
Knowing Experience, Experiencing Knowing 
 
 
 
 
In our conversation we were interested in themes of alternative knowledge, art as a 
laboratory, hapticity, sensoriality, emotions, experience and perception; how they are 
related to our working processes and what we can learn from them. 
The participants of the conversation are from different fields of art and science, 
approaching the topics from various points of view. 
 
Discussion group: Saija Alexandra Kangasniemi, Viivi Lehto, O- Ling Ng, Ines Masanti, 
Alice Orlandi, Klaudie Osickova, Sofia Pyy, Paavo Tiitola, Marianne Turtio 
 
 
Saija:  
What kind of knowledge or alternative knowledge can you reach through your 
own artistic /research practice? 
 
Klaudie:  
A lot of alternative information can be gained through a change in our perceptual 
attitude towards reality. Most common knowledge we can gain is the one of practical 
nature, less common is knowledge of spiritual, aesthetical and similar character. For 
example through aesthetic experience you can gain a knowledge on aesthetic quality of 
a given thing or environment or a piece of art or natural place, a knowledge which can 
be considered alternative, maybe not in hierarchical sense, but in a sense of frequency 
in our daily experience. 
 
Ling:  
I think knowledge on psychology, human behavior and neuroscience are fundamental 
knowledge and sources for topics related to perceptions, emotions and sensoriality. 
Individual has different perception and interest based on their needs and living 
experience that allow a various perspective and alternatives. Art is one of the best way 
to bring perception to the world and share experience under a subjective aesthetic.  
 
Viivi:  
I think, not all the knowledge can be captured in the written format. In my practice, the 
knowledge and lessons learned from and in the garden are deeply connected to my 



work. My garden in Kumpula, is the main source of inspiration behind my glass 
sculptures. I think of Mother Nature as my teacher. Through gardening I have learned to 
meditate and to enjoy the beauty hidden in the moments but also trust in my senses and 
intuition. I think it is very mindful to take care and grow the plants and I see gardening 
as a one form of meditation. I have learned to listen to both myself and the surrounding 
environment, other living things like plants and animals living in the garden. In my 
opinion, we often ignore the other sources of information then “academic ones”. For me 
also the essence of the material art lies in the nature of singular interpretations and 
holistic sensuality. You can not understand for example sculptures in a similar way than 
written facts - still this does not mean the knowledge does not exist in the sculptures. 
Only way to try to understand and connect with material art is to experience it through 
your senses. For me making art is actually my way of living, who am I as a person and 
how do I connect with the world. In fact, as human beings we learn through all of our 
senses all the time. When we are kids nobody disputes this but later the multisensorial 
ways to learn are often ignored. During my artistic process I touch, hear, smell, taste 
and see things - for me the process of making art is about admiring life itself.  
 
Klaudie:  
What is an ‘alternative knowledge’? What would be the opposite / what makes it 
‘alternative’?  
 
Paavo:  
I think this is a really important question. I’ve seen things like motor skills e.g. playing 
the piano referred to as alternative knowledge. Does anyone have more insight into 
this? This would be alternative if we consider language statements as conventional 
knowledge. Is for example the ability to navigate without a map considered alternative 
knowledge? 
 
Saija:  
For me personally it’s maybe knowledge through bodily experiences, for example I often 
use movement as  a source of information. I have questions that I want to think about, 
and through movement and dance I “levitate” in these questions. And it’s not about 
finding answers. So I’m thinking about a knowledge that doesn't give answers but 
pushes you forward to new things. 
 
Paavo:  
Would it be possible to transfer this knowledge to others in your experience? Would 
watching someone dance or learning the movements enable me to access the same 
knowledge or is this purely private form of knowing?  



 
Sofia:  
This question made me think about the history of our education, it would be interesting 
to read more about who decided what we study at school, and what is included in the 
concept of official knowledge. It looks like many movement based (moving the body, 
moving the fingers on an instrument, moving a hand with a brush of paint, etc) forms of 
expression are considered alternative (and maybe even primitive in some cases), even 
if these are essential to the overall well being of many people. And why it was decided 
to make them alternative in the first place is a mystery. (Unless it was a capitalist 
conspiracy to make people less connected to their bodies and intuition, being more 
dependent on consuming entertainment. :D) 
I spent most of my childhood in nature, and I remember knowing intuitively which plants 
were edible, and which ones were not. There was something about the visual language 
of the flora that gave hints if they are poisonous or not. Later I lost that connection, but it 
made me curious about intuitive knowledge, when we just know something in a 
mysterious way, without being taught those things before. I think being connected to our 
body takes us to that knowledge, and maybe seeing other people dance or play can 
help or inspire us, to come closer to a similar state of sensitivity. Maybe humans are like 
antennas that receive knowledge through every cell.  
 
Marianne:  
Sofia, I love your last sentence. That’s how I see it; I believe there is so much 
information our body and cells go through which we don’t even recognize and it doesn’t 
achieve our perception. Our bodies get so much impulses all the time that we need to 
filter it somehow in order to live a “normal life”. That kind of cell based and hidden 
knowledge is actually something I use in my work - I try to achieve perceptions which 
are often not achievable. For me conscious presence and bodily practises are one way 
to grab even parts from that information overload. It is usually very hard to put those 
perceptions into words (and it becomes very poetic) but I think you can get better in it 
with practice. I see that information which comes out by using these working methods is 
one example of alternative knowledge. 
 
Paavo:  
About Sofia’s memory about recognising edible plants. One of the things that visual arts 
remind is how much thinking there is in the process of seeing. The vague belief (that we 
are often unaware of) is that seeing is just passive reception, or a kind of projection of 
the world on to a screen, instead of a complex process of evaluation, differentiation and 
organising, can easily make us blind to subtle sensations and intuitions that are a sign 
of some valuable knowledge or understanding that is not directly available to us, such 



as value of a plant as nourishment. This neglect is not limited to sense of sights but 
other senses as well. 
 
Klaudie:  
Exactly, Sofia. Who has the authority to decide what is the “official”, “main” knowledge, 
and what is “the other”, “alternative” one. I feel like a certain hierarchy is present in this 
and that makes it problematic. Movements of body as a source of (alternative) 
knowledge as Saija described, are for some other species “official” or “main” sources of 
information / you can read, based on the body position and movements, how animals 
feel for example, whether they feel in danger, excited, stressed, angry etc., therefore 
certain reaction can be expected. I like Saija’s description: “a knowledge that doesn't 
give answers but pushes you forward to new things.” 
 
Ines:  
This is a really interesting subject and I have thought of that too Sofia, how we just 
somehow know things without being really able to explain how we know. And also how 
we are in some ways losing our knowledge for example like you said of what can be 
eaten from nature. I have recently started to pay more attention to what I eat in a way of 
what my body really feels and wants intuitively. One day I went to the store and I just felt 
like I needed rosemary, dark chocolate, broccoli and lentils. Exactly those things. Later I 
found out that all of those were sources of iron. I had felt tired for days so probably I had 
a shortage of iron in my body. This way of feeling and listening to what I really want and 
not ”what I should” has led me to act in more intuitive ways also in other areas of my 
life. Saija said beautifully ”knowledge through bodily experiences” and “a knowledge 
that doesn't give answers but pushes you forward to new things.” I think that describes 
this well too. This made me think of also how art brings so much of these bodily intuitive 
experiences and knowledge to life. In doing art and experiencing it as a viewer. Being 
able to bring more of this intuitive action and knowledge also in other moments is 
something worth trying.  
I just have to mention this sentence from Sofia: ”Maybe humans are like antennas that 
receive knowledge through every cell.” that I have a note in my phone that says 
something like ”Hairs are antennas that transmit messages from the cosmos to our 
brains.” This is a quote from a movie but sadly I don’t remember from which one. :(  
I just thought it was a thought worth sharing. 
 
Alice:  
I think that the concept of alternative knowledge has more than one interpretation; from 
my point of view, if i think about my practice, I could say that I see an alternative 
knowledge  the way in which I approach the topic of the work, and i think that this 



process is like a circle, from a different approach you can reach a different outcomes 
that brings you an alternative knowledge.But an alternative knowledge, and I agree with 
all of you, is also something that does not happen through an official channel, think how 
many things we can learn just staying outside, listening to the sounds of our daily life, 
staying together, experiencing the environment, body is the most strong tool to know 
what i around us.  
 
Saija:  
There is a wonderful improvisational movement exercise by the American 
choreographer Deborah Hay, where you visualize reconfiguring the self into fifty-three 
trillion cells in an active, nonlinear “dialogue with all there is”. This idea was one of the 
inspirations for my video “Praying room”. 
 
Sofia: 
Yes, everybody’s thoughts are so interesting! I really like Saija’s idea of “levitating” 
towards questions through movement and dance, and also Alice’s mention about seeing 
the process as a circle, something that gives different answers on different sides. 
Maybe the scientific knowledge is often like that too, it changes constantly and adapts to 
new research. 
 
Klaudie:  
What is a connection between (alternative) knowledge and perception? Aren't we 
trapped in our own cognitive bubbles? Can we even talk about knowledge in the 
first place?  
 
Paavo:  
We have to assume that it is possible to escape our cognitive bubbles to some extent 
for any kind communication to be meaningful in the first place. If we can communicate 
we can always compare the private observations in our bubbles and try to find out what 
is common for us all. But I think it is very important that we have an understanding of 
the limitations and the degree of certainty that our knowledge has and be ready to 
question it when necessary. I guess with alternative knowledge it is a different question. 
When it comes to sensory experiences can we ever communicate exactly what our 
experience was like? We can never know how what we are attempting to describe 
through language, art etc. produces the effect that we want. 
 
Klaudie:  
Yes Paavo, I agree. To accept that we can’t really “know” things means to basically give 
up on understanding. I didn’t want to sound like this is what I suggest. It just makes me 



think how to refer to knowledge in an “objective” way when there is hardly some 
objectivity in the absolute sense / even language, as you mentioned, has limitations 
itself and does not allow us to express completely and exactly what we experience. In 
case of communication, there always needs to be some kind of transformation, 
translation of perception data to communicable content, and there is always a risk of 
losing some of it (like when translating poetry, for example).  
 
Saija:  
To Paavo’s question about how we could communicate our experiences to others. I am 
intrigued by this idea of thinking of performance, creating composition or choreography 
as a collective learning environment. I’m interested in the experiences of the 
participants in my work; the participant acts in the project as an “experiencer”, instead of 
a performer. Participants could also include the audience. So, it’s not about my 
experience, each one has an experience. We all come to this experience through our 
historical body, from the cognitive bubble, as Klaudie described. I think how we open up 
the experience from this bubble is to learn how to be aware of this history our body 
carries; our past experiences, memories, emotions, the fears and expectations of the 
future etc. To be able to look at the experience from the now-moment, the present. This 
obviously is a difficult task, even impossible. 
 
Alice:  
What does alternative knowledge mean in your practice? Is this an instrument, 
an outcome or both?  
 
Klaudie:  
I guess an “alternative” knowledge can be both an instrument (or source, initial input, 
base) and an outcome. Theoretical alternative knowledge can be a base for practice, 
practical alternative knowledge oppositely can lead to theoretical elaboration and 
research.  
 
Alice:  
When does the touch counteract the sight? Why does sight have supremacy in 
our society? 
 
Klaudie:  
Historically, in the context of art, sight and hearing were considered to be “aesthetic” 
senses, i.e., senses most convenient for aesthetic perception of art, because they are 
“distant” senses (allowing the physical distance enabling us to contemplate over the 
observed object “lightly”,”intently”, so to speak). When you have to touch or taste 



something, you need to physically connect with the observed and the experience is 
“more” immediate, often too pleasurable or oppositely too uncomfortable, therefore 
difficult to perceive in a way how, traditionally, it was thought that art should be 
perceived. Some also say that sensations of taste, touch and smell have small (or none) 
ability to obtain a symbolical meaning. What narrative or ideal can be recognized in 
taste of food or character of a surface or smell? How to find the content in these? It can 
be argued that what the given sensory stimulus refers to, what emotions or memories 
evokes in us, is something with which art of touch, smell and even taste works a lot 
(let’s remember an installation in Kiasma back in 2017 called “Babylon” by Christian 
Skeel and Morten Skriver consisting of vases with different scents). Myself, I am a 
defender of these senses and their importance in our (daily & aesthetic) experience too. 
Imagine you couldn’t smell or taste the food, not knowing whether it is edible. But yeah, 
in superficial society the way how people and things look is very important. Why is it not 
about who has the softest skin for example? But I guess it may have something to do 
with the fact that sight data is usually the first data which we obtain when we encounter 
something?  
 
Alice:  
Thank you Klaudie for sharing this, it's brilliant. I am a defender of all senses too, I think 
that excluding some of them only gives us a partial experience of the things.  
Many artistic movements such as Futurism, School of Bauhaus were aware that touch 
is a primary channel in the process of experiencing art, and more in general the world.  
Also philosophers such as Nietzsche or Harder or, to jump in a more contemporary 
view, Derrida were conscious that only through touch you could be able to arrive at the 
bottom of things, to their real essence. We should try to dethrone the visualty in favour 
of a more complete experience, this is, in my opinion, a type of alternative knowledge 
that happens in the moment in which you really experience with all senses a specific 
thing and you create a kind of more intense relation with it.  
 
Viivi: 
Lately I have been reading again the essay of Juhani Pallasmaa “The Thinking Hand: 
Existential and Embodied Wisdom in Architecture''. For me it is one of the most 
important texts which I have worked with. It has also helped me to find the ways to 
explain my practice and why it is so important to work with my hands during the 
process. Even if the outcome would be realised in the end with some other way. Often 
working by hands is considered only doing something, not thinking. In his essay 
Pallasmaa is talking about how we are emphasising the visual and virtual culture and 
the mind and body are getting disconnected. He is explaining the process and relations 
of thinking and bodily experiences. How our thinking has evolved and how we are still 



learning through our hands. Pallasmaa is arguing that craftsmanship and artistic work 
can be fully realized only by understanding the unity of mind and body. Super 
interesting stuff! 
 
Saija:  
I would also add kinesthesia to the conversation, as a relevant sense when we talk 
about the body and movement-based art. How we sense the self-movement and body 
position. About the supremacy of sight in our society and in perception, it’s true sight 
can be a very dominant sense also in movement practices. That’s why it’s a very used 
method in contemporary dance practices to close your eyes while you are moving. For 
example the dance-maker, artist Lisa Nelson has done an interesting research on the 
subject of tuning the senses, or altering the way we use our senses while moving or 
watching movement. 
 
Alice:  
Is this a passive exclusion? Should we use other senses to get in touch with art 
and the world in general? 
 
Viivi:  
I am also a collector. I collect things from my garden, beach and forest… like cones, 
beautiful or interesting objects found from strange places. Leaves with nice aroma, 
colour or shape. One of my favorite findings is the rock that feels soft when you hold it in 
your palm – it is so perfectly shaped. During my process this collection of random things 
inspires me when I’m working. I believe, although thinking, knowledge, and theoretical 
processes are intangible, we still live in the material world and in the physical body. 
That's why the language of the material art; the physical form, haptic approach and the 
three-dimensionality of sculptures, reaches something that mere words or and images 
on a computer screen can never express. Material art is touching in the most concrete 
sense; in a way that is not possible by using any other mediums. This is the reason why 
I love sculpting. 
 
Sofia: 
I think we should use as many senses as we can, the information we get about this 
planet and our lives is so amazingly vivid when we catch different aspects of it.  
 
Viivi:  
What does sensoriality mean to you in your practice? 
 
Alice:  



I started to work with hapacity and sensoriality pushed by a personal experience of my 
mum being visually impaired. I thought about her as a starting point considering how the 
world could be different if you use it as a primary channel, not the sight, but some other 
senses, and primarily the sense of touch. I reconsider the concept of aesthetic 
experience examining how this could be seen as an explosion of feelings generated by 
memories that come to us while we are experiencing a material or object not only 
seeing it but also touching, smelling and listening to it.  
A brilliant example of it is the Proust’ story about madeleine.  
 
Ines: 
I’m working with multiple practices in which I use the senses in different levels. 
Sometimes more sight, sometimes more touch, sound, smell… I enjoy these shifts. 
They bring up different kinds of ideas, feelings and ways to think. 
 
Viivi: 
The key methods I use in my practice are working by hands, music and playing. I also 
use a diary – I write but also draw, paint and take photos to make notes and to 
remember. During my process I build things, sing, make and listen music… and play 
with my kids. I think life is not so serious and we generally should play more. I have my 
own telescope and microscope to make observations – I am not a scientist but this is 
my way to practice wondering. So basically my practice is based of multisensoriality. 
 
Ines:  
Has this current situation (isolation, using so much technology, being online all 
the time etc…) changed the way you think about these topics of experience and 
senses like for example touch? Do you think that it will affect your work in the 
future in some ways? 
 
Ling: 
I agree that technology is changing our experience and senses in the real world. In the 
future, the way we use the internet and the impact of the internet will change human 
behavior more often.  Also, the sensoriality that we can share through the internet is 
limited; visual experience will be more active than experience on touching and smell. 
Knowledge and perception in the real world might be changed because of digital 
technology.  
 
Marianne:  
What kind of methods do you use in your art laboratory? What makes it a 
laboratory? What is the most important component in your art laboratory? 



 
Viivi:  
Making art is kind of a laboratory for me, where I combine many things. Often at first I 
am not totally sure what I am looking for. When I am working, things are slowly coming 
together. The key for me is to forget the rules and curiously seek for new things. 
 
Sofia: 
For me too! Making art is like taking elements from test tubes, mixing them together and 
watching what kind of combinations and reactions they form. 
 
Ling: 
Can we trust our perception? 
 
Alice:  
Perceptions can be a really wide concept, I think we can trust our perceptions. I see 
perception as an additional sensorial channel that makes us see the thing in a certain 
and different way.  
 
Klaudie:  
Do we have any other choice? 
 
Ines:  
Do you think that it is possible to separate your own emotions and experiences 
from the work that you do? 
 
Ling:  
It depends on the purpose and the stages of my work. When it is in the beginning, I find 
that it is good to keep an emotional distance on what we are working on, but while the 
process goes further, personal emotion could be one of the essential needs in my 
works. 
 
Alice:  
No, the works that I do are a part of me, I put a lot of myself in my works, it is a way of 
expression, I cannot imagine a work that I do without a bit of me as an ingredient.  
 
Marianne:  
I see it the same way as you, Alice. If I separate my emotions from my work it will die. If 
there are no emotions involved there is nothing really. If I want to make other people 
feel something then I need to put my own emotions there. But I want to be aware of my 



emotions so they don’t take control of my work. But on the other hand sometimes it’s 
interesting to let your emotions take control especially if it’s an intentional act. 
 
Sofia: 
I have the same thing Alice and Marianne, emotions somehow fuel the work with 
energy, especially in art. But like Ling mentions, the purpose of the work affects too, 
designing a poster it’s not an equally emotional process for me as making a painting or 
some other personal work. 
 
Viivi:  
Do you use autobiographical elements, like emotions or experiences, as a 
material or source of inspiration in your practice? 
 
Saija:  
I use diary and dream journal writing as a tool in my everyday work. This is a way for 
me to grasp a bit of the experiences from the day life as  well as the night when 
sleeping and dreaming. I find it interesting and relevant for my artistic work, as for my 
personal way of living, to value experiences that come from these different levels of 
consciousness as the same relevance, as a source of information. 
 
Ines:  
In my works I often begin from feelings and interests and/or knowledge and as I start 
working with those, I find new. These new things then guide the process to new 
directions. My process is often like that. It happens that I have an image in my head, like 
a memory, feeling, or something I have heard or read, like a story which works as an 
inspiration. As my mind is tuned to notice things around a subject I automatically find 
more information, notice new things and look at the stuffs from different points of views. 
Suddenly the work goes to totally new directions. I enjoy these unexpected shifts, new 
experiences and obscure feelings the process brings up. Even if this sometimes makes 
things harder as what I thought of doing does not feel right anymore and I just have to 
let go. 
 
Viivi:  
Also my works include autobiographical elements, even if it is not always so obvious. In 
my artworks the dreamy scenes are mixing with fairy tales, childhood plays, imaginative 
forms and everyday life notions. I often start working from my own experiences but 
during the process the context of the work gets wider. I try to study the topics I am 
working with in as many ways as possible; through the written knowledge but also trying 
things myself or collaborating with other people who have special knowledge. I also try 



to make notes and document all the steps to make my artistic process, sources of 
inspiration and historical frame of reference visible.  
 
Sofia: 
It’s super interesting to hear about people’s processes, it feels like art too! 
 
Ines: 
In your practice do you think that your own emotions and experiences are a 
source of strength or/and something that makes things harder? In what ways? 
 
Marianne: 
For me emotions are definitely a source of strength. They are present all the time and I 
couldn’t work without them. Emotions have a power to create other people a possibility 
to identify with your work. Sometimes they make things harder but when that happens 
they also give a lot of important information. I ask myself: why does this feel so hard? 
Could it be a common feeling when dealing with this topic? Should I go towards it? I 
also see it essential to recognize my own emotions while I’m working so I know when 
my own subjectivity takes too much space from the topic. 
 
Alice:  
I completely agree with Marianne. For my practice emotions are always something that 
can guide me and see other possibilities.I always put emotions in what I do, like adding 
a piece of me, that, in a way,helps the other see things as I see them.  
 
Ling:  
My perceptions of daily life and some crucial moments were already recorded and noted 
by photo-taking and texts. I think all these fragments of recording my knowledge of 
things and experience helped me to rethink about my life and the surrounding 
environment. The significance of my perceptions is to mirror the real me and the innate 
me, also how I live with other people’s opinions. 
 
Marianne:  
Are you aware of your emotions while you are working? Do you let them guide 
you or do you go against them? 
 
Ling:  
Emotions always happen in daily life; sometimes, they appear even without our 
awareness. But during working on art or a certain kind of purpose, I think emotion can 



be awarded quickly. I agree emotion is good for artistic practice and expressing feelings 
on critical issues, and it adds more personal styles for the piece of work. 
 
Paavo: 
For me working often consists of cycles of inspiration, frustration, joy and 
disappointment. To survive to the next stage of the cycle and get anything finished it’s 
necessary to be aware of your emotional state and the cycle,  and not let yourself be 
completely controlled by your feelings. But often even apparently destructive feelings 
like frustration can be invaluable by supplying the strength to take risks and make a 
necessary but dramatic change in direction of the process — a feat that would have 
been out of reach motivationally in a calmer state.  
 
Ines:  
Emotions are an essential part of my work, of me and my life. In the past this was at 
some point something I tried to hide. Being so emotional and sensitive. There were 
moments in which I felt like I was not taken so seriously as I’m ”so sensitive”. Still 
sometimes the old habits of trying to hide this essential part of me comes up in some 
situations. I have learned to notice those situations which helps me to ponder with the 
subject. It is not always easy but it is worth it. I’m really proud of being a sensitive, 
emotional person. It is a unique source of inspiration and power. <3 
This is a subject I like to process also in my works. Sometimes I even love to make 
something so emotional that it makes me feel really uncomfortable. It is my way of 
fighting the negative parts of the past with my own emotionality. It is also a way for 
bringing up the issue of the seen and hidden negative tones around emotionality and 
hopefully open up spaces for conversations. Still even if emotions are talked more 
openly about than in the past they are too often neglected and underestimated. 
Sometimes I encounter situations in which sensitive points of views are taken less 
seriously or disregarded. In those situations my goal is to question why this is the case. 
I hope that thinking and acting considering having different kinds of personalities and 
views to the world is all the time opening up, giving space for the things we have kept 
hidden because we have learned to do so.  
 
Sofia: 
I can relate to your experiences Ines, and I’m sure many others can too! <3  
For me sensitivity is about paying attention to the subtle changes in the surroundings 
and other creatures, being able to sense things on an energetic level. And I believe that 
if it was accepted as an official source of knowledge, our world would be a different 
place now. We would see how small shifts lead to massive changes in the long run, that 



every little detail has its meaningful role in nature and in life, and how important it is to 
let that silent knowledge flow into us and guide us in every aspect of existence. 
 
 
 


