NARRATIVES IN THE ANTHROPOCENE ERA

Charles Travis, Vittorio Valentino (Editors)

Preface by Kirill O. Thompson

[ LS 1 1 cno Geographies

f the

E, d izioni Anthropocene




Narratives in the Anthropocene era

Charles Travis
Vittorio Valentino
Editors

Geograph;;;; ILS ileno

Anthropocene Edizioni



“Narratives in the Anthropocene era”
Charles Travis, Vittorio Valentino (Eds.)
is a collective volume of the Open Access and peer-reviewed series

“Geographies of the Anthropocene”
(Il Sileno Edizioni), ISSN 2611-3171.

www.1lsileno.it

Cover: Photo by Melissa Bradley on Unsplash

Copyright © 2021 by 11 Sileno Edizioni
International Scientific Publisher “Il Sileno”, VAT 03716380781
Via Piave, 3/A, 87035 - Lago (CS), Italy, e-mail: ilsilenoedizioni@gmail.com

This work is licensed under a Creative Commons Attribution-NonCommercial-NoDerivs

3.0 Italy License.

©O80

The work, including all its parts, is protected by copyright law. The user at the time of
downloading the work accepts all the conditions of the license to use the work, provided

and communicated on the website
http://creativecommons.org/licenses/by-nc-nd/3.0/it/legalcode

ISBN 979-12-80064-27-1

Vol. 4, No. 2, December 2021


https://l.facebook.com/l.php?u=http%3A%2F%2Fcreativecommons.org%2Flicenses%2Fby-nc-nd%2F3.0%2Fit%2Flegalcode&h=ATM_ijp1OCbtG9XGIOna0KKc_Q9Y-lal4QTcEN_bsi6vkxtz4SJxnlG13FPdoflpU2aGABW9tsVWq9ilEEpuO6KvuoWJKItIjUq3D99froEUcw9u8pU87g

eographies o PEL R;l](:{}‘ﬂvun
Anthropocene S

—

Geographies of the Anthropocene

Open Access and Peer-Reviewed series

Editor-In-Chief: Francesco De Pascale (Department of Culture and Society,
University of Palermo, Italy).

Associate Editors: Salvatore Cannizzaro (University of Catania, Italy);
Fausto Marincioni (Department of Life and Environmental Sciences,
Universita Politecnica delle Marche, Italy), Leonardo Mercatanti
(Department of Culture and Society, University of Palermo, Italy), Francesco
Muto (Department of Biology, Ecology and Earth Sciences, University of
Calabria, Italy), Charles Travis (School of Histories and Humanities, Trinity
College Dublin; University of Texas, Arlington).

Editorial Board: Mohamed Abioui (Ibn Zohr University, Morocco), Andrea
Cerase (Sapienza University of Rome, Italy), Valeria Dattilo (University of
Calabria, Italy), Dante Di Matteo (Polytechnic University of Milan, Italy);
Jonathan G6émez Cantero (Departamento de Meteorologia de Castilla-La
Mancha Media, Spain), Eleonora Guadagno (University of Naples
“L’Orientale”, Italy); Davide Mastroianni (University of Siena, Italy),
Giovanni Messina (University of Palermo, Italy), Joan Rossello Geli
(Universitat Oberta de Catalunya, Spain), Gaetano Sabato (University of
Palermo, Italy), Nikoleta Zampaki (National and Kapodistrian University of
Athens, Greece).

International Scientific Board: Marie-Theres Albert (UNESCO Chair in
Heritage Studies, University of Cottbus-Senftenberg, Germany), David
Alexander (University College London, England), Loredana Antronico (CNR
— Research Institute for Geo-Hydrological Protection, Italy), Lina Maria
Calandra (University of L’ Aquila, Italy); Salvatore Cannizzaro (University of



Catania, Italy), Fabio Carnelli (EURAC Research, Bolzano, Italy); Carlo
Colloca (University of Catania, Italy), Gian Luigi Corinto (University of
Macerata, Italy), Roberto Coscarelli (CNR — Research Institute for Geo-
Hydrological Protection, Italy), Girolamo Cusimano (University of Palermo,
Italy), Bharat Dahiya (Director, Research Center for Integrated Sustainable
Development, College of Interdisciplinary Studies Thammasat University,
Bangkok, Thailand); Sebastiano D’Amico (University of Malta, Malta),
Armida de La Garza (University College Cork, Ireland), Elena Dell’ Agnese
(University of Milano-Bicocca, Italy; Vice President of IGU), Piero
Farabollini (University of Camerino, Italy), Massimiliano Fazzini (University
of Camerino; University of Ferrara, Italy; Chair of the “Climate Risk” Area
of the Italian Society of Environmental Geology); Giuseppe Forino
(University of Newcastle, Australia), Virginia Garcia Acosta (Centro de
Investigaciones y Estudios Superiores en Antropologia Social, CIESAS,
Meéxico); Cristiano Giorda (University of Turin, Italy), Giovanni Gugg
(LESC, Laboratoire d’Ethnologie et de Sociologie Comparative, CNRS —
Université Paris-Nanterre, France), Luca Jourdan (University of Bologna,
Italy), Francesca Romana Lugeri (ISPRA, University of Camerino, Italy),
Cary J. Mock (University of South Carolina, U.S.A.; Member of IGU
Commission on Hazard and Risk), Enrico Nicosia (University of Messina,
Italy), Gilberto Pambianchi (University of Camerino, Italy; President of the
Italian Association of Physical Geography and Geomorphology), Silvia
Peppoloni (Istituto Nazionale di Geofisica e Vulcanologia, Italy; Secretary
General of IAPG; Councillor of IUGS), Isabel Maria Cogumbreiro Estrela
Rego (University of the Azores, Portugal), Andrea Riggio (University of
Cassino and Southern Lazio, Italy), Jean-Claude Roger (University of
Maryland, College Park, U.S.A.; Terrestrial Information Systems Laboratory,
Code 619, NASA Goddard Space Flight Center, Greenbelt, U.S.A.); Vito Teti
(University of Calabria, Italy), Bruno Vecchio (University of Florence, Italy),
Masumi Zaiki (Seikei University, Japan; Secretary of IGU Commission on
Hazard and Risk).

Editorial Assistant, Graphic Project and Layout Design: Ambra
Benvenuto;

Website: www.ilsileno.it/geographiesoftheanthropocene;
The book series “Geographies of the Anthropocene” edited by Scientific

International Publisher “Il Sileno Edizioni” will discuss the new processes of
the Anthropocene epoch through the various worldviews of geoscientists and


http://www.ilsileno.it/geographiesoftheanthropocene

humanists, intersecting disciplines of Geosciences, Geography, Geoethics,
Philosophy, Socio-Anthropology, Sociology of Environment and Territory,
Psychology, Economics, Environmental Humanities and cognate disciplines.

Geoethics focuses on how scientists (natural and social), arts and humanities
scholars working in tandem can become more aware of their ethical
responsibilities to guide society on matters related to public safety in the face
of natural hazards, sustainable use of resources, climate change and protection
of the environment. Furthermore, the integrated and multiple perspectives of
the Environmental Humanities, can help to more fully understand the cultures
of, and the cultures which frame the Anthropocene. Indeed, the focus of
Geoethics and Environmental Humanities research, that is, the analysis of the
way humans think and act for the purpose of advising and suggesting
appropriate behaviors where human activities interact with the geosphere, is
dialectically linked to the complex concept of Anthropocene.

The book series “Geographies of the Anthropocene” publishes online
volumes, both collective volumes and monographs, which are set in the
perspective of providing reflections, work materials and experimentation in
the fields of research and education about the new geographies of the
Anthropocene.

“Geographies of the Anthropocene” encourages proposals that address one or
more themes, including case studies, but welcome all volumes related to the
interdisciplinary context of the Anthropocene.
Published volumes are subject to a review process (double blind peer
review) to ensure their scientific rigor.

The volume proposals can be presented in English, Italian, French or Spanish.

The choice of digital Open Access format is coherent with the flexible
structure of the series, in order to facilitate the direct accessibility and
usability by both authors and readers.



CONTENTS

Preface

Kirill O. Thompson 9
Introduction

Charles Travis, Vittorio Valentino 33
Section 1

Resilience: literary and sensory narratives

1. Italian writers and the Anthropocene

Chantal Colomb 40
2. Extinction, atavism and inevitability: life after collapse. A study of

The Eternal Adam by Jules Verne and of The Death of the Earth by

J.-H. Rosny ainé.

Kevin Even 57
3. We are not alone in the world

Noé Gross 72
4. Animals’ Optical Democracy in the fiction of Cormac McCarthy

Genevieve Lobo 91
5. 1dyll and threat: man-nature relationship in the history of music, art

and literature

Federico Volpe 107
6. Countering Anthropos with Trans-Corporeal Assemblages in Rita

Indiana’s Tentacle

Sarah Sierra 122
7. On the environmental issue: when poets listen to Mother-Land

Sébastien Aimé Nyafouna 140

Section II

Transformative Action and Global Ecological Sustainability

6



8. Becoming aware of the living air: from scientific and indigenous
narratives to care ethics
Clément Barniaudy 164

9. An Evaluation of a Shambaa Community’s Tradition of Adaptation
to Local and Global Forces to Maintain Socio-economic and
Ecological Sustainability, and Plague Resilience in Lushoto,
Tanzania
Raymond Ruhaak, Philemon Mtoi 182

10. Fire and Form: First Nation Eco-Georgic Pratices in “Borri is Fire
Waru is Fire” by Lionel Fogarty
Trevor Donovan 216

11. All my earthothers: Levinasian tools for deep ecology
Erika Natalia Molina Garcia 232

12. Bio-deconstructing Bioremediation: Tailings Ponds, Oil-eating
Bacteria, and Microbial Agency
Aaron Bradshaw 251

13. Healing the Earth, transforming the mind: how the COVID-19
pandemic generates new insights through the Econarrative writing
workshop
Angela Biancofiore 266

Section III
Crisis and pandemic: dynamics of writing and thinking

14. COVID-19 as a wake-up call. Potential for more sustainable
attitudes and behaviors in Poland
Justyna Orlowska, Alicja Piekarz 285

15. Young People’s Geographies in the Times of Covid-19: System
Threat as a Chance for System Change?
Lydia Heilen, Andreas Eberth, Christiane Meyer 302



16. Mapping the Anthropocene: The Harrisons’ and The Deep Wealth of
this Nation, Scotland
Inge Panneels 321

17. Prolegomena to containment tourism. Happy and smart self-
deconfinement sheet or “links to free oneself”
Charlie Galibert 343

The Authors 356



16. Mapping the Anthropocene: The Harrisons’ and The
Deep Wealth of this Nation, Scotland

Inge Panneels'

‘The purpose of art, then, is not to communicate science but to
investigate its conditions of possibility’
Tim Ingold (2017)

Abstract

Mapping the Anthropocene considers The Deep Wealth of this Nation,
Scotland (2018) by eco-art pioneers Helen Mayer and Newton Harrison.
Known as the Harrisons, they deploy mapping to explore how a future
Scotland could thrive and create surplus of ecological resources, founded on
deep scientific ecological knowledge. The aesthetic of cognitive mapping
argued for by Fredric Jameson (1988) is traced in this visual art practice and
locates it more specifically within environmental art practices. This case
study is presented as a significant model of Cultural Ecosystem Services
(CES) where mapping and hacking are methods for collaborative, often
interdisciplinary, art practices which, by specifically homing in on the local,
highlight interconnectedness to global ecosystems to provide an ‘ecological
eye’ (Patrizio, 2019) on the Anthropocene. It proposes that CES are
underused and undervalued tools for policy-makers, to be reconsidered in
context of the new ontopolitics of the Anthropocene (Chandler, 2018): one
of enmeshment and entanglement of culture and nature as Joseph Beuys,
and Patrick Geddes had anticipated and argued for. Thus, the Harrisons’
cartographic and geographic perspective provides an important
understanding of the Anthropocene through visual arts practice and visual
culture.

Keywords: Anthropocene, mapping, creative cartographies, cultural
ecosystem services, visual culture.

! Edinburgh Napier University, Edinburgh; e-mail: i.panneels @napier.ac.uk.
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1. The Anthropocene

Scientific consensus is that ‘climate is changing and that these changes
are in large part caused by human activities’ and are ‘largely irreversible’
(Solomon et al., 2009; Steffen et al., 2015; IPPC, 2018). Critically, the
impact of human activity on the Earth has not only made significant changes
to the planet earth systems, resulting in climatic changes causing global
warming, but is also evidenced in geological findings, such as marine
sediments (Zalasiewicz et al, 2016) and ice cores (Uglietti et al, 2015), and
in the recent steep decline in biodiversity, leading scientists to name it the
Sixth Extinction (Kolbert, 2014).

The term Anthropocene (Crutzen and Stoermer, 2000, pp. 17-18) to
denote a new geological era, shaped by humans, has been widely used and
recognised as a word with which to describe the profound effects of humans
on the planetary ecosystems (Lewis and Maslin, 2018). The word entered
popular culture and was logged in the Oxford English Dictionary in June
2014 (Macfarlane, 2016). The concept of the Anthropocene has made its
way into a number of other scientific studies, the social sciences, humanities
and the arts. Critically, there has been a call to resist the term. Scholars from
feminist, gender and race theory have argued for more nuanced approaches.
Other words have been offered to enable this critique; Gynecene (Demos,
2017, p. 89), Capitalocene (Moore and Patel, 2015) or Chthulucene
(Haraway, 2015).% These alternatives challenge the human-centric concept of
the term and critique its predominantly male, white Western, wealthy vantage
point. However, despite these contestations, the Anthropocene has provided a
philosophical and conceptual framework that has enabled a wide-ranging
discourse to unfold on the impact of human activity on the planet and its
ecosystems. Although Bruno Latour famously argued that ‘we have never
been modern’ (1993), Timothy Morton (2013) called the Anthropocene ‘the
end of the world’ as conceived of in Modernity. The Anthropocene then, is a
‘harbinger of a new awareness of a humbler position in the world; the end of
the reassuring assumptions of liberal modernity’ (Simon Dalby as cited in
Chandler, 2018, p. 11). Nature and culture are conceptualised here as
intrinsically enmeshed.

2 Derived from the Greek khthon (the htonic ones) and kainos (now) the term suggests
‘myriad temporalities and spatialities and myriad intra-active entitites-in-assemblages
including the more-than-human, other-than-human, inhuman, and human-as-humus’
(Haraway in Demos: 2017a: 87).
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The philosopher Timothy Morton (2013) considers global warming to be
a hyperobject formed by interactions between the Sun, fossil fuels, and
carbon dioxide, among other objects. Hyperobjects refer to things which are
‘massively distributed in time and space relative to humans’ and are directly
responsible for what he calls ‘the end of the world as we know it” (Morton,
2013, p.1). Morton argues that part of the problem with climate change and
capitalism, is that we cannot perceive these directly. These are entities of
such vast temporal and spatial dimensions that they defeat what a thing is in
the first place.® Visual theorist Nicholas Mirzoeff observed (2014), similar to
Morton’s hyperobjects (2013), that the Anthropocene cannot be observed or
seen and argued that it can only be visualised or imagined: ‘The last moment
of human agency comes in the rendering of this phenomenon into an
aesthetic, comprising both the ancient concept of bodily perception and the
modern sense of the beautiful’ (Mirzoeff, 2014, p. 213).* A visual lexicon of
the Anthropocene has emerged and has been compilated to describe a
widening field of critical visual engagement with the Anthropocene (Reiss,
2019; Davis and Turpin, 2015; Neal, 2015; Brady, 2016; Miles, 2014;
Weintraub, 2012). The case study discussed in this chapter thus fits into an
emerging discourse and scholarship on what art historian Andrew Patrizio
calls the ‘ecological eye’ (2019), an ecocritical art history of art practices
but is located here at the intersection of geo-humanities (Rogoff, 2000;
Hawkins, 2014) and environmental humanities’ discourse on enmeshment
of culture and nature (Brady, 2006; Ghosh, 2016). It moves the debate
forward on the value of art practice in relation to Cultural Ecosystems
Services (Church et al, 2014; Coates ed., 2014ab), a vibrant and relatively
new field of interdisciplinary research which ‘lacks a well-established,
reproducible research framework’ (Milcu et al., 2013, p. 44). It is within the
field of visual culture that engages with the Anthropocene, and the
geographies of the Anthropocene specifically, that the following case study
should be located.

2. The Deep Wealth of This Nation, Scotland

The career of the American artists, known as the Harrisons (Helen Mayer
(1927-2018) and Newton Harrison (1932-)), has spanned five decades and

3 My empbhasis.
4 Mirzoeff called it the ‘autoimmune climate-changing capitalism syndrome’ or AICS, that
is ‘a Western imperial project, the shame and the crisis is that it has affected every living
thing whatsoever’ (2014, pp. 215-217).
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has been situated at the forefront of ecological art practice. Eco-art practices
emerged from the political developments and the Land Art movement in the
1960s, which proved pivotal and influential on a new generation of artists
emerging in the late 20™ century (Kastner and Wallis, 1998). The 20"
century avant-garde artist and ecological pioneer Joseph Beuys’ radical
concept of Social Sculpture (Adams, 1992) ‘encourages and explores
transdisciplinary creativity and vision towards the shaping of a humane and
ecologically viable society’ (Social Sculpture Research Unit, 2012).
Following Beuys, the Harrisons’ main criteria remains work that has
ecological rather than social value, the latter being implied in the first. Their
oeuvre thus fits within a tradition of environmental art practices (Weintraub,
2012; Miles, 2014; Neal, 2015; Reiss, 2019) and their socially engaged
counterparts (Lacy, 1994). The Harrisons imagine ‘an exchange—based
society behaving like the life-web, where exploitation is dysfunctional
behaviour and growth self-limiting’ (Harrisons, 2016, p. 430).

Theirs is an Environmental Art practice, with roots in Land Art, where
mapping became a recognised modus operandi of engaging with land, place
and space (Casey, 2002, 2005). Maps have been notable in creative
practices since the 1960s, a post-modern phenomenon where ‘where all
conventions and rules are circumspect’ (Harmon, 2009, p. 9). Mapping in
the context of creative and critical cartographies became more prominent in
the 1990s and more significantly in the 2000s as radical and critical
approaches to landscape, cartography and urbanism (Harmon, 2004, 2009;
Thompson, 2008; Watson, 2009; Panneels, 2018; Reddleman, 2018). The
Harrisons’ creative mapping practices have the ‘ecological eye’ (Patrizio,
2019), located at the intersection of art history (Rogoff, 2000; Hawkins,
2014) and environmental humanities’ discourse on enmeshment of culture
and nature (Brady, 2006; Ghosh, 2016).

The thematic of climate change first appeared in San Diego as the Center
of a World (1973), a circular map first shown in Decentering solo exhibition
at the Ronald Feldman Gallery, New York. It is based on research in the
early 1970s by Robert Bryce, who argued that the global forecast was for a
new glacial period with retreating oceans, and counter research by Gilbert
Plass who argued that increased CO2 emissions would lead to global
warming and rising sea levels. Either scenario, the artists argued, would be
disastrous. It was a critical piece that clarified and exemplified their modus
operandi. Collaboration, dialogue and research became critical and they
developed methods to deploy in every project:
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Fieldwork: ‘it’s all about seeing’

Dialogue: ‘talking things over’

Mapping: ‘we use the map to meditate’

Libraries and Archives: ‘a penchant for research’
A Guiding Metaphor.

Mapping is thus a critical part of their art practice which they consider a
form of meditation: to pause, reflect and get a sense of the place. The
mapping occurs by looking for a ‘frame’ (e.g. the waters) which creates a
‘field” on which to focus (e.g. the peninsula) from which significant
relationships will emerge: ‘mapping delineates both the field of play and the
problem’(Spirn, p. 436). Mapping is therefore used by the Harrisons as a
means to discover the overlooked, and to create a new whole. The map
becomes a means for visualising complex ecosystems. Large scale wall
maps featured in the Lagoon Cycle (1974-1984), a decade long project that
detailed seven lagoon proposals for different sites and ecosystems and was
their first work of epic scale and intent (Douglas and Fremantle in: Brady,
2016, p. 162). The importance of dialogue extends to the place itself, and its
communities. Performing texts became a tool for ‘transferring information’
in a condensed manner. The Lagoon series was thus an important work that
brought together poetry in the form of text, large-scale photography and
wall sized maps (https://theharrisonstudio.net/the-lagoon-cycle-1974-1984-
2).

During the 1980s and 1990s, the Harrisons worked on increasingly large-
scale projects that involved planning on the scale of cities (Baltimore
Promenade (1981)), regions (Atempause fiir den Fluss Sava (1990),
Serpentine Lattice (1993), Das Einzugsgebiet der Mulde (1994), Green
Heart Vision (1994)), countries (Tibet is the High Ground (1993)) and even
entire continents (The Green Landscape: The World As A Garden (1998-
99)) that took account of the interaction of lost, existing or future restored
ecosystems.’ These artworks, initially shown in museums and biennales,

5 The Green Landscape: The World as a Garden (1998-99) was a proposal that asked
whether an ecological vision could be applied to an entire continent by suggesting the
regeneration of the high grounds of Europe, where its river networks began, in order to
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also increasingly featured in town- and city halls, planning departments and
government agencies across the word from the USA, Germany to The
Netherlands and Tibet.

Because of the complexity and involvement of many different people and
agencies, these projects often developed independently, with others further
developing the Harrisons’ thinking or spurred into action of unintended
consequences. The Harrisons labelled this ‘conversational drift’ (Harrisons,
2016, p. 223). The artists ‘took for granted that the work would be eco-
political in nature’ but also understood that not all proposals would be
enacted upon (Harrison, 2016, p. 64). Nevertheless, the Harrisons have a
considerable record of works that have been enacted in policy or built form.
Examples include Baltimore Promenade (1980) which, through walking and
mapping, reconfigured an urban regeneration plan for the city; Das
Einzugsgebiet der Mulde (1994) which proposed a holistic approach to
reclaim the polluted watershed of the German Mulde River basin near
Dessa; Groene Hart van Holland (1994) (Fig.1) that presented a map
preserving the green heart of the Netherlands whilst allowing extensive
urban expansion to be accommodated, and the Endangered Meadows of
Europe (1996) that saw a mature meadow sown and grown on the rooftop of
the Kunsthalle in Bonn and adopted by cities up and down the Rhine valley
in Germany. For the Harrisons, ecological art must address the totality of
interrelationships that define ecosystems in order to effect environmental
change. Their work as such has an explicit activist agenda of addressing
environmental issues but informed by thorough scientific research, with
support and complicity from local communities, offering possible solutions
to seemingly intractable problems.

secure its ecosystems and water supply. This proposal was made for Expo 2000 World Fair
at Hanover, funded by a group of financiers (Harrisons: 2016: 310). This vision had
emerged by taking large topographical maps of Europe and erasing the road networks and
instead emphasising the rivers. The ‘peninsula of Europe’ — with its vast networks of rivers
- was geographically distinctly different from the plains of Russia. The Harrisons ‘posed
the question for which there was no answer; Who is attending to the connectivity of the
whole?’ (Harrisons: 2016: 316). It can of course be argued that COP21 in all its political
messiness and compromise, was a first global response to ‘the connectivity of the whole’.
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Figure 1 - Groene Hart van Hollan, the Harrisons, 1984 (source:
https://theharrisonstudio.net/a-vision-for-the-green-heart-of-holland).

The Harrisons’ magnum opus, The Center for the Study of The Force
Majeure, was set up at the University of California in Santa Cruz (UCSC) in
2009.% The Center aims to bring together artists and scientists to ‘design
ecosystem-adaptation projects in critical regions around the world to
respond to climate change’ (Center for the Study of the Force Majeure,
2018). It was through the Greenhouse Britain: losing ground, gaining
wisdom (2008) (Fig. 3) that the Harrisons introduced the form determinant,
meaning ‘the ocean will determine much of the new form, that culture,
industry and many other elements of civilization may need to take’
(Greenhouse Britain, 2008) (Fremantle, 2018).

Figure 2 - Greenhouse Britain, The Harrisons, 2008.

6 The Center for the Study of the Force Majeur has an American spelling rather than the
British English spelling of ‘centre’ and I will use the original throughout to denote its
American origins.
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However, in reflecting on over four decades of work together, the
Harrisons noted that what had been missing in their oeuvre, was the human
as a ‘form determinant’ shaping the planet. Although they do not use the
term itself, they clearly refer to the Anthropocene. The term Force Majeure
is a legal term, also known as an act of God, which literally translates as
‘superior force’. However, this is not a get-out clause for the Harrisons, but
one that forces us to take responsibility for human consequences as a major
force. In their vision of the Center, detailed in the Manifesto for The Twenty
First Century, an assumption is made that most tipping points have already
been reached and that the focus has remained both human-centric and on
technological fixes. The Center argues that planet-wide entropy has been
created in local systems. The Limits to Growth reports (Meadows et
al.,1972, 1992 & 2004) made clear that lowering entropy within living
systems would require a transformation of all economic systems ‘based on
exploitation, and their regeneration into systems of exchange’ (Harrison,
2016, p. 377). The Harrisons observed that if lowering entropy in the
exploited systems would be a pre-condition for the continuing survival of
many species, ‘including our own’, then large-scale systems thinking was
required to enable the lowering of entropy to take place. It is this
fundamental principle that has underpinned their thinking in the Force
Majeure projects. Under the auspices of the Center, seven works at seven
scales have so far been developed, many of which emerged from projects
during the 1980s and 1990s and includes their last project before Helen’s
death in 2018: The Deep Wealth of this Nation, Scotland.

The Harrisons’ guiding principle is to go to a place only by invitation
with ‘the eye of the stranger’ and ‘to listen to people who care about a place,
who have something to say, who have knowledge’. In February 2017, the
Harrisons were invited by The Barn, a multi-arts centre in Banchory,
Aberdeenshire, which has environmental awareness and social
responsibility as its guiding principles. The Harrisons were invited to
generate ideas for helping communities along the River Dee address the
issue of flooding, following major floods in the winter of 2015-2016. In
response to the invitation, the Harrisons observed that the Dee and Don
watersheds join at their outfalls on either side of the city of Aberdeen and
proposed: ‘Let us do a work for the Dee and the Don and let the Dee and the
Don tell us what to do’ (Center for the Force Majeure). They requested a
flight over the estuary in a small Cessna plane that allowed an overview of
the valleys during their site visit in September 2017. The two fundamental
questions of ‘how big is here?’ and ‘how long is now’ are the guiding
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principles in all the Force Majeure projects and are transposed to whichever
site is under investigation, and act as a device to open up the conversation
with the local community to consider human beings in relations to the
ecological system. The Harrisons collaborated with The Barn and the James
Hutton Institute, who provided scientific input for this project.

The twin watersheds became a model for the larger vision that was
developed for Scotland as a nation. The guiding narrative for this large-scale
work is a poem typical of the Harrisons modus operandi, and functioned as
both a guiding metaphor for thinking and informed the subsequent
mappings. The text argues that Scotland as a nation has enough wealth in its
commons, with its natural riches of topsoil, oxygen, trees and water, to not
only make it carbon neutral but allow it to create a surplus to sustain the
population of 5.3 million inhabitants. They argue that this model is
particular to Scotland and perhaps ten other small nations with large natural
resources. Ten large-scale maps, printed on thick paper by specialist
printers, were produced for the exhibition at The Barn (11-22 September
2018) (Fig. 3). The Harrisons’ work is immersive. Maps and photographs
are printed large: often 2.4 metres high and many metres long, hung five to
ten centimetres off the ground, giving the illusion upon approach of being
able to step into the work. The ability to find one’s home, or place of
relevance, is critical in making the work relatable. The eye can see
simultaneously the whole, and the detail in context of the whole can clearly
be seen. Sometimes the images are moved from the wall to the floor, which
changes the bodily response to it. The Harrisons’ deep knowledge of art, art
history and philosophy informs their work profoundly.

The Deep Wealth of this Nation, Scotland project takes place in
Aberdeenshire but provides a vision for Scotland as a nation engaging in,
and planning for the Anthropocene. This project bears the intellectual
inheritance of the Scottish Enlightenment: Adam Smith’s two seminal
works The Theory of Moral Sentiments (1759) and An Enquiry into the
Natures and Causes of the Wealth of Nations (1776) in particular; the
abbreviated title of the latter giving the name to the Harrison’s project.
Smith is generally perceived to be the father of modern economic theory.
But far from being the advocate of a laissez-faire doctrine, Smith argued in
his treatise The Theory of Moral Sentiments (1759) that benefits of
individual liberty and a free market economy need not, indeed should not,
neglect the social contract and the fulfilment of basic human needs.
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Figure 3 - ‘On the Deep Wealth of This Nation, Scotland’ (2018), Helen and Newton
Harrison. Exhibition: The Barn, Banchory — September 2018. Image: Inge Panneels.

The first map, On The Deep Wealth of This Nation, Scotland (Fig. 4)
locates Scotland in relation to the rest of the UK and its northern European
neighbours, and ‘from the perspectives of the waters, the topsoil, the forest,
the atmosphere and the body of mind’ sets the tone overall.

Figure 4 - On the Deep Wealth of this Nation, Scotland, The Harrisons, 2018.
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The wall mounted maps offer a circular map of Scotland set into a
background of solid blocks of colour and explain the principle of the
commons that this project identifies as being critical to the deep wealth of
this nation. The commons are identified as: Atmospheric (air), Aquatic
(water), the Topsoil (earth), the Forest and Commons of the Mind. These
commons, if taken care of, will deliver The Deep Wealth of This Nation,
Scotland.

The Atmospheric Commons can be increased if the production and
sequestering of CO2 by trees allows oxygen production to be greater than its
consumption.

The Aquatic Commons can be increased by capturing half of the current
rain run-off and divert those 40 billion cubic metres of water in estuarial
lagoons or catchment basins that will feed drought ridden farming areas and
in turn increase food production and reduce the costs of flood mitigation. It
argues for pre-emptive planning that would allow natural flood plains to be
restored and farmers to be compensated for their losses by the savings made
in flood defences. Not only would the aquatic commons increase, but also
the biodiversity, as lagoon estuaries are known to be one of the most
biodiverse ecologies, thus increasing the deep wealth of the nation.

The Commons of the Topsoil can be increased by composting all organic
waste, thereby enabling the regeneration of carbon depleted topsoil to take
place. The continued regeneration of carbon in the topsoil, while at the same
time also banning ‘all inorganic fertilizer’, would increase productive
farmland by 10%, which in turn would increase food production capacity.

The Commons of the Forest is expanded by increasing forest coverage to
25% of the landmass of Scotland (The Scottish Government Forestry
Strategy 2019-2029 set a target of 21%) and collectively release 4.2 million
tonnes of oxygen into the atmosphere, and in turn would sequester 1.6
tonnes of carbon annually. The Harrisons’ proposed expansion of forest
would not be based on Sitka spruce, currently so prevalent on large estates
as a cash-crop, but what Newton called the ‘Elders’: trees such as yew, oak,
alder, walnut, chestnut, birch, sycamore, ash and rowan. These are boreal
forest trees which are slow growing and have survived for millennia,
through droughts, fires, earthquakes.
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Finally, the Commons of the Mind requires Scotland’s ‘modest but well-
educated population’ of 5.3 million inhabitants in relation to its 30,000
square miles to collectively decide to begin nationwide conversations on
‘the well-being of the commons’. The Harrisons argued for a country wide
conversation, using the digital platforms and tools available. The current
carbon footprint of the Scottish people outstrips three times its physical size:
meaning that Scotland produces three time more carbon than it currently
sequesters.

If the Deep Wealth of This Nation, Scotland is to be realised then its
carbon footprint will reduce and create a surplus through an overproduction
in its commons. In these terms, the proposal becomes a vehicle to deliver
climate mitigation. Critics of the far-reaching vision of the works have
argued that the proposals are hubristic, as they would require vast land
reforms and substantial funding. This argument was countered by the
Harrisons who noted that humans have changed the landscape on this scale
already, so why would the re-forming of the land to re-instate its more
natural water holding capacities be any different? The Harrisons reiterate the
point that change is happening, and faster than anticipated by science, so
why leave this profound change to chance? Their final map (measuring
approximately four metres across and three metres high) (Fig. 5) depicts
Scotland as no longer one land mass but, as the waters rise, as transformed
into three distinct islands.

Figure 5 - The Deep Wealth of This Nation, Scotland. The Harrisons, 2018.
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Human society has always adapted to climate change, through migration
or extinction. Migration, the Harrisons argue is not possible due to the
accelerated timescale in which climate change is taking place and extinction
remains possible. Instead, the Harrisons contend, we must create new
cultural imagery for a new coupling of consciousness and nature (Malina,
2016, p. 450). This is closely followed by the question: who is going to take
responsibility for ‘assisting a viable ecosystem to form?’ (Harrison, 2016, p.
406). Thus, the Harrisons follow in the tradition of eco-art that is ‘like a
friend of the earth and sounder of alarms combined’. [...] ‘A deep
humanism defines ‘eco-art’. Inseparable from a new, revitalised vision of
life, this kind of art maintains that relations between humanity and its
environment, need to be rethought in favour of a new, re-founded harmony’
(Paul Dardenne cited in Reiss, 2019, p. 52). And through this emphasis on
the human factor, artists also signal hope (p. 63). It centres the human in the
Anthropocene, but from an entangled, enmeshed perspective rather than
remote and separate.

3. Ontopolitics of the Anthropocene

The political theorist Fredric Jameson had called for ‘a new aesthetic of
cognitive mapping’ (1988) as a means to understand the ‘totality,’
particularly in relation to social structures on a global scale. Cognitive
mapping as an aesthetic, he argued, would not displace other forms of
aesthetics, but would be an additional one that would be required if we were
to make any sense of the spatial representations of capital, particularly of
what he calls ‘late capitalism’: of the multinational networks in which even
the nation-state itself has ceased to play a central function and formal role. It
was prescient of the globalised networked market place enabled by the
internet. The cultural signifiers for this post-modern era were not only
evidenced in late capitalism but also ‘in the end of the avant-garde, the end
of the great auteur or genius’ and ‘the disappearance of the utopian impulse
of modernism’ (Jameson, 1988, p. 359). For him the traditional formulations
of art ‘to teach, to move, to delight’ had been virtually eclipsed from
contemporary criticism and theory. In this sense, Jameson was prescient of
the socially engaged art practices that emerged from the social movements
of the 1960s, but became more defined in the relational aesthetics
(Bourriaud, 1998) of the participatory arts (Bishop, 2006) that emerged in
the 1990s where the social replaced the idea of the lone ‘genius’ artist. It
finds resonance in Beuys’ concept of Social Sculpture, where everything is
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art, and everyone has the potential to be an artist. Social Sculpture is a
connective practice towards social and ecological justice, which articulates
the social ‘usefulness’ of art (Adams, 1992; Bonami, 2005; Social Sculpture
Research Unit, 2012). The connectivity between environment and cultural
practices was also understood by the nineteenth century Scottish town
planner and environmentalist Patrick Geddes, whose ‘intertwined strands of
the regeneration and the sustaining of the environment on the one hand and
of the revival and sustaining of culture on the other’ (Macdonald in Walter,
2004, p 61) were fundamental to his thinking. Geddes’ key concept of ‘think
global, act local’ (Walter, 2014) advocates a move away from the universal
to the local. The Harrison’s Center of Force Majeure proposes to ‘think
globally, act globally’, turning Geddes’ thinking on its head as the
Anthropocene forces us to acknowledge that local actions may have
inadvertent consequences elsewhere in the world.

The United Nations’ (UN) Millennium Ecosystem Assessment (2005)
study of the human impact on the environment found that human actions are
depleting the Earth’s natural capital to such an extent that the ability of the
planet’s ecosystems to sustain future generations can no longer be taken for
granted. The Ecosystem Services framework posits that four Ecosystem
Services (provisioning, regulating, supporting and cultural ecosystem
services) are considered as critical to the benefit of society. Cultural
Ecosystem Services (CES) includes cultural practices which provide
spiritual enrichment, cognitive development, reflection, recreation, and
aesthetic experiences (Millennium Ecosystem Assessment, 2005; Chan et
al., 2011; Coates ed.,2014a, 2014b; Church et al., 2014) as expressed
through art, literature and the media. I am arguing that Geddes’ concept of
cultural practices in relation to environmental places can be found in the
Cultural Ecosystems Services approach. It is argued that CES are critical to
communicate the non-material benefits of Nature as expressed in non-use
values which speak of place, spirituality, heritage and social relations (Chan
et al., 2011) but are often intangible and difficult to identify and measure.’
CES are a tool to bridge gaps between disciplines, with societal relevance to
real-world problems and with the potential to help foster alternative logics
to both societal and ecological issues (Milcu et al., 2013). A range of
quantitative and qualitative research techniques are required to gather
evidence of CES (Church et al., 2014). Whilst conceptually and

7 Non-use values are all those uses which are different from use values. Use values means
direct (consumptive and non-consumptive) and indirect use of ecosystem services and
goods.
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methodologically challenging, this evidence can be found in publicly
available datasets and in the participatory and interpretive research
techniques developed in social sciences and the arts and humanities.
Participatory and creative mapping, and particularly deep mapping (Biggs,
2010), are identified as being critical tools which can contribute meaningful
to policy-making. Arts and humanities perspectives ‘are grounded in the
ambiguity, variety, irreducible difference, contingency, unpredictability and
incertitude of human experience’ (Church et al., 2014, p.6), in contrast to
social sciences’ attempt to generalise and systematize knowledge about
human relationships of place, locality, nature and landscape. Paying
attention to these qualities improves, rather than impedes, understanding of
the values and benefits attached to ecosystems and environmental spaces.
Church et al. (2014) argue that engaging with this diversity of approaches in
decision-making processes is vital.

In policy, the Anthropocene has also informed new forms of rule and
governance which take account of the new ontological understanding of
non-linearity, complexity and entanglement. Political theorist David
Chandler calls this the ‘ontopolitics of the Anthropocene’ (2018). Chandler
outlines three modes of governance grounded in the ontological assumptions
of the Anthropocene: Mapping, Sensing and Hacking. These modes he
argues, upend the modernist modes of centralised, ‘top down’ government
and challenges assumptions of progress, universal knowledge and linear
causality. Indeed, these modes of governance are becoming more adaptive
to framings of contingency and complexity. Mapping has morphed from its
cartographic, geographic origins to the tracing of social, historical and
economic relations of a particular area or society to map causality. It
requires in depth knowledge and is best suited to adaptation. Sensing, in
contrast, lacks in-depth knowledge but uses Big Data to see correlations
between emergent processes, thereby not preventing problems but
minimising their impact and disturbance. Hacking (Wark, 2004), Chandler
argues, is the most radical, open and experimental of governance modes
which develop a greater awareness of new possibilities and where creativity
is key.

The mapping practices of The Deep Wealth of this Nation, Scotland, is
framed here as a mapping ‘hack’ fit for the Anthropocene as suggested by
Chandler (2018), although mapping is not considered here as a mode of
governance but rather a critical cognitive aesthetic as argued for Jameson
(1988) which could be deployed in a policy context. The Deep Wealth was
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due to be presented in the Scottish Parliament but as it was debating the new
Climate Change Bill at the time, there was a concern from the politicians
who had sponsored the Harrisons’ proposed presentation, that the work
could be seen as ‘lobbying’. Furthermore, I argue that is an exemplar of the
use of CES as a critical tool to foster a better understanding, and
challenging, of the ontological assumptions of the Anthropocene.

Conclusion

The Deep Wealth of This Nation, Scotland is presented here as a
significant model of CES where mapping and hacking are methods for
collaborative, often interdisciplinary, art practices which, by specifically
homing in on the local, highlight interconnectedness to global ecosystems. It
proposes that they are underused and undervalued tools for policy-makers,
to be reconsidered in context of the new ontopolitics of the Anthropocene,
one of enmeshment and entanglement of culture and nature as Geddes and
Beuys had anticipated and argued for and within Smith’s moral framework.
The ‘cognitive maps’ produced work on an aesthetic level, as large-scale
wall hung maps but with an ability to affect and bring forth ‘a new state of
mind’ and conceptualise the totality of climate change on the scale of a
nation. The dissemination and consumption of these maps in exhibition,
talks, videos, online and public discussion enable the work to ‘do’ much in
different contexts. The project speaks of the deep skill of the artists as
researchers, thinkers and visionaries, informed by a half century of practice,
and one that takes its intellectual and political responsibilities seriously. As
such, The Deep Wealth is a deeply political project that imagines the future
cognisant of the context of the Anthropocene but firmly informed by the
values of the Enlightenment: of reason and knowledge. Chandler cautioned
against the embrace of the concept of the Anthropocene, at the expense of
Enlightenment aspirations to knowledge or to reason, which he argued,
translates into a concomitant lack of engagement with the political. These
works are thus a signifier of hope for a better future and challenge the
helplessness of the Anthropocene but instead invite us to use our
imagination to ‘open up much more complex understanding of what a
human society is capable of’ (Anne Douglas in interview 24 September
2018). These artworks then, invite us to action. Even if the scale and
ambition of this visionary project may not be enacted upon and just remain
on the walls of galleries and museums, it may also be discussed in the
corridors of power and could be implemented through terraforming on a
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nationwide scale. That would be its ultimate recognition as an artwork of
value; not in the collection of museum or collector but acted upon by a
nation. Thus, the Harrison’s art practice helps us to understand our past
landscapes in the present and forecast to the future in the context of climate
change which will require cultural and societal shifts. The Deep Wealth of
This Nation, Scotland moves away from Jameson’s postmodern cognitive
mapping, embodying a helplessness, towards Chandler’s ontological
mapping, embodying a more practical being in the world whereby ‘man is
returned to the world’ (Chandler, 2018, p. 199). Paradoxically, this means
being at home in a world that is no longer human-centric, but as the
Harrisons proposed, one in which humans can once more find themselves at
home.
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“The Anthropocene has still the rank of a scientific hypothesis. Yet,
it has already sedimented in our imagination with its stories of
climate change and mass extinctions, global pandemics and energy
crisis, technofossils and oceanic plastic, social justice and new
minerals that are changing the face (and the bowels) of the planet.
Investigating this imagination from multiple angles, Narratives
in the Anthropocene Era, brilliantly edited by Charles Travis and
Vittorio Valentino, is an indispensable tool for situating these stories
into the conceptual horizon of the environmental humanities”.

(Serenella Iovino, University of North Carolina at Chapel Hill)
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