
Is psychotherapy the only or necessary framework for dance therapy?

Abstract: Dance therapy developed out of the idea that dance and movement have therapeutic effects on those who dance and move.
Dance therapy developed as a creative therapeutic practice. It was practiced as a group therapy in mental hospitals, and in institutions for handicapped children. Dance therapy, which had not developed any theoretical framework, was placed into the framework of psychotherapy by ADTA, American Dance Therapy Association. The consequences of this framework will be discussed, and an alternative, culturally more flexible framework for dance therapy will be suggested.
Dance therapy within the framework of psychotherapy acquired a terminology which was different from that of psychiatrists, and as a result of this, the two professional groups no longer managed to communicate meaningfully with each other. Many dance therapists who did not associate their dance therapy with the framework of psychotherapy left the American Dance Therapy Association. 
Dance therapy had to leave the mental hospitals; it entered private markets and found new types of clientele. As the result of this, dance therapy was some times popularized or even commercialized. 
I found myself among those dance therapists who felt it difficult to adapt dance therapy into the framework of psychotherapy. Psychology is commonly considered universal, something that applies to all and everybody in this world. I saw it as a culturally specific way of thought, and it was therefore difficult for me to accept the basic assumptions of dance therapy. Dance therapy’s practices and theories are based on the idea of the so-called body-mind or body-soul dualism. Body and mind are seen as two entities which exist in a relation to each other, and in case of therapy there is a split, or a conflict between the two entities. The body’s movements express and explain the mind. It is this very foundation of dance therapy, the body-mind dualism which I found the most alien concept to be incorporated into the dance therapy to be developed in Finland. 
The body and the soul or mind, are two logically different phenomena. It is not possible to draw causal conclusions between two logically different phenomena. In the Finnish language the word for body, ruumis, means the corpse. The word soul is a late, Christian invention. We use the inclusive word henki, meaning breath, spirit, or person for someone who is alive. Asking how many henki there are in this room, means how many people there are in this room. However, the distinction between the living and the dead may get blurred for example when talking about the henki of my deceased grandmother. The body is a dead corpse without its henki, the breath spirit. Only in death does the breath spirit leave the body as the deceased stops breathing and lets his/her spirit go. In death the body and the spirit become separated from each other, and it is only then that they can be considered as two separate entities. 
Another basic idea of dance therapy is to see dance as a language. How the dancing body expresses the soul or mind is explained in psychological terms. The more I have worked with people, the less I can rely on psychological explanations for why a person moves or behaves the way s/he does. There are other culturally formed conceptions in dance therapy, but the body-soul dualism and dance seen as a language may suffice as examples of culturally specific conceptions hard to adapt across cultures.
If psychology cannot be considered universal, so cannot dance therapy. And it follows that not all forms of dance therapy can be seen as expressive therapy forms. Variations exist in dance therapy forms, depending on the culture where they are practiced, who the clients are, how they structure their worlds, what their conceptions of themselves and their relationships to others are, and what their needs are, all this determines what direction the therapy will take and what goals are to be set.

Dance therapy in my work is seen as a form of communication. The problem of a person or of a group in need of therapy is defined as a problem of communication. The aim of the therapy is to improve communication. Therapeutic communication is seen as a complex, multi-level process. The therapeutic process takes place in a given situational framework. The therapy is based on the therapeutic relationship between the therapist and the client, or a group of clients. It is the responsibility of the therapist to create the therapeutic relationship on which the therapy is founded.
In my therapeutic work I do not follow what is a common practice in dance therapy groups, warm up, activity, slow down, and a discussion led by the therapist. Initially the group is given a structure. The group is seen as a meeting place for two sets of ideas to interact, those of the group and those of the therapist. When the two sets of ideas and view are paired with each other, a third view emerges out of the two. Based on this the framework for the group is formed, and everyone then knows why we are there. I am myself the tool of my work (Parvia 1995), and I try to communicate with my clients in culturally meaningful ways. When I enter a session I leave my problems behind and empty my mind, and open myself for the group and their needs. It often happens that someone in the group gives me a key, it may be a very small, almost an unnoticed impulse. I pick it up, and the group process takes over and finds its dynamism. If I have planned a program in advance it does not work the way it was planned. I never know what is going to happen in the group. That is what makes the work so exciting. 
I have no desire to control the group, and I do not believe that therapy can take place in controlled circumstances. It may happen that a client challenges the frame. The challenge requires a response and triggers the therapy process into motion, and leads to its own conclusion. The group’s conclusion is clear for those who produced it and thus it is nothing to discuss. The psychotics’ fantasy dramas are very difficult to describe. The process often evolves through some sort of chaos into clarity. Every group is different, every type of group is different, and every group’s way of working differs from all others.

I usually involve myself in the therapeutic processes without much thinking of what happens. The practical work methods get created during the actual work processes. It is in principle the situation that determines what to do. Young therapists ask for work methods to apply and forget that dance therapy is creative work for the therapist. The methods are no problem, and no recipe books are needed.
After the session is over I sit down to think of what happened, I write down my notes, and organize my data so as to make sense of the material.

When observing what goes on I avoid psychological interpretation, I stay concrete. What I do is to pair my concrete observations with each other. Out of this pairing a third view emerges and a transformation happens across the logical levels, and an abstract concept is created. This is in accordance with how concepts may be created in the Finnish language. For example: The concept maailma=world, is composed of two observations maa=earth and ilma=air forming maailma=the world. Or two rhythms, when they are combined they form a third rhythm, distinct from the two initial rhythms. In polyrhythmic music the rhythm relations get extremely complex. 
Pairing or parallelism relates to paratactic organization of thought, according to which parts relate to, fulfill, and complete each other. A meaning unit consists of two halves that form a pair, a fundamental principle in Finno-Ugrian thinking (Kadar 1999). Paring does not divide, but it brings parts together, such as observations, information, viewpoints or ideas. This mode of thinking appears synthetizing rather than analytic.

When trying to make sense of my data of complex, multilevel interactions, dyadic models do not suffice, additional models are needed. They were found in anthropological theories, in the interactionistic theory of Anita Kelles (Kelles 1984), in the poly-ocular perspective of Magoroh Maruyama (Maruyama 1974), and in the theory of connectivism of Maurice Block (Block 1994), so as to make sense of complex interactions in groups within a holistic frame, and to gain insights into multidimensional communication processes, and to form knowledge of such experiences. Communication theory is not any particular theory. According to Jurgen Reusch the communication theoris99t is free to use any source to accomplish his ends. Communication theories offer flexibility and complexity suitable for the study of complicated psychic and social events. And “being a theory concerned with inter-

relatedness of parts with other parts and the whole, it has become a theory of theories (Reusch 1973). 
Communication theory has the characteristics of an open system which allows creativity to unfold. When I saw the concepts, based on my data coming together and forming a conceptual choreography, I realized how this conceptual dance seemed to form an open-ended helix. The concepts appeared as climbing the mythic Finnish Tree of Knowledge, climbing from one branch of the tree to another, from one logical level of abstraction to another, and on each new level widening the views on the way towards the top – to take off and soar like an Eagle (Parvia 2013).
Dance therapy that takes into consideration the culture of its practitioners is what I have tried to do in the dance therapy and in the therapeutic dance education developed in Finland (Parvia 2008). Communication theory can be culturally more neutral than a psychotherapy theory and is therefore usable across cultures.
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