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How to develop creative art into therapy

Abstract. A Chinese creative artist asked me how to develop creative art into therapy. I said to myself that I must be able to say something about such a development.

The concept creative art means different things to different artists. And the concept of creative art therapy is not only one thing but many. Creative artists and therapists work using varying media, and their work methods vary greatly too. Instead of outlining differences I may use my own work here as an example of the way an art form was developed into therapy. 
The forms of art that I worked with were visual arts and dance. Artworks in the

Western world are commonly appreciated and evaluated by their outcomes, exhibitions and performances. According to such a view, dance education is defined in relation to dance as a performance form. The task of the dance educator is to teach performing skills to professional dance students. Also students who have no interest in a performing career, and who practise dance for reasons other than performing, are commonly taught them performing skills. Dance teaching methods seem not to take the dance students’ varying dance needs into consideration. The students are expected to adjust themselves to the prevailing dance teaching methods and techniques which are applied in the education. This situation causes frustration for many dance students.
In order to meet the varying needs of my dance students, new dance teaching methods and new educational dance concepts were needed. The scope of dance education needed to be widened and deepened. 
As new ideas were launched and new educational methods and concepts were developed, the concept of dance education was enriched by a new, alternative concept of dance education, the concept of therapeutic dance education, and based on that the concept of dance therapy was defined.
In the following I will outline aspects of this development as an example of a creative art form developed into a creative form of therapy.

Creative artistic work
Creative work implies that something novel is invented. While the task of the creative artist is to give form to her material at hand, the task of the creative educator is to guide the creative work processes of her students so as to make the work meaningful to them. Here the emphasis is on the work process, not on the form of the completed work, or its result. As the work proceeds, old work methods and concepts may be abandoned as new ones are created. Here the new dance educational methods and concepts developed made the dance work more meaningful for its practitioners, the students and their teacher alike.

In creative therapy too something new is developed. Therapy means change. The creativity of the therapist is crucial for the therapeutic changes and transformations to take place. The therapist herself is creative, quite regardless of the creativity of her patients and clients or the lack of it. Therefore, emphasis is here on the way the therapist works and solves her creative problems. 
The dual starting point 
The dual starting point here consists on the one hand of the frustration of those dance students who were dissatisfied with the commonly used dance teaching method, the method of command and imitation. And on the other hand of the teacher’s wish to meet the dance needs of her students and create dance educational methods that would meet their needs and make dancing more meaningful to them.

Dancing is usually conceived as a pleasurable and rewarding form of activity. Many people had a desire to dance, but they felt the prevailing dance forms and concepts meaningless to them. Why did not dancing make sense? A reason seemed to be that all Finnish dance is loan from other countries’ dance traditions. Finland has not had a dance form of its own. The imported dance forms and concepts felt alien and elitist. A form of dance education was needed that would meet the dance needs of the students and their teacher alike.

The socio-cultural frame 
The Finnish government favours and supports dance art including educational dance. However, dance organizations, supported by the government, favoured dance as a performing art form. While dance as a performance form was given a superior position in the field of dance, dance education was given a subordinate position in relation to dance as a performance form. The task of a dance teacher then was to teach performing skills to future stage artists. In this situation it was important to get educational dance appreciated as an art form in its own right and give it a professional identity of its own. The idea to restore the identity of dance education was presented to the organizers of a cultural and educational organization. This organization started to arrange dance courses which differed from the common dance teaching practises. 
The cultural and educational organizations of the country are non-profit organizations that are supported by government funding. Their work is based on varying ideologies, but they are united by the conviction of the importance of cultural education. These organizations arrange education for adults, adolescents and some times for children. The educational aspects of arts are stressed in their work. These organizations form networks between themselves, while they also cooperate with other non-profit cultural and educational organizations such as folk-universities, sport associations, sobriety societies, or women’s cultural networks.What characterizes this work is its innovative spirit.
Within these networks the dance course process in question was set into motion and spread all over the country. The courses that were arranged engaged people from all walks of life. Many of them had never danced earlier. It was the creative spirit of the people, their support and enthusiasm that carried this work on. And it was the socio-cultural climate of the country that provided the frame for this development.

The new type of dance courses

Dance literature describes the commonly taught dance forms as classical ballet, modern dance, jazz dance, theatrical dance e,g, (Taidetanssi Suomessa 1993).
The dance courses given in this educational dance process were in the beginning courses in various dance forms, such as Latin carnival dances, street samba for ballroom dancers, women’s ongoing samba during a women’s cultural festival, lambada dancing for school children, and alike. 
Soon various interest groups started to demand courses arranged specially for them, for example a worn-out daycare-center personnel was in need of learning how to manage their resources and to eliminate stress; a group of physical therapy teachers wanted to learn how to make their educational work more rewarding to their students, a mix choir wanted to animate their singing and puls together, a group of anthropology students wanted to learn about non-verbal communication, and the personnel in an old people’s hospital was interested in how to create recreational dance activities for their old patients.
Still later the courses turned into credit courses in special education and therapy in higher education. My work turned into writing. 
New dance educational methods
The new type of dance courses called for new educational methods to be developed. The educator opened herself for communication with her students.

Interacting with them she sought to understand what their learning needs and wishes in dancing were. Their wishes were personal and therapeutic, such as to get into better health, to gain self confidence, or to learn to relax, some women wanted to enjoy dancing alone without a male partner. Other times their desires were social, such as to get away from home, and in touch with other people, and to engage in an activity together with their spouse or children. In interaction with the students, new dance educational methods were created. 
No formal dance technique or teaching method was applied here. Every work situation called for its own methods to be worked out. The students learned to solve their movement problems within the frames given for the task. Dance education that met the students’ learning needs seemed to have therapeutic effects for them. Their dance experiences then formed the base for developing dance concepts that corresponded with what actually happened in dancing.
New educational dance concepts

The two concepts that most radically changed during this educational process were the concept of space and the concept of movement. Dance is commonly explained in dance literature from the observer’s objectifying viewpoint. The dance space is seen as a theatrical stage with definite spatial limits, levels and directions within which the individual dancer moves. The dancer occupies the space that surrounds her. Following this, movement is considered in terms of “movement in space” or “locomotion in space.” When this terminology is applied to movement interactions in an educational setting they may not necessarily make much sense. Movement perspectives were developed which were culturally more sensible.
Due to the Finnish concept of space there is not necessarily any separation between the outer and the inner space of an individual (Parvia 1991a). This particular concept of space has consequences for the concept of movement. While the dancer moves through the outer space, her inner space too may move, and her inner space may move even during moments of seeming standstill.
The actual dance interactions and the dancers’ cultural ideas of how to structure the world including dancing, formed the base for the new educational dance concepts created here. The students said: “Conceptualized this way, dance, for the first time, makes sense to us.” “Dance is made comprehensible to us.” 
Based on the development outlined briefly here, a new educational dance concept was launched; the concept of therapeutic dance education in 1991. This concept was re-launched anew with its fuller implications in 2008 (Parvia 2008).
Therapeutic dance education and dance therapy

The concept of therapeutic dance eduction forms an independent field of its own between dance education and dance therapy with its own background philosophy, concepts, values and aims.

I am sometimes asked about the differences between dance education and dance therapy, and between therapeutic dance education and dance therapy.
To delineate the differences it is useable to look at the contexts, aims, methods and outcomes of the forms of dance education and therapy. The aim of the instrumental dance teaching method is to learn performing skills, the learning happens on the level of skill. Therapeutic dance education happens in the therapeutic learning relationship between the student and the educator/therapist, and may have varying aims. The methods of therapeutic dance education and therapy may overlap or even be the same, but their outcomes are different. It is the different outcomes that mark the differences between the two therapeutic methods. 
Therapeutic dance education may have therapeutic effects on the learner. Carl Rogers describes learning, which is not just accretion of knowledge but which interpenetrates with every portion of the learner’s existence (Rogers 1959).

Dance therapy processes too include learning and relearning in order to condition the therapeutic changes that the therapy aims for. Therapy is based on a contractual relation between the therapist and the client, his parents, or a group of patients in an institution. There is an agreement about the direction of the therapy, its length and so on. The outcome of the therapy is transformation, a change in the patient and in the ways he organizes himself. In terms of learning the patient’s learning experiences in therapy extend to his actual life situations.
Definition of dance therapy: Dance therapy is a holistic, interactive psychotherapy form based on the therapeutic attitude. The dance therapist uses her/himself as a tool in the therapy. The method employed in the therapy process is communication through movement. The aim of the therapy is to improve communication (Parvia 1991b).
The therapeutic attitude of the therapist
The therapist starts by defining herself and her basic attitudes in work. She is responsible for the therapeutic relation to be created between herself and the patient or client. The relation is based on the therapeutic basic attitude of the therapist. A dance therapist, using herself as her work tool creates therapeutic processes in interaction with her patients and clients. The therapeutic methods are created for each situation out of what is needed and what resources there are to be utilized. Because of the unpredictability of therapeutic work as well as its creative nature, it is hard for me to plan in advance what to do. I can refer to previous work processes for an example, but have not many methods to apply. The late psychiatrist, Kivi Lydecken said that the methods are of no concern in therapy, he might chop wood with his patients, or go to the woods to listen to the birds; the method does not matter, he said, what matters is the therapeutic relationship.

Therapy is seen here as a meeting between two worlds, that of the client and that of the therapist. Out of this meeting the situation gets its definition and the work its frame and direction. The therapist starts from where the client is and interacts with him. She is the tool of her work. The therapist needs to (be able to) define her basic attitudes.
The three basic attitudes of the therapist are her metaphysical, cultural basic attitude (Parvia 2007), her therapeutic attitude, and finally her epistemological basic attitude, the knowledge base of her therapy, on which formation the two others contribute. I have emphasized the relational and interactive nature of this work, the therapist creates relations and interacts with her patients, the patients interact with each other, viewpoints and perspectives interact. Out of the interactions perspectives widen and something new is developed, transformations, deeper understanding, and in terms of Bateson depth perception (Bateson 1985) and organization that is creativity (Ostwald 1989). The interactive concept creativity is here best described in the words of Magoroh Maruyama “idea exchanges between persons, and interaction of concepts within one person’s mind,” creativity concerns “mutually amplifying interactive processes (Maruyama 1974). 
To Conclude: I have made an attempt here to describe how a creative art form, educational dance, was developed through practical educational work into a therapeutic form of dance education and into dance therapy. Basic to this work was the culturally determined educational space where the educator/therapist and her students met and interacted, and where the work found its dynamism, direction and form. May this example inspire others who are developing their creative, artistic work into therapy.
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