Jekyll and Hyde Revisited:
Paradoxes in the Appreciation
of Drug Experiences and
Their Effects on Creativity

Jos ten Berge*

Absiraet—Hisiorically, states of intoaication—like dreams and madness—are scen in either one of
1two oppozed ways. The intexicaled are cither “possessed™ or “undet the influence™ of an external
agency, of revealing hidden feelings or truths (in vino veritar). Alang the eame lincs, arlists who
worked during LSD, mescalin ar psilocybin inloaication afien refer to feelings of either being
vposacssed™ ar "liberaied,” a difference 1hat can be eaplained pardy by 1heir expectations and panly
by their evaluations, which both tend 1o conform ta the cultural dichotomy in interpreling 1he irrational.
Both interpretations, however, tend 1o gbscure not only the other, bul also—it is posiled=—the
paradoxical nature of the drug experience itsell. Analysis of a protacol shows ihat inloxication might
comprise feelings of "possession”™ ag well as “liberalion” almost simuilaneously. and mediumistic
and some psychedelic an shows siylistie traits that can be seen as the visual expressions of both
theze feelings. I seems that the “demoniacal” and “psychedelic™ mode come topelher in experiential
reality, only to be divided in the cultbral sphere.

Keywards—culiural history, crealivily, drug expcriments, possession states, psychedelic an

From the perspective of the hislorian of culture, drug
experiences don’l seem to differ much from olher irratio-
nal experiences such as dreams or madness. As a rule, they
are interpreted in either one of two diametrically opposed
ways. Homer (Odyssey XIX: 562-69), for example, spoke
of two kinds of dreams: those that come to man tkrough a
gate of polished hom reveal prophetic (ruths, while those
thas reach us through a gate of sawn ivory deceive us with
nonsense. Since Homer’s days, more or less the same
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distinction can be traced from Virgil (Aeneid VI: 8#93-99)
o Rabelais (Pantagrue! XIII), and from the Bible (Num-
bers X1I: 6 and Ecclesiastes XXXIV: 1-8) 10 Gérard de
Nerval {Aurélia I: 1) and William Burroughs (1995: 2), and
almost everywhere in popular lore.

The same holds irue for madness. At some times weird
pronouncements of eccentric people are thought to reveal
prophetic truths. Special interpreters are summoned to un-
ravel them, so that those in power can use them as 2 basis
for fulure policies. Al other times equally puzzling uiter-
ances are (hought of as mere gibberish, with those who
uttered them being ridiculed, placed under medical care
and/or removed lrom society as clinically irsane. At some
limes they are holy men inspired with divine visions, at’

Yolume 14 {3), July - September 2002

Supplied by The British Library - "The world's knowledge"




(en Berge

other times sad or dangerous cases of demonic possession
or pathology, even when the subjects’ outward demcanoc is
aliogether not thatdifferent. This distinetion also goes back
at least 10 the time of Plato (Parter 1993; Foucault 1989).
The silualion with drugs is also similar. It is well known
thal alcoho) often makes us say things we wouldn't say in
other circumstances. In sueh cases, our audience ofien
Judges us to pronounce nonsense. We don’t know what we're
saying, it is argued, because we are—rephrasing the old
notion of demonic possession—""under the iafluenee” and
cannot be beld responsible for our utterings since it is “the
alcohol that speaks.” But again, at other limes, simifar

. ulterings are laken very sentously indeed. Then, on the ba-

sis of the in vino veritas principle, the alcohol is supposed
1o disinhibit us, making us more honest, spantaneous and
courageous in expressing feelings we would have kept to
ourselves otherwise. Drunks, as popular wisdom has it,
speak the truth. And this difference in interpretation aiso
seems lo be an historical constant,

CULTURAL RELATIVISM

It doesn’t seem very likely thal science will one day
prove one of the other interpretation true, or show that there
are indeed two kinds of dreams, madness and intoxication.
Cultural historians will point out thal what we are dealing
wilh here is nothing more than an altemating difference in
culwral appraisal. “Every age of human thought,” Albert
Béguin (1991: ix} stated in his study of the lunction of
dreams in Romaantic literature, *could be defined, in a suf-
ficiently profound way, by the rapports it erecls between
Ihe dream and waking life™; the term *'dream” in this con-
textembracing all kinds of irrational experience, rom reverie
to ecslasy and from apparent madness to intoxicatian.

As a rule, different cultures—and different periods
within one culture—can be quite easily divided along the
lines of aneirophiles and oneirophobes, dream-lovers and
dream-haters. The eighteenth century, the age of Enfight.
enment, for example, considered any interest in dreams to
be o gateway to superslition, suspect prophecies and dan-
gerous mysticism. The Romantics of the early nineteenth
century, on the other hand, formed a generation for which
all kinds of unconscious states and natural or proveked ec-
stasies acquired the status of, quoting Béguin (1991: xiii)
again, profound “revelations of reality and of frapmemts of
the only authentic knowledge.” Apparently, the two posi-
tions keep on shifting throughoul history, in ever changing
phrases.

The approach of the cultural historian however, (though
very illuminating, is ultimately not very satisfying. Its mes-
sage is that of relativism. In the end, itis argued, our views
on dreams, madness and drug experiences are culturally
conditioned, and that fact supposedly signals the end of the
discussion. A closer look al the nature ol such experiences
themselves is not deemed necessary. They remain irmational,
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and therefore unfathomable. Still {or so | hope 10 show)
slates of intoxication are not only interpreted paradoxically
as either revealing or deceiving, but can be themselves quite
paradoxical 100, And we don't have 10 ehoose the side off
either believers or disbelievers to eome (o that conelusion,

As an an historian T am studying the history of drug
use in nineteenth and twentieth century Westemn art. For
the larger framework of this study, [ too have adopted the
cullwral historian's approach, noting, for example, that it
is mosily those artists who can be called, in a wide sense,
“romantic” who are lempted to use drugs, expeeting these
substances lo raise creativity, inspiration or al least aes-
thetic sensibility to levels that would be much harder to
reach under normal conditions. But within this frmmework,
1 also focus an the experiences of the artists themselves,
or at least on what they have said about it. It soon becomes
obvious that we're dealing here with a phenomenon that is
more inherently paradoxical than the history ef its appraisal
suggests. Generally speaking, we can divide Lhe artists who
worked during intoxication into two groups, correspond-
ing quite neatly with the above sketched division in those
who claim to find truth in irrational states, and those who
claim Lo find only nonsense and deformation.

DRUG STATES OF POSSESSION

Magical Painting

Beforc illustrating these two extremes of the spectrum,
it should once more be noted that ihis division 15 largely
dependent on the Zeitgeist or culiural “set” of a given so-
ciety, Until the late 19505, drugs like mesealin and LSO
were referred to as “hallucinogenic”, “psychotogenic™ or
“psychotomimetic,” that is, as inducing or mimieking psy-
ehopathological phenomena. This conception of the effects
of drugs can be seen as an updated version of the archaic
notion of disease as demonic possession, with the drug
transforming 1he user from a conscientious Dr. Jekyll into
a demonically driven Mr. Hyde, to use the image Robert
Louis Stevenson created in his 1885 novel (Figure 1). In-
deed, many users of drugs like L.SD have spoken of their
experiences in terms of demons and possession, even Albert

..-Hofmann, the chemist who synthesized LSD ard, in 1943,

was the first to experience its effects, stated: “A demon
had entered me and taken possession of my body, my senses
and my soul” (Hofmann 1979: 32).

Not surprisingly, the results of experimenls in which
artists take drugs depend rather heavily on the views of
these conduciing them. [n 1940, for example, the London-
based psychiatrists Walter Maclay and Erich Guttmann
asked several artists to work under the influence of the
hallucinogenic drug mescalin. In the drawings of one of
them, they found a prevalence of wavy lines that were “en-
tirely foreign to the artist’s ordinary style bul were marked
in his sketches made during the intoxication, so that there
can be little doubt about their ceusation by 1he drug”
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FIGURE 1
Jekyll and Hyde Revisited
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In 1954 the German newspaper Quirk described an experiment ar the Psychiatric Clinie of the University of Vienna,
in which a**brave” artist let LSD "plunge™ him inlo s s1ase of “artificial madness™.

{(McClay & Guttmann 1541: 136). Apparenlly then—and
in line with the idea of demoniac possession—they thought
that the drug had somehow “1aken over,” stearing the artist’s
hand against his will.

Some thinty years later (skipping a few cxamples) the
German psychologist and gallery owner Richard Hanimann
invited some fifly arlists to the Max Planck Institute for
Psychiatry in Munich to take L53D and go to woark. He re-
corded many statements like “My hand moves as if it
belongs to somebody else™ and “What interests me most is
that someone is drawing, and that it’s not me.” To Hartmann
such statemenrs indicated a “process of fusion™ in which
the subject gradually lost his distance with respect to his
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actions (Hartmann 1974: 15, 48-52). He distinguished three
levels of intensity in this process,

At the first level disorientation and disturbances in
congentration force the artist to an “associalive painling
from point to point.” Every new line of color evokes new
images and makes the artist Jose sight of his original con-
cept. He typically becomes obsessed with drawing dezails
that often fester on interminably. As one artist (Heimrad
Prem) stated: “You can work for hours on a detail. You live
completely in that little corner where you are busy. You are
absorbed by it. You don’t think ebout the complete work™
(Hartmann 1974: 223). His drawings show this very clearly.
While drawing a girl, he lost sight of the proportions of the
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FIGURE 2
Heimrad Prem, Untitled*

Summlung Albertina, Vienna.

|
|
|
' *Hartmann-Dokumente, 1968- 1973, red and blue feli-1ipped pen on puper, 51 x 73 cm, Graphische
i
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body and drew first the front leg, then the bool much too
large. Afier this he started {illing in the space within the
len's putlines with ormumental doodles which he found so
fascinating that he nexl blew up pan of the leg only 1o in-
dulge in more doodling {Figure 2).

Al the second, more inlense level of “fusion™, artists
falt their hund being driven by sorme kind ol exiernal force,
u phenomenon Hartmann observed with B0% of his sub-
jects and called “magical painting.” As a rule, the aris!
experiences Lhis as a lucid spectator being surprised at what
his hands arc creating. “Itis as if somebody leads my hand,”
was a typical comment, "My hands are creating a Cadillac
. .. that's funny . . . 1didn’t even knaw what a Cadillac
looks like.” At the third and most intense—but only rarely
reached—Ilevel, no comments were made anymorce. Hay-
ing lost all reflectian, the arlisl becomes completely
absorbed by what he is doing, This Hartmarn called
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“mimelical painting.” indicating a kind of automalic trans-
ference of the mind's conlent onlo paper, as if the arusl
literally had become a medium between a mind gone au-
tonomous and Lhe paper (en Berge 199%a: 266-69;
Harimann 1974: 24-25, 50-53).

Mediumistic Doodling

The comparison wilth mediumistic ar-—drawings and
paintings made by peaple who, whether ornotin the guise
of 4 spiritist contact with another universe, work in 2 trance-
like slate—is quile appropriate here. As described by the
English art hisiorian Roger Cardinal {1989/1990: 31),
mediumistic an typically prasents networks and aggraga-
Livns of simple repeating shapes, resulting in densely
patterned texturcs, which sometimes have a flat and deco-
rative effect, and sometimes suggest unfathomable depths
from which faces or figures not infrequenily loom. In
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FIGURE 3 }
Marc Lamy, Untitled*

*1997, Indian ink on paper, 65 x 50 ¢m, Dr. Gulslain, Ghemt (Collecuon Museum De Stadshof).
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effect they can be seen as “mega-doodles,” scaled-up and
intensified versions of the kind of associative drawings that
many people produce in the margins of notebooks or tele-
phone directories when their conscious minds are otherwise
engaged.

Such doodles are gensrally chrracterized by a pecu-
liar rhythmie quality which seems to derive from the
mechanics of the hand or fingers, and which may develop
in two more or less opposile ways: geometrically, into a
highly ordered and often symmetrical mosaic, ar organi-
cally, like a climbing plant proliferating over the surfece of
the paper. Most mediumistic art, however, unites these two
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impuises of compulsive in-filling end free gesture. Accord-
ing ta Cardinal (1985/1990: 31) they may represent: “the
two creative extremes which Mediumistic Art typically rec-
onciles, for in the work of a majority of these armists, we
find the two modes merging, geometric shapes intersect-
ing with organic ones, as if the pedantic one-by-one
accumulation of straight-edged mosaic units had provoked
an irrepressible coumer-impulse towards free-flowing, prof-
ligate, unpredictable lines.”

Or conversely, itis as if a prolonged frivolous play of
lines somewhere reaches a point where it demands to be
disciplined by order, regularity and symmetry. In the case
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FIGURE 4 '
Jan Kervezee, Déja Vu*

*1974, gouache, ink and vamish on cardboard, 61.2 1 41.1 cm, private collection, Amsterdam. ‘

of the French mediumistic artist Marc Lamy, for example, the
result is a kind of elastic, undulating space with, in places,
more dense and rigid decoralive pattems suggesting faces
or Gothic struetures offering glimpses inta infinite universes
{Thévoz 1997; ten Berge 1999b: 82-87; see Figure 3).

As was already obvious from Hartrmann’s experiment,
drug users who Lake up 2 pen or pencil often siart doodling,
And, not surprisingly, the something like eight hour-dura-
tion of an LSD trip makes for many “mega-doodles.” An
example is the painting entitled Déja Vit by the Amsterdam
artist Jan Kervezee, who took LSD almos! daily before go-
ing to work for some fourteen years (Figure 4). Kervezee
would start with a few lines or deeorative forms and then
let the composition develop fiself, just like doodling (as he
noled himself). In this case, compulsive repetition and
accwinulation clearly predominated, though the counter-
impulse of lewting forms grow of their own accord thwarted
the symmetry in several places.

Cardinal (1989} saw the complemenrary impulses of
mediumistic art as analogous to the nature of the
medinmistic trance ilself, characterized as il is both by
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mechanical automatisms and ecstatic raptores, Medjurnistic
drawing, he said, is not really an exclusively awlomatic or
instinclive process (not the very opposite of consciously
comrolled drawing, as is often believed) but rather a more
or less harmonious blend of structuring and delifious ten-
dencies (Cardinal 1989/1990: 31), The same can be said
for much art that is made during drug intoxication. At best
they show an harmonious blend of symmetry and chaeos,
af caol avsterity and impassioned freedom, of fixed struc-
teres and fluid arabesques, though guite often the halance
can he scen shifling lo one ar the olher extreme, With
Kervezee's Déja Vu itlustrating more of the structuring ten-
deney, we now turm 1o the other, more “delirions” extreme
where artists don’t talk of being mediums for some exter-
ral agency, but, on the contrary, of feeling liherated and
free from all constraints.

DRUG STATES AS LIBERATION

Again, & change in the Zeitgeist stimulated a more gen-
eral shift towards the other end of the spectrum. From the
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FIGURE 5 i
Anonymous, Untitled*

nnd 1962, publistked by Oscar Janiger.
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*Two drawings of a Indian deer kachina, the lirst paiated before, the second after ingestion af LSD, betwest 1954 I:

middle or lzte [950s on, a new generation abandoned the
psychieuic upproach to drugs like LSD. Instead the newly
eoined adjective “psychedelie” was adopted, describing the
same drugs but implying a very different—though not al
all new-—view of their effects. In essence, the psychedelic
model was an updated version of the old in vino veritas
lore, just like the enrlier psychiatric view can be secn 2s a
modermnizalion of the idea of demoniac possession. [nstead
of changing the user into something other than himself,
drugs like LSD wers now thought 1o reveal a "true” inner
self that supposedly lay buried behind a lifetime of soeial
and psychological programming: LSD becarne the “acid”
10 burn this patina off,

Not surprisingly, this alternatz piclure of the operation
of drugs proved to be much more attractive, especizlly
among arlists. And the results of experiments changed ac-
cordingly. In 1954, for example, the Beverly Hills
psychiatrist Oscar Janiger abserved how a painter on LSD
saw his work become a mixture of “cubism, fauvism and
abstract expressionism,” exclaiming this to be equivalent
to four years of art school. Janiger decided thereupon to
starl an art project in which he had dozens of volunteers
copy an Indian Kachina dol! before and after taking 1.SD,
Stylistic analysis showed that the work done during intoxi-
cation almost invariably tended away from figuration and
towards more expressionist and abstract ways of expression
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(Taniger & Dobkin de Rios 1989; 132-33; see Figure 5).

Here, instead of an aecumulation of structural elements,
we find almost “delirious,” free-flowing, profligate explo-
sions of form and color. And vniike Elarimann’s sukjccts
(who felr that drug use distorted their arlisiie skills), the
artisls parlicipating in Janiger’s project seemed quite hepoy
with the results. They oflen judged their LSD-work “mare
interesting or even aesthetically superior to iheir usual mode
of expression,” and a follow-up questionnaire showed that
afterwards many thought the experience had produced “a
desirable lasting change™ in their work (Janiger & Dobkin
de Rios 1989: 133).

Comparable results were obtained by yel another lacge-
scale research project, eonducted from 1959 to 1962 by
Ihe Parisian neuropsyehiatrist Robert Volmat and his assis-
tant René Roberl. They asked 29 attists to take psilocybin,
a derivetive of the so-called “magic mushrooms,” and go
to work. Typically, Volmat and Roberl observed that after
20 to 30 minutes the artists would find themselves “per-
plexed” with the impassibility of using their normal
technigues and materials. They seemed lo have lost all their
experience with colors, drawing and spatial camposition,
and when an artist clung to his old notions of what ¢his) art
should be like, the result would be a mess, that is, a techni-
cally inferior version of his usual work {Yolmat & Robert
1961: 21).
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i FIGURE 6

! Pierre-Xavier Lafitte, Untitled®

I wiapenward vnvre e e
w e wnnie Bibend P et g art iastim o

‘ *Indian ink and pasiel on paper, made during a psilocybin-session, 1959-1960, published in Volmal & Robert {1960).
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But when Lhe artist didn’t cling to his old ideals and
accepted the new circumstances in which he had lo work,
all would be well. An inevitable “discovery of speed” would
take place, with the artists working much faster than usnal,
sometimes leaving their brushes behind 10 work directly
with their hands or even throwing their paint (Figure 6),
Statements like “T feel liberated” and I always wanted to
paint like this, but never dared,” made Volmat end Robert
conclude that “from the impossibililies new possibilities
might arise that are welcomed by the painter as ‘a libera-
tion” and in which he claims and believes to recognize his
true *nalure’™ (Volmat & Robert 1961: 21). Because the
ability 1o look ahead or plan into the furere was 10sL, they
considered the work an “instantaneous inscription™ of the
painter’s experience, and spoke of “fertile moments”™ in
whieh barriers and inhibitions were lified, enabling the art-
ist 1o discover his “elementary expressive faculties™ (Volmat
& Robert 1961: 21-23),

Apparently these artists, like those in Janiger's project
but onlike those in Hartrann’s, subscribed to the psyche-
delic model. Whereas others only saw deformation or sheer
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nonsense, Volmat and Robert and their subjects believed
the drug effecled disinhibition and the disclosuce of some-
thing true and basic and of greal persona) and artistic value.
In fact, several participants were later observed irying io
draw or paint “as if under drugs,” and their work often
showed a lasting change of character, as if the experiment
had triggered a new peried in their artistic career (Robert
1962: 88-89).

SET AND SETTING

The differences between the conclusions reached by
Hartmann on the one hand, and Vglmal and Robert on the
other, can be attibuled to several factors, The choice and
dosage of a drug (Hartmann used LSD, Volmat and Robert
psilocybin) determine to some extent its “manageability.”
The circumstances or “setting” in which the drug is tzken
is also instrumental: Hartmann subjected his artists 10 the
while rooms of a psychiatric inslitute and had several of
them filmed for television, creating an environment that
was hardly fit for the purpose, according to one critic (Bader
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1973: 168). Volmat and Rober, in contrasl, went to the
artists’” studio and limited their interference 10 making pho-
tos every now and then of the work in progress.

Most decisive, however, was the difference in “set”
between the German and the French groups of artists, that
is, the whole of personality characteristics, cullural beliefs
and expectancies they brought 10 the experiment. The gen-
eral lack of positive results with the Germans can be largely
altributed to a defensive and unwilling set on the pan of
the artists. One lactor was that Hartmann offered them a
“model psychosis,” and even though he assured them that
he as a psychologist was not at all interested in the artistic
quality of the results but only in functional changes and
“auto-symbolically” revealing pictures, this can hardly have
made the experiment more attractivc, Another was that he
was a prominent gallery owner whain it was hard to refuse.

But mosl crucial with respect ta the set was the lact
that all of Hartmann’s subjects were established artisis who
had worked for many years 1o Iind and develop their own
personal style of which they were rightfully proud and pro-
tective. (It should be noted that stylistic pluralism at the
time was not as common as in our postmodem times and still
indicated either a lack of individuality ar market-oriented
opportunism.) Notl surprisingly, when appraached for an
experiment in which a drug was expected to drastically al-
ter their style, they were anxious about their artistic
credibility and decided, cansciously or not, Lo resist the
drug’s effecis. In fact, as Hartmann later acknowledged,
many participants had started the experimeni with a strong
coaviclion that they needed show themselves immune in
order to prove to others as well as to themselves the au-
thenticity of their calling (Bader 1973: 167). The idea was
that those painters who were [east affected by the drug had
ta be, ipso facto, the greatest. (In n paradoxical way then,
Hartmann's subjects can also be said 10 have subscribed to
the psychedelic model, but in contrast 1o the French they
felt threatencd by this, suspecting their anistic integrity to
be called into question by some kind of truth seruin or lie
detector—instead of hoping for libcration, they feared ex-
posure.) In effect, these artists were promised an artistic
breakdown, and the results mirrored (his expeclation.

The French artists, on the other hand, may have been
cxpecting more of an artistic breakthrough. Volmat and
Rabert found their volunieers among friends and in par-
ticular Parisian circles (o which former subjects intraduced
them. Possibly, this made for an atmosphere of intimacy in
which the enthusiasm of both researchers and colleagues
produced a relatively optimistic set. Possibly it also made
for a particular selection of artists with more or less the
same artistic concems. Hartmann’s subjects were mosily
preoccupied with either fantastic realism or disciplined ab-
straction, both demanding technical skills that drugs will
only disturb, The French, in line with French posi-war aes-
thetics, may have put more value on sportaneity of
expression, an ambition which “blends™ much betler with
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intoxication, Finally, Volmat and Robert’s subjecls were
professionally far less established than their German coun-
terparts and therefore may have been more open to
experimentation and less anxious about having their style
changed or their artistic credibility questioned.

PROTOCOLS

We might conclude from the above that whether a drug
experience will furm out [o be “demoniac” or “liberating™
is largely dependent on the user’s expeclations. This is cer-
tainly true, but we should not overlook the fact that we are
genezally relying for our information on retrospective ac-
counts that are rarely neutral protocols (i.e., noles made
during the cxperiments themselves). Like prior expecta-
tions, evalvations also tend to conform to either side of the
cultural dicholomy that categorizes such experiences as
either misleading and deforming or liberating and revea)-
ing. Those artists among Volmat and Robert's subjects who
had nat felt “liberated,” for example, orgued later on that
they were exempt from responsibility since they had been
“under the influence” of a drug (Robert 1962: 85), a defen-

-sive stralegy thal lestifies to the strength af the need lo

choose either one interpretation or the other.

Evaluations of drug cxperiences, like all accounts of
irational expericnccs, tend lo be censored and adjusted,
stressing some aspects at the expensc of others in order to
present a more clear-cut picture. This holds true for firsi-
hand accounts as well as for researchers’ evaluations.
Volmat and Robert, for example, though siressing
psilocybin’s liberating propertics, also thought it had to be
held responsible for some often recurring characieristics
of “psilocybinic™ art such as elongated brush strokes, rep-
etition, and the use of paralle! lines (Volmat & Robert 1961:
20)—t(raits that, because of their recurrence, suggest more
of the drug’s "demoniac™ power la steer the artist’s hand.
Hartmann (1974: 83 & 159), on the other hand, though
stressing the mediumistic aspecet, also had 1o acknowledge
that several of his subjects later claimed that the experi-
ence had had a liberating and positive effect on their work.
Apparently both researchers stressed those phensmena that
supporied their respeetive conelusions, while dawnplaying
olhers.

The effect of such censoring procedures is that we are
left again with those two seemingly incompatible interpre-
tations of the effects of drugs, which obscure not only each
other, bul also the esseniially paradoxical nature of drug
experiences themselves. When the original protocols of
experiments wilh intoxicated artists are available, it be-
comes much easier lo scparate colored evaluations from
what really happened. And in such cases, it is nol uncom-
mon to find references to both leelings of being possessed
and being liberaled, side by side, in one and the same pro-
tocol of one and the same experiment with one and the
same artist.
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FIGURE 7
Liszldé Matéh, Untitled*

*Nine porteeits Irom a series of fourieen, made before (a), during (b-h) and afier (i) an LSD-session, 1951, charcoa)
on paper (eacept £: tempora on cardboard), dimensions and location unknown.

One such protocol was published in 1954, discussing
an experirment thal took place three years previonsly in
Basle, Switzerland. Tn order 1o establish the exact partho-
logical nature of both LSD and mescalin intoxication, the
physician and amateur painter Ldszlé Matéh would take
one of these drugs and then draw, before (Figure 7a). after
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and every hour during intoxication and as realistically as
he passibly could, a series of poriraits of a present super-
visot. This, he belicved, would provide him with
objective” visual protocols for each drug 1o be diagnosed
later on. (Al the (imne it was still widely beheved among
psychietrists that the style of a drawing or painting
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FIGURE 8
Isaac Abrams, Untitled*

*}967, Indian ink on paper, 40.5 x 45.5 am. published in Masiers & Houston {1968).
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betrayed the mental state of its author: see 2n Berge 2001:
78-31, for a critique of this notion.) Apparently Maréfi ex-
pected the two drugs, as a kind of demons, to show their
ugzly heads in his drawings.

But contrary 1 his evaluation of the experiment, in
which he suessed the pathological nature of his experiences,
both the written and the visual protocols show that Maéfi’s
experience comprised bolh feelings of “possession™ and
“liberation.” One and a half to three hoars after ingesling
LSD, the prolocol reads: “1 see the ohject correctly, bui 1
draw it incorrectly. My hands don't follow me. . .. 1t makes
me furious that [ eannot really keep my mind on my work.
... My hand must follow those wavy lines. Except for the
play of colors and 1he plasticity, ) see my model in Lhe cor
rect proportions and outlines, but my hand is being dragged
along by the dvnamics of some ‘system of coordinates’. .. .
draw 1he lines g5 they are given 1o me” (MA4téfi 1952: 148
54).

Up to this point, Mdtd1T’s cxperience corresponds with
the idea of heing possessed by an outside force. At one
time he literally spoke of an “intruder™ that he had to force
back. His loss of conlrol can be clearly observed in the
visual protocol as well, in the need to use auxiliary lines
(Figure 7b), in the dislocation of the ear and legs of the
glasses (Figure 7¢), in his failure to keep his drawing within
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the format of his paper (Figure 7c-g}, und in the increasing
speed of execution and growing lack of motor control (Fig-
ure 7g-e),

Then, guile suddenly, Miitéfi decided to give up his
atlempts a1 a realistc ponrait. Forfeiting the aim of the ex-
periment, he decided to “let himself go,” threw away his
charcoa), picked up a piece of cardboard and some tem-
pera paint and crealed, very guickly, a drawing in which
ull the features of his mode) seem (0 be lost in one explo-
sive configuration (Figure 7£). He felt euphoric, thought
he might creute a fantastic work if only he couid paint bet-
ter technicaliy at the moment, and found every piece of
paper too small for his Liking. When asked if his drawings
meant anything Lo him, he answered: “Yes, when I let go,
very much, because it is the expression of my feelings—
they aren't visions, but feelings.” (Math 1952: 157)

Still, almost al the same moment, he also stated that
ke drew lines “as they are given to me.” Here, at the peak
of an LSD intoxication, we find the two seemingly incom-
patible phenomena of possession and liberation combined.
Mitéh felt possessed, as if an intruder was steering bis hand,
and felt free to express his feelings, as if cathartically lib-
erated from ali constraints. He felt that he was being led
and being free almost simultaneously. Here, Lhen, we en-
counter the paradox at its most paradoxical. Only one
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i Bischofbarger, Ziirich 1968,

i *1968. Indian ink an paper, 35 x 56 cm, published in s leafler on occosion of the exhibition Psychedelic Art by Galecie

FIGURE 9
Isaac Abrams, Space Ship*

conclusion seems 0 fit; we are dealing with a Janus-Taced
psychological phenomenon thal becomes divided in lwo
only in the cultural sphere,

We might almost feel regret far the fact that MAtfi let
himself be disciplined for the sake af the experiment, at-
tempting to make realistic portraits again instead of pursuing
whatever it was that inspired him, Gradually the force that
led his hand so energetically subsided, giving way 1o slower
and more quiet, thylhmical waves and a tendency te give
every movement a mirror-like, balancing counterpart (Fig-
ure 7g). His brush stokes became shorer and shorter and
started to resemble straight or curly, repetitious hatchings
(Figure 7h). The last portrait (Figure 7i) was done after all
the effects of LSD had subsided and he felt very tired.

PSYCHEDELIC ART

The protocol of Matéfi's experience illustrates thai feel-
ings of possession and liberation do nol automatically
exciude each other. Preceeded by a phase in which we see
mostly deformation, and followed by a phase that tends to-
wards doodling, it seemns that at the peak of inioxication
demon and muse fused into one and the same experience of
“inspiration.” It is hard to say whether the two really were
identical or merely aliemated, shifting in cmphasis. Though
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T wouidn't want to rule out the possibility of them occurring
simultaneously, other examples of art made during L.SD trips
seemn 1o indicate that a more or less fluent altemation is ar
least more commen, just as mediumistic artists seem Lo alter-
nate between “pedantic accumulation™ and profligate
“explosions” of form, in the wards of Cardinal (1989/1990).

Several good examples of this alternation in working
method can be found in Psychedelic An, the only mono-
graph on the subject to date, published by the psychalogisis
Robert Masters and Jzan Houston (1968). In this book, the
New York artist Isaac Abrams, for example, was presented
as one of the major representatives of this somewhar ig-
nored movement in art. Abrams, a salesman in daily life,
became an artist in 1963 during his first expenance with
LSD when he started drawing for the first time in his life.
When the drug’s effects wore off, he kepl on drawing, in
time becoming a professional artist.

“As 1 worked,” Abrams told Swunley Krippner about
his first drawiug scssion, “I experienced a process of self-
realization concerning the drawing,” a statement clearly
indicative of the psychedelic model. When describing his
working method, however, one easily recognizes feelings
of the mediumistic posture too: *] have found that 1 can
flow through my pen arnd brush; everything [ do hecomes
part of myself—an exchange of energy. The canvas

Volurne 3 (3). July - Seplember 2002
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FIGURE 10
Isaac Abrams, Cosmic Orchid®
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L *15367, oi! on canvas, 188 x 153 cm, pablished in Maslers & Housion (1968).

becomes part of my brain. With the psychedelics, you leam
to think outside of your head” (Krippner 1968: 177-78),

For Abrams, as for many other psychedelic and
meditmistic artists, what appeared on the paper or canvas
came as a surprise. He stated that thonghts and images ma-
rerialized on the canvas, painted by a brush that he
experienced as a natural, inseparable extension of his hand.
He described the creative process on the one hand as an
expression of his innermost feelings, and on the ather as if
it merely happened to him.

Abrams’ art also illustrates the combination of the two
extremes described above, outgoing fluidity end mechanic
doodling. Analyzing his work, il seems his working methed
consisted of 1wo phases, slarting with those bold, An
Nouveau-like lines, put on the paper by comparatively wide
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movements of the arm or hand. Wilh Lhis he created a space
with many empty areas divided by thin lines, In the next
phase, he moved much closer to the paper and added haich-
ings, decorative patterns und doodles resulting not 5o much
from movements of the arm or hand but from the fingers,
ceeating (like Lamy and Kervczee) sometimes flat, deco-
rative patterns and sometimes Lhree-dimensional spaces
with figurative forms (Figure 8).

In this way, combining or fusing both centrifugal and
centripetel tendencies, Abrams created impressions of a
dynamic world teeming with life where, in contrast to
Kervezee, Lhe balance has shifted towards the morc fluid
or “delirions” side of the spectrum. Within a few vears, he
developed a very individual style that, at the same time,
came to be regarded as typically “psychcdelic.” Whereas

Vaiume 34 (3}, July — Seplember 2002
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the early drawings are still dominated by the expansive
impulse and remained somewhat sketchy, with just a few
doodles clinging to the first bold lines, a2 work like Space
Ship, made a year later, seems finished (o the point of
overelaboration (Figure 9). The bold lines have gained in
compositional value, crealing a dynamic perspeclive space
that pulls the beholder’s eye towards its vanishing point—
an effect that is quile common in visionary experiences
(Siegel & Jarvik 1975: 139-40) and in some visionary arts
(ten Berge 1992). He filled in the many empty spaces be-
tween the lines with plain black or with the by-now-familtar
doedling. When using color, like in his Cosmic Orchid paint-
ing of 1967 (Figure 10), Abrams was most successful in
creating a synihesis berween the two exiremes of ouler-di-
rected boldness {compare Figures 5 and 7f) and
inner-directed doodling (compare Figures 2 and 4).

A JANUS FACE

To conclude, I think it is safe 1o posit that the division
of irrational experiences into deforming and revealing ones
is a cultural construction. The analogies that [ have made
may seem bold, lining up these two opposed ways of deal-
ing with the {rrational with anists’ feelings of being either
possessed or liberated, and these, in turn, with antworks that
show either accumulations of doodling or an expansive
boldness of line. Siill, 1 think that the fact that these two
feelings and stylistic categories can come logether, as

Jekyll and Hyde Revisited

demonsirated by the verbal and visual protocols of Miwéfi
and Abrams, shows the artificiality of our cullural deal-
ings with these states.

In the cultural sphere, the 1wo epposed interpretations
of states of intoxication only tell us half of the story, ob-
scuring not only the other half, but also the essentially
Janus-faced nature of such experiences. The reason for this
dichotomy’s stubbom persistence probably lies in our need
for a clear and ordered universe in which light is light and
dark is dark, a need so strong that it cannat tolerate para-
doxes and instead has produced a schism that can be traced
throughout cultural history. It forces us to choose sides
again and again, before and even afier we have experi-
enced such stales ourselves, and is apparently so
fundamemtal that it has even obscured the obvious incom-
patibility of the two views themselves, which most of us
pass by in daily life without a thought.

Still, it is very strange indeed to take the utterings of a
drunk man for honesl truths at one time and for complete
gibberish at another. Instead of continuing this paradoxi-
cal behaviour and dividing ourselves permanently into
drug-lovers and drug-haters, we might also try and deal
with the paradoxical nature of these states themselves, as
well as with our schizophrenic dealings with the imational
in geneml. After all, Jekyll and Hyde were one and the
same person, and it wouldn't be possible to kill only one
of them.
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