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The realms of romantic imagination and documentary 
investigation collide in a pair of photographs published in 
Gustaf Nordenskiöld’s 1893 report, The Cliff Dwellers of 
the Mesa Verde (Figures 1-2). As close-up shots of Mountain 
Sheep Canyon, these images verge on abstraction. Framing 
the jagged white slit in the first are impermeable canyon walls 
that, like curtains pulled back only slightly, play psychological 
games on their viewers. The light streaming into the narrow 
slot canyon teases but distracts; it draws viewers in but never 
reveals the inner secrets. The light in the second work is only 
somewhat more submissive. Landing like a spotlight on the 
masonry wall that clings to the left side of the canyon, it il-
luminates the evidence of a human element in this remote 
and seemingly unspoiled location. However, the canyon 
bends just beyond this crumbling masonry, and the right 
cliff wall shields viewers from the majority of the streaming 
light. With only a remnant of ruin revealed, viewers are left 
to ponder what lies in the depths of canyon. 

To scholars of archaeology, these images are scientific 
documents by Nordenskiöld that “magnificently illustrate” 
a text.1 They are seen as visually supplementing what has 
often been regarded as the “first scientific monograph” on 
ruins in the American Southwest.2  Their ability to attract 
international attention, and thereby assist in the develop-
ment of Mesa Verde as a National Park in 1906, makes them 
important photographic contributions.3 Yet in both of these 
works, it is the suggestive and secretive that reigns. At once 
claustrophobic and sublime, these photographs suggest an 
intimate and even voyeuristic relationship with Mesa Verde 
that is often overlooked by scholars. Given the authority of 
these works as documents, these seemingly contradictory 

elements warrant closer investigation within the context of 
the photographer’s engagement with the ruins.

Despite the supposed neutrality of his report, Norden-
skiöld’s actual encounter with the dwellings had been a very 
personal experience, one framed, as he would later write 
in his publication, by anticipating the sites as “a tourist.”4 
Nordenskiöld, a Swede, visited the dwellings in 1891 as part 
of global sightseeing trip. Upon encountering the mysterious 
dwellings that he had known only through illustrations and 
photographs, Nordenskiöld altered his itinerary to make 
Mesa Verde the last leg of his journey. Alongside his report, 
he also published a popular travel account, From the Far 
West: Memories of America, and after his trip he reveled in 
his experience by decorating his Stockholm apartment with 
his Mesa Verde photographs as well as Navajo artifacts that 
he had collected.5 

The photographs in Nordenskiöld’s publication offer a 
striking view of the ruins (see Figures 1-5). Some, like the 
two of Mountain Sheep Canyon, emphasize a voyeuris-
tic quality, while others exhibit the ruins as a world unto 
themselves. How did Nordenskiöld’s particular viewpoint 
have an impact on his perception and subsequently inform 
these photographs? What did he, as a European visiting 
the American West at the turn of the last century, bring to 
his encounter, and what can we make of these works as 
documents? Cliff dwellings had entered the realm of public 
imagination in the 1870s when survey photographers first 
documented the ruins at Mesa Verde, Canyon de Chelly 
in northern Arizona, and elsewhere in the southwest while 
they were mapping the American West to facilitate expan-
sion. Did the popular perception of these works, as filtered 
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Verde, by Gusaf Nordenskiöld (1893; Glorietta, NM: The Riogrande 
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through these photographs, shape Nordenskiöld’s own 
encounter? In the context of his report, the issues of tourist 
imagination intersect in particularly suggestive ways with 
those of documentary representation. Thus, his publication 
warrants closer examination as well. An investigation of the 
role of cliff dwellings in contemporary imagination, alongside 
Nordenskiöld’s background, reveals the complexities behind 
these photographs that have been lost on modern viewers. 

To consider Nordenskiöld’s images through this perspec-
tive, it is important to understand his trip to Mesa Verde 
within the context of the period. In the months leading up to 
his encounter with the dwellings in 1891, the twenty-three 
year old Swede had been on a sightseeing tour through 
Europe and the United States that had been funded by his 
father, a well-known explorer famous for circumnavigating 
Eurasia. Nordenskiöld shared in his father’s enthusiasm for 
adventure, and the year before he had been a member of 
a geological expedition team to Spitsbergen where he had 
contracted tuberculosis. Doctors in this period often recom-
mended travel in temperate climates as a form of treatment, 
and his tour was intended as a remedy for his illness. A num-
ber of his travel stops, including Niagara Falls and Mammoth 
Cave, pertained to a developing interest in geology. He did 
not decide to visit Mesa Verde until he arrived in Denver, 
where a local resident who had visited the ruins suggested 
he make a brief detour before continuing westward.6 

Popularized through explorer accounts and government 
photographs, the abandoned cliff dwellings of the American 
Southwest had been a major source of fascination in this 
period. Abandoned in the fourteenth century, these ruins 
raised profound questions about primordial time, the origins 
of civilization, and Native American culture. Of interest, in 
particular, was how the ancient people had survived in this 

arid and seemingly uninhabitable region of the country, 
and subsequently, why they had disappeared.7 Many of the 
documentary photographs that circulated during this period 
heightened their romantic appeal. In John K. Hillers’s pho-
tograph of Mummy Cave at Canyon del Muerto (1881), for 
example, which is shot in high contrast to emphasize cliff 
striations illustrating deep geological time, a few structures 
emerge from a mysterious abyss (Figure 6).8 Meanwhile other 
images, such as William Henry Jackson’s survey photograph 
of Two Story Cliff House (1874), in Mesa Verde, emphasized 
the thrill of exploring these ruins in and of itself (Figure 7). 
Jackson’s photograph includes two figures that not only 
illustrate the dramatic scale of the ruins, but also provide 
an entry point for would-be tourists interested in exploring 
these sites.9 Given Nordenskiöld’s scientific background 
and his experience in exploration, the ruins as they were 
captured in these works would have naturally piqued the 
young man’s interest. 

When Nordenskiöld arrived in the summer of 1891, the 
Wetherills, a family of ranchers who had been living nearby 
for a decade, had registered the ruins as a tourist attraction; 
their Alamo Ranch, northeast of the Mesa near Mancos, 
served as Nordenskiöld’s home base.10 He arrived with the 
intention of staying about one week, but after a few days 
of guided tours, decided to hire the Wetherill sons and two 
Mexican workers to assist him in performing excavations. 
Although Nordenskiöld had no previous experience in ar-
chaeology, after discovering that no one had yet explored the 
ruins in any detail, he seized the opportunity to extensively 
excavate the sites, filling almost a dozen crates with artifacts 
that he shipped back to Sweden.11 He also requested that 
his father send him his professional camera, a tripod, and 
lenses to supplement the Eastman Kodak that he had with 

6	 The individual with whom he spoke was Alice Eastwood, a Denver 
botanist who would later become Curator of Botany in California Acad-
emy of Sciences in San Francisco, in 1892. For more on Nordenskiöld’s 
travels, see Arrhenius 3-6.

7	 For a discussion of cliff dwellings in the public imagination see Emily 
Ballew Neff, The Modern West: American Landscapes, 1890-1950 
(New Haven: Yale UP, 2006) 36-44; Connell 77-81. In reference to the 
cliff dwellers’ disappearance, the Marquis de Nadaillac presents two 
primary theories circulating in the period. The first, originally posited 
by U.S. survey geologist William Holmes, was that the cliff dwellers 
moved to another region of the country after the climate became more 
arid. The second theory was that violent intertribal warfare forced the 
cliff dwelling society’s removal. See Marquis de Nadaillac, Pre-historic 
America, trans. N. D’Anvers (London: John Murray, 1885) 214-15. For 
a contemporary discussion of the later theory see Frederick Chapin, 
The Land of the Cliff Dwellers (1892; Tucson: U of Arizona P, 1988) 
14. Archaeologists have since discarded this second theory.

8	 Hillers had been working for the Bureau of Ethnology when he took 
this photograph. See Don D. Fowler, The Western Photographs of John 
K. Hillers (Washington DC: Smithsonian Institute P, 1989) 123. His 
photograph visually supports the nineteenth-century uniformitarian 
theory of geology developed by Charles Lyell, which assumes from 
processes at work today the same rate of processes in past. Thus as 

markers of time, the striations in the cliff emphasize the age of the 
ruins. For more on the uniformitarian theory and its relation to survey 
photography, see Elizabeth C. Childs, “Time’s Profile: John Wesley 
Powell, Art, and Geology at the Grand Canyon,” American Art 10.1 
(1996): 6-35; Neff 40-41.

9	 Jackson’s photograph would have also been important to Nordenskiöld 
because it was one of the first to capture a ruin in Mesa Verde. For 
more on Jackson’s photography of the cliff dwellings, see William H. 
Jackson, The Diaries of William Henry Jackson: 1866-74, ed. LeRoy R. 
Hafen and Ann W. Hafen (Glendale, CA: Arthur H. Clark Co, 1959) 
309.

10	 Benjamin Alfred Wetherill, The Wetherills of the Mesa Verde, ed. and 
annot. by Maurine S. Fletcher (Cranberry, NJ: Associated UP, 1977) 
214-15.

11	 Gustaf Nordenskiöld, journal entry, 1 August 1890, in Arrenhius 14-15. 
Nordenskiöld’s exportation of artifacts was not well received by the 
citizens of nearby Durango. The Swede was arrested for taking pos-
sessions of the United States out of the country in September 1891. 
These charges were later dropped, however, since there was no law 
at the time barring such actions. The artifacts he shipped to Sweden 
now belong to the National Museum of Finland. See Reynolds and 
Reynolds 69-85.
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him. The Swede took over 100 glass-plate negatives, many 
of which became a part of his report.12 Nordenskiöld com-
pleted his work in spring of the following year, and two years 
after that published his findings, first in Swedish as Ruiner af 
klippboningar i Mesa Verde’s canons, then months later in 
English through a Chicago publishing house.13

Comprised of fifteen chapters that both describe and 
analyze the cliff houses and the remains he excavated there, 
The Cliff Dwellers of the Mesa Verde is both a document 
of the ruins and a personalized account of Nordenskiöld’s 
encounter. Throughout, Nordenskiöld includes accurately 
drawn diagrams and maps that provide useful information 
on the individual excavation sites, and he gives a careful 
analysis of the pottery and implements that he uncovered 
during his visit. At the same time, he repeatedly frames his 
experience as one guided by his own enthusiastic curiosity 
as a visitor.14 What the discipline of archaeology provided 
was not only an interpretive means through which to analyze 
the ruins, but also the authoritative permission for in-depth 
exploration and documentation. “I had come as a tourist in 
order to see the objects of interest in the vicinity,” he writes 
in his first section on the excavations. “My first ride along 
Mancos Cañon, during which . . . I visited some of the most 
remarkable and largest ruins, had already inspired me with 
a strong desire to examine them more closely.”15 

If archaeology provided Nordenskiöld the authoritative 
means through which to explore Mesa Verde, photography 
was the medium through which he savored the experience 
by fetishizing the ruins, transforming his own sight into a 
form of representation that he could repeatedly turn to after 
leaving the ruins.16 With the exception of the photographs 
he used to describe the surrounding area, the majority of 
the images in Nordenskiöld’s text are close up shots of the 
dwellings. His striking photographs of Mountain Sheep 
Canyon are exemplary, as is a photograph of the ruins of 
Spruce Tree House, which features the fraction of a larger 
site (Figures 1-3). Shot in high contrast so as to highlight the 
rough edged walls and black window openings, the latter 
photograph emphasizes the buildings’ mysterious abandoned 
quality. Nordenskiöld anticipated his encounter with these 

ruins through a variety of sources that grounded his under-
standing of the dwellings and filtered his perspective of the 
American West more generally. An analysis of these photo-
graphs within the context of Nordenskiöld’s text illuminates 
how various romantic notions from the period guided his 
scientific exploration and thereby shaped his approach to 
visually documenting these ruins.

Nordenskiöld begins The Cliff Dwellers of the Mesa Verde 
with a chapter designed to familiarize his readers with the 
region, its history, and the geographic features that make 
the area striking. He includes photogravures such as Navajo 
Cañon that provide readers with a sense of the landscape 
(Figure 4), as well as a photograph of the Wetherill ranch. 
What readers find is a description constructed through 
Nordenskiöld’s perspective as a Swede, who frames his 
perception of Colorado as “not unlike the fells of Northern 
Scandinavia.”17 The author characterizes his journey to Mesa 
Verde as a virtual trip through time, going first by train and 
then by “buggy” from Durango, but he stops short of call-
ing southwest Colorado a frontier, instead characterizing 
it as “some decades since a mere wilderness,” lamenting 
that “step by step the Indians were forced to relinquish the 
land.”18

Though Nordenskiöld’s melancholic tone might sound 
ironic since he would not have been able to visit Mesa Verde 
if it had not been for America’s westward expansion, this 
romantic perception bespeaks a larger attitude towards the 
American West at the turn of the century. A nostalgic concep-
tion of Native Americans as a vanishing race had emerged 
as the era of Westward expansion came to an end after 
decades of brutal conflict. This concept, often described in 
the period as the “Vanishing Indian,” neutralized discomfort 
engendered by the genocide of Native Americans enacted at 
the hands of whites.19 Nordenskiöld romanticizes this history 
of conflict, characterizing the Ute Indians still residing in the 
region as “the last remnant of a once great and powerful na-
tion” that had “once rendered traveling dangerous.”20

Any number of popular sources that dramatized this 
history would have contributed to Nordenskiöld’s percep-
tion of the region as such. The Swede’s favorite author, Jules 

12	 Gustaf Nordenskiöld, letter to Nils Adolph Erik Nordenskiöld, 11 July 
1891, in Arrenhius 8. 

13	 Nordenskiöld also exhibited his photographs and findings at the Span-
ish Columbia Jubilee in Madrid, in 1892. See Arrhenius 9. 

14	 See, for example, Nordenskiöld 1-9, 14, 135.

15	 Nordenskiöld 14.

16	 Here I am drawing from contemporary theories on the tourist gaze by 
Ellen Strain, John Urry, and others. Though there is no single tourist 
gaze as such, Urry argues that tourists construct their gaze through dif-
ference. They anticipate their experience through a variety of sources, 
and then contain and fetishize it through processes of representation. 
This is a mediating process that Strain calls “distanced immersion.” 
See Ellen Strain, Public Spaces, Private Journeys: Ethnography, Enter-

tainment, and the Tourist Gaze (New Brunswick: Rutgers UP, 2003) 
24-27; John Urry, The Tourist Gaze (London: Sage, 2002) chapter 1. 
For an example of the tourist gaze as it relates to visual art, see Griselda 
Pollock, “On Not Seeing Provence: Van Gogh and the Landscape of 
Consolation, 1888-1889,” in Framing France: The Representation of 
Landscape in France, 1870-1914, ed. Richard Thomson (Manchester: 
Manchester UP, 1998) 81-118.

17	 Nordenskiöld 1-2.

18	 Nordenskiöld 1.

19	 The literature on the “Vanishing Indian” concept and its relation to 
Westward expansion is extensive. See, for example, Neff 36; Fowler 
(2000) 93-95, 209. 

20	 Nordenskiöld 1, 3.
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 Verne, for example, includes an episode in Around the World 
in Eighty Days (1872) in which a train to Denver is stopped 
by a Sioux attack.21 This idea was also embodied in the 
theatrical reenactments of Western history in Buffalo Bill’s 
Wild West show, which were touring through Europe in the 
late 1880s.22 Regardless, the photographs that he includes 
in his first chapter reaffirm this point of view: the Wetherill 
Ranch signifies settlement to the region, while the lonely 
landscape scenes exemplified by his Navajo Cañon omit any 
evidence of the Ute population of Native Americans who 
lived nearby (Figure 4).

If the American West was settled territory for Norden-
skiöld, the ruins represented the vestiges of a former frontier 
era of violence, conflict, and danger that he reveled in explor-
ing. Nordenskiöld had consulted a variety of sources before 
his trip, including Jackson’s photographs of Two Story Cliff 
House, as well as the popular French text, Pre-historic Amer-
ica (1885) by the Marquis de Nadaillac, that emphasized the 
inaccessibility of the ruins.23 Illustrations in Nadaillac’s text 
feature individuals scaling cliff walls to dwellings perched 
high up from the canyon floor (Figures 8 and 9). Like Jackson’s 
photograph, these images include figures, notably in con-
temporary dress, who highlight exploration as a dangerous 
endeavor. Nordenskiöld anticipated his own investigation of 
the sites through these works, which subsequently informed 
his approach to documenting them. He points out a remnant 
of a ruin in the extreme right corner of Navajo Cañon, for 
example, that he describes as “perched like an eagle’s eyrie 
half-way up the most inaccessible precipices.”24 Later in his 
text, he includes a photograph that resembles Nadaillac’s 
illustrations, of an individual peering into the canyon floor 
below with one arm steadied against the cliff structure (Fig-
ure 5), and he notes his own difficulty in photographing this 
image, highlighting his role as an adventurer.25

Nordenskiöld’s perception of the ruins as such not only 
affected his engagement with the sites, but also his interpre-
tation of the ancient civilization itself. Significantly, when 
Nordenskiöld speculates in his text on the abandonment of 
the ruins, he argues that bloody conflict between the cliff 
dwelling culture and nomadic tribes caused the former’s 
disappearance. He grafts his understanding of the West as a 
space of conquest and struggle onto this theory, imagining 
the Ancient Puebloans as threatened by “ever imminent at-
tacks,” and he describes their homes tucked alongside the 

canyon walls as “impregnable” locations.26 
A final look at his photographs of Mountain Sheep 

Canyon is revealing when we consider this viewpoint on the 
dwellings (Figures 1-2). The setting in these photographs is 
spatially confusing, highlighting the inaccessibility of the ru-
ins. For viewers, the experience is almost claustrophobic. This 
is rightly so, according to Nordenskiöld, for the canyon is “a 
refuge,” he writes in his report, “hidden from the advancing 
enemy.”27 The voyeuristic compositions visually engage the 
dynamics of violence and conquest that the photographer 
describes as once occurring in this very location. At the same 
time, the light that filters from above enhances the mysteri-
ous quality of the ruins, emphasizing their allure as spaces 
dramatically abandoned as a result of “constant menace.”28 
Nordenskiöld’s other close-up photographs achieve a similar 
effect: alongside the text, the crumbling ruins in Spruce Tree 
House are suggestive of a former violent battle (Figure 3).

In conjunction with the text, then, Nordenskiöld’s 
photographs do not so much document the sites as they 
existed, but rather as they were constructed through the 
tourist’s imagination. In other words, Nordenskiöld did not 
“see” Mesa Verde at all when he visited and excavated the 
ruins. Rather, his encounter was largely informed by his larger 
perception of the American West that he had anticipated 
exploring as a tourist, and was especially distilled because 
of his background as a European. Through the borrowed 
discourse of archaeology, he was able justify this point of 
view. Alluring, mysterious, and inviting—his photographs 
are the result of a highly personal engagement with the 
ruins. It is their role within the report that gives them their 
authoritative meaning.

Nordenskiöld’s photographs and publication can also 
be understood as presenting centuries-old evidence of the 
“Vanishing Indian” that makes the disappearance of con-
temporary Native Americans seem inevitable. “There is little 
doubt,” he writes with melancholy in his conclusion, “that at 
no very distant date from the present this last remnant of the 
agricultural Indians. . . will disappear.”29 By beginning his own 
report with a description of the settled West, Nordenskiöld 
invites readers to draw comparisons between the contem-
porary Native Americans’ state of existence and the situation 
for cliff dwellers in the ancient past. The Swede channels 
a lament of Westward expansion into his investigation and 
documentations. This point of view neutralizes guilt for Nor-

21	 Jules Verne, Around the World in Eighty Days, trans. Michael Glencross 
(London: Penguin, 2004) 176. Nordenskiöld’s interest in Verne is 
evidenced by the fact that upon his return from Colorado, the Swede 
translated several of the author’s novels from French into Swedish. 
See Reynolds and Reynolds 136.

22	 John F. Sears, “Bierstadt, Buffalo Bill, and the Wild West in Europe,” 
in Cultural Transmissions and Receptions: American Mass Culture in 
Europe, ed. R. Kroes, R.W. Rydell and D.F.J. Bosscher (Amsterdam: 
VU UP, 1993) 5-10.

23	 Marquis de Nadaillac, Pre-historic America, trans. N. d’Anvers (London, 
1885) chapter 5.

24	 Nordenskiöld 6.

25	 Nordenskiöld 58.

26	 Nordenskiöld 45.

27	 Nordenskiöld 36.

28	 Nordenskiöld 93.

29	 Nordenskiöld 171.
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denskiöld, whose trip to the West was enabled by expansion 
and development. It also justifies his own archaeological 
endeavors because it frames his excavation and deportation 
of artifacts as preservative rather than destructive. In this 
way, Nordenskiöld’s report also shares certain features with 
other contemporary projects in the fields of archaeology and 
anthropology. The Bureau of Ethnology best exemplifies this 
view: formed in 1879, this organization became one of the 
first of many U.S. government agencies devoted to preserv-
ing the Native American populations that the government, 
ironically, had a hand at reducing.30

Nordenskiöld’s encounter with Mesa Verde falls within 
a brief period between the era of exploration and that of 
tourist regulation in the American West, when the discourses 

30	 See Fowler (2000) 92-103.

31	 This era ended in 1906, when the United States passed the Preser-

of tourism, science, and fantasy-adventure could and did 
blend.31 When viewed in this context, the authority of his 
report becomes unhinged. What makes his publication 
such a compelling case study, however, is that it speaks 
not only to the subjectivity of documentary photography, 
but also to the impact that this medium had on the public 
imagination. As a technical medium invented a half-century 
before Nordenskiöld’s excursion, photography revolution-
ized the way people saw the world. He anticipated his own 
encounter with the dwellings through this medium, which 
in turn became the form of documentation through which 
he furthered his own romantic vision.

Washington University in St. Louis

vation of American Antiquities Act forbidding the removal of Native 
American artifacts from the United States, making excursions like 
Nordenskiöld’s impossible.

Figure 1. Ruin 18: Mountain Sheep Cañon, autotype reproduced from 
1891 photograph by Gustaf Nordenskiöld, 1893. Published in Gustaf 
Nordenskiöld, The Cliff Dwellers of the Mesa Verde, trans. D. Lloyd 
Morgan (1893; Glorietta, NM: The Riogrande Press, Inc., 1979) plate 
VI.1. Courtesy of Mesa Verde National Park.

Figure 2. Ruin 18: Mountain Sheep Cañon, autotype reproduced 
from photograph Gustaf Nordenskiöld, 1893. Published in Gustaf 
Nordenskiöld, The Cliff Dwellers of the Mesa Verde, trans. D. Lloyd 
Morgan (1893; Glorietta, NM: The Riogrande Press, Inc., 1979) plate 
VI.2. Courtesy of Mesa Verde National Park.
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Figure 3. The Spruce Tree House, 
autotype reproduced from 1891 pho-
tograph by Gustaf Nordenskiöld, 1893. 
Published in Gustaf Nordenskiöld, The 
Cliff Dwellers of the Mesa Verde, trans. 
D. Lloyd Morgan (1893; Glorietta, 
NM: The Riogrande Press, Inc., 1979) 
plate X.2. Courtesy of Mesa Verde 
National Park.

Figure 4. Navajo Cañon, photogravure 
reproduced from 1891 photograph by 
Gustaf Nordenskiöld, 1893. Published 
in Gustaf Nordenskiöld, The Cliff 
Dwellers of the Mesa Verde, trans. D. 
Lloyd Morgan (1893; Glorietta, NM: 
The Riogrande Press, Inc., 1979) page 
7. Courtesy of Mesa Verde National 
Park.

Figure 5. A Cliff Fastness, photogravure 
reproduced from 1891 photograph by 
Gustaf Nordenskiöld, 1893. Published 
in Gustaf Nordenskiöld, The Cliff 
Dwellers of the Mesa Verde, trans. D. 
Lloyd Morgan (1893; Glorietta, NM: 
The Riogrande Press, Inc., 1979) page 
59. Courtesy of Mesa Verde National 
Park.
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Figure 6. John K. Hillers, Mummy Cave, Canyon del Muerto, Ariz., albumen print, 
1881. Geological Survey and Bureau of Ethnology photographs, Prints & Photographs 
Division, Library of Congress, LC-USZ6-23.

Figure 9. House in a Rock of Montezuma Cañon, artist unknown, 
1885. Published in Pre-historic America, by the Marquis de 
Nadaillac, trans. N. D’Anvers (London, 1885) 218. Olin Library, 
Washington University, St. Louis.

Figure 8. Cliff-house in the Cañon de Chelly, artist unknown, 
1885. Published in Pre-historic America, by the Marquis de 
Nadaillac, trans. N. D’Anvers (London, 1885) 221. Olin Library, 
Washington University, St. Louis.

Figure 7. William Henry Jackson, Two Story Cliff House, albumen print, 1874. Courtesy 
Mesa Verde National Park.


