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Forces and Forms in Geo-Aesthetics
Either we must consider these things as sports of Nature, and intelligent Nature never sports without design, or we shall be led to admit a kingdom of invisible powers, standing in the same close connection, and blending by such imperceptible transitions, as we perceive in the external appearances of things. The more we learn of Nature, the more we observe these indwelling powers, even in the lowest orders of creatures, as mosses, funguses and the like.

Johann Gottfried Herder, Outlines of a Philosophy of the History of Man, 1784–1791

Nature’s Sculptural Ability
Seemingly artificial objects that turned out to be natural finds, such as fossils, used to be described as ludi naturae, games of nature. This sometimes worked the other way around, too: when man-made artworks were so lifelike that they could be mistaken for being a part of nature, as is the case in trompe l‘œil pieces. This raises the question whether art lies in bringing nature’s hidden sculptural ability itself – the vis plastica naturae – to light. Is nature herself an artist, the force behind all forms? 
In terms of the epistemic relationship between ars and scientia as discussed by 16th and 17th century scholars, ludi naturae are sometimes closer to being techné, meaning they are artistic products, sometimes they are physis to a greater extent, shapes occurring due to the nature of things themselves. Games of nature will sometimes be signatura rerum, objective semiotic signs of nature, sometimes they will be the subjective significations or particular meanings an observer projects onto nature. 
The fact that the ludus naturae is a transgressive phenomenon goes some way towards explaining its allure in an era that aimed to unite objective semiotics, scientific insight, experimentalization and art instead of isolating these within differentiated individual spheres. Kant still assumed nature to be more than a system of causal forces, namely, he believed in a formally determined “cipher”, through which “nature speaks to us figuratively in her beautiful forms”, but conceded that this notion could be perceived as being “far too studied”.
 Traditionally, divine creation secured the unity of nature, science and art that people sought in the ludi naturae. As long as this unity was assured, the “legibility of the world”
 was protected and the ludi naturae remained articulations of man’s cognitive faculty – as did the coded language of nature itself. 
However, once the Newtonian world view is established, Nature’s figurative language came to be seen as an ‘as if’, finding asylum only in the artistic domain of aesthetic semblance. Immanuel Kant at least had been careful to keep this door open. A “technique of nature”
 reveals itself in the artwork that man can understand, and which satisfies his desire for a correlation between nature and the power of subjective judgment. This “technique of nature” is a natural “purposiveness”, ascertained through teleological judgement, that seems to be “belonging to something analogous to art”
. Nature, then, is not just an object of reason and an emotionally neutral causal mechanism, but also corresponds with us – and that is what makes it beautiful. This in turn is why ludi naturae produce a positive pleasure. 
“Independent natural beauty discovers to us a technique of nature which represents it as a system in accordance with laws [...]. That principle is the principle of purposiveness, in respect of the use of our judgement in regard to phenomena [which requires] that these must not be judged as merely belonging to nature in its purposeless mechanism, but also as belonging to something analogous to art. It therefore actually extends, not indeed our cognition of natural objects, but our concept of nature, [which is now not regarded] as mere mechanism but as art. This leads to profound investigations as to the possibility of such a form.”

As Kant noted, it is a “presentiment of our reason” or a “hint, as it were given us by nature”
, that reveals to us the “undesigned technique”
 which brings forth games of nature. This represents a poetic encounter between reason and nature, so to speak. A natural capability, which could be termed nature’s form-giving power, is thereby discovered beyond causal forces (Schiller later called this the “formal instinct”
). Even if a “particular kind of natural production” cannot be made out, we are entering a territory in which a boundary unsurmountable by reason is crossed. Nature’s form-giving power of is a “stranger to natural science”, “hidden too deep for our investigation”
. However, pre-modern judgement often considered this stranger to be a subjective purposiveness inherent in nature. And this notion is precisely what makes up the allure of ludi naturae. In their case, living nature appears to be speaking to us in an affecting address, showing us messages seemingly custom-made for our perceptive organs. This is a different matter to creating the fit between nature and man by technically imposing the conditions of the intellect onto the world. 
The belief that nature operates not just within physical limits but also as a formative force is ancient. Pliny the Elder summed up his view of the diverse human forms in one sentence, “Nature, in her ingenuity, has created all these marvels in the human race, with others of a similar nature, as so many amusements to herself, though they appear miraculous to us.”
 We ourselves, both as life forms and in our character, are a game of nature! In relation to kosmos or mundus, Pliny wrote, “it is the work of nature, and itself constitutes nature.”
 He hereby opened up the potent distinction between natura naturata and natura naturans. (fig.1)
Ovid understood the formative power of earth itself as having reanimated post-Diluvian humanity as statues after the Deluge. All other life forms were believed to have emerged from moisture and slime through a process of generatio spontanea; these too were creations of vis plastica naturae.
 Nature, the Magna Mater, is the first player in her wealth and procreative power. 
Ovid added an important aspect to his version of the Actaeon myth: young prince Actaeon loses his way while hunting and unwittingly stumbles into the goddess Artemis’ grotto in the middle of the woods.
 This holy place is described in a way that is to be used for all products of playful nature from then on: the grotto is sublime, but “formed by no art” (arte laboratum nulla); “[rather,] nature, by her ingenuity, had simulated art” (simulaverat artem ingenio natura suo). In a reversal of art imitating nature, nature is now seen to be imitating art. Later, scientists will invoke nature’s artfulness time and again when faced with shapes they see explained only by some kind of artistic capacity expressing itself in nature: in the form of ludi naturae.
Fossils were also seen as natural art forms in the past. Michel Mercati (1551–1593), prefect of the Vatican gardens, was convinced of the existence of the stellar vis formativa (as presumed by Aristoteles) and the formative power at work in rock (vis plastica), “We find jests of nature in rock formations, images showing creatures of both realms, petrified specimen similar to the living but incomplete and crude in appearance. Alongside these we find images of works that might have been invented by man, as though nature refuses to let him take the lead even in art and has already drawn his path out even in this sphere. Of the plants, nature has painted leaves, fruit and branches into the rock, of the animals, rough sketches and complete specimen, in order to then approach the human figure without hesitation, of which it shows limbs, tongue, heart and sexual organs. The cabinet holding these ‘euhedral’ [...] fossils therefore seems like a theatre.”

(fig. 2) The term ‘fossils’ is first used by doctor and geologist Georgius Agricola in his De natura fossilium, published in 1546. Fossils are here described as stones with organic shapes, which bridge the gap between the inorganic and organic. 
The Mirabilia of nature, which were linked to art, science and religion but could not be properly classified, therefore joined the Mirabilia of ancient art, the Exotica of other cultures and the Artifizialia of human skill. They were natura, non artis opus. Encyclopedias of the miraculous were compiled that now seem like museums celebrating a visionary imagination. The link to theology, of special interest to Jesuit scientists such as Athanasius Kircher, was made via the question of whether these were divine signatures and testimony to the Deluge. 
The mechanical view of nature successfully suppressed this longstanding way of thinking about nature, self-organization and aesthetics. The category of jest was condemned to anthropology and aesthetics (with Schiller at the latest) and no longer had anything to do with nature. But it is possible that, with chance recently turning into a major topic in the sciences again, we are now faced with a situation where it could become possible to rethink ludi naturae as a concept of nature operating in line with stable laws, aesthetic principles and coincidence all at the same time. 
The Forces behind the Forms
“The forces behind the forms” are a challenge to the aesthetic discourse and shall be elaborated in the following – not just in theory but by way of examples, namely looking at dynamic formations that have been connected to the earth – Gaia, Tellus, Terra – and landscape. 

For a long time, artists looking to gain acceptance and find their personal style were expected to produce works based on an aggregate of forms driven by artistic reception and aesthetics – an established arsenal of genres, themes, styles. In other words: art imitated natura naturata (created nature) rather than natura naturans (the creative force). The latter was seen as a dynamic interplay of those forces which, despite their menacing, chaotic constitution, were understood to be the key to gaining an understanding of how forms were generated or created. 

However, the theology of Creation was based on the notion of nature having been created in a single moment and with stable distinctions between the three realms of the animal, mineral, and vegetable. On this assumption, knowledge would be gained through a reconstruction of God's former creative act. Art was hence appointed to imitate nature and retell the sacred stories, to re-enact the divine sphere in faithful images. 

However, art is blessed with a particular feature: the one concerning form. Art freezes the dynamic in a stationary Now. But as forms enter into mutual relationships, they are imbued with a sense of agility that can make them seem as though they were themselves the generative forces behind all movement and life. Forces are the capability of bringing something to pass. And the petrification of forms never stays without effect. We find forms to affect us and forces to take form. Both always occur together, and in so doing they make up the world – as a convergence of propelling force and form-giving stasis. The same is true of the ratio between destructive and creative forces that can have both catastrophic and invigorating effects. Nature always contains both sides. Our tradition has in the past made the mistake of thinking that one or the other of these poles would prevail, with either the conserving and shape-giving or the destructive and chaotic side of nature becoming dominant. Naturalists and constructivists battle each other in a similar way: while one side sees the ontological unavailability of a systematically ordered nature to be fact, the other side supports the notion of 'nature as project', which includes the notion of nature not existing as such and nature only being technically and semantically constructed. 

In the following we shall look at those kinds of natural ensembles characterized both by having a stable outward form and by having the capacity of producing destructive dynamics: both of these aspects together form what has traditionally come to be seen as landscape. 

Dynamic and Static Moments in Landscape
Water, clouds and stones dominate our experience of landscape – and not just in the European cultures. (fig.3) The ink drawing Clouds–Water–Stone by Chinese master artist Ni Yuanlu (1594–1644), which sees an irregular formation of shapes build up and ascend from the lower edge of the picture, comes to mind. Next to the drawing, the artist wrote, “Not mad, not feigned, maybe clouds, maybe rock.” The drawings made in the Southern Sung Academy in the 12th and 13th centuries are another example. Here, minimal allusions to vapour, water and clouds, hinted-at mountain ranges and trees breathe featherweight landscapes onto the page. Master Sesshu (1420–1506) created landscapes seemingly made up of fleeting figures of the cloudy. Hasegawa Tohaku (1539–1610) created magnificent panoramas made up of delicate ink clouds on his folding walls spanning several meters. Water, rocks, trees and clouds communicate with each other and the emptiness around them by forming a dynamic concurrency of shape and movement (fig.4).
We only see compositions centred on individual stones, boulders or basalt columns emerging in European art post-1800, as geognosia and landscape art begin to interact. But it is always rock formations that provide the landscapes depicted with stability and form – as towering mountain ranges, rolling hills, valleys stretching into the distance, dark abysses or rugged shorelines standing firm against the sea. Stone tends to be cloaked by a covering of fields and meadows, woods and shrubbery, with the exception here being paintings looking at high mountain ranges. Leonardo, fascinated by the metaphorical reading of Terra as a body, viewed rocks as earth’s skeleton: covered by the tissue of soil and the plant world, but providing this tissue with its underlying shape and structure. The dynamic water cycle of rivers and streams running above or below ground would make up the circulatory system of this earth body. The tides represent earth’s mighty lungs breathing in and out. Leonardo saw landscape as the earth-organism’s anatomy. Seen from this perspective, landscape painting is Terra’s bio-graphy. Maybe it is true of all landscape art that it becomes intertwined with the story of an objective nature – even if it portrays subjective sentiments. 
Water seems to be an essential ingredient here. The clear spring is the first element of the ancient locus amoenus, and from then on water continues to run, gush, cascade and bubble through the landscape depictions throughout the ages. Water maintains its omnipresence in countless paintings, in the shape of a placid pond, a lively brook or a thundering waterfall, as a river or the ocean. Clouds, those ephemeral watery quick-change artists, enchant viewers in delightfully ethereal landscape compositions: as windswept shapes that chase each other along stormy paths; as envoys of far-away places huddling into the horizon in billowy clusters; as ominous threats shrouding a summit; as seething, magnificent walls that bring forth thunderstorms; as delicate plumage drifting across the sky; as mists dissolving hills and valleys; as glowing, gilt-edged airships adorned by the rose-fingered aurora; as silver nebulas sliding luminously past the moon against the night sky ... 
But clouds trail an unworshipped goddess even more closely than water does: the divine force in question is, of course, the ephemeral. It is the sign of all worldly things and materials, even as these pile up to form imposing, age-old mountain ranges. Yet they last but a blink of an eye when seen against the depth of time. Everything is in flux. Which is why the discovery of geologic deep time and meteorology in the 18th century are connected. The point at which landscape painting turned into “experiential art”, as proposed by Carl Gustav Carus, saw the stony giants rise above panoramas as monuments to the depth of time, to the force that gave them their form (fig. 5).
 They just exist, silent and still, yet are able to reveal the story of geological becoming and passing. It is not surprising, therefore, that Carus, having written about earth’s rocky physiognomy and the different forms water may take, devoted his ninth letter to the sea of air. In the tenth letter, he followed this up with an examination of “the life of clouds”, based on Howard’s theory of clouds and Goethe’s theory of weather
 (fig. 6). This forms the counterpoint to stone, just as water is set against fire and ether. Carus thereby built his aesthetics of landscape around the four elements as defined in ancient times. William Turner’s work finally saw concrete compactness and perspectival space dissolve. The visual world is transformed into a flood of energies and forces. Art reflects what is taking place throughout society: in this case, this was the era of mechanics being superseded by the era of energies. This also spelt out the beginning of the era of abstraction, which, in terms of art history, can be seen to find a starting point in clouds, and which may be said to find a temporary end point in outer space and the world of microorganisms, both of which prove to be the source of astonishing visual shapes. (fig.7)(fig.8)(fig.9)
It seems as though we can imagine no greater contrast than the one between clouds, which are never identical, and the world of rocks, making up the foundation upon which all living things rest. But clouds and rocks merely constitute different modes of time. We are now able to read the effects of time in the still shapes of rock formations, as well as in the metamorphotic structure of clouds. And we hereby ‘see’ invisible time everywhere: the wide river, losing itself in broad sweeps towards the horizon, is one of the oldest symbols for the stream of life and time; light reveals the time of day; plants show us the season; while soaring mountain ranges function as reminders of a wild past. The witnesses of civilization – fields, villages, far-away towns, a sail on the ocean – are markers both of the living and creative as well as of that which passes. 
Frost on the other hand seems to be seen as a negative force throughout, as well as being a first-rate creator of forms, ranging from snow crystals to glaciers and the icy wastes around the poles. Ice turns into a landscape feature in Romanticism, if not before, for example in Caspar David Friedrich’s painting Sea of Ice (1824, fig 8). Many other landscape painters also incorporate glacier formations into their oeuvre. In the painting, Friedrich wedges a shipwreck in between ice floes that form a craggy mountainous structure, having been pushed into each other by displacement forces. Illuminated by the pale northern sun, this wreck is turned into a symbol for disasters of civilization. Other paintings see glaciers locked between walls of rock as solid rivers, monumental witnesses of prehistoric nature. Tiny human figures accessorize this silent force as emblems of the vulnerability of all organic beings when faced with the hostile sublime.(fig.9)
After the icy landscapes, where water turns into a sarcophagus, the desert enters landscape painting from the 19th century onwards. If fluid is turned into rigid, stone-like substance in the polar sea, then stone dissolves into sandy waves in the desert, with the motion of the turbulent ocean suspended and transformed into a scorching wasteland. Mirages and the temptations faced by eremites are the only animated entities in this scenery. The desert entered art history around the same time as cities came to be seen as rocky deserts and seas of stone. The impression we have of sandy, rocky, watery or ice deserts as being earth’s peripheral zones is deceptive. The more civilizations established in temperate climate zones discover their own vulnerability, the clearer it becomes that the kind of landscape filling paintings from the 16th century onwards was the exception, not the rule, both in global and geological terms. Life is a cosmic anomaly rather than the norm: most sun systems are just landscapes made up entirely of dead matter. The skyscape, the firmament, the peaceful twinkle of the stars above the sleeping earth, awakening the next day under the light of the sun, are cloaked in life that seems protected forever by divine creation. In Friedrich’s Sea of Ice, which sees the shipwrecked vessel turn into an emblem of human history, the cold already corresponds to the laws of entropy, which in the long run turns all life into fossilized stone. The lively landscape paintings are populated with records of life’s random nature amidst a cosmic landscape of death. This, too, is a discovery made in the 19th century. 
But even with Leonardo, the aesthetics of landscape is centered on the realization that all life is fragile. The harsh cliffs and dead rivers in the backgrounds of Leonardo’s paintings reveal a dead archive of natural history. Of course stones, water and clouds were used as elements of an integral nature throughout the history of landscape in art. This integral of life could only be ensured by artists clothing the deadly aspects of stone, water and ice in organic colours, by integrating them into nature as morphological and fertile elements and orchestrating them as life-affirming signs of natural history. The most optimistic idea in all of Kant’s reflections was implemented in aesthetic terms: Kant posited here that “the beautiful things” confirm that “man fits into the world”.
 Art turned this matching into a mode of looking at landscape.
But if dead nature takes centre stage, as is often the case in the backgrounds of Leonardo’s portrait paintings, we are faced with an inversion of vivacious nature: these depictions allude to our experience of life as being an unlikely natural event. Landscape then turns into a medium of reflection with which to address the entropic, prehistoric and post-apocalyptic (fig. 10). These categories include all man-made establishments as well as all delicate organic life forms. Beautiful landscape then dissipates, giving way to experiences of the sublime, of terror and dissociation – not just as a reflex of urban Modernism.
Finally, water, clouds and stone also create atmospheres and emotional spaces. Landscape is characterized by encounters between objective natural formations and subjective dispositions centred on sensual and aesthetic experience that unifies image and viewer by providing an emotional facet. However, this process is not necessarily a harmonious one. Quite the opposite, moments of discord and disturbance often form an important part of the atmospheres created in landscape depictions. Today, we are likely to see the overly harmonious as a deceptive idyll, even as kitsch, as something that can only occur when we close our eyes to the destructive and artificial aspects of landscape, including those brought forth by human civilization. In Modernism, the forces of nature have long since been freed from a system of stable orders and shapes. Human projections of a paradisiacal and harmonic nature are passé, and nature is no longer thought of in anthropocentric terms. At the same time, ‘landscape’ is still a dispositif when it comes to our experience of nature. 
“How Old the World Is!”

Crossing the Alps on his journey to Italy in 1671 turned out to be a shocking experience for Neoplatonist Thomas Burnet. He saw the Alps as a landscape of ruins that radically violated the norms of beauty relating to harmony, symmetry, proportion and unity of form. On arriving in Italy, Burnet encountered the ancient ruins he recognized as signatures of a past grandeur and magnificence. This thought, as well as the widespread notion of the earth’s aging process, common in the natural sciences of the 17th century, led Burnet to producing a “theory of the earth” (Telluris Theoria Sacra, 1684–1689)
 in which the battered earth in its entirety is portrayed as a ruin. Earth as a ruin – this would imply that it no longer exhibits the thumbprint of divine reason in its current state. Because how could God violate the laws of aesthetics quite so badly? How could this terrifying world have been divinely created? It is easy to guess that it would have been these kinds of reflections which physico-theology and theodicy had to stave off. 

Burnet saw the earth-ruin, which he fancied recognizing in the Alps, as a cipher reminding us of human sinfulness: the very reason for the earth’s ruin. The study of the earth casting the planet as a ruin created a tremor in the thinking of many philosophers and natural scientists that lasted until well into Nietzsche’s day. The cosmos was seen as ‘adorned order’, meaning truth as beauty. But humans became increasingly aware of the manifold terrestrial and cosmic disasters taking place throughout the ages that unsettled the universe’s aura of beauty. The biosphere of the earth at least may well have been ruined by the acts of man. But the Anthropocene began much earlier than present-day apologists would care to imagine. As early as the 17th century, our understanding of nature was haunted by an eeriness that stemmed from the habit of universally viewing the appearance of the earth and the cosmos as being that of a ruin. 
On the ruin paintings by Hubert Robert, Denis Diderot notes, “We anticipate the ravages of time and in our imagination, the buildings we ourselves live in are scattered across the earth [...] The ideas these ruins arouse in me are big. Everything is annihilated, deteriorates, decays. Only the earth remains. Time alone persists. How old the world is!”
 (fig. 11)
In his theory of the sublime, Kant gave this type of cognition a new twist. All forces, however potent they might be, are here seen to be refracted in man, making up the centre, and in his autonomous faculty of reason. The sublime does not lie in nature, but in man’s ratio-centred self, which prevails beyond nature. For Diderot, nature without the physical presence of man remains but a “dismal and mute scene. The universe turns silent, quiet and darkness envelop everything, and everything turns into a vast desert where apparitions – unwatched apparitions – pass by, dark and hollow.” 
 
In this case, it is not by man’s hand but through man’s absence that nature is turned into a picture of entropy. The image of the earth-ruin, as painted by Burnet or Diderot, reflects a scientific debate centred on mountains as the object of empirical research. The sublime aspect which they possess is then no longer merely a result of their size, but now also stems from the fact that the grey giants are witnesses to the earth’s formation. This invests them with culture-critical meaning. Their distance to urban civilization protects their function of representing a critical counterpoint to artificial culture. Ever since Albrecht von Haller, the Alpine world has been equated with reconciled nature and peaceful community: the city is thereby turned spectre, with the mountain seen as an idyll. This, as well as their impressive stature and dateless age, is what makes up the mountains’ found dignity. It also makes it possible to appreciate them aesthetically. Mountains are turned into free zones for the aesthetic and ethical ‘education of man’, while free trade wrecks social havoc in the plains. The glorification of mountains as symbols of freedom is then but a reflex response to the economic upheaval taking place in the cities. And these signals of freedom ensured that within just a few decades, the Alps would turn into a romping ground for early mass tourism. 
Mountains were finally discovered in their function as archives of prehistoric times in the 18th century, with the advent of Romanticism. They were henceforth seen as silent witnesses to those geological dramas which scientists practicing geognosy and many artists – including Johann Wolfgang Goethe, Novalis or Carl Gustav Carus – tried to decipher. When Novalis spoke of the possibility of “handsome mining
”, he envisaged technical knowledge concerning geology and mountains to be augmented by a “memoria of the earth”, which would join the ranks of astronomy and astrophysics. This is why Novalis saw earth scientists investigating the “monuments of the prehistoric world” as reverse astronomers. Through inversion, they explored what the astronomers aimed to examine through extroversion in the heights: nature’s memory in the physical traces of the past. 
The discovery of deep time – beginning with Thomas Burnet, Gottfried Wilhelm Leibniz, Johann Jakob Scheuchzer, John Woodward and Georges-Louis Leclerc de Buffon, the geologist James Hutton and Charles Lyell
 – triggered a veritable explosion in the temporal horizon of the earth’s history. This also shaped the aesthetic perception of the mountains – not just with Wilhelm Heinse, Johann Gottfried Herder, Johann Wolfgang Goethe, Friedrich Hölderlin or Alexander von Humboldt. Mountains hold traces of the distant past in the shape of petrifications and fossils by way of an archive of things. They remind us that throughout the geological revolutions, stone justifies “the exalted feeling of eternal consistency,”
 which it arouses in us short-lived humans. It is precisely those skeletal mountains which provide founding support to the face of the earth – on which in turn, of course, our sense of life, at the mercy of historical plot twists, is based. Earthquakes can therefore prove unsettling, as could be observed in Lisbon in 1755. 

The earth lay still. At least it seemed that way. And Goethe assured himself of this impression by examining granite. But Mount Vesuvius and Mount Etna revealed the earth to also be erratic and unsafe, violent and destructive: a “volcanic hell” of which Neptunist Goethe hoped that it had finally come to rest. In a letter to Carl August dated October 23, 1787, Goethe gave account of his excursion to Castel Gandolfo during his second trip to Rome, “The entire magnificent row of hills on which Frascati, Marino, Castello, Albano, Larici, Gensano, Nemi are built is volcanic, but these volcanos’ ancient movement has now given way to calm, so that the residents have been able to delight in their peaceful home lands for thousands of years. It is only the recent developments in natural science that have brought our attention to the violence that used to ravage these areas, creating the heights we now build our homes on and enjoy. We live on burned-out volcanoes here, on the battlefields and camping grounds of olden times.”
 Volcanology and geognosis further deepen the sense of peace we feel within our culturally shaped landscape, while identifying the monuments to powers that are both destructive and formative in our present day environment. This is the lesson we can learn from Neapolitan and Sicilian experience, while it was the rocky archive of Rome’s history that inspired Goethe to decode the traces of a social history by looking into the signs of an archaic nature – a social history whose martial aspects he saw paralleled in the dramas of the raging volcanos. Faced with the active volcanic landscape around Pozzuoli, the harbor of the ancient seaside resort Baiae, Goethe wrote, “Beneath the purest sky lies the most treacherous of grounds. Ruins of unthinkable prosperity, corrupt and unpleasant. Seething waters, crypts breathing sulfuric effluvia, slag heaps that no plants will grow on, bleak. Disgusting spaces and finally a sumptuous vegetation that will intervene wherever it can, elevating itself above all that has been killed off, around lakes and streams, even asserting the most magnificent of oak forests in the walls of an old crater. And this is how we are sometimes torn between our experience of nature and civilization. We hope to think but feel too awkward.”
 (fig.12)
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