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      If there’s a lost decade among Bob Dylan’s 60 years of making music, consensus opinion inevitably points to the 1980s. This isn’t without irony, considering that Dylan actually released more albums of original songs in this period than in any of the three following decades; but context is everything. The 1990s started with the less-than-classic Under the Red Sky, but two collections of cover songs and a well-received performance on MTV Unplugged were followed in 1997 by his most successful album since the 1970s: Time Out of Mind.

      Beyond returning Dylan to the Top 10 and earning both rave reviews and multiple awards, Time Out of Mind signalled the start of his ongoing renaissance as a songwriter. His work since then might not equal the standard he set with the 1960s albums that first established his reputation, but it’s a remarkable run of success for any artist. Coming from an artist who’d been written off multiple times in a single decade made it all the more astounding. Even the eight-year gap between his two most recent albums of original compositions – 2012’s Tempest, and the 2020 release Rough and Rowdy Ways, couldn’t diminish the esteem built up over this time.

      By continuing to release challenging new music, Bob Dylan seems poised to have the last word on the classic rock generation – the loose cohort of still-active artists who were also making influential records at the same time that 'Like a Rolling Stone' made Dylan impossible to ignore. At the very least, he seems like the member of this group most likely to make the last major artistic statement. In the 1980s, however, he was just one of the many icons from the 1960s and 1970s whose current work lacked focus and left them disconnected from audiences in one way or another. This affected Dylan more than most of his contemporaries. Unlike Paul McCartney or The Rolling Stones, the singer didn’t have a recent commercial success to bolster his perceived relevance for younger listeners, and the dynamic with his older fans was even more challenging. Many of them seemed content to applaud him simply for playing harmonica on stage; others were frustrated that his new records weren't Highway 61 Revisited revisited.

      While the decade as a whole found him struggling creatively and commercially, Dylan rarely let the latter dictate his handling of the former in the recording studio. In a 1986 interview for Rolling Stone magazine, he reasoned that ‘If the records I'm making only sell a certain amount anyway, then why should I take so long putting them together?’. These comments came after a pair of albums – Infidels and Empire Burlesque – where the singer consciously sought help from the generation that followed him in an effort to give his studio work a more polished sound; albums where the end results made clear that his own instincts and inclinations inevitably dictated what he shared with the public.

      That interview also came shortly before Dylan began rehearsals with Tom Petty and the Heartbreakers for their dual True Confessions Tour: an endeavour that conveyed a somewhat different attitude than Dylan took in the studio. The tour, which played many of North America's largest concert venues, included several stadiums where they shared billing with The Grateful Dead. A year later, Dylan himself shared the stage with the Dead at a series of summer concerts. Though his subsequent recollections revealed conflicted feelings about these shows, from the outside, the decision to tour with bands much more popular than himself, pointed to a desire to maintain at least some level of cultural prominence (at least in the moment).

      That's not meant to suggest a lack of musical kinship with those artists, especially Tom Petty. Despite very little collaborative material being released at the time, Petty proved to be integral in Dylan's eventual return to form. Supergroups rarely bolster the artistic reputations of their individual members, but The Traveling Wilburys – uniting him with George Harrison, Jeff Lynne, Roy Orbison and Petty – were a notable exception to the rule. The stature of those involved – representing multiple generations of rock music greats – was an obvious factor, but one of the key ingredients was a quality not typically associated with Dylan, at least in the 1980s: humor.

      The irreverent approach comes through in their 1988 debut album's credits, where the five members are presented as members of the fictitious Wilbury family – a clan whose colorful history was recounted in liner notes written pseudonymously by Monty Python's Michael Palin. This streak of humor is most prominent in the songs written primarily by Dylan, such as the double-entendre-filled ‘Dirty World’. Working with four of the few artists who could legitimately be considered his peers had the dual effect of pushing him creatively, and making his writing and singing looser. In the process, he regained a balance between spontaneity and craft that characterizes so much of his best work.

      Dylan's next solo album was a far more reflective affair than the Traveling Wilburys, but displayed a comparable sense of creative renewal. Oh Mercy rounded out his 1980s work with the most consistent song collection he'd released in years. If not a masterpiece on the level of some of his albums that came before and after – or conceived as anything more than a solid collection of songs – Oh Mercy was noteworthy as the first Bob Dylan album in a long time where neither fans nor critics felt the need to equivocate about its quality. Despite lacking the ambition of Infidels, the absence of overt misfires at least ensured it wouldn't get bogged down in debate about the song choices such as still surrounds the earlier album.

      There’s a tendency among aficionados to assess Dylan's albums based more on the recordings he didn’t use than those he did. Between the artist’s own tendency toward second-guessing himself, and the frustratingly uneven nature of his output (especially in the 1980s), this is understandable. However, while that view speaks to intense devotion, it also hints at an elitist gatekeeping approach, and often short-circuits substantive discussion of the merits of the albums as they are. Rather than getting stuck in these alternate universes – whose divergence from our reality pivots on which take of 'Blind Willie McTell' got included on Infidels – this book focuses on what Dylan actually saw fit to release. The Bootleg Series will factor in, but traditional bootlegs, not so much.

      Bob Dylan's 1980s work may suffer in comparison to that of the decades before and after, however, one constant is that he made the records he wanted to at the time. In his memoir, Chronicles: Volume One, Dylan described feeling disconnected from his songs for much of this time. Nevertheless, even the most flawed among his albums contains something of lasting value, ranging from tender ballads and declarations of faith (sometimes in the same song) to narrative epics. This variety is highlighted by both the 2014 charity tribute album Bob Dylan in The 80s: Volume One, and the more recent stage musical Girl From the North Country, which incorporates several songs from the period, alongside more widely appreciated classics. ‘The play had me crying at the end,’ said Dylan when asked about the show in a 2020 interview with Douglas Brinkley. ‘When the curtain came down, I was stunned. I really was. Too bad Broadway shut down, because I wanted to see it again.’

      It's likely that watching Girl From the North Country was Bob Dylan's most significant engagement with his 1980s music in recent years as the singer rarely features this material in his concerts. On the Never Ending Tour, which began in 1988, his most commonly-played song from the era – that same year’s single 'Silvio' – was last performed in 2004. In a series of concerts he played in the fall of 2019 – his last until the one-off streaming performance Shadow Kingdom in July of 2021 – the decade was represented solely by 1981's 'Lenny Bruce’. While other songs from these years have been played more often, Dylan's deeply-felt ode to the late stand-up comic still seems emblematic. It's a reminder that there was always more to his born-again period than many acknowledged at the time. To understand his work – not just from the 1980s but in general – it's necessary to treat that material as an essential part of the larger story, instead of an aberration. As much as anything, the material he’s released from this time reflects the singer’s journey to a place of equilibrium between his reputation as a singular talent and his own genuine devotion to a broader songwriting tradition.
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      In the beginning, there was Robert Allen Zimmerman – born in Duluth, Minnesota on the 24th of May 1941 to Abram Zimmerman and Beatrice ‘Beatty’ Stone, whose own parents emigrated from Eastern Europe in the early-1900s. The future Bob Dylan had the outlines of a traditional upbringing among the town’s Jewish community. This continued when the family – now including younger brother David (born in February 1946) – moved to Beatty’s hometown of Hibbing when Bob was six years old after his father contracted polio. Founded as a mining town, the history of Hibbing was tied closely to that of America’s industrial expansion and contraction in the 20th century.

      Bob’s interest in poetry and music preceded his May-1954 bar mitzvah. As a ten-year-old, he wrote Mother’s Day and Father’s Day poems for his parents, and soon dabbled in a variety of instruments. Meanwhile, radio broadcasts from far-off places expanded his musical horizons beyond what local station WMFG offered, introducing him to the Grand Ole Opry and artists like Hank Williams: nicknamed the ‘Hillbilly Shakespeare’. After he started recording, Bob identified the writer and singer of ‘I’m So Lonesome I Could Cry’ as one of his key influences, telling biographer Robert Shelton in 1978: ‘If it wasn’t for Elvis and Hank Williams, I couldn’t be doing what I do today.’

      As a teenager, Bobby Zimmerman fell under the twin spells of rock & roll and women – both of which he’s maintained complicated relationships with throughout his life. In his 1959 high-school yearbook, his stated ambition was, ‘To join the band of Little Richard’, and he recalled attending Buddy Holly’s show in Duluth earlier that year, shortly before the 3 February plane crash that killed the 22-year-old singer.

      Bobby played piano and sang for a number of bands in Hibbing, the most prominent being The Golden Chords. ‘We were just the loudest band around,’ Dylan told an interviewer for The Duluth News-Tribune in 1986. The group wrote this part of their approach into local legend with their February 1958 performance at Hibbing High School’s Jacket Jamboree. During their performance of Danny and The Juniors’ then-current hit, ‘Rock and Roll Is Here To Stay’, the combination of the band’s volume and the singer’s ‘crazy’ behavior led the school’s principal to cut off their microphones. The singer’s school friend John Bucklen (who later became a DJ) discussed the incident with one of Dylan’s biographers:

      

      I realize now, of course, that there was a young Bob Dylan in his very early form. He was a little bit ahead of everyone, but he didn’t seem to mind. Because he had such a fantastic confidence in his talent, he didn’t care. He just said: ‘Here I am. Either you like it, or you don’t. I know what I’ve got is great.’

      

      That confidence didn’t keep his bandmates from moving on to other groups, however – by this point, many of the elements most associated with the singer had begun to manifest. He’d started writing songs – the first being an ode to actress Brigitte Bardot – and developed a propensity for both a reckless personal life and mythmaking. The latter aspect makes pinning down details of his life before fame – including the adoption of his more famous name – suitably difficult. Based on his first brush with rock-and-roll life outside of Hibbing, that’s probably how he preferred things.

      After he graduated from high school, he spent part of that summer working at a diner and staying with relatives in North Dakota. At the time, regional band Bobby Vee and The Shadows were considering adding a piano player to expand their sound, and someone (possibly Vee’s brother) recommended Dylan, who apparently asked that they use Elston Gunn as his stage name – one he’d previously used fronting his high-school group The Rock Boppers. After playing a couple of local shows, the group decided not to add a piano player full-time and parted ways with Dylan. The tale took on additional (if not accurate) dimensions when Bob returned to Hibbing, and the claims that he played on their record ‘Suzie Baby’ persisted after he began attending the University of Minnesota later that year.

      Though probably disappointing at the time, Bobby Vee’s rejection of Dylan was just as well, because his interest in blues and other American music was already taking him in a new direction. Visiting a black Minnesota DJ called Jim Dandy with John Bucklen exposed Dylan to older blues and R&B records, and the process of discovery continued after receiving a set of Lead Belly 78rpm records as a graduation present.

      By the time he left for college in Minneapolis – much to his parents’ relief – he was fully committed to folk music, and spent much more time immersed in the local music scene than his studies. In addition to playing on weekends at local coffeehouse the Ten O’Clock Scholar – where he supposedly settled on Dylan as the spelling of his stage name – the singer absorbed as much new music and as many new ideas as he could. Among the most influential figures during his time in Minneapolis was Dave Whitaker. Well-traveled and politically-minded, Whitaker shared stories about meeting the beat writers in San Francisco and folk singers in Greenwich Village, and likely introduced Dylan to the book that cemented his future course.

      First published in 1943, Bound for Glory presented Woody Guthrie’s account of his travels throughout the United States and becoming politically and musically active during the Great Depression. The author’s story and vagabond image captivated Dylan, who adopted a persona inspired by it. After learning that the degenerative nervous system condition Huntington’s disease had confined Guthrie to a New Jersey hospital, Dylan made contact with the folk music icon and resolved to visit him in person. Dylan visited Guthrie frequently during his first year in New York City, and people in his circle recalled him playing songs for the older man.

      Dylan’s pilgrimages to Greystone Hospital in 1961 were made possible by his decision to drop out of the University of Minnesota and move to New York. Migrating to Greenwich Village put him at the heart of the folk scene, and he came to know many of its foremost practitioners. These included Pete Seeger, The Clancy Brothers, Dave Van Ronk, and especially Joan Baez. Baez preceded Dylan in fame, but his own acclaim eventually far exceeded hers: one of several factors that made their relationship complicated in the years ahead.

      Future Dylan biographer Robert Shelton’s effusive review in the New York Times in September 1961 coincided with Dylan signing his first record deal. Having been rejected by various folk-oriented record labels like Vanguard (who released Baez’s albums), the singer got the attention of producer John Hammond Sr. at one of America’s most prestigious labels: Columbia. Hammond, with his famed eye for talent, first encountered Dylan as a guest musician at another singer’s session, and after a more formal audition, signed Dylan to an initial five-year contract.

      Recorded in November 1961 and released in March the following year, Bob Dylan’s self-titled debut included just two original compositions, including ‘Song to Woody’. The remainder were folk and blues songs from various traditional and recent sources, such as Blind Lemon Jefferson’s ‘See That My Grave Is Kept Clean’. Aside from a review in industry magazine Billboard predicting that, ‘When he finds his own style, (Dylan) could win a big following’, the album was largely ignored, and its poor sales won the singer the nickname ‘Hammond’s folly’ within Columbia.

      His second album – 1963’s The Freewheelin’ Bob Dylan – released after legally changing his name to Bob Dylan, ensured that the disparaging nickname didn’t last. Unlike its predecessor, the majority of songs were the singer’s own, reflecting a greater interest in politics and his feelings about girlfriend Suze Rotolo. Many of these songs were written the previous year, including ‘A Hard Rain’s a-Gonna Fall’ and ‘Blowin’ in the Wind.’ The former song, which borrowed its structure and melody from the centuries-old ballad ‘Lord Randall’, featured lyrics that conjured atomic and biblical apocalypse, making the mix of the new and the traditional that persists in Dylan’s work emblematic. The latter song became one of that body of work’s defining moments. When recorded by Peter, Paul and Mary, it just missed the pinnacle of the US pop charts – kept from the top spot by Stevie Wonder, who had a hit with his own version of the song a few years later.

      ‘Blowin’ in the Wind’ became an anthem for the civil rights movement, and was performed at the March on Washington in 1963, inspiring Sam Cooke to write an anthem of his own: ‘A Change Is Gonna Come’. The song also represented Dylan’s first major brush with accusations of plagiarism. Beyond any impact on his reputation, the significance lay in the money involved in publishing rights for a million-selling single. Aside from Dylan, the individual with the most at stake was his manager Albert Grossman, who received a portion of both his client’s share and the publisher’s, thanks to a behind-the-scenes deal with Witmark and Sons.

      This allegation of plagiarism turned out to be unfounded, but also demonstrated something unavoidable for one of folk music’s most active composers. Crafting new songs from the melody or other elements of existing ones was a long-accepted tradition among folk musicians. As with many traditions, the considerations changed once money was involved. ‘The attempt to make sense out of copyright law reaches its limit in folk song,’ said ethnomusicologist Charles Seeger (father of Pete). ‘For here is the illustration par excellence of the Law of Plagiarism. The folk song is, by definition, and as far as we can tell, by reality, entirely a product of plagiarism.’

      Repeating the claim of plagiarism for ‘Blowin’ in the Wind’ wasn’t the only thing that displeased Dylan about a November 1963 feature in the magazine Newsweek, especially considering the reporter’s efforts to undercut his personal mythmaking. Nevertheless, the Newsweek piece was a turning point in his relationship with the press. Dylan’s engagement with reporters became more antagonistic generally – not outwardly angry, but more likely to offer evasive or contradictory answers. Nevertheless, these exchanges still offered grains of truth, whether he intended it or not, like when he told Stuart Crump from university newspaper The Brown Daily Herald, ‘Soon the new generation will rebel against me just like I rebelled against the older generation.’

      Dylan’s relationship with the folk music community also became more contentious as his notoriety grew. The singer’s appearance at 1963’s Newport Folk Festival – which featured his first public performance with Joan Baez, and previewed songs from his upcoming album The Times They Are a-Changin’ – established him as a star performer in his own right, and not just a gifted songwriter. However, when he appeared at the 1964 festival, his songwriting had shifted away from the topical into a more personal direction, as heard on the August release Another Side of Bob Dylan. The disappointment of many within the folk community found its way into folk-oriented magazines such as Broadside and Sing Out. In Broadside, Paul Wolfe praised singer Phil Ochs’ embrace of political music as Dylan put it aside as an example of ‘idealistic principle vs. self-conscious egotism’. Irwin Silber, the editor of Sing Out, wrote an open letter to Dylan suggesting that his 1964 Newport performances showed that ‘the paraphernalia of fame (was) getting in (his) way’. Silber added that on stage, he seemed ‘to be relating to a handful of cronies behind the scenes now, rather than to the rest of us out front.’

      Though he had the benefit of the community’s criticism of Dylan, Phil Ochs was also among his most astute defenders. Ochs observed, ‘It is as if the entire folk community was a huge biology class, and Bob was a rare prize frog. Professor Silber and student Wolfe appear to be quite annoyed that the frog keeps hopping in all different directions while they’re trying to dissect him.’

      The fault lines that existed after Dylan’s 1964 performance were split wide open when he returned to the Newport Folk Festival in July 1965 accompanied by an electric rock band. Coming five days after the release of the ‘Like a Rolling Stone’ single, his performance of the song and two others elicited boos from the crowd. Among the folk music establishment, Pete Seeger’s reaction – and his desire to cut the power cables – became the most iconic, but in keeping with most things Dylan-related, there was more to it. Seeger later clarified his position with the statement, ‘I did say, ‘If I had an axe, I’d cut the cable!’ But they didn’t understand me. I wanted to hear the words. I didn’t mind him going electric.’

      Equivocations from his peers notwithstanding, Dylan understood the divergence as well as anyone: ‘Everybody knows that I’m not a folk singer,’ he declared in a 1966 interview for Playboy. This led interviewer Nat Hentoff to reply, ‘Some of your old fans would agree with you, and not in a complimentary vein.’

      While he followed his electric performance at the 1965 Newport festival with acoustic renditions of ‘Mr. Tambourine Man’ and ‘It’s All Over Now, Baby Blue’, and performed a full acoustic set prior to an electric one on his 1965-1966 world tour, the choice reflected his preference, not the audience’s. He was aided in his efforts by one of the most enduring partnerships of his career; Canadian singer Ronnie Hawkins’ backing group The Hawks supported Dylan on the world tour. After evolving into The Band, they collaborated regularly with him, both on stage and in the studio throughout the decade that followed, gaining artistic acclaim in their own right along the way.

      In November 1965, Dylan took time out from his tour to marry Sara Lownds, the inspiration for numerous songs and mother of five of his children. In time, the singer would devote himself to family life, but in the short term, he was committed to more shows both in the United States and abroad.

      A few weeks after the 1966 tour concluded at London’s Royal Albert Hall, Dylan released Blonde on Blonde: the album many fans consider the high point of his 1960s work. He’d later describe the album – and its two predecessors Bringing It All Back Home and Highway 61 Revisited – as embodying the desired sound he heard in his mind. ‘It’s that thin, wild mercury sound. It’s metallic and bright gold, with whatever that conjures up,’ he told interviewer Ron Rosenbaum in 1978. ‘We were doing it before anybody knew we would, or could. We didn’t know what it was going to turn out to be.’ Collectively, these three albums account for five of the singer’s twelve Top-40 singles in the United States, and within his work are an era unto themselves.

      The next one began with Dylan’s nearly devastating motorcycle accident near his home in the New York town of Woodstock on 29 July 1966. Rather than go on tour again, he focused more on life with Sara and their children for several years; still recording but only playing live sporadically. One of these instances was a pair of January 1968 tribute concerts to Woody Guthrie (who had died on 3 October 1967) held at New York’s Carnegie Hall. The star-studded lineup included Joan Baez, Judy Collins, Pete Seeger, and Guthrie’s son Arlo. But Dylan’s first live performance since the accident – once again backed by The Band – inevitably drew much of the attention.

      The Band was also on hand for his performance at the Isle of Wight Festival on 31 August 1969. This show proved contentious, not just because Dylan played there rather than at the Woodstock festival held earlier that month (approximately 60 miles from the actual town of Woodstock), but also because his set started much later – and ended sooner – than the crowd expected.

      Dylan remained musically productive during this time, recording with The Band dozens of songs that became known as the Basement Tapes by the time they were finally released years later, as well as numerous albums with other musicians. Some of these were better-received than others, but all of them were united by a more low-key approach than the trio of pre-accident albums. 1967’s John Wesley Harding – which he later referred to as ‘the first biblical rock album’ – remains best-known in relation to Jimi Hendrix’s rendition of its song ‘All Along the Watchtower’, while Nashville Skyline embraced country music, partially through a duet with Johnny Cash.

      Aside from the experimental documentary Eat the Document – a follow-up of sorts to Don’t Look Back, D. A. Pennebaker’s portrait of Dylan’s 1965 tour, Bob Dylan succeeded on his own terms in almost all respects in the 1960s. The 1970s were a far more complicated proposition. His stature ensured that new albums continued to sell well, but they still stood in the shadow of his older work. The 1970 double-album Self Portrait is arguably more famous from Greil Marcus’ review of it – ‘What is this shit?’ – than any of its songs (many written by others), but the album still reached the Top Ten in several countries, and topped the British album charts. Even Dylan – Columbia’s 1973 collection of outtakes released after a change in management led the singer to briefly move to Asylum Records – was certified Gold in the United States.

      Planet Waves – Dylan’s first album for Asylum – reunited him with The Band, and was timed to coincide with their joint 1974 tour. That tour and the accompanying live album, Before the Flood, were both popular, and further changes at Columbia facilitated a return to his original label.

      Behind the scenes, his recent split with Albert Grossman would have future repercussions, but another potential split weighed on him far more heavily in the short term. After several years of living in Woodstock, Dylan and his family moved to California in 1973. Tensions in his marriage to Sara soon emerged, sparked by his return to touring and possibly an affair with a woman who worked at Columbia Records. Though the singer denies the stories of love gone wrong on 1975’s Blood on the Tracks were autobiographical, the album – his first after returning to Columbia – inspired public speculation about the state of his personal life. Two contrasting reviews published in Rolling Stone are indicative of the initially mixed critical reception to the album, which is now firmly enshrined as one of Dylan’s greatest – but the commercial success was undeniable.

      The singer began working on his next album, Desire, showcasing two of the new pieces that would appear on it at the September 1975 taping of The World of John Hammond: a PBS tribute to the legendary producer (nearly a dozen years before his passing). Among the songs played for the special was ‘Hurricane’ – a song about boxer Rubin ‘Hurricane’ Carter, who many believed had been wrongfully convicted of a triple murder several years earlier. Released as a single, the song helped draw attention to Carter’s plight, and the boxer was eventually released from prison after an intense legal effort.

      The success of Blood on the Tracks and Desire (Both albums reached number 1 on the US charts and featured Top-40 singles) allowed Dylan to sidestep an emerging cultural force in music – the 1970s were full of new Dylans: Patti Smith and Bruce Springsteen being two of the more understandable recipients of the label.

      The original Dylan, however, wasn’t going anywhere except on tour. While hanging out with fellow musicians in Greenwich Village, the idea for what became the Rolling Thunder Revue, took hold. Beat poet Allen Ginsberg described the concept in an interview featured in filmmaker Martin Scorsese’s 2019 movie about the tour:

      

      Sort of like a... con man, carny medicine show of old, where you just get in a bus and go from town – or a carriage, and go from town to town. It’s like Dylan is taking us out to try and give us each... He’s presenting us. I mean, that’s his conception. I mean, it hadn’t been made overt. His idea is, uh... to show how beautiful he is... by showing how beautiful we are... by showing how beautiful the ensemble is.

      

      In addition to Ginsberg, that ensemble included guitarists Mick Ronson and T-Bone Burnett, violinist Scarlet Rivera, and singers Joan Baez, Renee Blakely, Ramblin’ Jack Elliott, Roger McGuinn and Bob Neuwirth. The first leg of the tour ran for six weeks across the Northeast United States, emphasizing smaller venues, with the notable exception of Madison Square Garden: site of the concert known as the Night of the Hurricane, on 8 December 1975. Another benefit show for Carter at Houston’s Astrodome in January – with Stevie Wonder and Ringo Starr lending their support – preceded a further five weeks of concerts in April and May.

      During the tour, the ensemble also worked on Dylan’s quasi-narrative film Renaldo and Clara, which was eventually released in 1978 to largely negative reviews. Dylan and Sara portrayed the titular characters, while Ronnie Hawkins portrayed the Bob Dylan character. Other performers, such as Joni Mitchell and Roger McGuinn, appeared as themselves. Playwright Sam Shepard had been recruited as a screenwriter – however, since many sequences were improvised, he turned his attention to a journal about the tour (published as Rolling Thunder Logbook) and a role of his own in the movie.

      The period between the final show of the Rolling Thunder Revue and the release of Renaldo and Clara was relatively quiet for Dylan. The live album Hard Rain sold modestly well, and he was one of many guest performers at The Band’s farewell concert in San Francisco on Thanksgiving day 1976: documented in the 1978 Martin Scorsese film The Last Waltz. The most dramatic event came when Sara filed for divorce on 1 March 1977. The divorce was finalized in June, but a custody battle dragged on for many months. One of the conditions of the multi-million-dollar divorce settlement was that Sara wouldn’t talk publicly about her marriage – in stark contrast to the accounts of relationships with the singer published by a variety of his later girlfriends.
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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
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OTHER DEALINGS IN THE FONT SOFTWARE.
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