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The Geography of the world is unified only

by human logic and optics, by the light and color
of artifice, by decorative arrangement, and by
jdeas of the good and frue, and the beantiful.

David Lowenthal




Preface

Sciences about landscape and sciences about man and society demand interdisciplinary study of
the fundamental disciplines of landscape ecology: landscape architecture, anthropology, theory of
culture, philosophy, psychology and others. They are sciences about the human being, mankind
and environment, cosmic space, landscape and nature,

From the confrontation of interdisciplinary approaches emerge methods of how to attempt to
understand landscape, evalvale it, classify it, use it appropriately, preserve it and protect it. This
is the concept, purpose and aim of this approach.

Humans can never completely return to nature. They live next to her; they are in fact a part
of her.. Do human beings, brought up in urban civilization, know the laws of nature? Human
cannot exist without nature, Due to the necessity imposed by his social existence, the human being
enters the ecosystem as a cultural being and engages in agriculiure as a more or less culturally and
ecologically oriented entrepreneur,

Modern philosophy and its scientific methodology search for approaches as to how to bridge
the difference between civilization and nature. This is why biologists take interest in disciplines
that seemingly have no connection with life sciences, i.e. philosophy, sociology, the philosophy of
culture, acsthetics and art. They do not wish to be one-sided specialists because they feel the need
to come (o terms with this issue not only in their discipline but also in their own minds.

The buman dimension in the relation between humans and nature, i.. man’s spiritual
connection with his environment, is explained by a series of observations in the human and social
sciences. Human sciences, then, provide not only information about human beings but they are
also a vehicle for the humanization of other scientific disciplines including technology, ecology,
and biology.

The interdisciplinary approach to such diverse disciplines is not simple. Traditional disciplines
overlap at this point and new interdisciplinary specializations are formed along with new kinds of
applied disciplines. It i3 necessary to pose clear questions and keep on opening them, formulate
new approaches as well as choosing non-traditional methods in interdisciplinary fields of study.

Man in his relation to nature is in fact her imitator., He is her student. But is il a good student
who only strives to use nature, control her and disrupt her? Did industrialization and its
mechanical technologies outstrip human culture? s not our present culture geared solely toward
the exploitation of nature? Culture enhances the human experience; information concerning culture
is contained primarily in philosophy, social sciences, sciences about art and in art itself, which
deals with human beings’ capacity for thinking, feeling and intuition, The capacities of human
transcendence can coniribute to the undersianding of the mysterious force of nature, which stiil
guards its hidden mysteries.

The study of human relation to nature, landscape and human culiure opens up some of the
following problems: the environment has ceased to be a problem reserved exclusively for
ecologists. Ecological findings should influence political decisions. The cultural aspects of
ecology reach beyond the borders of narrow scientific specializations and they provide the human
sciences with qualitatively distinct data. Interdisciplinary ecological areas of study in conjunction
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with the governing and decision-making bodies help to create a new kind of political system,
directly linked to modern flexible scientific research.

The role of the scientist -- that of a human being as a part of nature and an inhabitant of this
earth -- is new, different and newly relevant. The international altiance of TUCN in their well-
known October 1988 Fontainebleau declaration spoke of the need for an accord between human
beings, their culture and those sectors of govemment, management, and science which deal with
nature and environment. The principal statement of this conference is that ecology is not
exclusively the concern of biology and bio-sciences. Man himself enters the ecosystem as a
biological and cultural being. Man’s attitude toward his environment is part of his make-up as a
natural and cultural being,

One of the first universal philosophies which treated this relation was Cartesianism. It united
the most basic categorics of nature, human culture and human environment, Modern
phenomenology uses the basics of these categories as a methodologically viable basis for its
research. "Cartesian life is very simple," states Descartes. And his proposition, the initial question
of all science, indigpensable to all scientists, is that we do not have certain knowledge of the world.
It 15, however, necessary to accept this relative unreliability of human activity called the exact
science with its narrow specialization probing into natural mysteries, It is basic knowledge. It
would be foolish to insist that science is merely objective data and that through science everything
is comprehensible. 4

Just as it is possible to understand a human being through himself (such is the premise of
scientific anthropology}, so is it also possible to understand nature through herself. Thus did the
sciences about nature come into being. Nature and human beings contain mysteries that, according
to Friedrich Nietzsche, "tiptoe on dove’s feet.” It is therefore necessary to use gentle methods,
The key to this process is the commitment to authenticity, which is an innate human need. Moral
attitude toward the environment as the main theme of cultural ecology is the control of ideas
throngh ideology. By idea we mean the philosophical meaning of human existence in the
environment, in nature and in space. Idea as inwardness and authenticity is indifferent to neither
the landscape nor human beings; it sorts external facts according to inner human truth, The
concept of human freedom is linked to nature since it is an innate characteristic of human growth.
Human sciences evaluate human beings’ basic natural equipment and the essence of their humanity,
their need for knowledge, truth and freedom on the basis of artifacts of human culture. Freedom,
as a unitary need, is realized within human beings and within society. It is the aim of human
social endeavour.

The human phenomenon of freedom is an imperative; he who chooses it, remains free.
Without this courage he returns to the feeling of shame, weakness and chaos. The idea of a human
being, his freedom, his culture is very concrete; it is always what a human being is left with when
his existence is threatened. Should it come to a decling in human society, it would signify a
disintegration of this idea and a disintegration of the fundamental natural values. The accompany-
ing phenomena are alienation, materialism, egoism, disregard, chaos. It is the negative position
of the positive pole of truth, freedom, love, responsibility. Truth is not only a means of
understanding, or one of the above-noted ethical categories, but also an innate human need. Nature
does not recognize a dimension of obsession, rithlessness, and falseness.

The history of human culture and religion also contains human responsibility to nature. In
science, specialization in certain narrowly defined areas is a variation of the above-mentioned
randomness -- of the chaos resulting from insufficient knowledge of all natural laws. The problem
of "randomness” is in fact man’s historical opportunity, Nietzsche’s statement: "Major changes
come on dove’s feei" transposes ethical and philosophical concepts of freedom and responsibility
into a spatial dimension: truth and lies, openness and isolation, gentleness and roughness are
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dimensions of a larger space. Therefore, individual artforms, art history and theory, and the theory
of culture can mediate this knowledge.

Culture is a human activity, through which human beings as individuals in smaller or larger
social groups react to their environment. Culture in the broader meaning of the word is any human
reaction to the environment, since it is dependent on the abilities and characteristics of a human
being. Culture in its broader sense touches upon the following types of attitude to nature:

+ accessibility and inaccessibility of nature

* enlightenment of human treatment of nature and landscape

+  skill and manipulability of this treatment and this activity.

By culture, in ifs narrower sense in this context, is meant the theme of nature and landscape in art
and literature. It can take various forms, real or imaginary. Man’s original animal relation to
natyre is manifested in his dreams and imagination. If the dream becomes art, it increases the
existential freedom of anthentic nature, Art multiplies the prospects of nature through imagination,
creation, dimensions of human transcendence.

Art and literature is a reflection and a document of man’s inner relation o landscape. This
relation is artificial, changeable and it is always a different relation to a different landscape. (A
literary example of poetisation of a forest environment experience is the manor park and forest in
D. H. Lawrence’s Lady Chatterley's Lover.) .

The cultural continuum .of human experience is determined by its relationship to nature,
landscape, earth, land and country. Art can be a source of information about the relation to nature,
especially in process of their metamorphosis. What are the social coordinates of this change?
Man’s relation to the landscape has changed and changed primariiy as a result of urbanisation; but
the structure of both metropolitan and country dwellings has also changed by world migrations,
travel, new forms of the culture of living, mass communications.

Life and work in the so-called residential fandscape, recreation and all forms of modern living
in the landscape create newly gualitative attitudes to it. In the developed countries the situation
is better than in economically semi-developed nations. There is more unremoved waste,
insufficient control of food, chemical waste, and the use of chemicals in agriculture. In the
construction indusiry and in architecture, technically advanced nations are better tied to nature,
In the semi-developed nations, the city and suburban civilization elements often mix chaotically
with landscape. In the developed nations, there is a higher standard of technology and aesthetics
of architecture, organization, and human behaviour. This also has its disadvantages: individualism,
manipulation of citizenry by means of career opportuenities, and consumption. The existence of
educational institutions and the supervision by central and provincial offices and managerial work-
sites help to regulate the activities of the landscape users.

Ecology, philosophy and other human and social sciences help understand the new relations
and connections of civilization and nature, The pressure on landscape by humane ecology cannot
be implemented through regression back to pristine nature. It is optimal to construct landscape’s
human dimension through appropriately, culturally applied technology.

The environment, in its broader and narrower sense has both a horizontal and spatial
dimension, Man’s biological essence, his health, birth and death, are linked to his biological
environment. Man’s immediate environment is nature and landscape, i.e. that which he sees
around him. It is necessary to renew the human standards of the environment by this same
culturally applied technological method and to create a more natural environment, and in a broader
sense, & more natural Earth; and to counter advancing alienation by once again humanizing man’s
reunion with, and understanding of, the simplest things of nature, which are however the
fundamental mysteries of human existence. Even the culture of industry, technology, profit,
production and competition implies a better definition of the human dimension,

The purpose of the interdisciplinary approach to the study of the environment is to confront
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individual scientific disciplines and to improve our understanding of the environment on this basis.
The coltural and aesthetic circumstances of environmental ecology ¢an be applied toward the
protection of nature and toward recreation; there is opportunity for international encounters and for
new kinds of human involvement in macro and microstructural communities, Tt is therefore
essential to follow the dynamic forces of culture and art and their significance because the theme
of nature and environment is one of their main themes. And very often it is a reflection of our
society's culture.

Hana Svobodovd
January 1993
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People and Landscape:
Mediated Perception of a Philosophy
of Life Dominating a Society

Karel Bayer
University of Wisconsin-Milwaukee, USA

L. Introduction

Landscape - Environment represents a unifying factor for various modes of human ¢xistence.
It is studied by scientists, portrayed by artists and experienced by everyone.

This paper presents a view of a human geographer taking a humanistic approach. The next
three sections (TI- TV) deal with the humanistic view of geography stressing the trichotomy of
geography: as a natural science, social science, and humanistic field. From the humanistic point
of view the important role of art as an integral awareness of the world is stressed.

The next four sections (V- VIII) discuss the artist’s cognitive perception of the environment
and the following section IX focuses on a case study of the small nation of Czechs inhabiting
Bohemia and Moravia in Central Europe. The intimate relation of Czechs to the landscape of their
homeland is demonstrated by the artistic images.

The concluding section X presents the work of artists as agents in the formation of cultural
landscape and their role in posing the questions about the causes behind the actions of people
creating intentionally or inadvertently cultural landscapes.

II. Landscape (krgjina) and Geography

Landscape, the physical surface of the earth in the fundamental geographic definition,
represents the very basic interest of a geographer. From the viewpoint of processes forming the
landscape, two types of landscape can be identified: the narural landscape formed without the
impact of human activity and the culrural landscape where human action has to be included in the
vector of landscape-forming processes in addition to the forces of nature (orogenesis, tectonics,
weathering, mass wasting, climate, etc.) Thus, we can view the cultural landscape as a natural

- landscape transtormed by human activity into a new entity. When we focus, however, on people
on the earth rather than the physical landscape as it is in the specialty of human geography, this
simple image of the earth’s surface becomes complicated.

First, people of course live, work and relax in the physical landscape. This physical landscape,
however, influences people in more ways than, for example, by providing soils for crops and



pastures in agriculture or rivers for transport, fishery, or (unfortunately) for waste dumping.
Landscapes positively or negatively influence human minds as numerous case studies in landscape
perception (Tuan 1974; Butzer 1978), orrecently in the theory of landscape aesthetics (Bourassa
1991) demonstrate. Artificial cultural landscape influences the very people who live on it and who
contributed to its creation and who live in the cultural landscape created by previous generations.
One of the most profound modifications of the natural landscape into an artificial culturail landscape
is the construction of cities.

We cannot, however, isolate the landscape-people interactions from other components of the
physical environment such as climate, or tectonic activity with their related natural hazards or from
the human environment, i.e. other persons, national groups and nations who surround a person or
a group. These considerations result in an awareness of a permanently developing complex
feedback mechanism between the physical and human environment and between an individual and
a society. Human beings are influenced in their thinking and actions by the totality of their
environments,

They also influence their environments by their actions forming the socicty they are living in
and creating from their natural environment a cultyral environment: cultural landscape, cultural
hydrosphere and cultural atmosphere. A wide range of natural and social sciences and humanities
study these processes and interactions spanning from geology, atmospheric sciences, through
geography, anthropology. history, sociology and psychology, to philosophy and art history.

111, Geography: Art or Science?

Geography has been frequently kabelled as a descriptive science studying the surface of the
earth. Since the time of the ancient world, however, the task of geographers was considered to be
to observe the world with understanding eyes, to explain it, and to convey the image of the world
to others. The medieval and renaissance map makers used the unambiguous term "Imago Mundi”
derived from the tract by Cardinal Pierre d’Ailly (Ailly 1480-1483, 1930). This term, however,
was not limited to cartographic pictures. Certainly it was not synonymous with "the face of the
carth,” which means the observable objective reality of the earth’s surface, With approaching
specialisation and the formation of natural and social sciences in the 18th, 19th, and 20th centuries,
scientific researchers became interested in the study of various features of the face of the earth.
It remained geography’s own task not only to view the world in a synthesising manner but to take
into account the observer as perceiver. The integral character of geography as a synthesising field
of knowledge is generally known, but the second aspect mentioned above, i.e., the inclusion of the
discerner, disappears at times only to emerge later again, The dichotomy of geography as both
physical and social science makes synthesis imperative, but the consideration of human existence
and activity is frequently limited to the inclusion of the role of a person and a whole society as an
agent only, similar to natural forces. "Image," however, includes not only the objective reality of
the face of the earth with its waters, vegetation, animal world and humans, but also the cognitive
perceiver himself as the creator of the image. While other earth“sciences, and sciences in general,
attempt to eliminate the "human factor™ as a source of personal crrors in observations, geography
frequently keeps the observer as an active agent. It is, in my view, precisely this inclusion of the
creator of images into the field of learning, that distinguishes geography from other sciences. It
i3 interesting that the idea that the observer always enters the observed also appears in such "hard"
science as-modern physics.

In geography we can repeatedly find the active observer in reports of travellers from Marco
Polo through Darwin to the present time. The role of the perceiver, however, is not limited to
cultural aspects of geography. Alexander von Humboldt wrote the following definition of climate:



"The word climate encompasses in its general meaning all the changes in the atmosphere, by which
our organs are patently excited.” The listing of climatic elements which follows this definition is
then concluded by "cleanness of the atmosphere” as related to "more or less unhealthy gaseous
pollutants” and by the "transparency or the brightness of the sky...which are so important becanse
of their influence on the totality of impressions which the soul receives through senses in different
zones” (Humboldt 1845-1862).

This narrow and inexact definition cannot be disregarded as obsolete because of its dependence
on human perception. Von Humboldt cannot be considered to be an obsolete thinker. He
demanded the description of climate by numerical values and proposed geophysical modelling of
climate, which would become possible only a century later. At the same time Humboldt
acknowledged the necessity also to include the human discerner in the necessary synthesis.

It was preciscly this approach of von Humboldt, which we find more than one hundred years
later in the well known text on quantitative methods in climatology: "It should never be forgotten
that geography, and even more climatology, started with descriptions by early travellers. ..An
almost innumerable series of keen travellers with open eyes gave us our first knowledge of the
climate of remote countries. Nor should modern climatography renounce the lively description of
climatic impressions drawn from personal experience,” (Conrad/Pollak 1950).

This is mentioned here not in order to suppress and to downplay the role of science in
geography as the field dealing with the image of the earth in an explanatory and deeply revealing
portrait. It intends to stress two facts: first, that humanity cannot be omitted from the "image” and
secondly that we are dealing with two different ways of equal value in our striving for a truthful
"portrait” of the earth: the analysing-synthesising scientific method and an integral view of art.
Geography is both, art and science,

IV. The Trichotomy of Geography

The development of humanistic geography with its realisation of the necessity to include both
art and philosophy into the range of complementary angles in the "scanning” of the planet earth
leads to the change of the character of geography itself, Instead of the well known "natural” and
"social" dichotomy, the present geography emerges as a trichotomous field of knowledge. It
includes natural science and social science as well as humanities. This distinction of the three
components is important particularly when we consider the interrelationship between landscape and
culture.

1. The artistic component surfaced within the previous two decades, with increasing atiention
given to environmental perception in the study of the behaviour of groups in society (Gold 1980).
The examination of landscape aesthetics itself became the topic of social scientific methods and
in recent years the first attempts were published in geographic literature dealing with the theory
of landscape perception (Saarinen et al 1984). Using the results of previous works in psychology,
sociology and anthropology, the first attempt to derive a paradigm for landscape aesthetics has been
published (Bourassa 1990). We are experiencing a further penetration of scientific methodology
into the study of environmental perception, i.e. the process which is at the basis of an artist’s work.
"The painter draws with his cyes, not with his hands" pointed out Maurice Grosser as quoted by

Betty Edwards (Edwards 1979, 1989).
' 2. Though scientific analysis will probably lead to a theoretical synthesis necessary for the
understanding of human behaviour, it cannot be expected to replace the imaginative creations of
perceiving artists. The main concern at the same time is oriented on literary creative work, "The
critical focus for such studies is the condition of the individual human being in the contemporary
landscape. Humanisation of cultural landscapes, in the sense of a humane, "enlightened



anthropocentrism," is seen as equal in importance to ecological perspectives” (Bunkse 1990). It
can be seen that particularly in very complicated and not fully understood phenomena, the artist’s
integral experience might yield a more understanding view than a rigorous analysis and synthesis
based on incomplete data.

The case of a poet pictured in Karel Capek’s short story can perhaps exemplify what I have
in mind. In that story entitled simply "Poet" (Capek, 1928, 1955), an elderly woman is killed by
4 hit-and-run driver. Several people witness the accident but nobody is able io give sufficient
information on the car: a policeman is too far away and runs to the injured first, an engincering
student noticed only the powerful engine, etc. Finally, the desperate police inspector investigating
the accident, turns his attention to a friend of the engineering student, the last witness who seems
to be, even (o his friend, an absolutely useless person for testifying: a poet.

After the accident he ran home crying, his friend explained. Nevertheless, the poet is
questioned and indeed, when asked to remember some details, he answered frankly: "I do not
watch for details but rather for the whole mood." But then he discovers in his pocket a poem
written on the back of an old envelope immediately after the accident. The poem is seemingly
useless too. It contains such verses as: march of dark houses; dawn, playing a mandolin; girl, why
do you blush?, we shall go by car 120 HP to the end of the world, or to Singapore, stop the car;
our great love is in the dust; girl - the broken flower; swan’s neck -- breasts -- drum and cymbals;
why do I cry? --

After analysis it was discovered that Singapore might be there because of some brownish
impression -- perhaps because the Malayans are brown, and that the final words of the poem might
symbolize the digits: swan’s neck = 2, breasts = 3, drum and cymbals = 5. In the end, police
found the dark brown car with the license plate number 233, I have always been impressed by this
tale in which the best observer of the reality was a person who was trusted least by others, an artisi
-- apoet. Several important observations can be made when we think about Capek’s story.

First, the story was written by an artist. This fact itself serves as an example of the writer’s
awareness of the important role of the artistic perception. The poet’s integral holistic view of the
scene might yield surprisingly accurate awareness without analysis and any attempt to identify and
to understand all components of the event.

Secondly, while all other spectators noticed some detail related to their specialties, the artist,
whose senses and mind were accustomed to integral cognitive perception, was the only one who
in a fraction of the critical moment caught the most important componenis of the perceived
tragedy: the victim and the killer.

Thirdly, the seemingly most impractical and, from the viewpoint of applied knowledge, most
useless person contributed most to the practical task: the arrest of a suspect.

Fourthly, the artist’s cognitive perception represents a different but equally valuable way to
the "truth" as rigorous science. Its advantage is that it might be present in unexpected situations.
The poet did not prepare elaborately for his work. His ever-observing e¢yes and mind perceived
the scene and he immediately almost subconsciously started his "work": to write his poem on
anything he found in his pocket. Habitually, se had to do it. Poetry was actually not his work,
it was a part of his personality,

3. The scparation of perceplion as a rather imperfect activity of the senses from thinking as
the "higher” cognitive function of the mind has led since the time of Plato and Aristotle to the
undervaluation of perception not only in psychology but also in the Liberal Arts, from which the
fine arts are traditionally excluded (Armheim 1969).

An artist, however, not only "sees,” but "perceives," That means, he has to understand in
order to produce his work of art, but his understanding is different from scientific understanding,
it is rather awareness.



4, The work of a geographer reveals some similarities to the work of an artist. A geographer
has to perceive in order to understand and in order to create a truthful image of the world for
others. Like an artist, a geographer cannot travel and look as an unengaged person. He or she
always perceives the world around and thinks in images.

V. The Artist and the World

The considerations presented until now lead seemingly to some elitist position of an artist as
an exclusive person who can see what others cannot. This would be a wrong judgement based on
an incomplete evaluation, For clarification, let us consider just three statements from three writings
spanning nineteen centuries. The first one is ancient, from the Bible. When Jesus is questioned
as to why he speaks in parables he answers: "I speak to them in parables, because seeing they do
not see, and hearing they do not hear, nor do they understand.” And quoting the prophet Isaiah
from the Qld Testament, he explains: "For this people’s heart has grown dull.” (Mt. 13, 10-17;
Mk 4, 10-12; Lk 8, 9-10; Isa 6, 9-10). The second writing is a beautiful poem in prose by the
Czech poet Otokar Bfezina: "Mirroring in the Depth” (Bfezina 1929). His poem starts with the
description of the artist’s call:

"The whole earth, visible and invisible, lives mysteriously in a human being...How could we

understand the language of colours and wisdom of shapes, if our sopl would not be

mysteriously present at the creation of this visible world and if it would not carry from the
past a memory of the giddy life before the birth? There are however, beings, in whom some
of these memories at touching of things can flare up with intensity which is to others, more
forgetful, inconceivable... Where the others walk sunken in themselves, they vibrate from
love; where the eyes of others opened and dazzled closed again, they see. Creators of dreams,
consecrators, masters, scientists, consolidators of spiritual links on earth, walk among us,
burdened by all hopes of our kind. But in everybody, even in the most humble of the brothers
and sisters, a mysterious consecrator into some mystery of nature slumbers and awaits his or

her awakening..." (Bfezina 1929).

Bfezina then states clearly the role of love in the perception of truth, which is open to all but
understood fully only by those who are able to penetrate beyond the surface of people and things
of the world;

"Love opened your senses and granted to your vision that depth of magic clairvoyance in

which all things of the earth blossom into their true essence, that is into beauty. Spoken from

the depth, one can see things and people only when he loves them. Nobody can grasp the

beauty of that, which he does not love" (Bfezina, 1929).

Finally, in the Czech film My Sweet Little Village (Vesnicko md stPediskovd, Jiff Menzel,
1986), the painter, when confronted by the local official who requested that his house should be
depicted, expresses the limitation of an artist: "I cannot paint what I do not love."

From these three examples, and many others could be quoted, emerges the very characteristic
of an artist: the lover. This statement has to be well understood: the true lover does not love
things and people in order to own them and to dominate them. He loves them because they are
beautiful. That means that not everybody who calls himself or herself artist is really what he or
she claims to be. Again, the poet helps ws (o understand love and the fact that love is not a
privilege of artists only though it is the common denominator of all in-depth understanding because

“... loving people suffer more by the pain of brothers and sisters than by their own and

martyrs, not for their own salvation but for the salvation of others, are dying all the time next

to us in prisons, exiles and in that worst banishment of ail, in loneliness in the middle of

crowds” (Bfezina 1929).



The creativity of the artist feeds on in-depth cognitive perception: that ability to see while
seeing and to hear while hearing and all that because of the faculty to understand with the heart
opened by love. This faculty, however, cannot be a privilege of artists only because, without it,
how could others understand the words, music and images created by artists?

VI. True Lovers of the World

Bfezina’s words make us look around and see people of many ways of life, professions and
vocations who share the true love of the world. In their midst are those who become visible in
their roles, not only as artists but, for example, people seemingly so far apart as saints and
contemplatives who love the world not in order to exploit but because it is God’s creation and
geographers in their struggle to see and to understand:

"Religion has aiso repeatedly been described as a way of seeing. Seceing, in academic

patlance, has been used so frequently as a metaphor for understanding that its primary literal

sense has been neglected... Religion needs images to fulfil its formative role in human life...

Contemplation {concentrated meditation traditionally focused by an image) is largely ignored.

Neglect of images is neglect of contemplation... Like language, contemplation can form

community; it is not - or not necessarily - a solitary, individualistic activity. Those who gaze

together at a religious image share participation in.the spiritual world made present in its
visual representation” (Miles 1985). '

The importance of perceiving while seeing and the consequences of the loss of vision are far
reaching. A geographer described how the lost ability to perceive might lead in a complicated feed
back mechanism to environmental ignorance:

"To separate sense of place from sense of self is to be guilty of nonsense. If we of the present

are author to a generation of spatial blindness because we have failed to instruct our students

in the act of seeing, then we must accept responsibility for producing a population without
vision. This blindness is the root of environmental ignorance...If we can begin to teach our
students - that looking at landscape - that is, evaluating the environment - is a creative,
speculative, intelligent means of comprehending society, then we have engendered real
education, real environmental education. The sequence I am suggesting is simple: We must
teach our students to realize that landscape - the environment - reflects philosophical systems
more accurately than any philosophical paradigm. That is to say, a housing tract is more
expressive of what society believes in than is a philosophical tract” (Salter 1977).

VII, Images of the World - a Mediated Perception

The very basis of the artist’s work is for me the same phenomenological positive awareness
of meaningful experience which was formulated as a philosophical project by Husserl, It was
followed by the philosophers Tomas Masaryk and Jan Patolka and it has beer expressed by
philosopher Erazim Kohik (Kohdk 1978, 1980) not as a programme for an elite but as a task for
humans who want to live the truly free human life. It has been expressed as the basic alternative
to merely surviving in the middle of the crowd of obedient, senseless consumers.

This view of the world is unambiguously.in opposition to the philosophy which considers the
obvious (0 be only superficial, false consciousness while the true meaning is a hidden unknown,
possibly ¢ven the opposite of that which is palpable, apparent, perspicuous.



The acknowledgement of the clear perception of the obvious instead of obscure speculation,
as the way to seck the truth, is clearly not only a basis of the philosophical method of
phenomenology but also a confirmation of the cognitive faculty of artistic perception. Meaningful
experience is given in its totality and abstraction separates from the totality the positivistic subject
of natural science or aesthetics or ethics. This is the cognitive perception of an artist who, like the
poet in Capek’s story, emphasises the most important of that which is perceived and shares the
image with fellow human beings. The sharing is the artist’s natore because he or she loves the
people., .

The role of landscape images in an artist’s work emerges from this philosophy. A painter or
poet does not stand above other people as a member of an initiated elite. He or she is one of the
multitude of brothers and sisters whose senses in Bfezina’s vision are capable of perceiving the
wider spectrum of light reflected and emanated by objects of this world and his or her skills are
capable of emphasising in visible colours the beauty which otherwise would remain unnoticed.
Artists widen and deepen the perceptions of others; their works teach how to observe in love in
order to perceive, The artist mediates his or her cognitive perception o all whose heart is open.

VIIL Landscapes and People

We know that poets and painters are related to regions and vice versa. Say, Provence and the
names of Van Gogh and Cézanne emerge in your mind. In Bohemia there is the Region of Alois
Jirdsek and BoZena N&mcovd, and the Bohemian-Moravian Highland is connected with the painter
Antonfn SlavRek. The length of time spent in any particular region is certainly directly
proportional to the knowledge of that region. It is well known that the artist-photographer of
Prague, Josef Sudek sometimes waited months in order to grasp the right illumination depending
on season and weather (o be able to create the right image (Bullaty 1978).

But not only the length of time is important. Not all parts of human life are cqually
"perceptive.” It is a generally accepted fact that childhood is extremely important in the formation
of personality in all people and in the life of an artist particularly. Artists are well aware of this.
Rainer Maria Rilke in his letters to a young poet wrote:

“,.for the creator there is not poverty and no poor, indifferent place. And even if you found

yourself in some prison, whose walls let in none of the world’s sounds - wouldn’t you still

have your childhood, that jewel beyond all price, that treasure house of memories?” (Rilke

1903, 1984.)

It is not easy for a person living in a highly mobile society to create an intimate relationship
with a landscape. The person, however, who is able to live his childhood and maturing years in
a close partnership with a particular landscape, develops a very special loving relationship with the
environment which actively helps to form his personality. Karel Capek expressed this impact of
the landscape on a person in a most impressive way:

"Native region (kraj) is the region of childhood, region of the first, and hence also the

strongest impressions, discoveries and findings. One does not need to return there becanse

one, in fact, did not cease to live there, wherever finds himself, Native region is something
like native tongue; even if somebody would speak and write in another language, he would
never cease to think and dream in the iongue of his childhood. This is not an influence; it is
something very much basic and stronger: it is a piece of one’s soul and personality” (Capek

1890-1938).

From these words of C‘apek one can see that the whole environment, physical and human,
participates in the essential impact on human beings. This is very poignantly expressed in an essay
by Franti¥ek Buridnek (Buridnek 1983).




It is, then, not surprising that an artist’s images of landscape incorporate the whole
environment in its totality in portraits of landscape. Let us remember El Greco’s Toledo, one of
his few "landscape paintings,” which is sometime called Toledo at Night or Toledo in a Storm.
In reality it is simply Toledo, a composite picture of Toledo. Physical features of the city are
clearly recognizable in this image, but it is not a photographic picture. That painting is a spiritual
picture of the city expressing all the roles Toledo played in the life of sixteenth century Spain and
beyond it, showing the universal meaning of the town (Troutman 1963, 1971).

Throughout the centuries and around the world, examples can be found of artistic images of
landscape which awaken "sisters and brothers” in Bfezina's words from the indifference and
insensitivity towards their environment. This is not some sort of rhetoric but a poetic and
sometimes mystical awareness of a close relationship of humans to other parts of a created world.
Innumerable examples might be quoted from the area of the religion of North American Indians
as shown in their rituals, throungh Chinese and Japancse poetry, paintings and rituals, to the
Christian traditions of Western civilisation. The paintings of Ma Yuan (late twelfth century AD)
Solitary Angler or Playing the Lute in Moonlight (Campbell 1974) or those of priest Shubun
(Hasumi 1960, 1962} express Zen philosophy. The combination of distant and high objects with
views from foreground to background and from near to far away hints at the other world.

The romantic paintings of the Czech mountainous landscapes by Caspar David Friedrich point
gently to the world beyond the reality which, however, can be perceived through this world. His
own words describe his attinde fowards painting: "Just as the pious man prays without speaking
a word and the Almighty harkens unto him, so the artist with true feelings paints and the sensitive
man understands and recognizes it” (Honour Fleming 1982; Guillaud 1989; Reitharova 1990).

'The symbolic arrangements express sometimes the artist’s view of the mysteries of human life
as in Giorgione’s (Giorgio da Castelfranco) Tempest from the early sixteenth century. In this
mysterious painting of a man-soldier and a woman-mother against the background of a
contemporary town, both counterparts of hnman existence are connected by a river of life bridged
in the background by the divine power symbolised by the lighining of a thunderstorm (Valcanover
1981, 1985).

Landscape symbolism played a highly important role in the works of Vincent van Gogh. The
cypresses, which appear frequently in his paintings from Provence, are for Vincent the living
obelisks which, like pyramids, in form and meaning, are signs of the connection of the cosmos
with the earth. As living trees, they symbolise the trees of life with their movement as signs of
growth and transience, and as death pyramids, they symbolise the law and in their shape the sign
of eternity. From his letters to Theo we know the highly symbolic images of Sower, Barleyfield,
and the last painting of the Grainfield with Rooks: the road of life, the Sun as giver of life with
yellow as the colour of male strength, according to the ancient mystics, The sun appears to the
painter as a mysterious opening into the endless light of eternal love, There is, however, no sun
in Vincent's last painting in which the road of life disappears in the horizon between the yellow
field and the dark blue sky of the unknown eternity. Again the deep landscape symbolism of this
painting can be identified from the painter’s correspondence with his brother Theo (Heidecker
1985).

‘ In a still higher degree of symbolism, Salvador Dali in his Sacrament of the Last Supper
combines the realistic background of the coastal landscape near his home at Portlligat with a
mystical dodecahedron symbolising eternity in totality and symbolic persons participating in the
eucharistic ritual (Gomez de Liano 1983, plate 109). The completely surrealistic landscapes of
other of Dali’s paintings do not represent a completely new symbolic approach. The fantastic
landscapes of Hieronymus Bosch from the fifteenth century with even more fantastic beings and
scenes seem to foreshadow surrcalism several centuries earlier (Beagle 1982),



There is now a more clearly recognisable trend of common interest in perceptions, images and
the study of landscape, and the totality of human environment among artists, geographers and other
social scientists. The geographer’s interest in art as a humanistic dimension of his field is not new
and thus only four recent references are mentioned here. At the twenty-fifth Intermational
Geographical Congress in Paris in- 1984, two papers clearly took the direction of a humanistic
evaluation of environment and art, One dealt with place and landscape in Indian tradition (Sopher
1984, 1986) and the second introduced the term mediated landscape perception applied in that
paper to Biblical environmental symbolism (Bayer 1984). The third publication is the view of a
Czech sociologist Hana Librov4 on the theme of the love of landscape (krajing) (Librovd 1988).
The fourth is the paper of two British authors, specifying the perception of place as a common
territory of both, artist and geographer (McKay/Russell-Cobb 1989).

IX, The Czechs and the Czech Landscape

In addition to that which was discussed above, other relationships of people, artists and
landscape emerge. Let us mention two of them as examples.

First, poetry and painting are not the only arts dealing with landscape; music, theatre and film
are certainly equally important.

Secondly, the attachment to the land as native region has a special dimenSion in the life of
small nations, particularly those whose language separates them from their neighbours.

Let us examine both these relationships using the example of Czechs. The relationship of
people to the important features of physical landscape is not unusual and neither is the expression
of this relationship unnsual in music: Mississippi River, Rhine River, Danube River, Tipperary,
Tatra Mountains,

In Czech tradition the whole couniry became the focus of musical expression. In the cycle
of Bedrich Smetana’s symphonic poems My Fatherland, five of six parts are inspired by the land:
Blanik - mountain, Moldau (Vltava) - river, the third sings about the ancient castle Vy3ehrad on
the cliff above the Moldau river, the fourth is a musical apotheosis of the Czech meadows and
woods, and the fifth deals with the Hussite hilltop town Téabor.

Perhaps even more impressive is the origin of the Czech national anthem Where is My Home.
Unlike the national anthems of large nations cefebrating the greatness of the country, the Czech
anthem praises the beauty of the Czech landscape. Iis origin in also typically Czech. A song
composed by a lawyer Franti¥ek Skroup for a comedy of Josef K. Tyl received such a spontaneous
acclaim that it became a national song (like "America the Beautiful"}, and after the year 1918, the
national anthem. Two important characteristics can be seen from this example: the broad popular
feeling for the land and the fundamental role of the Czech theatre in the national revival during
the nineteenth and early twentieth centuries. This important role of theatre emerged again in the
dark time of the communist totalitarian regime 1948-1989 and it is not by chance that the
courageous playwright Viclav Havel became, by equally popular acclaim, the first president of a
resurrected free nation.

The role of theatre, or in the twentieth century of a new medium - film, in the time of
oppression, is the last example I would like to mention. The Czech movie My Sweer Little Village
was applauded in the free world as a hilarious human comedy and this it certainly is. For those
who are intimately familiar with the country and its people, however, it represented in addition
numerous symbalic reflections on the nation struggling for freedom. The town doctor repeatedly
expressed appreciation of his land in such statements as "It’s not a country, it’s a garden" together
with despising the uniformity of city life.



Though I am not a film critic and I never checked all the double meanings of this film with
film experts, I am reflecting on my feelings as a person removed from my country of origin by
a disastrous regime in the years 1948-1989 in the way described so insightfully by Erazim Kohdk
(Kohdk 1978). That means that I express my perceptions without respect to the intentions of the
film director Jifif Menzel. The field accident in which farm machinery crushed a field worker
literally into the soil from which he got up unharmed, causing the celebration of his "resurrection”
by the whole village, meant for me the hope that though the foreign machinery (tanks) crushed the
nation, this nation was recovering from oppression by getting up out of the very seil of the land.
Even the name Turk (Turek) of the driver of the machinery symbolised not the nation of Turks but
the oppression coming from the east. Similarly the "statue” of the crushed Czech made by his
fellow villagers not of stone or bronze but of humbie plaster poured into the mould in the ground
created by his body, meant for me this hope for the revival of the nation from its humble but life
giving land.

X. Reading the Landscape: Images and Culture

The exposure of the artist’s multifaceted relationships with environment, and the fandscape in
particular, in various regional settings, reflects two well-known aspects of these relationships.

First, the role of the creator of images is not limited to reflections of perceptions. Some artists
started to "create” the landscape physically by direct intervention in the landscape (Ackling, Cuits
et al. 1987). This is again not new though their methodology seems to be unosual, The sacred
Buddhist inscriptions carved on stones lining the road to a place of pilgrimage in the Himalayan
province of Ladakh (Williams 1981, p. 153) are in the same vein as the animal effigy mounds
made by the ancient American Indians (Michell 19735, Fig. 5). Not only monumental architecture,
be it ancient pyramids in Egypt and in the Americas, or Gothic cathedral, such as Reims or
Barogue churches as at Wies, but also such constructions as the hilltop shrines like Holy Hill in
Moravia or in Wisconsin and innumerable calvaries of Brittany and roadside shrines from Galicia
in Spain to Lithuania and to Greece changed profoundly the countryside and created the pious
landscape of Christianity.

Secondly, artistic images do not only create pictures enhancing the beauty of landscapes, but
also bring to the eyes of observers the dehumanised landscape created by human greed and reckless
exploitation. In the 19th century painting of the landscape in the Borinage by Constantin Meunier
the landscape devastated by unthinking industrialisation is shown, the sterile and dead country, "a
monument to the consequences of human rapacity unchecked by considerations of spirit."
Appropriately together with this image is quoted Mircea Eliade: "The completely profane world,
the wholly desacralized cosmos, is a recent discovery in the history of the human spirit” (Michell
1975). Even in this respect the geographers did not stay behind as is shown in the publication of
the Association of American Geographers entitled Visual Blight in America (Lewis et al, 1973),

Thus, as the conclusion of these reflections on the many interactions between people and
landscape, T would like to stress three points:

1. the role of the arts in the generation of a healthy landscape

2. the importance of artistic expression (including architecture) for understanding society in a
particular region and time and

3. the necessity to take into account the philosophy of life dominating a society when searching
for the roots of the signs of ascendence or decadence of both society and landscape with it.

As a geographer, I return to my understanding of human geography as a field of knowledge
synthesising the findings of many social and natural sciences and converging with the integral
perception of artists to create a truthful image of the earth of people. In the same vein, as a hunan
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geographer, I cannot avoid the problem of the causes of the deterioration of cultural landscape
created by the present generation. 1 think that the evaluation given by a social scientist, an English
historian, is relevant:
"...the brilliant achicvements of Greek art and literature were not the selfish monopoly of the
few, but the common possession of the whole body of citizens; as we see, above all, in the
case of the Greek drama, perhaps the greatest civic art that has ever existed.

It may be objected that this is not real democracy, and that the Athenians would have
done better to abolish their elite and to use their wealth for the increase of the ordinary
citizen’s income. But though it is true that yon cannot enjoy the higher goods of culture if
you have not enough to eat, it is also true that you cannot get twice as much culture by
dounbling the amount you eat. The truly rich society is not the one that goes on piling up
economic wealth as an end in itself, but the one that uses its wealth as the foundation on
which to build a rich and many-sided culture. From this point of view, a country like ancient
Greece, in which hardly anybody could afford more than one good meal a day, was richer than
the United States at the height of its prosperity.

The great fault of modem democracy - a fault that is common to the capitalist and the
socialist - is that it accepts economic wealth as the end of society and the standard of personal
happiness. We have made the increase of wealth the one criterion of social improvement, and
consequenily our aristocracy is an aristocracy of money-makers, and our democratic ideal is
mainly an ideal of more money for everyone. But the standard of life-is really not an
economic but a vital thing; it is a question of how you live rather than how much you live on.
Just as a man who buys one’s house does not buy one’s family and friends and interests - all
the things that made up the life that was lived in that house - so0 two men may possess the
same money income and yet have totally different standards of life.

Even if we could guarantee every unemployed person a reasonable income, we should not
have solved the vital problem of unemployment, which is the problem of social maladjustment.
St. Francis of Assisi possessed no income it all, and his material standard of life was below
that of a modermn tramp. But for all that, he was infinitely better off than the modemn
unemployed, because he had achieved a complete measure of sociat adjustment. To take a less
extreme instance, during the happiest and most productive part of his life, Wordsworth had,
1 betieve, an income of about £70 a year, and he would have been no better off with a million,
because he had found the way of life that suited him.

The great curse of our modem society is not so much lack of money as the fact that the
lack of money condemns a man to a squalid and incompleie existence. But even if he has
money, and a great deal of it, he is still in danger of leading an incomplete and cramped life,
because our whole social order is directed to economic instead of spiritual ends. The
economic view of life regards money as equivalent to satisfaction. Get money, and if you get
enough of it you will get everything else that is worth having. The Christian view of life, on
the other hand, puts economic things in the second place. First seek the kingdom of God, and
everything else will be added to you. And this is not so absurd as it sounds, for we have only
to think for a moment to realise that the ills of modern society do not spring from poverty;
in fact, society today is probably richer in material wealth than any society that has ever
existed. What we are suffering from is lack of social adjustment and the failure to subordinate
malerial and economic goods to human and spiritual ones” (Dawson 1932).
1t is not just by chance that Baroque is frequently mentioned when the present ecological crisis

in Ceniral Europe is discussed. Baroque is not only the last European complex artistic style which
found expression in all spheres of art but it is also an integral way of life (Kalista 1983). Behind
it was a religious revival which followed the devastation of the Thirty Years’ War, a revival which
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penetrated all forms of the life of society. This statement, however, will require a separate thorough
investigation of the complicated web of social influences, interactions and feedbacks.
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