I KNOW WHAT
YOU THINK BUT
IT'S NOT TRUE
An Interview With George
Kinney of The Golden Dawn

n July of 2002, a handful of

Texas musicians and enthusiasts

put together the first ever Texas
Psycll Fest, a two—tlay £und—raising
affair inspirecl and sanctioned l)y
this very perioclical that was held on
consecutive weekends in both Hous-
ton and Austin, featuring much of
the best expansive
music the state
currently has to
offer: Charalam-
l:)icles, The
Dunlavy (their
first
performance),
ST-37, Primor-
dial [,hl(‘lermincl,

and
Pauling

Quartet , to name

ever live

Crevice,

Linus

a few. The event’s
final notes were
sounded,  how-
ever, lny a group
that had been
among the first
and  truest to
strike tllem, back
when many of
the festival's co-
participants were
but the tiny, mew-
hng end results
of their parents’

and

amorous anniver-

clrunlaen

sary dinners.
The Golden

Dawn is not a
name that travels
far outside the
orbit of the late
1960s Texas rock
scene  and  its
un(lisputed label
of record, Inter-
hational Artists;
sa(ﬂy enough, it's
a group that has
too often received short shrift even
within that provincial history. Third
Jgeneration Austinite George Kinney,
the group’s singer and primary
songwriter, had grown up alongsi&e
13* Floor Elevators singer Roley
Ericlzson; the frienclship between
the two extended to their I)ands,
both for better and worse. After the
success of their debut International

Artists album The Psyckca’e/ic Sounds

of.‘.(and the single “You're Gonna

Miss Me,” in particular), the Eleva-
tors used their influence to help
secure a deal between IA and their
brethren in The Golden Dawn,
resulting in the groupys sole release,
the 1968 LP Power Plant. Tllougll
it had been completed for nearly a
year, IA de]ayed the release of Power
Plant until after the Elevators second
fu”—length, Easter Euerywlverc, had
hit sllelves, not wanting The Golden
Dawn to detract from their ﬂagslﬁp
act. This relegation to second-class
status 1ay the label predic’cauy affected

the record’s reception, and the close

affiliation between the two Austin
groups led to the la})eling of The

Golden Dawn as a lesser, thougll

solic{, imitation of the Elevators.
That critique has sa(ﬂy not changed
marleec”y with time; full of top-s}leH
songwriting (“Tllis Way Please”
is one of the finest moments in
the TA catalog) and distinct as
the label’s most traditional Texas-
soun(ling release — unapologeticaﬂy
shitlzicleing and Shu{:ﬂing — Power

Plant nonetheless continues to be

overshadowed lay the reputations
of The E]evators, Red Krayola and
Bubble Puppy.

Disillusioned with their label and
the Austin music scene in general,
The Golden Dawn broke up in 1970
and George Kinney left Texas shorﬂy
thereafter, only to return for health
reasons in 1978. Since then he
has maintained a purposely—low
progile, per&)rlning sporadicaﬂy and
rarely recording. The last few years,
llowever, have seen a comparative
burst of output from the man: he
recently release(l ’tlle CD A][tcr tlﬂe

Fall, his first available lfecording since
Power Plant, and the pu})hcation
of his first novel, The Bandit King,
is imminent. And, of course, The
Golden Dawn is pen[orming once
again, to newly receptive audiences;
their Psych Fest sets were met with
entllusiasm, and upon hearing that
the band had reformed, Biﬂy Gib-
bons invited the group to open for
77 Top at an upcoming Austin date
(’tllough the whole concert eventu-

«

a ell apart. thanks to

l’)llllshit”).

In the thick of it all Mr. Kinney was
kind enough to give up some of his
time and explain, for his part, what
it all meant. The &)Howing interview
toolz place ina 1)ac12—corner LL)()tll at
landmark country bar The Broken

Spolee in Austin, Texas, early in the
evening of Augus’t 1, 2002.

So we're five days l)eyon(l the
first show in, what 30 years?

With The Golden Dawn, yeall.

How do you
feel about the

first one?

I thought it was
good, I thought
we did olzay.
We played some
songs I don’t
think too many
peop]e knew
alﬁout, there
were a couple of
clmrd Changes
where we didn’t
all end at the
same place, shit
like that.
Tllatys W]ly
we're trying to
tigllten it up for
thisshowtomor-
row (in Austin),
because all the
clmrd Changes
are so impor-
tant. It's that
dramatic chord
cllange tllil’lg
that we do that
reauy llelps our

overaﬂ S()Lllld.

What to you
defines the
“dramatic

chord

Chang’e?”

It’s like Rolling
Stones stug, or
Beatles stuff,
and some of the Elevators stuff.
Chord changes themselves set some-
tlling, tlwy create a tone, this r11y't11nl
that’s reany where it’s all at. Of
course there’s the bass and drums,
the r11yt}11n section; but the chord
changes reaHy set the pace for our
stuff. Whereas in s’craigll’t })lues, or
straight country, or even straigllt
rock and r()ll, it's hasicauy three-
chord stuff that's real... if you can

play guitar, you can sit in with




anykocly, play anyw}lere and play
all the stuff. But with all of my
songs it's not reaHy like that. It’s
almost like that, but there’s always
a designecl chord change for eﬁect,

in every one of them, that you have

to know or it just doesn’t sound

goocl.

How old were you when you
Leg’an writing songs?

Early teens. 1'd been writing poems
since 1ong before tllat, but the first
thing that reaHy snapped me to
music was Being able to write poems
to it. That was the tlling that reaﬂy
interested me in music at first,
because I'd been writing lovelorn
poems to girlfriencls in the ridiculous
hope that somehow that beautiful
poem was going to win her heart.
Of course it never Cli(l, but it helpecl

me anyway.

Did Dylan or someone influence
your thinlzing’ that you could set

poetry to music?

Al)solutely. Definitely Dylan. The
]oiggest single influence 1 ever had.
Second would prol)al)ly be the Roll-
ing Stones, Bea’tles, and the Eleva-
tors. If there had to be an order
it'd prol)al)ly be something like that.
But Dylan as a writer just blew me

away.

When you say the Elevators had
an influence on you, do you mean

the whole band or primarily Rolzy
Erickson?

ROl’g’y sort O{ as a persona an(l a

friend, but musically more like Stacy

(Sutllerlancl). In my opinion, Stacy
was the musical genius in the Eleva-
tors. Rolay was a great singer; the
tllings he could do with his voice,
he’s one of the best singers ['ve ever
heard, as a person | love him dearly,
he’s my life long friencl, I can’t say
enough good things about him, but
a musical genius — that’s not a
term | would ever consider. But

Stacy, yeah.
Did you know Stacy...

Before the Elevators? No, but we
became good friends during the times
that we shared. But he was way
out there musicaﬂy; he was the best
rock and roll guitar player there’s
ever been. And then Tommy (Haﬂ)
certainly influenced my writing; [
went in a whole different direction
after meeting Tommy. Instead of
love poems it was like the trouba-
dours back in the 12 century, the
bards that went around the courts
singing their songs. They were doing
it to avoid persecution, because
Cllristianity was just coming in there
and to be a heretic meant to be put
to the sword. So in order to 1eeep
their pagan religions alive, they had
to refer to the other world that you
were suppose(l to try to attain as
a woman, so the she in the songs
was reaHy a spiritual slze, or a level
they were trying to reach spirituaﬂy
but couldn’t say because they’cl be
persecutecl and killed for it. So to
escape that they came up with this
genre of music, and strangely enougll
it reappearecl in the '60s in America.
All of a sudden this whole thing
came about where what tlley were

reaﬂy taHzing about was some heavy

stuff. Now it's kinda backed away
from tllat, you can’t reaﬂy say Jeave
your l)ody Lehind,y it's not happening

rigllt now.

So, if we follow that idea of the
masking of messages in the '60s,
the typical line on Elevators
songs, for example, is that most
of the songs are full of drug’
references, though tlley seem
open enoug‘h for interpretation
that you could think about them

in many different contexts.
Sure, of course.

What do you think of that partic-
ular interpretation and, second,
in what ways was your songwrit-

ing similar and dissimilar?

That's an excellent question, because
that's reaHy the essence of so much
of it. T've thought about it a 1ot, and
I may not have a goocl answer but
Il give it a shot. T think that what
happened is that anthropologioally
humans had evolved to a place right
before the '60s — and it does go for-
wards and backwards from there, it’s
not like there’s this time, there’s this
zone. There’s prol)a]oly a hundred-
year grey zone that we don’t know
about where there were guys like us
back in the 18" century. But it
reaﬂy kinda came about in the '60s,
and I think the states of mind that
are possi]ole for humans to achieve
were reaﬂy hidden after WWII, with
the whole military industrial complex
and the '50s perfect mother/perfect
father-vision world. The same states
of mind that acid and psyche(‘lelics
actuaﬂy got you in to, that Timotlly

Leary began with, the LSD prophets,
were all about sometlling that was
possilﬁ]e in evolution. You'd take
(lrugs and you'd get real 11igh, you’d
see all this stuff and your mind
would expand, but somewhere in
your mind there’'d be this doubt
because you knew you’d taken drugs
to get there. Tt took something as
lieavy as psychedelics to })ring people
into that potential consciousness,
make the neuron connections at
the synapses that ac’tuaHy allowed a
whole other perspective. But really
that was all that it was supposed to
do. The stuff itself, the essential
levels of })eing, are, for all practical
purposes, prolﬁa})]y eternal like most
religions claim. It’s always there,
God’s everywhere, wha‘cever, you just
dont lift your mind to it. To do that
you had to do this tlling to yourself,
the good ol’ Bastern analogy in The
Proplzet that you use a boat to get
across a river, but you don’t drag a
boat across the desert. Once you get
there you let the boat go on.

Obviously Hermeticism is a big
influence on you you named
the band after it  but at what
point did you start delving’ into
it?

Early on. At 16 or 17-years-old
I was reading more or less esoteric
tllings, but not really until T met
Tommy did 1 really snap to what it
was reaHy all a})out, that it was worth
devoting a lot of time to understand,
that it was a life—long quest.

Are the songs on Power Plant
the extent of Golden Dawn'’s
material, or were there songs not
included on the record?

We wrote the last song in the hotel
or something. I think we wrote
“Seeing is Believing” as the last
song, | think Jimmy and I wrote
that in the Western Skies hotel in
Houston because we needed another
song. No, that was all the material
we had at the time, and we never did
any cover songs. Actuaﬂy [ take that
back — we did do some Dylan songs
and Rolling Stones songs.

Was the Dylan song you did the
other night (“It Takes a Lot to
Laugh, It Takes a Train to Cry”)
one that you used to play?

Yep.

So the record was done in Hous-
ton?




.—-

Yep, at Andrus Studios. Frank

Davis was the engineer.

Was that the first time you'd
been in a studio proper?

First time, yeah. We'd done a few
things here and there, usual garage
band saving up $100 and then cut-

ting a tape somewhere.

How 10ng’ did the recording’
take?

[t took a few weeks, going down
tllere, spending 4 or 5 days, then

coming back.

(What sort of influence did Frank

Davis have on the process?

I always sort of ’thougllt of him as a
hero, I thought he was way ahead of
us, a real studio guy. We were just
a bunch of kids from South Austin
wanting to kick some ass, but he
always had good advice, helped us
find the sounds we wanted to get. |
can’t remember more than a general
ambience that he contributed to
the whole process. He wasn’t an
authority figure, we all just had a lot
of respect for 11im, he was kind of
a legend, having alrea(ly done some
stuff and worked with the Elevators.
His reputation preceded him and he
treated us real well, was reaﬂy into

my songs.

I've read some interviews with
Mayo T}lonlpson in which he’s
referred to the clays when Red
Krayola was still with Interna-
tional Artists, and his feeling’
that the label didn’t do anything
for them promotion-wise, adver-
How does that
compare with your experience
with them?

tising-wise, etc.

Tlley were horrible. They had the
world })y the ass. ley had the
central Texas Liverpool, it's really
one of those great historical fuclzups.
Tlley had the talent, with the Eleva-
tors, us, Red Krayola, Lost and
Found, Bubble Puppy, everybody,
that was the vanguar of Texas
music, and they had them all on one
label. That part was great, they just
did notlling with it. Tlley had no
idea what t11ey were doing, Lelan
Rogers and Bill Dillard and those
Jsuys, they just didn’t have a fuclzing
clue, a bunch of fucking idiots. A
bunch of la,wyers who said “hey, this

is the way to make some money,
let’s get ‘em all signed” and then
now what do you do? Tlley couldn’t

do anyt}ling, they didn’t have any
boolzing people, they didn’t have any
promotional facilities, no })udget, no
nothing, just a bunch of contracts
where nol)ody could do anytlling
else. T11ey wouldn’t let us play up
here; they tried to sue us for playing
gigs in Austin to pay our 1[uc12ing

rent.
You're kidding?!

No, they told us we couldn’t play
up here without their getting us
the gigs, but they wouldn’t get any

or us.

Did the Elevators have these
kinds of prol)lems?

Oh al)solu‘cely! They never had any
money, they were as broke as we
were. They never had anything. [
remember two or three times waﬂzing
around after an Elevators gig with
Rolzy, two or three of us, calling
Lelan Rogers and Bill Dillard at their
house in the middle of the night and
making them get up and give us $10
so we could go to Lee’s Den and get
some Chinese food "cause we were all
hungry. And at that time they reaHy
were the top band in the country,
better than anyloody else not By a
little bit but l)y a lot. And we were no
slouches eitller, and we had nothing.

So yeall, Mayo’s rigllt, I second
what he said.

Was IA like this at the time that
you signed with them?

No, because 1 think we were the
second band to sign with them, tlley
had the Elevators and that was all we
needed to know. We knew the world
was gonna be at our feet. It's one
of the s’tupides‘c — just how naive
kids can be — but it never dawned
on me that we weren’t going to be
as famous as the Beatles. Of course
110})0(1}775 as famous as the Beatles,
but we were good and we were gonna
be the Americans to take back over
the country from the English groups,
because we knew we were that good.
Or we tlmught we were, we knew
the Elevators were and we were their
protégés. And it just never occurred
to us that we’d be mismanaged so
atrociously. So it happened to

the Elevators, it happened to us, it
happened to everybody. All the TA
bands never did shit.

And it’s rea]]y telling that 1A
is still such a revered label to
this day considering they didn’t
accomplis}l ha]f, even a quarter

of what they could have.

Living in Houston, everything was
rigllt, everything was set for it to be
the new centre of music in America.
Austin kinda stole that away from
it...

So were you not playing (Austin
y playing

club) Vulcan Gas Company or

places like that?

No, 110nest1y — and this is going to
piss some people off, but I'm at the
point where it reaHy doesn’t matter
to me — truth is that Austin never
gave me the 1(uclzing time of day.
Houston has always been real kind
to me, when we played Love Street
or the Catacombs or any of those
places, people came out. Austin’s
always been...we couldn’t get booked
at the Vulcan Gas Company, and
I think it was political. For one
tlling we were real heavy into our
trip, we reaﬂy did believe that all the
stuff and the (lrugs were for spiritual
enlightenment, and no})ody reaHy
liked that. Austin’s real laid Lacle,
you're supposed to get married, go
fuck your girlfriend and that’s it.

But why was it different for the
Elevators then?

Well it wasn’t too much, but for one
thing they were a little bit advanced
from us, musically they were prol)—
al)ly a notch ahead of us at the time.
We learned a lot from 'em and they
were reaHy good. It was pretty stiff
competition with the Elevators; too
bad we weren’t from some other
town. It was tough })eing the best
band with them around because
tlwy’d come out and blow everybody’s
shit away. So there was that, and
then the fact that we were not just a
good time, “Tet's get stoned” })and,
not that there’s anything wrong with
tha’t, it just wasn’t us. We were
warriors, | mean honestly, we put
our armour on and went out to do
battle with evil forces every time we
went on stage.

Musica]ly, since 1970, you
haven’t had a whole lot of record-
ings released...

None at all.

...and it seems like you've taken a
l)ig' step back from malzing‘ music
your primary outlet.

Actually, it’s not really like that.
I really have continued to write all
the time and play, it's just that the

audience is not there for me. The
l)realzing up of the Dawn, having
a few other bands but never really
getting back in the studio - all that
was a big blow to my vanity. | just
thought we were so good, the stuff
was so good, there was just no market
for it. So I spent 20 years basically
playing campﬁre gigs. Still writing
songs, still studying the stuff, still
singing and doing the thing, there

was just no audience.

So you left Austin in the early
"70s and went to the West Coast
{irst, and Tennessee after that?

Yeall, I went to the West Coast and
had a lot of fun, though the llippie
tlling kinda got on my nerves. |
never was much of a commune guy.
I was always independent, hunted
and fished })y myself, I was just raised
that way.

It's interesting that you grew up
hunting‘ and fishing since you
seemed like such a precocious

child.

My dad was an actor and my mom
was director of the Austin Civic
Thea‘cre, but T grew up llunting and
fishing. I was raised with a gun in my
hand, blood and guts, fistfigllts, the
total redneck. All of us in the Golden
Dawn were. Part of the criteria for
l)eing in a band was you had to know
how to fight. They hated 1ong hair;
the good ol hoys of South Austin

would kick your ass.

So then you went to Tennessee.
I know Memphis at that time
had a pretty wicle-open scene
as far as what was happening
musically. .

Yeah, I was never reaHy too in on
that but 1T was delfinitely into the
Nashville stuff. 1 was lucky. I was
going to Nashviﬂe, and my car broke
down in a little town on 1-40. While
I was waiting for my car to get fixed
I boug}lt a house, so 1 just stayed
and never came back. And in the
little town where I broke down and
l)ought the house happened to live
one of ]ohnny Cash’s most prolific
songwriters, Vince Matthews. He
and 1 hit it off like that (snap). He
didn’t have anything to do all day
but stay in the little town square and
drink beer and wait for his royalty
cheques to come in, and he needed
a drinlzing Luddy and there I was.
So we hung out and he introduced
me to everybody in Nashville. I did a
show with ]ohnny Cash, I was on my




way !O ame an!! !or!une ! !CIC.

Was that your g‘oal when you
went in the first placc?

I wanted to be a country star, then
I got up there and to reaHy do it was
gonna be too much trouble. I just
couldn’t make myself go into town
enough, even there I wanted to stay

}10111(3. 17\7(3 always L)GCI’I a reclusc.

So you've finally released a new
CD, Golden Dawn is playing’
shows again; what’s different

IIOW?

WCH, rigllt now it’s different with
The Golden Dawn because Eric Arn
(Texas Psycl’l Fest co-promoter)
called me up with this idea and asked
if we'd be interestecl, and I said yeal’x
it sounds cool, I don’t know if I can
get the guys all up for it or who can
do it, but ycall. We only s’toppcc].
because nol)ody gave a shit, so if
somcl)ocly gives a shit then hell yeah,
we'll get back in.

Are the motivations and objcc-
tives the same?

It's all exactly the same. It's almost
like rea(ling a newspaper, you change
the dates and it’s the same story, but
the approach is a little bit different.
My approacll has ccrtainly changed,
I've matured a 1ot, I don’t take acid
anymore, |'ve changecl my lifestylc a
lot. Alot of things have cllangccl but
as far as the music and the message,
rcally no. The cutting e(lge never
changes. Sometimes society gathers
on that edge, and they were (1oing
that in the "60s, especially with
the Elevators. There were Elevator
concerts where everyl)ocly was tuned
in, it wasn't Tommy Haﬂ, it wasn’t
Rolzy, it was everyl)ocly that was
there. Theyy(l come to that edge, but
then it'd get scary on that Pprecipice.
Most people don’t want to be out
there. There have to be some people
out there, the trailblazers have to
be. But most people go up there
and thcy get something out of it
hopefuuy that t}leyﬂ always lzeep,
but then tl'ley back away from it
and they settle down. On a societal
scale it's like you wake up the next
morning, y71znow, and you're going
“that was pretty wild shit”. Then

you go feed your cat.

Have you lcht up with the cur-

rent music that’s been spawncd

Ly all of this?

Some of it, [ like a lot of it. T leecp

wanting to hear someone saying

sometlling about the real things
that are going on in the evolution
of the species. I just don’t real]y
hear it, I wish I did. It sounds so
shitty because I love going to hear
people play, and there’s a lot of good
musicians out there, great people
and good songs. And it’s probably
good enough, just not exactly right

or me.

Did you feel that void filled at all

at the show the other night?

Some. | thinlz thatys one olt the
closest things to it, the stuff I heard
was people really trying to get into
that thing. And it’s kinda beautiful
because tlwy're reaHy sort of on their
own, it's like kids raised without
leaders, and on the one hand it’s a
waste of time but on the other tlley
come up with some shit that no one
would have come up witll, because
tlley had to. So you've got this
new psyclledelic tlling happening
and it’s like they’re coming up with
shit that we wouldn’t think akout,
because they’re llaving to come up
with sometlling on their own. And
that’s reaﬂy where it’s all at; that's
the whole thing in a way.

And how do you feel like you fit
in, given that?

\Well, I feel like not only is it a
pleasure and an honour for me to do
it, but I do think it’s a responsi})il—
ity, because I was sincere about it.
Whether I was a laig star or whether
15 people gave a shit or not, there
were still those 15 people. That's
a lot of people for one guy. Reaﬂy.
They always say if you can count
your friends on one hand }Jy the
time you're 50 years old you've beat
the game, you're a happy guy, and [
can do that. So the fact that there
happens to be some people around
who've taken an interest is very
rewar(ling to me, it reaHy is. It’s

very satisfying to me.

George Kinney was interviewed




