, the tbiaracteristic of vulgar American is
its sturdy fidelity to the double negative” (309 this pattern, the speakers abandon the
informal vernacular speech of the common Americafavor of the less-formal vulgate.
Again, this error is evident early in Dylan’s careead persists through his latest studio
album. It first appears in early compositions Jideong Ago, Far Away,” and “Baby,

I’'m in the Mood for You.” In the second line ofgliourth stanza and the third line of the
fifth stanza of “Baby, I'm in the Mood for You,” ehspeaker uses the word “ain’t” with
the word “nothing.” In doing so, he constructsaaible-negative, “l ain't gonna do
nothing at all” (Il. 17, 23). He also creates alkEy” or more common voice that he
maintains throughout the catalogue. The speak&lirOver You,” another one of
Dylan’s early compositions that was unreleased Uit Bootleg Series, Vol. 9: The
Witmark Demos: 1962-1964 2010, assumes the persona of a young romantggj to
his beloved. The speaker also constructs the dendyative in the first line of the third
verse, “I don’'t need no money” followed by the dau”l just need a day that’s sunny” to
communicate that he values the natural world dvembaterial possessions (“All Over
You” |. 25). In this, Dylan’s speakers use thisistuction in twenty-one songs,
including “Bob Dylan’s New Orleans Rag,” “Guess IDoing Fine,” “Subterranean
Homesick Blues,” and “Desolation Row.”

After the motorcycle accident, Dylan continues hastern, maintaining this
structure of vernacular American English amongshisakers. The third person outlaw
speaker in “All Along the Watchtower” employs theutble negative in the second line of
the first verse, “There’s too much confusion, I'tget no relief’ (I. 2). The speaker

means to communicate that he is unable to find™asljef, but the double-negative
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conveys that he is unable to find “no relief.” Redjess of the grammatically correct
format of the negation, the speaker’'s meaningdardio native American English
speakers. The cowboy or outlaw persona also aptblie construction in “The Man in
the Long Black Coat” and “Time Passes Slowly.” Hoes this is not the only persona
that employs this construction. There are a wanéspeakers that utilize the double
negative as a means to both reinforce the link éetwhe disparate personae in the songs
and to create the voice of the average Americdres@& speakers include the spiritual
voice in songs like “Ain’t No Man Righteous, No NOnhe,” “Property of Jesus,” and
“When He Returns,” the voice of social conscienc&lead Landlord,” and the voice of
the romantic or lover in “Shot of Love,” “Do Righd Me Baby,” and “Tight Connection
to My Heart (Has Anybody Seen My Love).”

In the later part of Dylan’s career, the era follogvhis heart condition and
beginning with the release dfme Out of Mindhis speakers continue to use the double-
negative. In “Make You Feel My Love,” “Til | Felh Love with You,” and “Sugar
Baby,” Dylan’s speakers assume the voice of theardgio or lover. In “Make You Feel
My Love,” the speaker employs the double negativéne third line of the third verse,
the fourth line of the fourth verse, and the sedam&lof the fifth stanza to convey the
depth of his love for his beloved. The speakéfTil | Fell in Love with You”
expresses his heartbreak throughout the song beb@ibeloved has left him. The
fourth line of the fourth verse, “I'm thinking abbthnat girl who won’t be back no more,”
uses the double negative to express that an@)(IConversely, the speaker in “Sugar
Baby” uses the double negative to express that fegled and frustrated with women. In

the refrain, the speaker addresses the woman, afougot no brains, no how” (Il. 6, 14,
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22, 30, 38). This line layers error patterns afkgn American English with the use of
“ain’t” in the double-negative construction. Althgluthe speakers in “Highlands,” “My
Wife’'s Hometown,” “Duquesne Whistle,” and “Not Davlet” assume different
personae, they are connected through their udeecfadme speech pattern error.
Ultimately, the double negative is used in ninety-@f Dylan’s songs, from “Ballad of
Hollis Brown” through the 2012 composition “Roll dohn,” adding to the link that
exists between the speakers in Dylan’s songs.

A speech pattern that Dylan’s speakers use legadrdly is that of using an
objective pronoun in place of a demonstrative, sspesive pronoun, or a subject
pronoun. The earliest occurrence of this erroeappin the 1963 song “Talkin’ John
Birch Paranoid Blues,” the satirical song spokethavoice of a member of the John
Birch Society. Inthe second verse, the speakey, Shgot me a secret membership
card,” using the object pronoun incorrectly” (Talkdohn Birch Paranoid Blues” I. 9).
Rather, the pronoun should be omitted all togetineeplaced by the reflexive use of the
possessive pronoun. Later in the song, Dylan’sis@s an objective pronoun in the line,
“I know they did . . . them hard-core ones” (“JdBinch Paranoid Blues I. 33). In the
songs in which this error occurs most frequentig, word “them” is used to replace
“these” or “those” as it does in the sixth verséTalkin’ John Birch Paranoid Blues.”
This is also used in other songs. For exampleDusty Old Fairgrounds” the objective
pronoun appears in the refrain line “Following thdusty old fairgrounds a-calling”
throughout the song. This error also occurs inén¢h and fourteenth verses of the 1964
song “It's Allright, Ma, (I'm only Bleeding)” whemlylan’s speaker uses the construction

“For them that must obey authority” and “Speakgealy of them that are free” in the
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tenth verse (“It's Alright Ma” Il. 63 and 66). Tisyntax of the lines nearly suggests that
the prepositions that precede the errors haveegt@aammatically correct structures.
However, the grammatical structure of both lineime®rrect because the third person
plural actor is the subject of the sentence, ratheam the object of the action. This
pronoun is misused again in the fourteenth versgkearine, “While them that defend
what they cannot see” (“It's Alright Ma” I. 90). d#le, the demonstrative “those” should
be used rather than the objective pronoun to ntak@hrase grammatically correct.
Dylan establishes this error pattern common toa@utar American English in
his early compositions and continues using it withspeakers throughout his catalogue.
The use of “them” in the same grammatical consimacippears in the ninth line of the
fifth verse of “Tangled Up in Blue,” “And every orad them words rang true” (I. 61). It
also occurs in the third verse of the 1985 songnBWillie McTell” and in the refrain of
“Caribbean Wind” from the same year. The Delta Blapeaker in “Blind Willie
McTell” replaces “those” with the word “them” inelfirst and fifth lines of the third
verse. Both of these errors parallel normal spgadterns and create the voice of the
common American speaker. Similarly, as its titiggests, “Ring Them Bells” also uses
“them” in place of a demonstrative. So, too, dibes2001 song “Floater (Too Much to
Ask)” from Love and Thefin which the first verse ends with the error, “Amet one of
them endless days” (I. 4). Another song.awe and Thefthat features the misuse of the
objective pronoun, “Po Boy” uses the fourth lineloé ninth and final verse, “Washin’
them dishes, feedin’ them swine’ (I. 36). Regasdl of period, Dylan’s speakers apply

the objective pronoun erroneously.
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In the middle of his career, Dylan’s speakers aisde errors in their use of
objective pronouns when they use the objective quann place of the subject pronoun.
This occurs in songs like, “Sign on the Window atigred on 1970’8lew Morning,
“Shelter from the Storm,” appearing on B®od on the Tracks 1975, and “Romance
in Durango” fromDesirethe following year. “Sign on the Window” uses thigective
pronoun “her” in the subject position in the secordse. Dylan’s speaker is an average
American trying to achieve the American dream, wdygeats the compound subject “Her
and her boyfriend” in the first two lines of thecead verse, rather than using the correct
grammatical structure, “she and her boyfriend”@#7). When the error occurs again, the
speaker shifts to the romantic poet, but the misfiseke pronoun maintains the linguistic
structure. The third line of the last verse of é&ér from the Storm” contains the line,

“If 1 could only turn back the clock to when Goddaner were born,” which uses “her” in
place of “she” (I. 39). Additionally, “Romance Burango” changes the speaker who
commits the error in pronoun usage, but maintdiasstructure of the speech pattern.
The third line of the first verse, “Me and Magdaeon the run,” uses the objective
pronoun “me” rather than the subjective pronouhElch of these songs is given voice
by a different persona, but their use of the objegbronoun error is constant.

A less frequent, yet significant, error that Dykpeakers use throughout his
catalogue is the use of the word “lay” rather tHai. This is a common pattern in
spoken language as the two verbs are often confusesed in place of each other. More
often, the word “lay,” which means to put or plasespoken in normal conversation
instead of “lie,” meaning to repose or recline. Mii&e the other usage errors, this one

crosses regions and status and is commonly usedgdihout America. “Man on the
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Street” offers an early example of Dylan’s misus&g. In the third line of the second
verse, the folk singer speaker says, “There omsitt@wvalk did he lay” (“Man on the
Street |. 7). The man in the song is reclinedpsep, or lying on the street. The
speaker’s use of “lay” originates the sequencearire within the songs. Dylan’s
romantic persona misuses “lay” in the song “Layy &dy.” The titular imperative that
drives the song intends to instruct the womane@dtwn or recline on the bed with the
speaker. However, the way the song is writteny#rb signals the woman being
addressed to place or put something on the bedhbérd is no object listed for her to
place.

The misuse of “lay” is furthered in the middle paftDylan’s career, first on the
1983 song “Tell Me” featured dnfidels.In the fifth line of the third verse, the speaker
misuses the word “lay” in the same way that theakpein “Lay Lady Lay” does. The
speaker poses the question, “Do you lay in bedster@ at the stars” (“Tell Me |. 17).
Again, the song uses the image of a woman repasadbed and creates a clear
connection between the linguistic patterns of fheagers in the earlier and middle-era
songs. The construction is next featured on 1986f®ocked Out Loadedn which the
song“Brownsville Girl” uses the word incorrectly in tis@cond line of the second verse.
The line, “As the dying gunfighter lay in the sumdegasped his last breath,” carries
forward and mirrors the misuse of “lay” in the sawsgy earlier songs had done
(“Brownsville Girl” . 6). Here, the figure of theowboy from the song’s allusion to the
Gregory Peck filmThe Gunfighteris lying in the street as his dies rather thaniptac
something in the street as the verb suggests.us@ef “lay” repeats the error from

earlier songs like “Man on the Street.”
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In Dylan’s later career, this error pattern congigureinforcing the linguistic
connection among Dylan’s speakers. “Huck’s Tumeléased on the 2008 albuirhe
Bootleg Series, Vol. 8: Tell Tale Signsisuses “lay.” The fifth line of the third verse,
“I'm laying in the sand and getting a sunshine’tamstakenly uses the word “lay” to
signal the speaker’s position reclining in the samtle construction, however, appears
most notably on several of the songs on 20T2ispestThree of the ten songs featured
on the album, “Scarlet Town,” “Tin Angel,” and “Temast,” contain speakers that misuse
the word “lay.” In “Scarlet Town,” the second linéthe second verse, “Sweet William
Holme on his deathbed lay,” carries forward thedi®omisapplication (“Scarlet Town” |.
10). Similarly, the speaker in “Tin Angel” useayl rather than “lie” in the first line of
the third verse. The line, “The boss he lay bdakdn his bed,” again positions the
subject lying on a bed and uses the wrong verleancunicate that position (“Tin
Angel” I. 9). Finally, Dylan’s speaker recreathe speech pattern error throughout the
song “Tempest” in the refrain and its variatiod$e line, “The watchman he lay
dreaming,” includes an error in the third-persobjsct-verb agreement, but also repeats
the misuse of “lay” that continues to link Dylarsgeakers in their linguistic patterns,
most specifically in their errors of use.

Many of the linguistic error patterns that haverbeermalized in American
English are used repeatedly by Dylan’s speakemugtrout his catalogue challenge the
assertion that Dylan’s identity is unstable. Cstischolars, and biographers define
Dylan’s career into three periods that they reicdothrough their publications and studies
on Dylan. Within those periods, these scholaiicsr and biographers have defined the

personae Dylan performs and through which he greg=e to his songs. The patterns in
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speech that Dylan’s speakers establish in his sarlgs continue throughout his career,
across the periods that critics and scholars heweadcated. However, these periods and
personae are the accepted and remain the starmtaaddlyses of Dylan’s identity, all of
which have resulted in the hypothesis that Dylaabie to shift into and out of the
performances of personae that he does becauseksealatable core from which they
originate. However, the investigations of Dylarmentity have rested upon attempts to
deconstruct his written works, primarily his lyri@nd assess meaning to them through
biographical analysis. As a result, Dylan’s cstand scholars attempt to impose his
subjectivity onto his lyrics. This leads to the tifysation and myth creation about and
around Dylan because critics and scholars contmd@cus on Dylan as a man or an
artist rather than the words that he has usedapeshnd create his identity.

Therefore, Dylan’s identity is unified, and its aten is the sum of the linguistic
forms Dylan uses in his lyrics. As the creatorjshable to speak through the voices of
the romantic, the person expressing or questiofairtiy, the poet of protest or social
conscience, the outlaw, the cowboy, and the follEeen though each song can be
classified according to the accepted definitionpaiod and persona, each song is voiced
by a different individual speaker. It is clearttti®e speaker in “God Knows” and the
speaker in “Forever Young” are different, but afying element is the linguistic tradition
they use. Mencken asserts, “[tjhere may be stigfégrences in pronunciation and
intonation — a Southern softness, a Yankee draWleatern burr — but in the words they
use and the way they use them all Americans, dwetetst tutored, follow the same
line” (29). The idiomatic structures, error pat&erand relaxed enunciation that Dylan’s

speakers and personae use throughout the canalgfits are structures that developed
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as the American English language developed. Thegssfand solecisms that are
common to the speech patterns of average Amertoaestablish a distinctly American

voice in Dylan’s songs.



Conclusion

“I Am My Words”: Dylan’s Identity Unified through &nguage

Bob Dylan rose to fame at the advent of the interge of popular culture, high
art, and the celebrity super-star. For this reasaarpreting his identity has continued to
be problematic for journalists, biographers, anticst Each had their own approach to
constructing, interpreting, and deconstructing Didadentity. For example, the folk and
rock and roll journalists who reviewed Dylan’s mgrhances, wrote about his album
releases, and interpreted the voices in his lyagcpart of the American identity served as
creators and protectors of Dylan’s identity andmyin addition, they reinforce the
importance of American music and musicians in thiglip consciousness. When
Anthony Scaduto published the first biography odaya second layer of myth
construction was created. Since 1971, five majogiaiphies and numerous books on
Dylan’s career and music have been publishedf ahach present the writer as the
protagonist who can solve they mystery of Dylad@ntity (Strachan 70). As part of this
practice, the biographers, critics, and journalgt® have written about Dylan’s identity
have attempted to impose Dylan’s biography andesilve experiences onto his lyrics
and performance in the media and public, and hesated discrete periods through
which they fragment his identity performance. Addh continued to develop as an
artist and composer, the periodization of his aana@s been based upon arbitrary
delineations that have perpetuated the misinteapoet of his identity. The events of his
life, such as his relationships with Suze Rotold 8ara Lowndes Dylan, his motorcycle

accident, his subsequent retreat from public hfg,conversion to and rejection of
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Evangelical Christianity, and his second near-deagierience in the 1990s, are the
identities he performs and clues with which jourstaland biographers might solve the
puzzle of the myth of Dylan’s identity.

During the early years of his career, Dylan wasvei@ as such an anomaly
compared to major recording artists or the othls ficusicians in Greenwich village that
journalists’ treatment of him created myth languttge has shaped the way Dylan was
and is still interpreted. This language includeseasons that Dylan represented the
search for authenticity prevalent in the 1960s #olkl counter-cultures and the
subsequent student movements. The articles jostaialrote about him present him as a
genius and as the “voice of his generation,” angmeost frequently remembered for the
music he created during his “protest period,” tearg before his motor-cycle accident in
1966. Similarly, he is associated with and recpgaiiby his iconic image from the same
period. The myth that resulted from the way thatpress treated him presented Dylan
as a representative figure of authenticity wittia folk and counter culture movements
of the 1960s. Any deviation from that initial inpeetation and projection of Dylan’s
identity is perceived by his fans, rock and rolifjealists, and biographers as a violation
of his authenticity.

However, because Dylan did not want to be pigedaehimto a singular creative
performance or identity, he continued to develapdaingwriting, shifting from writing
and performing songs that he called “finger-poigtsongs” from his early career to
songs that communicated experience with whichdms tould relate. Though the
majority of his career has focused on composittbas speak to these experiences,

journalists support the myth they constructed leyitlonic imagery associated with his
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early career. During this time, Dylan also peredithat trends in popular music were
moving toward rock and roll, rather than folk musi&hen he “plugged in” at the
Newport Folk Festival in 1965, the folk communitys fans, and journalists perceived
him as having “sold out” and betraying his folk lzenticity. At the same time that
journalists accused Dylan of abandoning his foliktspthey also credited him with
creating a new genre of music: folk rock. This bynadds to Dylan’s mythology and
begins to create the image of Dylan as a mystetyrtiust be solved.

It is clear that Dylan is not a victim, but an &etparticipant, in the myth creation
that surrounds him. When he arrived in Greenwidlage in 1961, he presented himself
as an orphan who had lived on the rails, workezhmmivals, and played with iconic folk
and blues musiciandt was an identity he had borrowed from Woody Gietk Bound
for Glory. Subsequently, in the beginning of his career, legl tise press to perpetuate
the folk persona that supported an image of auitigntin numerous interviews, some
with media standards like Studs Terkel, Dylan régeéhe narrative of his past that he
had constructed, and used those narratives tcecii@ateality of his identity. Some
within the Greenwich Village folk community, likeiénd Dave van Ronk, suspected that
Dylan was not honest about his past, but felt Wiadtever he said off stage did not
matter as long as the lyrics he wrote and perforexguiessed the authenticity they
expected from himi? This distinction between Dylan’s identity constion and his
lyrical creation is remarkable because it serves m®del for how Dylan’s identity

should be interpreted.

22 |n his biography, Anthony Scaduto quotes DaveRank, “We accepted him not because of the things
he said he had done but because we respected limpeformer. The attitude of the community was th
it was all right, it was cool. He gets on stagd dglivers, and that’s fine. His pose didn’t baths.

Nobody was turned off by it. Whatever he saidstéige, on stage he told the truth as best he Kh¢@9)).
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A less artificial demarcation of Dylan’s identityeation occurred as a result of
Andrea Svedberg’'s 1968ewsweelarticle, after which Dylan’s tentative trust wittnet
press was broken because his stable, mid-westédd|entlass childhood was exposed.
From that point on, he engaged in put-ons and wardes, playing the role of the
trickster in interviews and press conferences, n@akiclear that what Dylan said to the
press could not be trusted and, therefore, hisopadnces in the media were not an
accurate foundation on which to interpret and ar®lyis identity. The theory that
language creates reality does not apply to Dylpaidormance in the press after
Svedberg’s article because he felt his trust wakesr as a result of his past being
revealed. Rather than focus on what Dylan saréporters, scholars, or critics, the more
important identity construction occurs in what leefprms through his lyrics. Altering
the focus from the layered and recreated narrat¥®s/lan’s biographies or articles to
the study of his lyrics presents a more accurd&pretation of Dylan’s identity. Itis
through this interpretation that the shifts in Dytaidentity performance that led to his
being interpreted as a mercurial shape-shifterrbegbreak down. Rather than being
viewed as lacking a stable subjectivity, this iptetation of Dylan unifies the voices and
personae he performs through their use of the Araeringlish speech patterns.

The personae presented in Dylan’s lyrics do noy agflect traditional, cultural,
or historical American voices. They also origingtdis early compositions and can be
traced through his latest productions. Dylan’stfgstudio aloumBob Dylanis written
and recorded in the folk tradition and includesydmlo original compositions, a narrative
about his arrival in New York City and his tributeWoody Guthrie. It is written and

recorded within the folk tradition. On his secaidum,The Freewheelin’ Bob Dylan,
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Dylan includes only original compositions, announbenself as a poet of the American
democracy, and begins to assume the voices of theridan people. Dylan does not
perform these voices in discrete periods as istisepted assumption among those who
write about him. These periods separate his cazeguing that he assumes the voice of
the protest poet in the early 1960s, the cowbdhienate 1960s, the cowboy in the early
1970s, and the religious devotee in the late 1@ndsearly 1980s. Rather, the personae
that Dylan performs are present throughout Dylaai®er, demonstrating the continuity
of their construction and performance.

Furthermore, these voices that perform the sorgs@ted through their use of
language that is distinctly and uniquely Americantdas developed throughout the
country’s history as a result of immigration andtexal diversity. This language
includes errors in subject and verb agreement,quiomisuse, double negatives, and the
use of slang, such as the use of the word “aift'is through these error patterns that
spoken language violates the grammatical, mechiamicd syntactical rules of formal
written English, creating idiomatic structures taeg¢ used by all Americans regardless of
race, gender, region, age, or socio-economic statuthis way, spoken American
English acts as an equalizer among Americans. @geaguality and unity among the
voices in Dylan’s songs, each of the personaegiatvoice to the songs uses the
idiomatic structures of spoken American Englisid aantinues it throughout the
catalogue. Thus, these speech patterns creadbla &tundation or central core from
which the identities emanate.

For this reason, when the study of Dylan’s iderftiiguses upon the language the

voices and personae use in his lyrics, the postemmotheory of his identity is challenged.
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Reading and tracing the development of the persbiyésn voices in the lyrics leads to
the affirmation that Dylan performs identities hettradition of American culture,
mythology, and history, and that those identitigsrsthe entirety of his career. Further,
the common language, solecisms, and speech patieedshroughout Dylan’s catalogue
demonstrate that the voices can be perceived &sdim a way that investigations that
focus on his biography have disregarded. When Dgtserts to Andrea Svedberg, “I am
My Words,” he does so to articulate that the loglkis identity, as with any poet, is in

his use of language.



144

Works Cited

Barthes, RolandvlythologiesTrans. Annette Lavers. New York: Hill and Wang, 297
Print.

Boehlert, Eric. “Bob Dylan Proves the Times Are Gfia’ Again.” Billboard 106.4
(1994) 47. Academic Search Premier. Web 22 Augl1201

Bono et. al. “Bob Dylan (Cover Story)Rolling Stonel066 (2008): 80Academic Search
Premier.Web. 9 Jule 2010.

Bradley, Ed. “Interview with Bob Dylan80 Minutes5 Dec 2004. Web. 26 Sept 2008.

Cocks, Jay. “Dylan and Young on the Road: The Mastts Drubbed with a Disciple’s
Reputation." Time112:19 (1978): 64. Print.

----- “Hellhound on the Loose.Time126.21 (1985): 122Academic Search
Premier.Web. 26 Aug. 2011.

----- “The Postman Rings ForveiTime128.16 (1986): 90Academic Search
Premier.Web. 26 Aug. 2011.

Cooper, Mark. “I've Seen the Lord: Shouts overTiog Critic for Dylan.”"Record
Mirror 17 Jun 1978: 31. Print.

Connell, R. WMaculinities.2™ ed. Berkeley: University of California Press, 20B8int.

Cott, Jonathan. e@®ob Dylan: The Essential Interviewdew York: Wenner Books,
2006. Print.

Don’t Look Back.Dir. D. A. Pennebaker. Perf. Bob Dylan, Albert Gnosn, Bob
Neuwirth. Leacock-Pennebaker Films, 1967. DVD.

Dylan, Bob.Chronicles: Volume Onéew York: Simon & Schuster Paperbacks, 2004.
Print.

Edwards, Leigh Hlohnny Cash and the Paradox of American IdenBlgomington, IN:
Indiana University Press, 2009. Print.

Eliot, T. S.The Wasteland, Prufrock, and Other Poems (DoveiftTldition). New
York: Dover Publications, 1998. Print.

----“Tradition and the Individual TalentEssays of the Master&d. Charles
Neider. 1956. New York: Cooper Square Press, 2@2360. Print.



145

Emerson, Ralph Waldo. “The PoetRalph Waldo Emerson: Selected Essays, Lectures,
and Poemsed. Robert D. Richardson, Jr. New York: Bantam Bpd90. pp.
207-228. Print.

Epstein, Daniel MarkThe Ballad of Bob Dylan: A PortraiNew York: HarperCollins,
2011. Print.

Francescani, Chris. “New Jersey Homeowner Callss@opDylan.” ABCNews.com 14
Aug 2009. Web. 26 Aug 2009.

Friedman, Kinky. “Tangled Up in BobTexas Monthly30.12 (2002): 244Academic
Search PremieMWeb. 9 July 2011.

Gaines, Steven. “Afterward with Steven Gainé&ob Dylan.By Anthony Scaduto. 1971.
New York: Penguin Group, 1979. Electronic Book.

Gilmore, Mikal. “Bob Dylan at 50.Rolling Stones05 (1991):56Academic Search
Premier.Web. 22 Aug 2011.

----"Dylan’s Lost Years."Rolling Stonel191 (2013): 44-51Academic Search
Premier.Web. 22 Aug 2011.

Gooding, Cynthia. “Radio Interview with Cynthia Gbing, WBAI (New York) 1962.”
Cott 1-4.

Harrington, MichaelThe Other America: Poverty in the United Staf€¥2. Scribner:
New York, 1997.

Harris, Rachel Lee. “The Freewheelin’, Unrecogniedtob Dylan.”"New York Timedl7
Aug 2009. Web. 26 Aug 2009.

Hentoff, Nat. “The Crackin’, Shakin’ Breakin’, Sods by Nat HentoffThe New Yorker,
October 24, 1964.” Cott 13-28. Print.

Heylin, Clinton.Bob Dylan: Behind the Shades: Revisite@©1. New York:
HarperEntertainment, 2001. Print.

I’'m Not ThereDir. Todd Haynes. Perf. Christian Bale, Cate BlaitHMarcus Carl
Franklin, Richard Gere, Heath Ledger, Ben Whinshdive Weinstein Company,
2007. DVD.

Kallen, HoraceCultural Pluralism and the American Idea: An EssaySocial
Pluralism.Philadelphia: University of Pennsylvania Press,GL%%int.



146

Klier, Ron. “Walt Whitman, Woody Guthrie, Bob Dylaand the Anxiety of Influence.”
Midwest Quarterly40.3: 334-350Academic Search Premiaieb. 16 Dec 2009.

Kroll, Jack. “Hero Sandwich.Newsweel80 Jan (1978): 51. Print.

Light, A. “Bob Dylan: At Ease.Rolling Stoné&92 (1990): 30Academic Search
Premier.Web. 22 Aug 2011.

“Lord Randall.”Literature: An Introduction to Fiction, Poetry allotama Eds. X.J.
Kennedy and Dana Gioia. Custom Edition for SannlacCollege Central.
Boston: Bedford/St. Martin’s, 2010. 1213. Print.

Marcus, Greil.Like a Rolling Stone: Bob Dylan at the Crossroddiew York: BBS,
2005. Print.

---- Mystery Train: Images of America in Rock and Rétlh Revised edNew
York: Plume, 1997. Print.

Marcuse, HerbertOne-Dimensional Maril964. Boston: Beacon Press, 1991. Print.

Mencken, H. LThe American Language An Inquiry into the Develapneé English in
the United Stated.919. West Valley City, Utah: Waking Lion Press130

Miller, JamesDemocracy Is in the Streets: From Port Huron to $iege of Chicago.
Cambridge, Massachusetts: Harvard University P37 . Print.

“No Direction Home: Bob Dylan.American MasterDir. Martin Scorsese. Public
Broadcasting System, 2005. DVD.

Pickering, StepherBob Dylan Approximately: A Midrash: A Portrait dfe Jewish Poet
in Search of GodNew York: David McKay Company, 1975. Print.

“Retreat, Return.Life Icons: Bob Dylan: Fifty Years of Songplume 12, Number 2. 10
Feb 2012. pp. 60-77. Print.

Ricks, Christophemylan’s Visions of Sir003. London, England: Penguin Group,
2005.

Rogovoy, SethBob Dylan: Prophet. Mystic. Podtlew York: Scribner, 2009. Print.

Rotolo, SuzeA Freewheelin’ Good Time: A Memoir of GreenwicHageé in the Sixties.
New York: Broadway Books, 2008. Print.



147

Savage, Jr., William W. “IntroductionCowboy Life: Reconstructing an American Myth.
ed. William W. Savage, Jr. Norman, Oklahoma: Ursitgrof Oklahoma Press,
1975. pp. 3-16. Print.

Scaduto, AnthonyBob Dylan.New York: Grosset & Dunlap, 1971. Print.

Sheffield, Ron. “We All Shrine OnRolling Stone837 (2000): 12Academic Search
Premier.Web. 26 Aug 2011.

Shelton, Robert. “How Does it Feel To Be on YourrOvBob Dylan Talks to Robert
Shelton.”"Melody Maker29 July 1978: 27-30. Print.

---- No Direction Home: The Life and Music of Bob Dylliew York: Ballantine Books,
1986. Print.

Smith, Henry Nashvirgin Land: The American West as Symbol and My3B0.
Cambridge, MA: Harvard University Press, 2001.

Sounes, Howardown the Highway: The Life of Bob Dyl&2001. New York, Grove
Press, 2011. Print.

Spitz, Bob.Dylan: A Biography1989. New York: W. W. Norton & Company, 1991.
Print.

Strachan, Robert. “Where Do | Begin the Story?”li&€ive Memory, Biographical
Authority, and the Rock Biographiopular Music History3.1 (2008): 65-80.
Academic Search Premieieb.11 Aug 2012.

Terkel, Studs. “Radio Interview with Studs TerR&FMT (Chicago) May 1963.” Cott 5-
12. Print.

The UpanishadfNew York: Penguin Classics, 1965. Print.
Vizenor, Gerald. “A Postmodern IntroductioiNarrative Chance: Postmodern
Discourse on Native American Indian Literatured. Gerald Vizenor. Norman:

University of Oklahoma Press, 1993. pp. 3-16. Print

Wenner, Jann. “Bob Dylan and Our Times: The SloaiTis Coming.’"Rolling Stone
300 (1979): 94-95. Print.

----“The Rolling Stone Interview! Dylan.Rolling Stonet7 (1969): 22-33. Print.

Watts, Michael. “Chimes of FreedonMelody Makerl2 Jan 1974: 32. Print.



148

Whitman, WaltDemocratic Vistasl888. Amsterdam, The Netherlands: Fredonia
Books, 2002. Print.

----“| Hear America Singing.Leaves of Grass: Bantam Classic Editibiew
York: Bantam Books, 1983. 9. Print.

Wilentz, SeanDylan in AmericaNew York: Doubleday, 2010. Print.

Williams, Paul.Bob Dylan: Performing Artist: 1960-1973, The Eavlgars.1991.
London: Omnibus Press, 2004. Print.



149

Discography
“Abandoned Love.” |. Copyright © Ram’s Horn Musk975-6.Biograph.
“Ain't No Man Righteous, No Not One.” |. Copyriglet Special Rider Music, 1981.
“Ain’t Talkin.” . Copyright © Special Rider Music2006.Modern Times.
“All Along the Watchtower.” |. Copyright © Dwarf Msic, 1968.John Wesley Harding.
“All Over You.” . Copyright © Warner Bros. Inc.,9568, 1970; renewed 1996, 1998 by
fggzal Rider MusicThe Bootleg Series, Vol. 9: The Witmark Demos: 1962

“Ballad in Plain D.” I. Copyright © Warner Bros.dn 1964; renewed 1992 by Special
Rider Music.Another Side of Bob Dylan.

“Beyond Here Lies Nothin'.” |. Copyright © SpeciRider Music and Ice-Nine
Publishing, 2009Together Through Life.

“Billy.” I. Copyright © Ram’s Horn Music, 1972; reawed 2000Pat Garrett & Billy the
Kid.

“Blackjack Davey.” |. Copyright © Special Rider Mus1992.Good as | Been to You.

“Blind Willie McTell.” I. Copyright © Special RideMusic, 1983 The Bootleg Series,
Vol. 1-3: Rare & Unreleased 1961-1991.

“Blowin’ in the Wind.” |. Copyright © Warner Brodnc., 1962; renewed 1990 by
Special Rider MusicThe Freewheelin’ Bob Dylan.

“Bob Dylan’s Dream.” |. Copyright © Warner Bros.dn 1963, 1964; renewed 1991,
1992 by Special Rider Musi¢he Freewheelin’ Bob Dylan.

“Boots of Spanish Leather.” |. Copyright © WarneaioB., Inc, 1962, 1964; renewed
1991, 1992 by Special Rider Musithe Times They Are A-Changin’.

“Born in Time.” |. Copyright © Special Rider Musit990.Under the Red Sky.
“Brownsville Girl.” . Copyright © Special Rider Msic, 1986 Knocked Out Loaded.
“Caribbean Wind.” |. Copyright © Special Rider Masil985 Biograph.

“Chimes of Freedom.” |. Copyright © Warner BroscIn1964; renewed 1992 by Special
Rider Music.Another Side of Bob Dylan.



150

“Clean-cut Kid.” I. Copyright © Special Rider Musit984.Empire Burlesque.
“Cold Irons Bound.” . Copyright © Special Rider Mg, 1997 Time Out of Mind.
“Cry a While.” . Copyright © Special Rider Musi2P01. Love and Theft.

“Desolation Row.” . Copyright © Warner Bros. In@965; renewed 1993 by Special
Rider Music.Highway 61 Revisited.

“Disease of Conceit.” |. Copyright © Special Riddusic, 19890h Mercy.

“Do Right To Me Baby (Do Unto Others).” |. Copyrig® Special Rider Music, 1979.
Slow Train Coming.

“Don’t Think Twice, It's All Right.” |. Copyright ©Warner Bros. Inc., 1963; renewed
1991 by Special Rider Musi¢he Freewheelin’ Bob Dylan.

“Down the Highway.” I. Copyright © Warner Bros. Ind963, 1967; renewed 1991,
1995 by Special Rider Musithe Freewheelin’ Bob Dylan.

“Drifter’'s Escape.” |. Copyright © Dwarf Music, 186renewed 1996lohn Wesley
Harding.

“Duquesne Whistle.” I. Copyright © Special Rider 8ic, 2013 Tempest.

“Dusty Old Fairgrounds.” |. Copyright © Warner Brdac., 1973; renewed 2001 by
Special Rider Music.

“Early Roman Kings.” . Copyright © Special Riderugic, 2012Tempest.

“Every Grain of Sand.” |. Copyright © Special Riddusic, 1981 Shot of Love.

“Father of Night.” |. Copyright © Big Sky Music, ¥9; renewed 1998lew Morning.
“Floater (Too Much to Ask).” |. Copyright © SpeciRider Music, 2001Love and Theft.

“Foot of Pride.” |. Copyright © Special Rider Musit983. The Bootleg Series, Vol. 1-3:
Rare & Unreleased 1961-1991.

“Forever Young.” |. Copyright © Ram’s Horn Music913; renewed 200Planet
Waves.

“Fourth Time Around.” I. Copyright © Dwarf Music,966; renewed 19948londe on
Blonde.



151

“From a Buick 6.” |. Copyright © Warner Bros. Ind.965; renewed 1993 by Special
Rider Music.Highway 61 Revisited.

“Gates of Eden.” |. Copyright © Warner Bros. Int965; renewed 1993 by Special Rider
Music. Bringing It All Back Home.
“God Knows.” I. Copyright © Special Rider Music, 9® Under the Red Sky.

“Get Your Rocks Off.” I. Copyright © Dwarf Music,968, 1976; renewed 1996, 2001.

“Girl of the North Country.” |. Copyright © Warndros. Inc., 1963; renewed 1991 by
Special Rider MusicThe Freewheelin’ Bob Dylan.

“A-Hard Rain’s A-Gonna Fall.” . Copyright © Warn@&ros. Inc., 1963; renewed 1991
by Special Rider Musiclhe Freewheelin’ Bob Dylan.

“Hard Times in New York.” |. Copyright © Duchess Bia Corporation, 1962, 1965;
renewed 1990, 1993 by MCAhe Bootleg Series, Vol. 9: The Witmark Demos:
1962-1964.

“Highlands.” I. Copyright © Special Rider Music, 9B. Time Out of Mind.

“Highway 61 Revisited.” |. Copyright © Warner Brdsc., 1965; renewed 1993 by
Special Rider Musiddighway 61 Revisited.

“Huck’s Tune.” . Copyright © Special Rider MusizQ07.The Bootleg Series, Vol. 8:
Tell Tale Signs.

“Hurricane.” . Copyright © Ram’s Horn Music, 197&newed 200Desire.

“I Am a Lonesome Hobo.” I. Copyright © Dwarf Musit968; renewed 1996ohn
Wesley Harding.

“I Don't Believe You (She Acts Like We Never Haveel).” |. Copyright © Warner
Bros. Inc., 1964; renewed 1992 by Special RideriMusother Side of Bob
Dylan.

“I Dreamed | Saw St. Augustine.” . Copyright © Diidusic, 1968; renewed 1996.
John Wesley Harding.

“I Feel a Change Comin’ On.” |. Copyright © Spediatler Music and Ice-Nine
Publishing, 2009Together Through Life.

“I Shall Be Free.” |. Copyright © Warner Bros. Ink963, 1967; renewed 1991, 1995 by
Special Rider MusicThe Freewheelin’ Bob Dylan.
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“Oxford Town.” I. Copyright © Warner Bros. Inc., &9; renewed 1992 by Special Rider
Music. The Freewheelin’ Bob Dylan.

“Paths of Victory.” |. Copyright © Warner Bros. Incenewed 1992 by Special Rider
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1966; renewed 1993 by Special Rider MuBilmnde on Blonde.

“Subterranean Homesick Blues.” |. Copyright © WarBeos. Inc., 1965; renewed 1993
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