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能和迪伦生活在同一个时代太幸运了

鲍勃·迪伦凭借“在伟大的美国传统歌曲中注入诗意的表达”获得2016年诺贝尔文学奖。 多年来《纽约时报》一直密切关注着这位伟大的摇滚明星与文坛巨人，从他的最新动态到与他相关的各种书籍出版，用“这个声音只需一两句歌词便能将记忆化为预言，将玩笑变成威胁，把浪漫变为屠杀”这样至高的赞美来描述他的新专辑；走访“宁愿活在鲍勃·迪伦的生活里，也不愿去过自己的人生”的疯狂迪伦学家；独家预览神秘的，“只有少数几个人见过”的“迪伦档案”。时报中文网精选其中内容译为中文，带给读者。





Bob Dylan the Writer: An Authentic American Voice

Critic's Notebook/By DWIGHT GARNER/October 14, 2016



[image: ]



Bob Dylan performed and recorded legendary songs over the decades.





“I'm the first person who'll put it to you,” Bob Dylan said in a 1978 interview, “and the last person who'll explain it to you.”

The Swedish Academy, which awarded Mr. Dylan the Nobel Prize in Literature on Thursday, has put it to us, and it has no explaining to do to most readers and listeners, however much they might have been pulling for Philip Roth or Don DeLillo or Margaret Atwood.

This Nobel acknowledges what we've long sensed to be true: that Mr. Dylan is among the most authentic voices America has produced, a maker of images as audacious and resonant as anything in Walt Whitman or Emily Dickinson.

It has never hurt that Mr. Dylan's words were delivered, as the English poet Philip Larkin once put it, in a “cawing, derisive voice” that seemed to carry the weight of myth and prophecy. Mr. Larkin was not Mr. Dylan's greatest fan. He found the lyrics to “Desolation Row” to be “possibly half-baked.”

It took a different Englishman, the venerated critic and scholar Christopher Ricks, to make the case most fully for Mr. Dylan as a complicated and complicating poet. In Mr. Ricks's sly 2004 book “Dylan's Visions of Sin,” he persuasively compared Mr. Dylan at various points with personages as distinct as Yeats, Hardy, Keats, Marvell, Tennyson and Marlon Brando.

“Dylan's in an art in which sins are laid bare (and resisted), virtues are valued (and manifested), and the graces brought home,” Mr. Ricks wrote. He added, “Human dealings of every kind are his for the artistic seizing.”

Mr. Dylan, born Robert Allen Zimmerman in Duluth, Minn., in 1941, was inspired when young by potent American vernacular music, songs by performers like Woody Guthrie, Hank Williams and Robert Johnson. When his voice became fully his own, in his work of the mid-to-late 1960s that led up to what is probably his greatest song, “Like a Rolling Stone,” no one had ever heard pop songs with so many oracular, tumbling words in them.

When Bruce Springsteen inducted Mr. Dylan into the Rock and Roll Hall of Fame in 1988, he described the opening seconds of that song this way: “That snare shot sounded like somebody'd kicked open the door to your mind.” The words that followed pulled that door from its hinge. In the chorus, they posed a question that has not stopped ringing over American life: “How does it feel/To be on your own/with no direction home.”

At the time, Dylan wrote in his masterful memoir “Chronicles: Volume One” (2004), “I just thought of mainstream culture as lame as hell and a big trick.” That memoir demonstrated that Mr. Dylan could write prose as fluently as lyrics. This needed proving only because Mr. Dylan's sole novel, “Tarantula” (1966), written when he was 25, is a largely unreadable wordstew, written so as to defeat the hardiest of his idolators.

As Elvis Costello said in his own recent memoir, “If you want a long career, you have to drive people away now and again, so they realize they miss you.”

Everyone has his or her own private anthology of favorite Dylan lyrics. Mine come from songs including “Idiot Wind” (“blowing every time you move your teeth”), “Brownsville Girl” (“Strange how people who suffer together have stronger connections than people who are most content”), “Hurricane” (“How can the life of such a man/be in the palm of some fool's hand?”), “Sweetheart Like You” (“It's done with a flick of the wrist”) and “Yea! Heavy and a Bottle of Bread,” written with the Band (“Pack up the meat, sweet, we're headin' out”).

Then there's this, from “Blind Willie McTell”:

Well, God is in His heaven, And we all want what's his. But power and greed and corruptible seed, Seem to be all that there is.

Before this Nobel Prize, Mr. Dylan has been recognized by the world of literature and poetry. In 2008, the Pulitzer Prize jury awarded him a special citation “for his profound impact on popular music and American culture, marked by lyrical compositions of extraordinary poetic power.”

His songs have always packed social and political power to match the imagery. In his book “The Beautiful Struggle: A Father, Two Sons, and an Unlikely Road to Manhood,” Ta-Nehisi Coates spoke of what Mr. Dylan's songs meant to his father as well as to a generation:

“Dylan's voice was awful, an aged quaver that sounded nothing like the deep-throated or silky R&B that Dad took as gospel. But the lyrics wore him down, until he played Dylan in that addicted manner of college kids who cordon off portions to decipher the prophecies of their favorite band. Dad heard poetry, but more than that an angle that confirmed what a latent part of him had already suspected.” What was confirmed was this: The Vietnam War was a moral disgrace.

Songs are not poems, exactly. Songs prick our senses in different manner. Many of Mr. Dylan's lyrics can no doubt, as Mr. Larkin put, look half-baked when set starkly alone on a white page.

But Mr. Dylan's work — “with its iambics, its clackety-clack rhymes, and its scattergun images,” as the critic Robert Christgau wrote — has its own kind of emblematic verbal genius. His diction, focus and tone are those of a caustically gifted word man; his metrical dexterity is everywhere apparent. He is capable of rhetorical organization; more often he scatters his rhetoric like seed, or like curses.

This award is also a sign —after last year's laureate, Svetlana Alexievich, whose work is made up of interviews — that the Swedish Academy is increasingly open to nontraditional forms of writing.

In what feels like a blow for common sense and scalding wordplay, the academy has attended to Mr. Dylan's lyrics in “Lay Lady Lay,” to wit: “Why wait any longer for the one you love/When he's standing in front of you?”

In a 2004 interview in The New York Times, Mr. Ricks summed up my sense of the best of Mr. Dylan's oeuvre: “I just think we're terrifically lucky to be alive at a time when he is.”

This award is also a sign —after last year's laureate, Svetlana Alexievich, whose work is made up of interviews — that the Swedish Academy is increasingly open to nontraditional forms of writing.

In what feels like a blow for common sense and scalding wordplay, the academy has attended to Mr. Dylan's lyrics in “Lay Lady Lay,” to wit: “Why wait any longer for the one you love/When he's standing in front of you?”

In a 2004 interview in The New York Times, Mr. Ricks summed up my sense of the best of Mr. Dylan's oeuvre: “I just think we're terrifically lucky to be alive at a time when he is.”





作者鲍勃‧迪伦：一个真诚的美国之声
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鲍勃·迪伦在表演，摄于1978年。





“我是第一个把它放在你面前的人，”鲍勃·迪伦（Bob Dylan）在1978年的一次采访中说道，“也是最不愿意向你解释它的人。”

星期四，瑞典文学院（Swedish Academy）把诺贝尔文学奖颁给了迪伦，他们把这个结果放在了我们面前，但是却没有为大多数读者与听众提供解释，不管这些读者们是多么看好菲利普·罗斯（Philip Roth）、唐·德里罗（Don DeLillo）或玛格丽特·阿特伍德（Margaret Atwood）。

这次把奖颁给他，等于是确认了我们一直以来的一个感觉是真的：迪伦已经跻身美国最为真诚的声音之列，他所创造的意向如同沃尔特·惠特曼（Walt Whitman）或艾米莉·迪金森（Emily Dickinson）的一样大胆、令人产生共鸣。

正如英国诗人菲利普·拉金（Philip Larkin）指出的，迪伦的歌词是用一种“鸦叫般的嘲弄之声”唱出，这嗓音从来无伤大雅，似乎承载了神话与预言的重量。不过拉金并不是迪伦最大的歌迷。他觉得《荒凉小径》（Desolation Row）的歌词“可能是半成品”。

彻底把迪伦作为一个复杂难解，且还在不断变得更加扑朔迷离的诗人来研究的，是另一位英国人——备受崇敬的评论家与学者克里斯托弗·瑞克斯（Christopher Ricks）。瑞克斯在2004年那本俏皮之作《迪伦的原罪想象》（Dylan's Visions of Sin）一书中，从各个方面把迪伦同范围广泛的各路名人进行了令人信服的对比，包括叶芝（Yeats）、哈代（Hardy）、济慈（Keats）、麦尔维尔（Marvell）、丁尼生（Tennyson）与马龙·白兰度（Marlon Brando）。

“迪伦的作品是一种赤裸呈现原罪（并对之进行抵抗）的艺术，美德受到重视（并得以公开），恩宠清晰可见，”里克斯写道。他又说，“人类的每一种行为都可供他以艺术的方式去捕捉。”

迪伦原名罗伯特·艾伦·齐默曼（Robert Allen Zimmerman），于1941年出生在明尼苏达州的德卢斯，年轻时，他深受强大的美国民间音乐的影响，包括伍迪·格瑟里（Woody Guthrie）、汉克·威廉姆斯（Hank Williams）与罗伯特·约翰逊（Robert Johnson）等人的歌曲。他渐渐形成了完全属于自己的声音，在其20世纪60年代中后期的作品《像一块滚石》（Like a Rolling Stone）中，众多如同神谕般云里雾里的字眼前所未有地出现在流行歌曲之中，而这首歌或许也是他最伟大的一首歌。

1988年，布鲁斯·斯普林斯汀（Bruce Springsteen）引荐迪伦进入摇滚名人堂（Rock and Roll Hall of Fame）时这样描述这首歌的开头几秒钟：“军鼓的声音就像有人一脚踢开通向你头脑的大门。”其后的歌词更是把这扇门整个拆了下来。副歌中提出的问题多年来一直回响在美国人的生活之中：“孤身一人的感觉怎么样/没有回家的方向。”

迪伦在他精彩的回忆录《编年史：第一卷》（Chronicles: Volume One，2004）中写道，那个时候，“我觉得主流文化蹩脚极了，就是一个大笑话。”这本回忆录表明，迪伦可以像写歌词一样流畅地书写散文。这一点之所以还需要证明，只是因为迪伦的唯一一本小说，他在25岁那年创作的《狼蛛》（Tarantula, 1966）是几乎难以读懂的文字大杂烩，只是用来打击他最铁杆的崇拜者。

正如埃尔维斯·科斯特洛（Elvis Costello）在前不久出版的回忆录中写到的，“如果你希望拥有长久的事业生涯，就得时不时地赶走人群，好让他们意识到他们对你的想念。”

所有人都有自己最心爱的“迪伦歌词选”。我喜欢的歌词来自《白痴风》（Idiot Wind，“每当启齿就呼啸而来”）；《布朗斯维尔女孩》（Brownsville Girl，“一起受苦的人比心满意足的人更加紧密团结，这件事可真是奇怪”）；《飓风》（Hurricane，“这样一个男人的生活，何以落入愚人之手？”）；《甜心如你》（Sweetheart Like You，“就在手腕轻颤之间”），还有《耶，沉沉的一大瓶子面包》（Yea! Heavy and a Bottle of Bread），是他与“乐队”（the Band）合写的（“带上点肉，宝贝，我们要出发了”）。

然后还有《盲眼威利·麦克代尔》（Blind Willie McTell）里的歌词：

上帝在他的天堂/我们都想要他的国/然而权力、贪婪与腐坏的种子/似乎依然遍布大地

在获得诺贝尔奖之前，迪伦已经获得文学界与诗歌界的认可。2008年，普利策奖评委会因为“他的歌词中带有非凡的诗意力量，对流行音乐与美国文化产生了深刻影响”，把一个特别奖颁发给他。

他的歌中总是包含与这个描述相衬的社会与政治力量。塔-奈西希·科特斯（Ta-Nehisi Coates）在《美丽的斗争：一位父亲，两个儿子与难以置信的成人之路》（The Beautiful Struggle: A Father, Two Sons, and an Unlikely Road to Manhood）一书中说起迪伦的歌曲对自己的父亲，乃至整整一代人的意义：

“迪伦的声音非常可怕，带着年迈的颤音，父亲视为福音的都是那些嗓音深沉或是如丝般润滑的节奏布鲁斯歌手，和迪伦可谓相去甚远。但是他们的歌词让他厌烦，直到他上瘾般地放着迪伦的歌，就像那些把心爱乐队的歌曲分成一段段来听，企图破解歌中预言的大学生一般。”爸爸从中听到了诗歌，但更多还是一个角度，确证了已经潜藏在他心中的怀疑。他确认的是：越南战争是一种道德上的耻辱。

准确地说，歌曲并不是诗歌。歌曲是以另一种方式来刺激我们的感官。正如拉金指出的，如果只是白纸黑字地印出来，那么迪伦的很多歌词确实是半成品。

但是，正如评论家罗伯特·克里斯戈（Robert Christgau）所写到的，迪伦的作品“带着抑扬格，带着咔哒作响的清脆节奏，带着机关枪般的意象”，呈现出独特的标志性语言天分。他的措辞、焦点和语调都属于一个具有尖刻才华的文字创作者；歌词中对韵律的敏锐随处可见。他擅长组织修辞，经常把自己的雄辩像种子抑或诅咒一般播散在歌曲之中。

这个奖项也是一个标志——继去年把桂冠颁给了主要作品为访谈的斯韦特兰娜·阿列克谢耶维奇（Svetlana Alexievich）之后，瑞典文学院对非传统形式的写作有了更加开放的态度。

说句似乎有点打击常识，而且非常尖刻的俏皮话吧，瑞典文学院肯定是看了迪伦《躺下吧，女士》（Lay Lady Lay）的歌词，就是那句“当真爱就站在你的面前/为什么还要再去等待”。

在2004年接受《纽约时报》采访时，瑞克斯的一句话极好地概括了我对迪伦作品的感受：“我觉得我们能和他生活在同一个时代，简直是太幸运了。”




翻译：董楠






Bob Dylan's Secret Archive

By BEN SISARIO/March 13, 2016
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Modernism pushes tumbleweed aside in Tucson, where finding individualistic architecture only requires wheels and a map.





For years, Bob Dylan scholars have whispered about a tiny notebook, seen by only a few, in which the master labored over the lyrics to his classic 1975 album “Blood on the Tracks.” Rolling Stone once called it “the Maltese Falcon of Dylanology” for its promise as an interpretive key.

But that notebook, it turns out, is part of a trinity. Sitting in climate-controlled storage in a museum here are two more “Blood on the Tracks” notebooks — unknown to anyone outside of Mr. Dylan's closest circle — whose pages of microscopic script reveal even more about how Mr. Dylan wrote some of his most famous songs.

There have long been rumors that Mr. Dylan had stashed away an extensive archive. It is now revealed that he did keep a private trove of his work, dating back to his earliest days as an artist, including lyrics, correspondence, recordings, films and photographs. That archive of 6,000 pieces has recently been acquired by a group of institutions in Oklahoma for an estimated $15 million to $20 million, and is set to become a resource for academic study.
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Bob Dylan working in a room above the Cafe Espresso in Woodstock, N.Y., in 1964, left. On the right are items from his archive.





In a preview of the Bob Dylan Archive by The New York Times, it is clear that the archives are deeper and more vast than even most Dylan experts could imagine, promising untold insight into the songwriter's work.

“It's going to start anew the way people study Dylan,” said Sean Wilentz, the Princeton historian and author of “Bob Dylan in America,” when told about the existence of the archive.

Bought by the George Kaiser Family Foundation — whose namesake is an oil and banking billionaire — and the University of Tulsa, Mr. Dylan's archives are now being transferred to Oklahoma, the home state of Woody Guthrie, Mr. Dylan's early idol. After two years of cataloging and digitization, the material will take its place in Tulsa alongside a rare copy of the Declaration of Independence, a cache of Native American art and the papers of Guthrie.

Mr. Dylan said in a statement that he was glad his archives had found a home “and are to be included with the works of Woody Guthrie and especially alongside all the valuable artifacts from the Native American nations.” He added, with typical understatement, “To me it makes a lot of sense, and it's a great honor.”

With voluminous drafts from every phase of Mr. Dylan's career, the collection offers a comprehensive look at the working process of a legendarily secretive artist. Dozens of rewrites track the evolution of even minor songs like “Dignity,” which went through more than 40 pages of changes but was still cut from the 1989 album “Oh Mercy.”

Classics from the 1960s appear in coffee-stained fragments, their author still working out lines that generations of fans would come to know by heart. (“You know something's happening here but you,” reads a scribbled early copy of “Ballad of a Thin Man,” omitting “don't know what it is” and the song's famous punch line: “Do you, Mister Jones?”) The range of hotel stationery suggests an obsessive self-editor in constant motion.
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via the Bob Dylan Archive

Handwritten lyrics to “Chimes of Freedom,” from 1964.





And while the archive is a further step in the canonization of Mr. Dylan, now 74, as not just a musical icon but also an American literary giant, the documents are tantalizing in what they do not reveal. A card from Barbra Streisand postmarked November 1978, for example, thanks Mr. Dylan for sending flowers and playfully suggests that they make a record together; there is no evidence of a response.

For longtime students, seeing the archive may conjure a familiar feeling of astonishment at just how deep the well of Dylanology goes. There is always far more beneath the surface than anyone could guess. One example of this phenomenon — and of how radically the material could change existing Dylan scholarship — is the “Blood on the Tracks” material.
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Shane Brown for The New York Times

Notebooks containing lyrics from Mr. Dylan's 1975 album “Blood on the Tracks.”





The “little red notebook,” which by most accounts was stolen from Mr. Dylan at some point, circulated among collectors and is now held at the Morgan Library & Museum in New York, with access severely restricted. But the existence of two more books shows how much raw material has been unavailable and unknown for study. The song “Tangled Up in Blue,” with its refracted scenes of a wanderer haunted by a broken relationship, gets a slightly more picaresque telling here, with a refrain absent from the finished recording: “Wish I could lose, these dusty sweatbox blues.” Even in songs that have been pored over for decades, new layers of meaning await discovery.

The archive also shows the careful work behind even the most disjointed parts of the Dylan oeuvre. “Tarantula,” his book of Beat-like prose poetry, has multiple typescripts, neatly annotated by hand, while the convoluted film “Eat the Document” is represented with a thick sheath of prosaic editing notes (“me fixing my hair — might be interesting”). There are hundreds of original tape reels, unseen concert films and business contracts going back to the very beginning of Mr. Dylan's career.



[image: ]



via the Bob Dylan Archive

Notes on the back of a 4-track tape box from a recording session in 1966.





Humanizing touches appear, but in small and scattered pieces. There is a wallet from the mid-1960s containing Johnny Cash's phone number and Otis Redding's business card. We can see the 1969 telegram from “Peter and Dennis” (Fonda and Hopper, that is) about the use of “It's Alright, Ma (I'm Only Bleeding)” in the film “Easy Rider,” but the response is by a lawyer. Amid these mountains of paper, Mr. Dylan, the man, remains an enigma.

“This is an artist whose working process has been as private as his personal life,” Professor Wilentz noted.
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Via the Bob Dylan Archive

A telegram to Mr. Dylan from Peter Fonda and Dennis Hopper concerning the use of the song “It's Alright, Ma (I'm Only Bleeding)” in the 1969 movie “Easy Rider.”





George B. Kaiser, the driving force behind the acquisition, is far from the cult of rabid Dylandom. In an interview in his spacious office at the Kaiser-Francis Oil Company here, Mr. Kaiser, 73, made clear that he is less of an aficionado of Dylan than an appreciator of his place in American history. “I was taken by Joan Baez in college,” he said, “when she was singing down the block.” (He went to Harvard.)

With a fortune estimated at more than $7 billion, Mr. Kaiser is the richest man in Oklahoma, although in his plain blue shirt and Casio watch he hardly looks the part. The son of refugees from Nazi Germany, he is a major Democratic fund-raiser in one of the reddest of states, and his family foundation — which Mr. Kaiser has endowed with about $3.4 billion — supports early childhood education and works with women in prison. Five years ago, the foundation acquired Woody Guthrie's archives, and Mr. Kaiser said that the Guthrie and Dylan deals fit into the organization's broader mission of revitalizing Tulsa.
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Shane Brown for The New York Times

The Woody Guthrie Center in Tulsa.





“Portland wasn't always cool; Seattle wasn't always cool,” Mr. Kaiser said. “One of the ways you can try to make your city cool is by attracting talented young people and hoping that a number of them stick.”

The foundation built a slick mini-museum for the Guthrie material in downtown Tulsa, with interactive displays for the public and a professional staff for the papers. Then, in September 2014, Glenn Horowitz, a rare-book dealer in New York who had brokered the Guthrie transaction, emailed Ken Levit, the executive director of the Kaiser foundation, teasing an opportunity of “global significance.” The hyperbole, Mr. Levit said, made him think it had to be either Mr. Dylan or the Beatles.

Mr. Dylan's archives had been amassed over the years as he and his office simply placed reams of material in storage. But as curious collectors and institutions made inquiries, and as evidence mounted of the astronomical sums paid at auction for some of his early manuscripts — a handwritten copy of “Like a Rolling Stone” sold for more than $2 millionat Sotheby's in 2014 — Mr. Dylan's camp eventually hired an in-house archivist and retained Mr. Horowitz.
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Shane Brown for The New York Times

Drafts of lyrics for the song “Dignity,” from 1989.





Mr. Horowitz, whose deals for the papers of figures like Norman Mailer, John Updike and Kurt Vonnegut have made him the go-to broker of major literary archives, said that the Dylan collection could have gone to virtually any university. But he did not want it to be treated as just another store of papers inside a giant library. At a place like Harvard, Mr. Horowitz said, “it would almost be as if it was just, after Emerson and after Updike, here comes Bob.”

So he pitched the collection to the Kaiser foundation and the University of Tulsa as a magnet for both scholarly study and international tourism. Most of the material will be housed at the Helmerich Center for American Research, a facility at the Gilcrease Museum, which is affiliated with the university. The Gilcrease has a vast collection of western art and early colonial archives, a fittingly historical setting for a songwriter whose words are regularly cited by Supreme Court justices. Although plans are still being made, the Kaiser foundation is also considering a spot next to the Guthrie museum for a new Dylan gallery that will be open to the public.

Access to the bulk of the archive will be restricted, but Steadman Upham, the president of the University of Tulsa — and an avowed Dylan fan — acknowledged that when it comes to experts in this material, the standard academic credentials need not apply. “We will be set up for serious scholars and for people who have a record of being Dylanologists,” he said.

So far, Mr. Dylan has not visited the foundation, the Gilcrease or the university. He had been scheduled to make a stop while passing through Tulsa on tour last year, but a tornado whipping through the region gave him only enough time to play the show and make it to the next town.

When asked about the size of the transaction, Mr. Kaiser and others involved in the deal declined to comment. The full archive was appraised at more than $60 million, with the bulk of it given as a donation; the difference between the appraised value and the purchase price may allow Mr. Dylan to claim a large charitable donation for tax purposes.

For Mr. Dylan, another motivation for the deal might be the prestige of an afterlife beside Guthrie, or a center devoted to serious study of his work. Over the last decade or so, he has also tended to his legacy, with the publishing of the first volume of his memoirs, “Chronicles,” in 2004; the release of Martin Scorsese's documentary “No Direction Home,” in 2005; and even his career-spanning speech at a Grammy event last year.
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Alice Ochs/Michael Ochs Archives, via Getty Images

Bob Dylan at Newport in 1965. The leather jacket he's wearing is in his archive.





Mr. Dylan has also long been strategic about releasing material from his back pages, dating to the 1975 release of “The Basement Tapes,” the heavily bootlegged private recordings of his work with the Band from around 1967, and his more recent “Bootleg” series — a collection, now up to 12 volumes, of outtakes, demos and live recordings.

The archive deal raises the question of whether other elders of the rock ’n’ roll generation will follow his lead. Some, like Neil Young and Bruce Springsteen, are known to have extensive archives. Yet it is unclear how many more like them have even kept significant papers; what exists is already traded on a voracious collectors’ market.

Jon Landau, the longtime manager of Mr. Springsteen, declined to comment on his client's papers. But while he acknowledged the need for professional maintenance of decades-old archives of major artists, he also noted the disconnect between the needs of professional archivists and the culture of rock in the 1960s. “Was anybody sitting around worrying about this kind of thing back then?” he said. “We were living in the era of ‘Hope I die before I get old.’”

For the Dylan archive, at least, there is more than enough to study. Aside from lyrics and paperwork, the collection also includes a huge amount of multimedia. Among the plans are for Mr. Dylan's hundreds of original master tapes to be digitized down to the level of their individual instrumental tracks, or “stems,” with the potential for close examination or even interactive exhibitions that would let a visitor zoom in on the organ or guitar. (The official Dylan website has already begun to experiment with this, letting visitors play with the stems on “Like a Rolling Stone.”)
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Via the Bob Dylan Archive

A version of Mr. Dylan's lyrics to “Subterranean Homesick Blues.”





There are also some of his earliest recordings, from 1959, and films of Mr. Dylan's concerts at Massey Hall in Toronto in 1980 and the Supper Club in New York in 1993. One film in particular seems destined to be viewed again and again in Tulsa. It is of rehearsals for Mr. Dylan's “Rolling Thunder Revue” tour in 1975, in which he sits with a few musicians, working through the chords and lyrics of a particularly well-known song, but one he didn't write.

It was “This Land Is Your Land,” by Woody Guthrie.





解开迪伦谜团？鲍勃·迪伦秘密档案公诸于世

文化/BEN SISARIO/2016年3月13日
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鲍勃迪伦的秘密档案

多年来，谣传迪伦存有一份秘密档案，记录其创作生涯。如今证明确有其事，并于近期由美国一个组织以千万美元获得。该档案将为研究这位唱作人的作品提供难以估量的资料。





多年来，研究鲍勃·迪伦的学者们传说有一个小小笔记本的存在，只有少数几个人见过，这位大师曾在上面悉心创作了1975年经典专辑《音轨上的血痕》（Blood on the Tracks）的歌词。《滚石》（Rolling Stones）曾说它是“迪伦学的‘马耳他之鹰’”，因为它很可能是一把阐释迪伦歌词涵义的钥匙。

但是这个笔记本是三本笔记中的一本。这三个和《音轨上的血痕》有关的笔记本被储存在一个博物馆的恒温仓库里，除了迪伦最亲密的小圈子，没有人知道它们的存在。纸页上细小的字迹显示出迪伦是如何写下其最著名若干歌曲的。

很长一段时间以来，有谣传说迪伦储存了一份丰富的档案。如今表明他手中的确有个私人宝藏，可以追溯到他艺术生涯的最早期，其中包括歌词、通信、录音、电影胶片和照片。这份档案中有6千份材料，近期由俄克拉荷马州一个组织以大约1千5百万到2千万美元的价格获得，它将成为学术研究资源。
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（左）1964年纽约，鲍勃·迪伦在工作。（右）档案中的材料。





《纽约时报》提前预览了鲍勃·迪伦档案，发现这些文件比大多数迪伦专家所想的都要深刻和广泛，肯定能为研究这位唱作人的作品提供此前不为人知的难以估量的资料。

“这将会令人们以全新的方式研究迪伦，”普林斯顿大学历史学家与《鲍勃·迪伦在美国》（Bob Dylan in America）的作者肖恩·韦伦茨（Sean Wilentz）在谈起这份档案的时候说。

迪伦的这些档案由塔尔萨大学与乔治·凯撒家族基金会（George Kaiser Family Foundation）买下――乔治·凯撒是一位石油与银行业的亿万富翁，如今被运到俄克拉荷马，这里也是迪伦的早期偶像伍迪·格瑟里（Woody Guthrie）的家乡。经过两年的分类与数字化工作之后，这些资料将和塔尔萨大学收藏的珍本《独立宣言》、一批美国原住民艺术与格瑟里的若干文件放在一起。

迪伦在一份声明中说，他很高兴自己的档案找到了一个家，“而且将和伍迪·格瑟里的作品，以及珍贵的美国原住民族的艺术品放在一起。”他以典型的轻描淡写补充说，“对于我来说这非常有意义，而且是很大的荣誉。”

这份收藏中包括迪伦各个时期的海量手稿，令人可以全面审视这位以深藏不露著称的艺术家的创作过程。甚至连一些并不著名的歌曲，在创作过程中也经历了几十次的重写，比如《尊严》（Dignity）这首歌做了40页的修改，仍然从他1989年的专辑《哦，仁慈》（Oh Mercy）中被拿掉了。

若干60年代的经典被写在沾满咖啡渍的纸片上，表明它们的作者正在努力修改那些为后来一代代歌迷所熟知的歌词（“你知道有些事正在发生但你，”一份《瘦子之歌》[Ballad of a Thin Man]的早期草稿上凌乱地写着，但没有那句“不知道那是什么”，也没有最著名的那句画龙点睛：“是不是，琼斯先生？”）它们被写在各种酒店的信纸上，表明迪伦沉迷其中，一直持续不断地进行修改。
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via the Bob Dylan Archive

《自由钟声》的手写歌词，1964年。





现年74岁的迪伦不仅仅是音乐偶像，也是美国文坛上的巨人，这份档案一方面进一步将他奉上神坛，另一方面，它们未曾透露的信息也同样诱人。比如说，有一张来自芭芭拉·史翠珊（Barbra Streisand）的卡片，日期是1978年11月，上面感谢迪伦送来花束，开玩笑地建议说他俩应该一起合作一张专辑；没有证据表明迪伦曾经回复。

对于长期研究迪伦的人来说，看到这份档案可能会产生熟悉的震惊之感，惊叹“迪伦学”竟然已经被深挖到如此地步。表面之下隐藏的东西永远比任何人能想到的都要深。对此可以举一个例子，同时也能证明这些材料可以极大地改变目前的迪伦研究，那就是和《音轨上的血痕》有关的材料。
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Shane Brown for The New York Times

写有迪伦1975年专辑《音轨上的血痕》中歌词的笔记本。





很多人都觉得这个“小红笔记本”是被人从迪伦身边偷走的，它在各种收藏者之中流传，目前归纽约的摩根图书馆与博物馆所有，借阅受到严格限制。但是这次还发现了两个笔记本，表明还有很多新鲜素材尚未被人所得，也未曾被人所知。《纠结在忧郁中》（Tangled Up in Blue）描写了一个流浪者受破碎恋情困扰的若干场景，在这些本子里增添了一丝流浪汉文学的意味，因为最后的录音里，副歌中这几句被删去了：“真希望我能失去，这些肮脏的牢房布鲁斯”。这些歌就算被研究了几十年，还有新的涵义等待被发现。

这些档案还表明，迪伦作品中那些最为支离破碎的部分也是经过深思熟虑的。他的垮掉派风格散文诗集《狼蛛》（Tarantula）有很多打字机打出的版本，上面有细心的手写注释，那部晦涩难解的电影《吃掉纪录》（Eat the Document）则表现为厚厚的一叠散文体笔记（“我整理头发——可能会有意思的”）。还有几百卷录音带，从未曝光过的演唱会录像和商业合同，可以追溯到迪伦事业生涯的最早期。
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via the Bob Dylan Archive

写在四轨磁带包装盒背面的笔记，来自1966年的一次录音。





资料中也有个人化的痕迹，但都是微小而分散的。有一个60年代中期的钱包，里面放着约翰尼·卡什（Johnny Cash）的电话号码和奥蒂斯·雷丁（Otis Redding）的名片。我们还可以看到一份1969年的电报，来自“彼得与丹尼斯”——就是彼得·方达（Peter Fonda）与丹尼斯·霍珀（Dennis Hopper），他们想把《没问题，妈妈（我只是在流血）》（It's Alright Ma [I'm Only Bleeding]）用在电影《逍遥骑士》（Easy Rider）里，但回信是律师写的。在这些如山的文件中，迪伦本人仍然像个谜团。

“这位艺术家的工作过程和他的私生活一样隐秘，”韦伦茨教授写道。
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Via the Bob Dylan Archive

彼得·方达与丹尼斯·霍珀发给迪伦的电报，关于他们在1969年的电影《逍遥骑士》中使用《没问题，妈妈（我只是在流血）》事宜。





这次收购的主要促成者乔治·B·凯撒（George B. Kaiser）绝非狂热的迪伦粉丝。73岁的他在凯撒-弗朗西斯石油公司矿场的办公室里接受采访，澄清自己并非迪伦的狂热爱好者，只是欣赏他在美国历史上的地位。“我上大学时喜欢琼·贝兹（Joan Baez）,”他说，“她当时在校园里唱歌。”（他上的是哈佛大学）。

凯撒的身家约在70亿美元左右，是俄克拉荷马州首富，但他身穿普通的蓝衬衫，戴着卡西欧手表，看上去完全没有富人样子。他的父辈是从纳粹德国出逃的难民，他本人则是民主党在共和党优势最大的州里最主要的赞助者，他的家族基金（凯撒本人捐助了34亿美元）支持孩子接受早期教育，并为入狱女性提供帮助。五年前，该基金收购了伍迪·格瑟里的档案资料，凯撒说，格瑟里与迪伦都很适合该基金振兴塔尔萨的宏大目标。
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Shane Brown for The New York Times

塔尔萨的伍迪·格瑟里中心。





“波特兰并不总是那么酷；西雅图并不总是那么酷，”卡萨说，“我们想让我们的城市变得酷起来，其中一个办法就是吸引有才华的年轻人，并且希望其中一部分人能留下来。”

这个基金在塔尔萨市内建立了一个漂亮的小型博物馆，收藏与格瑟里有关的资料，向公众提供互动展，并有一个专业团队维护文献。2014年9月，曾在格瑟里交易中担任中间人的纽约的珍贵书籍交易商格伦·霍洛维茨（Glenn Horowitz）给凯撒基金会的肯·里维特（Ken Levit）发来电子邮件，开玩笑说有个“世界级”的机会。里维特说，这种夸张的语气让他想到，有可能是和迪伦或者“披头士”（Beatles）有关的交易。

多年来，迪伦和他的办公室积累了不少档案资料，只是简单地储存起来。但是好奇的收藏家和机构都在打听，再加上他的早年手稿拍卖出了天文数字——2014年苏富比的拍卖会上，一份手写的《像一块滚石》（Like a Rolling Stone）歌词拍出了200多万美元——迪伦的团队最后雇了一个常驻档案管理员，又雇佣了霍洛维茨。
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Shane Brown for The New York Times

《尊严》的歌词草稿，1989年。





霍洛维茨曾经为诺曼·梅勒（Norman Mailer）、约翰·厄普代克（John Updike）和科特·冯尼古特（Kert Vonnegut）等人的手稿交易担任过中间人，所以他成了大宗文学档案的专家经纪人，他说，迪伦的收藏可能会被任何大学买下。但他不希望它们被储存在巨型图书管理，和那里储藏的其他文件得到同等待遇。他说，在哈佛大学那样的地方，“几乎就会是这样，先是爱默生（Emerson），然后是厄普代克，现在又来了鲍勃。”

于是他向凯撒基金会与塔尔萨大学推销这批藏品，说它们对学术研究和国际旅游业都有吸引力。大多数资料将会存在黑尔梅里希美国研究中心（Helmerich Center for American Research），这是塔尔萨大学下属的吉尔克里斯博物馆中的一个机构。吉尔克里斯博物馆有大量西方艺术与早期殖民统治时期的资料，它的历史背景很适合这位歌词经常被最高法院法官引用的歌手。计划尚在进行中，凯撒基金会也考虑在格瑟里博物馆旁边建立一个新的迪伦艺术馆，对公众开放。

阅读这些资料的权限是受限制的，但塔尔萨大学校长, 忠诚的迪伦歌迷斯蒂德曼·厄普哈姆（Steadman Upham）表示，普通的学术证书并不适用于这个领域内的专家。“我们欢迎严肃的学者，也欢迎那些曾经当过迪伦学家的人们。”

迄今，迪伦本人并没有访问过该基金会、格里克斯博物馆或者塔尔萨大学。他去年原计划在巡演途中在塔尔萨短暂停留，但因为有飓风过境，他做完演出就赶去了下一座城市。

被问到这次交易的规模时，凯撒以及所有相关者都拒绝评论。完整的档案资料估价在6千万美元以上，其中大部分都是捐赠；估价价格与收购价格之间的差价可以令迪伦申报大笔慈善捐款款项，作为免税之用。

对于迪伦来说，这笔交易的另一个动机可能是希望去世后自己的资料能与格瑟里的资料放在一起，抑或希望有一个机构能够致力于对他的作品进行严肃研究。过去十年左右的时间里，他开始重视自己的遗产，2004年，他出版了自己回忆录的第一卷，《编年史》（Chronicles）；2005年，马丁·斯科塞斯（Martin Scorsese）推出了他的纪录片《没有回家的方向》（No Direction Home）；去年在一项格莱美活动中，他发表了概括自己毕生事业生涯的演讲。
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Alice Ochs/Michael Ochs Archives, via Getty [[img_c]]images

1965年迪伦在新港民谣街，他当时穿的皮夹克也在这批档案之中。





迪伦一直都战略性地从自己的存货中发表东西，1975年，他发行了《地下室录音》（The Basement Tapes），这是他和“乐队”（Band）1967年左右合作的私人录音，以私录形式广泛流传，他更近一些的《私录》（Bootleg）系列已经发表了12张，是专辑未收录歌曲、小样和现场录音的合集。

这次的交易不禁令人想到，其他较为年长的摇滚一代是否会效仿他的榜样。比如尼尔·杨（Neil Young）和布鲁斯·斯普林斯汀（Bruce Springsteen）等人，他们也有大量档案资料。他们当中还有多少人手中持有重要资料，目前尚不分明；现存的资料已经在广泛的收藏家市场上进行着交易。

斯普林斯汀的长期经纪人琼恩·兰道（Jon Landau）拒绝评论斯普林斯汀的书面资料。但他承认，重要艺术家手中拥有几十年历史的资料需要专业人士进行维护，他也指出，对专业档案维护的需求与60年代的摇滚文化之间存在脱节。“那时候谁会担心这种事？”他说，“我们的那个时代崇尚‘最好变老之前就死掉’。”

至少迪伦的这批档案还有很多东西值得研究。除了歌词和书面资料，这批收藏里还有大量多媒体资料。在各种研究计划中，有一项是将迪伦的几百份原始母带数字化，分离出独立的乐器音轨，这样就可以对之进行仔细研究，甚至可以在互动展览上让参观者放大收听某一轨风琴或吉他（迪伦官网已经在做这个实验，让参观者自己操纵《像一块滚石》[Like a Rolling Stone]中的各个音轨）。
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Via the Bob Dylan Archive

迪伦的《地下思乡布鲁斯》歌词的一个版本。





还有一些来自1959年的最早录音，以及迪伦1980年在多伦多的梅西大厅、1993年在纽约的晚餐俱乐部的演出录像。其中一份录像肯定会在塔尔萨被一再播放。那是迪伦在1975年的“滚雷巡演”（Rolling Thunder Revue）期间排练的录像，他和一些乐手在一起，练习一首名曲的歌词与和弦，不过这首歌并不是他写的。

那正是伍迪·格瑟里的《这是你的土地》（This Land Is Your Land）。




本文最初发表于2016年3月6日。

翻译：董楠







Review: ‘Dylan Goes Electric!’ Considers Folk, Rock and a ’60s Divide

By JANET MASLIN/August 3, 2015
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Diana Davies, Ralph Rinzler Folklife Archives and Collections, Smithsonian Institution

Bob Dylan played at the Newport Folk Festival in Rhode Island on Sunday, July 25, 1965.





Saturday night is the 50th anniversary of Dylanageddon: the night Bob Dylan savaged the Newport Folk Festival by making loud, electrified noise at a sanctuary that had never been thus sullied. The story of his 1965 assault on Newport is very well known. Its effects have been contemplated ad nauseam. Its details show up in every Dylan biography. It's so essential to the Dylan story that it may even have engendered folk songs of its own. So the idea of a book to commemorate this geezer milestone seems unnecessary, to put it kindly.



[image: ]



Diana Davies, Ralph Rinzler

Elijah Wald





But what a surprise “Dylan Goes Electric!” turns out to be. This splendid, colorful work of musicology and cultural history is written by Elijah Wald, whose broad range of other books (“Narcocorrido,” “How the Beatles Destroyed Rock ’n’ Roll” and “Global Minstrels”) allows him to approach Newport with a broad base of knowledge. He is perhaps best known for “The Mayor of Macdougal Street,” a collaboration with Dave Van Ronk that became Mr. Van Ronk's posthumously published memoir. That book reads like a labor of love. This one does, too.

Mr. Wald is a superb analyst of the events he describes. And his analyses fly in the face of conventional wisdom. Even his introduction includes enough startling context to indicate “Dylan Goes Electric!” will be seeing the old story with new eyes. What if Mr. Dylan, with his new non-folk songs “Maggie's Farm,” “Like a Rolling Stone” and “It's All Over Now, Baby Blue,” was not presenting something mind-blowingly visionary, as he is in most versions of the Newport myth, but signaling a retreat into solipsism and selfishness instead?

“In most tellings, Dylan represents youth and the future, and the people who booed were stuck in the dying past,” Mr. Wald writes. “But there is another version, in which the audience represents youth and hope, and Dylan was shutting himself off behind a wall of electric noise, locking himself in a citadel of wealth and power.” The Bob Dylan who became the spirit of the 1960s — that is, the hipper second half of the decade — was part phantom, after all. He had his motorcycle accident, holed up in Woodstock and in 1968 asked an old friend “How do you know I'm not — for the war?”
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Patricia Wall/The New York Times





Mr. Wald knows that it is impossible to think about the Dylan of the Newport Folk Festival — the one who arrived as a new deity in 1963, the one who supposedly divided the place into a battlefield of angry factionalism two years later — without thinking equally hard about Pete Seeger: the folk music movement that Seeger built, the ideals it nurtured, the ways it spun away from those ideals as folk turned commercial, the story of “what Newport meant to him, and the lights that dimmed when the amplifiers sucked up the power.”

And although Mr. Wald tries his best to resist oversimplifications, he's just too good at creating and parsing them. Yes, Seeger can be seen as having tried to use folk music to accomplish an ideal of democracy, of people working together in a spirit of optimism; and, yes, Mr. Dylan can be seen as the loner, the cynic following a path all his own. There are big flaws in these stereotypes, which Mr. Wald acknowledges, but not in the larger truth that Newport drew an idealistic young audience that could be either crushed or encouraged, depending on what kinds of messages an ever more commercialized folk music craze delivered.

Mr. Wald does a fascinating job of describing the ways Seeger's hard lessons about the collision of ideals and commerce came into play here. By the time of Newport, he had seen both extremes of commercial success: chart-topping as one of the Weavers, then being blacklisted. For all of his self-sacrifice, he was a man with both a family to support and a message to communicate, and he was at a pinnacle of respect and success in 1963, when he was welcomed into the Newport fold.

(The famous photograph showing Newport royalty — Seeger; Joan Baez; Odetta; Peter, Paul and Mary; the Freedom Singers; and the newbie Bob Dylan — linking arms to sing Seeger's version of “We Shall Overcome” includes Theodore Bikel, who died on Tuesday. This major moment received scant mention in Mr. Bikel's obituaries.)

Two years later, the ground had begun to erode beneath Seeger. For all his hard work in assembling a folk song movement, not everyone agreed with his notion of what contemporary folk music was. And his singing style had become a kind of musical wallpaper, eclipsed even by such arrivistes as the Kingston Trio. “Dylan Goes Electric!” is dense with detail about many rivalries, including one that actually looked like a bear fight between the great but pedantic song collector Alan Lomax and the manager Albert Grossman.

The factionalism at Newport allowed this kind of antagonism to have huge consequences. Grossman managed the most popular so-called folk musicians of the era, from Gordon Lightfoot, Ian and Sylvia, and Peter, Paul and Mary to the sainted Dylan himself. Lomax embodied the old guard's contempt for them. And the vengeful Grossman had the power, by sparking Dylan's interest in Mike Bloomfield and Paul Butterfield's rhythm section, to make the music planned for Sunday night's performance even louder than it was already going to be.

The ensuing racket is famously said to have made Seeger want to grab an ax, and in time even Seeger himself repeated this apparently bogus story. Mr. Wald has not only examined all sides of an epochal showdown but also conducted a 2014 interview with a witness who heard Seeger speak to his father, Charles Seeger, about the event when it was over. “I thought he had so much promise,” he said about the apostate Dylan.

Granted, you need an entry-level interest in this subject matter to care about some of it, but Mr. Wald selects his examples very well. The press of the early ’60s, very slow to figure out what those hairy bohemians were up to, are a fine source of quotable material: When Billboard wrote about Peter, Paul and Mary's hit “Blowin’ in the Wind,” it described their version as a “slick ditty by Bob Dylan, a sailor's lament, sung softly and tenderly.”

Concert reviewers could be equally dense. When Joan Baez, at Newport in 1965, made “a quick little dedication to President Johnson on his marvelous foreign policy” and sang a verse of “Stop! In the Name of Love,” ending with the line “Think it o-over,” a local newspaper reported that she simply couldn't resist breaking into a Supremes hit. Then there were the flaps over so-called controversial songs. Protest songs about war and race met little opposition, but Seeger was taken to task for singing something called “Manyura Manyah,” from the British Isles. It told the tale of a manure shoveler whose trade had been wiped out by the automobile.

This is a book from which to learn that Mr. Dylan's epochal 1965 set was so badly timed that the act he followed was a woman named Cousin Emmy, who played “Turkey in the Straw” by slapping the melody on her cheeks. But it's the agility of Mr. Wald's thinking and his willingness to treat a long-ossified event as living history that give “Dylan Goes Electric!” its bite. He winds up thinking that Mr. Dylan managed, in one 35-minute Newport set, to do irrevocable damage to Seeger's reputation and destroy much of the folk movement he had worked so long and hard to build. “It was not news that Dylan was the future,” he writes. “The news was that Seeger was the past.”





鲍勃·迪伦插电背后的故事

书评/JANET MASLIN/2015年8月3日
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Diana Davies, Ralph Rinzler Folklife Archives and Collections, Smithsonian Institution

1965年7月25日星期日，鲍勃·迪伦在罗德岛的新港民谣节上演出。





周六晚上是迪伦那场宿命对决的50周年纪念日：50年前的那个晚上，鲍勃·迪伦（Bob Dylan）用响亮的电子噪音侵袭了新港民谣节，那里本是从未遭到玷污的圣所。1965年迪伦在新港的战斗已经众所周知。它的影响被一再阐释，已经有些令人作呕。每一本迪伦的传记里都会对之不厌其烦地详细描述。这件事对于迪伦的故事来说是如此重要，简直可以为它写几首民谣歌曲了。所以为这座古怪的纪念碑再来写一本书，老实说似乎完全没有必要。
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Diana Davies, Ralph Rinzler

以利亚·沃尔德。





但《迪伦插电了！》（Dylan Goes Electric!）却令人惊喜。这本精彩有趣的音乐学与文化史著作由以利亚·沃尔德（Elijah Wald）带来，他著述颇丰，涉猎广泛，作品包括《迷幻走廊》（Narcocorrido）、《“披头士”是怎样毁了摇滚乐》（How the Beatles Destroyed Rock ’n’ Roll）和《全球吟游歌手》（Global Ministrels），因此写新港民谣节时也用上了丰富的知识储备。他最有名的作品可能是与戴夫·范·容克（Dave Van ROnk）合著的《麦克道格街市长》（The Mayor of Macdougal Street）一书，这本范·容克的回忆录在他去世后出版。那本书读来充满爱意，这本书也是如此。

沃尔德非常擅长解析自己笔下的事件。而且他的解析完全不顾传统的理解。就连前言中也有不少惊人的内容，表明《迪伦插电了！》绝对是从新的角度去阐述这个老故事。大多数关于新港的神话都说，迪伦当时演唱的那些非民谣的新歌，比如《麦琪的农场》（Maggie's Farm）、《像一块滚石》（Like a Rolling Stone）和《一切都结束了，蓝宝贝》（It's All Over Now, Baby Blue）带来了令人耳目一新的远景，但如果事实并非如此，如果迪伦的行为只是向唯我主义和自我中心的倒退，那又会怎么样呢？

“在大多数说法中，迪伦象征着年轻与未来，那些对他起哄的人象征着正在消亡的过去，”沃尔德写道。“但在另一个版本里，观众们才象征着年轻与希望，迪伦只是把自己封闭在电子噪音构成的墙壁之后，把自己闭锁在财富与权力的城堡之中。”那个成为60年代精神象征的鲍勃·迪伦——当然，是嬉皮那一半的60年代——其实有部分是一种错觉。一场摩托车祸之后，他就隐居在伍德斯托克，1968年还曾经问一个老朋友，“你怎么知道我不——不支持战争？”
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迪伦在1963年像一尊新的神祇一样降临新港，两年后又把这里变成了党派之争的愤怒战场，沃尔德知道，要写好新港音乐节的迪伦，也需要以同样的努力去思考皮特·西格（Pete Seeger），思考他一手缔造的民谣运动、民谣运动所滋养的理想、民谣转向商业的过程中又是如何偏离了这些理想，乃至“新港对于他来说意味着什么，当扩音器攫取权力的时候，光线是如何一点点熄灭下去”。

沃尔德尽了最大努力去避免过度简单化的倾向，但他也同样擅长创造简化，并对之进行分析。是的，西格可以被描述为试图利用民谣音乐来完成民主的理念，让人们在乐观主义精神之下一起工作；是的，迪伦可以被视为一个孤独者，一个只走自己道路的愤世嫉俗者。但沃尔德指出，这些刻板印象中存在巨大的缺陷，更大的真相是，新港吸引了一群理想主义的年轻听众，商业化民谣传递的狂热信息可以激励他们，也可以把他们碾碎。

沃尔德精彩地描述了西格从眼前理想与商业的冲突中艰苦学到的教训。新港民谣节举行的时候，他已经目睹过商业成功的两极结果：他的“纺织工”（Weavers）乐队的一首歌曾经登上排行榜榜首，之后就被列入黑名单。他颇具自我牺牲精神，但他既是一个要养家活口的男人，也有自己的信息要传递，1963年他达到了名望与成功的顶峰，在新港极受欢迎。

（这张著名的照片展示了新港的核心成员们——西格、琼·贝兹[Joan Baez]、奥德塔[Odetta]、“彼得、保罗与玛丽”[Peter Paul and Mary]、自由歌手[the Freedom Singers]以及新手鲍勃·迪伦——他们肩并肩地歌唱西格版本的《我们会胜利》[We Shall Overcome]，西奥多·比克尔[Theodore Bikel]也在其列，他于周二逝世，这个重要时刻在他的讣告里几乎没怎么提起。）

两年后，这片净土开始在西格脚下遭到侵蚀。尽管他努力工作组织民谣运动，但并非所有人都认同他对当代民谣音乐的看法。他的唱法也开始渐渐沦为一种音乐背景，甚至被“金斯顿三人组”（Kingston Trio）这样的暴发户盖过风头。《迪伦插电了！》里有大量细节，写出许多竞争与对抗，包括伟大而迂腐的歌曲收集者艾伦·洛马克斯（Alan Lomax）与经纪人阿尔伯特·格罗斯曼（Albert Grossman）之间的大战。

新港的党派之争令这种对抗产生了严重后果。格罗斯曼旗下都是当时最流行的所谓民谣乐手，从戈登·莱特福特（Gordon Lightfoot）、“伊恩与西尔维娅”（Ian and Sylvia）、“彼得、保罗与玛丽”到已经封圣的迪伦本人。洛马克斯仍然是老派观点的 守门人，对他们表示轻蔑。复仇的格罗斯曼挑逗迪伦对迈克·布鲁姆菲尔德（Mike Bloomfield）与保罗·巴塔菲尔德（Paul Butterfield）的电声节奏组产生兴趣，让周日晚上的的音乐变得更加响亮吵闹，藉此来获得权力。

接下来场面一团糟，尽管西格本人一再辟谣，但最有名的说法仍然是西格当时抄起了斧子。对于这个重大场面，沃尔德并不只是检视各方的说法，2014年，他采访了一位在场者，此人听到西格事后对父亲查尔斯·西格（Charles Seeger）说，“我觉得他大有希望，”——他说的正是离经叛道的迪伦。

就算你是刚刚入门，还需要一些最基本的东西才能产生对这个话题的兴趣，沃尔德也为你精心选择了相关素材。60年代初的媒体非常缓慢地才分辨出这些长发的波西米亚人到底想要干什么，它们为本书提供了精彩的各种引言：《公告牌》（Billboard）杂志评论“彼得、保罗与玛丽”唱红的《答案就在风中飘》（Blowin’ in the Wind）时，说他们的版本是“鲍勃·迪伦创作的花哨小调，是水手的哀叹，歌声温和柔软”。

演唱会的评论者也同样迟钝。1965年，琼·贝兹在新港“非常快地向约翰逊总统了不起的外交政策致敬”，之后唱了一段《以爱的名义停止！》（Stop! In the Name of Love），最后一句是“好好想想吧”，一家本地报纸报道她只不过是忍不住唱了一首“至高无上”（Supremes）的金曲。人们对那些所谓有争议的歌曲感到不安。抗议战争与种族主义的歌曲没有遭到什么反对，但西格因为唱了英国民歌《拾粪拾粪》（Manyura Manyah）而受到责难。这首歌讲述一个拾粪工人的工作被汽车取代的故事。

从这本书里，你可以了解到迪伦1965年那场具有重大意义的演出时间安排有多么糟糕，在他后面登场的是一个名叫“艾米表妹”（Cousin Emmy）的女人，她在脸颊上拍出《稻草中的火鸡》（Turkey in the Straw）的旋律。但沃尔德的思维非常机敏，他把这桩早已僵化的事件变当做活生生的历史对待，令《迪伦插电了》非常精彩。全书结尾，他认为迪伦这场35分钟的新港演出毁坏了西格的声誉，摧毁了西格辛辛苦苦建立起来的民谣运动。“迪伦代表未来，这不是新闻，”他写道，“真正的新闻是，西格已经成为过去。”




《迪伦插电了！新港、西格、迪伦与那个撕裂60年代的夜晚》

以利亚·沃尔德/著

有插图，354页，Dey St.出版社，26.99元



本文最初发表于2015年7月24日。

翻译：董楠







A Dylan Insider's Back Pages

By SAM TANENHAUS/September 16, 2014
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Edward A. Chavez/The Archive Agency, via Maia Chavez Larkin

Victor Maymudes and Bob Dylan in 1964 in Woodstock, N.Y.





On a bright, cool afternoon in July, Jacob Maymudes sat on the deck of the small guesthouse he rents in the Los Feliz neighborhood here, reflecting on the strange journey of his first book, “Another Side of Bob Dylan,” which will be published on Sept. 9 and has already excited interest.

“It was never my intention to write a book about Bob,” he said, summoning up the difficult period in his life when he resisted completing the memoir left unfinished by his father, Victor Maymudes (pronounced may-MOOD-es), a longtime member of Mr. Dylan's inner circle who had bitterly fallen out with him in 1997 and died four years later, leaving behind 24 hours of taped reminiscences.

Now 34, Jake grew up long after the Dylan legend had been formed, but he comes honestly to his casual “Bob.” He was 7 when he first met Mr. Dylan, at the back lot of Universal Studios. Jake was with his father, who was continually on the road with Mr. Dylan, carrying out an assortment of essential backstage assignments: as tour manager, chauffeur and body man, not to mention chess-playing companion.
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Daniel Kramer/Staley-Wise Gallery

Bob Dylan, left, in Philadelphia in 1964 with Victor Maymudes, a longtime member of his inner circle whose roles over the years included sidekick, protector, tour manager, chauffeur and chess-playing companion. Mr. Maymudes died four years after a bitter fallout with Mr. Dylan and a year after he began work on a Dylan memoir.





They were roles he had been playing, off and on, since the early 1960s, when he was known as Mr. Dylan's protective sidekick: together with him in London for Mr. Dylan's first overseas concert; in a Manhattan hotel suite for a marijuana-infused summit with the Beatles; in Malibu, where Mr. Dylan's first wife, Sara, is said to have poured out her marital troubles to Jake's mother, Linda Wylie, while the unreleased “Blood on the Tracks” played on the stereo and Mr. Dylan suddenly walked in.

(“He said the songs were so painful, he didn't know how anybody listened to them,” Ms. Wylie said in a phone interview last week.)

Not quite six years older than Mr. Dylan, Victor, an imposing, dark-haired six-footer, was an established figure on the folk scene — a promoter, manager and club owner in Los Angeles — when he came to New York and met the singer in 1961 or 1962.

The two instantly connected, and as Mr. Dylan's career took off, Victor moved in and out of his orbit — drifting away to pursue projects of his own, but always circling back to Mr. Dylan.

“He was perceived as the keeper of the secrets,” said David Hajdu, a music historian whose book “Positively 4th Street” describes the early ’60s folk scene. “His reputation was for being enigmatic, closemouthed, trustworthy, impenetrable.”

Victor's presence at the creation mattered to Mr. Dylan, said Sean Wilentz, the Princeton historian and author of “Bob Dylan in America,” a 2010 best seller. “It's a sense of loyalty, of kinship,” he said. “You were brothers together. You were scuffling. That's why Dylan brought him back.”

Brought him back even after an episode involving a teenage girl that led to Victor's being fired as tour manager in 1995. Another star might have banished him. Instead, Mr. Dylan had Victor scout for and look after his real estate holdings. A quarrel over one property caused the final, acrimonious break in 1997.
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Aerie Maymudes

Jacob Maymudes with his father in 1986.





In 2000, Victor, who was flat broke, signed a book contract with St. Martin's Press and began speaking into a tape recorder. A year later, he died of an aneurysm, at 65. The unfinished book became another mythic item in the ever-expanding “Dylanology,” and curiosity grew.

“What will he reveal?” as Mr. Hajdu put it.

It was a question Jake was in no rush to answer. He was still troubled by his father's death and the sense that Victor had placed his needs above those of Jake and his family.

Then, in January 2013, a fire destroyed the New Mexico house where Ms. Wylie had been living. Though long estranged from Victor, she had kept his ashes in a box. It was incinerated in the blaze, and only the ashes, and the tapes, seemed to remain of Victor.

“The whole idea was to write this homage to my father,” Jake, who has a career in visual effects in film and TV, recalled of his decision to finish his father's work. “Everything else burned up.”

He put an hour of raw audio on YouTube, and “quickly I got 400 hits in a day,” he said. Biographers, journalists and fans got in touch, urging him to release the other 23 hours or to turn them into a book.

Jake diligently transcribed the tapes and sent material off to his father's publisher, but got a firm rejection. O.K., then, he would publish the book himself. But a Kickstarter campaign fell far short of the $45,000 goal, even after an article in Rolling Stone brought in fresh donations.
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Sam Comen for The New York Times

Jacob Maymudes. “It was never my intention to write a book about Bob,” he said.





With the guidance of an agent, Jake tried again, piecing together his father's free-form tales and crosschecking the jumble of incidents against books like Clinton Heylin's “Bob Dylan: A Life in Stolen Moments Day by Day 1941-1995.” This time, when he tried St. Martin's he got a contract.

“Another Side of Bob Dylan” is an unusual addition to the giant Dylan oeuvre, the quirky stepchild of Mr. Dylan's own looping narratives. One thread explores Victor's adventures in Sunset Strip bohemia. In the 1950s, he was a co-founder of the Unicorn, a club that attracted the likes of Lenny Bruce and Marlon Brando. In the ’60s and ’70s, Victor palled with Dennis Hopper, going to Peru to help build sets and scout locations (and ingest mountains of cocaine) for Hopper's ill-starred 1971 epic, “The Last Movie.”

The second narrative is an intimate, conversational account of Victor's tempestuous friendship with Mr. Dylan. It included designing and building a house in New Mexico for Mr. Dylan in the ’70s. Later, Victor bought and fitted out the tour bus Mr. Dylan used on his “Never Ending Tour” in the 1980s and ’90s.

But the most vivid passages go back further — to 1964, the pivotal year when Mr. Dylan broke out of the East Coast folkie bubble and made a cross-country journey. Victor took the wheel of a blue Ford station wagon, also joined by the folk musician Paul Clayton and the journalist Peter Karman.

“It was a group of friends, all in the know, a nucleus of hip in America,” Mr. Wilentz said of the 1964 tour. “It was something special. The civil rights movement was going on.”

The stops included a visit to the poet Carl Sandburg, in North Carolina, and a stay in New Orleans during Mardi Gras, where Mr. Dylan was denied entrance to a blacks-only bar. Back on the road, they heard early Beatles hits on the car radio, and Mr. Dylan feverishly scrawled lyrics in a spiral notebook.

The first inkling of Mr. Dylan's new fame came in London that May, when he performed at the Royal Festival Hall to an audience much larger than he normally drew in America. Victor draped his large frame over Mr. Dylan as they slipped through the ecstatic crowd.
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Sam Comen for The New York Times

Years after his father's death, Jake turned Victor's 24 hours of taped reminiscences — another mythic item in the ever-expanding “Dylanology” — into the memoir “Another Side of Bob Dylan.”





Fresh from this triumph, the pair vacationed in Vouliagmeni, Greece, on the Mediterranean. “I explored the coast and swam in the sea,” Victor recalls, while Mr. Dylan stayed in the hotel, “typing and handwriting between smoking cigarettes, and he can do that for longer than anybody I know.”

Returning to New York, they rushed to a studio, and Mr. Dylan “blurted it all out,” running through 11 new songs, “one after another without rehearsing.”

Improbable though this account seems, it squares with the one in Howard Sounes's book “Down the Highway: The Life of Bob Dylan,” which describes a single six-hour session, lubricated by Beaujolais, that resulted in the album “Another Side of Bob Dylan,” Mr. Dylan's farewell at age 23 to the blues-inflected folk idiom he had conquered. Two songs — “Chimes of Freedom” and “My Back Pages,” with its soaring refrain, “Ah, but I was so much older then/I'm younger than that now” — signaled the next, visionary phase in Mr. Dylan's work.

Later that summer, he was invited to meet the Beatles at the Delmonico Hotel. The Dylan entourage brought along some marijuana. Mr. Dylan sat down to roll a joint, as Victor and others have reported, but he proved all thumbs, and Victor expertly took command.

It was the first quality weed the Beatles had smoked, but the giddy conversation went on without Mr. Dylan. Exhausted from a string of late nights and a few drinks, “he passed out on the floor!” Victor remembers.

Not that the book is an exercise in skeleton rattling or score settling. On the contrary, Victor reverently speaks of Mr. Dylan's “greatness” and “genius” and rejoices in the “magical mystery tour” Mr. Dylan opened up for him — even as he remained curiously remote. The book suggests that the closer one got to Mr. Dylan, the more unknowable he became. (Mr. Dylan's representatives did not respond to email and phone requests for comment for this article.)

Throughout, Victor is grateful for the many favors Mr. Dylan did him, like bringing him back into the fold, no questions asked, when Victor had run out of money in the ’80s and needed a paycheck. “You're hired!” he remembers Mr. Dylan saying.
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Victor Maymudes

Mr. Dylan's first tour bus, which Victor found, bought, and remodeled.





Jake, too, reveres Mr. Dylan. When I went to see him, choice memorabilia were carefully laid out on his bed: set lists from Mr. Dylan's tours, stray notebook jottings in Mr. Dylan's hand, as well as a hilariously vituperative letter the singer apparently drafted, on hotel stationery in Tokyo, to a music journalist back home.

There was also the guest book from the memorial for Victor at McCabe's Guitar Shop in Santa Monica in 2001. Tom Petty, Jackson Browne and the filmmaker Paul Mazursky all signed it. Mr. Dylan did not attend, Jake is certain, although Jake's sister, Aerie, told me that a slight figure in a hoodie, Mr. Dylan's usual garb, slipped into the proceedings and left just as quietly.

Next, we climbed into Jake's secondhand SUV, bought with a portion of his $70,000 book advance, and headed to the 18th Street Coffee House in Santa Monica. Part of a larger complex purchased by Mr. Dylan in the mid-1990s, it was designed and built by Victor.

“I helped nail the roof, put up these poles, laid the brick,” Jake said. He worked there as a teenager, and Aerie briefly managed the place, until, as has been reported by Mr. Sounes and now Jake, losses in the first year totaled almost $100,000. Aerie was told she would be dismissed.

“I told him he needed to fire me himself,” she recalled last week, referring to Mr. Dylan. “And that's what happened.” Mr. Dylan came by, she recalled, and brusquely let her go. Victor, who witnessed the incident, “quit that instant,” Jake writes. He sued Mr. Dylan for retirement funds, and the friendship was never repaired.

“All he had to do was apologize to Aerie and all of this would be different,” Victor told Jake.

And yet Jake has fond memories of the coffeehouse: Mr. Dylan and Victor playing wordless games of chess; Ray Mancini showing up for sparring sessions with Mr. Dylan at the private boxing club in back; Jake sneaking into Mr. Dylan's office to find fresh pages, typed on both sides, and with no margins, sitting alongside the old-fashioned typewriter.

“He was always nice to me,” Jake said of the man he grew up thinking of as his father's boss. And except for the Merit cigarettes Jake bummed at age 15, “I never asked anything of him either.”





鲍勃·迪伦还有不为人知的一面？是的

阅读/SAM TANENHAUS/2014年9月16日
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Edward A. Chavez/The Archive Agency, via Maia Chavez Larkin

维克多·梅穆迪斯与鲍勃·迪伦，1964年摄于纽约州伍德斯托克。





晴朗凉爽的七月下午，洛斯菲利兹附近一家小客栈，雅可布·梅穆迪斯（Jacob Maymudes）坐在露台上，回忆着自己第一本书的奇异旅程。这本9月9日才出版的《鲍勃·迪伦的另一面》（Another Side of Bob Dylan），已经开始引起了人们的兴趣。

“我从来没想过写一本关于鲍勃的书，”他的父亲维克多·梅穆迪斯（Victor Maymudes）是迪伦小圈子里的长期成员，1997年和迪伦大吵一架，四年后与世长辞，留下了24个小时的口述往事录音带，雅可布回忆，在自己人生中艰难的时刻，他拒绝写完父亲未完成的回忆录。

如今杰克（Jake，雅可布的爱称——译注）34岁了，早在他长大成人之前，迪伦的传奇就已经成型，但是关于这位亲切的“鲍勃”，杰克总是实话实说。他第一次见到迪伦是和父亲一起，在通用录音棚的后院，杰克那年七岁。父亲经常和迪伦一起巡演，担任各种幕后工作——巡演经纪人、司机和保镖，更别说还要在酒店里陪迪伦下棋。
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Daniel Kramer/Staley-Wise Gallery

鲍勃·迪伦（左）1964年在费城与维克多·梅穆迪斯在一起，梅穆迪斯是他的小圈子内的长期成员，多年来担任伙伴、保护者、巡演经纪人、司机和象棋对手等角色。后来梅穆迪斯与迪伦交恶，四年后去世，去世一年前开始着手书写与迪伦有关的回忆录。





从20世纪60年代初，他的父亲就断断续续担任这些角色，被视为保护着迪伦的死党，迪伦去伦敦，第一次在海外举行演唱会时带他同行；迪伦在曼哈顿酒店套房里和“披头士”（Beatles）共享大麻时他也在场，据说迪伦的第一任妻子莎拉（Sara）在马里布向杰克的母亲琳达·怀利（Linda Wylie）倾吐婚姻中的烦恼，两人边说边用音响放着尚未公开发行的《音轨上的血迹》（Blood on the Tracks），这时迪伦突然走了进来。

（“他说这些歌太痛苦了，他不知道别人听了会怎么想，”怀利上周接受电话采访时说。）

维克多比迪伦大六岁，是个仪表堂堂的黑发男人，身高六英尺，1961或1962年左右，他来到纽约，结识了迪伦，之前在洛杉矶做过歌手推广、经纪人，开过俱乐部，已经是民谣界的成名人物。

两人一见如故，迪伦的事业起飞后，维克多与他的人生轨迹一再交汇。他有时会离开一下，去实现自己的目标，但最后总会回到迪伦身边。

“他被视为秘密的保管者，”音乐历史学家，《肯定是四号街》（Positively 4th Street）的作者大卫·哈尔杜（David Hajdu）说，“他以神秘莫测、善于保密、值得信赖和滴水不进著称。”

普林斯顿大学历史学家西恩·韦伦兹（Sean Wilentz）的著作《鲍勃·迪伦在美国》（Bob Dylan in America）是2010年的畅销书，他说维克多从一开始的参与就对迪伦很重要。“他对迪伦来说意味着忠诚和亲人，”他说，“兄弟俩总免不了打打闹闹，所以迪伦总是让他回来。”

1995年，因为一个年轻女孩的关系，维克多从巡演经纪人的位子上被解雇，发生了这样的事，迪伦后来还是叫他回来。换了别的明星可能早就把他赶走了。可是这件事之后，迪伦还是让维克多帮自己寻找不动产。结果到1997年，因为一处地产，两人吵了起来，导致了最终的决裂。
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Aerie Maymudes

雅克布·梅穆迪斯与父亲，1986年。





2000年，一文不名的维克多与圣马丁出版社签约写一本书，开始对着录音机口述。一年后，他死于动脉瘤，享年65岁，这本未完成的书也成了日益庞大的“迪伦学”中的又一个神秘课题，人们对它的好奇与日俱增。

正如哈尔杜所说，人们好奇“他到底披露了什么？”

杰克并不急着回答这个问题。当时父亲的死仍旧令他困扰，眼前的局面令他觉得父亲把自己的需要置于杰克和全家人之上。

2013年1月，一场火灾烧毁了怀利女士在新墨西哥长期居住的房子。她和维克多尽管长期疏远，但还留着他的骨灰盒。那个骨灰盒也在大火中付之一炬，维克多遗下的东西似乎只有骨灰和那些磁带了。

“我写这本书是想向父亲致敬，”杰克回忆自己最终决定完成父亲这本书时的情形，他的职业是做电影与电视的视觉特效，“其他的一切都已经烧光了。”

他在YouTube网站放出了一段一小时的原始音频，“很快就有了每天400次的点击率，”他说。传记作家、新闻记者和粉丝竞相和他联系，催促他赶快把另外23个小时的素材也放出来，或者写一本书。

杰克勤奋地誊写这些磁带中的内容，把这些素材寄给父亲的出版商，但是遭到了坚定的拒绝。好吧，他决定自己出版这本书。但在Kickstarter网站上发起的众筹项目未能达到4.5万美元的目标，《滚石》（Rolling Stone）杂志报道了此事，为他带来了一些新的捐助，但最后还是没有筹到足够的钱。
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Sam Comen for The New York Times

雅克布·梅穆迪斯：“我从来没想过要写一本关于鲍勃的书。”





在一个经纪人的帮助下，杰克再次尝试，他把父亲随意散漫的故事组织起来，把这些混乱的事件和其他书籍交叉对照，比如克林顿·赫林（Clinton Heylin）的《鲍勃·迪伦：被偷窃时刻里的人生，1941-1995的每一天》（Bob Dylan: A Life in Stolen Moments Day by Day 1941-1995）。之后他又向圣马丁出版社投稿，终于得到了合同。

对于迪伦的全部作品来说，《鲍勃·迪伦的另一面》堪称精彩的补充，很像迪伦自己那种循环叙述的诡异继子。书中一条线索追溯了维克多在洛杉矶落日大道上的波西米亚冒险生涯。20世纪50年代，维克多是独角兽俱乐部的创始人之一，伦尼·布鲁斯（Lenny Bruce）和马龙·白兰度（Marlon Brando）等人都是那里的常客。六七十年代，维克多和丹尼斯·霍珀（Dennis Hopper）成了好朋友，他曾经到秘鲁去为霍珀1971年那部多灾多难的史诗片《最后一部电影》（The Last Movie）搭建布景，寻找外景，还吸食了巨多的可卡因。

第二条叙事线索是亲密的对话体，讲述了维克多与迪伦狂风暴雨般的友谊。70年代，维克多曾为迪伦在新墨西哥设计并建造了一座房子。后来维克多买下并改装了一辆巡演大巴，正是迪伦在20世纪八九十年代“永不结束的巡演”中使用的那一辆。

但是最精彩的篇章还发生前面——1964年对于迪伦来说是关键的一年，他从东海岸的民谣泡沫中脱颖而出，做了一次全国巡演。维克多开着一辆蓝色福特旅行车，同行的还有民谣乐手保罗·克莱顿（Paul Clayton）和记者彼得·卡尔曼（Peter Karman）。

“他们是一群彼此知根知底的朋友，美国时髦人士的核心，”韦伦兹这样评价这次1964年巡演。“这是一次特别的巡演，当时民权运动也在进行中。”

巡演途中，他们到北卡罗来纳访问了诗人卡尔·桑德堡（Carl Sandburg），在新奥尔良过狂欢节，迪伦被只许黑人进入的酒吧拒之门外。回到巡演路上，他们从广播里初次听到“披头士”的金曲，迪伦疯狂地把歌词记在自己的活页笔记本上。

那年5月，迪伦来到伦敦，有迹象表明他的名声又更进一步，当他在皇家节日大厅演出时，来的观众比平时在美国多得多。最后维克多用高大的身材掩护迪伦从欣喜若狂的人群中逃出去。
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Sam Comen for The New York Times

父亲死去数年后，杰克把维克多遗下的24个小时的录音素材——日益庞大的“迪伦学”中的又一个神秘课题——整理为回忆录《鲍勃·迪伦的另一面》一书。





凯旋之后，两人去了地中海边的希腊武利亚格迈尼度假。“我在海边玩，下海游泳，”维克多回忆，迪伦则留在酒店“打字、写东西，抽烟，他干这个的时间比我认识的任何人都要长”。

回到纽约，他们一头冲进录音室，迪伦“把一切都倾吐出来”，一口气录了11首新歌，“一首接一首，连排练都用不着。”

尽管听上去不太可能，但这和霍华德·桑恩斯（Hoiward Sounes）的《沿着公路直行：鲍勃·迪伦传》（Down the Highway: The Life of Bob Dylan）里的描写是吻合的，书中写到鲍勃·迪伦边喝博若莱葡萄酒边录音，一口气录了六个小时，成果就是专辑《鲍勃·迪伦的另一面》。23岁的迪伦用这张专辑向布鲁斯影响的民谣风格告别，因为他已经征服了这种风格。专辑中的《自由的钟声》（Chimes of Freedom）和《我的最后几页》（My Back Pages）是顶峰之作，“啊，我曾经如此苍老，如今却风华正茂”——这预示着迪伦作品中富于远见的新篇章。

那年夏天快结束的时候，迪伦受邀去德尔莫尼克酒店会见“披头士”。迪伦一行人随身带了大麻，根据维克多和其他人的说法，迪伦坐下卷了一支大麻烟，但是笨手笨脚的，还是维克多麻利地帮他卷好。

这是“披头士”第一次尝试高品质的大麻烟，但是迪伦没有参与之后的胡言乱语。因为之前熬了好几夜，还喝了酒，“他倒在地板上昏睡过去！”维克多回忆。

这本书并不是为了揭丑或者报复。相反，维克多恭敬地说了很多迪伦的“伟大”与“天才”之处，因为能参与迪伦“魔力般的神秘巡演”而感到高兴——尽管迪伦保持着奇异的疏远。这部书说，一个人愈是接近迪伦，就愈是觉得他难以了解（迪伦的代理人并没有回复笔者要求对本文进行评价的电话或电子邮件采访）。

维克多始终感激迪伦为他做的许多事情，比如20世纪80年代期间，维克多身无分文，需要钱花的时候，迪伦带他回到圈子里来，什么也没多问。“你被雇佣了，”他记得迪伦当时这么说。
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Victor Maymudes

迪伦的第一辆巡演大巴是维克多买来并改造的。





杰克也很尊敬迪伦。我去访问他的时候，看到他床头放着精心选择的旧物，其中包括迪伦巡演的曲目表、迪伦亲手写下的零散笔记，还有一封充满谩骂的信件，显然是出自迪伦之手，写在东京某家酒店抬头的信纸上，是给一个美国音乐记者的。

2001年，在圣塔莫妮卡的麦凯布吉他店举办了维克多的追思会，杰克手头的签名簿上有汤姆·佩蒂（Tom Petty）、杰克逊·布朗（Jackson Browne）和电影导演保罗·马祖斯基（Paul Mazursky）的签名。杰克记得很清楚，迪伦没来参加，但杰克的姐姐伊莉（Aerie）说，她看见一个穿着连帽衫的身影（迪伦平时的装束）走进人群，然后又悄悄离去。

后来我们走上杰克的二手SUV车，这是他用这本书七万美元预付款中的一部分买来的，我们驶向圣塔莫妮卡18街咖啡屋。那里是迪伦在90年代中期买下的大型地产中的一部分，是由维克多设计并建造的。

“我帮忙在屋顶钉钉子，立起柱子，添砖加瓦，”杰克说。十几岁的他当时在那里帮工，伊莉也短暂地管理过那个地方，后来，根据桑恩思和杰克的说法，这里第一年就亏损了将近10万美元。伊莉说自己即将被开除。

“我对他说，他得亲自解雇我才行，”上星期她回忆，“他”是指鲍勃·迪伦，“后来他就这么做了。”迪伦来到店里，粗鲁地让她走人。维克多目睹了这一幕，“当场就辞了，”杰克写道。后来杰克控告迪伦，要求迪伦付自己退休金，两人的友谊再也没能恢复。

“他只需要向伊莉道歉，一切就都大一样了，”维克多对杰克说。

但是对于那座咖啡屋，杰克也有着美好的回忆：迪伦和维克多曾在那里，无言地下着象棋；雷·曼西尼（Ray Mancini）来到咖啡屋后的拳击俱乐部，和迪伦练习拳击；杰克溜进迪伦的办公室，用迪伦那台老式打字机在白纸两面打字，一点不留空白。

“他对我一直都很好，”杰克说，他从小一直把那个男人视为父亲的老板。除了15岁那年管他要过几支“荣誉”香烟，“我从没向他要求过任何东西。”




本文最初发表于2014年8月10日。

翻译：董楠







They're Really Into Dylan, Maybe a Little Too Much

By JANET MASLIN/May 22, 2014



Bob Dylan said it best, in a 2012 Rolling Stone interview timed to the release of his “Tempest ” album: “Why is it when people talk about me, they have to go crazy?” More than 50 years after he first started attracting fanatical followers, Mr. Dylan was facing down a more brutal and dangerous species of devotee than he had seen before. The fans had social media, and the scholars had computers; en masse, they could track every move he made and every word he wrote, said or sang. “Dylanologist,” once a derisive term for the self-styled expert who sifted through the Dylan family's garbage cans, was now a word with wide colloquial meaning, if not yet a dictionary definition.

Now the world of Dylan worship has a book to call its own. David Kinney, author of “The Dylanologists,” is a cultist himself, but the book's opening epigraph promises a reasonable perspective. (“Fan: You don't know who I am, but I know who you are. Bob Dylan: Let's keep it that way.”) And he starts with the innocent spectacle of pilgrims visiting Hibbing, Minn., the town Robert Zimmerman, soon to be Bob Dylan, fled in 1959 to reinvent himself as something other than a middle-class Jewish kid whose father had a furniture store. They happen to get there on the day Dylan comes home for his brother's mother-in-law's funeral.

What happens? Not much. But Mr. Kinney has a chance to describe several different strata of Dylan admirers, from those who’ll eat cherry pie because he did to those who know the first name of his maternal great-grandmother (Lybba, lit up in yellow lights inside a touristy restaurant called Zimmy's) to the man who bought two early Zimmerman family houses and little Bobby's Naugahyde high chair. The stories are innocent and not particularly interesting.

Then Mr. Kinney makes the case for hero worship by citing instances when Bob Dylan practiced it himself. “The Dylanolgists” says he was seen touring John Lennon's childhood home, Mendips, in Liverpool, England, and asking for directions to Strawberry Fields. He is also said to have kissed the spot on the floor in Sun Studios where Elvis Presley stood while recording “That's All Right” on July 5, 1954. So we all have musical idols. Most of us just don't let them determine the shapes of our lives.
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Marjan Osman Gartland

David Kinney





But the Dylanologists found in this slender book are the most obsessive ones Mr. Kinney could find. And too often, he allows the depth of their devotion to be an end in itself. One 12-year-old boy named Peter discovers Dylan in the summer of 1963, when he plunges “into Dylan's deep well of words.” The same person is now “almost an old man, into his 60s, his face craggy and his frizzy hair gray, and still he hadn't drunk it dry.”

Most of the book's interviewees, whose interest in self-promotion needn't be furthered here, have become extremely knowledgeable about some or many aspects of Dylan's huge body of work. But that's not what makes them notable. In the case of this particular subject, it's the fact that by 14 Peter had adopted Dylan's zingers as his own, whacking his parents with “Don't criticize what you can't understand,” which was pretty unbeatable. Sent to a psychiatrist soon afterward, he brought the album “Bringing It All Back Home,”and had the doctor listen to “It's All Right, Ma (I'm Only Bleeding”) and said “This is how I feel.” Dylan was the perfect crutch for anyone less articulate — or scathing, or baffling — than he.

Dylanologists love Dylan's ability to give voice to practically any thought. And as his career continued, some began to love the fellowship of the road. They dropped whatever else they were doing — often not much — to race from concert to concert, forging friendships of necessity, finding endless hours of conversation in the differences among different concerts. It's a safe guess that anyone who buys Mr. Kinney's book has done this at some point and understands the temptation.

But Mr. Dylan kept touring. And touring. And a new breed of fan and chronicler emerged: the completist, the fan who needed to know every detail about every show. Some of these, most notably Mitch Blank, who is one of the book's most admirable figures, have made immensely valuable contributions to music history. (Because of his exhaustive archives, Mr. Blank is credited as “hypnotist collector” on Martin Scorsese's Dylan documentary “No Direction Home.”) Others have glorified piracy and theft, priding themselves on their ways of smuggling recording equipment into concerts and leaving no show unstolen. Mr. Kinney's readers will learn that a camera lens can be neatly hidden in a coffee thermos with a false bottom.

The book's bombshell issue arrives late, with Dylanologists’ Internet access. When Mr. Dylan's career began, he could have expected scholars to spend centuries ferreting out the obscure references in his work and pondering his reasons for free-associating in the ways that he has. Now, a little typing exposes all manner of mortification. He is a ravenous artist, absorbing material from a huge array of sources just like many great, ravenous artists have done before him.

But who among them had packs of Googling, self-righteous cultists on their trails? Dylan's startlingly beautiful memoir, “Chronicles Volume I,” has already been ripped to shreds by quotation checkers, to the point where he has had to address the matter of plagiarism head-on. His position: Everything comes from somewhere, and try, just try, recycling any of Henry Timrod's early-19th-century poetry in quite the way he has. Jonathan Lethem has eloquently come to his defense with an essay about creative borrowing that was itself cobbled together almost entirely from other sources.

Lost in the gotcha mania is the paradox that the man who publicly savaged a Time magazine reporter in “Dont Look Back” apparently needed Time to jog his memory about his first year in New York. And lost in the Dylanolgists’ tale is the pervasive sadness of people who'd rather live Bob Dylan's lives than their own.




THE DYLANOLOGISTS Adventures in the Land of Bob

By David Kinney

241 pages. Simon & Schuster. $25.







除鲍勃·迪伦，他们的人生别无他物

书评/JANET MASLIN/2014年5月22日



2012年发行专辑《暴风雨》（Tempest），接受《滚石》（Rolling Stone）采访时鲍勃·迪伦（Bob Dylan）说得好：“为什么人们谈起我的时候非得疯疯癫癫的？”自从迪伦开始吸引疯狂拥趸以来，已经有50多年的时间过去了，他又得面对一种更凶猛、更危险的迷恋者，是他之前见所未见的——他们是拥有社交网络的歌迷，拥有电脑的学者；他们成群结队，可以追溯到他做的每件事，他说过或唱过的每一个字。“迪伦学家”（Dylanologist）曾经是一个嘲笑的字眼，用来称呼一位专门去翻迪伦家垃圾桶的自封的“专家”，如今它虽然还没被收入字典，但至少在人们口头已经有了更广泛的涵义。

如今在迪伦崇拜者们的圈子里有了这样一本书。《迪伦学家》（The Dylanologists）的作者大卫·金尼（David Kinney）本身是一个热衷迪伦崇拜的人，但书的开篇题词却承诺一个理性的角度（“歌迷：你不知道我是谁，但我知道你是谁。鲍勃·迪伦：那就这样吧。”）。全书以朝圣者访问明尼苏达州希宾小镇的无辜场景作为开头，这里是罗伯特·齐默曼（Robert Zimmerman）的故乡，1959年他逃离了这里，重新塑造了自己的形象，不再是原本那个家具店老板的儿子，一个中产阶级犹太小孩，并给自己重新起名为“鲍勃·迪伦”。这些朝圣者们来到这里，正好撞见迪伦回家参加兄弟的岳母的葬礼。

后来发生了什么？没什么大不了的。但是金尼借这个机会描写了迪伦崇拜者们的几个不同阶层，有些歌迷专吃樱桃派，因为迪伦也爱吃樱桃派；有些人连迪伦的曾外祖母的名字都知道（她叫“莉巴”，一家名叫“齐米”的游客饭馆里用黄色灯泡拼出了这个名字）；还有个人买下了两栋齐默曼家早期住过的房子，里面有小鲍比坐过的高凳子。这些故事纯真无辜，但并不是特别有意思。

然后金尼举例说明，鲍勃·迪伦自己也干过英雄崇拜之类的事。《迪伦学家》中写道，有人看见迪伦去约翰·列侬（John Lennon）的童年故居，英格兰利物浦的门迪普斯旅游，还打听去“草莓田”怎么走。还有人说他曾经在太阳唱片公司亲吻埃尔维斯·普莱斯利（Elvis Presley）1954年7月5日录制《没问题》（That's All Right）时所站的地方。所以我们大家都有音乐偶像。无非是大多数人并不让这些偶像改变我们自己的生活。
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Marjan Osman Gartland

《迪伦学家》作者大卫·金尼。





但这本书中的迪伦学家们都是金尼所能找到的最执迷的人，而且书中往往令他们的深沉感情本身就成为一种意义。书中一个叫彼得的12岁小孩在1963年的夏天发现了迪伦，他就此“沉浸在迪伦辞藻的深井之中”。这个孩子如今已经是“步入60岁的老人，满面皱纹，头发花白，但他依然没有喝干这口井中的水。”

书中大部分受访者（他们自我推销的意图本文中无需多提）对迪伦大量作品中的某些方面或许多方面都拥有渊博的知识。但他们出名却不是因为这个。就这一点而言，14岁那年，彼得援引迪伦的金句，抨击父母“别去批评你们不理解的东西”，这实在是无法反驳。不久后，彼得被送去看心理医生，他带去了迪伦的《席卷而归》（Bringing It All Back Home），让医生听《一切都很好，妈妈（我只是在流血）》（It's All Right, Ma[I'm Only Bleeding]）这首歌，说“这就是我的感受”。对于那些不如迪伦本人那样能言善道而又言辞犀利或令人困惑的人来说，迪伦堪称他们最好的拐杖。

迪伦学家们热爱迪伦那种令歌词能够表达几乎任何想法的能力。随着迪伦的事业生涯不断延续，也有些人开始在追随他巡演途中结下了交情。他们放下手头的一切事情（通常不是什么大事）去看一场又一场的迪伦演唱会，如果有必要就结交朋友，花无数时间讨论每场演唱会之间的不同。购买金尼这本书的人很可能在某个时期都干过这样的事情，能够理解其中的诱惑。

但迪伦还在不停地巡演、巡演。于是一种新的歌迷和编年记录者诞生了——完美主义者，也就是那些收集每场演出所有细节的人。他们之中有些人——其中最有代表性的是米奇·布兰克（Mitch Blank），本书中最可敬的人物之一——为音乐史做出了具有重大价值的贡献（因为他那详尽无遗的收藏和纪录，布兰克在马丁·斯科塞斯[Martin Scorsese]的迪伦纪录片《没有回家的方向》[No Direction Home]中被誉为“魔幻般的收藏家”）。还有一些人赞美盗版和偷录，为自己能够想办法把录音设备偷偷带进演唱会，把每场演出都偷偷录下来而感到骄傲。读了这本书，读者就能学会怎样把照相机镜头藏在带活底的咖啡保温杯里带进场地。

本书的重磅炸弹还在后面，是通过迪伦学家们的网站发现的。迪伦的事业生涯开始之初，他没准就想到将来学者们会花费几个世纪的时间探索他作品中那些模糊的引用，理清他随心所欲地把各种事物联系在一起的逻辑。如今，只要打几个字搜索就能暴露出所有的丑事——迪伦是个喜欢巧取豪夺的艺术家，他从大量、各种资源中汲取素材，就像此前的很多伟大的、巧取豪夺的艺术家们做过的一样。

但是以前那些伟大的艺术家们却没有无数擅长谷歌搜索、自以为是的狂热崇拜者们跟在身后。迪伦那本惊人优美的自传《编年史，第一卷》（Chronicles Volume I，中译《像一块滚石》）已经被检查者们拆解成无数块，以至于他得正面回答这个关于“抄袭”的问题。他的立场是：一切事物都有自己的来源，他只是试着去将亨利·蒂姆罗德（Henry TImrod）19世纪用自己的方式再加工而已。乔纳森·利瑟姆（Jonathan Lethem）曾经写过一篇关于创造性借鉴的文章，热情地为迪伦辩护，然而这篇文章本身也是由各种来源仓促堆砌而成。

迪伦学家们陷入了“这下我可抓住你的把柄了”的狂热之中，这是一种悖论，正如迪伦在纪录片《别回头》（Don't Look Back）里曾经公开抨击《时代》杂志记者，但他显然又需要《时代》杂志来唤醒自己在纽约第一年生活的记忆。迪伦学家们的故事中萦绕着这样一种无处不在的忧伤：那些人宁愿活在鲍勃·迪伦的生活里，也不愿去过自己的人生。




《迪伦学家：鲍勃世界的冒险》（The Dylanologists）

大卫·金尼著

241页，西蒙与舒斯特出版社，25美元。

本文最初发表于2014年5月5日。
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A Bob Dylan Video 47 Years in the Making

By ALLAN KOZINN/November 29, 2013



Promotional video clips were hardly unknown when Bob Dylan released “Like a Rolling Stone” as a single in 1965, but Mr. Dylan never made one for the song. Now Columbia, his record label, is making up for that oversight with a newly produced web video for the song,mainly to promote “The Complete Album Collection, Volume 1,” a 47-CD set that includes all of Mr. Dylan's studio albums, six live sets and a two-disc rarities compilation. But in the process, the company is redefining the way promotional clips are viewed.

Usually, you sit back and watch. If they're by a performer you collect, you may go to some effort to obtain a copy. But Columbia's new “Like a Rolling Stone,” which went live on Mr. Dylan's website on Tuesday morning, demands not to be played so much as played with.
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William C. Eckenberg/The New York Times

Bob Dylan in 1963.





The clip, produced by Interlude, a digital media and interactive video technology company, includes 16 separate video tracks, each either a television show (like “The Price Is Right,” “Pawn Stars” or a BBC news show), others lightly disguised parodies of shows, films or cable networks.

Using the up and down arrows on a computer keyboard, or controls to the left of the clip itself, you can channel surf, changing the program at will. Celebrities — among them, the comedians Drew Carey and Marc Maron, the actor Simon Rex and the rapper Danny Brown — are seen on the various tracks mouthing the words to the song.

But, you may be asking, what if you just want to see Dylan singing his biggest hit? You can. Among the 16 channels is a video of Mr. Dylan performing the song live in 1966, although the video is cut to match the somewhat brisker studio recording, which is heard on the clip's soundtrack.







《像一块滚石》音乐录像首次面世

音乐/ALLAN KOZINN/2013年11月29日



1965年，鲍勃·迪伦（Bob Dylan）发行单曲《像一块滚石》（Like a Rolling Stone）的时候，音乐宣传剪辑片已经广为人知，但迪伦从没有为这首歌拍过宣传片。如今他所在的哥伦比亚（Columbia）唱片公司为这首歌制作了一部新的网络音乐录像，弥补了这个遗憾。该录像主要是为了宣传《全集，第一部》（The Complete Album Collection, Volume 1），共计47张CD，包括迪伦的全部录音室专辑、6张现场专辑和两张罕见曲目合集。但在这个过程中，哥伦比亚公司重新定义了宣传片的观看方式。

平时，看宣传片只要坐下来看就够了。如果你收集这个艺术家的作品，可能还会花点力气去收藏一份宣传片。但哥伦比亚的新版《像一块滚石》不仅可以播放，还能让你跟着一起玩。该宣传片于周二（11月19日）上午开始在迪伦的官网上播放。
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William C. Eckenberg/The New York Times

1963年的鲍勃·迪伦。





该片由数码媒体与互动录像技术公司Interlude制作，其中包括了16段单独的录像，每一段要么是“好价钱”（The Price Is Right）、“典当之星”（Pawn Stars）或BBC新闻这样的电视节目；要么是对电视节目、电影或有线电视节目稍作修改的戏仿之作。

使用电脑键盘上的上下箭头键，或用影片屏幕左边的控制菜单，观众可以随心所欲地换台，在不同节目之间切换。喜剧演员德鲁·凯里（Drew Carey）和马克·马龙（Marc Maron）、影星西蒙·雷克斯（Simon Rex）及饶舌歌手丹尼·布朗（Danny Brown）等名人都在片中不同频道出现，对口型唱这首歌。

不过你要问了，如果我想看迪伦本人唱这首他最有名的歌怎么办？没问题，在这16个频道里，有一个就是迪伦本人在1966年的现场演出这首歌，不过为适应宣传片中用来做音轨的录音室版本，这个现场录像经过了剪辑，因为录音室版本要轻快活泼一点。
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Knockin’ on the Country's Door

By JON PARELES /August 5, 2013
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Americanarama Festival of Music Bob Dylan, the headliner of this tour, on a stop in New Jersey.





HOBOKEN, N.J. — Americana presents itself as a genre of comforting familiarity: music with deep roots that's played by hand on physical instruments, often by musicians in vintage-style wardrobes. It's a coalition — now banding together as a survival mechanism — of honky-tonk country, bluesy rock, soul, bluegrass, old-fashioned gospel and other styles that are modern enough to plug in but still holding out against digital programming. Yet the best Americana, once it gathers an audience, knocks its comfortable expectations away.

That's how it went when Bob Dylan brought his “Americanarama Festival of Music” — his tour with Wilco, My Morning Jacket and Ryan Bingham — to Pier A Park here on Friday night. There were no new songs, and the Americana hallmarks of grainy voices and twangy guitars were plentiful throughout the six-hour event. But so were musical and verbal disruptions.
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Mr. Dylan's band members wore baggy suits and a variety of hats, playing under white lights, as if they were at a roadhouse. They riffled through roots styles: Chicago blues, Western swing, rockabilly, doo-wop ballad, rumba-blues, Appalachian banjo and Mr. Dylan's own 1970s folk-rock (in a recognizable “Tangled Up in Blue,” though Mr. Dylan has changed the lyrics from first person to third). In a show of tour camaraderie, Mr. Dylan was joined by Jeff Tweedy and Jim James, the leaders of Wilco and My Morning Jacket, along with Peter Wolf (formerly of the J. Geils Band), to sing “The Weight,” the Band song that's an Americana staple.

But Mr. Dylan is still fighting nostalgia and complacency in his chosen ways: revamping old songs and delivering newer ones filled with bitterness, loss and rage. His set started with an upbeat, thoroughly biting version of “Things Have Changed,” his litany of wounded cynicism.

He hasn't varied his set list much on this tour, which suggests it's a purposeful statement. It features songs from his most recent album, “Tempest,” and it touched on love, cataclysms and songs that mingled the two, like “High Water (For Charley Patton),” “Beyond Here Lies Nothin’ “ and “Soon After Midnight.” Mortality constantly shadowed thoughts of romance, while lust persisted as a sign of life.

Mr. Dylan's septuagenarian voice isn't pretty, but he was working with it, recasting melodies to leap upward where his lyrics were clearer and swerving between the baleful and the comic. Some of his revamps were telling — “She Belongs to Me” retained its wary affection as a country march — and some were arbitrary; a waltz version of “A Hard Rain's a-Gonna Fall” reduced prophecy to nursery rhyme. Yet that song made clear that even the young Mr. Dylan had his eye on the bleakest possibilities. Decades later, he's no less adamant.

Wilco shook up its Americana sonically. Songs that could have strummed their way steadily along as wistful country-rock or mid-1960s-style pop-rock could, and did, suddenly go calculatedly berserk: with a blare of feedback, an emphatic full-band repetition of one word (like a stuck LP or a loop), a shower of percussion and piano dissonances, or a detour into the motoric beat and drone of krautrock. Those were sounds and strategies from outside Americana's usual domain, and they drew shouts of joy.

Yet Wilco also affirmed its rootsy side, with exquisitely down-home guest solos by Warren Haynes (from Gov't Mule, the Allman Brothers and the Dead). For its finale, it brought on the rest of the opening acts to join Ian Hunter, of Mott the Hoople, in “All the Young Dudes,” the very 1970s, very English glam-rock anthem written by David Bowie: not Americana but Britainiana.

My Morning Jacket is a guitar band from Kentucky — a quintessential Americana pedigree — but also a band devoted to the ecstatic possibilities of texture. Its songs exulted in the long, billowing crescendos, sometimes laced with electronics, that have made My Morning Jacket a quintessential band for outdoor festivals. With a guest, the band flaunted its R&B side; it was joined by Brian Jackson, the longtime collaborator of the singer and poet Gil Scott-Heron. Mr. Jackson played a trilling, racing, hyperactive flute solo, as Mr. James sang Mr. Scott-Heron's 1974 hit “The Bottle”; Mr. James didn't mention that Mr. Jackson helped write it.

Mr. Bingham opened the festival with guitar-driven, raspy-voiced, alt-country along the lines of John Mellencamp and Drive-By Truckers. He shared a songwriting Academy Award for “The Weary Kind” in the film “Crazy Heart.” But songs from his own albums weren't such traditionalist country. They were grimmer, less narrative and more muscular, with titles like “Beg for Broken Legs” and “Depression” and lyrics full of trains, highways and drug troubles, although the key member of Mr. Bingham's band, Richard Bowden on fiddle, pushed the songs toward hoedowns. It was Americana that stayed neatly within its genre but still raised a ruckus.







鲍勃·迪伦以自己的方式同怀旧和自满作斗争

JON PARELES/ 2013年8月5日
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鲍勃·迪伦“美国传统音乐节”巡演新泽西站。





新泽西州，霍博肯——“美国传统”（Americana）这个风格有一种让人舒服的亲切感：它是有着深厚根源风格的音乐，乐手经常穿着古色古香的行头，演奏的都是实际的乐器。这是一种小酒馆乡村乐、布鲁斯摇滚、灵魂乐、蓝草音乐、老式福音歌曲以及其他风格的融合体，它们作为存活下来的技艺结合起来，一方面足够现代，可以使用电声乐器演奏，另一方面仍然与数码编程音乐保持距离。然而最好的美国传统风格音乐一旦引来一群观众，就会赶走他们脑海里舒服熟悉的期待。

周五晚（此处指7月26日——编注）鲍勃·迪伦（Bob Dylan）在“A码头公园”带来的“美国传统音乐节”（Americanarama Festival of Music）就是如此——这是他与“维尔科”（Wilco）、“我的晨装”（My Morning Jacket）与瑞恩·宾汉（Ryan Bingham）合作的巡演。他们没有表演新歌，6个小时的演出里充满美国传统风格招牌的粗糙嗓音与拨弦吉他。但音乐与歌词极度富于破坏力。
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“美国传统”巡演新泽西州霍博肯站乐队成员，左起：杰夫·特维迪、彼得·伍尔夫、吉姆·詹姆斯与鲍勃·迪伦。





迪伦的乐队成员穿着肥大的西装，戴着各种各样的帽子，舞台上一片白光，如同公路旅馆一般。他们一气呵成地表演了各种根源风格的音乐：芝加哥布鲁斯、西部摇摆乐、山地乡村摇滚（rockabilly）、嘟-喔普歌谣（doo-wop）、伦巴布鲁斯（rumba-blues）、阿巴拉契亚班卓琴与迪伦在20世纪70年代的民谣摇滚歌曲（人们能听出有一首《纠结在忧郁中》[Tangled Up in Blue]，不过迪伦改了歌词，把第一人称改成第三人称）。演出充满巡演的亲密气氛，“维尔科”的主唱杰夫·特维迪（Jeff Tweedy）与“我的晨装”主唱吉姆·詹姆斯（Jim James）还有“J·盖尔斯乐队”（J. Geils Band）的前主唱彼得·伍尔夫（Peter Wolf）与迪伦合作，演唱了美国传统风格名曲，“乐队”（Band）的《重量》（The Weight）。

但迪伦仍在以自己的方式同怀旧与自满作斗争，他为老歌赋予新的形式，让新一些的歌曲中充满痛苦、失落与愤怒。演出以《事情变了》（Things Have Changed）开始，这是一个欢快而充满嘲讽的版本，是他负伤的犬儒主义的祷文。

他并没就巡演的演出曲目做出太大改动，也就是说，这是一个意味深长的宣言。他的最新专辑《暴风雨》（Tempest）涉及爱与灾难这两个主题，曲目中选了来自这张专辑的歌曲，以及其他融合了这两个主题的歌曲，诸如《最高水位（献给查雷·帕顿）》（High Water [For Charley Patton]）、《远方一无所有》（Beyond Here Lies Nothin’）和《午夜后不久》（Soon After Midnight）。必死的命运时常笼罩在浪漫的想法之上，而欲望则一直都是生命的信号。

年过70的迪伦嗓音并不美妙，但他运用这嗓音重塑旋律，将它们提升到更高之处，使歌词更加清晰，在恶毒与喜剧之间迂回。一些歌曲的改编意味深长，比如《她属于我》（She Belongs to Me）被改编为一首乡村乐进行曲，但保持了其中小心翼翼的情感；有些歌曲的改编则非常随意。华尔兹版本的《暴雨将至》（A Hard Rain's a-Gonna Fall）把预言改编为儿歌，然而这首歌清晰地表明，年轻时代的迪伦一直关注着最严峻的可能性；几十年后，他依然坚定不移。

“维尔科”带来的美国传统风格歌曲令人震撼。他们唱的本应是轻松弹拨，随意吟唱，充满怅惘的乡村摇滚歌曲或20世纪60年代中期的流行摇滚歌曲，一开始也的确如此，突然就变为精心策划的狂暴：有着响亮刺耳的回授，整个乐队强调同一个词（就像一张从中折断的黑胶唱片或一个loop循环），还有猛烈的打击乐和不和谐的钢琴，或迂回地进入摩托车般的节奏以及德式krautrock的低音。这些都是美国传统风格之外的声音和方式，激起了听众欢乐的回响。

有了非常富于乡村风格的沃伦·海尼斯（Warren Haynes，曾参与“政府的骡子”[Gov't Mule]、“奥尔曼兄弟”[Allman Brothers]和“死亡”[the Dead]乐队）带来的客串独奏，“维尔科”也展现出自己根源的一面。乐队的结束曲中，暖场艺人们与“创始人莫特”（Mott the Hoople）的伊恩·亨特（Ian Hunter）一起唱起了《所有年轻人》（All the Young Dudes）这是70年代由大卫·鲍伊（David Bowie）创作的华丽摇滚颂歌——不是美国传统风格，倒成了英国传统风格。

“我的晨装”是来自肯塔基的吉他乐队——纯种美国传统风格出身——但他们也注重音乐质感中充满热情的可能性。他们的歌曲活泼雀跃，进入漫长翻涌的高潮，有时候也点缀一点电子乐，令“我的晨装”成为典型的户外音乐节乐队。他们请来了嘉宾布莱恩·杰克逊（Brian Jackson），他是歌手与诗人吉尔·斯科特-赫伦（Gil Scott Heron）的长期合作者，为乐队带来张扬的R&B色彩。杰克逊表演了一段惊悚、刺激、活泼的长笛独奏，詹姆斯唱了斯科特-赫伦1974年的金曲《瓶子》（The Bottle），但没有提起杰克逊也是这支歌的创作者之一。

宾汉的演出为音乐节拉开帷幕，他演唱了由吉他主导、歌声嘶哑的另类乡村乐，以及约翰·麦伦坎普（John Mellencamp）和“副驾司机”（Drive-By Truckers）的歌。他与人合写的《软弱的人》（The Weary Kind）曾被用在电影《疯狂的心》（Crazy Heart）中，并荣获奥斯卡金像奖。但他自己专辑中的歌曲并不是传统的乡村乐，而是较为阴冷的歌曲，叙事色彩较少，非常强悍，标题类似《祈求断腿》（Beg for Broken Legs）和《抑郁》（Depression），歌词里充满火车、公路和吸毒问题，虽然宾汉乐队的核心成员、小提琴手理查德·鲍登（Richard Bowden）尽量把歌曲推向活泼欢快。他的音乐仍然属于美国传统风格，依旧让台下观众喧哗一片。
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From Romance to Carnage

New MusicBy JON PARELES/September 18, 2012
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The New York Times

Charlie Sexton and Bob Dylan perform at re-opening night of The Capitol Theater in Port Chester, N.Y.





Bob Dylan's voice isn't getting any prettier. At 71, on his 35th studio album, “Tempest” — and a full 50 years after he released his debut album in 1962 — Mr. Dylan sings in a wheezy rasp that proudly scrapes up against its own flaws. That voice can be almost avuncular, the wry cackle of a codger who still has an eye for the ladies. But it can also be calmly implacable or utterly bleak, and it's completely believable when Mr. Dylan sings, in “Narrow Way,” “I'm armed to the hilt, and I'm struggling hard/You won't get out of here unscarred.”

The songs on “Tempest” are written for that voice alone — one that can switch from memory to prophecy, from joke to threat, and from romance to carnage within a line or two.

Mr. Dylan's previous studio album, “Together Through Life,” from 2009, kept a kindly twinkle through most of its songs, which Mr. Dylan wrote with the Grateful Dead lyricist Robert Hunter. “Tempest,” like that album, was produced by Mr. Dylan (billed as Jack Frost) and played with his road band, joined by David Hidalgo, from Los Lobos, on instruments including accordion and fiddle; it has one more Dylan-Hunter song, “Duquesne Whistle.”

Like Mr. Dylan's other 21st-century albums, “Tempest” feels live and rootsy, vamping along in the zone where blues, country and folk intersect. But 8 of the 10 songs on “Tempest” stretch past five minutes, turning into down-home incantations. The album starts with a deceptively genial whiff of yesteryear; the opening of “Duquesne Whistle”sounds like a western swing disc from the 1930s before it fills out to a more modern recording style, and its lyrics romanticize a train whistle, “blowin’ like my woman's on board.”

Next comes “Soon After Midnight,” a 1950s-flavored slow dance that moves from droll easy rhymes (“A gal named Honey/Took my money”) to something more bullheaded (“I'm in no hurry/I'm not afraid of your fury”) before winding up as a love song.

But “Tempest” grows far darker and surlier. Sometimes in oracular free associations, sometimes in terse narrative, Mr. Dylan has a lot on his mind: women, class, journeys, power, the inscrutable will of God and the omnipresence of death.

By the end of “Tempest,” he has sung about murder and suicide in the grim love triangle “Tin Angel,” a massacre in “Early Roman Kings” and the killing of John Lennon in “Roll On, John” (which, sentiment aside, is the album's clunker). The title song on “Tempest” is a 14-minute chronicle of the 1912 sinking of the “Titanic,” in a Celtic-country waltz with 45 telegraphic verses:




They battened down the hatches

But the hatches wouldn't hold

They drowned upon the staircase

Of brass and polished gold.





The allusive Mr. Dylan looks back to both an old Carter Family song, “The Titanic” (also a waltz that mentions a watchman), and to the blockbuster 1997 film.

Mr. Dylan builds songs around scraps and nuggets of the past: a Mississippi Sheiks refrain in the existential country-blues “Narrow Way,” the stop-time riff of Muddy Waters's “Mannish Boy” in “Early Roman Kings,” bits of the traditional ballad “Barbara Allen” and phrases from John Greenleaf Whittier poems in “Scarlet Town.” From such shards Mr. Dylan constructs his own archetypal realms: “In Scarlet Town, you fight your father's foes/Up on the hill, a chilly wind blows,” he sings, over a rustic dirge.

“Pay in Blood” harks back to the midtempo, mid-1960s Dylan of “Just Like Tom Thumb's Blues” (give or take the new song's pedal steel guitar). But it's a manifesto of Mr. Dylan now: grim, wrathful, tenacious.




Night after night, day after day

They strip your useless hopes away

The more I take the more I give

The more I die the more I live.





He sings forcefully, in a raspy, phlegmy bark that's not exactly melodic and by no means welcoming. Battered and unforgiving, he's still Bob Dylan, answerable to no one but himself.







鲍勃·迪伦把浪漫变为屠杀

音乐/JON PARELES/2012年9月18日
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The New York Times

查理·塞克斯顿与鲍勃·迪伦在纽约Port Chester国会剧院重开仪式上的演出。





鲍勃·迪伦（Bob Dylan）的嗓子并没有变得更美。71岁的他推出了自己的第35张录音室专辑《暴风雨》（Tempest），距离他1962年的首张个人专辑已经过去了整整50年。专辑中迪伦声音的粗砺，骄傲地盖过它的不完美。这声音有时候几乎带着慈祥，带着点色心未死的老人家那种嘲讽的笑意；但有时也充满着沉静的愤怒或刺骨的阴冷，尤其是在《狭路相逢》（Narrow Way）里那几句“我全副武装，我在全力战斗/你不可能毫发无伤地离开”，简直让人难以置信。

这个声音只需一两句歌词便能将记忆化为预言，将玩笑变成威胁，把浪漫变为屠杀，《暴风雨》里的歌曲就是为这个声音度身定做。

迪伦的上一张录音室专辑是2009年的《共度人生》（Together Through Life），由迪伦与“感恩之死”（Grateful Dead）的词作者罗伯特·亨特（Robert Hunter）合作创作，其中大多数歌曲都带着一丝善意的闪光。《暴风雨》和《共度人生》一样，也是由迪伦本人制作（署名“杰克·弗洛斯特”[Jack Frost]）。担任伴奏的还是他的巡演乐队，只是加入了新成员，“Los Lobos”乐队的大卫·西多戈（David Hidalgo），演奏手风琴和小提琴等乐器。新专辑中的《迪尤肯汽笛》（Duquesne Whistle）这首歌仍是迪伦与亨特合作的。

《暴风雨》和迪伦进入新世纪后推出的其他专辑一样，带有现场感和根源色彩，在布鲁斯、乡村乐与民谣的交界之地游曳。专辑中收录了10首歌，其中8首都超过了5分钟，仿佛成了带有美国南方乡村色彩的咒语。专辑一开头，一股带有欺骗色彩的温暖怀旧气息扑面而来，开始曲《迪尤肯汽笛》听起来好像20世纪30年代的西部摇摆乐老唱片，然后又加入了更现代化的录音技术，歌词用浪漫手法描写火车的汽笛声：“笛声呼啸，就像我的女人也在车上。”

接下来是《午夜过后》（Soon After Midnight），是一首带有20世纪50年代风情的慢步舞曲，歌词从轻松滑稽的韵文（有一个女孩叫蜜糖/她拿走了我的大洋）变成强硬的宣言（“我才不着急/我不怕你的怒气”），结束时又成了一首情歌。

但专辑愈往后愈是黑暗阴郁。时而是神谕般的联想，时而是简洁的叙述。迪伦肯定想了很多：女人、阶级、旅行、权力，上帝神秘莫测的力量与无处不在的死亡。

《暴风雨》的末尾几首歌都是这样，《锡天使》（Tin Angel）里唱到冷酷的三角恋中发生的谋杀与自杀；《早期罗马君王》（Early Roman Kings）里唱到大屠杀；《向前跑，约翰》（Roll On, John）里唱到约翰·列侬遇刺身亡的事（抛开伤感情绪不说，这首歌是专辑里最差的一首）。标题曲《暴风雨》是一首14分钟的长篇纪录，以凯尔特乡村华尔兹风格的音乐和45段电报式的歌词叙述了1912年“泰坦尼克”的覆灭：




他们封闭了船舱

但舱门受不住冲击

黄铜与镀金的楼梯

他们在那里淹没





迪伦的这首歌，让人想到一首“卡特家族”（Carter Family）的老歌《泰坦尼克》（The Titanic），那首歌也是华尔兹风格，也提到船上的瞭望员；另外也会让人想到1997年那部风靡一时的电影。

迪伦的歌曲往往都是以过去时代遗留的残渣或金块打造。比如带有存在主义色彩的乡村布鲁斯歌曲《狭路相逢》里使用了“密西西比帅哥”（Mississippi Sheiks）的副歌；《早期罗马君王》里使用了“泥水”（Muddy Waters）名曲《小大人》（Mannish Boy）里精彩绝顶的乐段；《深红小镇》（Scarlet Town）里使用了传统歌谣《芭芭拉·艾伦》（Barbara Allen）里的片段和约翰·格林利夫·惠蒂埃（John Greenleaf Whittier）的诗句。迪伦就是用这些碎片建构起自己充满原型意向的王国：“在深红小镇，你要和父亲的敌人战斗/登上山顶，一阵寒风吹过，”他用质朴的声音唱着这一曲挽歌。

《以血为偿》（Pay in Blood）仿佛回到迪伦60年代中期《大拇指布鲁斯》（Just Like Tom Thumb's Blues）那种中速歌曲（差别就在于有没有用上踏板钢弦电吉他），但这首歌宣告了迪伦此时的严厉、愤怒与坚决：




夜复一夜，日复一日

他们剥夺你无用的希望

我愈是付出就愈要给予

我愈是死去就愈要活着。





他用焦躁、沙哑的喉音决绝地放声歌唱，算不上什么美妙的旋律，也不是非让你喜欢不可。他仍然是那个鲍勃·迪伦：饱受磨砺、绝不宽恕，不理会任何人的看法，只对自己一人负责。




本文最初发表于2012年9月11日。

翻译: 董楠
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The End
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