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How did the Finnish women’s movement and dance culture both emancipate and oppress its proponents
Abstract:
In this essay I would like to cast a view on the movement and dance culture of Finland during the 1800s and 1900s, and on the educational movement and dance work that contributed to the emancipation of the women of the country. The educational work had impact on women through the practical movement work, research and publications which were translated into many languages, and also through the educators’ therapeutic attitudes on which their work and lives were based. This paper is to remind us of the message of their educational work.
During the politically turbulent years of the early 1900s when the social dynamics of the nation changed, the aims and ideas of the educational culture changed too.

The theatrical dancers once emancipated and in power, managed to downgrade the highly academic educators. The goal of dance training was no longer the health promoting, therapeutic and emancipatory aspects of dance education, but the teaching of performing skills to future performing artists. The narrowing of the scope of dance education caused frustration among many dance practitioners, and a need to widen the narrow and formalistic concept of dance education. The widening and deepening of the concept enriched the impoverished educational field, and resulted in a new paradigm of dance education to be developed. The therapeutic aspects of dance education were incorporated into its definition.
Italian dance masters and cosmopolitan woman dance teachers

At the base of the Finnish educational dance and movement culture is found the old, Italian fencing and dance master institution. Åbo Academy, founded at 1640, held posts for fencing and dance masters as did the two Military Academies of the country. The academy dance masters taught social dance also outside the academies (Nuorteva 1998:23-26). There were also other, travelling dance teachers. A great number of these were independent women (Hirn 1982). This is notable at the time when women’s work opportunities were hardly anything else than household work and laundry. 
Through dancing people got educated in social conduct. One’s appearance and proper posture, calm and erect, were codes of civilized behaviour (Rodenburg 1991:157-164, Bogucka 1991:190-2). While dance was seen to express subtle feelings, overt passions were damaging to one’s beauty, health and reputation, according to the aristocratic ethics and the concept of honour (Campbell 1990: 161-3). Dance societies were founded, and great balls were arranged. Charitable work was a part of women’s activites in these societies.
In the beginning of the 1800s a great fire destroyed the city of Åbo and the Academy with it. The Academy was then moved to Helsinki. The University of Helsinki was founded. The new Institute of Gymnastics replaced the old dance master institution in 1834. 
The new aesthetic movement culture

Women were allowed to study at the Institute of Gymnastics. Men’s concern for women’s health made them open up the study of gymnastics for female students to become gym teachers for girls. Under the faculty of medicine the Women’s Aesthetic New Gymnastics developed independent from men’s. 
The new ideas came from the Central European movement culture, which also influenced American movement culture. The disintegration of the individual’s personality and the healing of this defect through movement education were the central concerns. The naturalness of movement and the social implications of movement education were stressed. Educational/cultural and gym associations were founded in the end of the 1800s. Women freed themselves from corsets and high-heeled shoes. The growing physical, political and militaristic power of these associations provoked the Russian authorities in Finland at the time when Finland was under Russian rule.
The philosophy of movement of the French professor, Francoise Delsarte (1811-1871) had a great impact on German, American, and also Finnish movement schools (Jalkanen 1930:24-28, I947:2I6-217, Markkanen 1967:42-44). Delsarte’s “Science of Applied Aesthetics,” formulated the basic principles of Arts (Shawn 1974:16), the laws of natural movement and a pedagogical method. Delsarte’s Law of Correspondence: “To each spiritual function responds a function of the body, to each function of the body corresponds a spiritual act.” The Three Orders of Movement were: opposition, parallelism and succession (Shawn 1974:22, 33-4, 47-9). The new spirit of humanism and democracy paved way for new movement aesthetics to be created.
The central concepts of two foremost gym pioneers, Elli Björksten (1870-1947) and Hilma Jalkanen (1889-1964), were societal consciousness, the quality of the teacher, freedom in movement, centred movement, natural breathing, kinesthetic sense, creativity and mental imaginery (Wuolio 1982:82-89, 138-40, Jalkanen 1929:289-91, 1930, 1970:333, 337). Delsarte’s Law of Correspondence was omitted; the gym is abstract. The impact of the 100 years’ long development of the women’s movement education on international movement culture is found in its clearly developed movement aesthetics and academic contributions.

Pirkko Vilppunen, lecturer at the University of Jyväskylä, Department of Movement studies, summarizes the principles of the women’s gymnastics:

Economy and ease of movement, movement harmony, flow of movement, and 
movement aesthetics. Without intention to express anything particular, without

judgement, the movements become expressive without expressing any theme. 
The pulse and flow of movement, the loosening of psychic/physical tensions, the

awakening of feelings, and the therapeutic aspects of movement are central. 
Through training the human body becomes an instrument of movement, natural or stylized. Theory and method complete each other, theory being subjected to constant, critical evaluation (Vilppunen 1972a, b, 1973). 

Dance education outside this educational tradition was late in development and is related primarily to performance. A problem in dance education generally was a discrepancy between content (that which is known), the message, and the pedagogical medium (how to teach it), (Gray 1989:1-2, Suhlman 1986:6-14). The women’s movement education posed no such problem: “Education by means of movement into movement” (Vilppunen 1972a:116-117).

Dance gets categorized and institutionalized. 
In the end of the l800s the Swedish Theatre became established as the institution of performing art in Finland. The established dance conventions were broken when a dancer, Hilma Liiman, performed as Isadora Duncan at the theatre in 1916. The performance review stated: “A fever sick woman’s hallucinations” (Hirn 1982;82, 100). The new free dance style gave women an opportunity to express themselves individually and freely in dance.
Expressive free dance. The concept expressive refers to particular ways of thinking related to Expressionism, a French movement in the arts in the early 1900s. “The movement had as its object the free expression of the inner experience of the artist” (Funk & Wagnalls 1966). Artists rejected social conventions and turned into their subjective inner selves. From about 1910 Expressionism was applied to dance in Germany. The concept free refers to the idea of dance freed from the artificial ballet conventions. Isadora Duncan’s (1878-1927) free dance was based on ballet and on Delsarte’s Applied Aesthetics and Harmonic Gymnastics (Shawn 1974:10, 62). It was a performance form and an educational method (Parts-Bergsohn 1994:3-5, Duncan 1970:11); an education – for life (Roberts 1970:VIII).
Many Finnish movement teachers studied with the Swiss music professor Emile Jacques-Dalcroze (l865-1950), whose work was based on Delsarte’s theory. The aim of his method, Eurhythmics, was to improve the rhythmic sense. There was to be exact correspondence between body movements and rhythm patterns. Rhythm embodies the spiritual and spiritualizes the body (Parts-Bergsohn 1994:6).

The Hungarian-born educator/theorist, Laban Rezso Kereszelo Szent Janos Attila (1879-1958), known as Rudolf Laban, studied at the Ecole de Beaux Arts, and the

Delsarte system. Laban created a notation system, Laba-notation (Clarke & Crisp 1981:245) and a movement analysis, Effort-Shape, combined into the Laban analysis (Bartenieff 1988, Parts-Bergsohn 1994:29). The Laban Art of Movement Centre in England continues Laban’s work.
The Central European system of movement evolved from the school of Mary Wigman (1886-1973), a student of Dalcroze and Laban. Dance was the language of expression, ecstatic manifestation of existence, struggle of the individual against the forces of the universe and of himself, the oneness of death and life, confession, sacrifice, and hope (Holm 1966:42-50, Parts-Bergsohn 1994:16-24). Wigman’s system of expression influenced expressive dance and dance therapy in Germany and America, and also a form of expressive dance therapy in Finland.

While gym and expressive free dance were not separated subjects in Germany, in Finland they were: Gym rejected expressionism (Jalkanen 1949); free dance was defined expression and art (Gripenberg 1949:92, 1950:87). However, on the level of methods the two genres merged. While free dance/movement teachers studied abroad and became solid dance pedagogues, ballet dancers got their position established as performers. They got power in decision-making when they defined themselves as professionals. As a result of this dance/movement schools were denied support, but general interest in free dance increased. Different cultural basic attitudes split dance/movement educators and ballet dancers from each other.

The concepts professional and amateur were invented in England. Professional refers to a sportsman who is paid for competing. The concept refers here to a change in thinking toward a formalized, product-oriented concept of dance, paid products and institutionalized dance organization. The criteria for evaluating educational dance seem to be based on what David Aspin calls the elitist high art view of the arts of the Roman tradition. In this view the artist is seen as a special individual, while the Athenian view emphasizes the sublime in every man (Brinson 1993:56-57). 
Ballet and free dance are two different dance orientations in regard to their history and development, basic philosophies, conceptions, values and aims. Ballet grew out of profane theatrical entertainment traditions. While people enjoyed the entertainment, the entertainers themselves enjoyed no civil rights; they were originally slaves and social outcasts, and banned by the Catholic Church. As the Church was the custodian of education, it accepted social dance as a form of education, learning and worship until about the 12th century (Kraus 1969:46-47).
It is unclear on which grounds ballet and educational dance were compared with each other here. Criteria of the one orientation seem to be imposed on the other. When the movement schools were denied official support they were doomed to decline. Makkonen shares this negativism (Makkonen 1990:21, 34-5, 41-3, 60-3).

Dance education has been a part of physical education tradition. Gym teachers were professionals per definition due to their academic, theoretical framework, definite movement system, pedagogical method, educational aims, and technical movement base for dance. But socio-political pressure toward formalized technique and paid companies curtailed the movement. Some free dance/movement educators stayed within their framework, others moved over to modern dance, a new movement style, or they moved over to gymnastics.

The Finnish Union of Dance Artists tried to define the situation of free dance asking: “What is it that slows down the progress?”and answered: “Dancers and choreographers cannot earn their living, they are forced to teach, and while they teach they lose their artistic capacities. Some dancers leave the field, others flee the country” (Arvelo & Räsänen 1987:34-35). It is interesting that free dancers, who primarily were educators, now defined their own situation as a decline, identifying themselves with performance artists. They saw educational dance work as a brake on the progress of dance toward its ultimate goal, the stage. FUDA, which had subsidized free dance and ballet equally, began to concentrate its activities for the benefit of ballet, defining the situation of free dance as decline due to lack of technical training system and work, other than teaching (Makkonen 1990:60, 74). Was this negative attitude toward dance teaching the real brake on the progress of dance? Is success on stage the only criterion for progress and meaning in dance? If it is so, how can it be achieved without high quality dance education? 

American modern dance import. American modern, expressive dance was introduced in Finland as a formalized technique. Modernists got what they had wanted; technical training routines for the training of performers. A conceptual separation was now created between free and modern dance. Modern dancers abandoned the principles and theories of the women’s academic movement culture but without formulating new ones. The modern dance technique attracted gymnasts, free dancers and ballroom dancers. However, modern dancers needed proper education, and for that they needed to study abroad, but dance teachers’ reluctance to write testimonials made a way to education abroad difficult. Dancers taught dance for their survival while they waited for performing opportunities; for survival they needed their pupils. Ethical dilemmas were notable. Social relations were tense between modern dance teachers and some of their pupils, between modern and classical dancers, and between modern dancers and funding authorities. The concept of modern dance appears as a non-specified, generic category in dance school programs, and it is not known what exactly is taught.

Avant-garde dance styles rejected expressionism, they centred on movement as such, on the existential. The transition from the modern toward post-modern dance orientation started in the 1960s and ended by the mid-70s. One cannot see that American avant-garde dance styles have had any great influence on Finnish dance education. My own dance work seems to be an exception.
The widening of dance perspectives. 
The period of the 1960s and 70s was marked by general economic improvement, new socio-cultural, artistic, and educational programs and the rise of ethno-cultural consciousness. A new dance orientation, community dance, developed in the U.K. Dance became a part of non-profit socio-cultural, educational programs. Emphasis was placed on creativity, experience and communication through dance, “in which lines disappear between creator and receiver, creation and participation, professional and amateur” (Brinson 1993:107-336. Kraus 1969:338).

The new dance orientation relates here to the widening of the concept of culture in the early 1970s. The widened views on dance education relates to the need to find alternatives to the common, instrumental dance teaching methods and concepts, and to view dance in broader, societal perspectives (Wolska 1975, Parvia 1990, 1991. 1995:130-132, 1997, Räsänen 1984:3). There was the need to map the situation of dance (Kemi-Aropuro 1986, Repo 1989), and to strenghten the position of dance in society (Jääskeläinen 1991a, b). My intention was to show that dance education may have aims beyond those of performing skills and needs to be appreciated in its own right.
The new orientation was reflected in the programs of Kuopio Dance Festival where multimedia workgroups were introduced in 1975 and 1976 (Parvia 1997), and in the arrangement of the First Internordic Dance Seminar, Dance in the Nordic society, in 1977, where therapeutic views on dance were presented (Parvia 1977, Räsänen 1977, Vienola-Lindfors 1977).
Dance education in Finland
It was not until in 1983 that dance education was established at the Theatre Academy in Helsinki with postgraduate, licenciate and doctoral studies. Studies in dance pedagogue  are established also at Music Conservatories, University of Jyväskylä, sports institutes and folk dance organizations. Dance pedagogues are employed by the National Ballet, Helsinki City Theatre, Sibelius Academy, Theatre Academy, Turku School of Art and Communication, and other cultural institutions and organizations. Posts are established for provincial dance pedagogues.  Dance school programs are under the law of basic art pedagogy in communities. 
Dance education seems defined by the name of the dance genre taught, and the pedagogical method seems implied in the dance genre itself (Haukinen 1993). The problem is that it is not known what exactly is taught and how it is taught.
The organization of dance 
The Dance Council was founded in 1983 under the Ministry of Education. The Dance Council intermediates between the field of dance and the State Arts Council and its Central Council of Arts, based on law of organization of the arts (328/67). Each province has its own Province Arts Council. The Dance Council has its Dance Information Centre, member organizations, and publication, Tanssi (dance). These institutions seem to reflect a formalistic concept of dance.
To sum up
Two basically different lines of development in European dance were traced: Social dance, which grew out of sacred dancing, and which is found at the base of the Finnish educational dance tradition, and on the other hand the theatrical dance tradition in Finland, classical ballet and modern dance styles, which grew out of profane theatrical entertainment traditions.

The educational dance developed, based on the academic dance master institution and women’s new esthetic gym and gym-based free dance into a whole new aesthetic movement culture. The therapeutic and emancipatory aspects of this movement culture influenced women beyond the country of its origin. However, the highly academic movement and dance educators lost their position, and with it their professional identity, when ballet dancers, the entertainers, got their position established and power in decision-making. The task of dance education was now the teaching of performing skills to future stage artists. However, not all dance practitioners had any interest in performing, and the dance education available did not meet their dance interests.
To meet the dance practitioners’ interests it was necessary to widen and deepen the formalistic concept of dance education. This line of development was guided by ideas of avant garde dance, community dance and dance therapy. 
The ideas of the women’s esthetic movement culture were not well known to me when I worked to widen the views of dance education in Finland. However, many ideas seem to be related and basic attitudes to be common to both of these educational dance fields; for example movement expressionism is omitted; movement is not seen as a language or text to be interpreted, but is rather considered abstract; movements are executed and studied in their own right. The teacher’s non-authoritarian, democratic, student centered attitude is stressed, and the therapeutic values of education are appreciated. The focus is on the group, and on the individual learner within the group.
The efforts to widen and deepen the views on dance education awoke considerable interest among dance practitioners and media, but provoked also resistance, as was evident in the First Inter-Nordic Dance Seminar, where one of the main lectures, which presented therapeutic aspects of dance education, was omitted from the proceedings of the seminar (Parvia 1977). However, a new concept of dance education was developed, and the Therapeutic Dance Education was launched briefly in 1995, and with its fuller implications in 2008. The concept defines an educational field of its own between dance education and dance therapy. The education takes into account the dance learners’ needs. Its educational methods are worked out in interactions between the educator and the learners. While the methods may be the same for both fields, the therapeutic dance education and dance therapy, the outcomes are what delineate the differences in the two fields. Method and theory complete each other (Parvia 1995, 2008).
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