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T, 1960 DT A1) A THEBEED, S5 BEHEELTWLAWTH
Bo 1960 48, PEAFRL72HIE, E— MVAD X ) Ky THhITV >
7 CTld 7% <, “Blowin’ in the Wind” % “The Times They are A- Changin’”
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T ZOBRIZIE, WhW b RMZAROERESE T2, KT,
74T vOMEBRRICB2REEEOD LD L LS 2 HEOFEIRITE)
ALk biEHSN, ZLTHOAY A VOBEALATE L\ 1960 FEARIZFHE
HEHTTEREL TV,

1. 4723 AE2EDLIICHTK- DD

T3, TA4 I VE60ERICED L) R ER S THR72ODNI D THEE
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“Blowin’ in the Wind” TIZ#kF X&) L7262 25D, BADGFKD
HHIZWOIZ 00 e, TNHOEZZMHBIZROT A EATE RN
M, FELIPEZLTHS )BT LT, Z2OEZITEOFIZH S L
) DA BRI K o TR X Z b 7263 2 LI L Tw 5
M EFIMTOMFRL 2 VFEFIRDLZOEREZHC I EICE > Tbh
LDEHID, TATAEBAMTHY, ANHZBB L FEETIE R
DENE, MEFLRLC L) IZMA, BEZBEVEST, 2FH, T4 T
HELMEFLRASORMICH S L 2R, HITHEFITHVOFT4 2=
LR 0TER L, REE G2 TS,

%72, “Let Me Die in My Footsteps™ %> “John Brown”® Tid, #5125
THowzH, BELZELOR) 2REoBE DR L Ax I L7205, i
“A Hard Rain’s A- Gonna Fall” TiZ, 25 fio CE BT % BT
Eleohl, ZOEZ L L TEBLREBSFORT 2555 ZOFEMIZN T
LG EE S5, AREEIA PO T EORELZT D
“Only a Pawn in Their Game”® % “The Lonesome Death of Hattie Carroll””
Thh, INLDEMOVITNETIA—AT A v 7 FF—DATT (2D
HTRA EHDN TN ZDEH, WFOHNFITIEE TS &0 2% ) HENY
RbDTHE, MRLHIZ, HIGEOTTHK) HiEdH 51T DI,
B2 lOFTIWELZFELPO L)) 2 LT, BENLEZHDLFOR
DNITE 2O TV D HBIED & O EHlzd72LTwd, 20, fFmo
W2 S eHMEFZINETNIRERTVLDTHEL, TDDT 4T /131~
FE2—IZBWTHEICH L TiEo &) & LzBERERRTH A,

—7JiTl&, “Don’t Think Twice It’s All Right” %> “Bob Dylan’s Dream”
T TF ANV Y TTIE R, TA T YEFIIOWGEMERDH ) |
LI— F7VNLARFERT LHICHIz> T, MOBREEH#RL DI Ld
Db,

WD T Y 2 —T )WINA Bob Dylan (1962) . % L T The Freewheelin’ Bob
Dylan (1963) . The Times They are A-Changin’ (1964) @ 31E, & ) bIF 7
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Yo —T7INAIEEE N0+ ) DFvillidb I rTh Dy, [TEEE
PEROD LMW B2 IUI Lzb oo, 77 A MY YT RIZLD,
T THENDSNTZTIVNAER & 7> TV 5,

31EH L[ AR IZFE3 & 7z Another Side of Bob Dylan (1964) Ti&., Hi
VEL B o 7oL E 7 0 TV B, THIEIZ 20 5 LT 7zl 242203
5 Bk S B2t T, (Nogowski 25) VWA D Th %, BlziE, “Alll Re-
ally Want to Do” Tld, MW HE - TLE o7z, TH 7 BEHIR o
TAOT A RVEN LF7-0725 9 &£E 2 &4 5115 “Chimes of Freedom”
X, “To Ramona”. “Ballad in Plain D”. “It Ain’t Me, Babe” (&5 7V » 7
Thb, TLTID4EHIZBWTERWIZWZ LI EIE, T4 7 VB
DN KR ZFESTBY ., WIfEO L) I2H2FHE, BliENy T4 -
FrONVOEMED LI, WIAICHRR TREAFmE 3R 2> T, €
ZiiE, Ta 7y OEIIRT 2 EHROZALPE L TEY . RO T IV L
Bringing It All Back Home (1965) (374 7 > OFIOT v 7 > 10— )L T )V
NALFEbTwb (28),

MU 1965 7H, =2a—R—b T+ =2 T2 AT4 VTT4 T Vi
BIREEIE, TA—AT 4 v 7 GEEDPS, BN FEEZTTL
7 M)y TRERERGIEEEEEL, 74—V TDT 7y ERRES
Bz, Lol ENEEDH727% 7 7 v 2R T 25058 CTH H o 72 (Gray
495-96).

ZOH) ) — A STz T V3 A Highway 61 Revisited (1965) 125617 L C
FEF N7z » 7V “Like a Rolling Stone” 13950 7 = A7 4 7NV T2 &
N, 7149Dbokdbey NLzY I VERol, COMPEDL)
i CH o7z, 2 Ty AF— (Nogowski) 1ZKD & H 12TV 5,

This is his greatest song. Powerful, brilliantly sung, and dynamically per-
formed, it has all the earmarks of greatness and carries a sense of majesty.
The song’s rising melody builds in intensity before the chorus resolves

things. Best of all, it still sounds good on the radio decades later. The lyr-
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ics seem to be about someone who has fallen from grace, someone once
in a high position who now has to beg for meals, for help, for under-
standing, for compassion. Though some critics have said that Dylan
wrote this song, in part, about himself, it seems more likely that after
two years of the most intense stardom a 24-year-old could stand, he was
striking out at those in a position of privilege—those who went to the
right schools, wore the right clothes, and read the right books only to be
cast adrift once they had to live in the real world. (31-32)

PO THRIELZBDIZANA KT EERDOL ) THY, 747~ HEDBUE
DWEHFIZOB AT TVBE LI 0FEZ0b Db+ 12 & FICHSR
ZHZB, TNENQEELRDIE, TI—AT 14 v 7 REETIEZV,
Ny RELTOIL Y M) v I GBERETHL, TA—ATA v I7FF—T
WM E 22 3735 TR & FUZFR D 20T B RBUZ X o TH & T3k 2 £ 2 K
BRI EEP S, RO T A F Iy 7R A0 714128 - Tik b BEfEAK
NEBITL TS,

COAUTA XUy 7 EEFK L, TATVHRTr—rav s vi—&
IR D Z L THDODPDOTOT 7 VIZKELTWEY, T4 9 HEW/:
BTaA—AT4 v 7F8 2L ERIIBRZEL20H 7200 b LIt
v, PiE, Oy 2 OEBETHLIIVER « TLAY —I2LoTEHLD
ANADBHERNZTy 737 FEVIFHLWHEEZ W THFA LY b 2
D7 AL o TELDANOEEEHL D & L, BAOIEMA KT 5 L9
WZETERE L T2 Th B,

Highway 61 Revisited % 553 L 728 4E D 7 )V /N L Blonde on Blonde
(1966) Tix. “Like a Rolling Stone” M X 9 % 54 F 3 v 7 %l 2w h
Eh, HIEICHERTEREWR ) 0dH 5 A NERE LT 5 (Nogowski 36) .

TA TR TINLERRA EFEERL, T2 — P Ehilf TR0,
1966 4E 7 HIINA 7 FlgaR I L, REZ /A Sh/z, 2L T H)F
BT WIS John Wesley Harding (1967) (& D COREFEY DAY 1 )V
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E7% <, "Tay 70N (Nogowski 40)1 ® X9 T Y, #i\> T Nashville
Skyline (1969) 12 5T % “Lay Lady Lay” Tld, FE TZ{LLTw
TIFFIHAME LT ES>TEY, 2 THORFITH o TW2E 00
LoThs,

CDXE 1960 ENHEE LT VN Lzl TW E, TH T
EHICAADREEED L9 2Ty, a7 A My 7R, 2arq ., #
WH ARV THGOIERE RS Tnb 2 Esbh b

2. TATUDBERIIONT

TATYIMEME LD S DOANLITEELTHH 25 &) 123&E v
PEL L) BRNEOM, FIZIETaT AN Y IRT T T REER,
07 1 RN HTIZLELE S 72TV AE 2 L &Iz, 22T, %
DEFBEDIN— V2DV TENTVE2N,

TA T ERFEFBRL, La— FCHWARFLZBIIE) 72dll=2—
=277 &, the Gaslight % DBV TELETT7 + =2V ¥ 725
Y9 hotzy ZLTHLE L = 2—3—72 ® the Folklore Center T7 #+ —
7V v 7T OERD SR L (Dylan 10-18), X @D Y 74 « H A —
(Woody Guthrie)® 2529 S ENTEL, T4 T VIEHAY —DHEBEASY A
WEBZEIZLTWSE I EEALRDLENTREL TS (247),

T, 747 3a—Uyy (RIFER) LIEDL) RERTHLD
PRz, T4 T Y OFEENIRL T DLY A7) - 7L A (Michael
Gray) I, 74 7V OBEEEHAT L7207 =27 32 —T v 7Zo0
TRD L) BERZELTWD, 7TA)AEREDRZNENOHIE TR Y 37 -
TWRE? 7AVAIDT +—2 32— v 71 Yankee (LEEMDO A %)
southern poor white (FFEFE K1 N). cowboy. black ? 4 2125783 % =
EMTE, INHDTNV—TDREHPT A 7 > DEFOHFIZENLTHD L
L T % (Gray 235), TN TIE, TNH TV —TORREIZEAL S
DiDD, 7 LA DIZEE LT L,
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F 9. Yankee DEHEZEIZOWT T LAIZKD I HIZHBH LT 5,

The Yankee, who first sang on packet ships and there revived the sea-
shanties that had dropped out of circulation in the British Navy, adapted
his songs to the newer environment when working in the forests that
stretch from Maine to Dylan’s home state of Minnesota. The nature of
this life and work produced a tradition of song in which the workman
was a hard and grimly realistic hero. [ ... ] The Yankee backwoodsman
sang in a hard, monotonous, high-pitched, nasal voice; his songs used
decorated melodies in gapped scale structures; and words mattered more
than tunes. (240)

Z D Yankee DEFHEAF AV THEH L2V DIk, BiZpho/zfnie 2o
TA LD OHFEEIMAL T DHTH D,
#t\>C southern poor white IO & 9 IZEFK SN TV 5,

[southern poor whites’] songs fused Scots, Irish and English influences
and yet expressed a new - world pioneer milieu. Songs [ .. .] reflected
normal life all across the southern backwoods, and testified to the cul-
tural bonds between poor whites as far west as Texas and Oklahoma.
[...] With its vital mixing of ancient and fresh vocabulary and its truly
pioneering grammatical freedom, this tradition offered what is the real
core of folk song: a conserving process which is at the same time cre-
ative; and in his use today of that fundamental life-force, Dylan is the

great white folk singer. (240)

FLAE, RFWTHN ZPLAEICEATYS, ZOMKT 55D
southern poor white DEHEETH 5 & TR L TV 5,

3 % H D cowboy % 7L A £, Yankee & southern poor white 25 & 1)
Gol-RMEEHE, (238) L L, /72 THEHESNLZ ERIFATYS,
(311) L3k~ cowboy DEHMEAID 2 DOBMERTH 5721 TlE WS
EERERLTVD,

Black D H#HIIRD L BY TH S,
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Black folk music in America began by reflecting the basic dream of re-
lease—[....J [...] the campaigners for the abolition of slavery, whose
aim was to prove that the black man had a soul and should therefore
be set free. [ ... ] the influence of white and black folk music on each
other has been substantial. The black, while preserving African modes of
tune and rhythm, has adopted many Celtic musical conventions even
while retaining habits of improvisation and adaptation and the endless
repetition of short, sharp phrases. Owing to African influence, corre-
spondingly, white folk music has become increasingly more poly-phonic

and polyrhythmic. (235-36)

Black D %1%, WHEHHIEEIZ L > TRALAAOTEN A LS50 2
ERFH, FOMBINLREIE LT, 7NV —ALIFHEINLERITEANGTEL
LTHbN T D25, BEICE ZIEZIIBRAZ T 0TIERL, HA
WZLZTHPNTHDEIEEZT T4« HA) —DOFEEEH T TIRML T
Vg 10

TA =V TEE POTENETNOMB TR bNTE T EOI L
EEIDEN, BRAERDRBEIZL>TENLIZEDNOOH D (235),
TN, TA T OMEETIEDONDEBY, TNOOFLEOREZ AL,
TA—=AT 4 v 7 FY—POLEBRMICE MBI L, FF5— (BR
FEOZRY) IBITSETHEL TWDLDTH 5,

TATUYNTA—AT 4 v 7 F5 —DAINI L8R, N—F= AL b
=—+ 71 —s3— (Tony Glover 1936 ) H3HF 272/ —F = 7 DIHZHR
Blues Harp (1965) IZH9) £ ZAHDKE WV, TORTIE, N—F=HIZEA
P OEBHMTE R WE LT, BAGENGIT THEINL TV S (Shank
112), 7= N=D X ) IHRIC L > TAHEABZ TT 4= 32—y
I HRILAEZ £ LT A EDPRBETHEOWARL BT T2,

TVART =7 Ia—=T v 7745 OFEOMT IR T 5 —
T, TATYHTIWVER - TL A =0y 7 5% (B A rhythm and
blues & F1 A® country and western 3@l & L 725 %E) REAMOT Y 7 D
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L—O— F¥ v 7« XN—DFANE L TOFFAOFEIIS 1751w Er
ZFTnwHIEL I I VAR 3 (EHHEER) Of THETW 575
Mo b FATMIRMAG T+ =7 32Dy 7 ERFKLTHLEDTHD,
CORIITA LA TH- T, BRORBZARZ 2L TWHDTH S,

3. T4 DBEDEIH

RIBFHEDOREOHFINIT A T v OFEPMEIT LN TNL LT L
A DG TS 27 5 7225, Ml Z I ZENAME 2 DOF L2 HEFEL T <
AP, BRERICL 2 —LWHLIHEA ZHZITEN L 72T
TA—=2 32—V OWEBED L) ICRHEfEAE LTALIZZIF AR
BN, ZLTREALNTO L DD, TNEELEL T,

REMEAL LTRSS E TV I, Mok 4 25 R ER e ¢
LIEPLBETHDLEN)ZEHN, By ra—) (DFYIIVER T
LAY =D L) RTIV—RA (N—F=NEARPHRMEN LT ETH 2K
) ODNEDSHOPIZRY, T4 T VL OEETIAICHH L7 1Ell
RTHDHILIEITHERZZEB)TH D,

I BOHFRE LTOEE, LLHF L) O T, EZRREZ20
PRI O W TIRD L) IR TW 5, TEMERORZ L, (Fo LTEIDS
BHoTwd [(EEO] MANLBEEICH L0 TlERw, —H LA, AR
BEFEICOEF LN TRV AT L, EMTCIRRL B >TL A —F
I TR, MEEIEAZIZD2I0BH LT, NEEERORME 305,
NEEEOBM LR VDo TRED L TAICEMAROEHIEH 5 |
(86), ZEAiEdnid, EEHHONE Y S 51372 LT, HEOMRR{CE %
EMOPCIHE S E572012H 5D TR VWEERL, £L T, FEH
BEBZT TANEHEERD, B0 L 0EES L TEWIT R v &k Tn
%,

L2 T OLEFWE AN S ERETIUL, BRI REEERODE DL
LTDT 4 =27 32a=V v I RFELHTRELOTERVESLI, &
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B b Z UL, BHEL S OFEZETIEIRVITNE D) ZoHiRo RIFH
B A TRAZITMI N TE TR ) XL R EEHAKL, ThEH
GOEGOFRTHELIBMBELZDOTH Y, DF VIEBEIWAKL TnE T+ —7
32V OBRRIIMEEMATBZ 2L TAHICHFHE LD S, 2V
FORMTLLIAD TN LS, 2E5Z LB TEHDTH
B, ZOXH, DHEFEIHENS L T4 —2 I 2 =Ty 7 OREHEMN
TEE LTHEMTH D 0 bh b,

ThEd, 747 @7 I3—AT4 v I XY=L I L FFY —(1T5ER
EHLEZALEIEIoT, 74— 32—V v 7 ORKOFETH 5
EFEDEZZLZ M) v 7 BEBEORERIZE o THBELICLTL 27275
WEFED OHFEERM D 20ICED X IR L2075 9 7,

FATVHBIE 1968 EDA ¥ 2 —DRENT, TIA—AT 1 v 74
WEHWIUL, 27+ =7 BETHD, ¥R FT2EHTNY
Fopzbz e, ZRiday 7 32 —Y vy 7 ThbERNR (117),
TA—=2 32—V v ERDTC, Uy ZIIBITLIZE W) Eilkldhnwa b
Bbnb,

ZIT, BROTAYIHEZIRY Bo THD L, NP FAKRFRAR
MeEE) & EN, B E QIR TR VIR TH 72, 2D L9 T,
T4 T v OMEFHAEROFEFETH 5 REMAEFY (Students for a Dem-
ocratic Society, %L T SDS) 7z HIZLFFE N7z,

The chart success of “Blowin’ in the Wind” seemed to confirm and le-
gitimate the value of progressive white students organizing for the estab-
lishment of civil rights. Testifying to the immediacy of Dylan’s work,
Carl Oglesby, a former president of SDS, remarked, “Dylan’s early songs
appeared so promptly as to seem absolutely contemporary with the civil
rights movement. There was no time lag. [....]” Even when [Dylan]
rejected the role of political spokesperson, Dylan’s songs suggested an
orientation toward life that was shared by many of his contemporaries.

(Shank 101)
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SDS A ¥ N—=137 4 7 Oz o BHICHEP S &, B2 b e i
ol LTnT, —HDTA 7 UE, 74 —27 32—V v I BHRTIE
W A% (SDS) IZAZG DM Z T ANSN TS, ZOBHCOFE
T2 RIE, BAREFESOIEREL L THEYTH S,

ZLTEINELDOAXIIHCTY S ) 7201, 74 7 Y IdHF L) b
BIZA R T b OHHUY 7 I 2=y IANOWAZ AT, =2 —K—
7oA =7 T2 AT ANVEE, 3= FTREINY FEOEWTay 7
Ra—Uv I REEL, TWNLAOWNEEZTy 7 32—V 7EHE LT
DT R72E BY TH LD, ZOFEOFEEEHIL, REE LRSI
MEBRERMS, ZLTE=MVARO—Y Y 7A=Y AD L) Oy
I ITN—=TDEED ¥ Y VOFATIZHDEIHERGZDOTH 5,

T, KD EHIZ60 FREIRD BLELEDVD 5.

Some thirty years after Dylan’s defection, “folk” no longer means tradi-
tional ballads and workers’ songs. If it is still understood to mean any-
thing, it means a sensitive young guy or girl with a guitar performing his

or her own introspective songs. Folk music has become a pop subgenre, a

style appropriated by unlikely advertisers. (“Napoleon in Rags”)

Tr—=r73Ia—YvriE, HCFHEONEEZEBTLb0EEZ LN,
Ry 732=T v 7OTFMIMEDTSENTWS L L, FWATHROY ¥ v
74— RE2T—3I2—Vy 2y, 2FhayrIa—TUy sk
BAT L, 742732y IR FRICMESITONE S & L Tnizk
Wic, 74 901374232V s e HOTHGOEREEZ D LD
b, 7H4—20y 7 l0IAFHL VT Y YV EMYSEE S LT, REGEEK
ELTCOHRER ST DL L 2R ATDTH D,

COEHZ, WATOBNED ) DRWVEAZRMAER BT, Mgz
ENOFMEZ R T A =0 32—V I REAT HDIIRETDH 5,
N4 DFRZEIZHbEbD, 1960 FATERIL, 7arA by rr7ay
7 3a=Uv s hEERETr—r I a2V ZIEE S FE TRV
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KL Z G\, KT - TA T DX BT+ =0 hbUy INEHRET 5
MEMEDOB L v =V v 7545 =12k ->C, HRORMEAE LS 2
T4 =0 I a—T v RSN TWE, DF ) REMZAIZRALD
CERIZEDE TP LT OHELEE 2, ZORALEE L Tkt LTWw5
DTH5b,

E

1 74 7 OREWMTH 2 “Blowin in the Wind” 17 + =27 > v =D E —
5 — « K= & ¥ — (Peter, Paul & Mary) 2 ->CTk v F L7, LTIk
F180 b= 3 YHPMOTFIZL > THELN, VY —ASNTW5,

2 Don't Look Back (1967) X°. No Direction Home (2005) O K ¥ 2 A > % 1) — WLl
WRH SN,

3 FARLB S A7z Iim Not There (2007) Tl K7 - 74 7 ¥ &4l & & % Fiit
" ERATHNOBENRENETNOIE Y = FIZBEY L, 74 7 O EE L) 2
A5 EIBERE -T2,

4 “Let Me Die in My Footsteps” (&7 VN2 The Freewheelin’ Bob Dylan |2k S v
TW72D720s, IEXFEROERICE > TS Lz bNTLE o7, KHKIZ, 2o
FONFILHo7zEENTWED,

5 “John Brown” (271 F ¥ @ Lyrics 1962-2001 \2ILH 5TV A, #HiRE LT
KRINTWAV, WIFILUZE L, 1960 FRUFHIRFER TH o 7225, HFOT 1
T AR o EEET L L THELRMEMTH 5,

6 A FI— 277 —X (Medgar Evers 1925-1963) & \» 9 RRMEETIZR A, FHA
IZd o TRENLTEEH S TWEH, FRICBAIREZIHR LA WD 2
EERIERML, BAICL S %) L HAEEFE TV D,

7 BALMED /Ny 74+ F ¥ 1)L (Hattie Carroll) 25HEARR 2 B2 5 A A B
B, FEEANOAABEIGEE O NI, B EELL o722l xH,

8 774 + A1) — (Woody Guthrie 1912-1967) 137 A 1) 71 %% ik L CRMMz
KEED BREONT v FIEMLE LAY, Ho#H L5 L) biks L9
% A% A VO talking-blues DFIT S 74 7 Y IEBHIZL T 5,

9 VLA EDERE I Z N LRL TV ARWDS, 19 HRFEIZE Bbh s,

10 P70 F >, BE#D 3 ZFIEI S LD,
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