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kept the Isrealites from perishing as they wandered the badlands for forty years. Did this food, called
ranna, contain the “magjc firc™ that allowed Moses to comminicate directly with God? Just what was
ramna and where did it come from? Steve Kubby thmks he's figured it out...
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say it is just another drug, but narcatics addicts say # is their only hope. Find out why.
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) by Randal Factor
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d artwork by Erial
How oftan do we get to glimpsc across the dimensional threshold ito the nether realms of hyparspace? If
we oould take a snapshot while we were there, would we? Erial may be the fost antist in history to
acampligh such a tazk. Now, for the first time ever, his lovingly-randered transdimensional postcards are
available for public viewmg, Erial and Pl invite you to take a vacation of imagmation into another world.

f-» LSD and Depression
" by Kimberty Wade
Discover how one woman s suicidal depressian was transformed imto a love for life with one single sesrian
of LSD. Her brave story is ranwitad in her own words.
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an baterview by Ma’aseh Merkabsh

Tom Lyttle, psychedaslic publisher and histonan, finds himself in all kinds of mtareting situstions durmg
his pariods of mense ‘‘vesearch”. Find out how blotter is made, how covat police agencies are mfiltrating
peaceful tribes, and how the more things change, the more they stay the same.

- Talking Art, Imagination, and Albert Hofmann

an (nterview with artist Jan Saether by Ron Piper

Robert Zanger, former president of the Albest Hofinarm Sociay, and ertist Jan Sacther have jomed forces
to brmortalize the Swiss chemist who discovered LSD in a broze bust. Listen in as Ron Piper discusses the
nature of art, imagmation, and why this project was so important to both of them.

@"ﬁ Transmissions from Jonathan Ott
an interview by Roa Piper
Entheogen expert Jonathan Ott has a thing or two to say sbout the US Govammant s mishandling of the
Constitution. He feels the time has come for change and civil disobedience.

+? Journey through the Assemblage Point

by Runyon Wilde

Runyon Wilde pecls hack the fabric of reality to show that there is more to being than seeng and feeling,
Leam bow to focus yourself away from the mundane and towards the unspeakable.

COLUMNS & DEPARTMENTS

3  Psychedeligrams 34 'hitl'k Riva's Metagrooves
4  PIEditorial: Ihe lateat sounds to feed your head

Jury Veto Power - Just say “Know” 66 Home Alchemy )
7  News Vortex e e

. 74 P.O.V
DEA genocide & Research Updates : 1 .
11 Hemp News Talking Psychedelic with Fred Smith

78 Book Reviews
&
DEA harassmant & other news by Myron Stolaroff' & Jay Fikes
18 Beneath the Canopy 80 The Cyberdeli
Building roads is costing lives, and land reviews, sources, events, cyber-fragments

About The Cover:

Gaian Brainstorm is a spectacular
piece of artwork by Erial, the
featured artist for this issue of
Psychedelicllluminations. For more
information on Erial and his work,
see “Art of the Other” on page 37 of
this magazine. A full description of
the cover image can be found on
page 40.




&) Editor’s Note

Winning the War

Magazine and Information Network

It's war, and we are the enemy. psychedelic community could do to speed Volume I Issue VII
Strategically speaking, in the “war on up the process is to apply a strategy focused
drugs” traditional tactics of engagement just  on the drug war’s rank and file foot soldiers Publisher/Editor in Chief
won’t work on this particular battlefield, and  (narcs), prison administrators and guards, Ron Piper
i's best not to think of the armed legions on  the DEA command, and prosecutors Managing Editor/Art Director
their seek and destroy mission as our nationwide, all who who depend on this war PAeSLEL ;
enemy, per se, but rather as basicall o put bread and butter on T seohutingibditons
'Yl P leNustidbineitheir ioh Y : pll(.l bre iff l:il '}:ef ; lhehlable JiEse Runyon Wiide, Kymm C., Fred Smith,
normal people just oing their jobs. working stiffs need their jobs, however dadanull(1)23
For (.iecades many in the psychedeh.c reprehe.nsnble., .lo feed and house themselves Contributing Artists
community have been successfully holding ~ and their families. MK-ULTRA, Max Doubt, Erial, lan Cooper, Jan
their own against the massive forces intent After any armistice, massive layoffs Seather, Erik Kellar
on stamping out the use of drugs. We wouild follow on both sides. What does a narc  Contributing Writers

guerillas hunker down, keep low profile and  put on his resume to apply for work when he ~ Robert Zanger, Victor Cook, Mark Riva, Ellen

exercise discretion when altering conscious-  no longer is needed to go undercover? | Komp, Rick Dobiin, DM GleeaiitkRiSnna
-~ fortabl dont i . find oth da Silva, Kimberly Wade, Lynn and Judy

ness. One thing always seemed comfortably on’t know, but until we find other, more Osbum, Randal Factor

certain: eventually the voice of reason would  useful tasks for these people to do, the

prevail and the preciousness of psychedelics  soldiers and officers in the war on drugs will

would be affirmed by the culture at large. fight to keep their jobs just as hard as they
Twenty years ago it seemed inevitable battle the “‘drug menace.”
that the value of expanding awareness, by ~Fred Smith

whatever means, would be recognized, and

psychedelics would be embraced and added e N AN,

to the many technologies for helping If you would like lo submil an article %/".‘}\\\\
humanity continue evolving to ever higher or some artwork for publishing consider- P44 1A A\
consciousness, a noble endeavor if there ation, please query our Managing Editor, i// ; “ "..“‘“ k

ever was one. James Kenl, al:
Yet time passes and little changes. What

y Psychedelic {llumIinati is a networki
1o do? Direct confrontation is likely to fail, as 956 10th Ave E. #102 Sychlecere HiaDANPRS SN rHim

and informational resource service. Our

the lessons of the nascent psychedelic Seallle. WA 98102 purpose is to support and advance scientific,
movement should tell. Although brave, the  jkent@jkent.seanel.com P:"°S°P"'° l“’“d "':’a’y ‘r""°;kf '°'°t°: tothe

- o y ; ! phenomenology of psychedelics an
early advocates for psychedelics were naive Sy shamanic voyaging. Our aim isto explorethe
and caused as much fear and hostility as Please have some familiarily with the notion of *plants as teachers."
they inspired enthusiasm for LSD, psilocy- magazine and the types of articles we run. : .
bin, DMT and other tools they promoted. But ~ We are always looking for celebrity :;y;;i‘m:;'m:i:::?r;""sovvéfngf;"
keeping psychedelics in the closet for interviews (relaled to expansion of HEADQquarters in Southemn California. Direct
personal use only seems selfish. consciousness), new research and experi- all correspondance to P1, PO Box 3186,

It's encouraging when a Nobel-Prize- menlation, psychedelic philosophy (as :L’g:::tz;igﬁmﬁ::' :rdt\:: °:::\"'Ea°r
league scientist such as Kerry Mullis de- reluted lo nalure of consciousness, reality, message for the editors call 714,733.1 252 or
clares that he has never stopped taking elc.), book reviews, spiritual musings, e-mailto PIMagazine@ aol.com. The contents
“acid” since he was a student at Berkeley. ecology and hemyp updales, cyber-dellic ?Ja?éiiﬂfﬁ%’fﬁﬁﬂ(ﬁges:::m &
l)f:splte the al!enuon Mullis has allfucled. and lechno-rave relaled information, and any:manner. in whole of inpat. withal#
his example disproves the assumption that generally off-the wall stu(Jthat will never written permission from the publisher and
psychedelics, especially when used continu-  be published anywbere else. Although we author. All rights reserved. Pl is distributed to
ously over time, will fry your brains. may edst submissions for clarity and fitipenders who. (Bqudst ISR 3aeasip-

tions worldwide. Display and classified

Trippers coming out of the closet can accuracy. we do not censor. advertising rates and information are available
aid in setting a reasoned tone in the Articles must be typed & double on request. Subscriptions are $28 for four
campaign to delink psychedelics from other  spaced. Artwork & pholos - do nol send IaBLia8. F4Stor sightise g s

o - shipping and handling). Canada/Miexico add
drugs. originals please. Pholocopies are fine. No $3.00 per issue. Other countries add $5.00

Although reason mus! prevail, it might submission will be returned withou! a per issue. Please send address changes to Pl
take many more decades. One thing the SASE at above address.

2 Psychedelic ® Illuminations VII




34 Psychedelic @ [lluminations

article is transcribed from the conversa-
tion thatevening...

Rabert Zanger: Jan, why don’t you tell our
readers a little about yourself, your background and
history...

Jan Seather: Well, 1 was bom about a year after the
discovery of L.SD), but of course didn’t know anything
about it until many years later. | started out a fairly
early career playing with clay on my bedroom floor
and making toys and ending up being more inter-
ested in the making of the toys than playing with
them. After | did that for several yvears | started to




|

get the sense that this was the core of my life. This
was the central nerve of my existence, and by the time
I was ten I pretty much knew that I was going be
something to do with this.

1 didn't really know very much about art, but I
started to form this secret opinion that I was not going
to be what my father wanted me 1o be, although I
waited until [ was 19 to tell him. And I started
painting, as well, in my early teens. When [ was 19, 1
saw a portrait of Rembrandt in an art book that I got
for Christmas. Just a tiny picture, but I was completely
bowled-over by the ontological presence in this little
picture, and it became instantaneously apparent to me
that it was necessary to pursue the understanding of
how in the world it could be possible to create life in
this way, in this fashion, on a two-dimensional plane
with paint. So, after that I pursued a typical career
through art schools and soon, went to the Art Academy
inNorway, and arrived in the United States in 1974.

About ten years after that, | had my first introduc-
tion to psychedelic substances and found fairly
quickly that these ex periences corresponded with
mystical experiences that | knew from before. Somy
take on psychedelic art would be that, as far as I'm
concemed, the core of the psychedeclic experienec is
not 8o much reflected in the kind of optical phantas-
magoria of colors and shapes, which seems to have
more to do with the early stages of any journey,
(although I can't say that I have this visual panoply so
much myself under those circumstances). But, rather,
it has t do with some deep inner ontological reorien-
tation or reorganizing, and this corresponds with the
mystical traditions and with that experience that I had
from the Rembrandt.

RZ: How would you characterize your own artistic
expressions?

JS: I guess, as a consequence of following my
enamoredness with this portrait by Rembrandt, I
became drawn into a kind of opposition to the art
schools that I went to. Because, when I went to art
school, you had the third generation Modemists as
professors and they were the victorious generation of
that revolution. And now, here comes a bunch of young
kids of my own age - there were about five or six of us
inOslo, Norway in the middle 60’s - and we kind of
threw all that out and said, “What about the old
masters?” We want to learn something about them,
and our professors answered with thingslike, “They
were great guys, but now we paint like Cezanne,”

I found myself in opposition to Modernism,
dthough I liked some of it myself. I was in intense
opposition to its ridiculous repetition of the academic
issue that enforced a revolution — being told by those
who became free a decade ago that you are now going
lo become free on the same conditions that they

became free. Well, this seemed so ludicrous that we

lsunched heroically into our own revolution and fought

this tendency with all our might.

In the process of considering and thinking about
all that, I came to feel very deeply that the human
imagination is populated with our own image or the
images of ourselves. You can’t really have a non-
figurative, abstract art going on forever and ever.
Somehow, abstraction is an aesthetic crowning of a
long tradition of refinement. As long as it rides on that
and lifts itself up to that level, it can be appreciated,
but when that refinement goes away, you get a crude
form of art that’s basically just ugly and a kind of
celebration of rage.

You can have non-figurative art for a while and
you can learn from it. You can project into it. But, if
your ability to image these realms within yourself is
not there, you end up in the end with nothing to project
onto these abstract images. You've got to cultivate an
imagination that is populated with human beings,
otherwise, you end up with no imagination at all; or, a
kind of flap-doodle imagination where, “Oh look, I see
a frog in there.” Well fuck, who cares? | mean, that’s a
very different thing than, say, The Birth of Venus.

So, I started to feel that | was beingdrawn into a
need to come to terms with my own imagination as the
source of painting. In doing that, I ended up trying to
create a kind of moment that the viewer comes upon
that is, for all extents and purposes, highly recogniz-
able. I will recognize everything, except I will start to
think that there’s something in this moment that is
unusual. That I've stepped into a moment in time where

1 wusn’t supposed o be. I've stepped into a privacy that

gues beyond what I would ordinarily admit myself 1o be
confronted with. That sort of thing. A kind of a magical
realism, where the moment is charged with something
that is at the same time both quiet and threatening.
That’s sort of what I'm trying todo at this point. That’s
what I’'m engaged with.

RZ: Where doyou think modern art is headed?

JS: Well, whats happening in the field of art today, we
call post-modemism. Nobody really knows what that
means, but it certainly means that modemism is over as
such. I think that we are looking at a phenomenon that
Terence McKenna has described in his notion of the
end of history. I understand that to be not the end of
time - you have to differentiate here between time and
history. History is kind of an expectation, a redemptive
expectation in time that the Western world has
cultivated for a couple thousand years, and that, in fact,
we're kind of running out of steam in this vision, and
that what we’re seeing now is a continuity or a
seamless presence of quantum physics on the one had
and shamanic things on the other. Aboriginal myths are
being written down today as we step onto the moon or
are planning to go to Mars. There’s all of a sudden this
act of contiguity, and the linearity of history seems to
run out into the sand.

I think that the arts and other creative endeavors

Opposite Page !mage of jan Sactha
taken from photo by Gso Jerto, 1995.
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are about to discover this bridge that would
put us back in touch with the earlier civiliza-
tions where psychedelic substances - and, if
not substances, certainly an attitude that had
come out of the psychedelic experience -
reigned. | think this was probably the case in
India, in Greece and in Egypt. We know it was
in South America and Middle America. I think
we have underestimated the extraordinary
peculiarity that early man must have experi-
enced infinding centain substances in nature
that imbued him with expanded conscious-
ness. In 8o doing, he would have probably
started to explain reality more in the context
of those supematural experiences than the
daily experiences. This is what art always
does. It always tries to reach beyond these
experiences into something more subtle and
profound and pushes the envelope into other
realms like that. I think this is what we must
do now. We must contribute to this end of
history, or the historical expectation, and try
to simply live in this world in its time
without these kind of maneuverings that
historical speculations lead to. I think that
they are of a fairly pernicious character and
that the balance for them is the artistic,
shamanic experience on an intelligent level
in congruence with a scientific attitude as
well as a poetic attitude.

RZ: 1 think it’s Terence McKenna who says
that you see more art in the psychedelic flash
- during a psychedelic experience - than in the
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entire history of 10,000 years of artwork.
What can that mean for the future?

JS: This becomes an issue of education - the
way that education is central to any real
culture, Egyptian or modern. It’s not just
enough to douse a lot of psychedelics onto

the situation because the issue of integration.

How do you integrate these things? What is
it that human beings must do to integrate
themselves? It can be very useful to have the
psychedelic experience, but I think that the
experience of integration is more important,
ultimately, than the psychedelic phenom-
enon. It’s got to lead towards this kind of
integration of inner and outer, strange and
known, etcetera. An art form that shrinks
back from involving itself with these
substances and these experiences can’t
really respond to what our reality has
become.

RZ: How would you say that the psychedelic
experience has influenced your own art?

JS: Well, quite [rankly, I don’t think that
one gets influenced by the psychedelic
experience. | think one completely goes to
pieces in the psychedelic experience. One
has to find new ground undemeath one’s feet
after such an experience. So, it’s not like
adding conditors, you know, stuff on top of
the cake - twist it a little bit this way or that
way. It’s a complete and total rearrangement
of everything you ever thought you were. The

realization of the fundamental need to move
towards play rather than kind of struggling
along with some kind of craftsman’s attitude
which is a dry and sober approach to art.

» khink that what the psychedelic
experience did for me was this opening up
towards the realization that there could be a
type of liberty - a type of freedom - that
would resemble the discovery of game niles,
which is essentially whai play is. Play is
antecedent to game. You play to discover the
rules of the game. Now, once you’ve got a
game, you’re no longer playing, you know?
Now, you’re gaming. You’re agreeing with
other people about the niles of a game, but
the playing is prior to that. And, | think that
realm became amplified for me by psyche-
delics and showed itself as being absolutely
essential to any further exploration of what
creativity really is.

RZ: These days, when children are thinking
about which ways to pursue their careers,
our government and culture seems to always
stress the importance of science and
technology. Do you feel an important need in
our culture to reinstate the value of the artist
in society?

JS: Well, I probably wouldn’t be an artist if |
didn’t think that was the case. But, first of
all, I think we need to recognize, without any
sentimentality, that the civilization we live in
is already bankrupt. I think it was bankmupt
some 15 1o 20 years ago, and that it is just
the nature of the hardware, as such, that it
still hasn’t collapsed. But the psyche has
collapsed. Inside of the hardware of technol-
ogy and culture the psyche is collapsing and
has collapsed, and it’s just a question of time
before these manifestations will be even
worse than they are now. All the crimes, all
the people running into McDonald’s and
randomly shooting people, these are new
symptoms. These things didn’t happen like
that in the 30’s. There were wars and global
economic crisis then too, but it did not lead
to these kinds of things. This new phenom-
enon has to do with a general banknuptcy of
Western thought.

RZ: Lack of spirituality?

JS: Yes, alack of spintuality. An erecting of
the imagination as the enemy of science.
This is absolutely ludicrous. There’s no great



scientist who's ever fostered such an idea,
but the technocrats love this kind of notion
because it puts them in charge and tums the
issue around so that it looks like the outcome
of these processes is what is important, not
what inspires them.

If you’re going to get back in touch with
what inspires them, we need to look to art
because that is the model. In art we see the
activity of these things practiced. It’s like the
zen of art is the showing forth of what these
processes are in as clear a form as puossible,
and they’re not utilitarian because their only
role is to show this process. You can’t sell the
process, but Modemnist economics has led to
us thinking that art objects are something that
you own and they're something you put in
museums, and so on. But, if you go 1o the
dianies of Kandinsky and the Modemists,
they’re all talking about process. They’re all
talking about the similarity of the process of
painting to the process of alchemy, to the
process of mysticism, to the process of
Kabalah, whatever. These are the thoughts of
the artists themselves. They know that these
are practices that simply try to show how
these things move. How things move from the
inner to the outer and return again with
respect for the source. That’s what we must
deal with. Whether we deal with it through
religion, or we call it art or philosophy. These
are the processes that we must approach and
apply ourselves to.

RZ: Some time ago, Robert Zanger, former
president of the Albert Hofmann Foundation,
joined with you in an endeavor 1o create a
bust - a sculptural representation of Albert
Hofmann. Could you tell us a little about how
this all got started?

JS: First, I have known Robert Zanger for a
number of years. He knew me as a painter
and he knew that | had shared a studio with
some sculptors in Venice. So, when I ran into
him again he inquired about these sculptors,
and I thought it a providence to assert that I,
in fact, was also a sculptor and that he might
have forgotten that. But [ wasn’t going let him
continue 1o forget that, because the mement
he mentioned the idea for a bust of Albert
Hofmann, I knew | wanted to do this project.

Before Ttook 1.SD I saw Hofmann at a
symposium at the Scottish Rite Temple here
in Los Angeles, and he talked about the
notion of a sender and a receiver as a

metaphor that he had come to regarding the
nature of consciousness. And | was very
struck by that. Tt corresponded to a lot of
things that I had seen and experienced
within the realm of mysticism and artistic
creativity. There is something very peculiar
about reality and consciousness. You look out
into the universe, you look into a microscope.
You move out of yourself, essentially, into all
kinds of experiences, but ultimately all of
those experiences are contained and held by
your consciousness. And therefore, in some
ways, the distant star really exists inside your
own mind, and although the star is sending
the light, you're receiving this star, but
somehow you become aware that you might
also in some peculiar way be sending the
star. That you are the star. It’s hard to grasp
this peculiar thing that happens, but, in the
end, the sender and the receiver are like the
m and out breath of the same reality. It’s
really occurring all the time.

RZ: The TAO of consciousness?

JS: Yes, the TAO of conscious-
ness. It’s the emptiness of the
Buddhists. It’s the fullness of
Gnostics. It’s the stone in the
elixir of the alchemists, and so
on. | think that the psychedelic
experience is very hard to
verbalize if you haven’t
experienced it yourself. [
suppose, if one were a poet, one
could put some kind of
essential clarity to this issue,
but there really isn’t anything
existing outside of conscious-
ness. That’s sort of the bottom
line. So that was my draw to
become part of the project. |
wanted to respond to that by
making a beautiful and alive
expression of Albert Hofmann
as another bronze figure
dialoging with bronze figures of
Mozart by Rodin, or Legelon,
Ibsen, or whatever. That it
would have some depth and
density, that dialogue with that
tradition.

RZ: In preparing this sculp-
ture, many things probably
crossed your mind about how to

approach the actual form in order to leave
some type of eternal monument - to display
the man in his best light.

JS: Well, following on what I just said, the
peculiar thing about a sculpture is that it’s
primarily form. Before it’s anything else, it’s
form, whereas perhaps one would say that,
in issues of mysticism or consciousness,
there is an emanation from consciousness
towards form. But, in a sculpture, it’s form
first and then some essence emanates from
the form. That’s a funny thing. We are
ourselves like that to each other. I look at
you and I see all of you. | see you as a
whole. I don’t see myself whole. I don’t have
a head, that particular paradigm. We don’t
experience ourselves that way, but, when we
deal with art we experience ourselves
through this peculiar thing that comes out

towards us through the form. So, the
manipulation of the form is very

VIF'ST



“When | work on something 1 end up in a kind of a trance.... the dimensions of reality change.”

important in sculpture. The architectonics off

it becomes the carrier of the subtlety. So. il
you’re sloppy with it, you might create
moodsand sensations, but the peculiar thing
about capturing the essence of personality is
that it seems to work best when the form is
archetectonically congruent with the real
head. In other words, a kind of precision
regardingtheform.

RZ: What are we celebrating in creating

such an artwork?

JS: Well, three things. First, we are:
honoring Albert Hofmann as a great scientst,
and secondly, we are celbrating the discov-
ery of LSD — the most powerful psychoac-
tive substance known to humanity — its
potential as a research tool, as an aid n
psychotherapy and as an inducer of mystical
expereince. Butthirdly and, mostimpor-
tantly, | think, in celebrating the discovery
of LSD) we’re really celebrating ourselves,
because these discoveries have led to the
mappingol human consciousness in a way
that was not possible before. We have had a
number of great scientists using this tool to
explore the (ull breadth of what the hinman
beingis. We have uncovered parts of
ourselves that are normally hidden and this
is of inmmense importance. Fifiv vears is
not much time in the history ofnew 1deas

coming into expression. In history, we see

58 Psychedelic ® Illuminations VII

that it often takes a century and a hall
before things really come into manifesta-
tion. | have nodoubt that in the longer run,
the discavery of these substances will have
a much more central role n the way we view

ourselves than we can see now.

RZ: What were youtryingto represent in
this piece?

JS: In creating a traditional sculpture of
Albert Hofmann —a bust — one is dealing
with a tradition that you see represented in
Europe since the Romans; the: bust of the
“great man”, the installing in the halls of
fame of the image of the important man.
Well, this 1s not entirely trite because in
doing that we are preserving the image of
the human being who has achieved some-
thingextradordinary. Wemake for ourselves
a familiar nnage: so that perhaps one notices
SOMe unique essence Lo at, some spark m
that human being that inakes that individual
different from others.

Roman busts were superbly well done in
that fashion. If you take a bratal man, a man
who had violent associations with history,
you can see that relelcted in the face. With
men like Albert llofimann, Aldous Huxley,
Albert Einstein or other geniuses, we get to
participate in somethig subtle il we train
ovurselves 1o i, because 11 is there in their

presence, and itis the artist’s role to try to

capture that and bring out this subtle

esselnce.

RZ: You talked about attemptingto render
two aspects of Dr. Holimann and two aspects
of the human situation in this piece.

JS: While 1 was working on this piece, it
became apparent to me from looking at
Dr.Hofmann — seeing him as an old man —
that there was this quintessential thing that
he had distilled throughout his life that was
youthful and vital that shone out of this old
and sort of decaying face. The man was
eighty years old in his pictures, and all of
sudden it became apparent to me that this
was the solution to grasping him. To have
differentiated the simultaneous presence ol
himi as an aging man with flesh that is no
longer plastic and 1s collapsing with
wrinkles and all of that, and yet, showing
through that, somehow, an eternal spirit, a
youthful glimmer or Appolian smile, an

openness to toother dimensions. This

juxtapasition of the youthful and the eternal

with the aging and dying was such a paradox
that I wanted the sculpture to be an expres-
sion of that.

When [ work onsomething,lendupina
kind of a trance. | don’t really know what’s
going on when I'm working —when things go
well. 1U’s like the dimensions o reality change,
somewhatin correspondence with what
happens on psychedelics, only inamuch
mi kder form. ‘The body sensations are not as
intense as they are on psychoacti ve sub-
stances, but it is a psychoactive state. It’s an
altered state that you are in when these things
are happening. So, one: thingin creatingthe
essence of the nan has to do with getting your
fingers 1o come into contact with his leatures;
becoming so faniliar with those features that
they become a part of vourself. The makingof
this head is now a part of me in the sense that
any point on that sculpture is infimtely well
known tome. Il | come back to it after many
years. looking at it or touching it will trigger
elements ofthe: experience Thad when [did it
It will bring it back.

I feel like Lknow him intimately from
having done this - not just the form - in terms of
each part, but m terms of the spirit that
ennnanates fromhim, leel like lknow him

intimately.



Psychedelic Illuminations Is Proud To Announce
A Fine Art Limited Edition

Bronze Bust of Albert Hofmann

Albert Hofmann, the discoverer of LSD and psilocybin, natural scientist, author and
philosopher, willbe remembered as one of the great mien of the 20th century. Tohonor
Dr. Hofmann on the occasion of the 50th Anniversary of the discovery of LSD,
internationally known artist, Jau Saether, was commissioned to create a bronae bust of
Albert Hofmann. The sculpturc isa realistic renderingofthe mature man in 3/4 life size.

AVAILABLE NOW RY SPECIAL ORDER
Muscam Quality Bronze Buust in a fine art limited edition of ten
$2,500 each
Muscam Replicas
$89.95 each
An absolute must for fans of Dr. Hofmann!

About the Artist - Jan Isak Saether isa Master Painterand Sculptor in the Renaissance
Tradition. @riginally from Norway, hehastaught drawing, painting,and sculpture in Los
Angeles for the past 20 years. Mr. Saether 1s Dircctor and Artist In Residence at The
Bruchion Center For'The Arts. Hiswork ison display at The National Galleryof Norway,
Oslo, and in major private collections in both Europe and the Ulited States.

We are nowacceptingorders for both editions of this unique andhistoric piece. To order
you copynow send check or money order to Robert Zauger. PO Box 3186, Fullerton,
CA92634.For more information call (714) 733-1252

PLANTS OF THE GODS

Their Sacred, Healing, and
Hallucinogenic Powers

Richard Evans Schutltes and Albert Hofmann
ISBN 0-89281-406-3 * $19.95 pb

400 color piates and black and white illustrations

The discoverer of LSD teams with one of the
world’s leading ethnobotanists in this study
of the use of halludnogens in shamanic rites
throughout history. 91 plants are described
andillustrated, with detailed information on
those that have been most influential.

“...anextraordinary blend ofbotany, ethnobotany,
chemistry, history, mythology, and art. A visual,
spiritual, and intellectualfeast, Plants ofthe Gods
is the best book ever written on hallucinogenic
plants.” Dr. Mark Plotkin

Conservation International

“...shows the importance of the rituals and
ceremonies of tribal peoples for the discovery and
conservation of new medicines...a wealth of
thoroughly researched information that is
invaluable.” Ghillean T. Prance

Director of the Royal Botanic Gardens

Two Landmark Texts on Hallucinogenic Plants

PLANT INTOXICANTS

A Classic Text on the Use of
Mind-Altering Plants

Baron Ernst von Bibra

ISBN 0-89281-498-5 « §16.95 pb

Plant Intoxicants is a pioneering study of
psychoactive plants and their role in society.
Initially publishedin Nurembergin 1855, itis
one of the first books to examine the cultiva-
tion, preparation, and consumption of the
world’s major stimulants and inebriants.

Drawing on his own travel experiences and
observations as well as on the writings of his
predecessors, Von Bibra examines suchmild
stimulants as coffee andtea, throughtobacco
and hashish, to powerful narcotics and hallu-
cinogens such as opium and fly agaric
(Amanita muscaria). Entertaining and lively,
Plant Intoxicants paints a fascinating pan-
orama of the worldwide use of psychoactive
plants. Includes an extensive reference sec-
tion, and additional technical notes by
Jonathan Ott provide the latest information.

Order from: Inner Traditions, Box 388, Dept. P, Rochester, VT 05767 1-800-246-8648 Please add $3 shipping for 1stbook, 1 each additional
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