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Dance in Finland, and the task of the dance therapy educator
In the ADTA IDMTC Panel of 2001 I focussed on the two different attitudes that Finnish DMT students expressed towards DMT; there were the body-mind oriented practical ones, and the intellectually inclined ones whose ambitions hardly were the subtleties of movement, and then there was the problem of how to bring the heads and the bodies of the future dance therapists together.

In this paper I will look at the dance tradition in Finland, and what may form the dance background of the dance therapy students.
What are the dance forms and how did they arise? 
A dance form that is a performance form hardly suffices as the base of dance therapy in Finland. Therefore I had rather turn my interest to the country’s dance education tradition in order to find out about the base of DMT. A dance educator or a dance therapy educator finds herself in a continuum of her country’s dance education tradition, therefore: “One must know where one comes from before one can know where he or she is going” (Kealiinohomoku 2001) 
Finnish dance, its tradition, forms and concepts are loaned from other countries’ dance traditions. Our own dance is unknown. Folkdances were borrowed from European folkforms. Social dance forms were imported from Italy since the Middle Ages. From the mid-1600s posts were established for Italian dance masters at Åbo Academy and two military academies. There were also travelling dance teachers from other countries, many of them women, who taught social dances to the gentry of the cities. In the beginning of the 1800s the dance master institution became the foundation of the Institute of Gymnastics at the University of Helsinki. At this Institute, under the Faculty of Medicine, women’s gymnastics developed into a scientifically based form of women’s gym. Women emancipated them-selves, threw away their corsets and high-heeled shoes, freed their breathing and created musical, dance-like gym styles which developed into free dance in the early 1900s. Free dance developed based on artistic sources as well. German movement styles influenced the free dance. Ballet was brought to Finland from Russia by ballet dancers who fled the Russian revolution. The Finnish National Ballet was founded in the Russian school. Modern dance forms were introduced from America since the early 1960s, post-modern dance practices are now impor-ted from the European continent, while ethnic dance forms enrich the dance scene.
The socio-political or psychological functions of these dance/movement forms
Social dances were taught to educate people in good carriage, proper conduct and dignity. Through dancing emotions were disciplined and refined. Social dance courses often ended with grand balls where both children and adults participated. Dance grew in popularity, dance societies were established. The work of these societies had often charitable purposes. The social dance movement became a community movement. Folkdances were constructed for national purposes, the identity formation of the people and the national symbols of the new nation.
The women’s emancipatory gym movement had psychological, educational and socio-political aims. It was a strong social movement, gym associations were founded all over the country based on radical political ideology. Gym troupes toured abroad. The research and publications of the Institute of Gymnastics were published widely and translated into many languages.
Those gymnasts who moved over to free dance did not abandon their liberal educational and social perspectives. However, free dancers who based their dance on art marked a clear separation between gym and art; they stressed the individual artist’s inborn urge to express herself through her dance. These artists managed to divide the free dance movement into two separated trends, based on two very different attitudes towards dancing.
Many gymnasts and free dancers joined the formalistic, expressive modern dance movement during the 1960s. The interest of the modern dancers centred on their formal dance technique (Nadja Chilkowsky’s floor technique), and on their performing opportunities. Their educational interests were limited to the education of performers into their performing groups. Their aim was to get modern dance institutionalized, but they were not given the status and the support they strove for.
The concern of both ballet and modern dancers was performing art. While the two groups were ideologically sharply devided, both competed for the government’s support, and yet they united themselves in a battle against the dance/movement educationalist, who they defined as amateurs. The definition was based on the argument that the educationalists did not produce anything; they had no results to show and no proofs of their work. The artist was the professional, the producer. As a consequence the well-educated and highly professional dance educators lost their independent professional identity and found themselves defined in a subordinate position to the stage artists. This division between educationalists and performers, once created, prevails. The division is maintained by the government’s politics and the support system that favours the stage arts. 
According to this definition the dance educator’s task is to educate performing skills to future stage artists. Dance amateurs alike are mostly taught through instrumental methods and commercialized routines, in hope that some of them may become performers. Educational methods for amateur dancers are needed. Everyone does not dance to become a performer. Some new methods are created, mainly for boys’ dance in order to get boys to dance. But also these methods have performance as their final goal (Näkökulmia tanssin opettamiseen 1997).
The pedagogical methods used are not usually defined. The method seems to be implicit in the name of the dance genre taught, such as classical, modern, jazz, tap, belly dance e.g. (Taidetanssi Suomessa 1993)
This state of dance pedagogy led to the need to widen the narrow, formalistic conceptions of dance and dance education. The process of the widening of the conception of dance education was described by me in the 2004 IDMT panel paper. The idea of the widening and the presentation of dance therapy at the Kuopio Dance Festival in 1975 and -76 were enthusiastically received. But the new perspectives met massive resistance during the First Inter-Nordic dance seminar “Dance in the Nordic Society,” held in 1977 for the purpose to widen the scope of the dance. However, the idea of widening was understood, not qualitatively but quantitatively as the need to get more performing opportunites for dancers and more government support for stage art. Nothing has so far changed the definition that subordinates dance education to performing art. 
I have tried here to trace the main trends of Finnish dance education tradition, its social and political dynamics, background ideologies, abrupted continuities and changes. Two separate trends can be seen here, first the social dance education and its aim to aid the wellbeing of the individual, community and society. Partly parallel to this tradition the educational and emancipatory gym movement was developed. Second there is the elitistic view that limits the concept of dance eduction to the simple task of teaching performing skills to stage artists.
The dance base of DMT
Based on this overview of the dance background of dance therapy students can be outlined. Regardless of what dance form they have trained, the method taught had performance as its goal. At some point these students found out that performance is not what they want, they want something else; dance therapy is what they want. 

Most of the DMT students seem to have trained post-modern dance forms that give ample freedom of moving, experimenting and expression. They seem to enjoy their moving, but something seems to be missing, a centre to work from, strength, a more varying use of energy, a deeper commitment to dance and an understanding of the possibilities of dance in therapy. 
An alternative base of DMT discussed here is the so-called “Therapeutic dance education” that was launched in a text book in Finland in1995 (Parvia 1995). This form of educational dance has aims beyond performance; the concepts are worked out based on the dance practitioners’ conceptions of dancing. The educational methods are created anew in each educational situation and worked out in interaction with the participants and the educator. The educator herself is the tool of her work (Parvia 1995). Her work is creative work, regardless of the students’ creativity or lack of it. The aims of the education vary depending on the needs of the students, the quality of the interactions created and the aims of the education.
In the last NDEO conference I tried to outline such an educational approach, but probably did not manage to make myself understood since someone, after listening to me patiently asked: “But, what do you then DO, come and show it.” 
It is not the question of demonstrating methods; it is a no-method. What I attempt to communicate are the principles that govern the work. The principles are culturally determined. They cannot be shown, they are abstractions.
What is created for an educational work process is a structure, then a frame which the participants agree upon. The educational methods used may vary, but the principles the work is based on may remain unchanged throughout the therapeutic process. It may happen that a participant challenges that which is established, and depending on the situation, this may ruin the group or may trigger a therapeutic process into action. 
The task of the dance therapy educator
I wonder whether the DMT students’ formalistic ideas of dance and the instru-mental dance learning, together with their free movement experiences somehow influence their ideas about DMT. They seem to see DMT too as a few techniques to be learned, movements to be expressed freely, and theories to be applied.
The task of the dance therapy educator is to cope with the background ideas of the students and to widen and deepen their understanding of DMT. She has to open up for insights into the subleties of the students’ movements. And to provide the student with a firm work base within her own self. The student needs to learn to know her resources and how to use them. The instrumental learning habits hardly suffice here. The future therapist needs to learn to handle multi-level therapeutic processes and transformations, and form knowledge about such processes (Oswald 1989). She needs to learn to use the knowledge she has aquired in new, but related situations. Thus she learns to use herself creatively in her work. 
Finally: I also wonder whether the prevailing subordinate position of dance education in relation to performing art is somehow related to the subordinate position of DMT in relation to other therapy forms, under which it is practised as an adjunct therapy in Finland. If that is so, it may show how important the foundation of DMT in high quality dance education is, at least if the profession of DMT is to stand on its own feet. 
One needs a dance education at the base of DMT that is not defined in a sub-ordinate position to any other field, that stands on its own feet, forms its profess-sional identity, basic philosophy, viewpoints, concepts, methods and principles that are culturally based. I have presented here an attempt of such an educational form. Inspired initially by some aspects of DMT, it may complete its dance round and inspire again the development of DMT with its insights. 
References:
Kealiinohomoku, J, 2001. Dialogues. Dance Ethnography: Where Do We Go From Here? Dance Research Journal 33/1.
Näkökulmia tanssin opettamiseen 1997, (views in dance education). Tanssintutkimuksen vuosikirja 1997, (Dance research, yearbook). Opetusministeriö, (the ministry of education), Helsinki.

Oswald, P. 1989. Gregory Bateson (1904-1980) & Oscar Wilde (1854-1900) a heavenly discourse. In: The idividual, communication, and society. Essays in memory of Gregory Bateson. (Ed.) Robert W. Rieber, Cambridge University Press, Cambridge. New York.
Parvia, R. 1995a. How to Use Oneself as a Tool in Practical Research. In: Knowledge is a Matter of Doing. (Eds.) P. Paavolainen, A. Ala.Korpela, Acta Scenica 1, TEAK, Helsinki.
Parvia, R. 1995b. Terapeuttisesta tanssikasvatuksesta. In: Jalka potkee mieli notkee., (Eds.) T. Lintunen et al. SMTS, Helsinki.
Taidetanssi Suomessa. 1993. (Dance art in Finland). (The Dance information centre of the Dance council in Finland), Helsinki.

PAGE  
1

