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Sometimes we feel as if a scene, very familiar and not special one, looks differently, 

probably due to our inner drastic change of emotion or mentally shocked experience. 

Really, a scene as an object of our perception shows its various facets depending on the 

viewerôs state of mind. Then, should we say that there must be no constant image of a 

scene? What Iôd like to say in my paper is not to seek for physically or dynamically or 

psychologically scientific rules of our perception of landscape, but my claim is that we 

need to restore humanistic attitudes in appreciating nature and scenery.  

It is a very usual way of thinking to suppose a universal cause & effect relation between a 

viewer and an object by following some rules. Edmund Burke (1729-1797), in his A 

Philosophical Enquiry into the Origin of our Ideas of the Sublime and Beautiful (1757, 

2
nd ed. 

1759), offered an example. He thought that our response to landscape should be 

common according to universal human nature. He extracted two essential human 

characters of self-preservation and society, corresponding two main aesthetic categories, 

the sublime and the beautiful. Following his texts, 

Most of the ideas which are capable of making a powerful impression on the mind, whether 

simply of Pain or Pleasure, or of the modifications of those, may be reduced very nearly to 

these two heads, self-preservation and society; to the ends of one or the other of which all our 

passions are calculated to answer.
1
 

The passions which concern self-preservation, turn mostly on pain or danger. The ideas of 

pain, sickness, and death, fill the mind with strong emotions of horror; but li fe and health, 

though they make no such impression by the simple enjoyment. The passions therefore which 

are conversant about the preservation of the individual, turn chiefly on pain and danger, and 

they are the most powerful of all the passions.
2
 

Whatever is fitted in any sort to excite the ideas of pain, and danger, that is to say, whatever is 

in any sort terrible, or is conversant about terrible objects, or operates in a manner analogous 

to terror, is a source of the sublime; that is, it is productive of the strongest emotion which the 

mind is capable of feeling.
3
 

Then, according to Burkeôs thesis of the sublime caused by universal human nature, our 

aesthetic experience of nature, whether it is the sublime or the beautiful, may be traced 

back to our nature of self-preservation or society. When we are terrified by vast desert or 

violent storm, once we get over the difficulty, then we find delight that could be 

categorized as the sublime. However, in applying Burkeôs conception, we may need not 

any view of nature, expecting our natural, physical response to special features of a 

landscape.  

Nevertheless, we can easily find a problem concerning Burkeôs way of thought if we try 

to apply it to tackle with contemporary environmental issues. For, if our nature of self-
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preservation works well, it must be necessary that we feel danger toward any landscape 

even if it may lead to our appreciation of the beautiful. This means that we are entering 

another dimension of threat or menace to our life, or self-preservation, without reference 

to our natural frame. 

At preceding time to Burke, George Turnbull (1698-1748), in his A Treatise on Ancient 

Painting (1740), suggested an interesting way of enjoying a landscape picture. 

Distinguishing the two genres of paintings: natural and moral paintings, he says: 

The former belong to natural, and the other to moral Philosophy. For if we reflect upon the 

End and Use of Samples or Experiments in Philosophy, it will immediately appear that 

Pictures are such, or that they must have the same Effect.
4
 

What does it mean that natural painting has the same effect as natural philosophy do? He 

evaluates landscape painting with reference to natural philosophy, saying: 

What are Landscapes and View of Nature, but Samples of Natureôs visible Beauties, and for 

that Reason Samples and Experiments in natural Philosophy?
5
 

In examining the one [landscape painting], we act the Part of the natural Philosopher.
6
 

Painting is a copy of nature. In Turnbullôs view, in studying nature through painting, we 

can get deeper enjoyment of nature. Again, according to him, 

For not only does the double Employment of the Mind, in comparing a Copy with the 

Original, yield a double Satisfaction to the Mind; but by this comparing Exercise, the Original 

is brought, as it were, nearer to our View, and kept more steadily before us, till both Original 

and Copy are fully examined and comprehended: The Mind is pleased to perceive an Object 

thus doubled, as it were, by Reflexion; its Curiosity is excited narrowly to canvass the 

resemblance; and thus it is led to give a closer and more accurate Attention to the Original 

itself.
7
 

Here, Turnbull pointes out both the pleasures of imitation and that of the original nature. 

Viewers of a picture are requested to have enough knowledge about nature, classifying 

two kinds of landscape paintings: an exact copy of landscape and that of imaginary one. 

The first is explained as follows: 

If Pictures of natural Beauties are exact Copies of some particular Parts of Nature, or done 

after them, as they really happened in Nature; they are in that case no more than such 

Appearances more accurately preserved by Copies of them, than they can be by Imagination 

and Memory, in order to their being contemplated and examined as frequently and as 

seriously as we please. óTis the same as preserving fine thoughts and Sentiments by Writing, 

without trusting to Memory, that they may not be lost. This is certainly too evident to be 

insisted upon.
8
 

Then, as for the imaginary landscape, he says: 

On the other hand, if Landscape are not copied from any particular Appearances and Laws, 

being composed by combining together such scattered Beauties of Nature as make a beautiful 

Whole; even in this case, the Study of Pictures is still the Study of Nature itself: For if 

Composition be agreeable to Natureôs settled Laws and Proportions, it may exist: And all such 

Representations shew what Natureôs Laws would produce in supposed Circumstances.
9
 

In sum, 

ñThe former Sort [exact copy of nature] may therefore be called a Register of Nature, and the 

latter a Supplement to Nature, or rather to the Observers and Lovers of Nature. And in both 

Cases Landscapes are Samples or Experiments in natural Philosophy: Because they serve to 
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fix before our Eyes beautiful Effects of Natureôs Laws, till we have fully admired them, and 

accurately considered the Laws from which such visible Beauties and Harmonies result.ò
10

 

In Turnbullôs theory, a landscape painting should represent natural law, and it may be 

supposed that the best picture should be the exactest copy of nature and the most correct 

description of natural laws. Really, through pictures we can trace our idea of nature to 

scientific principles. Not only scientific disciplines, but also rules or laws are detected by 

specialists such as fishermen and peasants who know well about natureôs changing 

characters from their artisan-like observations. 

We can suppose that such attitude to nature as that of Turnbullôs is the inheritance of both 

Newtonôs idea of reading nature in its lawful regularity and Descartesô project of 

interpreting nature in terms of geometry. Through the methodical dichotomy between the 

subject and the object, nature had become for the first time in human history of ideas the 

object of perception. Before that, human beings had always felt themselves in nature, and 

man and nature could not be dissected from each other anyway, not to mention animism, 

pantheism, óchiô monologism in Chinese thought, etc. 

Descartes (1596-1650) searched for the certainty and clearness of our ideas to be 

demonstrated to be the truth, then eventually found a mathematical model to assure the 

certainty and clearness. Having being tired of trivial and detailed speculations by scholars 

of Scholasticism, he says in his Discourse on Method (1637): 

I had always a most earnest desire to know how to distinguish the true from the false, in order 

that I might be able clearly to discriminate the right path in life, and proceed in it with 

confidence.
11

 

I entirely abandoned the study of letters, and resolved no longer to seek any other science than 

the knowledge of myself, or of the great book of the world.
12

 

He was disgusted by ñthose [reasonings] conducted by a man of letters in his study, 

regarding speculative matters that are of no practical moment, and followed by no 

consequences to himself, farther, perhaps, than that they foster his vanity the better the 

more remote they are from common sense.ò
13

 

Descartes may be right in that he felt skeptical and bored by the science through word-

language, i.e. the humanities, then traveling abroad to read óthe book of the world,ô 

probably adopting the medieval philosophical metaphor of óthe book of Nature.ô Really, 

an alternative to reading books may be going outside to observe and experience nature 

and the world on the spot. And he eventually found geometry a model science that can 

lead us to ideas of enough certainty and clearness to be the most relevant to the method 

for philosophy. 

At the time of modernity, passing through antiquity and the medieval age, after the 

immense accumulation of speculations and historical documents, there emerged two 

polar attitudes to ongoing accomplishments in the humanities, represented respectively 

by Descartes and Vico (1668-1744). 

According to Descartes, he was obliged to get over scholastic education of focusing on 

uncertain supposition and proceeding speculation without reality and existential 

consciousness. Then, he decided to innovate methodically scientific way of thinking, 

chiefly basing on geometrical method. In contrast, Vico again emphasized on importance 
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of history and historical consciousness. Then, he started investigating myth to history in 

order to know the deep layer of philosophy. 

Vicoôs criticism against Descartes is founded on his distinction between <scienzia> and 

<prudenzia>. In his De nostri temporis studiorum ratione (1709), Vico says about his 

contemporary way of scientific method influenced by Descartes that the analytic and 

geometrical method seems to be so certain that they are concerned with natural sciences 

but that they are not relevant to moral sciences which comprise politics, eloquence, 

virtue, ars decori which instructs proper behavior, etc. He claims: 

Experts say that the physics they teach, based on the geometric method, is identical with 

nature itself, and that wherever one turns in contemplation of the universe, it is this physics 

which one observes. They hold, therefore, that we are indebted to those authors who have 

freed us from the great trouble of contemplating nature further, and who bequeathed us such 

splendid and well-furnished buildings.
14

 

Really, we live not in the age in which contemplation of nature means ñtheoriaò, i.e. to 

find divine letters of dictation in nature, but we are proud of ourselves as a conqueror of 

nature and look on nature as the object to us.  

Then, distinguishing <scienzia> and <prudenzia>, Vico goes on saying the former is 

treated by those who research on nature on the basis of simple cause, the latter by those 

who investigate many factors and causes around one action to make a conjecture on the 

real cause. For the purpose of being to be prudent, Vico requests us to stand on common 

sense and halfway between truth and falsehood. His emphasis on myth and imagination is 

a part of his criticism against simple-mindedness in natural science and some 

philosophical attitudes depending on it. 

When we must admit that we have already departed from the custom of contemplation of 

nature, then we should inquire into the alternative that leads human cultivation through 

landscape. My suggestion is that we can do so through the way to tend to history or 

historical knowledge. 

With regard to our attitude to landscape, one may maintain that we appreciate a landscape 

with a blank-sheet-like mind or innocent eyes. Then, we need not any knowledge about 

the landscape. The other claims that we need as much knowledge as possible in order to 

appreciate deeply a particular landscape. Then, not only in terms of geographical features, 

but also historical, legendary knowledge of a landscape is requested. 

We come to be familiar with a landscape by two ways: through simple repetition of 

perceiving it, the experience of novelty by degrees produces a concept about the 

landscape, then, as a routine behavior and habit or custom, we can become familiar with a 

scene. The second type requests a deeper knowledge about a landscape that can stimulate 

our imagination and memory as Vico requested us in order to keep our mind toward 

prudence.  

Orhan Pamuk, in his Istanbul: Memories and the City, mentions his conception of the 

Bosphorus. He says: 

Of all the western artists who painted the Bosphorus, itôs [Antoine-Ignace] Melling I find the 

most nuances and convincing. His book Voyage pittoresque de Constantinople et des rives du 

Bosphore - even the title is poetry to me - was published in 1819; in 1969 my uncle ķevket 

Rado, a poet and publisher, brought out a half-sized facsimile edition, and because my heart 

was then blaze with a passion for painting, he gave us a copy as a present. I would spent hours 
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studying every corner of those paintings, finding in them what I thought to be Ottoman 

Istanbul in all its unspoiled glory.
15

 

At times when I was most desperate to believe in a glorious past - and those of us overly 

impressed by western art and literature do often succumb to this sort of Istanbul chauvinism - 

I found Mellingôs engravings consoling. But even as I allow myself to be transported, I am 

aware that part of what makes Mellingôs paintings so beautiful is the sad knowledge that what 

they depict no longer exists. Perhaps I look at these paintings precisely because they make me 

sad.
16

 

In Mellingôs Istanbul landscapes it is almost as if there is no center. This effect, and his 

attention to detail, may be what draws me to the Istanbul he depicts.
17

 

Because Melling never places human dramas at the center of his paintings, to see them is for 

me rather like driving along the Bosphorus when I was a child: one bay suddenly emerging 

from behind another, with every bend in the shore road bringing a view from a surprising new 

angle. And so it is, as I leaf through this book, that I begin to think of Istanbul as centerless 

and infinite and feel myself inside one of the tales I loved so much as a boy.
18

 

Now, through Pamukôs description, we will become more familiar with the Bosphorus, 

Istanbul and Turkey. In the same way, I have been the more familiar and intimate with 

Kobe because of my accumulation of knowledge about Kobe in addition to my greatest 

earthquake experience. For example, Ikuta shrine was heavily destructed by the Great 

Hanshin Earthquake on January 17, 1995. It is said to have been founded in 4
th
 century to 

worship surrounding sacred nature including forests and big stones, in the end to pray for 

rich harvest and happiness. Since then, there have been natural disasters such as 

earthquakes and floods, etc, and battles between eminent clans in the medieval times, 

affecting existence of the shrine. The name of the city Kobe derives from the village that 

dedicated crops to Ikuta shrine. óKobeô means families for gods. We can review and think 

over history of Ikuta shrine by following Figure 1 to 3 below, from the historical birdôs-

eye view (Figure 1), the magnificent view of gateway at the entrance before the Great 

Earthquake (Figure 2) to the ruinous scene after the earthquake. Because of historical 

knowledge and continuous experience of visions, my appreciation of Ikuta shrine has 

become all the deeper. 

 

Figure 1. Harima Meisho Junran Zue [A Guide for Places of Scenic and Historic Importance 

in Harima Region (1804)] 
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Figure 2. The view of gateway at the entrance before the Great Earthquake 

 

Figure 3. The ruinous scene after the Great Earthquake 

References 

Burke, Edmund. A Philosophical Enquiry into the Origin of our Ideas of the Sublime and 

Beautiful. Ed. with an Introduction & Notes by James T. Boulton. Basil Blackwell, 1958, 

1990. 

Turnbull, George. A Treatise on Ancient Painting. 1740. ed. & reprint by V. M. 

Bevilacqua. Wilhelm Fink Verlag, 1971. 

Descartes. A Discourse on Method (1637). Trans. by John Veitch. Everymanôs Library, 

1957, e.p.1912. 

Vico, Selected Writings. Ed. & trans. by Leon Pompa. Cambridge U.P., 1982. 

Pamuk, Orhan. Istanbul: Memories and the City. Trans. by Maureen Freely. Vintage 

Books, 2004. 


