


shotographers, fans ana es. His reaction to thi. attempt to reduce him
d predi t ses his public image as you probably know
from hea h el
rarity int

and with hi;

: I don’t know whether to do a s

d last night.

1 poet and write words arranged in some sort of
itch at some pointand write lyrics in a song so that you're
ds as part of a Gestalt presence!

I, T can’t define that word poetry. I wouldn't even attempt it. At one
time, I thought that Robert Frost was poctry. Other times, [ thought Allen

Sometime ht Francois Villon was poctry. But poet-
d to the printed page. Hey, then again, I don’t believe in say-
ing, "1 that girl walking! Isn't that poetry?” I'm not goi i
about it. The lyrics to the s It just so happens that the
stranger then in me to write songs. | have been writing
aren’t written out just for the paper.

' wh r there is to




songs you can't do that with either — songs that, if you took away the beat an
melody, wouldn't stand up. Because they’re not supposed to do that, you kno
Songs are songs — | don't believe in expecting too much out of any one thing.

(Q: Whatever happened to Blind Boy Grunt? (A name Dylan used to recon
couple of his first folk sides — for Broadside Records.)

Dylan: I was doing that four years ago. Now there are a lot of people writing
songs on protest ﬁlll)ict‘lh‘, But it's taken some kind of weird step. HL':.'. I'd rather

listen to Jimmy Reed or Howling Wolf, man, or to The Beatles or Francois

Hardy, than I would to any protest song singers — although I haven’t heard all
the protest song singers there are. But the ones I've heard — there’s this ven

emptiness which is like a song written saying, “Let’s hold hands and everythin,
will be grand.” I see no more to it than that, Just because somebody mentions th
word Bomb, I'm not going to scream, man, and start clapping.

Q: Is it that they just don’t work anymore?

I)}'];m: It's not that l]:c)‘ don't work, it's that there are a lot of pt:::plu afraid «

the Bomb, right? But there are a lot of other people afraid to be seen carryi

Modern Screen magazine down the street, vou know. Tl

¢ are a lot of peop
afraid to admit they like Marlon Brando movies. Hey, it's not that they don
work anymore, but have you ever thought of a place where they do work? Wh.
exactly does work?

(Q: They give a groovy feeling to the people who sing them. I guess thi

about it. But what does work is the attitude, not the song. And there's just ano
er attitude called for.

Dylan: Yeah, but you have to be very hip to the fact about the attitude
have to be ]|i]1 to communication. Sure, you can make all sorts of protest son
and put them on Folkways record. But who hears them? The people that do

them are going to be agreeing with you anyway. You aren’t going to get soi




bady to hear it who doesn’t dig. If you can find a cat who can actually say,
“Okay! I'm a changed man because I heard this one thing — or 1 just saw this
one thing...” Hey, it doesn’t necessarily happen that way all the time. It happens
with a collage of experience in which somebody can actually know by instinct

what's right and wrong for him to do — where he doesn’t actually have to feel
guilty about anything. A lot of people act out of guilt. They act because they
think somebody’s looking at them. No matter what it is. There's people who do
anything because of guilt...

Q: And you don’t want to be guilty?

Dylan: It's that I'm not guilty. I'm not any more guilty than you are. Like, |
don’t consider any elder generation guilty... I can’t make that, but I can't really
put it down. Hey, I can’t put anything down, because I don't have to be around
any of it. I don’t have to put people down who I don't like, because T don't have
to be around any of those people. OFf course, there is the giant great contradiction
of What Do You Do? Hey, I don’t know what you do, but all I can do is cast
aside all the things not to do. I don’t know where it's at, all I know is where it's
not at. And as long as [ know that, I don't really have to know, myself, where it’s
at. Everybody knows where it's at once in a while, but nobody can walk around
all the time in a complete Utopia. Dig poetry. You were asking about poetry?
Man, poetry is just bull, you know. I don’t know about other countries, but in
this one, it's total massacre. It's not poetry at all. People don't read poetry in this
country. If they do, it offends them; they don't dig it. You go to school, man, and
what kind of poetry do you read? You read Robert Frost's “The Two Roads,”
| youread T.S. Eliot — you read all the bull and that's just bad, man, it’s not good.

I's not anything. It's not anything hard, it’s all soft-boiled cgg... And then, on top

\  of that, they throw Shakespeare at some kid who can't read Shakespeare. Hey,

everybody hates Shakespeare in high school, right? Who digs reading Hamlet,




man? All they give you is Ivanhoe, Silas Marner, A Tale Of Two Cities — |
they keep you away from things which you should do. You shouldn’t even I

there in school. You should find out from people. Dig, that's where it all stars. 11
the beginning — like from 13 to 19 — that’s where all the corruption is. The
people all just overlook it, right? There’s more V.D. in people 13 to 19 than thes

is in any other group, but they aren’t going to ever say so. They're never going 1
go into the schools and give shots. But that’s where it's at. It's all a hype, man.

-Q: Relating to this: If you put it in lyrics instead of poetry, you have a highe
chance of hitting the people who have to be hit?

Dylan: I do, but I don’t expect anything from it, you dig? AllTean do is be e
— whoever that is — for those people that I do play to, and not come on wil
them, tell them I'm something that I'm not. I'm not going to tell them that 'y
the Great Cause Fighter or the Great Lover or Great Boy Genius or whateve
Because I'm not, man, Why mislead them? That’s all just Madison Avenu
that's just selling. Sure, Madison Avenue is selling me, but it's not really sclln
me, because | was hip to it before T got there.

In Dylan’s sixth album, he sings a major poem called "Desolation Row.™ ¢h
stanza has to do with Ezra Pound and ‘T S. Eliot sitting in the captain’s tower
the ship arguing for power while calypso dancers leap on the deck and fisherin
hold flowers. The image is relevant to any interview with Dylan, for it illustr
his basic attitude towards showplace words.It has to do with experiencing It/
partaking of it's unending facets and hang-ups and wonders instead of me:
discussing it. A typical Dylan interview is more an Absurdist Happening Uras
fact-finding dialogue. He presents himself in shatterproof totality — usually
somewhat bugged and bored mode about it — and lets components fall o
the interviewer pokes at him. He's not taciturn, he's simply aware of his alv




situation and the desperate clamor of folks who want to know how many times
he rubs his eyes upon awakening and why.
Unwillingly, Dylan has been shoved onto the podium for all of hipdom. Being

a person awarce of his fallibility and fragmentary perple;

y — as well as of his
freedom and the significance of indi iduality — it is hard for him to speak with
certanty and weight. He constantly qualifics and insists on his ephemeral subjec-
tivity, constantly underscores his right to privacy and unimportance. In doing so,
he communicates a certain insecurity about his desired position in the fuzzy tex-
ture of his prefabricared and other-image life,

On stage, Dylan carries himself and his voice with an aloofness, a careful

detachment from both his material and his audience. Is he interested in actively

communicating his songs, in getring through to his audicnce? *I don’t have too

prove anything to anyone. Those people who dig me know where 'm at — |

don’t have to come on to them. I'm not 1 ballraom singer.” What about those in
the audience who aren't grooving with him? “I'm not interested in them.”

The above quotes are from a pr

i conference. The personnel for this tennis
set were various representatives of major news periodicals and teenage fan maga-

zines. Dylan clearly wanted no part of the glib questioning — he never does, He

had been cajoled into presenting himself for dissection. After a long exchange of

basically meaningless trivia, [ asked Dylan if it were true that nothing of any con-
sequence happened at these things, that it was all redundant and silly. He agreed,
“Interviewers will write my scenc and words from their own bags anyway, no

Tdon't think it's nec

matter what I say. T accept writers and photographer

1ry
atall, but it happens anyway. am really uninvolved”

The press interview tolled leadenly on.

(Q: Do you feel you're using more “urban imagery” than in the past? That
your lyrics are becoming more sophisticated ?



Dylan: Well, T watch too much TV, T guess.

(Q: What about Donovan?

Dylan: I like everybody, T don’t want to be petty.
(Q: A word for your fans?

|)}-
(: What do vou think of the new Bob Dylan?

an: The lamp post leans on folded arms...

Dylan: What's vour name?

(): Dave Mopert,

Dylan: Okay, what would you think if someone asked you, What do you think
of the new Dave Mopert? What new Dave Mopert?
(Q: Is Joan Baez sull relevant?

Dylan: She's one of the most relevant people 1 know.

Q: Do you feel you're living a real life?

Dylan: What's that mean? If 'm not living it, who is? And if I'm not, whos
life am I leading? Who's living mine? What's that?

(: Do you feel you belong to your public now?

Dylan: No. I don’t have any responsibility to the people who are hung up o

me. I'm only responsible for what I create — I didn’t ereate them.

(): Has your success infringed on your personal hifes

Dylan: What personal life? Hey, I have none.

This sort of ping-pong continued about an hour before the interviewers el
Many hostilities and befuddlements had been formed and blurted, and T was su
he'd be insl ias miﬁn]lln[ul and as litle understood in the report of this press sct .
in all of the others.

After seeing this typical interview, I realized how Tucky T had been to speal

with him so l-;1_~:i|_\' and so n!n'n]_\-'. [ also realized how L'h'm'n[i:l”_\' 111U:111i|‘1;1[u~;~; this

N -
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transcription must be. Dylan lays out many attitudes and concepts which, in their
precise articulation and directness, will strike the public as shocking and unique.
However, his meaning is to be found in his material. To know precisely what he
thinks of Donovan or what year he began writing songs is extrancous. To make

him come out for “ne war toys” or anti-police brutality is a redundaney. Just lis-
ten to hi

songs.

However, we must shine flashlights down our hero’s mouth and count the
cavities in his tecth. With that rider, whar follows is probably the most meaning-
tully candid inte

iew Dylan has ever indulged in. Lonly hope it will give you the
deep understanding of and respect for Dylan w

ch I gained.

Q: Which brings up another thing. All the folk magazines and many folk peo-
ple are very down on you. Do they put you down because you've changed or —

Dylan: It's that I'm successful, man. It's jealousy. Hey, anybody with any kind
of knowledge at all would know what I'm doing, would know by instinct what's
happening here. Somebody who doesn’t know that is still hung up with success
and failure and good and bad. Maybe he doesn’t have a chick all the time, stuff
like that. But I can’t use comments, man, | don't take anything like that seriously.
If somebody praises me and says, “"How groovy you are!™ it doesn’t mean any-
thing 1o me because 1 can usually sense where that person’s at. And it’s no com-
pliment if someone who's a total freak comes up and says, “How groovy you
arel”™ And it's the same if they don't dig me. Other kinds of people don't have to

say anything because, when you come down to it, it's all what's happening at the
moment which counts, Who cares about tomorrow and yesterday? People don't
live there, rhc'\-' live now.

Q: I've a theory which I've been picking up and shaking out every so often.
When I spoke with the Byrds, they were saying the same thing that I'm saying. A




I
lot of people are saying it, you're talking it. It's why we have a new so-called rock
" roll sound emerging, 1t's a synthesis of all things, a
Dylan: It's further than that, man. People know nowadays more than they did |

before. '!‘hc)"\'c had so much to look at |1}' now and know the bull :JI-C\'L'r}'t!Iirl_'.'_
People now don’t even care about going to jail. So what? You're still with you
self as much as if you™re out on the streets. There are still those who don’t can
about anything, but I've got to think that anybody who doesn’t hurt anybody
you can’t put that person down, you dig, il that person’s happy doing that.

(: But what if they freeze themselves into apathy? What if they don’t can
about anything anymore?

Dylan: What problem is that? Your problem or theirs? No, it’s not that, n
that nobady can learn by somebody ¢lse showing them or teaching them. Peop
have to learn by themselves, by going through something which relates. Sure, yo
say, how do you make somebody know something? People know it by then
selves; they can go through some kind of scene with other people and themscl
which somehow will come out somewhere, and iUl grind into them and be the
And all that just comes out of them somehow when they're faced with the ne
thing.

8 4 It's like l'.]kil'l;_( in until the tme comes to put out, righl.: But IJ('H||](' wi

don’t care don’t put anything out. It's a whole frozen thing where nothing’s T

pening anywhere, It's just the maintenance of the status quo, of existing circun
stances, whatever they are.

Diylan: People who don’t care? Are you talking about gas station atendanis
a Zen doctor, man? Hey, there's a lot of people who don’t care. A lot don't
for different reasons. A lot care about some things and not about others,

some don’t care about anything. It’s not up to me to make them care about .

L']l'lnlu‘. It's not up to me to make them care about snmn:[hill;_{ — it’s up toome o

:




to let them bring me down and not to bring them down. It's like the whole world
has a little thing: it's being taught that when you get up in the morning, you have
to go out and bring somebody down. You walk down the street and unless you've
brought somcebody down, don't come home today, right? It's a circus world.

(Q: So who is it that you write and sing for?

Dylan: I'm not writing and singing for anybody, to tell you the truth, Hey, really,
I don't care what people say. T don't care what they make me seem to he or what
they tell other people Tam. If T did care about that, I'd tell you. I really have no con-
cern with it I don’t even come into contact with these people. Hey, I dig people,
though. But if somebody’s going to come up to me and ask me some questions
which have been on his mind for such a long time, all I can think of is, “Wow, man,
what else can be in that person’s head besides me? Am 1 that important, man, to be
ina person’s head for such a long time that he's got to know this answer?” | mean;

can that really straighten him out — if I tell him something? Hey, come on...

(2: A Los Angeles disc jockey, Les Claypool, went through a whole thing on you
one night, just couldn’t get out of it. For maybe 45 minutes, he'd play a side of yours
and then an ethnic side in which it was demonstrated that both melodies were the
This kid is tak-

ing other people’s melodies; he’s not all that original. Not only that,” he'd say, “but

same. After each pair, he'd say, “Well, you see what's happening

his songs are totally depressing and have no hope.”

Dylan: Whe's Les Claypool ?

Q: A folk jockey out here who has a long folk show on Saturday nights and a
shorter one cach night, during which he plays highly ethnic sides.

Dylan: He played those songs? He didn't play anything hopeful?

Q: No, he was loading it to make his point. Anyway, it brings up an expected
question: Why do you use melodies that are already written?

y -



Dylan: T used to do that, when [ was more or less in folk. [ knew the melodn
they were already there. [ did it because 1 liked the meladies. Tdid it when Tl
ly wasn't that popular and the songs weren’t reaching that many people,
everybody dug it. Man, I never introduced a song, “Here's the song 've siol
the melody from, someplace.” For me, it wasn't that important — still isn't 1l
important. I don't care about the melodies, man; the melodies are all tradinon
And if anyone wants to pick that out and say, "That's Bob Dylan’

anywaiy
that's their thing, not mine. I mean, i they want to think that. Anybody with
sense at all, man — he says that | haven'tany hope! Hey, 1 got faith! T know 1
there are people who are going to know that's total bull. I know the cat i
uptight. He hasn't really gotten into a good day and he has to pick on sometly
Groovy. He has 1o pick on me? Hey, if he can’t pick on me, he picks on som
¢lse. It doesn’'t matter. He doesn’t step on me, because I don’t care. He's not o
ing up tome on the street and stepping on my head, man. Hey, I've only |
that with very few of my songs anyway. And then when Idon’t doit, cvery
says they're rock ‘n’ roll meladies. You can't satisfy the people — you jusi
You got to know, man: they just don’t care about it.

Q: Why is rock ‘n” roll coming in and folk musie going out?

Dylan: Folk music destroyed itself. Nobody destroyed it Folk music
here — it's always going to be here, if you want to dig it It's not that it’s gon
or out. It's all the soft, mellow crap, man, that’s just being replaced by soml
people know is there now. Hey, you must have heard rock n” roll long hefo

Beatles; you must've discarded rock ‘n’ roll around 1960. T did that in 11
couldn’t make it as a rock ‘n’ roll singer then. 1 used to play piano. T mads
recards, too ().

(: Okay. You've got a lot of bread now. And your way of life isnt like it was o
five years ago. It's much more grand. Doesn’t that kind of thing tend to throw v




Dylan: Well, the transition never came from working at it. I left where '
from because there was nothing there. T came from Minnesota; there was nothing
there. I'm not going to fake it and say 1 went out to see the world or T went out 1o
conquer the world. Hey, when I left there, man, I knew one thing: 1 had o gel
out of there and not come back. Just from my senses, [ knew there was some
thing more than Walt Disney movies. T was never turned on or off by money. |

never considered the fact of money as ;m}'lh[ﬂg ['r;;l]y important. [ could always

play the guitar, you dig, and make friends — or fake friends. A lot of other peo
ple do a lot of things just to get around. You can find cats who get very scared,
right? Who get married and scttle down. But, after somebody’s got something
and sees it all around him, so he doesn't have to sleep out in the cold at night,
that’s all. The only thing is he doesn’t die. But is he happy? There’s nowhere to
go. Okay, so T get the money, right? First of all, [ had to move out of New York.
Because everybody was coming down to see me — people who | didn't really dig.
People coming in from weird-ass places. And I would think, for some reason,
that I had to give them someplace to stay and all that. I found myselt not really
being by myself but just staying out of things I wanted to go to because people |
knew would go there.

Q: Do you find friends, real friends, recognizable anymore?

Dylan: Oh, sure, man, I can tell somebody I dig right away. I don’t have to go
through anything with anybody. I'm just lucky that way.

Q: Back to protest songs. The IWW's work is over now and the unions are
pretty well established. What about the civil rights movement.

Dylan: Well, it's okay now. It's proper. It's not *Commie” anymore. Harper’s
Baz

beneath it like anything, you find there’s bull tied up in it. The Negro civil rights

ir can feature it you can find it on the cover of Life. But when you get

movement is proper now, but there’s more to it than what's in Harper's Bazaar.




ae oot than picketing in Selma, right? There's people living in utter
i+ wew York. And, then again, you have this big Right To Vote. Which
voncwant all these NL'gJ'ncs to vote? Uk;l_\’. [ can’t Boover the boat and
Lillelugah!™ Only because they want to vote. Who are they going to vote
pohticians — same as the white people put in the politicians. Anybody
Cotopet into polities s a little greaky anyway. Hey, they're just going to
all they're going to do. 1 hate to say it like that, make it sound hard,

| -.n:-.1.:||Hilc]::\\'n to that.

it ahwnt the drive for education?

Iducanion? They're going to school to learn about all the things that
rvate schools teach. What are they going to learn? What's this educa-
_the cat’s much better off never going to school. The only thing against
¢ e can’t be a doctor or a judge. Or he can’t get a good job with the
Scompany. But that's the only thing wrong. If you want to say it's good
crsan education and goes out and gets a job like that, groovy. I'm not
lon,
ther words, the formal intake of factual knowledge —
Heyv, Thave no respect for factual knowledge, man. | don't care what
Lnows, T don't care if somebody's a living encyclopedia. Does that make
totalk tof Who cares it Washington was ever the first president of the
| wates. Do you think thar anybody has actually ever been helped with this
| :|n\\'|s‘1|gt'.:
whe, through a test. Well, what's the answer?
I'here aren’t any answers, man. Or any questions. You must read my
| wantula). there's a litde part in there about that. It evolves into a thing
nentions words like answer, | couldn’t possibly rattle off the words I use

hecause you'd have to read the whole book to see why T use these spe-




citic words for question and answer. We'll have another interview af
the book.

You rei |

Q: Why write a book instead of Tyrics?
Dylan: I've written some songs which are kind of far-our, a long continuation

of verses, stuff like that — but I haven’t really gotten into writing a completely
free song. Hey, you dig — something like cut-ups. I mean like William

Burroughs.

Q: Yeah. There’s a cat in Paris who published a book with no pagination. The
book comes in a box and you throw it in the air and however it lands, you read it
like that.

Dylan: Yeah, that's where it's at. Because that's what it means, anyway. Okay,
I wrote the book because there's a lot of stuff in there which I can't possibly

sing.. all the collages. T can’t sing it because it gets too long or it goes too far out. |

can only do it around a few people who would know. Because the majority of the
audience — I don't care where they're from, how hip they are — I think would

get totally Jost. Something that had no rhyme, all cut up, no nothing

£, excepl
something happening which is words.

(Q: You wrote the book to say something?

Dylan: Yeah, but certainly not any kind of profound statement. The book
doesn’t begin or end.

Q: But you had something to say. And you wanted to say it to somebody,

Dylan: Yeah, T said it to myself. Only I'm lucky, because 1 could put it into a
book. Now somebody else is going to be allowed to see what I said 1o myself,

Qi Are (your) albums sequential in the way that you composed and sang
them?

Dylan: Yeah. I've got about two or three albums that I've never recorded, full

of lost songs. They're old songs; I'll never record them. Some very groovy songs,




i old songs which I've written and sang maybe once in concert and nobody
cver heard them. There are a lot of songs which could fill in between the
s, T was growing from the first record to the second, then a head change on
1o third, And the fourth.
- Soif 1 started with album One, Side One, Band One, I could truthfully
Ii Bob Dylan grow?
I'wlan: No, you could watch Bob Dylan laugh to himself. Or you could see
1 Diylan going through changes. That's really the most.

I'he interview was over. After the concert, we stopped back in his room before
ang toa party at his agent’s. There, he gave me a few bottles of wine. It wasn't
[1oh Dylan handing out souvenirs or some sort of usable autograph, it was merely
(1o he had something which he didn’t necessarily need which I could use. It was
i lendly gesture, an easy act done by someone who doesn’t get much chance to
[ tnendly with anyone except old friends.
«ext time you hear a Dylan put-down story, remember that he's just as
lian as human beings are — and it’s his very humanity that makes him the

power he is.

by Paul Jay Robbins
Reprinted from IN-BEAT MAGAZINE, May 1965
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Dise One

THE TwWO SISTERS

recorded at Karen Wallace's apartment, St. Paul, Minnesota, May 196()
LANG A-GROWIN’

recorded at Carnegic Recital Hall, New York, 11 April 1961
CORRINA, CORRINA

recorded at Columbia Studios, New York, 24-25 April 1962
THAT'S ALRIGHT MAMA

recorded at Columbia Studios, New York,. 14 November 1962
HERO BLUES

recorded at Columbia Studios, New York,. 6 December 1962
LoNG TiME GONE

recorded for Witmark Music as a publishers demo, New York
LAy DOwWN YOUR WEARY TUNE

recorded at Carnegie Hall, New York, 26 October 1963
GUESS I'M DOING FINE

recorded tor Witmark Music as a publishers demo, New York
MR. TAMBOURINE MAN 1

recorded at Columbia Studios, New York, 9 June 1964

. MR. TAMBOURINE ManN 11

recorded at the Newport Folk Festival, Rhode Island, 26 July 1964
IT's ALL OVER NOw Basy BLUE

recorded at Columbia Studios, New York, 13January 1965




I onaTIe PRINCESS REVISITED
corded ar Columbia Studios, New York, 16 June 1965
I DoN"T WANNA BE YOUR PARTNER
recorded at Columbia Studios, New York, 20 October 1965
FrierzeE Our
recorded ar Columbia Studios, New York,. 20 November 1965
[yonis SHE NEED ME T & 11
rovorded ina Glasgow hotel room, 19 May 1966
[k A ROLLING STONE
recorded ar Royal Albere Hall, 27 May 1966

| hse Two

I'nt NoT THERE

recorded for the Basement Tapes, Saugerties, New York, Summer 1967
[.ANG A-GROWIN’

recorded for the Basement Tapes, Saugerties, New York Summer 1967
BANKS OF THE RovaL CANAL

recorded for the Basement Tapes, Saugerties, New York,Summer 1967
SILENT WEEKEND

recorded for the Basement Tapes, Saugerties, New York, Summer 1967
WiLD MOUNTAIN THYME

recorded at the Isle Of Wight, UK., 31 August 1967

TomMoRROW [s A LONG TIME

recorded at Columbia Studios, New York, June 1970
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. SPaNIsH Is THE LovING TONGUE

recorded at Columbia Studios, New York., June 1970

. GEORGE JACKSON

recorded at Blue Rock Studios, New York,. 4 November 1971

GoobBYE HoLLy
recorded for the soundtrack to ‘Pat Garrett And Billy The Kid’ at
CBS Mexico City Disco Studios, Mexico City, 20 January 1973

. House OF THE RISING SUN

recorded at Village Recorder Studios, Los ﬁ\ngeles,_ll\lovcmbcr 1973

. Nosobpy ‘CEPT YOU

recorded at Village Recorder Studios, Los Angeles, 2November 1973
TANGLED UP IN BLUE

recorded at A & R Studios, New York, 16 September 1974
ABANDONED LOVE

recorded at the Other End Club, New York, 3 July 1975

PEOPLE GET READY

recorded at S.I.LR. Rehearsals, New York, October 1975

. THE WATER Is WIDE

recorded at Shangri-La Studios, Malibu, 30 March 1976

. REPOSESSION BLUES

recorded at Rundown Studios, Santa Monica, 1 February 1978

. IF You SEE HER Say HELLO

recorded at Rundown Studios, Santa Monica, 30 January 1978




Stor Now 1

recorded at Rundown Studios, Santa Monica, 2 May 1978
COMING FrROM THE HEART

recorded at Rundown Studios, Santa Monica, 2 May 1978

I hse Three

VIN'T GONNA Go To HELL

recorded at Massey Hall, Toronto, 20 April 1980
COVERDOWN, BREAKTHROUGH

recorded at Massey Hall, Toronto, 19 April 1980

I''E GROOM’S STILL WAITING AT THE ALTAR
recorded at Warfield, San Francisco, 15 November 1980
Macic

recorded at Clover Recorder Studios, Los Angeles , April 1981
I EART OF MINE

recorded at Clover Recorder Studios, Los Angeles, April 1981
NADINE

recorded at Lone Star Cafe, New York, 16 February 1983
Wi THREE

recorded at Malibu, March 1984

TrHE DAWN Is GONNA SHINE (ALMOST DONE [)
recorded at the Beverly Theatre, Los Angeles, 23 May 1984
ALMOST DONE 11

recorded at the A rena Di \'L'l'lrﬂ;L ]h‘l]}'. :F I\'i:]}-' 1954




. FREEDOM FOR THE STALLION

recorded at Oceanway, Los Angeles, November 1984

. SOMETHING’S BURNING BABY

recorded at Cherokee Studios, Los Angeles, November 1984

To FaLL IN Love WITH You
recorded at Townhouse Studios, London, 27-28 August 1986

. GoTt Love IF You WANT IT

recorded at Sunset Sound, Los Angeles, April 1987

. DoN'T KEEP ME WAITING T00O LONG

recorded at Club Front, San Rafeal, California, May 1987

. BROKEN DaAvys

recorded at Studio On The Move, New Orleans, March 1989
BORN IN TIME

recorded at Studio On The Move, New Orleans, March 1989
MosT OF THE TIME

recorded at Culver City Studios, California, 2 March 1990

. SERIES OF DREAMS

recorded at Wolf Trap, Vienna, Virginia, September 8, 1993
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