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Abstract: This article describes the theoretical arperiential development of a
methodology designed to access the unconsciowseoholders through drawings of

their dreams. Based on the pioneering work of Giddawrence and his Social
Dreaming-Matrix, this methodology holds the assuampthat dreams belong not only to
the dreamer but are expressions of the collectim®niscious from which important
meaning for the organization can be gleaned. Rels@ar the use of drawings in
organizational consultation and research illusgrétte important value of these projective
methods, and two Social Dream-Drawing sessiongeseribed in depth. The article
closes with an elaboration of two aspects of tieiw methodology that differentiate it
from Social dreaming: the potential for deeperasdo unconscious material (due to the
combination of both visual and verbal data) andrthe of the drawing as a “third eye”

on the process, giving the drawer some distanee th@ dream material and the
possibility to associate with the group. In thisgess, original dream material emerges
more and more, and collective associations deéffenarticle emphasizes the important
role of the facilitator to clearly communicate fha@pose of the methodology and to both
contain anxieties regarding regression and encewsgative thinking and deeper
understanding. It is also the role of the fadiitao help participants link the material to
larger organizational issues.

“All representations are transformations.” (Bion,
1965, 140)

Dreams offer “...transitional space for discussion,
finding other ways beyond denial and splitting,
which are integrative and healing.” (Bain 2005, 9)

Introduction: From the Depths to the Drawing Pad

The use of individual dreams and dream materidluiminate social processes was
pioneered by the work of Gordon Lawrence and higé&®reaming methodology

(1999). Participants in the matrix are invitedshare recent dreams, and members of the
matrix make associations to them. The hosts ofrthtix ‘take’ these dreams, offer
hypotheses that link the dreams thematically aiggisst possible underlying meanings
relating to the social or organizational world lo¢ tmatrix. It is this use of dreams to
explore the underlying issues of social systemssttas led to my interest in developing a
related methodology, Social Dream-Drawing.



As one’s original dream experience makes its jopfrem a totally unique internal
experience to its ‘presentation’ to the world thgbuwlrawing, it becomes transformed.
The delicate and mysterious ‘decision’ of the dreata attempt to recall — usually while
still in bed and just awoken - begins this proceBlse dream material becomes lodged
imperfectly into some sort of disconnected nareatin the mind’.

From this first ‘achievement’ comes the opportundyransform it yet again, either
through language (by telling another or by writihdown) or through drawing.
Sometimes, it is drawn and further elaborated bywhtten word. When the fleeting,
often chaotic ‘pictures’ in the unconscious araespnted on paper, they enter an arena
of transformation. It is there that the dreames Im@ught to physical reality what has
already uniquely emerged from the unconsciouselkery immediately forgettable bit,
rejected fright, illogical and therefore impossibtest’ dream fragment, come those that
we somehow feel able to refine, reframe, and remtet® others.

One can say that any step in bringing the dream fte original is an act of
transformation. Bion (1965), in his theory of s&rmations, uses the example of the
artist who paints a field of poppies. When hefdbes so, elements of the original field
(what he terms “invariants” [ibid., 4]) remain uteakd (i.e. the red coloring), in order for
the painting to be recognizable as a representafitmat particular landscape. Just so,
the transformation of the original dream mater@itains invariants that link the original
dream material to the drawing and make it recodphézaln this process, one can say, a
kind of transformation in the psyche of the dreaawer takes place.

But there are challenges. How can one possiblychidhe experience of the dream with
the materials of drawing, especially if one doesss® oneself as a good enough artist?
One must somehow translate a 3-dimensional experiemo a 2-dimensional one. Does
the paper resist the easy flow of the images? dbafs colored pencils really capture the
colors? Must a ‘story’ (as a cartoon) be madeocbuinrelated images? Will the effort
overtax one’s artistic abilities? How can one staye’ to one’s original dream
experience?

Stephen Hau (2002; cf. 2004), a psychologist anchinee of the research staff at the
Sigmund Freud Institute, Frankfurt am Main, Germatigt an experiment designed to
compare what were termed “free-imagination drawirgsl “dream drawings” He and
his colleagues asked sleepers to wake up and inategddraw what, if anything, they
had just dreamt. He later asked them to make ‘ifresgination drawings” during a
conscious state. Then he compared the two kindsagfings.

Hau noted that dream drawings have a childlikeiyuahd represent a regression into
earlier childhood stages (the average age for ddramings being 8.6 years and for free
imagination drawings being 10.2). The dream imalgesays, are from earlier
developmental stages, even though they may regresesh more complex material.

Hau sees dream drawing as being mainly concerniiddrawing a story and creating
some kind of connecting cord. The line of thoudhas the remembrance and the



sequence of images of the perceived and remembdesadh experience are supposed to

be brought together and shown. Breaks, summatiasiges of perspectives, sequences
of action, the space and time of the dream arearw®t! in the image, which doesn’t give
room or space for perspective representation. \Wagpened in the dream is condensed.

Despite these limitations, however, Hau and hiteegues make the important
observation that by drawing a dream, one is cltisére original experienced image
(Hau 2002, 199). At the same time, the potentiatifstortion or, for what Karien van
Lohuizen (personal communication 2007) termed dbghistication of the process of
getting things lost’, lies in overly elaboratedwiags, ones that are meant to show good
drawing or good imagination, that are not well &dko the original experience.
Nevertheless, by using a methodology that encosrtmgse drawings, the question
becomes ‘What is facilitated by this effort and wpassibilities for learning does it
offer?’

Dead Babies In the Mud — Group associations to a dam drawing of my client

The first time | recognized the power of the draygiof dreams for my work was in
2003. In April of that year | gave a presentatio@ university class about a consultation
with a client who would only work with me over ttedephone (Mersky, 2006). The
client is a very ambitious female in her mid-4®#ho is very fastidious about her
appearance. A few days after the presentationa‘student in the class, had a vivid
dream about my client. One part is as follows:

We ['J’ and my client, Leslie] are now standingdigep in brown, muddy water
and there are small, soft and wet looking littlansls with some sort of grass on it
like in a moorland. Here everything including oarrher business-like clothes are
in brown and pale green colours. There actualhoifiorizon or sky; it is all

white, bright and a bit foggy. Leslie is at my rigide and now | can see her for
the first time. She looks a bit like Winona Rydaig eyes, short brown hair and a
desperate look on her face. She is close to tpalls,my sleeve at the right arm
and is trying to tell me something. She seemsafraould punish her or be
angry with her, but she wants to tell it no mattdiat. Then | can make out what
she is constantly saying: "l killed all the babiesar me? | killed them". At first |
do not understand what she is talking about, bert thcan make out many little
baskets swimming near the islands. Leslie grabls aumasket and shoves it over
to me and in it is a dead baby, pale, dead andwitkdmud and grass on it. In the
dream | have the impression that she killed théime before by pulling the
whole basket under water. Surprisingly | do not &g anger or that she should
be punished. In fact | sort of expected this aké fhas a plain fact. | just want to
tell her that it is no surprise to me that shetlid and that everything in her
appearance tells this, as if it was written infoeehead and that | wonder why
she is making such a big deal out of it...as tleawirends...



‘J’ emailed me the dream and offered to bring pie$wof the dream to a subsequent class
for our reflection. She brought four big drawindghos dream and ‘talked’ us through it
and them. Her picture of the above dream segmédraltsv:

3 "-v“

The associations to this picture dealt in large wéh the mud and dirt of the dream and
also on Leslie’s deep shame for having killed balbied covered them with mud. We
tried to connect these associations to two impoferts about her: she is a pediatrician
and, though married, has no children. The drawitgedream was noted as being
‘cleansed’ in a certain way, as if it the matewals just too difficult to look at.

My experience was that | was discovering partsesilie that | would never otherwise
have accessed. In my work with her over the pastyfars, | knew that she was very
concerned about how she looked, what impressiomstae, and how she was seen —
whether she had, for example, the right express&ire would often discuss preparations
for upcoming unstructured situations, where shelavba quite visible, i.e. office parties,
workshops. She was also terrified of those timesmwdhe was tired and would lose her
temper or do something destructive in her inteoastiwith others. She had been more
than once reprimanded for being unable to work wéh other people.



The idea of being covered with mud for having deame unforgivable act (that must
always be covered) was an important metaphor fosagequent work with her. | was
confirmed in my ongoing hypothesis that her seffresentation was strongly influenced
by an early trauma of some sort. To be clean, freshdirty, with the right expression
and — especially — to be kept pure by the distaftee phone line made more sense and
also helped me to accept that, for her, this wastbsest intimacy she could handle. |
became less judgmental of her choice to work oglphone.

The associations to this dream picture provideohd &f ‘third eye’ on the consultation.
A great deal of space was opened for me to work asslie, not in the sense of sharing
this experience with her, but in the sense of bainlg to develop and hold more
hypotheses about her and her inner world. | grne@ndo the idea that Leslie’s
unconscious had somehow met ‘J’ in her dream, laatd' 3’ had actually had a dream on
behalf of the consultation. | felt identified withe figure of ‘J’ in the dream, who heard
my client’s deeply shameful confession and sawethdence of my client’s terrible deed.
What was especially important was that ‘J’ offehed forgiveness and acceptance.
Though | had never articulated it, | realized tlasta consultant, | was taking a similar
role with Leslie and that ‘J’'s dream provided alfier reinforcement for this stance. |
felt reaffirmed in my professional role and re-igerated in my consultation work (which
is still ongoing).

Understandably, | became quite excited about tissipiities for exploring drawings of
dreams for future work.

Psychoanalysis and Dream Drawing

The value of the drawing of dreams has historiodl @ontemporary support in
psychoanalysis. Freud wrote about the Wolf Mané&nding of his childhood dream about
wolves, and he also acknowledged that latent comtasa revealed in the drawings of
dreams undertaken by Marcinowski (Hau 2004; Fisd8&i7).

Bion (1965) considers the painter’s representatioa field of poppies similar to an
interpretation of a patient’s unconscious matevidderein “the facts of an analytic
experience (the realization) are transformed imtingerpretation (the representation)”
(ibid., 4), whether by patient or analyst. Frore perspective, the key aspect of this
transformation is that “an experience, felt andcdesd in one way, is described in
another” (op.cit).

Bion’s notion that the painter’s representatiom$farms the original landscape in the
same way that an interpretation transforms anatgtiterial suggests support for the idea
that the dream drawer is also transforming uncanscmaterial. Not only is
unconscious material made available to the dreéamel the group), it is being worked
on, worked through and elaborated in the courg®ingjing it into the social arena.



Based on his work with patients’ drawings, ChaResher (1957), a psychiatrist at Mount
Sinai Hospital in New York, believes that the afctr@ating images of one’s dream
evokes dream images that would otherwise not coragvareness. He writes:

It is an interesting feature of these experimemas some of the latent content of
the dream emerges and becomes evident throughidbess of drawing the
dream. Itis very likely that this content wouldttbecome evident if the dreams
were reported only verbally and not drawn....Themasloubt that because
dreams are largely visual in structure the usueglgwerbal analysis results in
the overlooking of significant latent content (F@sli957, 36).

Linda Brakel, a psychoanalyst and faculty membéha@tMichigan Psychoanalytic
Institute, proposes that dream drawing be offigialtegrated into analytic treatment. She
compared patient verbal-only reports and assoaiatio their dreams to their verbal
associations to drawings of these same dreamsd@henents the greater depth of
material and detail revealed by the combinatiotvefbal association and pictorial
renderings” (Brakel 1993, 368). In her view thisrdmnation provides greater access to
the time in the patient’s life when pictorial repeatations were more dominant and thus
tap into earlier material that would otherwise betaccessed by purely verbal means.
Furth (1998, 12) takes another step when he nbé&sgictures from the unconscious
represent primitive, raw material taken directlyrfrthe unconscious, undeveloped, yet
filled with the unconscious content closely coneddb the individual’'s complexes”.

Unconscious revealed: Using drawings in consultain and research

In the traditional organizational development fialal in the field of Socio-Analytic
research and consultation, the use of drawingprea®d extremely useful. The risk one
takes in using this methodology is client resistadge to a fear of infantilization and a
skepticism that anything practical can truly bengdiby such a methodology. Because
one is engaged in an activity associated with bloiddi, there is a natural fear of
regression and of appearing too childish or of aimg something that is better kept
private. Very often, the success in convincindient or research subject to undertake
such an activity is based on the existing trustvbenh consultant/researcher and
client/subject, perhaps through previous work mtsgj@r previous participation in
training programs, workshops or group relationde@mces. And, because this activity
often produces anxiety in the client system (insidé outside the group), the role of the
facilitator in explaining the purpose of such aereise and conducting the intervention
in a well bounded and contained way is extremelyartant.

In terms of methodologies, a common assignmert &k a group to draw a picture of

an animal or a machine that represents one’s argaon (Morgan1993) or, simply, to
make a picture of their organization. One way thdrsgvings are then worked with is as
follows (Beumer/ Sievers 2006): Finished pictuaes mounted and displayed around the
room. Each one is explored in depth. The firspss$ for the drawer to explain the
drawing. After initial clarifying questions are avered, group members associate to the
picture, while the drawer remains silent. Aftgreaiod of 15 or so minutes, the drawer



responds and shares his/her reflections. Fronettrience, a general discussion or set
of associations at the group level may take plawgjtated by the consultant or the
researcher. Often this is an opening exercise avdlhoup that will subsequently be
working at a concrete level in a change managemreaistrategic planning process.

Practitioners and researchers using pictures @regtto elicit material that lies out of
awareness and that generally underlies currenigmraband challenges. Whether
approached from the perspective of Jungian anaytitherapy (Furth 1988; Broussine
2007), psychoanalysis (Fisher 1957; Brakel 1993amio-Analysis (Gould 1987;
Nossal 2003), access to “unknown and unconsciotsriall (Furth 1998, 9), which is
brought “to the attention of the consciousness'tfiu998, 12) is the goal.

In describing the methodology Mental Maps, Larryu8anotes that the idea is “namely,
to make unconscious or covert experiences, cosifiotl fantasies conscious, and thereby
available for interpretation, explication and ifgig(Gould 1987, 5-6) and to “elicit
previously inchoate, unorganized and/or preconscaasumptions and fantasies, and to
give them sufficient form for scrutiny and analygiGould 1987, 3). In order to make
this possible, adults are encouraged to playf@gress by drawing, which is in the
service of the overall task of bringing this madéto awareness. It is the work of the
consultant in an ongoing way to help the clientugréink this material to their
organizational reality. This is often done by it#igimg themes that emerge from the
material, by making links between drawings and tbgrong what appear to be
contradictory hypotheses reflecting the data.

At the group level such work offers the possibititydevelop a shared understanding of
one’s organization, as associations to individietipes become linked with one another
and themes begin to emerge in the discussion. tiEiergan (1993, 11) finds this a
critical advantage. As he puts it:

The challenges in times of change is to find shanednings that are themselves
in flux, so that people are encouraged to findreelligent place in the world
around them.

A well contained group environment, with a cleaktand well bounded facilitation can
become a place for creativity and new thinkingywati as a safe environment to
experiment with other sides of one’s identity ardspnality in role. Brigid Nossal
(2003) terms such an environment a “thinking spadesre there is openness to sharing
and exploring in a different way” (Nossal 2003, B).this space, which is “characterized
by a great deal of individual and collective crei#yi and a spirit of playful
competitiveness among the participants” (NossaB26Dthere is the possibility to
explore serious ideas and problems.

She continues:

There is something in the inherently playful andssel nature of drawings that
helps to create a working space where there igéeelom to engage with the real



experience of people in organisations in a way ¢énatances people's capacity to
think creatively together, to learn and to 'breatbe life' or 'fresh air' into a
space that has become saturated in a way thatepssplstifled or so anxious that
they are no longer able to think (Nossal 2003, 19).

Through this playful and creative methodology, ctermlata (often too complex to
completely process at once) emerges. Often caotoagimages and deep anxieties are
reflected and participants are awash in the conide)of their organization. This is one
major advantage of working with both visual andoatidata so that “the brain is able to
both store and give expression to far more comgéa in a visual form, such as a
picture, than it is able to do verbally” (NossaD304). More parts of the brain are
stimulated and are also required to sift througltvemerges.

There is also an important benefit to focusing @mething separate from the individual
(i.e. a drawing) as opposed to what is being saideamoment. Once the picture is
drawn (as my colleague Martina Joachem points @gut@nnot be revoked. One cannot
change one’s mind and ‘take it back’. On the otteerd, it leaves the drawer and the
group with something that is outside and whiclcati relate to together. This is termed
the “third factor”, i.e. the drawing as “a medmgior an intermediary
device...[that]...enables the data to be out therbendrawing rather than in the
immediate exchange between individuals and inwfaig it allows difficult material to be
explored in a way that is less threatening” (No2€4I3, 7).

That fact that working with drawings helps to “caintthe playful as well as the serious”
(Vince/Broussine 1996, 17) is well illustrated e tfollowing example from colleague
Stephanie Segal:

It was through my first exposure to her [Virginiati® work that | saw how
powerful using drawings can be in an organisatiool@. One of the workshops
that | attended encouraged a group of public sgextifessionals to spend an hour
each drawing their work roles. Lots of lovely higleets of paper and colourful
pens were placed around the room. One of themaa H&acher, who was feeling
very jaded, drew a cruise liner with herself athleém of the wheel on the top
deck with lots of teachers peering out of all tabin holes. There was not one
child in sight. When the facilitator asked the Héaalcher what she saw in the
picture, she was unable to see the absence ohildeen (the primary task of the
school) and only when others in the group pointexdi, did she realise how
managerial and bureaucratic her post had becomeshdwas disliking it so
much and how removed she felt from the childremds$ so dramatic and she was
very choked. It really was an enormous moving pfmnter, she eventually
resigned as a Head teacher and moved to a poagiarilocum where she had far
more contact with the children which was the péthe work she adored (2007
email communication).

Ultimately, the true value of such a methodologs lin its effectiveness in organizations.
Morgan (1993, 9) documents the advantage and #neifgs such a request can bring.



Perhaps he does not state the case too dramatmahy he writes “...imagery can be
used to create breakthroughs on organizationalgmand find new initiatives in
difficult situations”.

Access to the unconscious feelings of groups agdrizations serve as a prime
motivation for the use of drawings in researcha Boon to be published book entitled
“Creative Methods in Organizational Research”, MiehBroussine (2007, 8)
summarizes the many advantages:

...the use of art as a research approach enableegeammmunicate
multifaceted information and feelings about thegperiences in organizations and
other social settings. It legitimises the exprassibcomplex, subtle and possibly
irrational facets of organizational experience.sThay be important within
certain settings where it is ‘not done’ to giveasmtio feelings and irrational
aspects of life....It is the dialogue, reflection amhse-making that is provoked in
an individual or in a group by the production opessive images that can be as
important as the images themselves.

So for those organizations that wish to know mdreua and make use of the underlying
dynamics in their systems, pictures are a wellaegeed and well documented source of
valuable information, and provide a non-threaterang often playful/serious look at
what is going on. Documenting these events bytaghotos of each picture and
perhaps providing a written record of the assammstiare ways to allow clients/subjects
to return to the material again and again over @me to continue their integration of the
possibilities and insights.

Dream- and Photo-Matrix with Associations and Amplfications

My work with the drawings of dreams is heavily bdhea the pioneering work of Gordon
Lawrence and his development of Social Dreaminige dritical insight that dreams have
a social meaning and that this social meaning eamigovered in an environment where
association and amplification are possible (therimats a major underpinning of the
work on dream drawings. As Alistair Bain (2005)rge out: “There is a waking life
relationship with the Organisation, and a dreamrdationship to the Organisation.”
(Bain 2005, 1) and “...the dreams of members of gamisation contribute to an
understanding of that organisation, and its undonst (Bain 2005, 5).

Lawrence’s work is based on the assumption thgplp€o..live in an ecosystem in

which there are linkages that have been unimadirtbdrto, that they exist in a
‘wholeness’ that can be but dimly perceived becaidiskeir own experiences of
fragmentation” (Lawrence 1999, 38-39). Throughviaisk and his many publications,

he has demonstrated that these disconnected agrderied parts can be brought to some
sort of larger consideration in the work of a SbBleeaming Matrix and can be made
sense of, at least in providing material for pdssdrganizational hypotheses.



The use of Social Dreaming as an organizationahvention to bring about not only
consciousness and awareness but also importangeismore and more being
documented. The work of Burkard Sievers (Sieve7B) with the Austrian Social
Democratic Party and that of Tom Michael (Micha@0?2) with a community mental
health center in the U.S. are two good illustragion

Lawrence’s pioneering work, developed in conjunttigth colleagues from around the
world, including Burkard Sievers, has formed thsibdor Sievers’ own elaboration, the
Social Photo-Matrix. Here the matrix associateartd amplifies thoughts in relation to
photographs taken by the participants themselhfeen; of an organization they have in
common, such as a university. They work to crdatesIbetween photographs. This is an
experience that grows in meaning over time. Siéwengvation emphasizes photos as a
collective representation, rather than belonginth&individual. Thus “the photograph —
and not the photographer — is the medium of disiSievers 2007a, 3).

Associations to a Dream Drawing with Colleagues: fem a few lines to layers of
complexity

Inspired by the experience of associating to Jeadr about my client and its impact on
my consultation, | invited four Dutch colleaguegdm me in exploring this
methodology. In the spring of 2007, we met folag dnd a half, and each colleague
brought a drawing of a recent dream. We sat araustdall table, where we could lay
our dream books and other implements and on whelater displayed our drawings.

We began with a ‘vernissage’ of our drawing materéand some pictures. ‘M’
commented that her drawings were always from theatw were only a few lines. She
did white chalk-like drawings on blue paper. ‘G#éw on both sides of regular white
paper with crayons or pencils belonging to her &he had created a kind of ‘drawing
ritual’ of sitting in a certain chair at a certdime of day. ‘K’ expressed dissatisfaction
with her drawing experience. She used colored ghiakes on rather rough paper in a
book she already owned and remarked that whenasthéhe way others had chosen their
materials, she thought she might make differentogsothe next time. ‘GVR’ surprised
us all with his computer generated ‘drawings’.

I would like to share in depth our session with ohéhese dream drawings.
Unfortunately, | have no direct notes from thatsg@s, only my post-session notes and
my memories, so this description will only be agpadpresentation of this experience.
What follows is as close an approximation as | wake, which | hope will sufficiently
capture our experience and learning.

‘M’ brought what she called a ‘simple drawing’ donéh white chalk on blue paper, and
which appeared as a few lines (see photo below).
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In the dream, she came up the stairs (on thefiéfteodrawing) into a house that
reminded her of the house of her grandmother, wsteeegrew up until she was six. To
the right of the stairs, there were some papenglgn a banister, that faced the front of
the house.

The first set of associations related to the stmecof the house and the empty space in
the drawing. As one participant wrote to me later:

| remember that | did see different rooms and spawoearly nothing round, all the
lines, the things like tables. They were all thewe not really connected, and there
was not very much life in it.

Then ‘M’ made a connection between the drawingtardwork role, which is director of
an organization that owns and maintains a numbhbistdric houses. Her associations
were to the complicated document that must be regdtand agreed upon by many
parties in order to renovate properties. She pdioté the modern complexities (papers)
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of owning and maintaining historic properties ahe tontrast between the present and
the past, in terms of methodologies and procedures.

‘GS’ asked the group what this drawing had to dthwis. The focus of our associations
turned to our profession as organizational constdtasing a Socio-Analytic approach.
Inspired perhaps by the contrast between old ang the first set of associations related
to the difficulty of working in a new and differemiay (the papers) with organizations
that had a more old-fashioned or traditional vidvh@w this work is undertaken (more
traditional OD and training) and how difficult itas to negotiate these divides in seeking
and undertaking consulting work. We then refleaadow the process of contracting
has changed as a result of the speed of changes alient organizations, i.e. internal
contacts leaving, contracts being cancelled, impbskte or incorrect payments, etc.
Often negotiated and signed contracts become wapteand agreements are not met. In
that sense, the ‘concept’ of written contracts Ipeigebe questioned, as they don’t always
guarantee that future work (even agreed-upon wailk}jake place.

In retrospect | realized that the most primitivel déeast detailed drawing among us
brought us to a series of associations and insajfasit ‘M’s’ organization and our
profession. | felt very encouraged by this experéeand also appreciative of the
colleague who asked us to link our associatiormitselves. Taking a suggestion from
Alistair Bain (2005), who emphasizes the importaoicthe container of the Social
Dreaming-Matrix and the value of identifying a tdskthe Matrix, we have agreed to
focus on the following task when we next meet: “Wiha | risk in my work?”.

Concluding Thoughts....

In retrospect, it has been a great advantage faomeite this article at a time that | am
beginning my exploration of this methodology. #ik research | have done has
confirmed the importance of working with visual @aind has also guided me in a ‘real
time’ way in developing this methodology. | recosmd this to anyone who is in the
process of developing something new, to develapthe context of existing research.

From my research and experience so far, | wouldlsatythe strongest basis for
advocating this methodology is its capacity to asaeep unconscious material. The
challenge is to develop a sufficiently containingthodology to make use of this data. In
attempting to do so, | naturally see the Socialdbrieg- and the Social Photo-Matrix as
my models. While it has important elements of b&bcial Dream-Drawing has at least
two aspects that make it unique: The distancedmtvdreamer and dream material and
an increased access to unconscious material. $mglol will briefly discuss these two
elements and elaborate some concerns.

In comparison to the dream sharer in the SociahBDreg-Matrix, | think the dream
drawer can be said to be less close to the dreasrialand thus -- by implication -- less
personally vulnerable. One is offered distanceugh the previous creation of a
drawing, which -- by that act alone -- places thaerial more ‘outside’ the personal
reality of the dreamer, thus creating a kind offeuér ‘third factor’.
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Somewhat freed from the immediate experience ofitkam, the dream drawer is able to
take a role as a member of the group and to ofiep@ations and amplifications. In this
way, the drawing lives in two worlds: the worldtbe dreamer and the world of the
group undertaking its task. As such it takes omgortant mediating role between the
unconscious of the individual and the underlyingaiyics of the system. The drawer, as
part of the group, can use his/her own capacitieagsociation and thinking.

It seems to me that all methodologies stimulate then particular anxieties. In the
Social Dreaming-Matrix, at least in my experiendeave often felt swamped with issues
of competition for the ‘best’ dream and have haxietres, after offering a dream, about
whether it will be considered worthy enough foraesations. While Lawrence conceives
of the matrix is a uterus, rather than a groupygrdynamics do not disappear.

The presence of group dynamics and, thus, ineyitabkial defenses in a Dream
Drawing-Matrix is a concern that must be acknowstigsusan Long (2008), in a recent
personal communication, articulates this conceriolsns:

...where you talk of the gradual loss of bits of tlheam, it seems you are
referring to what Freud describes as secondarpedtibn of unconscious
material. This is seen by him to have a defensigéva. Does this method run to
the danger of elaborating the defense rather tanriconscious repressed?
Through using the group and the matrix, is it efabog the culture that is built
from a social defense.

This is a valid point that the facilitator needkezp in awareness. While it is not

possible to hold social defenses at bay, one ¢ampt to help the group hold
contradictory associations and puzzling fantasiasiepresent collective defensive
positions about to be exposed or challenged. Toeeps is not so much to come to an
agreement or consensus, but to hold the hope teabtdmaterial (no matter how
represented) contains “invariants” of truth nowde s become available to the group

for its learning. All of us — clients, consultantssearchers, dreamers — know that dreams
never have one meaning or one certain associaidream can be interpreted in as many
ways as there are people in the room. The posbifor learning are infinite.
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