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      I pity the poor fool who attempts to crack the meaning of his lyrics. It can’t be done.

      Jimmy McDonough

      

      Music is not the same part of culture that it was. We would go into the spirit world, listening, feeling and absorbing the waves of sound... (now) It’s like a cool pastime, or a toy, not like a message to the soul.

      Neil Young, from his autobiography Waging Heavy Peace

      

      Be great or be gone. Life is a shit sandwich; eat it or die.

      David Berry

      

      Rust never sleeps.

      Neil Young
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      Neil Young is the vagabond chameleon, easily bored and always searching for something new. His wild, maverick spirit and surging creative energies have always been given free rein, his commitment always total. For Neil, ever since his childhood, when he found himself moving house so many times, change has been the norm. But whatever it is he’s doing, it’s always 100%.

      Neil is the rock ‘n’ roll gypsy, always on the move, never parking his caravan long in any one spot. As Neil said in his autobiography Waging Heavy Peace: ‘I have a thing for transportation, cars, boats, trains. Travelling. I like moving’.

      Fame and fortune were rarely his motivation, as he worshipped his art, the music always came first. There was never any compromise. Friendships, lovers and relationships were sacrificed on the altar of his obsessive music.

      Whereas most rock musicians went into music to pull the chicks ( Jimmy McDonough quotes Graham Nash in his biography Shakey: ‘anyone who tells you that they didn’t get into rock ‘n’ roll to get laid is lying’), that was not the case with Neil, he was the exception – Neil went into it for the music. Indeed, in the early days, there was no time for girls. Jimmy quotes Neil’s mother Rassy: ‘Neil didn’t have any girlfriends. He was too busy playing music’.

      That love of the seminal excitement of rock music never diminished. In later years, following the advent of digital sounds and the MP3, he set off on a musical crusade to take digital music back to the quality of the analogue sounds that first gave him that transcendental spiritual experience he had felt as a youth. He wants future generations to experience the delight and rapture that so moved him when he was young. He thinks they are being short-changed.

      Like his lurching, rhythmic movements when straining notes out of his guitar during a performance (maybe a nod to that polio he suffered as a child?), his career has constantly lurched from one thing to another. He’s burnt his way through various styles and genres with wildly different moods, as his muse latched on to a variety of obsessive interests – never predictable or safe, never with a thought for commercial impact, always giving everything, striving to connect with the muse that had infected him as a boy. If something caught his attention, he went into it full pelt. Nothing held back.

      It was that constant striving that drove him to become one of the greatest songwriters and performers of the rock ‘n’ roll era, and certainly one of the most prolific.

      He’s rampaged through styles, bands and musicians like a raging comet, always looking for the next project, something he could lose himself in and become fixated on. It’s a thirst that has never ceased.

      Fortunately for him, his early fame and success gave him the leeway and platform to indulge. He could give free rein to his creative juices, experiment and change with little regard to pressures from labels or financial concerns, his bands, or even his fans. He had a licence to free his imagination and that’s what he did. He went with that wayward wind wherever it took him.

      Neil is the ultimate innovator whether in the field of folk, blues, country, grunge, rock ‘n’ roll, R&B, punk or electronic; he’s not only tried it but made it his own in the process. That’s the difference between an innovator and an imitator.

      Part of his unique personality can be traced back to his roots. He’s Canadian, not American, and I think that shows. He was born in Toronto in 1945, but brought up in a sleepy town in Ontario called Omemee, before relocating to Winnipeg and then back to Toronto. Following the break-up of his parents, life was unsettled. That Canadian upbringing, the loss of a father in the house, coupled with the presence of a strong, sometimes overpowering mother, helped shape him and made him what he is. The friendships, attitudes and ethos, entailed in growing up north of the border mould a different type of person and his father leaving made him more introspective, but also had the effect of giving him more freedom than he would have had if he’d stayed. His mother Rassy, though alcoholic and domineering, gave him the almost unlimited freedom and support that helped him develop.

      Like many kids, myself included, Neil was ensnared by music from a very young age. Glued to the radio, whether the small transistor under his pillow or the radio in the living room that he used to dance to, he lapped up anything good he could find, from early rock ‘n’ roll and R&B to country and western and pop. Being in Canada put a different twist on that early exposure. Neil was knocked out by Elvis but was also enthused by all the shades of lively popular music that spilt out of the airwaves. The flat countryside that stretched right down from Canada to the Southern States meant he could receive radio stations right down a thousand miles to the Mexican border. On a good night, he could even tune in to Wolfman Jack with his wild rockin’ shows. But there were also blues, country and cajun. He had access to a wide variety. Being Canadian also gave him a more British slant to what he was listening to, which included early Cliff Richard and, particularly, The Shadows with Hank Marvin’s guitar playing. Neil loved the sounds Hank created with his whammy bar and echoplex. Neil’s first recordings with the Squires were instrumentals in which Hank’s guitar style was evident.

      His father was a writer, his mother a strong personality and TV panellist and his brother Bob, a champion golfer. The whole family were strong characters. Neil’s early life in Omemee was idyllic; spent out in the countryside catching pet turtles, raising chickens to sell the eggs, running wild and listening to music. That changed when his Dad left; they began moving around.

      Nothing about Neil was normal. Maybe his early childhood brush with polio had subtly altered his brain. Maybe he was just more focused and driven than most. Maybe he had no safety net. From an early age, it was music or nothing. School was not where his focus was. He burned all his bridges, boats and roads.

      Although he was mad about guitarists like Hank Marvin, he learnt to play on a plastic ukulele, progressing through to a proper banjo uke but not the guitar until a lot later. That polio had a big effect on him. He plays guitar right-handed but was born left-handed. Polio weakened his left-hand side, forcing him to develop his right-hand side more to compensate and become ambidextrous. That had a big impact on the way he plays and, consequently, the sounds he creates.

      Riding on the overwhelming excitement of rock music, he formed a high school band called The Jades, then a whole load more – The Esquires, Stardusters, Twilighters and Classics. Right from the beginning, he sold his soul to the spirit of rock music. There were probably crossroads and contracts written in blood. School had no chance. Neil was never a scholar; his heart was elsewhere, and his school career came to an inevitable conclusion with tales (probably exaggerated) of him being thrown out for riding a motorcycle through the halls.

      His first venture into the commercial world of music came with the semi- professional band he’d formed towards the end of High School called The Squires.

      His mother Rassy, a tough, overbearing character, was always Neil’s biggest supporter. She believed in him and provided the support and encouragement he needed. In Waging Heavy Peace, Neil speaks fondly: ‘Rassy was the biggest supporter of my musical endeavours and believed in me from the beginning. She supplied her little car for all the Squires gigs, allowed us to practice in the living room and even lent me money to buy my instruments’.

      Neil later bought a hearse that he called Mortimer Hearsebug, Mort for short. It was big enough to get the band in and transport all their equipment – the rolling tray made it easier to get heavy equipment in and out. More importantly, it helped them stand out from the other bands; not many bands drove around in a hearse – though I’m reminded of the British band Screaming Lord Sutch and the Savages. That hearse – Mort, or its successor Mort 2 – would later play a prominent part.

      The Squires had a local hit with a single they put out featuring two instrumentals written by Neil – ‘The Sultan’ b/w ‘Aurora’. It was while with The Squires that he bumped into and befriended Stephen Stills, who was playing with a band called The Company. That was a crucial component in the serendipity that led to so much more. That encounter formed the basis of a friendship and musical adventure that persists up until today. It formed the nucleus of three incredible bands: Buffalo Springfield, Crosby, Stills, Nash & Young and the Stills-Young Band. However, The Squires only lasted two years – 1963-1965 – and soon split up.

      Instead of seeking to form another band, Neil decided to go solo, develop his songwriting and perform in the folk clubs. It was here that he developed his lyrical style and also met Joni Mitchell, who had a big impact on him and his writing. That encounter also led to the involvement of another character, who was destined to have a huge bearing on his music and career – his later manager, Elliot Roberts.

      

      Neil’s songwriting was beginning to take off. The Guess Who, featuring a friend from the early days, Randy Bachman (a local muso who created a unique echo effect, much coveted by Neil, by passing sound through a tape recorder and went on to form Bachman Turner Overdrive), had a Top 40 hit with one of Neil’s songs, ‘Flying On The Ground Is Wrong’, which gave him some encouragement.

      In the course of this solo period, Neil went to New York and met up with Richie Furay, who was playing folk in the clubs. Richie was smitten with Neil’s ‘Nowadays Clancy Can’t Even Sing’ and Neil taught him the song, which became a part of Richie’s solo act. Richie would later share the song with Stephen Stills. This would turn out to be another vital cog in the machine that became Buffalo Springfield.

      In 1966, while languishing in the clubs with poor reviews for his solo act, he was invited to join the Mynah Birds, an R&B band featuring Rick James. Shortly after Neil joined the band, they signed a deal with Motown. Things were looking up; they were recording their first album – Neil was finally making it. But Ricky, who was on the lam from the navy, was arrested and dragged off. The band fell apart, Motown dropped them and the album never got finished. Neil was at the crossroads again – more blood was required.

      Neil had heard that Stills was in LA looking to form a band. The logical thing to do, obviously, was to pawn the Mynah Birds equipment, bought for them by their manager John Craig Eaton, buy a 1952 Pontiac hearse, Mort 2, and head for California where it was all happening. So that’s what he and Bruce Palmer did.

      Stills had been doing session work in LA and had been promised a deal if he could put a band together. He’d already recruited one member – Richie Furay. The winds of fate blew a pleasant breeze, tinged with LA smog, onto Neil’s face as he sailed into Los Angeles looking for Stills. One can only imagine what was going through the minds of those young 21-year-olds: cool, hip, running on dreams and optimism. I can visualise the two of them floating down the fabled Sunset Boulevard in LA in their hearse – digging all the possibilities that lay ahead – cruising along the most famous boulevard in the world, grooving on the vibe, soaking up the scene. They were two young, hip and horny lads in the heart of where it was happening, with pockets full of possibilities, looking for fun and adventure, looking to seize every opportunity coming their way in a hearse. Pretty cool. This is where the hearse plays an important part in the story.

      They searched the clubs for a week and were running out of luck and money, but there was no sign of Stills. Broke and bereft of ideas, they finally decided that the only thing left to do was to cut their losses and head back to Toronto. Neil and Bruce were downhearted, heading out of LA, dreams shattered, with one last drive down Sunset. Who should come cruising by in the opposite direction? – none other than Stephen Stills and Richie Furay. They recognised the black hearse with the Ontario plates and both realized that it could be none other than Neil. Stills threw his car into an illegal U-turn and caught up with that hearse. Neil heard this voice bellowing out, ‘Neil. Is that you?’ They pulled off the road into a supermarket car park. I can picture that joyous reunion. A meeting of minds. They’d finally reconnected.

      Stills was super excited about putting the band together. They played Neil their arrangement of ‘Nowadays Clancy Can’t Even Sing’ and it clicked. They dragged in Dewey Martin, already a veteran from various garage rock bands, having played with Roy Orbison and country bands like the Dillards and Patsy Cline. The line-up was complete and they set about producing music. The chemistry worked.

      This was 1966, the start of acid rock and psychedelia, which seemed to gel with Dylan’s folk poetry and his new electrified, thin, wild mercury sound. It was also the advent of folk/country rock (The Animals and The Byrds were creating a new musical vibe) – and that was also where the scene was at.

      The time was right for the Buffalo’s heady mixture of folk, country, rock and psychedelia. They were in exactly the right place at the right time, with the right medicine – an accident of perfect timing.

      The name of the band came about from a steamroller that was outside of the apartment they were sharing. That was it. They copied/acquired the sign from the steamroller and put it up on the wall. They were all agreed. They were Buffalo Springfield.

      The band, through Stills and Palmer, had connections. Their first gig was days later at the Troubadour. Their connections then secured them an opening slot on a tour for The Dillards and The Byrds. That led to a six-week residency at the Whisky A Go Go, which led to a recording contract. After a brief bidding war between Elecktra and Warner Brothers Records, they ended up with Atlantic Records.

      Finally, Neil’s career had really started. That’s also when a new set of problems arose. The pressures became immense: Neil started having panic attacks and full-blown seizures, which began to impact on live performances. He had fits on stage and pulled out of a number of gigs. This erratic behaviour caused friction within the band that played a big part in their future split. The tensions created by Neil’s illness were exacerbated by the unequal commercial success of its two major songwriters, Neil and Stephen.

      Neil wrote the first single. It bubbled under the hot hundred but was a hit in LA. Stills wrote the second single that propelled them into superstardom, a universal Top Ten hit.

      That’s where I came in.

      It was 1967 and I was a mad music nut. I lived for rock music. I lived out there on the Thames Delta in the sleepy town of Walton-on-Thames, but my head was in London, San Francisco and Los Angeles. Cruising Walton High Street on my motorbike did not carry the same panache as cruising down Sunset Strip in an open-top Cadillac (or even a hearse).

      The music was changing. Dylan had paved the way and acid and psychedelia were storming through. As a young kid in England, I was fully into the new sounds from the likes of The Yardbirds, The Who, Pretty Things, Donovan, The Beatles, The Stones and The Kinks. I was also getting into Bert Jansch and John Renbourn and was just about to discover the incredible Roy Harper. Jimi Hendrix and Cream were taking off. The West Coast scene was about to sweep in with Captain Beefheart, Country Joe and the Fish, The Mothers of Invention, Love, Jefferson Airplane, Quicksilver Messenger Service, The Doors and Big Brother & The Holding Company. The Byrds and Dylan were already going strong. The East Coast scene was also about to burst with The Fugs and The Velvet Underground. The British underground was getting into swing with Traffic, Arthur Brown, Pink Floyd, Soft Machine, Family, Fleetwood Mac, John Mayall, Chicken Shack, Tomorrow, Jethro Tull, The Deviants and Edgar Broughton, all about to grace our ears. In the mid-sixties, every night was gig night. Music was my world. There was so much going on that I didn’t know who to go and see and what to buy with my limited budget of time, energy and money. These were the days when you were up all night with mates, talking, smoking and listening to albums. Sharing excitedly.

      It was into this mad furore that ‘For What It’s Worth (Stop, Hey What’s That Sound)’ came bursting through. It seemed to capture the moment and reflect the chasm that had opened up between the young kids and their liberal attitudes and the older generation with their conservative values. This was the anthem for the new age – a song for the youth counterculture. That was the song that led me to the Buffalo Springfield album and subsequently on to Neil Young – his tracks on the album were the ones that really grabbed me.

      That hit single was probably a huge blow to Neil’s ego, though he’s never said it. To have a Stills number steal the show must have been hard to swallow. The album was a success, but what followed was a period of turmoil. Palmer was deported for drug possession. Drugs and musical differences began to rear their heads. Management problems inevitably emerged (this was showbiz – everybody wanted a big slice). Personality clashes – mainly between Neil and Stephen, centred on who was leading the band and what direction to go in – began to pull them apart.

      The second album saw Neil making solo contributions without the other band members. They released other singles, but couldn’t emulate the success of ‘For What It’s Worth’. Neil’s mental problems were becoming worse. He started missing gigs and left the band a number of times. A quote from Neil Young – The Rolling Stone Files explains what was going on in Neil’s head: ‘My nerves couldn’t handle the trip. Everything started to go too fucking fast. It was crazy. I needed more space. There was a big problem in my head. So I quit. Then I’d come back ‘cos it sounded so good. I just wasn’t mature enough to deal with it’.

      In 1968, to see out their contractual obligations, they produced their third and final album. It was over. Neil was once more out on his own – this time with a lot more credibility backing him up. He signed a contract with Joni Mitchell’s Reprise label, courtesy of his manager Elliot Roberts (who also managed Joni) and was up and running again.

      His songwriting had developed and a solo album was recorded. Instead of opting for a simple acoustic production, they tried something more complex and used a new production technique devised to make stereo and mono more compatible – the Haeco-CSG encoding system – which had the unfortunate effect of degrading the sound. On top of that, the use of strings and other instruments cluttered the songs and buried Neil’s voice, which was exactly what he wanted. After repeatedly being told by band members and management that his voice sounded strange and he should not be singing, he had a complex about the way his singing voice. Neil’s lack of confidence in his vocal ability actually stemmed as far back as the early days with the Squires, when they’d only recorded the two instrumentals because they thought his voice was weird. It went on through the Buffalo Springfield, where the two managers did not like the quality of his voice and he gave over the vocal duties on a number of his own songs to Richie. Not surprisingly, this had a negative impact on Neil and that was partly to blame for the production on that first album.

      That debut might not have set the world on fire, but it did set a tone. Some great names were involved in the production, with Neil himself, David Briggs, Jack Nirzsche and Ry Cooder all playing a part. It showed that the label was right behind him and that those big names had faith in his abilities (even if Ry was a trifle disparaging at the time).

      Regrettably, it didn’t work as well as it might have done. Perhaps they were trying too hard and something simpler would have worked better. Too many cooks, perhaps. The songs were there. The production sounded muddy and overblown, the vocals subsumed as if Neil was deliberately hiding them and everything lost its impact. I remember buying the album with big expectations, playing it quite a lot but not raving about it. It did not quite click.

      I wasn’t alone in not raving about that first record of Neil’s. The album received mixed reviews and didn’t sell as well as expected.

      Undaunted, Neil picked up momentum and switched styles again. Plucking the musicians Danny Whitten, Billy Talbot and Ralph Molina out of an LA band called The Rockets, Neil set about creating a harder, rockier sound. The band seized hold of the vibe and called themselves Crazy Horse after the dynamic Native American chief. They provided Neil with a new lease on life. The band immediately went back into the studio to produce Neil’s second album. The nucleus of the songs had been written in a single day, with Neil ill with a fever of 103 degrees. His brain was cooking. The music cooked, too.

      The rawness of Crazy Horse seemed to give Neil the confidence to be himself. It was all about the vibe and feeling, not the precision. From that moment on, he never looked back. Neil was in full flow. There were never again any issues with his voice. Crazy Horse had freed him.

      This time, the album was more favourably received and Neil’s career was roaring again. I remember putting the new album on the turntable and turning the volume right up. I was smitten on the first hearing – that opening riff blew me away.

      In the course of that year, things began to gather pace. Neil was in demand. His new-found confidence shone through in his solo work, too. He’d changed, others took notice and things began to happen. Neil was asked by Mike Nesmith of The Monkees, whom he had befriended in the Troubadour in 1965, to do some session work with The Monkees, which appeared on the albums Head and Instant Replay.

      In 1969, Neil established himself as a solo artist and songwriter, had created a new sound with a rocking backing band and then veered back into another full-blown band situation. Out of the blue, he was asked to join Crosby, Stills & Nash, who had become one of the biggest acts on the planet. Crosby, Stills & Nash had gained enormous success with their first album Crosby, Stills & Nash, but had realised that they were in need of both some instrumental bite and ongwriting augmentation. They looked towards Neil Young to provide that extra kick. Stephen Stills was quoted in The Rolling Stone Files: ‘We wanted another lifeforce. I always wanted another rhythm section. Why not a guy who could do other things – write songs, play guitar, be a brother and stuff?’ That move propelled Neil to a different level. Suddenly, everything was happening. He had credibility as a songwriting musician, a solo career, his own band and he was also a member of one of the biggest bands on the planet.

      In many respects, the inclusion of Neil in Crosby, Stills & Nash was a strange choice for all of them. There was a strong mutual respect between Neil and Stephen, but also a strong rivalry, which had played a big part in the demise of Buffalo Springfield. They were both strong-willed characters. That was evident right from the start. When they asked Neil to play on their next album, he demanded to be given equal billing as a fully-fledged member of the group on his terms. Neil told Rolling Stone: ‘Before I joined Crosby, Stills & Nash, I made it clear to both sides (CSN & Crazy Horse) that I belong to myself’. They buried various hatchets and agreed. The enormously successful Crosby, Stills, Nash & Young were born.

      Neil was thrown into recording the follow-up album Déjà Vu. It heralded the start of an extremely fruitful and highly volatile career for the band, as once again, Neil and Stephen fought over musical direction and control, rekindling the incendiary relationship of the Buffalo Springfield period, with various individuals and factions splintering off and coming back together again, but which also spurred them all on to greater heights.

      By this time, Neil Young and Crosby, Stills, Nash & Young had become permanent fixtures in the Opher Goodwin household. Their albums were the backdrop to many joyful, and sometimes intense, evenings with friends.

      By 1970, Neil found himself in great demand. His cache was riding high. He resumed his solo career, first trying out the new songs with Crazy Horse, and then opting for a softer, more acoustic-driven approach using musicians like Stephen Stills and Nils Lofgren, to give him a more nuanced sound on his third solo album: After The Gold Rush. It proved to be a breakthrough album, throwing Neil into a secure position as a highly successful solo artist and giving him the freedom to virtually do as he wished.

      By the end of 1970, the end of the turbulent 1960s, Neil had gone from being the member of a semi-professional covers/garage band, recording surf- styled instrumentals, through to a missed opportunity with Motown, a period in a solo wilderness, two hugely commercially successful bands and the start of a highly fruitful solo career. It seemed that whatever he turned his hand to, he came up smelling of ambrosia. Turbulent, eccentric, unique, introspective and audacious are the words that come to mind when summing up Neil in the sixties, though I could just as easily have used words like frail, sickly, insecure, anxious and introspective.

      Somehow, he overcame the darker side and survived his physical and mental health crises so that, by late 1970, Neil had his fingers in many pies and was a confident, consummate performer as a solo acoustic artist, a member of an acoustic band, a member of an electric band and also fronting a highly original hard-rocking band. How many irons could any one man have in the creative inferno? Neil’s life had become a balancing act.

      This book sets out to give an overview of the music Neil produced during that seminal decade. I will not be dwelling on his other passions – his cars, train sets, film-making, relationships and family, except where they impinge on the music. I shall endeavour to shed light on all that music and put it in context. The incredible music-making was the foundation of a turbulent career that has wound its way through a myriad of twists and turns, fortunes and misfortunes, cul-de-sacs and highways, ups and downs, with a plethora of styles, arrangements and productions in both music and film. His was a career more varied than anyone else I know of; one brimming with creativity. Neil has shown himself to be one of the giants to have merged from the sixties. The one consistent feature throughout this long, varied and tempestuous career has been the quality of the songwriting and music. It’s been a ground-breaking burst of endless innovation and creativity that, thankfully, shows no sign of slowing down. Neil knows that rust never sleeps. It’s a roller-coaster ride that I have enjoyed listening to and reading about throughout its full extent and I feel as if I’ve been right up there with him, revelling in the music with him.
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Above: Heady days with Buffalo Springfield. Neil, pictured here in 1967, displays
his counter-culture credentials, with a big hat, Native American symbols, hair and
sideburns. (Henry Diltz)
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Above: The Squires circa 1963 — Ken Koblun on bass, Alan Bates on second guitar,
Ken Smyth on drums and Neil Young on lead guitar and vocals.

Below: The Squires circa 1963 - a publicity shot showing Neil with Ken Koblun and
Ken Smyth. The band mainly played instrumentals because they thought Neil’s voice
sounded odd. (Do Baxter)
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development of collaborative font projects, to support the font creation
efforts of academic and linguistic communities, and to provide a free and
open framework in which fonts may be shared and improved in partnership
with others.

The OFL allows the licensed fonts to be used, studied, modified and
redistributed freely as long as they are not sold by themselves. The
fonts, including any derivative works, can be bundled, embedded, 
redistributed and/or sold with any software provided that any reserved
names are not used by derivative works. The fonts and derivatives,
however, cannot be released under any other type of license. The
requirement for fonts to remain under this license does not apply
to any document created using the fonts or their derivatives.

DEFINITIONS
"Font Software" refers to the set of files released by the Copyright
Holder(s) under this license and clearly marked as such. This may
include source files, build scripts and documentation.

"Reserved Font Name" refers to any names specified as such after the
copyright statement(s).

"Original Version" refers to the collection of Font Software components as
distributed by the Copyright Holder(s).

"Modified Version" refers to any derivative made by adding to, deleting,
or substituting -- in part or in whole -- any of the components of the
Original Version, by changing formats or by porting the Font Software to a
new environment.

"Author" refers to any designer, engineer, programmer, technical
writer or other person who contributed to the Font Software.

PERMISSION & CONDITIONS
Permission is hereby granted, free of charge, to any person obtaining
a copy of the Font Software, to use, study, copy, merge, embed, modify,
redistribute, and sell modified and unmodified copies of the Font
Software, subject to the following conditions:

1) Neither the Font Software nor any of its individual components,
in Original or Modified Versions, may be sold by itself.

2) Original or Modified Versions of the Font Software may be bundled,
redistributed and/or sold with any software, provided that each copy
contains the above copyright notice and this license. These can be
included either as stand-alone text files, human-readable headers or
in the appropriate machine-readable metadata fields within text or
binary files as long as those fields can be easily viewed by the user.

3) No Modified Version of the Font Software may use the Reserved Font
Name(s) unless explicit written permission is granted by the corresponding
Copyright Holder. This restriction only applies to the primary font name as
presented to the users.

4) The name(s) of the Copyright Holder(s) or the Author(s) of the Font
Software shall not be used to promote, endorse or advertise any
Modified Version, except to acknowledge the contribution(s) of the
Copyright Holder(s) and the Author(s) or with their explicit written
permission.

5) The Font Software, modified or unmodified, in part or in whole,
must be distributed entirely under this license, and must not be
distributed under any other license. The requirement for fonts to
remain under this license does not apply to any document created
using the Font Software.

TERMINATION
This license becomes null and void if any of the above conditions are
not met.

DISCLAIMER
THE FONT SOFTWARE IS PROVIDED "AS IS", WITHOUT WARRANTY OF ANY KIND,
EXPRESS OR IMPLIED, INCLUDING BUT NOT LIMITED TO ANY WARRANTIES OF
MERCHANTABILITY, FITNESS FOR A PARTICULAR PURPOSE AND NONINFRINGEMENT
OF COPYRIGHT, PATENT, TRADEMARK, OR OTHER RIGHT. IN NO EVENT SHALL THE
COPYRIGHT HOLDER BE LIABLE FOR ANY CLAIM, DAMAGES OR OTHER LIABILITY,
INCLUDING ANY GENERAL, SPECIAL, INDIRECT, INCIDENTAL, OR CONSEQUENTIAL
DAMAGES, WHETHER IN AN ACTION OF CONTRACT, TORT OR OTHERWISE, ARISING
FROM, OUT OF THE USE OR INABILITY TO USE THE FONT SOFTWARE OR FROM
OTHER DEALINGS IN THE FONT SOFTWARE.
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