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DECEMBER, 1997 

ABSTRACT 

This study consists of a qualitative analysis of radio 

interviews with 26 American authors conducted by Naomi Epel, 

a California dream researcher. Epel's interviews are a 

substantial contribution to anecdotal literature concerning 

connections between dreams and creative writing. Her sample 

is biased, having been selected on the basis of personal 

preferences, but highly professional. The authors are widely 

published. The sample is diverse in terms of genre and, to 

some extent, ethnicity. The data are readily available 

(Epel, 1993). 

The purpose of this dissertation was to analyze Epel's 

data in a rigorous and systematic way that would add to 

knowledge about the functions of dreams for creative 

writers; the process by which writers transform their dreams 

into creative products; and influences of the creative 

process on dreams. 

The data were analyzed using a modified grounded theory 

method based on the work of Glaser and Strauss (Glaser, 

1978; Glaser, 1992; Glaser & Strauss, 1967). Open coding was 
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used in combination with research memos. The research 

methodology chosen and its implementation through a 

computerized database program developed by Marie-Anne 

Demuynck permitted the systematic organization of this body 

of anecdotal literature into an outline of dream functions, 

transformation, and influence. 

It was found that dreams provided starting points for 

creative work and that dream reports were incorporated in 

creative works. Visual imagery and primary process material 

predominated in these two groups. Dreams provided authors 

with new experiences and with solutions to creative 

problems. Dreams helped authors resolve ambivalence and set 

priorities. Writers treat dreams as just one of many sources 

of material and work with dreams by accessing feelings and 

sensations. They transform dreams into creative products by 

reproducing dreams literally and by fictionalizing their 

content. Authors dream about creative material and attribute 

dreams to anxiety around the creative process. The study 

findings support the call of researchers for additional 

research into specific fields of artistic endeavor, primary 

process and creativity, and home (non-sleep-laboratory) 

dreams. 
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CHAPTER I 

INTRODUCTION 

One of the enduring debates in the field of creativity 

research revolves around the relative contribution of 

conscious and unconscious thought to the creative process. 

For centuries, creativity was seen as something larger than 

life; philosophers spoke of creative inspiration as a "gift 

from the gods," and those who received such divine 

inspiration were considered fortunate indeed. In the 19th

century, writers and poets like Goethe and Schiller began to 

connect artistic creativity with the unconscious. The 

process of creation, though still mysterious and 

inexplicable, began to be viewed as internal rather than 

external. 

Many 19th- and 20th-century artists linked dreaming 

with creative process. Robert Louis Stevenson described the 

"Little People" who came to help him develop stories while 

he slept (Van de Castle, 1994, p. 17). Jean Cocteau spoke of 

waking "with a start and [witnessing] as from a seat in the 

theater, three acts which brought to life an epoch and 

characters about which I had no documentary information" 

(Ghiselin, 1952, p. 80). Charlotte Bronte spoke of the help 

dreams gave her in describing sensations she "had no way of 
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understanding in reality" (Inglis, 1987, p. 10). Some saw 

these images from dreams and visions upon awakening as 

products of the unconscious; others following centuries-old 

tradition, continued to view them as gifts from the gods. 

2 

Several contemporary theories concerning creativity 

have their origin in Freudian theory (Arieti, 1976; Kris, 

1952; Koestler, 1964). These theories tend to support 

anecdotal accounts from writers and artists who describe the 

act of creation as a mysterious process with its roots in 

the unconscious. Other theorists challenge this view. 

Researchers such as Gruber (1981) and Weisberg (1986) 

question the importance of unconscious process in 

creativity, framing the creative process as a series of 

incremental steps involving quite ordinary ways of thinking. 

Others (Daniels-McGhee & Davis, 1994; Feldman, 1988) take a 

less polarized stance, viewing the creative process as an 

interplay between conscious and unconscious, voluntary and 

involuntary processes. 

While there seems to be some consensus that artistic 

creativity involves the transformation of images, there is 

less agreement concerning the level of awareness at which 

that transformation begins and at what levels of awareness 

the process occurs. After forty-plus years of empirical 

research, some researchers have concluded that 11 there may be 



as many creative processes as creative persons" (Daniels

McGhee & Davis, 1994, p. 162). 

The purpose of this study was to investigate the 

creative process through a qualitative analysis of 

interviews with 26 well-known, contemporary writers 

concerning the influence of dreams in their work. Chapter 

Two of this study consists of a review of theories of 

artistic creativity and of dreaming, a description of 

contemporary issues and research needs in the fields of 

creativity, and an overview of research literature 

connecting dreams and creativity. Chapter Three contains a 

description of the grounded theory approach chosen for the 

study and the reasons for choosing this qualitative method 

of analysis. study results are found in Chapter Four. The 

study results are related to the literature review in 

Chapter Five. 
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CHAPTER II 

LITERATURE REVIEW 

Introduction 

Before undertaking the analysis of Epel's data, a 

review of the literature was made to investigate broad 

findings in the fields of creativity and dreaming. Following 

the analysis of the data, a second review was made to 

investigate certain of these areas in more detail. The more 

detailed review was made after the data had been analyzed to 

avoid biasing the study results. A summary of the initial 

literature review follows. A summary of the second 

literature review begins on page 41. 

Initial Literature Review 

Creativity 

For centuries, theorists and researchers in a wide 

variety of disciplines have struggled to unlock the secrets 

of human creativity. Controversies have raged over such 

topics as whether the source of creativity is external, as 

Plato believed, or internal, as Kant hypothesized; whether 

the creative process involves conscious or unconscious 

factors; and whether the potential for creativity exists 

only in extraordinary individuals or is a characteristic of 

every human being. 
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Definitions of Creativity 

The difficulties in understanding creativity are 

underscored by lack of agreement as to its definition. 

Psychologists began to give serious empirical attention to 

this problem in the 1950s, following an A.P.A. presidential. 

address by J. P. Guilford {1950), calling for increased 

research in this field. By 1960 one researcher at Dow 

Chemical Company had identified 50 or 60 definitions and' 

commented that the "list is expanding every day" (Repucci, 

1960/1988). In an effort to make some sense of these varied 

and often conflicting definitions, Repucci classified them 

into six categories, dealing with: the recombination of 

ideas, the definition of creative products, the need for· 

unique self-expression, the regression of the ego, the 

problem-solving process, and, finally, everything that 

wouldn't fit neatly into one of the preceding molds. 

More recently, Barron (1988), a long-time researcheriin 

the field and the author of reviews in the 1960s, 1970s, and 

1980s, has found certain points of agreement in the midst of 

many contradictory findings: 

Creativity is an ability to respond adaptively to the 

needs for new approaches and new products. It is 

essentially the ability to bring something new into 

existence purposefully ••• The "something new" is usually 

a product resulting from a process initiated by a 



person. These are therefore the three modes in which 

creativity may most easily be studied: as product, as 

process, as person (Barron, 1988, p. 80). 

Barron's use of product, process, and person to 

6 

categorize creativity research was not new. Mooney (cited·in 

Feldman, 1988) had suggested 11 4-P's" to guide research·in 

1963, and these categories, including the fourth 11 P 11 , place 

or environment, were rapidly adopted by researchers in-the 

field. What was new was a qualification that reflected much 

of the contemporary thinking on the subject: 

Many products are processes, and many processes are 

products. And a person is both a product and a proces~ -. 

Each is in a sense "a field within a field"--a field 

that never closes, for we are talking about open 

systems, mutually interdependent, with no hard and fast 

line dividing product from process from person (Barron, 

1988 1 P • 80) • 

Other researchers (Cawelti, Rappaport, & Wood, 1992; 

Feldman, 1988) support Barron's conclusion concerning the 

systemic nature of creativity, describing it as a highly 

complex, unpredictable, recursive process that involves the 

simultaneous occurrence of many factors. For some, this lack 

of precise definition is a delight rather than an obstacle: 

Creativity defies precise definition. This conclusion 

does not bother me at all. In fact, I am quite happy 
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with it. Creativity is almost infinite. It involves 

every sense--sight, smell, hearing, feeling, taste·~ and 

even perhaps the extrasensory. Much of it is unseen, 

nonverbal, and unconscious. Therefore, even if we had a 

precise conception of creativity, I am certain "·,we would 

have difficulty putting it into words (Torrance,· ,·1988, 

p. 43). 

Quotations such as these underscore the difficulties 

involved in attempting to isolate variables for quantitative 

studies in creative process. Although creativity has been 

the focus of a number of creative and interesting empirical 

research studies since the 1950s, there appears to be enough 

lack of consensus to warrant qualitative explorations of 

descriptions of creative process from the creators 

themselves. 

Theoretical Approaches to the Study of Artistic Process 

Given the plethora of definitions that guide creativity 

research, it is not surprising to find a diversity of 

theoretical approaches to the problem. A brief overview of 

the theories most often applied to studies of artistic": 

process is given below in order to provide a broad context 

for the study. 

stage theories. Many theorists have attempted to 

explain the creative process in terms of a stage model 

(Helmholtz, cited in Whiting, 1958; Osborn, 1953; Stein,· 



1974; Wallas, 1926). Although the number of stages vary 

(from as few as three to as many as seven), all are~similar 

to the basic model identified by Wallas and described .' 

briefly below. 
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It should be noted that the stage-theory models·. 

discussed here and in later sections of this review'are not 

seen by any of their creators as rigid, fixed or linear~ All 

of the models involve a series of fluid stages that are 

broken apart for the purposes of theoretical analysis, but 

are viewed as interacting in circular, overlapping ways. 

In what is probably the most often-cited stage model of 

creativity, Wallas (1926) divides the creative process into 

four stages: preparation, incubation, illumination and .· 

verification. During the first stage, labeled preparation, 

the creator is actively involved in a search for solutions 

to a creative problem. The second stage, incubation, begins 

when the creator, having reached an impasse, stops work on 

the problem and sets it aside. The third stage, 

illumination, occurs when the creator, in the midst of 

seemingly unrelated activity, suddenly receives a burst of 

insight. The fourth stage begins when the creator sets out 

to implement, confirm or verify the solution. 

Psychoanalytic theories. Another important group of 

theories, often discussed in connection with artistic 

creativity, is based on the psychoanalytic tradition begun 
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by Freud (1900/1965). Although Freud left no formal model 

of creative process, his interest in the subject can be seen 

in papers such as "Creative Writers and Day-Dreaming" t_,/ 

(Freud, 1908/1959), in which he compares the creative 

writing process to daydreaming. Freud views daydreaming-, 

like dreaming, as a form of wish-fulfillment, in which 

unconscious desires are more accessible to the day-dreamer 

than to the night-dreamer. In his writings concerning 

creativity, Freud is concerned more with unconscious 

motivation and with similarities between neurosis and 

creativity than with the creative process itself. His 

influence on the field of creativity comes less from 

writings concerning creativity than from his more general 

theories concerning the structure of the psyche and its 

forms of thought. 

Freud (1923/1961) divided the mind into three 

structures: the id, the ego, and the superego. He placed the 

id in the unconscious, where it functions among other things 

to provide instinctual energy. The id is driven by impulse 

and is the first mind structure to develop. 

According to Freud, the ego emerges from the id, 

working to mediate between one's instinctual desires and the 

external world. Ego function is both conscious and 

unconscious. At a conscious level, the ego operates using 



logical principles; at an unconscious level, the ego 

operates through defense mechanisms. 
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The superego emerges at the end of the Oedipus cycle 

and contains internalized representations of family and 

societal norms. Freud located most of the superego in,the 

unconscious; most of its operation is also out of awareness. 

Each of these structures operates using certain_modes 

of thought. Creativity theories refer most often to twoof 

these modes: primary process, a primitive level of thought 

that originates in the id, where it is driven by instinctual 

demands; and secondary process, which allows the ego to 

engage in what we regard as normal rational waking thought. 

Primary process thought, according to Freud, is a 

characteristic of infancy, and appears in adult life~in 

dreams, in certain daytime fantasies, in waking moments when 

one is overcome by emotion, or in some forms of mental 

illness, such as schizophrenia. 

Kris (1952) emphasizes the flow of thought between· the 

conscious and unconscious in two stages of creation, 

inspiration and elaboration, one of which is dominated by 

primary process mechanisms and the other by secondary 

process thought. Kris hypothesizes that during the 

inspiration stage, the ego temporarily gives up control so 

that primary process thinking can predominate over more 

logical thoughts, producing a loose flow of images for later 
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use by the ego. References to this process, which he termed 

"regression in service of the ego," are often encountered in 

explanations of artistic process. The ego resumes control 

during the elaboration stage, when it begins to select 

images from those produced during the preceding stage. 

Kris's theory includes a third stage, communication, which 

involves preparing the work for presentation to others. 

A second theory influenced by psychoanalytic thought 

(Koestler, 1964) can be regarded as a link between 

psychoanalytic tradition and the associative theories 

described later in this review. Koestler calls his theory of 

creativity "bisociation" to emphasize the coming together of 

two previously unconnected unconscious associations: "the

perceiving of a situation or idea ... in two self-consistent 

but habitually incompatible frames of reference .•• " 

(Koestler, 1964, p. 35). 

Koestler continues Freud's discussion of creativity, 

dreaming, and day-dreaming, referring to dreaming as a 

process in which "we constantly bisociate in a passive way" 

(Koestler, 1964, p. 178). According to Koestler, awareness 

is the distinguishing factor between the states of dreaming 

and day-dreaming, although both are passive states in his 

view: " .•. dreaming is distinguished from day-dreaming in 

that the dreamer is aware of the fantasies which he creates, 

but unaware of the fact that he is creating them. He is the 



spectator passively watching the sequence of images on one 

level, which he actively produces on another" (Koestler, 

1964, p. 180). Koestler uses these and other examples to 

emphasize the act of creation as a two-way street between 

the conscious and unconscious. 

12 

Another influential theorist, Arieti (1976), developed 

a "tertiary process" theory of creativity to explain the 

illumination stage of Wallas's model. According to Arieti it 

is this third stage that separates creative process from 

other mental problem-solving efforts. Arieti explains the 

coming together of preparation and incubation in the , 

illumination stage by means of a "tertiary process" that: 

... with specific mechanisms and forms, blends the ,two 

worlds of mind and matter, and, in many cases, the 

rational with the irrational. Instead of rejecting the 

primitive •.• the creative mind integrates it with' normal 

logical processes in what seems a "magic" synthesis 

from which the new, the unexpected, and the desirable 

emerge (Arieti, 1976, p. 13). 

Through the operation of tertiary process mechanisms, 

primary and secondary process mechanisms are combined' to 

form new and unpredictable syntheses. 

Many contemporary theorists (Krippner, 1981; Kris, 

1952; Palombo, 1983, 1984; Rothenberg, 1984) have called 

attention to similarities between primary process thinking 
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and creativity. Some (Arieti, 1978; Krippner & Dillard, 

1988; Rothenberg, 1984) have suggested that creativity and 

primary process thinking may share common processes, 

including the "suspension of logic, deferment of judgment~ 

and associational mobility" (Livingston & Levin, 1991~92, p. 

265) associated with dreaming and discussed later under that 

heading. 

Divergent-thinking theories. A more empirical approach 

to identifying the factors involved in creative thinking is 

found in Guilford's structure-of-intellect model (Guilford, 

1967). Using factor analysis, Guilford and his associates 

identified 120 different mental abilities involved in 

intelligence--far more than had been generated by earlier 

factor analysis by theorists such as Spearman (1927) and 

Thurstone (1938). Baer (1993) speculates that one reason for 

this striking increase in the number of factors (from 

Spearman's two and Thurstone's seven) is that Guilford 

included questions for which there was no one correct 

answer. These questions tested what Guilford called 

"divergent-production ability," a type of thinking that-many 

now believe is a primary component of creativity. Guilford 

identified three important components of divergent thinking: 

fluency, originality, and flexibility; it is these 

characteristics that permit creators to arrive at a variety 

of unusual solutions to divergent problems. 



Divergent-thinking theories have generated. many-, : 

instruments for measuring creativity and formed-the-basis. 

for many of the empirical research studies on creativity 

carried out since Guilford's 1950 presidential· .. address and 

for many of the subsequent programs developed to··increase 

creative thinking skills. 
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Associationist Theories. Another source for> the .. ,-. 

generation of instruments for measuring creativity can,' be. 

found in the associationist theories of Hadamard-(1945), 

Mednick (1962), and other theorists who focus on the~.:.·· 

combining of associations to form new combinations of~ideas 

or images. Many of these theories can be traced·· .to the:· work 

of the British empiricists and the later attempt of arFrench 

mathematician, Poincare, to describe his own creative'- ··: 

process in 1908: 

For fifteen days I strove to prove that there could not 

be any functions like those I have since called 

Fuchsian functions. I was then very ignorant;.· every day 

I seated myself at my work table, stayed an hour or 

two, tried a great number of combinations and reached 

no results. One evening, contrary to my custom,. ·rr:~·drank 

black coffee and could not sleep. Ideas rose in crowds; 

I felt them collide until pairs interlocked, so to 

speak, making a stable combination. By the next-.morning 

I had established the existence of a class of Fuchsian 
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functions, those which come from the hypergeometric 

series; I had only to write out the results, which took 

but a few hours (Ghiselin, 1952, p. 25). 

Hadamard (1945), explains this collision of ideas to 

form new combinations as a function of unconscious 

associative process. Mednick (1962), who also acknowledges 

his debt to the preceding passage by Poincare, theorizes 

that creative individuals have the capacity to make a larger 

number of associations and to combine seemingly unrelated 

associations in innovative ways. Knowledge is an important 

component of creativity, according to Mednick, because it 

gives the creator more associations from which to choose. 

Mednick identified three mechanisms that foster creative 

thinking by bringing together disparate ideas: serendipity, 

or random, accidental events; similarity, for example in 

form, sound, or color; and mediation, in which a third idea 

is associated with two other disparate ideas. 

other contemporary theories. Some contemporary 

theorists, who focus on cognitive operations, have 

incorporated unconscious thought processes into their 

models. Feldman (1988) bases his developmental theory of 

creativity on the work of Piaget. According to Feldman, 

novelty arises from the Piagetian operations of 

accommodation and assimilation and a third process, which he 



terms transformation. This third process, transformation, 

incorporates both rational and irrational thought~ 
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Others have rejected the notion of unconscious '·thought 

as irrelevant or unimportant. Gruber ( 1981) ··emphasizes 

conscious, purposeful action over unconscious·process, which 

he believes plays an unimportant role in creative thought. 

According to Gruber, thought is organized into systems. · 

Novelty arises when these thought systems intersect.·The 

result cannot be predicted from knowledge of the -separate 

systems as seen independently. 

Weisberg (1986) also emphasizes conscious processes 

over unconscious ones. He presents his work as a·"framework" 

rather than a theory and believes creativity invoives a

"complex intertwining of perceptual and verbal processes-

concerning both the retrieval of information from memory and 

the modification of early solutions throughiperceptual 

imagination and verbal reasoning" (Weisberg, 1986 ~ p;; 141). 

The work of these theorists is discussed in greater detail 

in the following section. 

Contemporary Issues in Creativity Research 

Tardif and Sternberg ( 1988) identify severar-·areas of 

disagreement among creativity researchers: how much of the 

creative process is under the active direction-and control 

of the creator, and how much is subject to random variation; 

whether creativity is domain-specific or a-universal process 



that exists across all domains; whether creativity is· 

limited to certain extraordinary individuals; whether 

creativity involves unconscious processes and, 'if.so~ 

whether differences in accessibility to these processes 

exist across individuals; and whether a product: must ~~be 

totally unique in order to be defined as creative. 

A major area of controversy in contemporary research 

involves the role of insight in the creative process. The 

roots of this controversy can be found in attempts to 

explain anecdotal accounts such as this one, again from 

Poincare: 
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Just at this time I left Caen, where I was then: ··living, 

to go on a geologic excursion under the auspices) of·. the 

school of mines. The changes of travel made me forget 

my mathematical work. Having reached Coutances,·we 

entered an omnibus to go some place or other.· At the 

moment when I put my foot on the step th~ idea· came to 

me, without anything in my former thoughts seeming to 

have paved the way for it, that the transformations I 

had used to define the Fuchsian functions were 

identical with those of non-Euclidean geometry •. I did 

not verify the idea; I should not have had time,~as 

upon taking my seat in the omnibus, I went on :.with a 

conversation already commenced, but I felt,·a perfect 

certainty. on my return to Caen, for conscience' sake I 



verified the result at my leisure (Ghiselin, 1952, p. 

26). 
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Accounts such as this one led Poincare and, later, 

Wallas, to develop stage theories of creative process~that 

involve some kind of incubation period culminating in a 

sudden, Archimedian burst of insight during which the ··· 

creator may, as in the case of Archimedes, run screaming 

"Eureka!" from the bath, or, in the case of Poincare, simply 

resume a previously begun conversation. 

More recently, theorists, principally Gruber (Gruber, 

1981; Gruber & Davis, 1988), Perkins (1981), and Weisberg 

(1988) have given attention to the emergence of sudden·<. 

bursts of insight from the unconscious and have concluded 

that these occur rarely if at all. According to these 

researchers, moments which creators describe as insightful 

are only links in a "complex, evolving system that is the 

creative person at work" (Gruber & Davis, 1988, p •. 244), a 

system that involves "rather ordinary thought processes" as 

opposed to those commonly ascribed to creative genius 

(Weisberg, 1988, p. 174). 

Weisberg ( 1986) has devoted a significant amount _.of 

work to investigating the genius view of creativity, and has 

concluded that there is little evidence for the role of~ 

unconscious processes or sudden leaps of insight in··creative 

thinking: 
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... innovation in art is firmly grounded in earlier 

work, both that of other artists and of the artist in 

question .•. innovation occurs as the initial product 

evolves into something new ••. this innovation occurs in 

a series of small steps rather than a great 

leap ..• Laboratory studies have produced no evidence for 

incubation and illumination, phenomena presumed to 

depend on unconscious thought processes ••• In the same 

way, little support was found for the notion that 

creative problem solving occurs in a leap of insight 

(p. 136). 

Perkins (1981), who asked artists and poets to report 

verbally on their process while engaged in creative 

activity, concluded that "invention appears to rely mostly 

on the ordinary armament of recognition, noticing, 

understanding, and so on" (p. 99). Reasoning plays an 

important role in the development of insight; memory plays 

an important role in describing the development of that 

insight. Poincare, according to Perkins, simply 

didn't tell it rightly ••• Surprised by his discovery, 

resuming his conversation on an unrelated matter, he 

probably didn't review what had happened as he stepped 

onto the bus ••• The examples in this chapter show that 

often insights fall into place rapidly, and only 
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considerable care ensures recalling just what.occurred. 

(Perkins, 1981, p. 72) 

The problem of recall is a thorny one for investigators 

of both dreaming and creative process and is referred to 

elsewhere in this study in connection with dream research •. 

Perkins does not dispute the fact that unconscious thought 

exists, but he sees no special role for it in the creative: 

process. He believes that periods of incubation followed by 

moments of insight do occur, but conjectures that insight.is 

more a result of returning to a problem with a fresh eye . 

than of having undergone a period of extended unconscious 

thought. 

Feldman (1988), another contemporary researcher whose' 

cognitive Piagetian-based theory was discussed earlier in 

this chapter, disagrees, arguing that an interplay between·· 

nonconscious and conscious thought is of great importance to 

the process of creative transformation. The mind, Feldman 

(1988) says, 11works in at least two complementary ways, one 

trying to sort, categorize, and otherwise keep things the 

same, the other taking the most extravagant liberties with 

things, sometimes seemingly just for the hell of it 11 (p. :. 

288). 

Feldman's views on the contribution of unconscious · 

process to creative insight are based in part on his 

attempts over time to understand two significant dreams, 
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both of which resulted in insights that had dramatic effects 

on the development of his own theory of creativity. Partly 

as a result of working with these dreams, Feldman concludes 

that: 

... the fruits of the dream or any other transformation 

process are of little use unless they eventually become 

connected with the rational, conscious work of the mind 

aiming to solve a problem or render something more 

pleasing. As easily as the less conscious mind is able 

to transform, it seems to have little idea of why it is 

doing so or how to use its fantastic possibilities. 

This job is directed by aspects of mind that are in 

contact with the world of real things, real people, and 

real problems. It seems that only when the whole of 

mind is somehow harnessed to complementary purposes is 

it likely that something both new and useful will be 

constructed (Feldman, 1988, p. 290). 

Other contemporary researchers (Adelson, 1960; Domino, 

1976; Sylvia, Clark & Monroe, 1978; Suler, 1980) support 

Feldman's view that creativity results from an interaction 

of voluntary and involuntary processes. Daniels-McGhee and 

Davis (1994) suggest that creative individuals may be 

characterized by strong control over voluntary processes and 

a less rigid control of involuntary ones: 



v/ The creative individual may have superior control of 

voluntary executive processes, such as selective 

attention, manipulation and reconstruction of mental 

images, and even cross-modal representation 

(synesthesia). Involuntary processes of perceptual, 
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organization are largely information-reducing processes 

that promote organization and stability of percepts,' 

not novelty. However, in a creative individual such 

involuntary processes function less rigidly. A creative 

person is more likely to represent images from the 

environment, as well as recalled or reconstructed 

images, in novel ways (Daniels-McGhee & Davis, 1994, 

pp. 166-167) • 

Contemporary Research Needs 

several continuing research needs have been identified 

by the theorists and researchers cited above. Those which 

have particular relevance for this study are summarized 

below. 

creative process studies at various levels and domains. 

Several researchers have called for studies that examine 

creative process at various levels or within various 

domains. Emphasizing that creativity cannot be wholly 

explained by any single broad framework, Feldman calls 

attention to the need for "models, theories, and frameworks 

at several levels of specificity" (Feldman, 1988, p. 284). 
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Weisberg also calls for well-defined studies, concluding 

that "the characteristics that are important for creative 

work depend on the specific area the individual is working 

in" (Weisbe~g, 1988, p. 144). These statements support Busse 

and Mansfield's {1980) belief that: " •.. significant progress 

in theorizing about the creative process is most likely to 

occur if theorists abandon attempts at grand theories and 

focus instead on accomplishments in specified fields by 

persons with common levels of training and expertise" (p. 

99). 

In accordance with these recommendations, this study 

limits the focus of research to a single domain of 

experience, analyzing interviews with creative writers who 

are acknowledged professionals in their fields. 

Research in the arts. In an overview of the contents of 

an edited book on creativity, Tardif and Sternberg {1988) 

report that: 

..• the most frequently discussed 'products' of creative 

thought in this volume are solutions to problems, 

responses on creativity tests, and explanations for 

phenomena •• the fine arts (painting, sculpture, and 

music) received only half as much attention from the 

current authors as scientific and laboratory problem 

solving ••• images and behaviors were more likely to be 

cited as components of creativity than as creative 
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products themselves ... almost entirely neglected, were_, 

expressions of emotions and abstract ideas, the 

performing arts of dance and drama, occupations such:,:as 

advertising and marketing, and other media such .. as. 

photography and film (pp. 437-438). 

This study attempts to fill this gap through a focus on 

artistic production and expression. 

Focus on imagery and imagination. Other contemporary ·. 

researchers have called for a return to the focus on imagery 

emphasized by Montessori (1912) and Piaget (1971), who 

stressed the need for concrete, image-producing experiences 

in childhood. Despite the fact that 11 the processes of 

constructing, taking apart, and transforming mental imagery 

are recurrent in numerous accounts of the lives and works ::,of 

those retrospectively judged to be creative 11 (Daniels-McGhee 

& Davis, 1994, p. 162), and may be important to the study of 

intelligence, " •.. very little research has investigated the 

relationship of image and creativity" (Daniels-McGhee & 

Davis, 1994, p. 166). 

Many types of imagery are thought to contribute.·:to the 

creative process. In a 1964 literature review, Holt 

identifies several types of imagery, including though~ 

images; eidetic images (afterimages); synesthesia 

(experiencing sensations from one modality through another, 

for example, hearing color or seeing sound); dream images; 
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hypnagogic images (visual or auditory images appearing just 

before sleep); hypnopompic images (that occur during 

awakening); and several forms of hallucination. This study 

attempts to extend our knowledge of imagery and creativity 

through a focus on dream images and their translation into 

creative products. 

Dreaming 

Like creativity, the mysteries of dreams and dreaming 

have been the focus of great speculation for centuries 

across many disciplines. The earliest extant documents 

pertaining to dreams are clay tablets believed to have been 

written around 2200 B.C. (Van de Castle, 1994). Dream 

temples designed to encourage dream divination were in 

existence as early as 3000 B.C. For over 5000 years people 

have valued dreams as a source of information and 

inspiration. 

Although Freud is the name most often associated with 

the origins of contemporary theories of dreaming, dreams had 

been of interest to scholars before Freud published The 

Interpretation of Dreams in 1900. In 1865, Frank Seafield 

published a history of dreams, which included a collection 

of articles from the Journal of Psychological Medicine. van 

de castle, a psychologist and widely-recognized authority in 

the field of dream content analysis, reports that Seafield: 



••• clearly recognized the following properties and 

possibilities in dreams: 

(1) Dreams have intelligible meaning. 
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(2) Dream content is primarily traceable to the 

dreamer's personality structure and to the intensity of 

the dreamer's thoughts and emotions during the 

preceding day. 

(3) Dream imagery can reflect incorporation of 

external physical stimuli or internal symptoms of 

physical illness. 

(4) The dreaming mind is capable of problem-solving. 

(5) Dreams can compensate for satisfactions lacking 

in waking life and thereby serve as safety valves. 

(6) The vividness and credibility of the imaginative 

faculty in dreams raises important questions about 

mind-body relationships that should be investigated by 

psychologists. 

(7) Introspection about one's dreams can give the 

dreamer valuable insights about the elements of his or 

her character which might need modification to produce 

a better-balanced personality (Van de Castle, 1994, p. 

91). 

Freud's theory, although viewed as revolutionary, did 

not emerge from nothingness. It has its roots in a 19th

century Romantic movement that was fascinated with dreams 
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and the unconscious. In the 20th-century, dreams became the 

focus of intense research efforts only after Aserinsky and 

v·· Kleitman's discovery of REM sleep in 1953 (Aserinsky & 

Kleitman, 1953). Their initial research led to a host of 

studies in laboratories established specifically for the 

study of sleep and dreaming. The failure of these empirical 

research efforts to unlock the age-old mysteries of dreaming 

led another renowned researcher to conclude in 1966: "Never 

before in the history of biological research has so much 

been known about something from a descriptive point of view, 

with so little known at the same time about its function" 

(Dement, 1966, p. 136). That same year, Wittgenstein 

speculated that the answers would never be found: 

It is probable that there are many sorts of dreams, and 

that there is no single line of explanation for all of 

them ... There is no one reason why people talk. A small 

child babbles often just for the pleasure of making 

noises. This is also one reason why adults talk. And 

there are countless others (Wittgenstein, cited in 

Hunt, 1989, p. 67). 

Hunt agrees: 

not be a fundamental function of dreaming, 
There may 

We can find a function for human any more than 

existence generally. A self-referential, self-

transforming system like the human mind will evolve its 
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uses as creatively and open-endedly as it evolves its 

structures .••• It may be because dreaming (and human 

life) has no fixed function that it is open to so many 

different uses. Not only do these potentialities of the 

dream--while asleep, falling asleep, or awake--argue 

against any one deep structure for dreaming, they are 

also fully consistent with the recent view of Gardner 

and others that there is no single deep structure for 

symbolic cognition generally. Rather we find multiple 

and potentially independent symbolic faculties--each 

developing a reflexive recombinatory capacity in its 

own fashion (Hunt, 1989, p. 76). 

Like creativity, then, the process of dreaming appears 

to be a complex multivariate phenomenon that may never be 

defined precisely or completely. 

Contemporary Definitions of Dreaming 

Definitions of dreaming are complicated by the 

difficulties involved in establishing the relationships 

among the various levels of sleep and related states of 

consciousness, such as hypnogogic (falling asleep) and 

hypnopompic (awakening) states, hypnosis, daydreaming, and 

other forms of altered consciousness. Some theorists extend 

the boundaries of dreaming beyond the limits of sleep: 

... dreaming involves far more than the specific 

conditions of the REM state. Dreaming appears not only 
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in the lighter levels of non-REM (NREM) sleep and in 

the hypnogogic period of sleep onset, but also under 

hypnosis (where dreams can be directly suggested), in· 

11 daydreaming" as studied under laboratory conditions, 

and in the "waking dreams" or guided fantasies 

characteristic of various therapeutic traditions (Hunt, 

1989, p. 3). 

Precise definitions of various dream states can be 

particularly problematic when analyzing anecdotal accounts 

of the process. 

Overview of Theories of Dreaming 

contemporary dream theorists and researchers fall into 

two main camps: those who believe that dreams have meaning 

and those who do not. The meaning of dreams is, of course, 

important to theorists and clinicians in psychoanalytic 

traditions where dream analysis serves the important 

function of revealing or elaborating upon the unconscious 

life of the dreamer. Some cognitive scientists, whose 

primary focus is on memory and linguistic processes, see 

dreaming as a continuation of waking thought, rejecting the 

notion that dreams have hidden or unconscious meaning. Other 

scientists, from a neurophysiological tradition, deny that 

dreams have any meaning at all. In their view, dreams exist 

simply to clear the mind of "garbage" that accrued in the 

brain during the preceding day. 



Theories of dreaming from major research and clinical 

traditions are summarized briefly below. 
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Psychoanalytic theories. Dream analysis is a major 

focus of several psychoanalytic traditions stemming from the 

pioneering work of Freud and Jung. Freud (1900/1965) focused 

on the narrative and linguistic aspects of dreaming. He 

distinguished between the manifest content of dreams and 

their latent content, believing that the job of the analyst 

was to objectively examine the manifest content in order to 

discover the latent meaning underneath it. To Freud, dreams 

were a road to the unconscious. Dream analysis could be used 

to reveal repressed thoughts and feelings that were 

otherwise hidden from awareness. 

Jung (1960) also adopted a symbolic approach to dream v 

interpretation, but he believed that dreams were sources of 

revelation rather than concealment. In Jung's view, dreams 

served a compensatory function for the psyche, allowing 

underrepresented aspects of the dreamer's conscious life to 

be expressed and thereby helping the dreamer to maintain 

balance in all aspects of his or her life. 

Adler (1931/1958), the third member of this early 

psychoanalytic triumvirate, also worked with the dream 

reports of his clients, but his writings on the subject are 

not as extensive. Adler's approach was significantly less 

symbolic than either of his colleagues. He believed that 
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dreams could be taken at face value, that they represented:c.a 

continuity between waking and sleeping, and that they spoke 

openly and directly to the dreamer. 

Cognitive theories. Contemporary cognitive dream 

theorists have moved away from psychoanalytic 

interpretations of dream content and considerations of 

unconscious meaning. Like Adler, they view dreaming as a 

continuation of waking thought processes. Cognitive 

theorists, such as Foulkes (1985), focus on dreaming as an 

intellectual process, basing their theories to some extent 

on the fact that the complexity of children's dreaming 

develops in relation to their waking reasoning. 

According to Foulkes, dreams depend on memories that 

are activated in a random or semi-random manner and then 

organized into a comprehensible narrative, which may or may 

not resemble the dreamer's reality. In his view dreams 

should be studied as mental acts, leaving aside the question 

of unconscious meanings: 

The reason why dreamers can't understand what their 

dreams mean, and why we have such difficulty in 

constructing adequate accounts of what they might have 

meant, is that they didn't mean anything. That is, 

unlike the case in speech production, no unitary 

message is momentarily or sequentially encoded during 

dream production. The dream isn't, therefore, any kind 
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of translation of such a message, and if we persist in 

searching for one, we're in the angel counting business 

(Foulkes, 1985, 165-166). 

Neurophysiological theories. Neurophysiologists such as 

Hobson and McCarley (1977) believe that dream content can be 

explained by normal physiological processes occurring during 

sleep. These byproducts of REM sleep may have little 

relation to reality or the dreamer's state of mind. For 

example, they speculate that flying dreams may arise when 

the vestibular system, which is involved with bodily 

movement, is activated ~uring sleep. The dreamer, whose body 

is immobilized during REM sleep, may interpret the resulting 

sensations as flying. 

Crick and Mitchison (1986) also subscribe to this view 

that dreams have no innate meaning. These theorists 

speculate that dreams result from the brain's attempt to 

clear out excess information from the preceding day's 

activity. They see little point in attempting to interpret 

information the brain has judged worthless. 

overview of contemporary Dream Research 

Dream studies are made difficult by the subjective 

nature of dreaming. The dream itself can never be captured; 

all that can be studied are the dreamer's reports. The 

validity of dream reports is influenced by many factors, 

including the dreamer's ability to remember and express 



verbally material that is often highly visual. It is 

difficult to make distinctions between actual content I 

recalled content, and narrative elaborations that may be 

added in the course of reporting a dream. 
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Contemporary dream research has followed two distinct" 

courses. One method, resulting from Aserinsky and Kleitman's 

discovery of REM sleep, was to gather data through studies 

in sleep laboratories. Sleep laboratory studies attempt to 

compensate for biases resulting from retrospective "home, 

dream" reports by collecting dream reports under controlled 

laboratory conditions. These laboratory studies have 

resulted in a large body of research data that underlies the 

cognitive theories of Foulkes and the neurophysiological 

theories of Hobson and McCarley. 

The largest normative study (Snyder, 1970), based on 

laboratory dream reports involved 50 subjects and 635 dream 

reports. According to Snyder: 

The broadest generalization I can make about our 

observations of dreaming consciousness is that it is a 

remarkably faithful replica of waking life •••• In almost 

every instance the progression of complex visual 

imagery described was a realistic facsimile of the 

visual perception of external reality; that is, it was 

"representational" (p. 133). 
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The second course of contemporary research continued 

the age-old practice of analyzing dream reports collected in 

non-laboratory conditions. Several large-scale studies 

carried out by Hall, beginning in the 1940's, and 

supplemented later by the work of Van de Castle, resulted in 

the development of a complex methodology for empirical 

content analysis of dreams. Normative data (Van de Castle, 

1994) are available from several Hall andjor Van de Castle 

studies, including dream settings (1,328 settings from 1,000 

dreams), characters (1,819 dreams); activities (2,668 

actions from 1,000 dreams); and color (over 3,000 dreams). 

Dreaming and Creativity 

Interaction between Dreaming and Creativity 

scattered accounts by artists and their biographers 

over the past two centuries connect creativity with 

dreaming. Among those whose work is said to have been 

influenced by dreams are artists Henri Rousseau, Salvador. 

Dali, and William Blake; filmmakers Ingmar Bergman, Orson 

Welles, and Federico Fellini; dramatists Jean Cocteau and 

William Butler Yeats; composers Georg Frederic Handel, 

Richard wagner, and Robert Schumann; poets Samuel Coleridge,· 

J. w. von Goethe, and Christina Rosetti; and novelists Edgar 

Allen Poe, Robert Louis stevenson, and Charlotte Bronte 

(Faraday, 1974; Ghiselin, 1952; MacKenzie, 1965; Van de 

Castle, 1994). 



An informal appraisal of the writings of some of the 

individuals listed above reveals that dreams appear to 

contribute to the creative process in two primary ways: (1) 

as sources of creative inspiration, implemented either 

through direct transcription or through more indirect 

processes involving conscious elaboration and development, 

and (2) as sources of problem solving, either through the 

presentation of solutions in dreams or by awakening with no 

memory of a dream but with an artistic solution in one's 

mind. 

Accounts of the interaction of dreams and creativity 

are somewhat scattered and vague. Ghiselin (1952) made a 

substantial contribution to the field by bringing together 

the writings of 38 acknowledged artistic and scientific 

creators in a retrospective anthology concerning creative 

process. Epel's more recent contribution to this effort is 

the publication of a collection of radio interviews (Ep~l, 

1993) with creative writers concerning their use of dreams. 

These and other writers and researchers have drawn 

attention to the connection between dreaming and creative 

process. one contemporary dream researcher with a particular 

interest in creative writing believes that dreams help put 

artists in touch with unconventional, creative responses to 

creative problems (Jones, 1970). 



Commonalities between Dreaming and Creativity 

In a brief review of the literature, Livingston and 

Levin (1991-92) call attention to certain common processes 

in dreaming and creativity: 
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Both processes are highly individualized, emphasize 

associational mobility, and utilize vivid ideational 

fluency. In addition, both the dream and the creative 

product require the suspension of logical thought and 

subsequent recourse to immediate action, increased 

access to internal fantasy, and the ability to generate 

novel approaches to pre-existing ideas (pp. 345-346). 

Rothenberg identifies additional similarities between 

dreaming and artistic process: 

•.• the primarily visual nature of dreams and the visual 

nature of painting, sculpture, etc.; the seeming 

novelty in the content of dreams and the novelty in 

art; the particularity and concreteness of dreams and 

art; the sense of story and sequence in dreams despite 

shifting time references and the similar sequential 

sense in art, especially in literature and music; the 

sharp contrasts and contradictions depicted in dreams 

and art; the extraordinary vividness of dreams and the 

vividness embodied in works of art; ••. that dreams like 

art have strong emotional connotations (Rothenberg, 

1979, p. 40). 
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Sladeczek and Domino (1985) call attention to other 

links between creativity and dreaming: both involve "letting 

go of the everyday perspective, and a restructuring of ,the 

environment, physically, cognitively and affectively, to 

achieve a new and creative synthesis" (p. 39). Further, both 

"creativity and falling asleep involve relinquishing 

conscious control and letting go of everyday, rational 

awareness" (p. 40). 

Contemporary Issues involving Dreaming and Creativity 

There are some controversies concerning the links 

between dreaming and creativity, many of which revolve 

around the issue of continuity discussed earlier in this 

review. Are dreams a continuation of waking experience that 

reflect the lives and personalities of the dreamer? Are 'the 

dreams of creative people more "creative" than those of 

other people? Do the same principles of cognition operate'in 

both dreaming and waking states? Are the ways words, images, 

and feelings are represented and manipulated in dreams 

similar to the ways they are used in waking life? Is 

creativity innate and involuntary, as artists who speak of 

operating from altered states of consciousness would 

suggest? or does it depend on conscious, more rational 

intellectual processes? Is dream recall correlated with 

creativity? 



Overview of Research in Dreaming and Creativity 

A few empirical researchers have attempted to answer 

questions such as those listed above. A brief survey·of • 

these studies follows. 

Two studies show that the dreams of creative artists 

differ from those of other people. Research by Adelson 

38 

( 1974) showed that the best students in creative writing ., 

classes had dreams that were more fantastic or bizarre than 

those of average students. Schecter, Schmeidler, and Stall 

(1965) found that students majoring in the creative arts had 

dreams that were more vivid, bizarre and aggressive than.'-. 

engineering and science students. The art students in their 

study also recalled more dreams. 

Tonay ( 1993) suggests that the greater frequency- ofr~ 

recall among creative persons may be a result of their 

greater interest in dreams. Interest and motivation are 

positively correlated with recall frequency. 

Domino (1976) analyzed the dream journals of high 

schools students for the presence of primary process 

material. He found that the dream reports of students with 

high scores on two creativity measures contained more 

symbolism and unusual combinations. Using a scale they 

developed to measure primary process in dream reports, Auld, 

Goldenberg and Weiss (1968) found a correlation between 

dream length and the presence of primary process material. 
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Domino (1976) reported that the dreams of subjects who 

were rated high in creative ability contained more primary 

process material. Sladeczek and Domino (1985) found that 

creative individuals used dreams for problem-solving more 

effectively than others. Sladeczek and Domino ( 1985) also ··· 

found that dreams of creators showed more regression, 

distortion, and visual vividness, than the dreams of other 

subjects. 

Schechter, Schmeidler & Staal (1965) also found 

differences in dream reports along specific content 

dimensions. Domino suggests that these differences may arise 

because creative individuals possibly "perceive their dreams 

as potential sources of creative activity, are motivated to 

pay attention to their dreams or are more open to their own 

inner psychic workings" (Domino, 1982, p. 114). 

Lewman (1993) found differences between the ways poets 

and journalists used dreams, with journalists preferring 

structured logical processes of writing over the more 

intuitive, unstructured processes used by poets. 

Tonay (1993) found differences in dream recall among 

college students, with those who scored higher on creativity 

tests reporting longer and more complicated dreams. She did 

not find consistent correlations between creativity and 

primary process. While unable to draw any firm conclusions 

concerning the role of dreams in the life of artists, her 
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study suggests that dreams may serve no other function than 

to furnish artists with raw materials for their creative 

work. 

This conclusion stands in contrast to anecdotal 

accounts of artists concerning the use of dreams for other 

functions, including problem-solving. Sladeczak and Domino 

(1985) in a study of undergraduates found that the most 

creative students in their sample reported greater use of 

dreams to solve creative problems than the least creative 

students in their sample. 

Need for the Study 

While empirical research has shed some light on the 

relationship between dreaming and creative process, the 

number of studies is small, and many questions remain 

unanswered. For this and other reasons referred to earlier 

in this study, creativity and dreaming offer fertile fields 

for research. Interest in both is centuries-old, but both 

are difficult to study empirically. 

The availability of Epel's research offers an 

opportunity to investigate, using formal qualitative 

methodology, the connection between dreaming and creativity 

in a contemporary group of writers. Epel is the first 

researcher to gather such an extensive account of the 

relationship of dreaming and literary production among 

established professional writers. Her work offers an 



opportunity to research the contribution of dreams to 

creative writing in some detail. 

Post-Analysis Literature Review 

Three research questions were asked at the outset of 

the study: 

(1) What functions do dreams serve for creative 

writers? 
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(2) How do writers describe the transformation of their 

dreams into creative products? 

(3) How does the creative process influence dreaming? 

After the study data had been analyzed, a further 

literature review was made to elucidate the study results in 

more detail. The literature identified in this second search 

is presented below. The headings used to organize this 

review correspond to the study's three questions: What 

functions do dreams serve for creative writers? How do 

writers describe the transformation of their dreams into 

creative products? How does the creative process influence 

dreaming? 

Functions of Dreams 

The most striking aspect of the study results 

concerning dreams that were used in literary works or dreams 

that provided inspiration for creative work was the 

bizarreness and the visual nature of the dream images that 

were used. Accordingly, the literature reviewed in the 
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following section is organized under these headings: dream 

bizarreness and dream recall; dream bizarreness and 

creativity; visual imagery in dreams; and dreams as starting 

points for artistic creation. 

Dream Bizarreness and Dream Recall 

Meier {1993) defined dream content as bizarre if it was 

"unlikely improbable, or impossible in reference to the 

commonplace waking perspective" (p. 65). The bizarre nature 

of dreams has been a focus of dream research since the time 

of Freud, who regarded the unrealistic content, fused 

images, and strange transformations in dream reports as· 

reflective of primary process thought (Freud, 1900/1965). 

More contemporary sleep laboratory research has raised some 

questions concerning the primacy of bizarreness in dreams, 

concluding that for the most part, dreamlife is 

"surprisingly mundane" and "relatively realistic" {Cavallero 

& Foulkes, 1993). 

At the same time, Cavallero and Foulkes also note.that 

studies of human memory (Derus, Dorus & Rechtschaffen, 1971; 

snyder, 1970) suggest that "dreams might later be remembered 

best if they are especially vivid, emotional, or bizarre" 

(Cavallero & Foulkes, 1993, p. 11). Other researchers have 

found that the probability that information will be 

remembered depends on the current level of arousal as well 

as on the significance of the event (Norman, 1968); that·the 



clearest memories are those for events which were 

surprising, consequential, or emotional (Rubin & Kozin, 

1984); and that consequential or surprising stimuli are 

arousing (Kahneman, 1973; Walley & Weiden, 1973). 
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The discrepancy between expectations and findings in 

laboratory studies of dreaming, distinguished by the 

presence of realistic and mundane elements has been 

explained as a function of the research context. In sleep 

laboratories, dreamers are awakened mid-dream and asked to 

report immediately on dream content. In less-controlled home 

recall studies, where a higher degree of bizarre content is 

reported, dreamers may be awakened by the intensity or 

content of the dream itself, or may awaken naturally·and 

remember only that content which is salient for them (Cohen, 

1979). 

Tonay (1993) suggests that dream saliency may vary 

across individuals and that creatives, "with their higher 

preference for complexity (Barron, 1952) and greater 

openness to experience (Fitzgerald, 1966), might be more 

likely to remember most vividly those dreams which are most 

bizarre and unusual" (p. 21). 

creativity and Bizarreness 

one of the earliest studies of the relationship between 

dreaming and creativity (Adelson, 1960) revealed that the 

more creative members enrolled in a creative writing course 
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reported more fantastic situations and unusual dream 

characters in their dreams than less creative members of the 

class. Creativity here was based on the instructor's 

subjective judgment of inventiveness. A later study,. 

(Schechter, Schmeidler, & Staal, 1965) showed that the 

dreams of art students were more imaginative (i.e., less. 

logical and realistic) than those of science and enginee~ing 

students. Domino (1976) also reported that creative people 

have dreams that are more bizarre than those of less 

creative people. He used a group of high school students 

chosen by their teachers on the basis of their creative 

products and a control group of students who had not been 

selected. He found the dreams of students in the creative 

group to be more symbolic and to contain more unusual 

combinations of ideas. They also contained more 

condensations. Sylvia, Clark, and Monroe (1978) and Belicki 

(1987) report positive correlations between psychological 

tests of creativity and dream bizarreness as well as dream 

recall. 

Sladeczek and Domino (1985) found the dream reports of 

a group of creative individuals to be more regressive in 

nature, more distorted, and more visually vivid tha~ t~ose 

in a control group. These studies have been challen.ged: 

wood, Sebba and Domino (1989-90) hypothesize that the 

correlation of bizarreness in dream reports and waking 
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experience dream imagery11 (p. 126). Butler and Watson (1985) 

found that lack of visuo-spatial skills were positive 

correlated with subjects who had difficulty in recalling 

dreams in sleep laboratory ~xperiments. Shepard (1978) also 

suggests that creativity is fostered by a genetic 

predisposition toward visual-spatial creativity. In addition 

Shepard hypothesizes that images may have a stronger effect 

than words on affect and motivation. 

Intons-Peterson (1993) cites a number of studies that 

concluded that imagery plays an important part in creative 

effort (Arieti, 1976; Arnheim, 1969; Ghiselin, 1952; Miller, 

1987; Roe, 1951; Shepard, 1978), but notes that they are 

largely anecdotal in nature with 11no checks to ascertain 

whether images preceded the creative moment or whether 

creative realizations unfolded in interaction with imagery" 

(p. 3). Intons-Peterson hypothesizes that "creative 

individuals may have faster access to their images, that 

their images have longer durations, or that they are able to 

refresh or regenerate images more rapidly than less creative 

individuals" (p. 32). 

Visual images and dream recall. Dream recall has also 

been associated with visio-spatial skills. Schredl (1995) 

cites various studies in which subjects who experienced a 

loss of visual skills because of brain damage also 

experienced a loss of dream recall. A study by Schredl 
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(1995) concludes that "good dream recallers tend to,be· 

persons who exhibit both verbal and visual creativity" (p. 

23). According to Schredl, dream recall involves 

transforming the primarily visual experience of the dream 

into a waking verbal description, a task that involves both 

visual and verbal skills. 

Visual imagery and narrative structure in dreams. 

Although researchers and theorists disagree as to the extent 

to which dreaming is influenced by imagery and narrative 

structure, there is general agreement that most dreams are 

narrative in nature, that is that they contain sequences of 

action. Researchers have made a distinction between 

narrative dreams that consist only of action sequences and 

those that are more storylike in nature. In a study of 

narrative dreaming, Kuiken, Nielsen and McTaggart (1983) 

found that REM dreams were more storylike than NREM dreams 

and that certain dreams included major character 

transformations. Complexity of story narrative is one of the 

dimensions Hunt (1989) uses to build a classification of 

dream types. 

Dreams as starting Points for Artistic Creation 

Other anecdotal accounts. Authors outside the present 

study have written about dreams that have become starting 

points for literary work. Dreams provided the basis for two 

novels by Graham Greene, It's a Battlefield and Honorary 
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Consul and for Mary Sheeley's novel Frankenstein (Grant, 

1984). Katherine Mansfield reported that she "dreamed a 

short story last night even down to its name, which was Sun 

and Moon" (Inglis, 1987, p. 10). Three other well-known 

authors, Henry James, Edgar Allen Poe and Robert Louis 

Stevenson, also reported that dreams formed the basis for 

short stories: The Lady Ligeia and The Strange Case of Dr. 

Jekyll and Mr. Hyde (Bonaparte, 1949; Edel, 1953; Grant, 

1984; Stevenson, 1947). Poets John Masefield, Christina 

Rosetti, and Goethe have reported that poems came to them in 

dreams (Hill, 1967; Goethe, 1947; Masefield, 1968). 

The starting points provided by dreams for these 

authors were varied, as were the resulting products. Poe, 

Shelley, and Stevenson saw images in their dreams that 

became characters and scenes. Rosetti also saw scenes in her 

dreams that she tried to capture in poetry. Mansfield 

dreamed a story, in which she took part. Greene had an 

anxiety dream in which he was the main character that became 

the basis for a novel. 

Two playwrights have reported receiving ideas for plays 

in dreams. Yeats reported that the theme for his play, 

Cathleen ni Houlinhan had come to him in a dream (in Inglis, 

1987). According to Inglis, William Archer spent a day 

outlining a play after waking from a dream. 
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For all his experience of writing his dreams out in 

detail, he was not sure how much of what he remembered 

had actually been in the dream. But he was certain it 

was responsible for the root idea--'the idea that 

constitutes the originality (if any) of the theme', and 

he was able to complete a draft without difficulty 

(Inglis, 1987, p. 16). 

Inglis (1987) says the list of poetry which has come 

from dreams is longer than other fiction and that it is 

noteworthy "the number of times they have been delivered as 

if by dictation, or on a video screen". Masefield reported 

that his poem, "The Woman Speaks" appeared "engraved in high 

relief on an oblong metal plate, from which I wrote it down" 

(Masefield, 1968, p. 168). Masefield, like Mansfield, 

reported to have received his literary creation in its 

entirety in his dream. Yeats dreamed the story of his poem 

'The cap and Bells', "exactly as I have written it" (Inglis, 

1987, p. 21). 

Research in design and literary process. While studying 

the process of architectural design, Darke (1978) coined the 

phrase "primary generator" to describe ideas that were 

simple and powerful enough to guide a design. Sharples 

(1996) states that novelists often speak about the single 

ideas, memories, or visual images that underlie their 

novels. other researchers (Barron, 1963; Ochse, 1990) have 



drawn attention to the complexity of stimuli to creative 

activity. Ochse (1990) speculates that these stimuli are 

particularly arousing when they involve a "sudden gap or 

disparity between a present event and what past experience 

has led one to expect" (p. 188) or between "current events 

and a mental model of reality" (p. 190). 

Briggs (1988) refers to these starting points as 

"creator's germs", seeds that contain "qualities of 

wholeness, nuance, ambiguity, open-endedness and also 

concrete specificity" (p. 288). Briggs cites an interview in 

which novelist E. L. Doctorow states that these can be "a 

phrase, an image, a sense of rhythm, the most intangible 

thing. Something just moves you, evokes feelings you don't 

even understand" (Briggs, 1988, p. 281). Helson (1977-78) 

also calls attention to the emotional nature of the stimuli 

which lead to creative work: " ••• the author of heroic 

fantasy starts with an image, a dream, or an object in real 

life which seems to have an emotional potential and 

significance, vibrant though barely comprehended" (p. 242). 

Henry James (1934) referred to these starting points as 

germs, seeds, and "vital particles". Briggs (1988) suggests 

that a key component of these creative seeds is their 

physiological or sensory nature. 
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Ochse (1990) hypothesizes that it is the content of 

creative inspiration rather than the creative process itself 

that is extraordinary. 

Creative inspiration is ..• distinguished from a 

trivial insight or the sudden recognition of a 

simple fact by the content. And it is the 

significance of the content that calls upon 

arousal and attention, and makes the experience 

memorable. The trouble with past attempts to 

explain the phenomenon of creative inspiration is 

that it has been viewed in terms of a tendency to 

engage in extraordinary processes that are 

peculiar to creative activity, whereas the 

processes involved are ordinary although the 

content is extraordinary" (p. 254). 

Kuiken and Smith (1991) lend some support to Ochse's 

hypothesis that content is important. They found that 

"when using dream actions to generate metaphors, the 

metaphoric topic was more novel than when using fantasy 

actions to generate metaphors" (p. 143). However, they 

speculate that process also plays a part in this finding, 

citing experimental evidence that "aspects of the dreaming 

mode of mentation--and not just remembered dream images-

carry over into wakefulness" (p. 138). 
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Dreams that Provide New Experiences 

Several researchers and theorists have looked at the 

ability of dreams to provide their dreamers with new 

experiences. Discussion of this dream function centers 

around two areas: the ability of the dream to provide novel 

combinations and dream as an embodied event. These areas are 

discussed below. 

Provision of novel combinations. Novel combinations in 

dreams can be useful to the dreamer by providing new 

possibilities, new perspectives, rehearsals or role plays. 

Some theorists and researchers (Boss, 1977; Craig, 1987; 

Foulkes, 1985; Mumford, 1967; Shafton, 1996) have drawn 

attention to the adaptive function of dreaming, suggesting 

that dreams open up new possibilities and novel combinations 

that extend or enhance the range of human experiences: "It 

is most common that certain patterns of human behavior 

address themselves to people for the first time in their 

lives in dreaming states" (Boss, 1977, p. 172). Shafton 

(1995) also finds a rehearsal function in dreams: "In 

dreams, we rehearse scenarios, much as, awake, we anticipate 

and imagine before we act; only in dreams, we do so with 

less correction from reality" (p. 139). 

Dreams as embodied events. Foulkes (1985) concludes 

that while dreams are "credible world analogs 11 and that a 

dream may "seem as real as waking life experience," that "it 
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isn't such experience: it's more in the nature of a 

momentary recollection" (pp. 84-85). Blakeley {1996) takes 

exception to this view, stating that it "ignores the 

phenomenological import of the experiencing body in dreams, 

which has material consequences for the dreamer" (p. 265). 

Blakeley concludes that the dream experienced by the single 

subject in her study "served as much more than a mental 

image or vision, constituting a full-bodied experience that 

became an autobiographical episode in its own right" (p. 

266). 

Building on the work of Boss, Blakeley {1996) contends 

that the "majority of dreams are real experiences and 

embodied events which have the potential of exerting 

considerable and, more rarely, transformative effects on the 

life of the dreamer" (p. 14). Blakeley's conclusion is 

shared by Hunt {1989), who also emphasizes the existential 

nature of dreaming: "Can we even begin to study the dream 

without acknowledging it first and foremost as an 

immediately experienced subjective state--a lived story with 

rich imagistic properties and powerfully felt meanings?" (p. 

18); and by states {1988), who argues that the dream could 

be considered as "even more real, in the sense that it 

intensifies experience that is normally diluted by daily 

life" (p. 2). 
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Problem-Solving in Dreams 

Research into the problem-solving functions of dreams 

appears to be directed towards three main questions: whether 

it occurs, how it occurs, and under what circumstances. 

These issues are addressed below. 

The occurrence of problem-solving in dreams. Various·· 

anecdotal accounts support the hypothesis that dreams serve 

a problem-solving function for creative writers. Robert 

Louis stevenson {1947), the author of Dr. Jekyll and Mr. 

Hyde, reported that he had been trying to find a plot· for a 

story about the "strong sense of man's double being" ·for. a 

long time before he "dreamed the scene at the window, and a 

scene afterward split in two, in which Hyde, pursued for 

some crime, took the powder and underwent the change in the 

presence of his pursuers" (pp. 227-228). Although he is 

often portrayed has having dreamt the story in its entirety, 

it appears that Stevenson dreamed only these two scenes. 

stevenson (1947) also reported that dreams often came to his 

rescue when he needed creative help urgently. 

Graham Greene reported a dream that he attributed to 

identification with one of his characters. Greene practices 

a kind of dream incubation to encourage problem-solving, 

reading over his current work before falling asleep. This 

active solicitation of dream solutions has been advanced ·by 
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contemporary advocates of dream incubation (e.g. , Delaney·," · 

1988; Krippner & Dillard, 1988). 

The research literature on dreams and creative problem

solving is less conclusive. Cartwright (1974) conducted a 

study in a sleep laboratory to ascertain whether dreaming 

had an influence on waking creativity. She found no effects 

of dreaming on routine problem solving and a negative effect 

on completion of a story upon awakening. Robbins (1988) 

points out that the problem-solving tasks included in 

Cartwright's study had no relation to the dream itself. In a 

study in which the problems themselves were more directly 

related to the dreaming process, Dave (1979) hypnotized 

subjects who were experiencing difficulties with creative 

problem-solving tasks, including problems with creative 

writing. six of his eight subjects reported success in 

breaking through their blocks as a result of dreams under 

hypnosis or during sleep following hypnosis. 

How it happens. There seems to be general agreement 

throughout the literature that dream content is heavily 

influenced by waking concerns. Freud (1900/1965) was the 

first to observe that dreams appeared to be influenced by 

unfinished business. Adler (1931/1958) suggested that 

dreaming was a purposeful activity: "The individual's 

purpose in dreaming is to seek guidance for the future, to 

seek a solution for his problems" (p. 95). He also pointed 
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out that the solutions that appeared in dreams were largely 

unworkable. 

Some researchers have questioned whether workable 

solutions appear in dreams or whether they are the product 

of waking reflection on the dream. Robbins (1988) believes 

that the unworkable solutions generated by dreams can lead 

the dreamer to reexamine problems, thus leading indirectly 

to workable solutions. Montangero (1993) found elements 

related to problem-solving present in the dreams of five out 

of six subjects in a pilot study involving twenty-nine 

dreams. Three main features of these dreams were identified: 

First, only partial elements of the problems or glob~l 

representations of the solution appeared in the dreams • 

.•. [Second], the elements of the problems appear 

incidentally as material used to deal with another 

concern of the dreamer •••• [Third] they are 

concentrated in one scene or sequence of a dream, which 

comprises several sequences (pp. 108-109). 

After surveying the literature, Robbins (1988) 

concludes that there is little empirical research that 

creative solutions appear directly in dreams. Tonay (1993) 

concurs, stating there is 11little empirical evidence to 

support the view that individuals, whether they are creative 

or not, solve problems while dreaming" (p. 4). The dream 

"only serves as a source of material, which the creative 
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individual must then fashion, and sometimes synthesize with 

previously unrelated elements, in order to arrive at the 

final, original solution" (Tonay, 1993, p. 5). 

Breger (1967) attributes the problem-solving ability of 

dreams to the fact that dream experience is not subject to 

the constraints of waking reality, thus providing more 

options and freer combinations of memories to the dreamer. 

Montangero agrees that dreams may assist the problem-~olving 

process, but stresses the contribution of conscious thought: 

When the elaboration of a solution has started in 

wakefulness with the mode of directed thought, more 

spontaneous representations occurring in sleep or day

dreaming may produce a new solution, or at least a clue 

which, with the help of rational, directed thought, 

will subsequently lead to a solution (Montangero, 1993, 

p. 111). 

Blagrove (1992) also concludes that it may be "the process 

of examination, and not the dream, that provides the 

solutions" (pp. 217-218). 

There is some agreement that the problem-solving 

process is influenced by the type of problem being solved: 

" ••. not all creative thinking follows exactly the same 

pattern. Whereas some classic discoveries appear to 

have resulted from flashes of insight (e.g. Archimedes' 

displacement principle, Kekule's benzene ring);,: others 



58 

seem to have resulted from incremental applications of 

prior knowledge (e.g. Watson and Crick's discovery of 

the structure of DNA). Just as different memory tasks 

may require different types of cognitive processes, so 

too might different creative endeavors" (Smith, Ward, & 

Finke, 1995, p. 328). 

The preceding quotation calls attention to the differences 

between solutions to scientific problems acquired by insight 

and those derived from accumulated knowledge. Of equal 

importance are differences in the definition of scientific 

and artistic problems. Sharples (1996) calls attention to 

the similarities between the writing process and the design 

process described by Lawson (1990). Lawson states that 

design problems are open-ended, that designers have a large 

number of options from which to choose at any point in the 

process, and that solutions are more a matter of subjective 

judgment than objective fact. 

Other Influences of Dreams 

The influence of dreams on collective decision-making 

in ancient and primitive civilizations has been well 

documented (Blakeley, 1996; Van de Castle, 1994). During the 

twentieth-century, the influence of dreams on decision

making in western civilization has been limited for the most 

part to individuals rather than groups, often working within 

established theoretical frameworks, such as psychoanalysis, 
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existential psychology, or gestalt traditions. For both Jung 

and Adler, whose theory of the problem-solving nature of 

dreams has been referred to earlier, emotions play a crucial 

part in dream interpretation: "The purpose of dreams must be 

in the feelings they arouse. The dream is only the means, 

the instrument, to stir up feelings" (Adler, 1931, p. 98). 

Jung says that dream "after-effects consist mostly in more 

or less distinct alterations of mood" (Jung, 1960, p. 238). 

Transformation of Dreams 

Results of the study indicated that authors used both 

primary process and secondary process cognition in working 

with their dreams, that they chose novel material with which 

to work, and that they both transcribed their dreams 

directly and used them more indirectly as a stimulus to 

creative work. The following section is organized under 

three broad headings: dreaming, primary process, and 

creativity; novelty and creativity; and creative process. 

Dreaming, Primary Process, Secondary Process and Creativity 

Freud (1900/1965) described a form of thought, which he 

referred to as primary process thinking, that was 

characterized by concrete images and was associational in 

nature. He believed that this process accounted for the 

bizarreness of dream images and psychotic states and 

distinguished it from secondary process thought, which he 

described as more abstract, logical, and reality-oriented. 



He saw primary process as a relatively primitive thought 

system that gradually declined in importance as secondary 

thought developed and then predominated. 
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Building on Freudian theory, Kris (1952) theorized that 

during the inspiration stage of creation, primary process 

thinking predominated over logical thought, resulting in a 

loose flow of images. He called this temporary loss of ego 

control "regression in service of the ego". Later theorists 

have questioned this concept. Lazarus (1991) prefers to 

think of primary process thinking and secondary process 

thinking as parallel processes. Holt (1977), while he 

discusses primary and secondary processes separately, 

believes that they exist not as separate entitites but as a 

continuum. Despite questions as to how it operates, primary 

process thought is still considered to be a significant 

component of the creative process by many researchers and 

theorists. 

Primary process and secondary process cognition have 

been the focus of research (Dudek, 1968; Holt, 1977; Wild, 

1965) and have been addressed by all models of creativity. 

Research studies have shown that creative people access 

primary process thought easily: they exhibit better dream 

recall (Hudson, 1975); they are more easily hypnotized 

(Bowers, 1979); they engage in more fantasy (Singer and 

Mccraven, 1961). 
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Several studies link primary process in dreams to 

creativity (Belicki, 1987; Cann & Donderi, 1986; Domino, 

1976; Sylvia et al., 1978, Tonay, 1993). The most recent of 

these studies (Tonay, 1993) found conditional support for 

the hypothesis of a positive correlation between primary 

process in dreaming and creativity. 

Martindale and Dailey (1996) support the validity of 

Kris' theory, but believe that only a moderate level of 

primary process thought is involved in creative inspiration. 

Weisberg (1986) takes the position dreaming with its 

associated primary process thought seldom results in 

creative ideas. Martindale supports this view: "A moderate 

amount of primary process thinking, as in fantasy or 

reverie, may facilitate discovery of creative ideas, but 

extreme primary process thinking--such as dreaming--does not 

produce creative ideas (Martindale, 1995, p. 258). 

Hale (1995) disagrees, noting that "dreams are an 

enriching and convenient doorway into the deeper primary 

processes that underlie creative inspiration" (p. 126). 

Building on the work of Jung (1960), Kris (1952), May 

{1975), Neumann (1959), and Rugg (1963), he concludes that 

the creative process involves "less repression; increased 

access to unconscious processes; and the use of metaphors, 

condensed symbolic representations, and archetypal 

materials" (Hale, 1995, PP· 126-127). 



For Mack {1970), dreaming incorporates the same 

mechanisms involved in creative activity, with its "vivid 

and powerful emotional elements, its rich and flexible use 

of symbols, its reliance on concrete sense perception, and 

its access to unconscious mental content" (p. 96). But 

dreaming in itself is not enough: 
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What remains for the writer or artist is to employ his 

techniques to transform the crude, overly personal, and 

largely narcissistic dream into shared perception and 

illusion, to make it into a coherent work in which 

larger audiences can find expression, some resolution 

of their own conflicts, and gratification of their 

unfulfilled emotions (Mack, 1970, pp. 93-94). 

several researchers agree that the closing stages of 

the creative process rely heavily on secondary process 

mechanisms. Suler {1980}, in a review of early studies, 
/ 

concludes that "the research evidence demonstrating that 

creativity is determined by the amount of primary process 

participation is weak" and that "creative ability is related 

to the extent to which secondary process initiates an 

integrative control over primary process manifestations" (p. 

200). 

Rycroft (1979) says that dreams cannot often be 

converted directly into poetry because the "imagery used by 

the dream imagination is too private, too idiosyncratic, too 
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ephemeral, and too dependent on the dreamer's intimate 

biography" (p. 165), whereas artists look for symbols that 

carry shared public association. For Tonay {1993), dreams 

provide inspiration for creative work but not final, 

original solutions: "apart from dreams being useful as raw 

material on occasion, there may be no relationship at all 

between creativity and dreams" (p. 5). Hunt {1991) also 

emphasizes the contribution of secondary process thought to 

the creative process: 

Dreams do not usually match the full criteria of 

metaphor or story but characteristically to various 

degrees fall short. It is the way we handle dreams when 

we wake up that in a now quite interesting way might be 

taken as finishing the dream and finally meeting these 

criteria (Hunt, p. 239). 

That there is still a lack of agreement concerning the 

relative contributions of primary process and secondary 

process thought to creativity is reflected in the following 

call for further study: 

What are the qualitative dream determinants of daytime 

productivity? Is primary process dream content, in 

which events, objects, and persons appear in bizarre 

and unusual juxtapositions or in which there is an 

unusual amount of concrete symbolization and imagery, 

more likely to be followed by successful creative 
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efforts than secondary process dream content, in which 

the events are more realistic and couched in more 

conceptual, thoughtlike, nonperceptual terms?" (Fiss, 

1986, p. 183 (53]). 

Novelty and Creativity 

Several researchers (Barron, 1963; Farley, 1985; 

Houston & Mednick, 1963; Ochse, 1990) have observed a 

positive correlation between creativity and novel or complex 

material. Barron {1963) suggests that creative people are 

attracted to complex material which they can order in new 

ways. Farley (1985) concludes that creative people need more 

stimulation than non-creative people. Ochse (1990) discusses 

the attraction of creative people to disordered material in 

terms of mismatches between events and expectancies. Hunt 

suggests that it is the unfinished nature of the dream that 

is arousing to some artists: 

" ••• it is as if the dream were always about to become 

something that is never quite finished--leaving it to 

you on awakening whether to pursue these beginnings in 

search of a topic or to turn away into the focal 

concerns of the day" (Hunt, 1991, p. 238). 

Hunt.(1989) notes that some of the material in dreams, 

like that in novels, has the ability to evoke multiple 

meanings. states (1988) also calls attention to the 

metaphorical construction of dreams. Although the concept of 
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dream as metaphor is a recurring theme in the literature, 

researchers disagree as to where the metaphor ultimately 

resides. Some (Fromm, 1951; Hall, 1953; States, 1988) locate 

the metaphor in the dream itself. Others (Hunt, 1989; Kuiken 

& Smith, 1991) see composite dream images as "incomplete" 

metaphors that require waking reflection to complete. 

In a study of the correlation between dream imagery and 

dream impact, Kuiken and Smith concluded that "impactful 

dreams, i.e., those that directly and noticeably influence 

thoughts and feelings during wakefulness, are impactful 

because they provide images with greater metaphoric 

potential than images from ordinary dreams" (Kuiken & Smith, 

1991, p. 136). A related study (Kuiken & Sikora, 1993) finds 

that examples of condensation (from which metaphors arise) 

are not usually present in REM dreams but are found more 

frequently in what they call "impactful" dreams--those that 

have a direct influence on waking thoughts and feelings. 

Kuiken and smith (1991) suggest that impactful dreaming 

involves "highly condensed imagery that facilitates 

generation of apt and novel metaphors during the minutes, 

hours, and even days that follow awakening from the dream" 

(p. 137). 
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Creative Process 

There are some indications in the literature that the 

process of working with dreams and the process of artistic 

creativity may share some communalities. Rycroft (1979) says 

that a "necessary precondition of all imaginative activity 

seems to be what Keats called 'negative capability', the 

ability to allow oneself to be 'in uncertainties, mysteries, 

doubts, without any irritable reaching after fact and 

reason'" (p. 163). Both Rycroft's observation and Briggs' 

description of "creator's germs", cited earlier, are similar 

to Taylor's {1983) conclusion that working with dreams 

requires one to accept a certain amount of ambiguity and 

uncertainty. 

commenting on the suitability of visual imagery as a 

source of creative inspiration, Hunt calls attention to 

another link between creativity and dream interpretation: 

"Visual imagery needs no increasingly rapid reversal of 

steps because it is based on the functionally 

simultaneous presentations of highly condensed 

expressive patterns. Its own development would rather · 

consist in the difficult and gradual spelling out of 

meaning that characterizes aesthetics, literary 

criticism, and •.. dream interpretation" {Hunt, 1989, p. 

9). 
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Hunt also points out the influence that imagery and insight, 

including that arising from dreams, may have on daily life 

and creative activity: "Indeed, an important characteristic 

of creative phases in artistic expression is the way 

spontaneous imagery and insight may actually change and 

redefine one's original intention" (Hunt, 1989, p. 14). 

There are at present few psychological models of the 

process involved in creative writing. Those that do exist 

are based largely on studies of high school and college 

students involved in preparing term papers and reports. 

Briggs (1988) speculates that literary works may result from 

"finding and unfolding" such germs through a process of 

association. Feldman (1988), Gruber (1981), and Ochse (1990) 

have contrasted the reorganization and transformation 

involved in creative insight with the less complex processes 

of knowledge accumulation and combination. 

Bereiter and Scardamalia (1987) have incorporated the 

strategies of knowledge-telling and knowledge-transforming 

in their model of creative writing. Knowledge-telling occurs 

when writers free-associate, when they produce a chain of 

ideas or memories that form a narrative. Knowledge

transformation is a more complicated process, in which 

content and rhetoric interact to form a new state of 

knowledge; examples would be ideas or memories used to 

develop a scene in a story or provide an ending for it. 



Helson (1977-78) also identifies two writing styles: a 

sequential style involving the "analysis, elaboration, and 

development" of a creative idea, and a less consciously 

structured style which authors appear to be unable to 

articulate and which may be more primary-process oriented. 

Influence of Creative Process on Dreaming 

Current Concerns 

Although they view the source of dreams from widely 

varying perspectives, most dream theorists and researchers 

agree that the majority of dreams contain material that 

reflect waking concerns. For Freud, who referred to this 

material as "day residues," the daily details were not 

important; his focus was on the latent wishes behind the 

dream, whose roots were often found to be far-removed in 

time from the dream itself. Other theorists, such as Jung 

and Adler, took the position that the dream reflected 

current concerns. 

Whatever the school of thought, most systems of dream 
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interpretation base their validity on the assumption that 

dreams rise from and have some relation to current concerns 

of the dreamer (Hill, 1996). Some researchers explain this 

as a natural consequence of a focused mind: "When he bends 

all his efforts toward some great goal, the same problems 

which occupy his rational, waking thoughts will shape his 

imagery and pervade his dreams" (Gruber, 1981, p. 246). Even 



those for whom the source is irrelevant acknowledge the 

intimate relationship between the dream and the dreamer: 
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"Let us leave aside the question of the instigators of 

dreams. Whether it is some aspect of memory more or 

less randomly activated, or something that was 

insufficiently processed during the daytime, or 

something of high concern for the dreamer, the element 

will eventually be integrated into a sequence where it 

is relevantly connected to other elements" (Montangero, 

1993, pp. 100-101). 

Affect 

A content analysis of 10,000 dreams by Hall (1953) 

revealed that unpleasant dreams (those that contained fear, 

anger or sadness) occurred twice as often as pleasant 

dreams. Following a review of the literature, Hill reported: 

"Affect in dreams is negative about two-thirds of the time" 

(Hill, 1996, p. 6). The predominance of negative affect over 

positive affect in dreams is generally accepted throughout 

the dream literature. 

Anxiety. Anxiety is the most frequently reported 

emotion in content analysis studies. In a study of college 

students, Griffith, Miyagi, and Tago (1958) found that four 

out of five subjects reported dreams in which anxiety

causing events occurred. Hall and Van de Castle (1966) 
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reported apprehension as the most frequent emotion found in 

their survey of 1,000 dreams. 

Smith and Van der Meer (1994) view anxiety as a natural 

and crucial part of the creative process. Hartmann (1984) 

finds that the incidence of nightmares is higher in creative 

populations. In a survey of students, Belicki and Belicki 

(1986) found that nightmares occurred more often in the 

dreams of art majors. In contrast to these studies, Tonay 

(1993) found no positive correlation between creativity and 

frequency of anxiety in the dreams of a sample of creative 

people. 

Summary 

This section has presented the results of a literature 

review carried out after the data had been analyzed to 

investigate certain findings in more detail. These findings 

included the predominance of bizarre imagery and the visual 

nature of the dream images used in creative works; the use 

of primary and secondary process thought in creative 

activity; the choice of novel or complex material as 

starting points for creative work; direct transcription and 

fictionalization of dreams in creative work; and the 

reflection of waking concerns in dreaming, including both 

material involved in creative works in progress and anxiety 

attributed to creative process. These findings are 

summarized below. 
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Predominance of Bizarre Imagery 

Contemporary studies in dreaming have challenged the 

commonly accepted view of bizarreness in dream imagery as a 

defining characteristic of dreams. The finding that most 

dreams in sleep laboratory studies are distinctly more 

ordinary than bizarre has been explained as a function of 

the research context. Various studies have found positive 

correlations between dreaming and creativity; these results 

are not universal and have been challenged by other studies. 

Visual Nature of Dream Images Used in Creative Work 

Although visual imagery predominates over other sensory 

perceptions in most dreams, it is commonly accepted that 

most dreams are narrative in nature. There appear to be some 

positive correlations between depth of visual imagery, 

dreaming, and creativity. Dream recall has also been 

associated with visual-spatial skills. There is a lack of 

consensus concerning the metaphoric nature of dreams: some 

researchers view dreams as metaphors; others conclude that 

dreams contain incomplete metaphors that can only be 

finished during waking thought. 

Dreams Used in Artistic Creations 

Anecdotal accounts of artistic creation reveal that 

dreams are used by authors of work in various genre. 

starting points for creative works have included plots; 

visual images; and strong affect or physiological 
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experiences in dreams. Dreams have provided authors with new 

possibilities, new perspectives, and role plays. There is 

some controversy concerning the "reality" of these new 

experiences: some researchers stress the nature of dreams as 

embodied events; others take the view that dreams only seem 

to be real. 

The Occurrence of Problem-Solving in Dreams 

Various anecdotal accounts reveal that creative artists 

attribute the solution of certain creative problems to 

dreams. The research literature on dreams and creative 

problem-solving is less conclusive. Some researchers 

conclude that there is little empirical research showing 

that dreams lead to creative solutions; others conclude that 

dream experiences provide a stimulus for waking thought that 

results in solutions to creative problems. Some theorists 

have emphasized the contribution of emotion to decisions 

taken after dreaming. 

use-of Primary and Secondary Process Thought in Creative 

Activity 

Primary process and secondary process thought have been 

the focus of several research studies. Most researchers 

suggest that both processes contribute to creative thought, 

although there is little agreement as to the relative 

contribution of each process. 
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Choice of Novel or Complex Material 

Several researchers have drawn attention to a positive 

correlation between creativity and novel or complex 

material. This has been explained as a function of a drive 

to complete unfinished material; as a drive to reorder 

complex material; as the result of arousal due to a mismatch 

between events and expectancies; and as a drive to find 

meaning in metaphoric images. 

Direct Transcription and Fictionalization of Dreams 

While anecdotal accounts support the view that dreams 

are transcribed directly for use in creative work, some 

researchers believe that the symbolism in dreams is too 

private or idiosyncratic to be of creative use in its 

original form. 

Reflection of Waking Concerns in Dreaming 

Although they view the source of dreams from widely 

varying perspectives, most dream theorists and researchers 

agree that the majority of dreams contain material that 

reflects waking concerns. Negative affect appears to 

predominate over positive affect in dream reports. Anxiety 

is the most frequently reported emotion. Some researchers 

view anxiety as a natural result of the creative process. 



CHAPTER III 

METHODOLOGY 

Data Collection 

Data for this study are archival and consist of 

transcribed interviews with 26 authors (see Table 1) 

conducted by Naomi Epel, a California writer and dream 

researcher. Epel selected her subjects for a series of talk 

shows concerning the use of dreams by writers. Epel, who 

also teaches dreamwork classes, became interested in 

writers' dreams after a series of casual conversations with 

clients who employed her as a literary escort. 

Epel's choice of subjects was not random; she selected 

her subjects on the basis of personal preference and 

availability: 

once I realized a book was evolving I decided to focus 

on writers of fiction and set out to contact my 

favorites. Many writers were delighted to talk while 

others declined, saying they never remembered their 

dreams. still others didn't want to give away 'trade 

secrets' or risk losing the magic stuff that fueled 

their art'' (Epel, 1993, p. 3). 

Although the sample is highly biased, having been 

selected on the interviewer's personal preferences, it is 
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Table 1 

Description of the Sample 

Author 

Isabel Allende 

Maya Angelou 

Clive Barker 

John Barth 

Richard Ford 

Sue Grafton 

Spalding Gray 

Allan Gurganus 

James W. Hall 

Charles Johnson 

Stephen King 

Elmore Leonard 

Description 

American novelist, born in Peru 

Black poet, autobiographer, singer, 

dancer, actress, producer 

American filmmaker, born in England, 

horror novels and short stories 

Novels, short stories, teacher 

Novels, short stories 

Screenplays, detective novels 

Actor, monologues, autobiographical 

novel 

Artist, novels, novellas, short stories 

Poetry, short stories, suspense novels, 

teacher 

Black cartoonist, novels, short 

stories, teacher 

Musician, short stories, horror fiction 

Advertising copywriter, educational and 

;continued 



Table 1 

Description of the Sample (continued) 

Author 

Elmore Leonard 

(continued) 

Leonard Michaels 

Description 

industrial filmmaker, pulp Westerns, 

crime novels 

Polish Jew, born in New York, novels, 

novellas, short stories 

Bharati Mukherjee American resident, born in Pakistan, 

novels, short stories, professor 

Gloria Naylor Black novelist 

John Nichols Novels, political essays, photoessays, 

screenplays 

Jack Prelutsky Children's poet, editor of classic 

anthologies of children's poetry 

Reynolds Price Novels, plays, essay, poetry, biblical 

translations, memoirs, professor 

Anne Rice Horror novels, pornographic novels 

John Sayles Filmmaker, novelist, screenwriter, 

producer 

Maurice sendak Children's books, illustrator, set and 

costume designer, producer 

;continued 
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Table 1 

Description of the Sample (continued) 

Author Description 

Anne Rivers Siddons Novels, essays 

Art Spiegelman American resident, born in Sweden to 

Holocaust survivors, cartoonist, cartoon 

memoirs, underground comics, founder of 

annual magazine of avant-garde comics 

and graphics 

Robert Stone 

William Styron 

Amy Tan 

Novels, professor 

Novels, novellas, autobiography 

Asian-American, novels 

also a highly professional one. All of the authors in the 

sample are widely published and well-known in their fields. 

They represent a diverse group in terms of genre and, to a 

lesser extent, multiculturalism. They are assumed to be 

people with highly-developed verbal skills, which is an 

advantage for dream research based on the dreamer's 

translation of visual dream images into verbal dream 

reports. As writers, the subjects are assumed to be 

observers, trained to study process and behavior, both in 

themselves and in others. The subjects are also assumed to 



be creative, with the ability both to elaborate and 

fabricate--skills that make it difficult to establish how 

closely their dream reports match the original images. 

Epel describes the interview process as follows: 
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The interviews were fairly free-form. I usually 

began by asking, 'Have you ever had a dream that 

influenced your work?' and let it go from there. I 

asked about nightmares and recurrent themes, personal 

insights and precognitive dreams. Sometimes I asked if 

their characters ever visited them in the middle of the 

night, or how they thought dreams functioned. 

It was not unusual for a writer to begin by saying 

that he or she seldom remembered any dreams. 'Most 

people tell me that,' was my standard reply and, after 

a bit of gentle probing, the floodgates would spring 

open (Epel, 1993, p. 4). 

Epel published the interviews in a book she describes 

as a collection of: 

lightly edited transcripts of taped conversations, my 

questions having been deleted to aid the flow. (These 

were generally one sentence, open-ended questions 

followed by lots of head nodding, 'mmmhmming' and 

follow-up questions like 'what do you mean?' and 'how 

about an example?'). Occasionally I have added a word 
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or two for clarification, but mostly what you hear are 

the writers' thoughts, verbatim (Epel, 1993, p. 3). 

Epel's book is the most extensive collection of 

anecdotal information about writers and dreaming to emerge 

in the course of the literature review for this 

dissertation. 

Data Analysis 

Data from these transcripts were analyzed using a 

modified grounded theory method based on the work of Glaser 

and Strauss (Glaser, 1978, 1992; Glaser & Strauss, 1967; 

Strauss & Corbin, 1990) and a computerized database 

developed using Access relational database software 

(Microsoft Works, 1993) by Marie-Anne Demuynck, a faculty 

member in Texas Woman's University's computer science 

department and a member of the researcher's dissertation 

committee. 

originally developed for sociological studies, the 

grounded theory method has been adopted by psychologists for 

various process studies (Frontman & Kunkel, 1994; Rennie, 

1994; watson & Rennie, 1994). An overview of the method 

follows. 

The information is usually textual--either extant as 

literature, produced by the participants in the study, 

or produced by the researcher in the role of a 

participant observer of the phenomenon under study. 
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Data gathering and analysis proceed concurrently. At 

the outset, a few sources of information (such as two 

or three people who are familiar with the phenomenon)' 

are selected, and the information provided by them is 

systematically studied. On the basis of the 

understanding arrived at during this analysis new data 

sources are selected, and the information derived from 

them is entered into the analysis. The data selection 

and analysis proceed cyclically until it is found that 

the information from new data sources adds little to 

the understanding of the phenomenon, at which point the.' 

categories (see below) resulting from the analysis are 

judged to be saturated (Rennie, 1994, p. 429). 

Because the study used archival data, all of the data 

sources were determined before analysis began. No new data 

were collected in the course of the analysis. The analysis 

was cyclical: it began with the study of a single archival 

interview and proceeded with the systematic analysis of 

additional interviews until the sample had been exhausted. 

Grounded theory employs a method of constant 

comparison, which Rennie describes as follows: 

The text of a given protocol is broken into units 

of analysis (often termed meaning units; MUs) and 

summarized. The MU summaries (often referred to as 

codes) are compared within and between protocols in the 
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search of commonalities of meaning, as understood. The 

commonalities are given labels, referred to as 

categories. The categories are compared within and 

between protocols in further searches for 

commonalities. Commonalities among categories are 

conceptualized as higher order categories. This 

conceptualization thus gives rise to a hierarchical 

structure, with the categories in each level serving as 

the properties of the category subsuming them. 

Eventually, a supreme higher order category, termed the 

core category, is conceptualized. The core category is 

thus grounded in the categories it subsumes, just as 

the categories beneath it are grounded in the 

categories beneath them, as the lowest level categories 

are grounded in the codes, and as the codes are 

grounded in the data (Rennie, 1994, p. 429). 

Grounded theory methodology was selected for the study 

because it employs a constant comparison technique. Content 

analysis methodology would also have been a valid choice for 

this study, which employs archival data and results in a 

broad outline or categorization of information. A 

significant difference between the two methodologies is that 

in grounded theory analysis, meaning units can be assigned 

to more than one category, while in content analysis, 

meaning units are assigned to only one. 
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In the view of the researcher, assignment to multiple 

categories results in the possibility of identifying 

connections and links within the data that may not be as 

apparent if meaning units are given only one code. Although 

these links and connections fall outside the immediate scope 

of this dissertation, the researcher believes that 

organization of the data on the basis of multiple 

assignments will produce a more flexible database that can 

be accessed easily for additional research. 

Units of Analysis 

Following Glaser's recommendation (Glaser, 1978), text 

was analyzed on a line-by-line basis. Each sentence in an 

interview was assigned two index numbers, one to identify 

the author by initials, the other to identify the position 

of the sentence in the text. The first sentence of paragraph 

one received an index number of 1.1000; the second sentence 

of the first paragraph received an index number of 1.2000, 

and so on (See Table 10 in Appendix B). 

Preliminary Data Sorts 

Because the interview text contains material outside 

the direct scope of this study, a preliminary pass was made 

through the data to code each sentence according to the 

following system: 

DCP (this sentence refers to the influence of dreams 

on creative process] 



CPO [this sentence refers to the influence of 

creative process on dreams] 
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CP (this sentence refers to creative process, but is 

not connected to dreaming] 

D (this sentence refers to dreams, but is not 

connected to creative process] 

uc (this sentence is unclassified; it is not 

connected to dreams or creative process] 

Decisions about whether to assign data to categories 

DCP or CPO were based on the subjects' own description of 

the relative influence or direction of influence of the two 

variables. In cases where the direction or weight was not 

clear, the initial assignment was made to DCP. At a later 

coding stage, these data were reassigned to a non

directional category, DANDCP. 

While the boundaries between DCP and CPO were somewhat 

blurred, this preliminary classification achieved its 

objective of sorting the data into broad clusters for more 

detailed analysis. Only the data falling within categories 

DCP and CPO was analyzed for purposes of this dissertation. 

There were a total of 6,182 sentences or meaning units 

in the data, of which 2,223 were used in the study. There 

were 1,356 meaning units in the DCP group; 536 meaning units 

in the CPD group; and 331 meaning units in the DANDCP group. 
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Open Coding Procedure 

An open coding procedure was performed on the one-line 

summaries in categories DCP and CPD for each author. The 

purpose of open coding is to group the data into categories 

which describe the properties (characteristics or 

attributes) and dimensions of the data. The purpose of 

"running the data open" by coding the data "in every way 

possible" (Glaser, 1978, p. 56) is to eliminate possible 

biases resulting from imposing a pre-determined system on 

the data. For this reason, sentences were assigned to as 

many categories as are relevant; no attempt was made to 

limit any sentence to a single code. 

The coding system discussed below was developed by the 

researcher to accommodate the needs of the Access software 

program. The system enabled the translation of index card 

sorts used by Rennie (1994) into computerized form. Rennie 

describes his method as follows: 

The analysis was organized through the use of two 

sets of (index) cards. On the cards of one set was 

entered the text of each MU together with its 

identifier and a list of the categories to which it was 

assigned. The second type of card was termed the 

category card. A different card (or set of cards) was 

created for each category. When a given MU was judged 

pertinent to a given category, then a compact gist of 
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the text of the MU was written on a single line of the 

category card and identified. The category card(s) thus 

accumulated one-liners from both the given client whose 

protocol was currently being analyzed and from all 

other protocols for which the category was pertinent. 

The one-liners of the category card(s) provided a 

compact representation of the meaning in the Mus 

assigned to the given category. Correspondingly, 

scanning the array provided an overview of the shades 

of meaning across the Mus derived within and among the 

participants, which sometimes led to a renaming of the 

category. This technique also enabled a convenient 

means to compare the relationships among categories, 

which facilitated the development of the hierarchical 

structure of categories and which made it apparent that 

some categories were redundant and could be pooled 

(Rennie, 1994, p. 430). 

The open coding system developed by the researcher 

accommodated the computerized database requirement for 

alphabetical sorts. Meaning units were coded and linked to 

the text by assignment to index numbers (See Table 11 in 

Appendix B). Meaning units were coded in such a way that 

when the codes were sorted into alphabetical order, they 

fell naturally into clusters. An example follows: 
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DCP 

This was the beginning code for sentences dealing 

with the influence of dreams on creative process. 

DCP.A 

This was the beginning code for sentences dealing 

with actions writers take or perform to transform 

or translate dreams into creative products. 

DCP.A.TRANSF 

This was the code for a sentence in which an 

author discusses the transformation of dreams to 

creative products in very general terms. 

DCP.A.TRANSF.IMG 

This was the code for a sentence in which an 

author discusses the transformation of visual 

dream images into creative products. 

Sorting into Clusters 

The open coding procedure resulted in a total of 1,436 

detailed codes for the 2,223 meaning units in the study. 

When the codes were sorted, they fell into a series of 

alphabetical clusters or groups, like the DCP.A cluster in 

the above example. These larger clusters became the basis 

for higher-order categories as the data continued to be 

sorted and analyzed. Other higher-order categories were 

identified through computer searches for certain 

combinations for characters in the code. This open coding 
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procedure was performed for one author at a time. As each 

additional author was coded and sorted, the results were 

added to those resulting from previous sorts. Glaser (1978) 

recommends this method of constant comparison as a means of 

achieving a good fit between categories and data at the end 

of the study. 

After all of the clusters had been identified, the 

clusters were sorted into related higher-order groups (See 

Table 12 in Appendix B). These groups became the basis for 

the integrated outline that addressed the three research 

questions: how the creative process influences dreams; what 

functions dreams serve for creators; and how creators work 

with dreams. The outline is given in Tables 2, 3, and 4 of 

Chapter Three. 

Use of Memos 

Grounded theory methods employ brief written reports or 

memos at all stages of the process to help the researcher 

record and develop questions and ideas as they occur. The 

present study employed four types of memos: code memos, 

containing descriptions of the categories that emerged in 

the course of the analysis (see Table 13 in Appendix B); 

operational memos, that tracked concerns and decisions about 

methodology in the course of the project (see Table 14 in 

Appendix B); literature memos, concerning material needed to 

be acquired in the course of any additional literature 



reviews (see Table 15 in Appendix B); and validity memos 

that concerned possible bias in coding (see Table 16 in 

Appendix B). 

·as 

Memos were dated and coded so that they could be 

printed in code order as well as in date order. In addition 

to providing an audit trail for decisions made in these 

areas in the course of the project, the memos were useful in 

helping to keep the researcher focused on gaps in the 

literature and on questions of validity. 

Validity and Reliability 

In qualitative analysis, where standardized 

quantitative instruments are not used to obtain data, 

validity and reliability are a function of the method of 

data sampling and collection, the rigor of the 

methodological procedure that is followed to analyze the 

data, and steps taken after data analysis to confirm the 

results. The validity and reliability of qualitative 

research at each of these stages is subject to bias 

introduced by those who observe or interview the subjects 

and those who analyze the resulting data. Identification of 

possible biases is an important factor in interpreting study 

results. 

Patton (1990) lists three elements that influence the 

credibility of qualitative studies: 
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(1) rigorous techniques and methods for gathering 

high-quality data that are carefully analyzed, 

with attention to issues of validity, reliability, 

and triangulation; 

(2) the credibility of the researcher, which is 

dependent on training, experience, track record, 

status, and presentation of self; and 

(3) philosophical belief in the phenomenological 

paradigm, that is, a fundamental appreciation of 

naturalistic inquiry, qualitative methods, 

inductive analysis, and holistic thinking (Patton, 

1990, p. 461). 

According to Patton, these elements result in a need to 

address three corresponding issues: 

(1) [the] techniques and methods ••• used to ensure the 

integrity, validity, and accuracy of the findings; 

(2) [w]hat •.• the researcher bring(s] to the study in 

terms of qualifications, experience, and 

perspective; 

(3) (w]hat paradigm orientation and assumptions 

undergird the study (Patton, 1990, p. 461). 

Integrity, validity, and Accuracy of the Findings 

Data Collection 

In any qualitative research project, it is important to 

remember that the results of the analysis are valid only for 



the subjects involved in the study. It is likely that bias 

arose in the present study from the sample selection 

procedure, the talk show format, and, possibly, from the 

interview protocol itself. 
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The lack of known detail about the interview protocol 

is a weakness of the present study. Although Epel furnished 

the researcher with transcripts of each interview on 

computer diskettes, her questions to her guests were not 

included with the data. The researcher believes that valid 

results emerged from this study, despite any bias that might 

have emerged from the unstructured nature of the interviews. 

Unknown biases on the part of the interviewer or the 

interviewing process may have resulted in missing categories 

when the data are analyzed but should not invalidate the 

broad themes which were identified. 

Another source of possible bias arose from the sample 

selection procedure, which was based on interviewer 

preference. The researcher believes that the bias resulting 

from this method of data selection is outweighed by the 

professional nature and diversity of the sample. All of the 

authors are widely published and well-known in their fields. 

The sample is diverse in terms of gender, genre and, to some 

extent, ethnicity (See Table 1). 

A third possible source of bias arose from the possible 

influence of a talk show format on the responses of the 



writers being interviewed. One wonders whether they might 

have provided different information had they not been in a 

live performance situation. 

Data Analysis 
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Because it is unlikely that any two analysts will 

develop identical categories or theories for any one set of 

data, much of the reliability and validity rests on how 

closely the results remain grounded in the data. The method • 
of analysis was an iterative one, requiring several passes , 

through the data at different vantage points during the 

study. The procedure was both systematic and rigorous. Each 

sentence was analyzed separately at least once. The 

sentences were compared to one another, resulting in finer 

gradations of coding, which were then grouped systematically 

into related clusters. Analysis proceeded on a case-by-case 

basis, with clusters from each case being integrated with 

the results from the previous cases. Clusters were grouped 

into higher-level categories, which produced the final 

outline of results. This method of analysis ensured that the 

study results remained closely grounded to the words used by 

the writers in the sample. 

Another strength of the analytical procedure arose from 

the use of a computerized database. The reports generated by 

the database allowed the assumptions of the researcher to be 

traced for any particular piece of data in the study through 
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the easy retrieval of all codes assigned to each sentence at 

any stage in the process. Use of a computerized database 

also allowed for easy retrieval of the raw data linked to 

each category at both higher and lower levels. An additional 

audit trail was provided by the research memos generated in 

the course of the analysis, particularly those involving 

questions of coding. 

Another means of ensuring that results remained 

grounded in the data involved linking the results to the 

subjects' original words. One of the primary strengths of 

the study is the ready availability of the raw data to 

interested readers. Those wishing to compare the study 

results to Epel's data will ready access to the subjects' 

words. Perusal of Epel's publication allows interested 

readers to arrive at their own conclusions concerning the 

validity of the study. 

Because the raw data are so readily available to other 

interested researchers, the validation of results by peer 

review during the analysis stage appeared to be less 

pressing than in studies where raw data are not available. 

By buying Epel's book, scanning a few chapters, and 

comparing the information to the dissertation results, an 

interested reader can quickly draw conclusions concerning 

the reliability of the analysis. 
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The quality of qualitative analyses can be enhanced 

through triangulation methods designed to increase the scope 

of data-collection or evaluation strategies. Triangulation 

methods use more than one observer, theory, method, or data 

source to help overcome possible bias (Patton, 1990). 

Analyst triangulation is often employed in qualitative 

studies to compare the consistency of findings. It is 

particularly useful if the results can be reviewed by the 

participants themselves. Practical considerations, including 

time constraints, precluded furnishing each writer in the 

sample with a copy of the dissertation results. A more 

practical alternative was to ask the interviewer of the 

sample for her comments. Epel has been furnished with a copy 

of the study results and discussion and has informally 

expressed her satisfaction with the results. 

It was expected that some theory/perspective 

triangulation would occur at the interpretation stage of the 

study. A preliminary literature review was prepared to 

provide a broad context for the study. The theoretical focus 

of the literature review on artistic process was 

d associationistic. The focus of the review psychoanalytic an 

on dreaming was on psychoanalytic and cognitive 

perspectives. 

the study findings tended to support 
In general, 

. ciationistic views of the creative 
psychoanalyt1c and asso 



process. The study findings suggested that psychoanalytic 

interpretation of dreaming may have contributed directly to 

the work of only a few authors in the study, but that 

authors were concerned with a search for meaning in their 

dreams. The study results cast doubt on some cognitive and 

neurophysiological approaches to dreaming that disregard or 

deny meaning in dreams and on cognitive approaches to 

creativity that deny the contribution of primary process 

thought or material to creative products. 

Credibility of the Researcher 

Since analysis in the grounded theory method is 

dependent on the categories assigned to data by the 

researcher, identification of possible researcher bias is 

important to the question of validity. The researcher is a 

doctoral candidate in counseling psychology, with a long

standing interest in both dreams and creative writing. She 

has read a wide range of popular and professional literature 

on the subject of dreams and dream interpretation. 

While working as a client with a Jungian analyst over a 

three-year period, the researcher maintained an extensive 

journal of dreams. This work increased her sensitivity to 

dream content and interpretation. An attempt was made to 

eliminate possible bias resulting from this exposure to 

Jungian methodology by ensuring that the study analysis 

remained grounded in the study data. The researcher did not 



interpret any dream reports from the sample. only those 

interpretations assigned directly to their dreams by the 

writers themselves were the focus of research. 
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The researcher's work with Jungian analysis also 

sparked an interest in myths and fairy tales, which resulted 

in the publication of a book (Hill, 1991), containing a 

series of meditations that relate fairy tales to identity 

development in the context of the twelve-step programs first 

developed by Alcoholics Anonymous. The researcher has also 

written poetry and children's books which have not been 

published. 

In the course of this and other creative writing work, 

the researcher draws upon dreams as a source of inspiration 

and problem-solving. This experience is also a possible 

source of bias, since the researcher's attention is 

naturally drawn to discussions of unconscious process and 

problem-solving. Hopefully, this bias was mitigated by the 

researcher's awareness of this influence. 

This study was the researcher's first experience with 

qualitative research. Thre.e preliminary qualitative analyses 

of data from the study sample were carried out prior to 

undertaking this study to establish methodology and set the 

parameters for the study. One of these analyses, which 

integrated the data from three of the writers in the sample, 

was conducted as part of the requirements for a class in 
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qualitative research methodology. The class was taught by a 

professor who has carried out and supervised a number of 

qualitative research studies and who is a member of the 

researcher's dissertation committee. 

Basic Research Paradigm 

The study was based on the assumption that there is 

still much to be learned from writers themselves about the 

process of creative writing. The methodology for the study 

had its roots in a phenomenological paradigm concerned with 

identifying the essence of a particular experience, in this 

case the process of creation. The researcher believes 

interesting and valid information resulted from the 

categorical analysis of the writers' descriptions and that 

the analysis and results remained grounded in the words of 

the writers themselves. The chosen research methodology and 

its translation into computerized database form appears to 

have achieved its objective of facilitating the systematic 

organization of a large body of anecdotal data into a 

framework that was both compact and comprehensive and that 

will easily accommodate future research beyond the context 

of the present study. 



CHAPTER IV 

RESULTS 

Three questions were asked at the outset of this study: 

What functions do dreams serve for creative writers? How do 

writers describe the transformation of their dreams into 

creative products? How does the creative process influence 

dreaming? An outline of the study findings for each of these 

questions is given in Tables 2, 3, and 4, respectively. The 

study findings are summarized below, together with 

representative quotations from data assigned to each 

category. 

What Dreams Do for Creators 

Authors report that dreams influence their creative 

work in three major ways: 

(1) By providing starting points for creative work; 

(2) By assisting or influencing the development of 

creative work in progress; 

(3) By influencing the choice or course of creative 

projects. 

Dreams Provide Starting Points for Creative Work 

Dreams have provided starting points for various 

creative genres represented by the authors in this study: 

97 
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comic strips, illustrations, films, novels, poems, and short 

stories: 

(1) Comic strips 

For awhile I was actually doing work very 
specifically based on my dreams. I had three or 
four comic strips that were called "Real Dreams" 
and I was trying to make these rational narrative 
comic strips out of my irrational subconscious (AS 
in Epel, p. 250). 

(2) Illustrations 

There's only one time in my entire experience that 
I saw an image in a dream and I later tried to re
create it. The image was a very vivid one of a 
mother and a child .••. I was looking at pictures 
and I came upon this one. I was absolutely stunned 
(MS in Epel, p. 231). 

(3) Films 

..• my film Brother from Another Planet has the 
science fiction aspect of Assholes from Outer Space 
[a dream], plus some of the comedy aspect. It also 
has the fugitive aspect, that Odd Man Out kind of 
idea. And it has the black man who's. lost in Harlem 
[from another dream], who can't speak, who's from 
another planet and who is alienated (JS in Epel, p. 
221). 

(4) Novels 

I've often dreamt of puzzles and threads and 
labyrinths--again a very common image--and in this 
story I have a world which is literally woven 
magically into a carpet. out of that image came, 
finally, a seven-hundred-page book (CB in Epel, pp. 
33-34). 

(5) Poems 

I get a lot of inspiration f~om my drea~s. Actually 
just about all of the poems 1~ my two n1ghtmare 
books ••• came from dreams (JP 1n Epel, p. 190). 
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(6) Stories 

In my book White People, there's a story called "It 
Had Wings. 11 The derivation of the story is 
completely connected to a dream (AG in Epel p. 
94). I 

The starting points are varied in nature and include 

visual images, words, and physiological sensations: 

(1) Punch lines for comic strips 

Then this other character kind of lopes in and 
says, "Don't worry, Buddy Boy, it's just the style 
you're drawn in. 11 This was a dream with a punch 
line! (AS in Epel, p. 248). 

(2) Images for comic strip panels 

The other interesting thing that happened in this 
dream was that there were these occasional and very 
rhythmic moments that were rather painful. These 
were the moments where I disappeared and reappeared 
again. And they would happen rhythmically. I 
realized those were the little white spaces between 
panels (AS in Epel, p. 248). 

(3) Ideas 

•.. I wake up almost every night and write something 
down .••. Sometimes you dream that you've found a 
cure for cancer or something and you think it's 
brilliant and, of course, you wake up and it's 
crap garbage .... But about a third of the time 
ther~'s a very good idea there (JP, p. 196). 

(4) Series of ideas 

And then, as I started percolating the idea, the 
first two dreams came back to me. As a result, my . 
film Brother from Another Planet has the science 
fiction aspect of Assholes from outer Space [the 
first dream], plus.some of the comedy aspect. It 
also has the fugit~ve aspect [from the second 
dream] that Odd Man out kind of idea. And it has 
the bl~ck man who's lost in Harlem [from a third 
dream] who can't speak, who's from another planet 
and wh~ is alienated. It's one of the very few 



times that I've actually gotten any decent ideas 
from dreams (JS in Epel, p. 221). 

(5) Story lines 
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Those are all instances when I woke up one morning 
and really thought, Gosh, that was an absolutely . 
fascinating dream ..• something that was really a 
wonderful story in itself, that I thought anybody 
could enjoy reading •••. Those are instances where 
I was very conscious of wanting to preserve a 
particular story--just because the story seemed to 
be interesting, quite aside from whatever it might 
mean about me or anybody else related to my life 
(RP in Epel, p. 202). 

(6) Visual images 

After watching an episode of The A Team on 
television I had a nightmare about Mr. T. He was 
covered with vegetables (JP in Epel, p. 191). 

(7) Physiological experiences 

There was a dream that I had several times when I 
was a kid that I wrote a poem about. It was a kind 
of burial dream, a premature burial .•.• It was a 
very scary, claustrophobic kind of a dream. I was 
scratching my way up out of sleep, or the dirt. And 
when I reached the surface--where I'm out of breath 
and struggling, fighting towards the light of day 
and towards nondreaming--my mother was there, 
waiting for me in the dream as I woke up (JWH in 
Epe 1 , p • 116 ) . 

Authors describe these dream experiences as out of the 

ordinary, startling or unusual, vivid, long-lasting, 

intensified, impossible, mysterious, full of feeling, 

fragmentary, and evocative: 

( 1 ) strange or unusual 

... I went to sleep that night and dreamt about 
dancing with elephants. There were thousands of 
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elephants and it was a masquerade ball ( JP in Epel, v 
p. 189). 

(2) Vivid 

The image was a very vivid one of a mother and a 
child •.•• I was absolutely stunned (MS in Epel, p. ~ 
231). 

(3) Long-lasting 

It was a scary, scary dream and in the carriage 
was, I suppose, a deathlike figure •.••.•• it 
stayed with me for a long time after I had the 
dream. It seemed like I'd had almost a visitation. 
Something that had come out of the hills in my own 
imagination and scared the village part of me, the 
daily life part of me, and then disappeared back 
into the hills again (JWH in Epel, p. 108). 

I used to write them down but dreams like those 
stay with me. You don't have to write them down. My 
God, they stay with you for a lifetime (SPG in 
Epe 1 , p • 7 9 ) . 

(4) Intensified 

The dream started out with almost a complete 
retread of what had actually happened that day, and· 
then, in the way dreams do, it became an 
intensification of the experience •••• In my dream 
of the rotting strawberries, suddenly what had 
seemed sensual, but only very, very vaguely sexual 
when it actually happened, became this 
extraordinary almost overpowering experience in the 
dream (CB in Epel, pp. 33; 34). 

(5) Impossible 

I was thinking of the plants and the flowers that 
were growing there and I dreamt that they had all 
changed to musical instruments. The trees, instead , 
of being trees were oboes and cellos and bassoons 
(JP in Epel, p. 191). 

(6) Mysterious 

Then he pulls the clothes [in the dream closet] 
aside, and there's this human being who's literally 
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been crucified in the closet--this man who's been 
obviously terribly beaten and mutilated and he's 
h 

• I 
ang1ng on a cross. The guide just says 'This is 

yours forever. This will be yours forev~r.' At the 
end of the dream I felt very happy (RP in Epel p. 
203) • I 

(7) Full of feeling 

It was a fractured kind of dream. I remember 
wandering through some kind of field with a lot of 
damaged bodies lying around and feeling utterly 
desperate, trying to get them together (JN in Epel, 
p. 179). 

(8) Fragmentary 

All of that came out of the dream which was just a 
fragment that I remembered as powerful and very 
disturbing (JN in Epel, p. 180). 

(9) Evocative 

The thing that I remembered when I woke was the 
sound it made hitting. It was a sound that I 
registered on the page, when I finally wrote the 
story, as thwunk. I knew that the thing had wings. 
The phrase "It had wings" was a part of the dream. 
I saw it sort of emblazoned, like the motto in 
Latin over the door to a library. I woke up 
thinking, What an incredibly beautiful set of 
words! "It had wings." It seemed to me one of the 
most perfect sentences that I'd ever thought of (AG 
in Epel, p. 94). 

Dreams Assist or Influence the Development of 

creative Work in Progress 

Authors report that dreams directly assist or influence 

work in progress by: 

(1) providing dreams for inclusion in creative work; 

(2) deepening the level of creative work; 

(3) providing creators with new experiences; and 

i ' 
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(4) providing solutions to creative problems. 

Authors incorporate their dreams in their creative 

work, writing them into therapy scenes, using them as major, 

recurring dreams in novels, as opening and closing scenes in 

monologues, and as metaphors in novels and short stories: 

{1) In therapy scenes 

I tried to include a dream section in Maus that I 
ended up kicking out. It would've been in the 
section in Maus where I'm with the therapist. I'm 
talking to him about a dream that I'd had that had 
to do with the skittishness about having a kid (AS ' 
in Epel, p. 252) 

{2) As major, recurring dreams in novels 

I've used dreams in different pieces of writing, 
almost word for word, but the one dream that wound 
up being a major part of a piece of work was a 
dream about putting body parts together. It is 
recurrent in American Blood (JN in Epel, p. 179). 

{3) As opening and closing scenes in monologues 

In the second monologue ..• ! open with a couple of 
dreams (SPG in Epel, p. 81). 

When I published it, there was a very strong dream 
at the end of the monologue (SPG in Epel, p. 80). 

(4) As metaphors in stories and novels 

I usually fictionalize the dream a little bit to 
tie in more with the character. Because it's not my 
dream any more. I try ~o actual~y give it a little 
more metaphorical mean1ng than 1t probably had to 
begin with. I really don't psyche my dreams out 
that much after I have them because they're so 
visceral (JS in Epel, p. 226). 

Dreams are also used to create a feeling of 11weirdness" 

or a sense of unreality: 
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(1) To create a feeling of "weirdness" 

One of the things that we're all familiar with in 
dreams is the sense that familiar or/prosaic 
objects are being put in very bizarre circumstances 
or situations. And since that's what I write.about 
the ';!Se Of dr7ams iS an ObViOUS Way to create,, that 

1 

~~ei~~~. of weJ.rdness in the real world J S~ 1 • i? Epel, 

(2) To create a sense of unreality 

There are a couple other semierotic, semihbrrible 
dreams in that story. A character has thein'while 
he's been unknowingly dosed with Lso·~ ·He 1s 'not sure 
if he's dreaming or seeing things for rea~., (Jf? in 
Epel, p. 2 2 7) • 

The dreams authors incorporate directly .int~ .~hef~ 
s '' 

creative work are described as unusual or strang~,,po'Werful, 

conducive to a variety of interpretations, erc>'tic or. 

sensuous, ambivalent or conflicted, impossibl~ or,highly 

improbable, transformative, visceral, and personally 

relevant: 

(1) unusual, strange 

It was an extraordinarily strange dream· .. th~t .~·I had 
about 1972 •••• [The snow] came in those giant 
crystals that you see in c~ildr7n's boo*s-, .I!-, was 
very beautiful. But I realJ.zed J. t meantL~th,at ·:.I was 
going to die. Then I looked around m~. and, sa~;; that 
the world was flooded. People were dyJ.ngeverywhere 
( AR in Epel, pp. 212-213) • 1 

(2) Powerful 

I recall, after my mothe7 died! ha~ing ~ rath7r 
ghastly dream of her comJ.ng ~17ve J.n the coffJ.n. 

It happened to be very VJ.VJ.d--her ravaged face 

t
··: t" g toward me from the satin vault. My mother 
\lll.S J.n . · d died when I was th1rteen, so th1s ream must have 

h d l.
·n the year or two after her death. I 

appene 
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remember being just shaken by it. That's why I put 
the dream in Sophie's Choice (WS in Epel, p. 275). 

(3) Conducive to a variety of interpretations 

Every time I would do that dream in performance I 
would have new insights into it •••• People would 
really harp on that dream. They would have various 
interpretations about who the straw boy was and why 
he was allowed to be burned up. Ashes are a classic 
and powerful symbol, aren't they? (SPG in Epel, p. 
80). 

(4) Erotic, sensuous 

The dream in Los Gusanos about a woman whose 
"bello" is oozing with honey was based on one of my 
own dreams. In the original dream the whole woman 
was full of honey so that if you touched her cheek, 
honey would ooze out of anything that it would ooze 
out of. It wasn't quite as sticky as honey usually 
is and it was warmer than honey usually is, like it 
had been heated (JS in Epel, pp. 226-227). 

(5) Ambivalent, conflicted 

There's a dream I had once which I put into An 
Elegy for September--a very erotic dream of being 
inside a kind of bubble or placenta, floating 
through what was apparently outer space with a 
woman I did not know •••• I was just floating in 
this kind of bubble, wanting very desperately to 
make love, but not being able to because any kind 
of sharp or passionate movement might rend a tear 
in the placenta-bubble and let in a vacuum (JN in 
Epe 1, p • 18 0 ) . 

(6) Impossible or highly improbable 

Another one was that I had lost my testicles--! 
might have been in college then--and was looking 
all over for them. I went to a football field in 
Barrington, Rhode Island (I was nev7r involved in 
sports at all), and found them hang1ng from under 
the bleachers (SPG in Epel, p. 79). 
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(7) Transformative 

It [the dream] had to do with me babysitting a 
straw boy. The boy is playing and gets burned up in 
the fireplace ...• Then the child gets reborn in the 
dream. I scrape up the ashes from the hearth and 
re-create a live boy out of that (SPG in Epel, p. 
80). 

(8) Visceral 

I really don't psyche my dreams out that much after 
I have them because they're so visceral (JS in 
Epel, p. 226). 

(9) Personally relevant 

I used to dream of cutting wings off birds and 
sewing them together so I could make a pair of 
large wings and fly. In a story called "Angela" in 
my first collection of stories, Darkness, this 
image appears ...• I realized even as a child, 
brutally, that I had to get those wings from the 
birds in order to make the giant pair for myself • 
... I realize now that all my fiction, and 
certainly my own life, has been an attempt to leap 
out of the limitations that gender, caste, class, 
imposed on a young woman (BM in Epel, p. 165). 

Authors report that dreams deepen the level of creative 

work in emotional, visceral, and unconscious ways. 

(1) Emotional 

Dreams don't ever directly influence my work in 
terms of plot, movement or even idea. Never. What 
they do is raise the emo~ional level of what I'm 
doing at the moment (MS 1n Epel, p. 230). 

(2) Visceral 

Take the flying, as an example. Before the dream I 
didn't get the real way it felt, how really great 
it felt; that incredible shooting up to the ceiling 
like a bubble being released, then straightening 
out beneath the ceiling and having no weight and 
moving out. That's really a deepening of the 
sensuous aspect of flying. And I can take that back 



to the typewriter or the computer and try to get 
that down (AR in Epel, p. 215-216). 

(3) Unconscious understanding 
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How it connects to that dream I don't know except 
that I do remember the great fear at seeing that 
figure. There was a whole eerie atmosphere to the 
dream like a peek into something almost pre-birth. 
It wasn't that I set out to write the book because 
of the dream. What I'm saying is, I think that 
dream fed me subconsciously in some way (AR in 
Epel, p. 211). 

(4) Context 

And when I was writing The Queen of the Damned I as 
I described these elders, these ancient immortals 
who had become so old that their skin was now 
completely white and they looked like moving 
marble, again and again I felt like I was being 
drawn back into the atmosphere of that dream (AR in 
Epel, p. 211). 

Dreams also provide creators with new experiences, 

including feelings, thoughts and actions, insights, 

heightened physiological responses, and participation in 

situations that are impossible in waking life. 

(1) Thoughts and actions 

one sees that the brain allows the dreamer to be 
more bold than he or she ever would be in real 
time. The dream allows the person to do things, and 
think things, and go places and be acted upon. The 
person, in real time, would never do those thin~s. 
It may be that's a way the brain has of saying, · ' 
"Well let me let you come on down and see what 
really is down here (MAin Epel, p. 30). 

(2) Physiological Responses 

Often situations that I later see her in will 
appear in my dreams. Anything that's tense or 
frightening is the best for me. Because often when 
you describe a character in a tense situation you 
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can't remember where it is in your body. Where is 
fear in your body? Where is tension in your body? 
.•• So dreams keep me connected to very dark 
matters. And often very visceral experiences. In my 
own life I have carefully engineered the world so 
that I don't have to face these same demons (SG in 
Epel, p. 65) • 

(3) Impossible Situations 

Some of my dreams are very pleasant actually. I've 
had one for the past couple of months I'm trying to 
hold on to. It's my magic chair. I dream about it 
about twice a week. It's sort of my magic carpet 
but it's a big yellow chair •••• I fly around the 
world and see all sorts of things from the comfort 
of my magic yellow chair (JP in Epel, p. 191). 

(4) Feelings 

In dreams like that you have a feeling that you're 
being transported someplace else. When I write I·" 
fall into a state where I access all of that. I'm 
still trying to capture that feeling of standing up 
there and putting up my hands and calling down the 
rain (AR in Epel, p. 214). 

I felt so comfortable and content and serene when 
he [a character] was around me [in the dream] I 
conceived the idea that that's what he should be to 
Andy, my heroine, and her daughter Hillary: a 
figure to drive away fear (ARS in Epel, p. 240). 

(5) New endings 

As I'm getting towards the end of a story, the 
ending that, during my waking hours, I think will 
happen is sometimes subverted or obliterated by the 
dream. It happens just as I'm getting ready to 
write that scene (BM in Epel, p. 161). 

Dreams provide solutions to creative problems, such as 

context, ending, metaphor, visualization, and tone. 

(1) solutions to creative problems 

There have been times when I was stuck, when I 
couldn't work something out in a book, and quite 
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literally it would work itself out in dreams {ARS 
in Epel, p. 238). 

(2) Context through memory or association 

Years later I began to work on Salem's Lot. Now, I 
knew that the story was going to be about a vampire 
that came from abroad to the United States and I 
wanted to put him in a spooky old house. I got 
about that far in my thinking and, by whatever way 
it is that your mind connects things, as I was 
looking around for a spooky house, a guy who works 
in the creative department of my brain said Well 
what about that nightmare you had when you were 
eight or nine years old? Will that work? And I 
remembered the nightmare and I thought, Yes, it's 
perfect {SKin Epel, pp. 135-136). 

(3) Climax, resolution, ending 

I fell asleep and in the middle of the night I woke 
up and I said, Yeah! because I knew how I was:going 
to end the poem. I had a dream about a chicken 
laying an egg (JP in Epel, p. 192). 

(4) Symbols, metaphors 

For example, in Love and Shadows I wanted to 
symbolize somehow, in a very strong way, the 
feelings of the people about the military. so'· I··. . 
wrote that when the protests began in this country, 
the people went out into the streets dragging a pig 
dressed up as a general •.•• I think that I had a 
dream about it and then I wrote about it (IA in 
Epe 1 , p . 21 ) . 

(5) Visualization 

There were also things I just couldn't visualize. ··I 
remember in the first book I had a lot of trouble 
visualizing this garbage pit that some friends of 
my father were hiding in. I had about ten different 
scenarios, none of which seemed to be very logical 
to me. They didn't look right in my head. That 
would be the kind of thing where I would go to 
sleep and wake up with a pretty fair image of what 
I had to draw {AS in Epel, p. 246). 

(6) Tone 
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With House of the Spirits, my first novel, I knew 
how the book would end, I knew what I wanted to say 
and I knew why I had written it. still, I had 
written the last fifteen pages more than ten times 
and I could never get it right. It was solemn, 
preachy, too political, melodramatic. I couldn't 
get the tone (IA in Epel, p. 9). 

Certain conditions appear to influence the appearance 

of solutions: the author has a need for a solution; the need 

may be intense; the author has expended a great deal or 

effort in the project; and the author takes certain actions 

to encourage a solution, such as asking questions or 

thinking about the problem befor~ falling asleep. 

(1) Author has need for solution 

In Peachtree Road I was not sure what to do with 
the main character of Lucy Bondurant .•.• I felt 
that some resolution, some closure, was going to be 
necessary for Lucy at the end of the book but I 
didn't know what (ARS in Epel, p. 238). 

(2) Need may be intense 

I didn't know what was going to happen to her. And 
that made me extremely nervous. Because that's the 
way books don't get done •••• So I had seven, eight 
hundred pages and I just couldn't stand it (SK in · 
Epel, p. 137). 

(3) Author has expended effort, is heavily involved in 
project 

I had a lot of time and a lot of my sense of craft 
invested in the idea of being able to finish this 
huge, long book. (SK in Epel, p. 137) 

(4) Author takes steps to encourage dreaming 

(a) Asks questions before falling asleep 
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When I was writing that poem, I went to bed 
asking myself the question, How can I end 
this poem about a boneless chicken? (JP in 
Epel, p. 192). 

(b) Gets out of the way 

It's happened before that some small thing 
about a book will work itself out while I'm 
asleep. If I get out of my own way and let it 
happen (ARS in Epel, p. 238) 

Authors attribute these solutions to various origins, 

including subconscious process and the return of memories. 

(1) Subconscious process 

Deep down I must've been planning it (BM in Epel, 
p. 162). 

I suppose I may have had it [the solution] all 
along, but dreams are the channel that bring the 
good part of us, the free part of us, out into the 
open (ARS in Epel, p. 238). 

Dreams can tell people all sorts of things. It [the 
brain] can work out problems. Especially for 
writing. Maybe, if a writer is hesitant to get to a 
depth in a character, to admit that this fictional 
character does this, or thinks this or has acted' 
this way--or that an event was really this 
terrifying--the brain says, "Okay, you go on and go 
to sleep, I'll take care of it. I'll show you where 
that is (MAin Epel, p. 30). 

(2) Memory 

one night in a dream an old memory returned •••• I 
dreamed that that's how it would happen for my 
protagonist ..•• I'd had that experience and I 
could've thought of it but I wasn't using it. It 
took the dream to call it out (ARS in Epel, p. 
239). 

Authors report that the solutions take various forms: 

endings, scenes, images, and insight. 



(1) Endings 

I woke up and I was very frightened. But I was . 
also very happy. Because then I knew what was 
going to happen (SK in Epel, p. 138). · 

(2) Scenes 
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I literally dreamed a scene from start to finish 
and woke up thinking, Of course, it just has .to, be 
that way (ARS in Epel, p. 238). 

(3) Images 

There were also things I just couldn't visualize. 
I remember in the first book I had a lot of 
trouble visualizing this garbage pit that some 
friends of my father were hiding in. I had about 
ten different scenarios, none of which seemed to 
be very logical to me. They didn't look right in 
my head. That would be the kind of thing where I 
would go to sleep and wake up with a pretty fair 
image of what I had to draw (AS in Epel, p. 246). 

(4) Insight 

I was sitting on a black chair [in therdream], 
dressed in black, and I was telling him· [my 
grandfather] that I had written this book and what 
the book was about. So, when I woke up:from the 
dream, I realized that I had been telling this 
story to my grandfather all the time. The tone of 
the whole book was his voice and my voice talking • 
.•• so the epilogue has the tone of a person· 
sitting beside her grandfather, who is.dead, 
sitting by his bed, telling the story very simply 
(IA in Epel, P· 9). . 

Dreams Influence the Choice or Course of Creative Projects 

Authors report that dreams influence the course of creative 

projects by: 

(1) resolving ambivalence around the undertaking of 

creative projects; 

(2) helping authors set priorities; and 
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(3) influencing the course of creative projects. 
1,; 

Dreams appear to help authors resolve ambivalence 

through the identification of feelings or interpretation of 

the dream. 

(1) Dreams resolve ambivalence around the undertaking 

of creative projects 

(a) Ambivalence is resolved through 

identification of feelings 

say you're ambivalent about a project-~which 
happens frequently you might have a dream 
where your true emotional state is revealed. 
Either for or against the project. Something 
in the dream occurs and you wake up and say, 
Oh, so that's how I feel about that .••• 
There are no mysterioso clues,,it's just the 
way you wake up and feel (MS in Epel, p. 
233). 

(b) Ambivalence is resolved through 

interpretation 

I woke up from that dream really determined 
to go on and write the book. • •• ·somebody 
else might've said, "Anne, don't write that 
book. The dream is telling you·darkness lies 
ahead." But only you really know. You've got 
to interpret your dreams yourself (AR in 
Epel, pp. 217; 218). . 

Dreams influence the course of creative projects by 

reassuring creators about the creative process through 

literal dream content or through association; by predicting 

the future course of creative projects; and by warning 

creators about the need to set limits or prepare for a 

certain outcome. 
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(1) Dreams influence the course of creative projects 

(a) Dreams reassure creators about the creative 

process 

The dreams I had around the book were 
terrifying. But they were also reassuring-
confirming that this was a very serious trip, 
but it was one I had to take (MS in Epel, p. 
232). 

(b) Reassurance is based on literal dream content 

And then I'd realize where I was. And that I 
just had to go walk from wherever I was over 
to some doorway. or, for example, in the 
church I'd be in the front pew. I simply had 
to walk across the aisle and get out. That's 
all. Just do it. Try not to pay attention to 
anyone who was staring at me. Just get it 
done (EL in Epel, p. 146). 

(c) Reassurance is based on association 

I began, I guess, twenty years ago to notice 
that when my dream came, it always meant that 
the work was going well (MAin Epel, p. 26). 

(2) Dreams predict the future course of creative 

projects 

Whenever I get that dream I know the work is going 
to be all right for about two or three weeks (MA in 
Epel, p. 26). 

(3) Dreams warn creators 

(a) About setting limits 

Quite recently, on a tour to sell my latest, 
book, I went to an event where there were new 
people that I met •.•• And then I had a 
dream ...• The dream was all about how I 
should've changed the circumstances •.•• I 
have since made a decision to never attend an 
event like that again. I won't put myself in 
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a position like that again. That's what my 
dream taught me (MS in Epel, pp. 235; 236). 

(b) About the course of creative projects 

And in so far as I'm in a dungeon, it seems 
to suggest that my writing will always come 
out of some dark place •••. But who knows? 
Look this dream may really have had to do 
with something else. This is merely my sense 
of it as prophetic, telling me, as an 
adolescent, what my fate would be (LM in 
Epel, p. 153). 

What Creators Do With Dreams 

Authors in this study discussed how they: 

(1) choose dreams with which to work; 

(2) work with their dreams; and 

(3) transform dreams into creative products. 

Choice of Dream Material 

Authors report that they treat dreams as just one of 

many sources of creative material; that they choose dream 

material that can be shaped, that is narrative in nature, or 

that is personally significant. Creators reject dreams that 

are not useful, sometimes because they are too surrealistic: 

(1) creators treat dreams as just one of many sources 

of material 

For me, once the actual act of creation starts, 
writing is like this high-speed version of the 
flip books you have when you're a kid, where you 
mix and match •.•• Except that there aren't just 
thousands of faces, there are literally billions 
of different events, personalities and things 
that you can flip together. And it happens at a 
very rapid rate. Dreams are just one of those 



flip strips that you can flip in there (SK in 
Epel, p. 136). 
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(2) Creators choose dream material that can be shaped· 

There's a lot of flotsam and jetsam floating around 
in the dream pool and it's a question of actually 
trying to make and shape the material which is most 
potent. So what I'm trying to do ••• is finding the 
stuff which is genuinely useful to genuinely 
articulate something. Making sure the shapes that' 
these images take have a narrative function, have a 
psychological function (CB in Epel, p. 39). 

I've always put dreams into books, always used 
them to explain aspects of structure or emotion, 
by carefully selecting and shaping the dreams 
that get used. I don't think I've ever put 
dreams into books that make no sense on the 
surface. Many dreams don't. So maybe that's a 
real lie when I put dreams in (JN, p. 186). 

(3) Creators choose dreams that are narrative 

••. there have been these times when I've had dreams 
that were very lucid, well-made, well-ordered. 
Maybe they're the result of my having a trained 
narrative mind. In any case, they're the ones I 
want to write down because they really do seem like 
good stories. They're consistent all the way 
through--people don't suddenly turn into bears and 
start running downhill, they enact a sort of 
coherent narrative (RP, p. 203). 

(4) creators choose dreams that are personally 
significant 

I do think a small minority, but a significant 
minority of dreams are meaningful. Whenever I am 
impressed by this significant minority of dreams, 
they seem important enough to want to put them in 
my work as a descriptive factor. They relate to the 
reality of my own sleeping imagination (WS in Epel, 
p. 273). 

( 5 ) creators reject dreams that are not useful 

I have a space in my computer where I write my 
dreams. I keep a little notepad near my bed and if 
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I wake up with a dream in the middle of the 
night ••• ! write it down because I will forget 
afterwards ••.• I know that many of them don't have 
any meaning. Sometimes I think they're wonderful 
and that I can use them in the writing and the next 
day I read them and they are terrible (IA in Epel, 
p. 20). 

I even wrote a story once after a dream, but it was 
so surrealistic I couldn't understand it. I mean, I 
wrote it, right? And that's what I dreamt, but I 
couldn't publish it. It was for my own benefit (CJ 
in Epel, p. 121). 

Work with Dreams 

Creators work with their dreams by accessing feelings 

and sensations in and about their dreams. They work by 

trying to recreate dream feelings, by focusing on 

sensations, and by cataloging their responses to dreams: 

(1) By recreating feelings 

When I write I fall into a state where I access all 
of that. I'm still trying to capture that feeling 
of standing up there and putting up my hands and 
calling down the rain (AR in Epel, p. 214). 

(2) By focusing on sensations 

r really don't psyche my dreams out that much after 
I have them because they're so visceral (JS in 
Epel, p. 226). 

(3) By cataloging responses 

And the fear and the horror that rose up in me from 
the information about this vicious creature in the 
room with the child created such heart-thumping and 
sweating that I immediately started cataloguing my 
physical symptoms so that later, in describing 
Kinsey in a m~ment of.great terror, I could use 
that informat1on (SG 1n Epel, p. 61). 
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Creators search for meaning in their dreams, both 

narrative and personal. Some look for psychological or 

symbolic significance, others for narrative or imaginative 

significance. 

(1) Creators look for meaning in dreams 

Every writer will put something into their work at 
one time or another that they don't altogether 
understand ••.. So what's informing this book in a 
way is an image of a place, a very desolate place 
that I really don't understand, that has certainly 
appeared to me in dreams (RS in Epel, p. 266). 

(a) Symbolic 

I tried to include a dream section in Maus 
that I ended up kicking out. It would've been 
in the section in Maus where I'm with the 
therapist. I'm talking to him about a dream 
that I'd had that had to do with the 
skittishness about having a kid •.•• George, 
the person in the dream, had a child a month 
before I did. So that's the topic of this 
dream. His hands being cut off by having a 
kid seems to me like a real limitation of 
freedom. And then I dream of this 'male' 
competition with him about having kids (AS in 
Epel, p. 252) • 

(b) Personal 

The straw boy dream was one of those classic 
dreams about an identity quest (SPG in Epel, 
p. 80) • 

(c) Narrative 

Finding a shape for the story was enormously 
satisfying. I wrote twenty-two pages and then 
boiled it down to three and a half pages. 
Partly because of the requirements of the 
composer but also it was such a joy to have 
been given this kernel of something and then 
to develop it and to find its larger meaning 
(AG in Epel, p. 95). 
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All dreams, even humdrum dreams, are somewhat 
out of the ordinary, but give me the 
surprising twist or the sensation I remember 
when I don't remember the plot but I remember 
the odor. Or I don't remember who the person , 
was but I remember the sort of sound that was 
made when she did such and such •••• That's 
when I have that feeling that the beast is 
trying to tell us something. If there is 
significance, not deep psychological or 
symbolic significance but a kind of narrative 
imaginative significance, it would reside in 
that kind of arresting momentary vividness or 
incongruity (JB in Epel, pp. 52-53). 

Creators also work cognitively with dream material, 

editing and shaping images, speculating about dream 

material, or imposing structure upon it. 

(1) Edit, shape images 

There's a strange combination in writing of using 
images and fragments from actual dreams, but also 
finding a way to have a governed conscious dream 
life, which is what writing is •••• You have to 
maintain your critical sensibility and not just 
assume, because it was an extraordinary dream for 
you, that it will be a dream for other people. 
Because people need maps to your dreams (AG in 
Epel, pp. 96; 98-99). 

Listening to someone else's dream by itself is not 
a very interesting discipline. You might as well 
tell me what you ate three meals ago. Either you're 
good at telling what you ate or you're not •••• The 
material itself I've never found as interesting as 
the narration. Now perhaps because I am a novelist 
I maybe am a little more interested in images 
themselves, particularly if the image is unusual, 
like something that's the wrong color or that they 
don't make food like (JB in Epel, p. 52). 

But it [recording dreams] was a very profitable 
thing. For one thing, it got me writing and 
examining myself and my life in a way that was much 
more like what I think writers and other artists 



120 

do--which is to examine the meaning and weight of 
images •••. Because dreams are primarily visual, 
you spend a lot of time doing what poets do anyway 
which is use images: describing them first, then ' 
trying to weigh them and understand what they mean 
and how they might be connected to the other images 
they are surrounded by in the dream itself (JWH in 
Epel, pp. 107-108). 

(2) Speculate 

In my dream of the rotting strawberries, suddenly 
what had seemed sensual, but only very, very 
vaguely sexual when it actually happened, became 
this extraordinary almost overpowering experience 
in the dream ..•• I suddenly thought, my God, . 
supposing this were actually to happen! Supposing 
somebody were to actually be unable to dislocate 
himself from this intensity of sexual feeling •••• 
So the dream becomes the starting place for a 
narrative and then you backtrack from that. You 
think, Okay, how can I make that work? (CB in Epel, 
p. 34) • 

(3) Impose structure 

Dreams may seem chaotic, but one can always create 
structure. Life really doesn't have all that much 
structure. I mean books are really putting an awful 
lot of artificial structure on what often can be 
pretty structureless. Dreams are just another part 
of that experience. It's as easy to pull a 
structure out of a dream as it is to pull a 
structure out of daily life (JN, p. 186). 

creators work subconsciously with dream material, 

letting themselves be drawn back into the dream atmosphere, 

making connections between dreams and other events, 

accessing memories, performing monologues based on dream 

content. 

(1) By being drawn back into dream atmosphere 

And when I was writing The Queen of the Damned, as 
I described these elders, these ancient immortals 
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who had become so old that their skin was now 
completely white and they looked like moving 
marble, again and again I felt like I was being 
drawn back into the atmosphere of that dream (AR in 
Epe l, p . 211 ) • 

(2) By making connections 

I'm not at all a person who works through 
contrivance and manipulation of reality where you 
think, What would make a good story? But rather I 
work very passively with dreams, mistakes, 
serendipity, coincidence, synchronicity .••• Then I 
begin to see the common theme by speaking it ••.• 
What's the connection? What's the underlying theme? 
(SPG in Epel, pp. 82; 83). 

I don't usually write down my dreams any more, but 
when I do think about them, like I've been forced 
to with this dream lately, I find that there's a 
lot of potentially interesting material that can be 
extracted. It helps crystallize other things that 
I've been thinking about but only in a marginally 
conscious way (JWH in Epel, p. 115). 

(3) By accessing memories 

I got about that far in my thinking and, by 
whatever way it is that your mind connects things, 
as I was looking around for a spooky house, a guy 
who works in the creative department of my brain 
said, Well what about that nightmare you had when 
you were eight or nine years old? (SK in Epel, pp. 
135-136) 

(4) Through performance 

When I published it, there was a very strong dream 
at the end of the monologue. Every time I would do 
that dream in performance I would have new insights 
into it (SPG in Epel, p. 80). 

Transformation of Dreams 

creators associate some dreams with their characters. 

some assign their dreams to particular characters, who then 

dream those dreams in a particular work. Others create 
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fictional experiences based on their dreams and assign those 

fictional experiences to particular characters: 

(1) Creators recreate dreams and assign them to 

particular characters 

The hero of that novel, the narrator, is a Vietnam 
veteran who has a recurring dream that he's · 
wandering through a field of people, victims of 
war, who have been blown apart •••• That came out 
of a dream I had once (JN in Epel, p. 179). 

(2) Creators create fictional experiences based on 

dreams and assign them to particular characters 

What I had to do, and what I always have to do, is·. 
find the character to whom this (event from a 
dream] happened (AG in Epel, p. 95). 

Creators transform dreams into creative products by 

reproducing the dreams literally; interpreting the dreams; 

changing dream details; elaborating on dream details; adding 

to dream details; describing dream details; making their 

dreams more metaphoric; and performing monologues based on 

dreams: 

(1) Reproduce dreams literally 

I really feel as though, not only am I creating 
that person's life in the daytime while I'm writing 
the book but I almost seem to be dreaming that 
character's dreams. I have literally transcribed 
some of those dreams and attributed them to the 
character •..• I felt these dreams were some kind 
of deep unconscious response to m¥ work on the book 
itself and therefore were appropr1ate to the 
characters .•.••.• I kind of made it a rule that, 
if I used a dream at all, I'd try to use it 
straight, the way it had co~e to me or, in any 
case, the way I remembered 1t when I woke up (RP in 
Epe 1 , p. 2 o 2 ) . 
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(2) Interpret dreams 

.•. I ran an interpretation of the dream at the 
bottom of the [comic] strip. It was all done as a 
gag. I reinterpreted what was so blatantly and 
obviously a Freudian dream as having to do with 
Jews and Nazis (AS in Epel, p. 250). 

(3) Change dream details 

I dreamed one particular night about a dark 
carriage. A dark carriage that came very, very fast 
out of these mountains, down through a little 
village and went back up into the adjacent hills. 
It was a scary, scary dream and in the carriage 
was, I suppose, a deathlike figure. In my poem the 
lady wasn't in a carriage, she was in a Jaguar 
XK150, a big, long, black Jaguar. She drove out of 
the hills and scared the people of this village 
(JWH in Epel, p. 108). 

(4) Elaborate on dream details 

I embellished the dream. I changed the context, 
changed the personality that was involved in it. I 
related it to the Vietnam War, made a lot of the 
people Vietnamese, made other people friends of the 
narrator .... I gave personalities to a lot of the 
bodies (JN in Epel, p. 180) 

(5) Add to dream details 

My brain then started to assemble a story which had 
to include a baby. The baby had not been in the 
original (dream] image (MS in Epel, p. 232) 

(6) Describe dream details 

Before the dream I didn't get the real way it 
[flying] felt, how really great it felt; that 
incredible shooting up to the ceiling like a bubble 
being released, then straightening out beneath the 
ceiling and having no weight and moving out. That's 
really a deepening of the sensuous aspect of 
flying. And I can take that back to the typewriter 
or the computer and try to get that down (AR in 
Epel, pp. 215-216). 
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(7) Make dreams more metaphoric 

In the book I changed the dream from something just 
visceral to something that a reader could read and 
say, Oh I see what's happening. Here's something 
that's very attractive to this man--feelings--but 
at the same time he knows that it could be the 
death of him (JS in Epel, p. 227). 

(8) Perform monologues 

I do monologues to try to figure out what's going 
on. I see life as chaos essentially and then the 
structure is in trying to put the puzzle together. 
So right now, next to my desk in New York, I have a 
cardboard box. And I throw everything (including 
dreams) that's unanswered, disturbing or relevant 
to some of the things I'm thinking about, into that 
box. Then, when I have time, maybe a year later, 
I'll dump it out and begin to put together the 
puzzle of a new monologue. (SPG in Epel, p. 82). 

How Creative Work Influences Dreams 

Authors report five major ways in which creative work 

appears to influence their dreams: 

(1) Periods of creative work are associated with dream 

frequency, intensity, and content; 

(2) creators dream about their creative work and about 

the artistic creations of others; 

(3) creators associate some dreams with anxiety about 

the creative process; 

(4) some dreams appear to reflect the course of 

creative projects; 

(S) some dreams appear to be a continuation of waking 

creative process. 
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Some authors associate dream frequency, intensity, and· 

content with particular creative projects or periods of 

creative work. In the case of dream content, authors make 

these associations through timing, content, dream 

interpretation, or similarity between dream content and 

daily events: 

(1) Creators associate dream frequency with intensity 

of creative work 

I seem to only dream when I'm working (MA in 
Epe 1 , p . 2 7 ) • 

When I'm working, something is cooking so 
desperately that the dreams just manifest 
themselves (MS in Epel, p. 230). 

(2) creators associate dream intensity with intensity 

of creative work 

..• sometimes, when I'm writing very intensely, when 
the writing is going very hot, I have dreams of 
words •••• They're very tiring. I talk and talk and 
talk in roy dream and hear myself in my own words 
endlessly rattling on .•. (JWH in Epel, p. 110). 

(3) creators associate dream content with creative work 

(a) Association is through timing 

I'd had the dream when I was working on 
swimming to Cambodia so I thought it was 
important to include .•••..• I assume that if 
you have a dream as powerful as that one in 
the midst of creating something, it has to do 
with what you're creating (SPG in Epel, p. 
80). 
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(b) Association is through content 

When I'm in the midst of a work, like in the 
thick of it, I have sometimes dreamt about 
the characters. It would be almost impossible 
for me not to have dreamt of those people 
because that's allii was thinking about day 
in, day out (GN in Epel, p. 175). 

(c) Association is through interpretation 

It [a dream about death] was a dream, I 
think, about feeling a loss of connection 
with the stream of time that I am normally 
in •... On a book tour your day is totally 
irregular. Time is really screwed up .••• in a 
way that's a kind of death. This is my 
nickel-plated interpretation (JWH in Epel, p. 
115). 

(d) Association is through similarity 

There's a similarity between what I dream and 
what I write in as much as there are basic 
instincts and attitudes that my dreams and my 
writing reflect. It's not so much that I'll 
have a narrative or actual story material 
come from a dream but it seems that the same 
thing that's going on in my work is often 
going on in my dreams (RS in Epel, p. 256). 

(4) creators associate dream content frequency with 

creative work 

While I was working on Maus I dreamt about the 
Holocaust a lot (AS in Epel, p. 246). 

creators Dream about Creative Material 

Many authors dream about creative material. In some 

cases, they dream about the work of other artists, whose 

work is intensified in the dream or transformed in some 

unexpected way. 
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(1) Creators dream about the work of other artists 

When I was working on designs for the opera Hansel 
and Gretel, I had seemingly endless dreams where I 
saw other people's designs. They didn't look at all 
like what I was working on. I also saw rehearsals 
and felt that extraordinary excitement at seeing 
the production occur (MS in Epel, p. 230). 

(a) Images of other artists are intensified by 

the dream 

There's a famous Emily Dickinson poem, 
"Because I could not stop for Death" 
something "He kindly stopped for me." I can't 
remember exactly how the poem goes but it's 
about a carriage. Perhaps I got the original 
dream image from that, but it stayed with me 
for a long time after I had the dream. It 
seemed like I'd had almost a visitation (JWH 
in Epel, p. 108). 

(b) Images of other artists are transformed in 

unexpected ways 

After watching an episode of "The A Team" on 
television I had a nightmare about Mr. T. He 
was covered with vegetables (JP in Epel, p. 
191). 

The art forms creators dream about are visual, verbal, 

or a combination of visual and verbal; these combined visual 

and verbal images appear in both static and moving form. 

sometimes these authors recall these dream images in detail; 

in other cases the images fade rapidly upon awakening. 

(1) Art forms are visual andjor verbal and may 

incorporate movement 

one kind of dream I've had a number of times is 
seeing a work of art, u~ually a drawing or a comic 
strip, in my sleep (AS 1n Epel, p. 250). 
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There is a kind of dream that plagues me from time 
to time, which I think of as an occupational hazard 
dream. These are the dreams that are nothing but 
words, no images at all (JB in Epel, p. 45). 

The phrase "It had wings" was a part of the dream. 
I saw it sort of emblazoned, like the motto in 
Latin over the door to a library (AG in Epel, p. 
94). 

I saw the title coming at me in 3-D--streaking at 
me like a fifties science fiction movie--Assholes 
from Outer Space! (AS in Epel, p. 220). 

(2) Imagery may be difficult to recall 

Sometimes in my dreams she is writing and I read 
what she's writing over her shoulder •.•. I don't 
remember the words she is writing in these dreams'. 
Sometimes I remember that she's writing with 
colored ink or she's writing in a notebook or at 
the bottom of a photograph (IA in Epel, pp. 15, 
16). 

one kind of dream I've had a number of times is 
seeing a work of art, usually a drawing or a comic 
strip, in my sleep •... It would be just the best 
thing I'd ever seen ..•• And then I'd wake up and 
not be able to remember anything except the feeling 
that I'd seen it (AS in Epel, p. 250). 

creators also dream about their characters. In some 

cases, characters appear literally in dreams, either with or 

without their creators: 

(1) Characters appear literally 

You know it's funny, Scratch, a black character in 
King's oak, showed up in one of my dreams (ARS in 
Epe 1 , p • 2 4 O ) 

(2) creators appear with their characters 

It was a pitch black night and I was with Claudia, 
the child vampire (AR in Epel, p. 217). 

(3) creators appear as their characters 
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In a recent dream I had that struck me with that 
otherworldly quality, I was one of my characters. I 
was the vampire Lestat, my hero. I was trying to go 
up the side of a castle (AR in Epel, p. 214). 

These characters sometimes do surprising things that may 

change the course of a work in progress: 

I thought Jasmine was going to take a socially 
acceptable way out of a crisis but instead she did 
something very bold and unpredictable and at the same 
time headed for California (BM in Epel, p. 162). 

In other cases characters appear less directly, through 

feeling states that give authors insight into character 

development. Amy Tan states that she experiences emotions in 

dreams that she associates with questions about her 

characters (Epel, p. 285). 

Both dreaming about characters and dreaming for 

characters is associated with intense waking involvement in 

character or project development: 

(1) Dreaming about characters is associated with 

intense involvement in creative project 

I've dreamt about Mama Day. The physical writing of 
Mama Day took seven months, so it was real intense. 
I was working twelve hours a day because I had been 
blocked for a long, long time •••• It would've been 
impossible for me not to have had dreams about the 
book (GN in Epel, p. 176). 

(2) Dreaming for characters is associated with 

intense involvement with character 

sometimes, when I'm wo:king intense~y on a book, 
especially if I'm work1ng on a part1cular character 
that I'm fascinated by, I'll find myself dreaming 
dreams which seem to me to be very appropriate to 
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that kind of person. These dreams seem to be more 
appropriate to the character I'm writing about than 
to me (RP in Epel, p. 201). 

Some authors report dreams in which their colleagues 

appear. Colleagues appear in realistic situations, but may 

react in unexpected ways. 

(1) Creators dream about their colleagues 

In another recurring dream I would find myself back 
at the ad agency where I had worked from 1949 to 
1961 ••.• They were showing me my office when a guy 
I had worked with before walked by real fast (EL in 
Epel, p. 146). 

(2) Colleagues appear in realistic situations 

The first dream was that I had been hired .to do a 
very short, quick rewrite of a movie that Joe Dante 
was going to direct (JS in Epel, p. 220). 

(3) colleagues appear in atypical situations 

I have had a couple of dreams which people I've 
worked with are in. I remember one dream concerning 
Robert Redford, having a really warm relationship 
with him. He was in trouble. It was a very gentle 
dream, very unlike the making of a movie (JN in 
Epel, p. 182). 

creators Associate Anxiety about the Creative 

Process with Certain Dreams 

Authors associate some dreams with anxiety about the 

creative process: 

I have had various dreams involving rejection or 
disapproval that undoubtedly reflect anxiety about the 
book that I'm working on (RS in Epel, p. 261). 

These associations are based on timing, through dream 

interpretation, including the search for symbolic meaning, 
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and on dream sensations that appear to be intensifications 

of waking experience: 

(1) Associations are made through timing 

I don't have a lot of repetitive dreams but I do 
have an anxiety dream: I'm working very hard in a 
little hot room ••• and I'm aware that there's a 
madwoman in the attic •.•• I still have that dream 
when I'm backed up on my work and trying to fill 
all these ridiculous commitments I've made for 
myself (SKin Epel, p. 143). 

(2) Associations are made through dream interpretation 

The whole doing of that book from its conception to 
its publication was a ferocious experience •••• For 
weeks before I delivered the manuscript to my 
publisher I had dreams of someone trying to take my 
baby away from me. The dreams I had around the book 
were terrifying (MS in Epel, p. 232). 

(a) Interpretations are based in symbolism 

Perhaps my work was troubling me and they 
[menacing dream water spouts] represented the 
threat of uncompleted work or something (WS 

(b) 

in Epel, p. 278). 

Interpretations are based on sensations that 
are intensified 

so that as I write I am constantly worrying 
about whether I am measuring up because I 
have such high standards for myself and I am 
so determined to make each book different. 
And to keep the quality up. That general 
sense of anxiety and fearfulness will 
translate into heart-stopping dreams that 
just make the hair rise up on the back of my 
neck when I wake from a sound sleep (SG in 
Epel, p. 66). 
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Dreams Reflect the Course of Creative Projects 

For some authors, dreams reflect the course of creative 

projects, both when the work is going well and when it is 

not: 

I began, I guess, twenty years ago to notice that when 
my dream came, it always meant that the work was going 
well {MAin Epel, p. 26). 

And then there are the terrifying dreams when the 
work is really going badly {MAin Epel, p. 27). 

Summary 

The study findings have been summarized in this section 

and illustrated with representative quotations from authors 

in the sample. The results are presented in outline form in 

the following three tables. 
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Table 2 

Outline of Functions of Dreams for Creative Writers 

A. Dreams Provide Starting Points for Creative Work 

1. Dreams provide starting points for various genres 

a. Comic strips 

b. Illustrations 

c. Films 

d. Novels 

e. Poems 

f. Stories 

2. starting points are varied in nature 

a. 

b. 

c. 

d. 

e. 

f. 

g. 

Punch lines for comic strips 

Images for comic strip panels 

Ideas 

Series of ideas 

story lines 

Visual images 

Physiological experiences 

3. starting points are out of the ordinary 

a. 

b. 

c. 

strange or unusual 

Vivid 

Long-lasting 

continued/ 
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Table 2 

Outline of Dream Functions (continued) 

d. Intensified 

e. Impossible 

f. Mysterious 

g. Full of feeling 

h. Fragmentary 

i. Evocative 

B. Dreams Assist or Influence the Development of Creative 

Work in Progress 

1. Dreams provide dreams for inclusion in creative 

work 

a. Dreams are used in a variety of ways 

1) In therapy scenes 

2) As major, recurring dreams in novels 

3) As scenes in monologues 

4) As metaphors in stories and novels 

5) To create a feeling of "weirdness" 

6) To create a sense of unreality 

b. Dreams used as dreams are described as: 

1) unusual, strange 

2) Powerful 

continued/ 
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Table 2 

Outline of Dream Functions (continued) 

3) Conducive to a variety of 

interpretations 

4) Erotic, sensuous 

5) Ambivalent, conflicted 

6) Impossible or highly improbable 

7) Transformative 

8) Visceral 

9) Personally relevant 

3. Dreams deepen level of creative work 

a. Emotional 

b. Visceral 

c. Unconscious understanding 

d. Context 

4. Dreams provide creators with new experiences 

a. Thoughts and actions 

b. Physiological responses 

c. Impossible situations 

d. Feelings 

e. Insights 

f. New endings 

continued/ 
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Table 2 

Outline of Dream Functions (continued) 

5. Dreams provide solutions to creative problems 

a. Dreams provide solutions to a variety of 

creative problems 

1) Context through memory/association 

2) Climax, resolution, ending 

3) Symbols, metaphors 

4) Visualization 

5) Tone 

b. Certain conditions influence the appearance 

of solutions 

1) Author has need for solution 

2) Need may be intense 

3) Author has expended effort, is heavily 

involved in project 

4) Author takes steps to encourage dreaming 

a) Asks questions before falling 

asleep 

b) Thinks about problem before falling 

asleep 

c) Gets out of the way 

continued/ 



Table 2 

Outline of Dream Functions (continued) 

c. Creators attribute solutions to various 

origins 

1) Subconscious process 

2) Memory 

d. Solutions take various forms 

1) Endings 

2) Scenes 

3) Images 

4) Insight 

c. Dreams Indirectly Assist or Influence the Creative 

Process 
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1. Dreams resolve ambivalence around the undertaking 

of creative projects 

a. Ambivalence is resolved through 

identification of feelings 

b. Ambivalence is resolved through 

interpretation 

2. Dreams help set priorities 

3. Dreams influence the course of creative projects 

a. Dreams reassure creators 

continued/ 
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Table 2 

Outline of Dream Functions (continued) 

1) Reassurance is based on literal dream 

content 

2) Reassurance is based on association 

b. Dreams predict the future course of creative 

projects 

c. Dreams warn creators 

1) About setting limits 

2) About the course of creative projects 
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Table 3 

Outline of Creative Transformation of Dreams 

A. 

B. 

How Creators Choose Dreams with which to Work 

1. Creators treat dreams as just one of many sources 

of material 

2. Creators choose dream material that can be shaped 

3. Creators choose dreams that are narrative 

4. Creators choose dreams that are personally 

significant 

5. Creators reject dreams that are not useful because 

they are too surrealistic 

How creators Work with Dreams 

1. creators access feelings and sensations in and 

about dreams 

a. By recreating feelings 

b. By focusing on sensations 

c. By cataloging responses 

2. creators look for meaning in dreams 

a. 

b. 

c. 

Symbolic 

Personal 

Narrative 

3. creators work cognitively with dream material 

continued/ 
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Table 3 

Outline of Creative Transformation of Dreams (continued) 

c. 

a. Edit, shape images 

b. Speculate 

c. Impose structure 

4. Creators work subconsciously with dream material 

a. By being drawn back into dream atmosphere 

b. By making connections 

c. By accessing memories 

d. Through performance 

How Creators Transform Dreams into Creative Products 

1. Creators create or associate characters with 

dreams 

a. creators recreate dreams and assign them to 

particular characters 

b. creators create fictional experiences based 

on dreams and assign them to particular 

characters 

2. Reproduce dreams literally 

3. Interpret dreams 

4. change dream details 

5. Elaborate on dream details 

continued/ 
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Outline of Creative Transformation of Dreams (continued) 

6. Add to dream details 

7. Describe dream details 

a. Make dreams more metaphoric 

9. Perform monologues 
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Table 4 

Outline of influences of Creative Work on Dreaming 

A. Creators Associate Dream Frequency, Intensity, and 

Content with Creative Work 
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1. Creators associate dream frequency with intensity 

of creative work 

2. Creators associate dream intensity with intensity 

of creative work 

3. Creators associate dream content with creative 

work 

a. Association is through timing 

b. Association is through content 

c. Association is through interpretation 

d. Association is through similarity 

4. Creators associate dream content frequency with 

creative work 

B. creators Dream about Creative Material 

1. creators dream about the work of other artists 

a. Images of other artists are intensified 

b. Images of other artists are transformed 

2. creators dream about art forms 

a. Art forms are visual and verbal 

continued/ 
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Table 4 

Outline of Influences of Creative Work on Dreams (continued) 

1) Visual 

2) Verbal 

3) Verbal/visual combinations 

4) Verbal imagery and movement combinations 

b. Imagery may be difficult to recall 

1) Verbal 

2) Visual 

3. Creators dream about their characters 

a. Characters appear literally 

b. Creators appear with their characters 

c. Creators appear as their characters 

d. characters do things that are unexpected 

e. Characters appear indirectly through feeling 

states 

f. Dreaming about characters is associated with 

intense involvement in creative project 

g. creators dream for their characters 

4. creators dream about their colleagues 

a. 

b. 

colleagues appear in realistic situations 

colleagues appear in atypical situations 

;continued 
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Table 4 

Outline of Influences of Creative Work on Dreams (continued) 

c. Creators Associate Anxiety about the Creative Process 

with Certain Dreams 

1. Associations are made through timing 

2. Associations are made through dream interpretation 

D. Dreams Reflect the Course of Creative Projects 



CHAPTER V 

DISCUSSION 

Three questions were asked at the outset of this study: 

What functions do dreams serve for creative writers? How do 

writers describe the transformation of their dreams into 

creative products? How does the creative process influence 

dreaming? The answers to these questions are outlined in 

Chapter Four. After these results had been obtained, a 

further review of the literature was undertaken to 

investigate certain results in more detail. This second 

phase review of the literature was not conducted earlier to 

avoid biasing the investigation. A summary of this second 

literature review appears in Chapter Two. This chapter 

discusses the findings of this study in relation to this 

second literature review. 

Functions of Dreams 

It was found that for this sample of writers dreams 

provided: starting points for creative work; scenes for 

inclusion in creative work; experiences that were not 

available in the real world; solutions to creative problems; 

assistance in resolving ambivalence; and other less

frequently-mentioned functions, such as deepening the level 
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of creative work and helping authors make connections 

between creative ideas. These functions are discussed below. 

Dreams as Starting Points for Creative Work 

Eight authors (three poets, a cartoonist, a 

screenwriter and director, a children's book 

author/illustrator, and two short-story writers) reported 14 

dreams that became starting points for their work. A list of 

these dreams is given Table 5 of Appendix A. The dreams in 

this group provided starting points for various genre, 

including comics, illustrations, films, novels, poems, and 

stories; that the starting points were varied in nature, 

consisting of images, ideas, sensations, scenes, and punch 

lines; and that the dreams were described as out of the 

ordinary. These findings are discussed below. 

Creative Products are Varied 

The dreams in this group formed the basis for six 

poems, two short stories, an illustrated children's book, 

two comic strips, and one movie (inspired by a series of 

three dreams). In addition, two authors reported that dreams 

had provided starting points for novels. In these two cases, 

the dreams were not reported. 

The variety of genre reported in this study supports 

previous anecdotal accounts and research reports of dreams 

that provided inspiration for poetry, short stories, film 

and other visual arts (Goethe, 1947; Grant, 1984; Greene, 
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1982; Hill, 1967; Inglis, 1987; Mack, 1970; Stevenson, 1947; 

Van de Castle, 1994). No mention of comic strips was found· 

in the literature review. Two additional categories of 

literary work appear in the literature: essays and plays. 

That these genre were not represented in the study findings 

is not surprising, since essayists and playwrights were not 

included in Epel's sample. 

This study also lends support to Inglis' (1987) finding 

that dreams form the starting point for poetry more 

frequently than other types of fiction. 

Starting Points are Varied 

Authors reported various types of starting points for 

their work, including images, ideas, sensations, scenes, and 

punch lines that appeared in dreams. These categories also 

appear in the literature (Goethe, 1947; Grant, 1984; Hill, 

1967; Inglis, 1987; Mack, 1970; Stevenson, 1947; Van de 

castle, 1994). There are two differences in the study data: 

none of the authors report the dictation of poems in their 

entirety, such as that reported by Inglis (1987) and Hill 

(1967); and none report dreaming a short story in its 

entirety, such as that reported by Inglis (1987). 

starting Points are out of the Ordinary 

All of the 14 dreams reported in this study can be 

described as out of the ordinary, either because they 

contain elements that are not possible in reality or because 
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sensory elements in the dream are intensified beyond those 

that are ordinarily experienced in waking life. Only one 

contains material that is realistic: an image of an 

engraving of a mother and a child that appears in a dream of 

Maurice Sendak. Even this dream could be described as 

unusual, given the reported vividness of the image. With the 

possible exception of the Sendak dream, all of these dreams 

appear to meet the characteristics for dream bizarreness 

defined by Meier (1993). 

The dreams in this group are unusual because of strange 

connections that are made (plants transformed into musical 

instruments, elephants dancing at a masquerade ball, a 

television character covered in vegetables; a crucified man 

in a closet of beautiful clothes; a woman dancing with a 

sausage in her groin); because they contain science fiction 

aspects (businessmen with antennas on their heads, a Bigfoot 

lost in Seattle; a space alien on the streets of Harlem); 

because they contain elements that are not experienced in 

waking reality (a mustache that washes off; a deathlike 

figure that rides in a carriage); or because sensory 

experience has been intensified (the smell and color of 

rotting strawberries; the vividness of an engraving; the 

claustrophobic struggle to emerge from a grave in which the 

dreamer has been buried alive). 
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That some dreams contain bizarre aspects is not 

surprising: this has been a characteristic of dream reports 

from ancient times to the present {Van De Castle, 1996). 

That so many of the dreams in this group contain bizarre 

elements is somewhat more noteworthy, since twentieth

century dream studies have challenged the idea that most 

dreams contain bizarre elements. Dream laboratory studies 

have found that most are in fact surprisingly ordinary 

{Cavallero & Foulkes, 1993). 

Possible explanations for the preponderance of bizarre 

dreams in this sample include differences in dream recall 

under home and laboratory conditions, differences in dream 

content between creative and less-creative subjects, and the 

nature of stimuli that motivate creative activity. 

Researchers {Derus, Derus, & Rechtschaffen, 1971; 

Ochse, 1990; snyder, 1970) have explained the difference 

between the mostly ordinary content of laboratory dreams and 

the more bizarre content of home dream reports as a function 

of the dream recall process under two different conditions. 

Subjects in dream laboratories provide immediate dream 

reports after being awakened in the middle of dreams, 

whereas home dreamers usually have no external motivation 

for dream recall and are likely to remember dreams that are 

in some way highly arousing. According to this explanation, 
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the dreams in this sample would be bizarre because they fall. ' 

into the category of home dream reports. 

In studies using home dream reports, researchers 

(Adelson, 1960; Domino, 1976; Schechter, Schmiedler, & 

Stall, 1965; Sladeczek & Domino (1985); Tonay, 1991) found 

differences between the dreams of subjects classified as 

creative and non-creative, with those of creative subjects 

containing more bizarre imagery. According to this 

explanation, the dreams in this sample would be bizarre 

because they are the dreams of people who are highly 

creative. This finding of a difference between creative and 

non-creative people is controversial and has been challenged 

by other researchers (Blagrove, 1992; Wood, Sebba, & Domino, 

1989-90). 

Because the present study analyzed only those dream 

reports that resulted in creative products, it is not 

possible to draw conclusions regarding either of the 

hypotheses concerning dream recall or degree of creativity. 

What can be said about this sample is that all of the dreams 

that serve as starting points for creative products are 

described as out of the ordinary, either because they 

contain bizarre or fantastic elements or because dream 

sensations are highly intensified. A third hypothesis is 

that the explanation for bizarreness arises from the dream's 

function as an inspiration point for creative activity. 
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Ochse {1990) hypothesizes that it is the content of 

creative inspiration rather than the creative process ·itself 

that is extraordinary. The dream reports in this group 

cannot be said to confirm this hypothesis in full, but they 

do lend support to the observation that it is content that 

"calls upon arousal and attention and makes the experience 

[of creative inspiration] memorable" {Ochse, 1990, p. 254). 

Authors use words like "extraordinary", "overpowering", 

"stunning", "incredibly beautiful", "amazing", and 

"visitation" to describe the bizarre dream images and dream 

experiences in this group. 

Fiss (1986) asks whether primary process or secondary 

process dream content is more likely to result in a creative 

product. The presence of primary process dream content in 

this group of dreams is striking. With the exception of two 

dreams, these reports contain highly unusual juxtapositions 

or transformations. It appears that, for this group of 

writers at least, creative activity was inspired almost 

entirely by primary process dream content. 

Why this finding is so cannot be determined from the 

uneven nature of the dream reports in the present sample, 

which varied in length from three sentences to 37 sentences. 

It does appear that even the shortest descriptions contain 

some of the "creator germ" qualities identified by Briggs: 

"wholeness, nuance, ambiguity, open-endedness and also 
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concrete specificity" (Briggs, 1988, ·p. 288). The> dream 

reports in this group appear to embody ambiguous and open

ended ideas and feelings in very concrete images and 

sensations that catch the dreamer's attention and spur 

creative activity. Fiss (1986) refers to this process as 

"concretization" and defines it as an essential,component of 

artistic creativity. 

Research and descriptions of creative inspiration also 

emphasize their emotionality (Helsont 1977.-78) and 

physiological or sensory nature (Briggs, ''1988) •. One of the 

dream descriptions is entirely physiological in nature; 

strong physical sensations play a major role in a second 

dream; and affect is mentioned in six ofthe dream reports. 

As would be expected from descriptions of dream reports in 

general, all of the dreams in the group contain strong 

visual imagery. 

An interesting departure from the literature, which in 
,. 

general describes dreams as narrative strucfures, is that 

only four of the starting point descriptions appear to be 

narrative in nature, that is to conta~n a plot or a sequence 

of dream episodes. This finding is even.more surprising, 

given the fact that the dreamers in this study are 

professional "storytellers" of one kind or another and that 

the dream reports of highly creative people are generally 

described as lengthier than those of,:noncreative people. One 
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possible explanation is that the dreamers reported only 

segments of what were in fact longer dreams because the 

radio show format of the interviewing process influenced the 

length and content of the dream reports. Another possible 

explanation is that the dreamers may have reported only 

those segments they felt had a direct influence on their 

creative productions. 

Seven of the dream descriptions in this group are 

centered around single predominant visual images: a black 

man on a Harlem street; a deathlike figure in a carriage 

moving through a valley; elephants dancing; trees that 

become cellos; a television character covered in vegetables; 

an engraving of a mother turned away from her daughter; an 

unknown object falling from the sky. The four narrative 

dreams also contain strong visual images: businessmen in 

fifties suits with antennas on their heads; a Bigfoot lost 

in seattle; a crucified skeleton in the back of a closet 

full of beautiful new clothes; a comic character with a tin 

can stuck on his head. Regardless of the length of the 

original dream, it appears that visual imagery played a 

stronger role than narrative as a starting point for many of 

these authors. 

This emphasis on visual imagery in the dream reports is 

not surprising, given the predominance of visual imagery in 

dreams in general (Foulkes, 1993; Jones, 1970; Meier, 1993). 
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That these visual images could function as starting points 

for creative work is also not surprising; previous 

researchers (Arieti, 1976; Ghiselin, 1953; Hunt, 1989; 

Inglis, 1987) have reported that imagery plays an important 

part in creativity. This emphasis on visual imagery is 

discussed further in a later section dealing with the 

transformation of dreams to creative products. 

Dreams Used as Dreams in Creative Works 

Eight authors (one cartoonist, one monologuist, and six 

novelists) reported 12 dreams that were transcribed or 

transformed for use as dreams in their creative work (See 

Table 6 in Appendix A. The creative uses for these dreams 

were varied: they provided metaphors for novels and short 

stories, opening and closing scenes for a dramatic 

monologue, a therapy scene for an unpublished comic strip, a 

recurring dream for the main character of a novel, and the 

provision of a sense of weirdness or unreality for novels 

and short stories. 

The most striking finding in this group of dreams is 

their similarity to those in the group of starting point 

dreams that has just been discussed. All of the dreams in 

this group contain the bizarre or novel images andjor 

strange transformations that characterize primary process 

thinking. six of the dreams concern dismemberment or 

unexpected transitions from death to life. The others 
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contain images that are equally impossible. Some authors 

draw attention to the intensity of their dreaming 

experience, using words like powerful, vivid, tremendously 

erotic, and utterly desperate to describe their dreams. 

Six of the dream reports center on single visual 

images: the dreamer trying to match parts of dead bodies in 

a field; the dreamer's testicles hanging from the bleachers 

in a stadium; a corpse that comes to life; a young boy 

mowing the hair and fingernails of the dead that now grow as 

grass and roots in a cemetery; the dreamer with a woman who 

oozes warm honey from every orifice; the dreamer and a woman 

floating in outer space in a placenta-like bubble. Sensation 

plays a primary part in two of the dream descriptions, in 

which physiological sensations resulted in strong feelings 

of ambivalence for the dreamer while dreaming. Affect is 

mentioned directly in three of the reports. Three of the 

dreams are narrative in nature. 

These points have been discussed above and will not be 

discussed further here. Some differences were noted in terms 

of the transformation of dream material to creative 

products. These will be discussed in a later section of this 

study. 

Provision of New Experience 

For four authors, dreams provided new experiences that 

incorporated physiological and emotional elements. These 
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dreams are listed in Table 9 of Appendix A. Two of the dream 

reports were physiological in nature: a dream of flying and 

a nightmare that caused the dreamer to react with physical 

symptoms, such as a rapid heartbeat and sweating. These 

dreams provided the authors with experiences not available 

to them in real life. Upon awakening, one author reacted by 

immediately cataloging her physical responses to her 

nightmare so that she make use of them in describing her 

heroine's reaction in a dangerous situation. The other 

author also made use of the sensations she experienced in 

dreams about flying to deepen her descriptions of flying 

vampires. 

The third author as a child used to dream of cutting 

the wings off birds so that she could use them to fly. Her 

description is less physiological--she remembers only the 

process of trying to sew the wings together--but she 

describes her waking reaction as brutal and interprets her 

dream as an effort to escape the limitations of her society. 

The fourth author gives no dream reports, but states: "The 

dream allows the person to do things, and think things, and 

go places and be acted upon. The person, in real time, would 

never do those things" (Maya Angelou in Epel, p. 30). 

These dreams support the comments of other researchers 

and theorists concerning the dream's ability to provide 

opportunities for role play and other new experiences (Boss, 
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1977; Foulkes, 1985; Inglis, 1987; Shafton, 1996). They also 

support Blakeley's (1996) insistence that the importance of 

dreams as "full-bodied experience" cannot be ignored. 

Problem-Solving 

Seven authors (one poet, four novelists, and a creator 

of comic books) discussed thirteen instances in which'dreams 

provided solutions to artistic problems. These are listed in 

Table 7 of Appendix A. With two exceptions, descriptions of 

dream content were very brief or non-existent. In seven 

cases, dreams provided the basis for an ending, climax or 

resolution in poems or novels; in the other cases dreams 

provided solutions to problems of character function, tone, 

narrative flow, visualization, and, possibly, metaphor. In 

the latter case, the author was not sure which had come 

first, the metaphor or the dream. Solutions came in the form 

of images, memories, puns, and scenes. 

sources for all of the dreams in this group were 

attributed to the need for a solution to a current artistic 

problem, giving support to anecdotal accounts and research 

in problem-solving in dreams (Dave, 1979; Delaney, 1988; 

Greene, 1981; Inglis, 1987; Krippner & Dillard, 1988; 

Stevenson, 1947). 

Montangero (1993) has questioned the ability of dreams 

to solve a problem-solving function, pointing out that in 

the dream-state reality testing is suspended and the dreamer 
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lacks any means of evaluating the steps necessary to achieve 

a stated goal. This statement is at odds with the subjective 

experience of several authors in this study, who report the 

appearance of solutions to creative problems in dreams. This 

discrepancy in viewpoint may arise from differences in the : 

definition of problem-solving (e.g., Lawson, 1990; 

Montangero, 1993; Sharples, 1996; Smith, Ward & Finke, 

1995). In thinking about the process of creative problem~ 

solving, it is important to consider the type of problem 

being solved. 

In light of the observation that reality-testing is 

suspended in dreams, it is interesting to note that the 

group of problem-solving dreams was the only group in this 

study in which authors reported realistic dreams. Whereas 

the dreams used as starting points or as the basis for 

dreams in fictional works could be described as bizarre, 

novel, or carriers of strong affect, only one of the dreams 

in this group contained elements that would not be possible 

in real life; strong sensation was present in only one, and 

strong affect in only one. Most of the dreams that contained 

solutions for authors were realistic in nature. 

For one author, who was working on a poem, the ending 

appeared in a dream the night after the day work on the poem 

was begun. This is an exception to the common belief, 

beginning with Poincare, that solutions appear after a 
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period of incubation. In the case of another poem by the 

same author, a solution appeared only after months of 

working on the project, including periods when he stoppe(l 

conscious work on the poem. This example lends support to 

the findings of stage theorists (Osborn, 1953; stein, 19?4; 

Wallas, 1926), who define an incubation stage as part ol- the 

creative process. Another author had rewritten the endin,~ to 

a novel ten times before a dream provided the proper "tone"', 

and allowed her to write the epilogue that ended the book. 

In the examples that came from novels, where the work had 

been going on for some time, the time frame for solutions is 

not always clear. In some cases a solution-providing dream 

appeared just when it was needed. 

Sometimes the authors fell asleep thinking about the 

problem on the night a solution appeared. At least two of 

the authors woke from their dream in the middle of the 

night; the time of awakening was not mentioned in the other 

dream reports. Waking reaction to the dream was mentioned in 

seven of the 11 dream reports; in all seven cases, the 

connection between the dream and the work in progress seems 

to have been made immediately. 

The intensity of the need for a solution is not always 

clear. Four authors stated that solutions appeared in 

situations where they were "stuck." For at least two, the 

feeling was intense. For others, the dream seemed to appear 
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with a less conscious need for a solution, causing a change 

or adding to the author's waking intention. 

It is not possible from the dream descriptions in this 

group to know how often dreams provide solutions to creative 

problems. Five of the authors used words like "every now and 

then"; "it's.happened before"; "there have been times"; 

"sometimes" and "in the stories I've ended up liking." While 

these descriptions are too vague to be used to draw any 

definitive conclusions, it appears that for these five 

authors, at least, problem-solving dreams have been useful 

more than once but that they are the exception rather than 

the rule. 

Solutions to creative problems for these authors came 

in the form of images, memories, puns, and scenes. Images 

provided a metaphor for one author, a pun for another, and a 

physical description of a fictional environment for a third. 

A dream scene provided a context and the tone for an 

epilogue for another author. In these examples, dreams 

appear to help authors translate concepts into concrete 

images, a process Arieti (1967) refers to as 

"concretization" (p. 146). For another author, an image 

provided a stimulus for waking fantasy that led to a poem's 

conclusion. 
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Resolution of Ambivalence 

Five authors reported that dreams helped them to 

resolve ambivalence, set priorities, or provide reassurance 

or warnings about the course of a creative project. A list 

of these dreams is provided in Table 9 of Appendix A. Three 

of the authors reported that dreams helped them resolve 

ambivalence because of feelings associated with the dreams. 

Two of the authors provided reports of recurring dreams that 

had influenced the course of their projects by providing 

reassurance or warnings about a project's future course. 

These reassurances or warnings were derived by association 

in that they seemed to recur at times when creative work was 

going well or badly. one author reported that through this 

process of association, she began to learn that the dream 

could predict a future positive course for a creative 

project. 

These authors appear to be among those dreamers who 

follow a centuries-old tradition of using dreams as an input 

to or means of decision-making (Blakeley, 1996; Van de 

castle, 1994). For these authors, emotional responses to 

this group of dreams appear to have played a major role in 

assigning meaning to the dreams and to have been strong 

enough to cause these authors to act accordingly. This 

finding would seem to add credence to the work of dream 

theorists, such as Adler, Gendlin, and Ullman, that 



emphasize work with emotions in dreams (Adler, 1931; 

Gendlin, 1958; Ullman & Zimmerman, 1979). 

Transformation of Dreams 
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It was found that this sample of writers worked with 

their dreams in a variety of ways: accessing feelings and 

sensations; searching for meaning; working cognitively and 

subconsciously with dream material; and creating characters 

or gaining insight into the actions of existing characters 

through their dreams. It appears that they treat dreams as 

just one of many sources of material, choosing those that 

they believe will be useful and discarding those·that are 

not. Some use their dreams in a literal manner; others .alter 

them significantly. These findings are discussed below. 

Working with Dreams 

Authors in this sample worked to access feelings and 

sensations through a focus on or re-creation of dream 

feelings and sensations or by cataloging feelings and, 

sensations after awakening. Their search for significance 

took various forms: they worked to uncover meaning that was 

symbolic, personal, or narrative. Authors worked'cognitively 

to edit, shape, speculate about or impose structure on dream 

material and at a subconscious level by allowing themselves 

to be drawn back into the dream atmosphere, by making 

connections with other events, by accessing memories, or by 

performing dream monologues. Authors created characters from 



dreams or associated dreams with characters from works in 

progress. 

Primary Process vs. Secondary Process 
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The second literature review revealed general agreement 

among most theorists and researchers that artistic 

creativity involves both the primary and secondary process 

thinking emphasized by theorists such· as Kris ( 1952), ·, 

Koestler (1964), and Arieti (1976). There was lack of 

agreement as to the relative contributions of each to the 

process (Blagrove, 1992; Hale, 1995; Hunt, 1991; Martindale, 

1990; Rycroft, 1979; Suler, 1980; Weisberg, 1986). It.is not 

possible to draw conclusions regarding the question of 

relative contribution from the present study results~ 

However, the number of dreams in this study that provided 

the stimulus for creative projects would appear to refute 

previous findings that dreams never result in creative ideas 

(Martindale, 1990) or can seldom be used as the basis of 

creative projects (Rycroft, 1979; Weisberg, 1986). 

Researchers who take the view that dreams are not 

suitable material for creative projects argue that they are 

usually too crude, personal, or narcissistic (Rycroft, 1979) 

to provide the more universal meaning required for public 

use. The need for secondary revision to make dreams 

intelligible for readers is acknowledged by some of the 

authors in the present study, such as Alan Gurganus, who 
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states that "people need maps to your dreams" (in Epel, p. 

99) , John Sayles, who changed a dream "from something just 

visceral to something that a reader could read and say, Oh I 

see what's happening" (in Epel, p. 227), and John· Nichols, 

who says "It's as easy to pull a structure out of a dream as 

it is to pull a structure out of daily life" (in Epel, p. 

186). 

While many examples of secondary process revision 

appear in the present study data, there are also examples of 

authors who access dreams in less structured ways. Ann Rice 

speaks of being "drawn back into the atmosphere" of a dream 

while working (in Epel, p. 211) and of falling into a state 

while writing where she can "capture that feeling of 

standing up there and putting up my hands and calling down 

the rain [in a dream]" (in Epel, p. 214). Her way of working 

with primary process feelings and sensations in dreams can 

be contrasted with the more secondary process approach of 

sue Grafton, who after awakening from vivid nightmares 

"immediately started cataloguing my physical symptoms so. 

that later, in describing [my heroine] in a moment of great 

terror, I could use that information" (in Epel, p. 61). 

Search for Meaning 

A similar dichotomy in ways of working with dreams 

appears to exist among those who choose to interpret or not 

interpret their dreams as part of their creative process. 
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Although he uses dreams in his works in a metaphorical way, 

John Sayles is among those for whom dream interpretationhas 

a low priority: "I really don't psyche my dreams out that 

much after I have them because they're so visceral" (in 

Epel, p. 226). For others, dream interpretation plays ,.a more 

significant role, although the application in itself can be 

creative. Art Spiegelman once placed a dream interpretation 

at the bottom of a comic strip based on one of his dreams: 

"It was all done as a gag. I reinterpreted what was so 

blatantly and obviously a Freudian dream as having to do 

with Jews and Nazis" (in Epel, p. 250). The latter quote was 

one of the few references to psychoanalytic interpretation 

of dream symbols in the data. The lack of attention to 

formal methods of dream interpretation was unanticipated by 

the researchers, who interest lies in that area. 

Dreams are a source of material for Spaulding Gray, who 

incorporates them in his dramatic monologues. In the case,of 

"one of those classic dreams about an identity quest," Gray 

states: "Every time I would do that dream in performance I 

would have new insights into it" (in Epel, p. 80). Gray 

comments that after each performance of that particular 

dream, people in the audience would bring their own 

interpretations to him. This observation supports the view 

of theorists, such as Jung, who believe that dreams carry 

universal symbols as well as personal ones. Although a few 
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authors in this study referred to.dream interpretations in 

terms that could be described as psychoanalytic, authors 

also emphasized that the search for meaning was a narrative 

one. 

While the data analyzed for this group of dreams shed 

little light on contemporary views that dreams have no 

innate meaning (Crick & Mitchison, 1986; Foulkes,· 1985; 

Hobson & McCarley, 1977) , the data do suggest that ·.writers 

actively search for the significance of their dream images: 

Because dreams are primarily visual, you spend a lot of 
time doing what poets do anyway, which is to use 
images: describing them first, .then trying to weigh 
them and understand what they mean and how they might 
be connected to the other images they are surrounded by 
in the dream itself (JWH in Epel, p. 108). 

The preceding quotation is also representative of authors 

who work by making connections between dreams and other 

elements, such as memories, feelings, images, and ideas·. 

This linking of connection-making with creative process 

supports theories of creativity that emphasize 

associationism (Hadamard, 1945; Mednick, 1962). 

Choice of Dream Material 

The data do not provide a detailed understanding of why 

writers chose some dreams and rejected others. Writers 

report that they choose dreams that they can shape, that 

provide a narrative function, or that are personally 

significant to them. They reject dreams that would not be 
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useful to their creative efforts, sometimes because they no 

longer make sense the morning after they have written them 

down, at other times because they believe them too surreal 

for their purposes. The bizarre nature of,many of the 

dreams, referred to in an earlier section of this chapter, 

may lend support to previous observations thatcreative 

people prefer novelty, ambiguity, or highly:stimuiating 

experiences (Barron, 1963; Farley, 1985; Houston &. Mednick, 

1963; Hunt, 1989; Ochse, 1990). Some authors acknowledge 

this directly. For John Barth, the potential "narrative 

imaginative significance" of dreams resides in the 

"arresting momentary vividness or incongruity" of unusual 

dream images or sensations (in Epel, p. 53). 

Transformation of Dreams 

Authors transformed their dreams in a variety of ways: 

by reproducing them literally; interpretiriithem; cha~ging 

or adding details to them; describing deta~l~; and making 

them more metaphoric. Dreams in this group·: f~ll into ·two 

categories: those which were transcribed literally for use 

in creative works and those that were altered in some way. 

Reynolds Price has transcribed dreams literally, having 

intentionally decided to use dreams "straight" in cases 

where he seemed to have been dreaming for one of his 

characters. Art Spiegelman has literally reproduced dreams 

in the form of comic strips. A related form of descriptive 
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use is reported by those authors who experience new 

sensations or feelings in dreams, such as flying or extreme 

fear, and try to reproduce these experiences through·literal 

description of the experience. 

Literal transcription of dream images or dream 

sequences seems to be more the exception than the rule. More 

authors report that they fictionalize their dreams to tie in 

with characters, that they change or elaboratedream 

details, that they make dreams more metaphoric. These 

processes were not·described in detail. 

Influence of Creative Process on Dreams 

Authors discussed possible sources for 40 of the 48 

dreams that contributed to creative process. As might be 

expected from the literature, a large majority of these (35 

dreams)·. were attributed to immediate sources, including 18 

dreams authors connected to creative projects they were 

working on or'· thinking of beginning. Eleven of the dreams 

were attributed to the need for a solution:to a current 

artistic problem. 

Authors in this sample reported that creative work 

appears to influence dreams in four primary ways: by 

intensifying dream frequency or intensity; by serving as a 

source for dreams; by reflecting anxiety around the creative 

process; and by reflecting the course of creative projects. 

The use of dreams to monitor projects has been discussed 



previously. The first three ways in which creative work 

influences dreams are discussed below. 

Dream Frequency and Intensity 
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Some authors report that they dream only when working, 

that dreams appear to "manifest themselves" when they are 

working; that it would be "impossible not to" dream when 

they are working because work is "all I'm thinking about." 

Authors attribute creative work as a source of dreams 

through timing, content, interpretation, and similarity. 

These comments, although limited in number, appear to 

support those researchers who see dreaming as a continuation 

of waking concerns (Adler, 1931; Freud, 1900; Gruber, 1981). 

Dreams about Creative Material 

Dreams about creative material are highly varied. In 

some dreams, the work of other artists is intensified or 

transformed. Art forms, when they appear, may be visual, 

verbal, or involve movement. Characters from works in 

progress appear literally in dreams, often doing unexpected 

things; they also appear as feeling states. Authors dream 

about colleagues in both realistic and atypical ways. 

Anxiety Dreams 

Five authors attributed eight dreams to anxiety about 

the creative process (see Table 8 in Appendix A). Six of 

these dreams were described as recurring. Authors identify 

their anxiety dreams through timing and through 
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interpretation of both symbolic and physiological content. 

They experience these dreams when they are over-committed, 

when they are worrying about uncompleted work, when they are 

worried about failing, being criticized, being rejected. 

Given current, although questioned, views of anxiety as 

a result of creative process, the small number of authors 

reporting anxiety dreams in this sample is somewhat 

surprising. No conclusions can be drawn from this result, 

however, given the unstructured nature of the interview 

process. It can be stated that the reports of some of the 

authors tend to confirm hypotheses concerning a positive 

correlation between creative activity and anxiety (Belicki & 

Belicki, 1986; Hartmann, 1984; Smith & VanderMeer, 1994). 

Conclusions 

This study produced an outline of functions that dreams 

serve for creative writers, an outline of some of the ways 

in which writers work with their dreams, and an outline of 

some of the ways in which the creative process appears to 

influence dreaming. These outlines are summarized below, 

followed by a discussion of the limitations of the study, 

significance of the study, and suggestions for further 

research. 

Functions of Dreams for Creative Writers 

It was found that dreams provided starting points for 

n 1
'ne authors, that the starting points 

creative work for 
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involved a variety of genre, that they were varied in 

nature, and that the dreams that inspired creative endeavors 

were out of the ordinary. It was found that dreams were used 

as dreams in the work of seven authors and that these dreams 

were also extraordinary in nature. With the possible 

exception of one dream, the 23 dream descriptions in these 

two categories, fit various descriptions of what Freud first 

called primary process thought. 

The predominance of primary process material in these 

two groups of dreams was striking, given contemporary 

findings that the content of most dreams is surprisingly 

ordinary. Possible explanations for this discrepancy include 

differences in dream recall under home and laboratory 

conditions, differences in dream content between creative 

and less-creative subjects, and the nature of stimuli that 

motivate creative activity. 

The predominance of visual content in these dreams was 

also striking, although not surprising since ~~rang visual 

imagery is characteristic of dreaming in general. Somewhat 

more surprising, given the commonly accepted description of 

dreams as narrative in nature, was the emphasis on single 

visual imagery as opposed to dream narrative in this study. 

This finding appears to support other findings in the 

literature that imagery plays an important part in 

creativity. It is also possible that the images described by 
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these authors were parts of longer dream sequences which the 

authors did not describe. 

In addition, the outline of functions of dreams 

revealed that dreams provided solutions to a variety of 

creative problems for six authors, that the appearance of 

solutions was influenced by certain conditions, including an 

intense need for solution, heavy involvement in a creative 

project, and steps taken to encourage dreaming. This finding 

supports a variety of anecdotal and research accounts that 

point to a problem-solving function for dreams. This finding 

conflicts with the viewpoint of other researchers who 

question the ability of dreams to serve a problem-solving 

function. This discrepancy in the literature may arise from 

differences in the definition of problem-solving. This group 

of dreams was striking because of the predominance of dreams 

that could be described as realistic in nature. Only one of 

the dreams in this group contained elements that would not 

be possible in real life; strong sensation was present in 

only one, and strong affect in only one. 

It was also found that dreams provided new experiences 

for four authors, including experiences, such as flying, 

that were not possible in ordinary reality. T~ese 

experiences provided the authors with new insights into 

their characters, with surprising endings to their works, 

and with descriptive material for various situations. The 
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dreams in this group support previous findings that dreams 

provide opportunities for role play and other new 

experiences and that dreams can be considered full-bodied 

experiences. 

In addition, it was found that dreams influenced the 

creative process by helping authors resolve ambivalence, set 

priorities, or reassure creators about the creative process. 

These functions were achieved through working.with the 

feelings that dreams engendered, through interpretation of 

dream content, and through the association of certain dreams 

to recurring life events. The authors in this group appear 

to be a part of a larger group of dreamers who use dreams as 

an input to decision-making. The emphasis on emotional 

responses to the dreams in this category appear to support 

the work of dream theorists who encourage working with 

emotion in dreams. 

creative Transformation of Dreams 

The outline of dream transformation revealed that 

writers treat dreams as just one of many sources of 

material. It was also found that they work with dreams by 

accessing feelings and sensations in and about dreams, by 

searching for symbolic, personal, or narrative meaning in 

dreams, and that they work both analytically and 

ub 
· ly w1'th dream material. The emphasis was on s conscJ.ous 

. ·ng and on secondary process work. Creators 
narrat1ve mean1 
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transformed dreams into creative products by reproducing 

dreams literally and by fictionalizing their dreams. In some 

cases, authors appeared to be dreaming for their characters; 

in other cases dreams were assigned to characters in order 

to enhance dramatic effect. 

The number of dreams in this study that provided 

inspiration for creative projects appears to refute previous 

findings that dreams never result in creative ideas or are 

too personal to be of universal significance. The 

predominance of secondary process approaches to dream 

transformation support the view that creativity involves 

both primary and secondary process thought. Examples were 

also found of authors who work with dreams using primary 

process thought. A difference was also found between writers 

who interpret their dreams as part of the creative process 

and those who do not. 

Although some authors state that they reproduce their 

dreams literally in their works, this is not the case for 

most of the authors in this study. In general, dreams appear 

to provide raw material for creative work rather than a 

finished product. 

Influence of creative Work on Dreaming 

The outline of influences of creative work on dreaming 

revealed that creators dream about creative material, 

including the work of other artists and their own work in 
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progress; that they attribute the source of certain dreams 

to anxiety about the creative process; and that they 

associate dream frequency, intensity, and content with 

creative work. Characters appear literally in some dreams 

and indirectly through feeling states in others. Creators 

appear in dreams with their characters or as their 

characters; characters do things that are unexpected; and 

dreaming about characters is associated with intense 

involvement in creative projects. Associations to anxiety 

are made through timing or dream interpretation. Most of the 

dreams in this study were attributed to immediate sources. 

This finding is not surprising: there is general agreement 

in the research literature that most dreams have their 

origins in immediate events. 

Limitations of the Study 

The study is limited by the size of the sample, by the 

selection of the sample (personal preference of the 

the Unstructured nature of the interview 
interviewer), by 

t t of the interview process (a time
process, by the con ex 

limited, live talk-show format), and by the lack of access 

for fol low-up interviews. Because of these 
to the sample 

t Possible to draw any broad 
limitations, it is no 

the issues discussed in this chapter. 
conclusions concerning 

Despite these limitations, the data do appear to lend 

. . th cries and previous research findings 
support to ex1st1ng e 
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discussed above and in Chapter Five concerning the use and 

function of dreams in creative process. 

Significance of the Study 

The results of the present study suggest that dreams 

are a useful source of raw material to some writers and that 

their influence can sometimes be significant, serving to 

inspire certain creative works and to cause changes in 

others. They suggest that dreams also serve as an input to 

decision-making for some creators. They call attention to 

the contribution of visual imagery, of affect, and of 

physiological sensation to the creative process and of the 

experience of dreaming as an "embodied event." They also 

appear to support the call of contemporary researchers for 

additional research into specific fields of artistic 

endeavor (e.g., Tardif & Sternberg, 1988), for research into 

primary process and creativity (e.g., Fiss, 1986) and for 

research into home dreams (e.g., Hunt, 1989; Kuiken & Smith, 

1981). 

By illustrating a variety of dream experiences, meanings, 

and functions, the study findings also have implications for 

practitioners in the field of counseling psychology. 

Clients, like writers, work with their dreams in many ways: 

by making associations and connections to dreams, working 

through feelings generated by dreams, describing dream 

· re-creating dream experiences, and 
events and 1rnages, 
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investigating the meaning of symbols and metaphors. These 

are all useful and appropriate ways of working with dreams, 

and practitioners should be prepared to support and 

encourage their clients to work with dreams in individual 

ways. 

:Dreams can also serve many functions for clients, just as 

they do for writers. They can be useful tools for exploring 

feelings, resolving ambivalence, and solving problems. They 

ca~0also be powerful tools in helping clients discover or 

unlock their creativity. 

Suggestions for Future Research 

The strongest findings in this study emerged from the 

outline on the functions of dreams for creative writers. The 

findings fell into well-defined broad categories that 

supported previous research findings and existing theories. 

The ,'outline concerning the transformation of dreams to 

creative products was less well-defined and less detailed. 

Descriptions of creative process in this sample appear to be 

too 'limited in size and content to shed much light on the 

transformation process. A valuable extension of this study 

would be an in-depth qualitative study of a single author or 

small group of authors who can furnish more detailed dream 

descriptions, perhaps from dream journals, together with 

examples of the corresponding creative products, and some 



discussion, even though retrospective, of the process 

involved in moving from the dream to its application. 
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The study also called attention to several areas in 

which individual differences appear and which could provide 

areas for further study: primary process vs. secondary 

process approaches to creative work; emphasis on visual 

imagery vs. physiological sensation as inspiration for 

creative work; dreaming "for" characters vs. dreaming 

"about" characters; literal reproduction of dreams vs. 

transformation of dreams; and interpretive vs. experiential 

ways of working with dreams. 

In the last analysis, the study results contain many 

more questions than answers concerning the creative process. 

Many of these questions concern individual differences in 

approaches to creative process, to working with dreams, and 

in the process of dreaming itself. It may be that while 

certain commonalities can be identified in each of areas, in 

the end we will find that individual differences 

predominate: that there are as many ways of dreaming as 

there are dreamers and as many ways of creating as there are 

creators. 
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TABLE 5 

Dreams as Starting Points 

Author Dream Name 

Arthur Spiegelman Tin Can Man 

Nazi Party 

Maurice Sendak 

John Sayles 

James W. Hall 

Jack Prelutsky 

Reynolds Price 

Clive Barker 

Allan Gurganus 

Mother and Child 

Assholes 

Bigfoot 

Alien 

Premature Burial 

Dark carriage 

Vegetable Man 

Elephant Ball 

Musical Garden 

Closet crucifixion 

strawberries 

Wings 

Genre 

Comic Strip 

Comic Strip 

Illustrated Book 

Movie 

Poem 

Poem 

Poem 

Poem 

Poem 

Poem 

Short story 

Short Story 
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Table 6 

Dreams Used as Dreams 

Author 

Art Spiegelman 

Spalding Gray 

Jack Nichols 

Reynolds Price 

Ann Rice 

Robert Stone 

William Styron 

John Sayles 

Dream Name 

Male Mail 

Strawboy 

Lost Testicles 

Body Parts 

Character Dreams 

Greek Tragedy 

All Wrong 

Living Corpse 

Sheep carpet 

Honey Woman 

outer Space Bubble 

Hairy Grass 

Genre 

Comic Strip 

Monologue 

Monologue 

Novel 

Novels (2) 

Novel 

Novel 

Novel 

Novel 

Novel 

Novel 

Short Story 
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Table 1 

Dreams Used for Problem Solving 

Author Dream Name Genre 

Jack Prelutsky Ending Poems 

stephen King Ending Novel 

Setting Novel 

Bharati Mukherjee Ending Novels (2) 

Amy Tan Ending Novel 

Anne Rivers Siddons Climax Novel 

Resolution Novel 

Character Function Novel 

Isabel Allende Metaphor Novel 

Tone Novel 

Art Spiegelman Narrative flow Comic Book 

visualization Comic Book 
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Table 8 

Anxiety -Dreams 

Author Dream Name Genre 

Stephen King Madwoman Over-committed 

William ,Styron Waterspouts Uncompleted work 

Elmore Leonard Falling Fear of failure 

Climbing Fear of failure 

Naked Fear of attention 

Ad Agency Fear of failure 

Robert Stone critics Fear of rejection 

Sue Grafton Nightmares Fear of emptiness 

Fear of criticism 



Table 9 

Other Dreams 

Author 

New Experiences 

Maya Angelou 

Bharati Mukherjee 

Sue Grafton 

Ann Rice 

Mysteries 

Robert Stone 

Character Development 

Anne Rivers Siddons 

Amy Tan 

Maurice Sendak 

Monitor Process 

Isabel Allende 

Dream Name 

Wings 

Monster Dog 

Flying 

outerbridge 

scratch 

Insight 

opera 

Grandmother 

Genre 

Experiment 

Metaphor 
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Physical symptoms 

Deepens sensuous 

aspects 

Evocative image 

Function 

Emotional Level 

Raise emotions 

Monitor process 

continued/ 



Table 10 

Other Dreams (continued) 

Author 

Maya Angelou 

Establish Priorities 

Ann Rice 

Maurice Sendak 

Amy Tan 

Reflect Creative Process 

Dream Name 

Arc de 

Triomphe 

Small Town 

Flying 

Typewriter 

John Barth Subtitles 

James W. Hall 

James w. Hall 

Leonard Michaels 

Ann Rice 

words 

Morgue 

Tongue 

Lestat 

Genre 

Monitor process 

Monitor process 

Confirm project 

Resolve 

ambivalence 

Set priorities 

Dictation 

Lecture 

Book tour 

style 

Character 
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Table 10 

Other Dreams (continued) 

Author 

John Sayles 

Maurice Sendak 

Art Spiegelman 

Art Spiegelman 

Dream Name 

Robert Redford 

Anxiety 

Holocaust 

Works of Art 

Genre 

Colleagues 

Book tour 

Research 
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Table 10 

Codina Samples: Assignment of Index Number to Text 

Author P-Index 

AG 1.1000 

AG 1. 2000 

AG 1.3000 

AG 1.4000 

AG 1.5000 

Text 

In my book White People, there's a 

story called "It Had Wings." 

The derivation of the story is 

completely connected to a dream. 

Some years ago I had a dream in which I 

was standing at a kitchen sink in a 

suburban house, like the one I grew up 

in when I was a little kid, and I saw 

something fall in the backyard that was 

the color of a caucasian. 

It fell with a kind of smack onto green 

grass near a picnic table. 

It seemed to have fallen from about 

five miles up in the sky, straight 

down into this little yard. 
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Table 11 

Coding Samples: Linking of Codes to Index Numbers 

Code Author P-Index 

DCP.P.GEN.SS AG 1.1000 

DCP.P. SRCE AG 1.2000 

DCP.D.TIME. DELAY AG 1.3000 

DCP. D. CONT. COLOR AG 1.3000 

DCP. D. CONT. SOUND. smack AG 1.4000 

DCP.D. CONT. REALIZE. fall AG 1.5000 

DCP.D.CONT. SOUND. hit AG 1.6000 

DCP.D.ATTN. SOUND. hit AG 1.6000 

DCP. D. ATTN. SOUND. thwunk 
AG 1.7000 

DCP.D.ATTN.WORDS.wings 
AG 1.8000 

DCP.D.CONT. REALIZE. wings 
AG 1.8000 

DCP. D. CONT. WORDS 
AG 1.9000 

DCP.D.CONT. WORDS. emblazoned 
AG 1.9100 

DCP.D.REACT. WORDS. beautiful 
AG 1.9200 

DCP.D.REACT. WORDS. perfect 
AG 1.9300 
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Table 12 

Coding-samples: Alphabetical Sort of Codes and Text 

Code Author P-Index Text 

CPD.D.CONT.AU.ask JH 20.9000 She sat up while we were 

looking at her and I 

asked the doctor, "How 

could that possibly be? 

CPD.D.CONT.AU.ask JH 20.91000 How could she be sitting 

up? 

CPD.D.CONT.AU.ask JH 20.9200 She's dead." 

CPD.D.CONT.AU.threat MS 12.1000 For weeks before I 

delivered the manuscript 

to my publisher I had 

dreams of someone trying 

to take my baby away 

from me. 

CPD~D.CONT.AU.try AS 13.7000 I'm trying to get the 

can off and it won't 
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Table 13 

Samples of Memos: Coding Issues 

Code Date 

CODE.D/P 2/28/96 

CODE.MEAN 2/28/96 

CODE.ATTN 3/8/96 

CODE.UNUS 3/10/96 

Memo 

Created two higher order categories 

to separate text concerning dreams 

from text concerning process. 

Where to put meaning--with D or with 

P? Put with P-codes--assignment of 

meaning comes after dream--part of 

dreamwork or process. 

set up ATTN code for what gets 

author's attention, eg., four really 

startling dreams. Need to go back 

and check earlier coding. 

New code for unusual content. Need 

to go back and check earlier coding. 
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Table 14 

Samples of Memos: Operational Issues 

Code 

OP.D/P 

OP.D/P 

OP.DIDX 

OP.DIDX 

Date 

3/2/96 

3/6/96 

3/12/96 

3/15/96 

Memo 

Insertion of higher-level codes in 

single code field is tedious. Create 

a second field to hold this data? 

Creation of second field causing 

other difficulties. Go with 

insertion into single field. 

Distinction arising between dream 

reports and general discussion about 

dreams. May be useful to code dream 

report text with a dream number. 

Additional field added to contain 

dream number: 01, D2, etc. 
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Table 15 

Samples of Memos: Literature Issues 

Code Date 

LIT.ATTN 6/5/96 

LIT. IMG 3/12/96 

Memo 

What gets authors' attention--may 

affect both recall and process--not 

sure there is anything about this in 

lit review--may need additional 

search. 

Use of single images as basis for 

story (AG, CB, MS)--more important, 

narrative (JB) or image? Don't think 

any lit on this--look for ••••• 
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Table 16 

Samples of Memos: Validity Issues 

Code 

VAL.UNUS 

VAL.NM 

VAL.EMO 

Date Memo 

3/10/96 Added code for unusual content. Check 

previous coding--may be difficult to 

distinguish whether author's 

attribution of unusual or my own. 

3/15/96 Nightmare code also causing attribution 

problems--be clear when AU says NM and 

when you classify. 

3/1/96 Difficulty distinguishing when emo 

generated: during dream or waking 

reaction. Also difficult when AU says 

emotional and when you attribute •.•• 
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