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Tokyo. 1987

Land and landscapes. Archetypes and patterns.

Alain ROGER

My point in this paper is double : the first is genealogical,

and the second typological. First, I'll try to answer the question :

how is a landscape made up 7, and therefore I'll analyse three
operations that at some degree belong to what I call artefaction,
for they suppose the elaboration of landscape schemes, patterns
or matrixes. First, I'll especially deal with the Mountain,

as it has literally been "invented" in Western Europe by writers,
then by painters and lastly by photographers. These aesthetical
patterns will be set in a second part against what is now called

"landscape archetypes", an equivocal expression when applied

ORI BITBROMEATZ O, 0% ) RRENL SO L FHENLLOT
BB, FH1DOET, landscapeil EFD X 5 L TESh AR EWVWIBRICE LS
LDTHDH, FORDIT, Filartefaction EHTHEHETR W B=2DEH 5
HLTHRDL, 5D, landscapell § % scheme, pattern, matrix® {8 b H-3 7
HORRELELLTHE, B1OEATE, xRy LF3, Thid, = -
By B WTILE LS 0N, XBFRX L - T, TORBERT L - T, HEC
FEHFZL T, XFEEBD “YFOHIRL 20THE, F2DHATIE, Z
DOEYE Fopatternd “landscape archetype” EEEFR T LW 5L D L2 HE LT
A%, Thit, BEZLEOBEYBIA»NO D HH ZA TEBRERILZEZRC
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to something else than geographical concepts. Finally, I'}1l
move to prehistory, which field offers the opportunity of an
important experience, since, whereas Pleistocene has in fact
its landscape archetypes, like the duality steppe/forest,
it provides no pattern of landscape, so that there are strictly
speaking no prehistoric landscapes,except in the sense limited
to botany,palynology teaches us.

It seems to me that the distinction lexicologists make between

land and landscape is the best key for a theory of landscape,
so that will be my point of departure. We besides find the

same distinction in most Western European languages: Land-Landschaft

in Cerman, pays-paysage in French, pais-paisaje in Spanish,

paese-paesaggio in Italian, etc. This is the opportunity to

oTnd, BHC, BELEROBYEL T NOEEFOSHEY LD EFT
H5, FOBEHI, BRECEVTR, FEB, EREBREVCOINBEDO LR
landscape archetype?'® %2 & #)5 $*landscapeil $& 5 patternii— >3 70 /0 B
Thb, WEWCWETD &, EHFCBEEIRABHRUS L LRI R S landscape
—ohizv, TOZERTEESHARACELT RS,

Faziz, FEFEAE-T L Bland & landscape® Xl A landscape® BRI B 1T
AEOLSICEbRB, oT, CAPKRORAOHERTHDL D, £IAHT
K, BEAFORKEOFICABFOKG, FTdbb, FAaEDOLand~Land-

shaft, 7 5 v AZEDpays—paysage, A4 & Dpais—paisaje. 1 £V 7EED
paese—paesaggioS MBHAHEAXH - T3, SEOREL, BAFZEHRAL LS
HHERD BN ESPROMECHMT AL TLH 5, A Berqueld O &
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ask my colleagues whether the Japanese language has the same
duality ? It seems not to be so according to the valuable indica-
tions A.Berque gives us in his last book (1). Since I'm talking
about linguistic questions, I wonder if the fact of adding a
suffix - land-scape, Land-schaft, pays-age - has not an abstracting
function, which would be significant for my purpose. Anyhow
this distinction is conclusive insofar as it allows us to oppose
the aesthetic value of the Landscape to the mere physical reality
of the land. Within two centurjes this has been pointed out
by the creator of Ermenonville, R.L.de Girardin, and by the
painter H.Cueco :

Along the lanes (...) we only see land: but a landscape,

a poetical view, is a situation chosen or created by taste

and feeling (2).

Louis, how do you say : "this landscape is beautiful ?"

He looks at me and I understand that I'm asking him something
very difficult. After a long silence, he finally answers

DOBHYTHRBRES TRIEVHLWECSHEED BERY LTWvw5b(1), SE%
DA LT, Fitland scape, Land-schaft, pays-aged \» 5 £ 5 WEBER % 1T
HEH, BOOMEEMIC L » TEERITH DHBLOBRITITL - T izw
DTV HERSTWE, VTR LTE, ZOKFIE X - T, landscapeiz ff
LHEE EOME S landD BICHENeEE L 2R ETE D ACELTREROR
Hwriovs, ZT@O200FEDMEITHE, Ermenonville 32 TH HR. L. de Girardin &
B OH.Cuecos = DEA R L1,

HMECH T (o) BaZlandZ 2 TWHETTHD, 288, FEL Vi

¥ T#H BHlandscapeik, BB ADHFLZRLEBC I - TEIRIN, $DVIE

DX NI REOBRE TH B (2),

WA A, BT ESERTEH0H, “ZdlandscapeliE L\, L E DL
WO, T BRYBRLTWA, RRBA BV AABRZE W ERH

WTVAHBRIRE DL, BEWHHROE, fFl>wicE L b, " 41 Es brave
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"We say : Es brave lo pais". Then I realize that the word Ra¥Ysage
"landscape" doesn't exist in the Occitanlanguage (in fact

we only find it in French at the end of the sixteenth century).
The misunderstanding was not only due to the usual language
problems but to the lack of understanding of the concept

of landscape itself. For him as for the people the landscape

is the land (3).

|1 . 1} . N . :
'Es brave lo palsl : this amazing answer is quite coherent and

very significant for, twice in four words - "brave" (good)
instead of "beau" (beautiful), and "pais” (land) instead of
"paysage" (landscape) - it eliminates the aesthetical point
of view. Anyhow Cueco's peasant isn't an exception. Some time
ago during a conference in Lyon, Mr. Conan mentioned the fact
that in Finistére (France) the very idea of landscape seems
foreign to peasants (4). The "paysan" (peasant) who is nearer
than anybody else to the ecological and economical reality of
the "pays" (land), would be parcticularly a stranger to the "paysage"
lo pais& v 57, T FVWTHEIT A o 735 paysage “landscape” &4 5
HENMOEBRE D, (HEH, 77 v ATRIMERKRC 2> THH T, =
DEFENEbI D), IORBABRCHEFOFE LORBECRERT 50 TR
#.< . landscapel BT AMERGYEHBEL TLVWEC IS D TH - 1o,
HOA2ERUL T > & - T 4landscapeiland?n D TH 5{3),
“Es brave lo pals” OB WL LI 5RELIITASOEED 2 ¥FICEB VT, D

¥ b “beau” (beautiful) T7¢<{ “brave'(good) TH D, “paysage” (lands-
cape) T7x<{ “pais” (land) THBHHEL, ELHF OB - LD TH D, fobvA
BURODHLDOTHS, 2EhH, ZOEZIWDTHRLIBELOBEZEIRL T
WAHDTHD, &b dHhCuecoD MEADRSN D TRV, 4 LRI, Lyon® £
Z T, Conan'l, Finistere (7 3 v R) TitlandscapelZBi+ 5+ 0 & DA,
BERCE o TEEFRLISKRADERET LAl OFELI D S “pays” (lan-
d) DERED, £ LTEFLORMICEL TV 5 “paysan” (X)) #E 2 ich
V4RV “paysage” (landscape) WA FEWXCR UANIZVOTHE, ZOFE:
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(landscape). This shows the whole distance that separates these

two ways of looking at things and their correlative objects.

"

That's why I can't agree with Mr.Corajoud when he mentions "a
compulsory complicity between landscape and peasant"(5); unless
following the context we admit there would be between them a

hard-working complicity through the tool. But we shouldn't then

talk about "landscape". Among many testimonies, let's take the

following :

Cézanne to his friend Gasquet : "Peasants, say, sometimes
made me doubt whether they knew what are a landscape or

a tree. Yes, this seems strange to you. I used to take

walks. I went with a farmer who drove his cart to the market .
He had never seen, what we call seen, with his brain, within
an entirety., he had never seen (the mountain) Sainte-

Victoire.™

Wilde : "Where the cultured catch an effect, the uncultured
catch cold." (The Decay of Lying)

By R RBTODRFN, FLIKALFLAIKNELOLDHARELRY T
FHRTWVWAE EAENE, =R, Corajoud® “landscape & BEFROEHIMN LR
Mh” B LHBERCERTERVEHTE S, BN, XRE L SR, 2%
BETEOMICIZBEL M LB LV HBLORA D REVHES, Ll &
DB AT “landscape” WOWTHT AR TV, Ll RADEEDHFLDL
UTosowdk b BT L5,
& AGasquetliZ []iF f-Cezanne D S “% 5 2242, BEFEHlandscapel i2 &
5B L0, KERESWILDhEbLR>TWHIDOREIFHE~ADH -
fo. 5, HRICKBIARTDCELALES S, RRISHGFZ L,
WEEYMABK L —HCHBE T o7, R, HAaAESX5Ck, BY
OERH-T, ebscR TR BELERLL -, 4 Sainte Victore

() #BETLEI -1,

Wildeit “%FRAFGSESLEL L AT, BHEBRRIEALEE S, " LB
VT4 A, (The Decay of Lying)
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Kant : "That which, prepared by culture, we call sublime,
may just appear frightening to a man who is coarse, who
lacks moral education (...) Thus the peasant from Savoie
{mentioned by Mr. de Saussure} who didn't lack common sense

called all amateurs of glacier fools, without hesitation.”
(The Critique of Judgement, § 29)

Numerous investigations would perhaps show that the Japanese

peasant and fisherman have a more aesthetical perception of their
environment than their-Western fellowmen. But this wouldn't
change the problem. Cueco is right when he emphasizes : "The
landscape doesn't exist. We must shape it"(op.cit., p.125). Yes,
but how ? How to transform the land into landscape ?

Let's come back to R.L.de Girardin. A landscape for him is

"a chosen or created situation". The lover of landscape therefore
has two possibilities(but the second one, as we'll see,also
divides into two). The first one consists in extracting a part
of the land; instead of allowing our look to wander freely,

we have to pay selective attention, to isolate aesthetically
Kant'd “#% « {LAMF o T HEEEFThb 0, BF THEEERT
DRFTBABCHLT, $ICBEELCHRATENESD () &
P B, (de SaussureZMEE D) Savoielh 7O B LITE BT KT Tk iguwas,
b HdERAKAORTFERZLETCEETEbLL Lz, 7" EBVTV A,
(The Critique of Judgement, § 29)

AAOCBRFPHEMIBROFABCERDL b EFEENCITDOEH H &M
BLTVWAER, S SAOAAC L - THLMKRLDEAS, LirL, ZOH
Lo THEARELAZ iz w2 s 5, Cuecodd “landscapeldHAT S L DT
sy, RANBSL bRl by EBRBLTVAIDRELY (FiBIHA
= O125FH), FOENTHAN, WwhkTBHOR, LD X 5L Tland®
landscapel ZE#E 3 H D s,

B, R C. de GirardinDICRES 5, D FE T, landscapeid “#EIR S
h, 22 RE 0 HEhA-BEOBRE" Th5, 45, landscapet FT 5 AT
oo (LsL, =28030REBRT5 X5, EHKT2bRAN
3) AMEboTwA, —2EDEDRlandhb—Rox L hHTHECSHD, 0F
D, BAOEYHHCERLRBDO TR, BEHEEEP L TR, “landscape”
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what is called a "landscape". "To shape landscape. writes Cueco,
we have to stop, lock our gaze and frame a spot"(op.cit..p.117).
All right. But is it that easy 7 Can we paysager at will ? Why
do we frame here rather than there ? This step which seems so
spontaneous, so "natural"” - to stop, to look, to appreciate

the landscape - supposes in fact a very subtle artefaction :

the more or less conscious influence of cultural patterns.

The first of them are formal and structural. Framing itself
is an artistic process, a pictorial scheme. Everything happens
as if,when I stop to watch the landscape, 1 acted like a painter,
cutting out, isolating, bringing to life a painting in this
land all around me. In this respect it's significant that the
first landscapes in Western painting (Patinir excepted) are

framed by the veduta technique, as if set within the picture,

EFENDSDEFEENC B TREL B, Cuecold “landscape® -3 ¢
Hifcwic, MARUIBIEFH, BEL, T LT—20@H2R2IBDL,ILO LS
CRIRFTzHin” EFvTw3 (BB AE. LITH). £O&A M, Ld

L, BELETHEL 55, EOF ¥ landscape T HENTEDLEA D, kD
FIThHZZERBETHOn, ThiEE b, E2%, £ U Clandscapex EE T
HEH, FFECERHNT, “BRAL I5CB8bhbZoRBER, LTHH
Wicartefaction R & 7o TV A E, 2% (L - #FE_L DpatterniC 2T D
BEHELErN PRI EE LTV 2RIFETHS,

— DO HDOENIH. BECHRLHSLOTHS, BATHIFHGFFIZHNERT
HD, Btk BHschemeTH B, wrbik % Hlandscapek kb B8, Hioh b H
EOLHIEBES, 2FhH, T ohDlandDddb—KOKEEHED ., 5
LTAEBEZREIDOTHD, TOET, BEFEOCKRHE BT 5 K Dlandscape
(Patinir& 4+ & L) A%, ¥ A TEREOPIEE IR L 51T, Veduta (1 %
V7 OREOHIRY) OBBECI o TREER TV L2EIBRETHLH. TOK.
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so that we perceive them outside of the painting which consequently
is open on both sides : in front towards the observer and at

the back towards the landscape. "It is normal, writes Cueco,

that the window is the center of the landscape, the frame that
limits it; the horizontals and verticals make a first formal
reference - conscious or not." (op.cit., p.122). I think that

the window,real or fictitious, vertical or horizontal, remains

the matrix of all landscape perception, at least in the West.

It is still more obvious when we look at the postcard, this
autonomous and portable veduta. This field being rather unexplored,
it would be interesting to dispose of a comparative analysis

of the formal schemes that various societies have adopted to

make up their landscapes, at least in those societies that produce
some. For there certainly are societies without landscape, as
we'll see later. 1f the Western perception of the landscape

is tabular and essentially rectangular (the proportions try

W4k, #BEORE Tlandscapex MEST 5, TOKE, BEOFEY A F, 2% D
BTE OB S & THEDlandscapefillizZH{ TH 5., Cuecoil “4#e 7' landscaped
FLTHABFRIAETH D, landscapeB BRET A, 2F DAKTER & FEHH L,
BERLI>ELEVWE, EUOEARRNMTHS” LEVTWS (HIEITIHE,

122D, iz, HEORTHH, REORE THNI, BEKED 5V ILKERE, 4
&L VLTL, LS Flandscape HE T 5 OmatrixTh B & E 2
Twb, RES, CORMTLAHLEVTE S Vedutar RAR, O &XES
C—RBHLENTHL, TOFHIR, Ebbhig il FRERIATWIVYL
DTHH, TEL LT, landscapefFh LW s iif@bh Twv 3B
RAschemell DWW T HE ST T 52HRAKREZETHA D, L, H &
LA LasDlandscape{fED L TWA X A L2 T ThHAH, 05D
W, B oA X AW, landscapeR o EN, MWK HFET AL THES, 12
& Zlandscapel #f T 5 WK DM ELOFRR T, AEMKIEFF (LML
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to be as close as possible to the golden section), such is not
the case in China and Japan whose pictorial traditions are dif-.
ferent : vertical scrolls, paintings on screens, sliding doors,
etc. But the schematization isn't only limited to the geometrical
stfucture of the real or projected frame; it also depends on
the nature of the materials, stays, pigments, etc. However this
could be the subject matter for another paper ... .

Not only framing, but also assemble, unify and totalize.
It is'significant that the definition of a "natural” landscape
in French : "stretch . of land seen in a single look"™ (Littre),
already has a somewhat artistic meaning. Cézanne writes : "Within
an entirety”, and F.Dagognet : "Whereas the land means the place,
the landscape (picture) indicates a general viewpoint on it
(...) A passion for assembling, even for focalization" (6}.

We have identified here the essential function of art - to condense,

i, TEBBTESEKESTONRTVE) THALELTEL, WEPHATIEE

HigoTlov, T TREBEETAIERIRE-TwB, 2% hH, 2P LL,
Cr b8, $TFEV-bDHEHSH, & 25T, schematization& 5 Dk, B
ED, HAHCIBE IR RCET AR BEDACRESNH IO TR
fod . ¥, 25—, BERHORECLBRT S, L L, SORARBIORIDOE
Mt hBHLDTHH S,

Bzl LT 520 T, AT, —2rL, BatLTaRIDS, 77V
AW BT A “BERA” landscapelc BT A, M SO SR ER I VT
BEoTwWahBREETHS, Thbb, “—BETRER®ZandDEAD” (VU »
FUAEERES), ‘S5 F " (Cezanne), “landi3BFIEFEKRT D DK
L. landscape (oH) WEEMEHEARHERTE (). flaLTivind
BamAHh, EELEELVEVOERAS B (F. Dagognet) (6), Z I T,
KL, BHETH KA THE VI L RBEMEORENIBEXREREL
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to totalize - as it is expressed as well as in the East as in the
West. Wang Wei : "To transcribe on a painting of a square foot large
a panorama of & hundred thousand 1i" (Houa Kiue - Secrets for

the Study of Painting - eighth century). Cézanne : "Hold the

stream of the world in an inch of material". Sc everything happens
as if I saw the landscape like a work of art, and we could even
wonder if it's really useful to add "like" : in my gaze and
through it,this part 6f the land becomes a work of art,so that
Girardin's alternative - "to choose or to create" - is probably
illusory.

But artefaction isn't limited to this formal schematization.
It also affects the.contents of the landscape. If the eye rather
stops on this or that part of the environment., and if this stop
is not arbitrary, it is not because of some "natural" beauty

7o, TOEMX, ARETHIDHA, AHELRSVTHIRIATVS, Thobb
Wang Weidd “1 FEHDA? 52 KB 3 1 REFOBRICEESTHZ E" (Houa
Kive—#2EHI g OFE — 8 &), Cezanne® “Hodo@iE® 14 v FOFHH
WIR2BZE" ThD, b, lrdbEZH/EREIALCI S, AR
landscapex B Twv A, LT, B4it, “MLIHS" L WHHEELMTMNLD
LEDECHREOPLEVORME LWL, DED, RTELTHELTV- 5
5B, landDE DG B DDEMIFHRICTL > T B, £5T5 L, Grrardin®

“BIRLBA VAT A" L3 HRR, B EECES DLW IRE
%,

& = AT, artefactiontt, &< T & 1o F> HschematizationiZ B o215 §
DTV, landscape DHBER SEETHLDTHS. b L, FHORFEOF
T, EbbpbE2R, ZInbtihEREELETHIE, ELTERER
FERThVETRE, Thdfs “BR” RLE0H TR, LHEERD
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but because a cultural model inspires this choice and in the
same time models the representation. So that we must distinguish
two ways of a landscape artefaction. The first I just talked
about refers to the shape, the perceptive structure,and it brings
schemes into play. The second refers to the -representative

content and works by means of models or patterns.

I'll be now concerned with the second, the most spectacular
one, through the analysis of the Mountain. The fact this landscape
has only been recently discov;ared in the West makes it more
instructive, as it allows us to follow step by step the birth
of a Landscape and it also shows us a contrario that a "land”
can be,if I dare say, aesthetically unexploited for thousands
of years, being a land without landscape. The only landscape

the European knew and appreciated up to the eighteenth century

7rmodeldt Z DEIREF ORI L, FRCRErmodel LB THD. - T,
# 4 itlandscape artefactioniC B A 2O FEEHBIN Liclth i b, —
D, B oG5B/ LD T, B, mEMSK R D, scheme®xFEAHT S
DTHAH, —2HIZ, FEOATZETLH DT, model®patternil X - THEE
LTW 5,

FRTE, BT A5HE2RLT, Z2BDLD, 2 hEHEHLIOR
ED EFTH IS, AETHRINCET Alandscapell, S BRIECHER IR L
WABEN, oHE LV EERbO LTS, FOHBHIL, landscapeD HEH DB
PN EDBERTELILTHDY, BATE S>Meb, "land” #
landscape®iz\E ¥, HFEC bIbich, EENCHREINTLIH - CEHEY R
LT B0 THS, IBHLCESE, I—rm o CABRBIAL, Kb Tui
ME—Dlandscapeid, H#ILI R K, 2 0, P L L h, FEHEIFHLRT
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is that cultivated nature,fertile and domesticated,known as"Campagne"
Country. The other nature, the wild one only arouses boredom,
if not apprehension. Montesquieu's Journal reads : "Everything
I saw in Tyrol, from Trente to Innsbrick, seemed a very bad -
land to me. We were always between two mountains” (7). Montesquieu
travels through land, he doesn't see the landscape, for the simple
reason that it doesn't exist yet : for the Landscape is missing,
that is,the perceptive pattern which only could constitute the
landscape as such. So there must have been a real aesthetical
creation of the Mountain. But who do we owe it to ?

First to the writers, then to the painters, lastly to the
photographers. Some prestigious names run through this history
which is also the history,both athletic and aesthetic,of mountainee-
ring : Haller, Rousseau and Saussure in literature. La Rive,

Diday and Calame in painting (first half of the nineteenth century).

WA “Campagne (*4 % V7 O5FEF) " AL TH S, ML TE LW, £
DEAR. 2EvHEFLIEORARR., BEZEITNETIOLDOTH D,
Montesquieu® 5 8Ewi “FLICIL, F R, DEH LY ERBLS VAT L 7
ZDfEE, £Thad landD X 3K R %27z, Wwob, BEOFESL" LBVTH
A(7). Montesquieultland# & L. landscape® B T\ 7o, FOHRIT, foiiBw,
FiflandscapeMNFELEL Tz b TE S, Tk b, landscapeEfa% Fh &
LTHEEL S 5288 EDpattemB AR ATV D0 ETHD, T, U
bOEELOHEND T THD, LivL, THIBHECL - Thod,
RN ER, thrbLER, BRECERFCLI-TTHD, ZOEROHT
. BEEELACMA»OERIAD S, ZOBEHIZ, EHEE L L TOBLDOE
LTHY, FRRCEENLLBLUOEETLD S, TOLFNX, (¥ O L THaller,
Rousseau, Sanssure, #&# (1914287345 T, La Rive, Diday, Calame, FE
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Bisson, Civiale and Sella in photography (second half of the
nineteenth century). In fact we owe the initiative to the poet-
botanist Haller whose book Les Alpes (1728) had a considerable

success. But La Nouvelle Heloise (1761) seems to have played

a decisive part. Thanks to Rousseau, the Valais, that was a
modest "land" became a "landscape", a place for pilgrimage,
but rather limited however, for Saint-Preux, the hero of the
novel, hardly goes farther than the ‘high valleys (8). We'll
have to wait for nearly a century, when photography was invented,
to reach really the "upper region", the one "touching the sky"
and thus complete the aesthetical pattern.

I've mentioned elsewhere that fantastic adventure and now
I'1l just recall the main points related to today's subject
the theory of landscape. And first of all the fact that these

photographers, who thought they were only giving either a modest

(19#- 24 %) T Bisson, Civiale, SellaTh 2, i h OHER b/obH LizLes
Alpes (17284) L w3 K& Fb Lic, FATH HEYFEE TH SHallerd &
DEEXZFTOAEREETH S, ¥/, La Nonvelle Heloise (17615F) &\
SR, BEMREHLRELLISCEbLRS, BV “land” TH -1
Valais (*& 1 AFEEEZE) . “landscape” &g » 7o DitRousseaud BETH D,
T OHNL, WABTHEN, BLRIEANTSHTH -, PROEARTHS
Saint-Preux bV Av iz, S 5IE T, BELIUFE LTHA(E), TEH
REXNT, “FETHELILIO >R “IromuHiiR” o, SEBCEEL. ftok
T, %%t@pattern%%ﬁ?i?%@k& I 1A o T B,

T, AOFT, 0TS LWEREZ DV TSRS, b, KED
G2 BT B OTES, 2% DlandscapeDERIZOVTEHEXE L 5, flid
XTEE, COTEFEN. ¥ 3CEH LiclandscapeDHERZE TH » L BLEH
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contribution to science - orography, dgeology, gecdesy - or useful
documents to alpinists, were in fact the very discoverers of
a new Landscape, the one the painter-theorist Carus wished

for in his Letters on Landscape Painting (1831). In this work

he invested the painter with a messianic mission, artistic as
well as scientific : to reveal "the history of mountains", and
to produce "in a superior way historical landscapes”, or as
he also said "geognosical”™, a "physiognomy of the mountain" (10).
"I"'m sure such an artist will come. One day landscapes will
appear whose beauty shall be greater and more meaningful than
those painted by Claude and Ruysdael. They'll be pure paintings
of nature, but of nature as seen through the mind's éye. They'll
appear in a superior truth and the ever more perfect technique
shall give them a brilliance not achieved by former works".
This expected artist came along. His name is Civiale, Braun,
THBH, WEBH, H-HHERUEY. BEYE, HHRFLCIHRFC ISP
RERET L, 25VRBLRCHETERYRLO L EE LTI, £, #
L, HETBRETSH H H Carus?, D EY Letters on Landscape
Painting  (1831%F) D THA TUW I AX TH o fz, Tk, TOROFT, BHE
FirdbbAA, EFELoREFOREHE., 20 “IUCkRLHER" BHLITL.,
‘TGO FETESEW clandscape” | AWk FEENE S “HWEKEEN”
7rlandscape, # LT “IUCHBABEMR #EhHET LW EBTEEFICET L
0, “Fix, TOIHSREWMRY, LTRADLHEELTVS, 251,
landscapeltClaude®Ruysdeal iV ic b D L H, b - & TIELH LW, £ LTh »
LEHROBBELIXLEOBORLSS, Thid, BAL»DLOBERBEL TR
HRREOVTOMBREETHH S, TAREVL L, AEKHRTHES
5, LT, S TR EERFEC I, EROLOPZELERP-2LD
RO EEAELSRAEAS” LBLTWS, 2O IhLLERELEAN
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Martens, Bisson,
Our eyes are so full of pictures, movies, posters, postcards,
that we can hardly imagine that their contemporaries had never

seen that. Some of them could have seen the mountain, but never

that way. Let's take the example of Civiale's Azpiglia Peak.

From Caspar Wolf to Calame hundreds of paintings have shown

mountain tops. And here's that photograph that relegates all

of them to some kind of prehistory and to the obsolete world

of museum.Whatever happened ? Quite simply this : the historical
landscape was born, where for the first time we see the thrust

of relief. Civiale-reads : "Of course we looked for the

best located places to set off the structure of the rocks”.
Geognosis, radiography of the rock. If, as I tried to show elsewhere,
the function of art is to give each period patterns of vision.

so Bisson, Civiale, Donkin, Sella are artists, since our way

fr. FOHAiL, Civiale, Braun, Martens, BissonTH %,

HFaik, L RADKRE, BRE, KAx—, REEXHCLTWHDT, Th
FROBROAARLTAE EAHIR LT o L E BT HER LN T
Ehov, MAPDARUERTVAELIN, BLTEXZOLSKRBFER M-
7z, Civiale® Azpiglia Peak & 5 fERE % & b EVFCh L 5, Caspar Wolfdr &
Calame¥ T, B & WV HARECILOBEENEIATV-E, TALOKRELZ2TY
EFOSTFC, T LTHEHED, 5Fbhhv#ERCBEVR-TLES, £0
BEERIICHD, —HEHEI Dy, wilBw, BEMtlandscapehif ¥
NIDFE, RAZBDTHFIC, BIMT I O5AFREHI»® RS, Civialeix §
5., “HBHA, BARBEOBERIEEesRIBRVUELERE L, 7 HIRE
BETHD, BERHEXTHV Y Y VEHKITES, BAGOHTHLATL
EpELikdE, L, BWMCHELBEN, ThArholRe, RECHKS
pattern® b 7 57 % @ & T H4F, A Bisson, Civiale, Donkin, Sellai EHE T
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of looking still largely depends on the landscape they created
one century ago. They do not show us the mountain as people
saw it in their time, but as it will be seen after them, when,
thanks to them,the collective vision will have been permeated
by the Landscape, this exemplary perception.

I lingered somewhat on this alpine adventure, not only for
the beauty of the landscape, but also and especially by methodolo-~
gical care : to show that when it is well understood and based
on relevant examples, the theory of artistic patterns defies
what Berque calls "aerial imaginarism" (op.cit.. p.l141), that
idealism which leads to forget the natural basis(here the "land")
and wanders into the sphere of images (the "landscapes"). I'd
like to add that this theory of patterns could be confirmed

in many other fields, where we would find the same duality as

HbH, Ie®leh, WMADORFRIERELT, o523 1HLHcHEL
landscapeit K E{EEL T AMETHA, TOYUBOA 2D HEF Tt <.,
BOBROAADRFTRACUERRR T S, BOORBRTZIOREHMLR
7 & LT Dlandscape R BB L HE E LTRLSATEEDES S,

i, SOl T8B T T, BoZ b T &, FhillandscapeDEL
EORVIEM D TR, B HERLEOFIFTOLDHTHS, 2 h,. £R
OENTHCEB IR, BETHIEMCL - THOSRBIAT Sh 58, Zlc
S pattern®BEHIL, BerqueD EH “LE0 X bt br A0 WEEE
7 (M85 A&, 41H)., TbbaR0OEK (Z 2 Tikland) ¥ Ehi e,
M OMHEE (2 Z Cillandscape) VAT R B ISABEREEAERL LR
DEYTRTICDTHD, #iL, patterni BB Z DHBHN, L TADMOCHH
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Land-Landscape : Sea for example (concept of nature) and Seascape
(concepkt of art), Naked (concept of nature) and Nude (concept
of art), etc.

But before leaving this example of the Mountain, I'd like to evoke
briefly, lacking time and especially competence, the Far-Oriental
representation, which for me seems to be the best confirmation
of the arqument I propose today. It's well known that long before
the West,China and Japan developed the aesthetic sense of the
mountain (11). If I'm right, this precedence is due to the early
and intensive rise of landscape painting. In this respect it
is interesting to point out that the word "shanshui" by which
it is called in Chinese tradition, associates the two roots

"shan" (mountain) and "shui" (water) (See A.Berque, op.cit.,

T, 2% Dland—landscape &\ 5 L i AEE, Fli i ESea(BRIZFHRAHHEA
& Seascape (EMFIC 5 &), Naked — 8D (BRCHELME & Nude—-BRiEH
(EMFEAEE OHIARERRLAD P HERVCTEHTE S RE M0
T,

LT AT, OUDERK DA, b, FLBCENLRVOTHE
BIrBEC ST AHEEYFIALLY, TRARAHLARH LTV SHREDRE
DHIETHH L5 CHRES, BRI D9 - LU, FEPLEFRTCBVWTH,
Uzt 32 FEREN T o HFRBLELA TV 50, M- Tuvigdhid,
DEFOEZIARFEOR ) BEVKHTE LTRATH - LD THS, IO
BIETIR, RO HSHERFECERBEY LIS, Thebhh, FEOEHT. ZTOR
BEAET KT EVAHEENR, ZOoDER ‘LU YK BARBOOT BRI
LOTHH (A Berque, 37185 (HE. I56H4%2B). TOHKE, H2EOHE L
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p.156) and constitutes therefore some kind of lexical matrix

or code. "The main characters, writes N.Vandier-Nicolas, of

the action occurring in a Chinese landscape between Heaven and

Earth are Mountain and Water" (12). But the codification goes
further. For instance, the whole landscape - first artistic

and later "natural" - takes its structure from the traditional
duality of ¥in and Yang : "This is the way distance effects

are got. The alternance of Yin and Yang enables us to differentiate
the background from the foreground, the front from the back

of mountains. The opposition between cavities painted with dark

ink (yin) and bumps painted with light ink (yang) also shapes

the relief. Among other examples I'm thinking of the anthropological
representation of the Mountain in the Chan-chouei hiun (Comments

on the Landscape) and of the outstanding refinement of the seasons’

model in the Houa Kiue (Secrets of Painting), treatises both

attributed to Kouo Sseu (thirteenth century). We also find this

Omatrix ¥ foiZcode® RN L TWAETH S, NVandier-Nicolasit “hEOE &
i B ¥ huiclandscapeDHp T, FREBWUETVD2ORINEKRTHD” LEWT
VB, £ZAHT, 2o - PRk, o bfATY B, Al FEBOEH
Tebho, o "BANLE” L0, &£ TDlandscapellEfB & W 5 BN H A4
ETHREIATHT, ZOHKCL - TEENTIRABLAS., 2E0, B
BODEBI L - T, BREMR, HWORBRREHNTHZLATED, T, #
W omE, #WR B OBt BERIORIBISL
3, oMo Tk, Chan-chouei hiun (B8 O H 5D AEFHLE
B, Houa Kiue (BHEHOQIUE) Ohizh b, Ebhi - Tt IR FHCH S
modelDERE DL OO0 itkouo Sseu (13HHE) DIEE SR TV A

—239—



"codification of seasons topic" (13) in the Japanese tradition

where it is very instructive, as it makes us avoid the two pitfalls
of geographical determinism (naturalism) and of "aerial imaginarismﬁ
(idealism). This show examplarily,and I'd say pedagogically,

how climatic factors are used as components in art for the produc-
tion of patterns, which in turn and backwards, structure and
aesthetize the idea of his environment the Japanese makes up.

We should also evoke "the poetic tradition of the haiku" (A.Berque,
op.cit.. p.49), so important for it reminds us that the elaboration
of aesthetical patterns rarely uses one art form only, even if

in the case of the landscape there is a strong temptation to
privilege pictorial works, a temptation I sometimes haven't

been able to resist. Anyhow, I must agree with A.Berque when

he writes that "the vision of any Japanese standing in front

of a misty landscape is attracted,gquided and structured by literary

LOTHB, Ei, O ‘BHOBEICESeodelt” (ICDVTiE, HADER
O h RGHe s, T - T, #IBYER (ARER) © "“BROISK
LbhixEZADeWBETR" (BMEH) LW - 20K LRE23FLNED
T, T NAERL D THD, FER- THETRL, O, [ELOER
PEMEDEER S E LT, pattern®{FA LT, FQXS5CHVWHERBMERT
HDTHEDH, £LT, BRADR, BH0ORBEOVTUEIH LTV HEEA, &
RIZL - THREERELER, HDVRELIRBRILIATV S, HAiL,
TR LV SR RAMEEL” (A Berque, BIBFIHE. 198) OFXBVHTIR
TTHD, Thid, FELEOpattern®E D HT B, —2D0EMBER Db Ed
NBTERENTHLECIBEAXEEL TN, RVLAABELRLDTH S,
landscapelil DWW T E 24, REAFHIHFE Lt L5 MGER, LB ICH
TEENTERDLNBEREHHOLLTHD, b, b, A Berquedd “iF
AR N LizlandscapeD R - - AR AH S, X¥WdI 5 I REH A ER
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and pictorial evocations" (p.27). and the same probably happens
in front of any natural element. I also agree with him when
he emphasizes " the remarkably meticulous way Japanese culture
has codified for centuries its relation to nature and thus made
up its own nature" (p.32); or also when, as I do, he refers
to "schemes", "matrixes" and "patterns of landscapes" (pp.205.
43 and 197).

But it's time now to approach a third modality of artefaction .,
the one most familiar to landscape gardeners since it consists
in inscribing a landscape on the land by working on it directly.
As I am not a gardener I'll just confine myself to some theoretical
ocbservations (14).

The first is that mankind created gardens before inventing
landscapes as I understood them up till now (as aesthetical
patterns). These gardens correspond to what P.Cocheris called

"primitive ornaments", when she described at the beginning of

DB X - T, BOORENFI 2T, Ehh, BR{1EIHD" (27TE)
EEVCTWARCRETH D, £LT, BROoCBRADOEBBEERDO LAY E 5T
b, TAZECLICRIACTSS S, i, A “BRO{LC BT, fTH
RREPTT, BREDEREcodeflb L, BEXEBHOBREEI LT B2 E
Mo FE" B2H) #BALTCV-2DLRAETH S, 4 “landscapelz £ 5
scheme” “matrix” “pattern” 2O WTERLTWAEL, RERUTUTHS,
(205H. 43E. 197TH)

EZ AT, HitPartefactionD = D0D DBEREODVWTERHDLEETHS, =
NITHFEICE R &2 Tlandscape ¥ XA TR 2 L bH 5D T, BHEFIC
Lo ldBlIULADHEZLOTHES, HOWBERTREVWOTHEBRLLBEE YD
L3tk rs B 51,

E—, SE¥TOMTEMEINS X 5 iclandscape (FE L Dpatternd LTD)
EH EF LU, ABRERYF-TWREWSIETHL, ThHDER
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this century the techniques of tattooing and other scarifications.
Indeed they are the first garment and ornament man imposes on

the "land", body of nature, splashing it with colors, tattooing
it, and scarifying it, with from the start the feeling of that
"marvelous pleasure of forcing nature" mentioned by Saint-Simon
about Versailles.

My second remark is that, in the creation of gardens, we find
again, or rather we find already this will to frame, to isolate,
to fence in that we saw in the perception of natural landscapes
andin the composition of their aesthetical patterns. Exactly
as in artistic activity, it's a matter of demarcating a sacred
space which focuses and exalts. all which outside of the enclosure
is diffuse and diluated. One could give many examples : the real

or imaginary gardens of Antiquity, the hortus conclusus of the

. SR P. Cocherish ARBR L OO KB/ T 5EEI 2w
THARTW BT, “FEHeREM" AL OCHEN TS, ERIOER
i, AMIZABKROEGEE LTO “land” T LA A2RBOXBTCH IR TH
%7, Saint-SimonAi Versaille I DWTE -7, 0 “HARPMIADARS
LD ELHEREYEYNSL T, kit l, AhRYKEL, S5
FMERBL TS,

HoDRML, ES o, Ml SEL, BROETAHEE TR
b HADlandscape R ME T BB O, + L TEE EDpatterny AL T HRD,
HOBENRLNRBEWHETHA, EMBEHELALCI S, X CBRDEMHN
OEEOHBETHH, ¥ it, EVONHKENIYEDLRATW2HL2TY, &
Alghe, GBHTLhBBHTHD, K IADHAEXRTHEHLTED, DF
D, HERFVU v m—wOHEOCRER: AR FOER, $iEDhortus  conclu-
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Middle Ages, the gardens of Mongolia, Kublai Khan's, described
by Marco Polo. But the function of art is of course most brilliantly
illustrated by the Japanese garden, which concentrates a maximum
in @ minimum. This happens in those miniature gardens, where
direct artefaction by means of reduction and asceticism is finally
separated from its own substance and is transformed into a real
painting.

The reference to the Japanese garden gives me a natural transition
to my third remark : the landscape gardening - even when it
is said to be naturalistic, as during the eighteenth century in
England - is always structured by schemes and patterns that
are not naturalistic, for they depend on art, especially on
pictorial art, as in the Chinese garden, inseparable from painting,
and as in those English gardens Kent, Hoare and Shenstone have

created by imitating painters like Claude Lorrain and Gaspard

sus (FSF VETHbREEDE), Marco PoloA iRk L 7= Kublai Khan® 22 1h &2
Bl Thnh, Lhl, ZHEOBEL G- LIRFCHELTL201, 35
Bh, BNOFCBRADOLOXEDTVWEBERDERTH S, ZOHE, EEO
teF .7 CRAEOCED) OhicEbh b, LI TR, fhEV I FERPERLE
W EEE VT L B EEMWcartefactiont, FORELLSEEIh, EOBEE
wELLTWB,
BAOEECERTSE, BRI, =2H0@EKES, 210, &EIZ. fiz
FISERDOA F ) AD L 3, BARLDOTHEELEbhETLH, BRTEV
scheme®patterniz & » THIHE IR TWE L WS HETHA, TOHEHIL, &
A, H=H, SREBHCEELTVWA2»HTHS, by b L, FEHOCERS, &
HEGOBTERTER VO LABKTH S, $7, Kent, Hoare® L T
Shenstonest, 7o < X A @D rh#s &5 CClaude Lorrain®Gaspard Dughet & v » I &
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Dughet, among cthers. It is true that I have occasionally overrated
this picturalism, in the case of Ermenonville, in particular.
Mr.Conan was right when he kindly pointed this out to me. The
formula I used at the time : ut pictura hortus (the garden is

iike a painting) is probably not universal. It conveys however

one of the dominant tendencies of Eastern and Western traditions,

a tendency still alive : this is confirmed by the recent excesses
of Land Art, which not only changes land into landscape., but
paints it, splashes it with colors and even suppresses it under
the coatings of art.

Whatever the scale and the ambition, landscape gardening always
depends on schemes (of spatialization) and patterns (of representa-
tion). This dependence applies to the greatest creations as
well as to the more modest activities of the people B.Lassus

calls "landscaping residents” in his fine book Jardins imaginaires

FhLTAHYHLA-EHOERLREAKRTH S, B, Bzl oRBEEHRL. &
WWErmenovilleDB S BV TEAATHER LABEREETSH S, ConandigElyjic, =
DELFICIERE UABRE Lo iz, FOR, FLAVE 5 #ut pictura hortus (FEE]
BREELTVS) LS EE g, BSEEN L O TRIZVES D,
L Lizdinh, COFEL, AEPHECERIK BV THREKEZ TV 5ZEM
FAER R E X TV B, land¥landscapeit B2 313 T, B h b, Biith
L, BEEREVSIAL0TKALEBLTLED X3, BLDOXAD
BEEN, COBEFTHLTGS,

KEIHFTHN, RAIFTHL, AEL (ZHBIED) scheme® (FEHR
H5) patternilfKF L Tv 5, BAROBIE LS B AA, B Lassusdy, #oT
5 Lv-EZ#Jardins imaginaires (#8{& dlandscape) @ AT “landscape L T\ A&
BEEE" LHFLEA2D, b LMK AFTHORICEL, ZOKERRLASHU. F

—244—



(Imaginary Landscapes) (15). In fact they don't handle "land"

strictly speaking for ornamental purposes, but already worked-

on materials, like walls, gates, bits of gardens, etc. However
this operation also conforms to the double rule of schematization
and patterning. B.Lassus show us in fact which schemes, or,

as he says, which "plastic mechanisms" are at work : "miniaturiza-
tion", for example, or "delayed contrast", and he emphasizés

the fact that "the same approach was used for the gardens of

the Chateau de Versailles" (p.98). The iconography, on the other
hand, reveals evidently that cultural patterns inspire all these
creations : "blue-white-red", the patriotic triad, for example
(pp.117 and 133), and an abundance of themes derived from the
world of either major or minor arts : Chinese exotism, Walt
Disney's fairy land, fantastic bestiary., advertisement, etc.

"Imaginary" landscapes 7?7 Probably. But this imaginary doesn:t

£, EBLHR BEBCS T, #MHOBEMT “land” 2HO>Z L3, EED
B P ERBOBRCERIA TV BB ER TS, Thid, ZOfFED
# 7o, schemefl, pattern{b &5 2D —AITHE - T 5, EEX, B. Lassus
W, DX bizscheme, 0¥ WEDOF 5 “BHEH" AL =25 . 7"
s YPREIRLERET ERABREL TV AR RRAKRLT WS, FLTHIL
“MLL 237 7 r—F i VersailleBBOERC b FEbh” (BE) FELH
AT H, £, BFCBEVT, g2, ZhboglgE T, Xbtko
patternil & » TEPH HFXHBL LT3, ALEBEOCSZ#THH =6, D
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VR, bbb, FEREESEK, Walt DisneyDk & ¥F0E, 2B TBY
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come out of the blue. It depends on a system of images., each
of them being a model essential for its formation.

I won't dwell on the question of "landscape . archetypes" because
it is less complicated. But of course there is a risk of confusing
them with the "landscape  patterns" I was talking about right
now. To prevent this confusion, I'll precise the meaning of
these archetypes, and so their field of application will be
clearly limited.

Generally I don't like very much the notion of archetype,
whose origin is philosophical but which has recently come to
the foreground through Jung's psychology and his theory of collec-
tive unconscious. I'm wary,for experience tought me that most
archetypes are only cultural images, the too famous "anima",
this feminine person that lives hidden in every man, in the

first place.

TP T, TO— 225, METRKIEOTE v modeld iz - T
WBLERETEKE LTS,

“landscape archetype” Bl 3+ ARBiIT b 0 EM TIT O TH LR L
5LizEbiny, L. ohE e fodeR Tt “landscape pattern” & B
FTAEBASHDIDORETD F TV, 2Bt 5 %A, 2 Darchetyped B ok %
L TAL S 5 ThE. XOEROBHIBELMCREZRBES S,

FitarchetypeD 3£ FE Tl v, ThlBECEEZE D, L L.,
BATE, JungDDEFER, ROBERFBROESHTHHERELELTEIL> XD
Winoto, BRAEENROI. 13 & A ¥ Darchetypell Bin 2 {b oG+ %
RWEYBEROCH S 0L THE, ETTHDCR, £TOBEEOPCBHRTE
ETCVLHHEMNLLABRTED, HPORKIWCHEHRL “anima” THS,
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But it is true that professionals of the landscape use archetypes
in guite another way : in their vocabulary, they are rather
a legacy of geography. "The 'landscape', writes Cueco, is also
the invention of the geographer who uses other ways of representa-
tion : charts, contours, cross sections. He invents the typical
'landscape' of an area, of a land" (op.cit., p.117). Even if
this meaning isn't attested by Littré, it is not aberrant, and
confirms the idea that the "landscape" is always the result
of an aesthetic or conceptual abstraction from the "land". But
all this is not so simple. Indeed, it seems that the expression
"landscape archetype" can have two different meanings. Sometimes
the landscape itself as a "type of land" is called archetype.
The prehistorian uses the archetypal duality "steppe/forest”,

for example, to define the modifications of the milieu during

L2 AT, landscape D EMFE A4 < & 5 Bk archetype i - T 5 HiILE
EHChBH, ThbbibOMAE T, archetypeil, HLAHBEFOXLETH A
5, “landscaped ¥ 7o, H#E. THER., HEHHEL VS LHORATEREH VT
WEHERECAIFELLLOTHDB, 0F h, BREEES, MR, LHICRL R
Ffy frlandscape® Bl b LT v 5" L Cuecold @ Tuw % (RIEIIAE., 117
H), m&xz, ZOBERNY » P VABEFRICRREDRAZVELTS, ZHhITHF
Ric b DT <, “landscape” &3V d, “land” b4 E R B FEEMNIS,
HHCEBEMIL LD THILENIEXZEHRECTHLOTHS, L, 2D
HeTHF SEHBTITeVw, EE, “landscape archetype” & W5 ERBFIX _DODHE
R ERYELS> AL TBEbR B, Bic, “landDFHA” £ LT, landscapeB
fhd archetype & FEE, Flx X, £E¥EF L, BOBBMRC BT 5 EREREOHKAE(L
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the Pleistocene. Sometimes the word "archetype" is used to indicate
the entities of physical geography - dune, plateau, garrigue,
etc. - and this denpmination becomes a system of references

with subsystems of macro-and micro-archetypes. So that different
kinds of plants may become, as climatic indicators, landscape
archetypes in the first as well as in the second sense. This
sometimes gives the impression that some landscape gardeners
use archetypes as abundantly as in Jungian unconscious. In my
opinion anyway, all these archetypes, whatever their role and,
if 1 dare say. their calibre. may be, are to be found on the
side of the land. For that reason, they must be distinguished
from the landscape patterns, as I defined them before. Strictly
speaking, the expression "landscape archetype” is contradictory.

We should say "land archetype”. Can we induce our landscape

ww, “archetype” &\ 5 BFEIZ, MEREOHEMILES, BILEHE, A, K
FEELRTHEDITHEPAL, + LT, IOGAH. K& archetype, /&7
archetypelZB+ 5 FBXHEHE>, —0OBER LT 5, 205, DOREE
B, BREOHEEL LT, Z2HOERIZIBHA, —2HORERCELTH
landscape archetyped 7t B 52 5D THBH, ZDHIT, [ APOEEE Jung®
WEERoRIZ T { AL & A Darchetype® {F - T b &V 5 HISR % 53T
5. £, h, BROBER TR, ZhbDarchetypeld 2T, TORIENFETH
n, TLTHATEXE, TOBRENMTHEN, andhDHEDEIHNDHRET
BAH5, FOBEH T, archetypeld, LIZFESE Lizlandscape patternE K FIZ b
RETHEB, BEWZE 5 & “landscape archetype” & WAFEBRIFBEL TV 5,

“land archetype” L E 5 XETHBDH, Z Dland archtyped: 5landscape pattern®
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patterns from these land archetypes, or can we explain the aestheti-
cal feeling from a physical determination ? I'll neglect to
answer this question, for it is badly formulated and there probably
are several answers. Such a metamorphosis really seems to be
some kind of alchemy, and I'm as sceptical as A.Berque when,

evoking the thesis of Jay Appleton (The Experience of Landscape)

and of René Dubos (A God Within), he doubts that an "ecological

scheme"”, the tree-covered savannah of man's origin can "become

an aesthetical scheme" : the "Arcadien landscape, paradigm of

the beautiful scenery in European painting". "It could well

be, he adds, that the ethological/aesthetical or ecological/aesthe-
tical transformation occurred in Dubos' or Appleton's mind rather
than in the history of mankind" (op.cit.., pp.136-137). And later:

"The discoveries of paleo-anthropeology (...) have led (...)

WM TELREALI D, Eh, WERTODMEIBEEZLORBYHBCTELELS
e BMIZOBKHLTERZC LIS ERS, L0201, ZOBRERHAE
WL, BEL WSO DERELIEAL S, ER, FOL5hE, HAED
LMD X 5B bhb, A Berqueit]ay Appleton® 337 (The Experience of
Landscape) *°Rene Dubos®# S (A God Within) 2e|BHLT, “4HBFELo0
scheme” BIZEAFOA T, KTEDLhAKERL W > L0, “BE LD
scheme” Hlz1E “s—2 o SREEBVWTELVRAROER L T WWE7 L
#5747 Dlandscape” Wit hBHHEES, RLRBTH S, Hix "BBFEN
LD LEELOLO~DES, £FBENLLDOILEE LOLO~OESL
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some authors to consider the East-African savannah as a landscape
archetype. This opinion should widely be considered as a metaphbr"
{p.151). I couldn't say this more clearly and I note that Berque
here uses the expression "landscape archetype" in a composite
sense, both ecological and aesthetical, as if he wanted to question
this metaphorical shift of meaning. This confirms my suspicion
towards archetypes ...

At last, I'd like to evoke the Beginnings, "the greatness
of Beginnings" as Levi-Strauss says. But "beginnings" of what ?
Art ? As far as our knowledge goes now, it was born arocund 30.000 BC
But the Landscape ? We'll have to wait for a long time before
its invention, about thirty thousand years after the Nude :
the Paleolithic gives us two models of Nude, one rombold (diamond-

shaped), in Europe ("Venus" of Willendorf, Lespugue, Grimaldi,

archetype®—-2& () BiaZRTLE o/, TORME, Rk e RicT
NETHBH” LEET (I51H), A, T0&HE» L - L HECKS SEWRTER
Vi, A%, BerquedtZ T, ARB¥HAHMEFEELOAIMINES - LEET
“landscape archetype” & WHBREFF-TCW BT ECTEHLTWS, £5 T,
B OBRGLBEROELESVCTHBLAEVWEER s TWB L5 THDL, 20D
Hin b, ¥, archetypell i B8 % @D T A,
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FERI30,000FERTC A Fhiz, Lo L., landscapell &5 4, ThVEBR D ETIC
2, BUEBgERhE sV 5, ik, BT chbiiaiERlck)
B0 E, —oitromboid (diamond-shaped) T2 — 12 o 2D H D (Wil
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Vestonice, Gagarino, etc...) and the other one length-shaped,

in Siberia (Malta). This absence is significant for its deficiency
confirms in a way the very difference between land archetypes

and landscape patterns.

We now have sophisticated techniques for the study of prehistoric
sites : dating methods, of course, but especially, for my purpose,
anthracoloay (analysis of charcoal), and palynology (analysis
of pollen). These allow us to reconstitute the sSuccessive environ-
ments of the Pleistocene, man, since the characteristic of this
long period is the alternance of glacial phases (herbaceous
steppe) and inter-glacial phases (forest vegetation) with interme-
diate stages "that are minor climatic oscillations which lead
to a partial and botanically incomplete recovery of the forest

over the steppe" (16). Therefore the prehistorian is right to

lendorf, Lespugue, Grimaldi, Vestonice, GagarinoZ® “7'4 — 72" ), $ 55—
{tlength-shaped T <1y ¥ Dy D (Malta) S =TFFEORKHTHS, TOHEH
DOEWAEETHL, L5012 H 5 EYK Tland archetype & landscape
pattern& DB CFOLORET LT WI205THD,

BAETE, LHEOEH2WET oD, EEIAEERESADLD, 3 HHA,
FRE2PSOHMICTIHETHHH, BLALOBNECLHES, 2%
anthracology (BFEDH) THH . palynology ((EB ) THD, “h btk -
THRAPADORE X ERMCHER T H2ENTED. T, TORTITDLS
B O, PRPNLEEY b -, K EoRADER) SRkl Gk
A OBVELEALTHL. ZOPENMERE L "REYE S BN THE
MFE LA REHEROREEL L 5T, KR EODRE" THBU. - T, %
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refer to archetypes, and first of all to the paradigm "steppe/forest”
(pp.26, 109, 120, 146, 165, etc.) But let's note that J.Renault-
Miskovsky never mention the word "landscape" (except pp.137

and 168) and prefers using "environment", not only for the title

of her book, but also for the captions of its illustrations

(P1.30, 31, 32, 38, 42), as if she suspected the concept of

landscape to be anachronistic in prehistory. So we can imagine

with surprising precision the environment of Soleilhac Man (Auver-
gne, France, B00.000 BC) where "the oldest European structure

of habitation" has been discovered : "A dense forest composed

of conifers, caducifoliated and exotig trees, and also of two
wild vines characteristic of this pollenic sequence (Vitiis

and Parthencocissus) evokes a warm and damp climate" (op.cit.,
p.86). Next, we discover Tautavel climate (France, 450.000 BC),

and its "three vegetable groups” (pp.62 and 97-98). And finally

HEHH, archetypell DT, Lind ¥ o5 “HEFHR" L S8HATE
Flicomygkchsn (26H. 1098, 120H. 146H, 165HE). L L. I
Renault-MiskovskyiT#t LT “landscape” % BEa#fHT (HH. 137H. 168
H) AORBCRELE, BRO£ 1 b (K30, K31, K32, K38, K42) b
LA “environment” #H - T AHEWERL LS, £ihid, %5 Tlandscape
DEED., ERERCTIREREB LI HELXRE -T2 DWLTHB, T,
Bk, BCROERST, SoeilhacA (F—Y=i=a, 7 F v A, LA
800,0004F) OBREA##HETESL, T2 "bFHv2—m, ROFEKEY"
BRERREINCHTHS, i, “SEMCEETIREROBAL, LB I
HBEL T OOHMO>AE (Vitis& Parthenocissus) &2 5HBEVWEH, BEL
WEOBVWRELEVEIZIR®E" LIATHA (FEFIBE, 86H). R
# 22, TautavelDRE (7 7 v A, #5CEI450,000F) &, “=D>0O@EYHE" %
RoF% (62H, 97— 98E). ¥ L TR E X LascauxTH D, TDOXKEH
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Lascaux whose climate, we know it now, was about the same as
Tautavel's and ours. "We must emphasize, she adds. that the
temporary development of isolated spots of tree vegetation has
been at some precise moments revealed by pollen analysis of
archeological sediments, thus ending the legend of ice covered
éundras in European Upper Paleolithic (pp.132-133. On the intefme—
diate stade of Lascaux, see also p.139).

That's what can be said about the land. And what about the
Landscape ? There is no landscape. Neither in Soleilhac, nor
in Tautavel ., not even in Lascaux. Why ? Because as far as we
know, there is no pattern to base the perception on. I don't
deny that hunters may have (or must have ?) had, like Cueco's
peasant, the "sense of the land", and have had a symbiotic bond
with their environment. I just point out that they cannot have

perceived what we call landscape, in the aesthetical sense of

the word, as this implies to the contrary a distance, a distant
Tautavel PREL ABA L TH - FXHA, HL2 "BAOREKELT. N
W URBFTO— R ERA, 2IEF DR T, EHECKRIERY OTEH S
KL->THLMEEN, T -y CORMEAFRHNAKRTELNLCERL
WTholb O dEHRICHKETAITEN BB FAIRLIRNETH B LT
iz Twb (132—1338, Lascaux®@ A EHlC 2 TIL130H  £88).

Ll EAlandic 2T EWHBAETH S, landscapell 2T E 53 THH 5 i,
SoleilhacT ¥y, Tautavel T, LascauxiZ B\~ T & %, landscapeilFIE Lo,
A, FOEAE, HAOMBR L €. MEOKW Iz B patterntd iz Wb TH
L. FAD, CuecoD/PNMEAD L 331 “landDfE" % - Tk TH B (B
B, THEEGLL) LWHE, L LTBSORL OBRBEEHENTLRAE Y
BHELLTHHIEVCHBFRIEELRL . B, HoWEBENLERIT ST
landscape® MH LA ATREMIL - 2 2T 8T T 5, BB, FEEHT AR
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perception of the environment - its menaces, its resources,

its urgencies - and, as Kant emphasizes, some "disinterestedness".
I studied systematically the-artistic representations of the
Upper Paleolithic, from the first carved stones of La Ferrassie

(around 30.000 BC), till the last Magdalenian figurations (about

10.000 BC). I didn't find any landscape, neither the faintest
sketch nor a dubious background. Let's take one of the most
outstanding examples of cave paihting : the five deer heads

of Lascaux. We use to see there deer crossing a river. I agree.
But where is the river, where is the "landscape" ? Whatever

the interpretation of animal representation either by Breuil

(magic of hunting) or Leroi-Gourhan (sexual semiology) may suggest,
what strikes us most teday is that very absence of landscape : it

rarely represents man., but animals are omnipresent. Must we

RRFEREZD, 2EVRECHTLE A LOMNE, AILXBR, SHBLH L,
YA, £ LTKantAEH T2, 2580 “FFFEHE" L2 0n SRS
PpHTHAB, RIRBEBHAHHEROZMULRRCOVWT, KFRHIC, 2EHE)
#13La Ferrassie® R E B (B X FH CHI30,0008E) b, £ hHid
Magdalenien® A#p% (¥ X T/ THT10,000%) F TR LA, LhL, Wik
Alandscaped,, 2EH, HITHRKATY v FHLHLVWHDOLERHLELDLHED
TERRBRP o, REETS - LB LALDOD—D2L LT, Lascaux® 7L
WoLrOBEE &) EF L5, LT, JIRESS L35 LA TH- HERED
A, LinlL, Foollifcod, @ “landscape” 7ndh, B F T 5
Breull D R (magic of hunting) < Lerio-Gourhan® % (sexual semiology) #%
MERELI>EDL, SAb- &b BALREITLASOR, 3K
landscape D RHETCH B, TIWAPRAETADFERID -0 o . BYKE-
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say that Magdalenian hunters only had a "faunal landscape” ?
This would only be a bad metaphor, a misuse of language,

From now on we'll perhaps be able to distinguish more easily
between land archetypes and landscape patterns, like the paradigm
"steppe/forest" for the prehistorian and the matrix "Mountain-Water"
in Chinese landscape. The first is ecological and is only valuable
for us, seeking to reconstitute long lost biotopes by means
of advanced techniques. The second is artistic and is a pattern
of creation and perception for a vast cultural tradition. The
same happens with vegetal species. The pine tree for instance
is an essential indicator for the prehistorian. "In West European
Early Wirmian, pine trees dominate tree vegetation, im the forest
as well as in the steppe" (op.cit., p.131). In Japanese painting
the pine tree is quite different, especially when represented
in its traditional association with the bird. (Akivama Terukazu,

TWAHDTHDH, Magdalenien®D IF AL “Bh4p i @landscape” L AviE - Tuig
PoleDREEEbLRELLLVDL, ThARI(KCERTHY, OB
TERGWEAS,

b Bit, o4 Aland archetype & landscape patternd % & - & B X 5
TELEAS, B, SHEED “ER/HRK” 058 H L. FED
landscape wH 5 “tUK” -5 matrixOERTH B, BTHFTLERBELDODLD
T, BAd Tk, BVWHIERE LTV EEREYBELREY V- TEH
LIS LT HHCMErSHETTHA. BERZMN 20T, BIEVL
WicEHFIC RS 5 &P MBI ZSpatternTh 5, FABROBENEGEIZ D
THEZ D, Fl2L, RORREREZL L TR EOTERVERETH S
By T ALABOREE - o T, ERILHAATRCECTHERET
5" (FBFIHE. 1318). AFXOKEI BT, L BE—HBrREIRD
FEREIEBWVTIL, BoRiTL < Bir - Tuvb (Akivama Terukazu, La Peinture
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La Peinture japonaise, p.136). See, for example, Kand Motonobu's

Landscape with waterfall (pine and crane), pp.118-119; and Kand

Eitoku's Crane and Pine, p.126. For the pine only., see p.93,

128, 150-151, 186 etc. Incidentally A.Berque notices "the important
role of plant life schemes in the Japanese perception of landscapes”
(p.110). Of course this supposes that vegetals have become matrixes
of perception. So there are two kinds of tree : one belongs

to the land and depends on botany. The other depends on art,

which (re)produces it as emblematic and personified landséape.

The Qak, for a French schoolboy, is always and probably forever

La Fontaine's Giant of the Reed. For a German child the lime

tree will always be the Lindenbaum of the lied, and so on...

Van Gogh's cypress, Valery's plane tree "white like a young Scythe ",

japonaise, 1368). iz iy, 118—119EW= B A E T01E DD H Hlandscape (i
L8 e, IRCHLNTXEOCHLMESER I, MOKRETILGH, 93
H. 1288, 10— 1518, 186HE*ERB I hi, DL ThH HA Berqueil "
WA RITEE L RE N, HAEADlandscapele i % D dh Tscheme LT U
BT BIZKRSA20TWA (110H), 3 bAHA, EHHEHCRDSmatrixiZio - 7o
EVHEBKRTHS, £IT, Z20HBOKR, 2% H—2Rlandc BT 23 0T
M FICESC DD, $ 5 —DRERCESS DT, Bz, BALEH
7olandscaped LT (D) AV HER AL OMNBDZ Li@inh, InbORIL,
TIVADEECE ST, WO, FLBLLSEBET L, BLELYR L
FontaineDE A TH B, 4 ADKik, FAYOFHZ L T, v2od FAYE
fi o LindenbaumTHdH b, TOMABETHDH, Van GoghD & 4F, “fHuibd
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Pignon's olive tree ...In Lapicque'sopinion this art Tree is
even the only authentic one : the other tree, the one that belongs
to nature is just a confused heap where "everything is tangled

up". Only when I'm leaving a museum, I can exclaim : "Today
I saw a tree” (17).
I'd like to propose an optimistic conclusion. Nowadays it's
the fashion to proclaim the death of the landscape. Several
times in this paper I referred to a collective work that bears
that interrogative title : the introduction claims as an established
fact that " the landscape doesn't exist anymore neither geographi-
cally nor aesthetically (...) The landscape belongs to the past”
(p.32). In their recently published book, D. and J.P. Le Dantec
in turn deplore "the death of the garden", its disappearance
for the benefit of green spaces , its "dequalification in green"

(18). Even J.Renault-Miskovsky, whose purpose probably didn't

ODEMMAETOL S ICHW" Valeryd 7% % + A, Pignon® #+ V) — 7D Kg &,
Lapicque D& L Tih, TOEMEOBAN, F3XH—BAIDTH S MO
K. DHARDEFOMAR, “2TOL0MRBE L H-o" FJBEDOIT
BD EREYHRICTARRT “SEBHRIRERL SUSESATE D,
Fat, BERCERAPIERE LIV, TOI AL, landscape®FEEEES T HHH
R THDH, ORI THEILL, BRNLRESA VL —-ORHNLE
Ypa B Lichh, FOREL T, — 20T dnltHEEE LT, “landscapeld,,
SHEY P AFEEEECLFELD G ) landscapeliz@BED LD TH
%" (32E) LE - Tuwb, DLeDanteck J.P.Le Dantecid, BITHMR LA D
T SER “EEORET 2% EORMOwERAE hotER R
THEEN" RTS8, ] Penault-Miscovsky T3 5, BH 2D HAC
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need such a conclusion ends her book so : "In those times Europe
(was covered) by ladndscapes that would still exist now without
the anthropic action of Neolithic Man and the devastations due
to our contemporaries" (p.168).
I do understand that people worry about the ecological waste
and about the fact industrialization and urbanization systematically
devastate our environment. I guess our Japanese colleagues share this
anxiety for they know better than anybody else these safeguard
problems, according to Shinada ' Yutaka's works (Bergque, p.250).
But we should not be too pessimistic, and we shouldn't forget
that mankind did not have any landscapes until quite recently : they
only inhabited land. Strictly speaking, "death of the landscape”
could only mean one thing : the disappearance of the patterns
that make aesthetical perception - as a belated luxury - possible.

Such a disparition seems unlikely. There seems to be on the

FOLAREHILETRVOR, FEBOR I TERDIHS>KBVTWE, “TD
BEfY, 9@ — =y otTitlandscape (DML T V) 25, ERSE, b ULHRASRKR
ADARFLOFTER, B4 ORISR - LREALTRIES S BFE L
THH5” (168H),

ANxB, AR EORBLTHEL, @ik, s 0REERMMCHRES LT
WAHBRZOWTOE LTV 28R, RPERRLTWL., HACRFOEIA
by, MEAZOERXLGEIA TS EE S5, &\ ) Dl Shinada Yutaka® FH{FIZ
I, BRARMOBEL NS L, CORBHBCOVWTH TV ERLTH
% (Berque, 250E), U» L, BARF BRI Tidlovy, ABIL,
DRI E Clandscape® P L b - Tluledn o 7o, 2F b BClandit A TL
RETEVCHIEEXERHNE TRV, BEIZE AW, “landscapeDIE” L\ 5
DIXBIC—D0H, THLLEENTOAR - Bh TWHIEU-%[gL T2
patternDEW A FHR LBB LT THH S, ZOHBH I LS TV IS5KCE
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contrary a proliferation of schemes and patterns ... "Death
of the landscape" really means the destruction of the natural
basis with the result that we are unable to apply easily to
them our traditional landscape patterns. That's the reason

why we yearn for an Age d'or (golden age), a pays-age d'or (golden

landscape), that is,for some kind of ecological paradise which

is nothing but a dream, a cultural fantasy. I do not think we
shouldn't interfere. On the contrary. We have to discover new
models that correspond with the rules of our technological civili-
zation. I can't imagine why we should stick to those "arcadian"
landscapes at any price. It is true that they have occupied

and shaped our way of looking at things, but now they are rather
obsolete. And if they are not, we should keep them, along with
more innovating ones, but we shouldn't flourish them like irrepla-

ceable emblems. I shall not take part in the quarrel concerning

£ A, FREZ AdschemeSpatternED QMM HA L H B LB, “landscape
D" N, BROZEOHEL, FOKRER 1, B9 EDEHMB nlandscape
patternT MR EA TER R HFELFR LTV I2ORFETH D, TDEY,
T« plage dor (S OREM), pays-age d'or (4 Dlandscape), T7sdH, B
FERRBICTER ., HATWOERENRERECH AL LEHTHD. BE
KFBE L st vsiBblw, e, a2 niEEfox{to
e, CHERMTAHF L modelx Rod st hiliisbisyw, FALEBHEY
o Tdh, HD “TAHF 4 7RD” landscape AR TARE Tl LT 58
B, BBV iz, Thh, HADRFEIERL, B S LFRBEET
BBHR. BLASTRACOARVIDTHS, bz, £H5TRIEVWELT
by bo LEFHRIOL—FCLT, Lrd, BELOLVEHEO L 5ICHED
m3<&x G 0TitiL, i, “landscape & townscape” WS AR ENT
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"landscape and townscape”, but I consider that we attain an

era in which technical and artistic- means are so important that

we can afford to imagine that some day the entire planet, now
still covered by immense "waste ground" (virgins lands), will
become a vast landscape, or better still, amosaic, a constellation,

a galaxy of landscapes ...

A.Reoger

B LR WESAH, 4 RARHERRRBELTVWHERESs TS, Tt
P, BAPEMOFEEN, ETHENROT, SRENARR “RER" (L
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A. Roger
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