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Valerio Morabito’s drawings are beautiful mindscapes.

More precisely, they are memory maps, intentionally created off-site and after the fact
of observation and bodily experience has taken place. His drawings are maps of how
the mind shapes place and how place shapes mind. While the drawings often depict
cities and landscapes their primary subject is the mind's most mysterious vortex,
memory. This is significant as an art practice and as a landscape architectural method
because both memory and the physical places it records are palimpsests. Morabito
uses his method of drawing-from-memory to pull himself deeper into a place and with it
his own psyche.

His drawings are formed by and represent memory's fragmented nature, its warped
space and time, its haptic reverberations, its blurred edges and its autistic tendencies.
In his drawings Morabito holds the world in balance between the subject and the
object; whereas so much art gives too much to the former (surrealism) and so much
design too much to the latter (naturalism). He holds the world inside a feedback loop
between reality and its representation, spiraling in on what scientists call 'strange
attractors'.

But his is not an essentialist project: he is not claiming to find the truth of nature, place
or mind. These are the pleasurable recordings of an iterative curiosity that knows the
world is ultimately unknowable. And yet, as his hand weaves repeatedly through his
subjects, certain patterns do emerge and if you look at these mnemonic maps carefully
you will find clues that lead to new forms of landscape architecture.

Richard Weller
The Martin and Margy Meyerson Chair of Urbanism
Professor and Chair of Landscape Architecture at the University of Pennsylvania
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The Heritage of Calvino

Calvino, at the end of his life, in 1985, wrote five memos for the next Millennium, that were meant to be presented at the Harvard
University for the Charles Eliot Norton Lectures. He passed away before writing the sixth one, and he had never had any lectures
in the USA. Later some editors collected the memos in a book, "Cinque Lezioni Americane" in Italian, or "Six Memos for the next
Millennium” in English.

When | read the collection of the memos, | was incredibly surprised:; it was as revealing a different Calvino for me; | had read many of
Calvino's books and | was kidnapped in a special unrealistic world. | was lost inside incredible stories, that he was able to conceive
writing and picturing them with a simple and perfect Italian: the invention of fantastic new cities through the invention of their soul, the
description of landscapes in which the scale and the perception of space were extended until their deepest secret, and the invention
of incredible characters such as Mr. Palomar. Through him, he was able to describe the reality of the common life using a method
to pass from one reality to another; by means of small details to reveal the secret of the universe or, starting from the inner universe,
he was able to pick up one small object which reveals our common lives. Calvino wrote the stories of Mr. Palomar as a collection
of many exercises that he did to improve his Italian technical skills. | usually draw or make big sketches, in form of big paintings, to
improve my technical skills, a way to think through spaces, and it was an important lesson I had from him.

When | read the six memos for the next millennium (the millennium in which we are living today), | was surprised by the strong and
incredible technical explanation about literature; the connection and the links to several authors were a basis that he used to build
his own way of composing the grammar of every sentence of his. | was astonished because the memos were an explanation of
rules, devices, clauses and compositions to be used to create a free, simple and precise invention of stories. Lightness, Quickness,
Exactitude, Visibility and Multiplicity are the words he used to explain his vision about literature, and to suggest us which key words
we could use in this millennium.

In one of them he spoke about images that crowd the world in which we live, and the only weapon he has to oppose them, he said,
is the "idea of literature’. That particular description of the meaning of "idea", was a strong passage in my mind: we could use it
to identify ideas of literature, music, architecture, landscape or art, that we must use to compose our own way. At the same time
he uses many images in his books, describing a lot of spaces of cities and landscapes; so he does not avoid them but he always
connects them with his own "ldea of Literature".

From that moment | have thought that in our way of inventing new spaces of architecture or landscape, we could have three steps of
ideas: the first one is the "idea" of the landscape (or music, architecture, literature and so on), the second one is related to contingent
ideas, stories, episodes or sites which we have to modify, and the third one is linked to our capability to deal with the grammar of our
composition in telling stories.

The first idea is related to our knowledge, how we know the world around us, how we create links with different fields of our culture,
and how we use a methodology to be able to know. Each of us has different ways to approach to this first step, someone is very
precise and able to put all the information in a perfect sequence, but | prefer to know by jumping from one information to another,
using stories, characters and situations as points in the



space that | have to link with imagination and inventions because of my bad memory, with which | have to deal.

The second step is related to what we want to speak about or how it is possible to produce images; the site we want to change, the
space we want to form are always related to the "idea" of the landscape (or music, architecture, literature and so on). It is possible to
change the site and its features, the morphology and the identity, the ecology and the environment, but to oppose to the images that
we must produce, we have the weapon of our own "idea".

The third step is our capability to deal with the grammar of the space, the particular way we put together the elements into the space
creating links and consequentiality. In order to improve this particular way of composing the space, | usually draw doing exercises,
like Calvino did when he collected the stories of Mr. Palomar.

So my drawings are a memory of future. | have never drawn in front of a real landscape: urban, natural or industrial. | always draw
the landscape later, without having it in front of me; as | wait, the memory represents the future trying to build a form of intuition of it.
After some lines, the drawings, which represent a landscape through memory, become a non precise visual perception you have to
deal with. A different reality, shaped by a process which adds not existing elements as they are real and the scales of the drawings
become self references.

In my opinion the re-presentation is related with how a site could be different, how it could change. The site is alive in the sketch
drawings and, processing the memory into its future, it avoids the present. The sketch drawings delete the present and decide that
it does not exist. The idea of the present simply does not exist anymore, it disappears into the memory and its future.

In this way each sketch drawing-analyzes the reality and produces its design: in my mind the memory is made by spots, it is
fragmented. For this reason my memory produces extensive blank spaces to be filled, voids in which the future stretches out inside
them and fills them like water.

My drawings do not have a predetermined technique but they choose one in relation to the different sites they pretend to represent
and then, after deciding the technique, they build precise rules by themselves : analog or digital the sketch drawings would like to
compete with the speed of the digital camera, controlling its photos to use them to create new relationships. When | change the site,
the technique changes and develops its rules. My drawing tries to avoid the repetition and uses the precarious of the mistake: the
best possible precision.

Afterwards a few sketches become paintings, although not in the common sense of the term, but they become more like big
sketches made on canvas - with oil, acrylic or ink colors - which look like paintings; they are expressions of the contrast between the
different scales of the technique, in terms of materials and shapes.

Many times these drawings are not related to the design approach in my landscape projects, but they are exercises, short stories
only written because | want to train my skills to write stories. This is a kind of poetic methodology of work, in which everything could
help either they are used or not: anyway they are all important. With this process the sketches wait to be used in a new space as
projects, they are the Genius Loci, the second Genius Loci opposed to the Genius Loci of the site, able to deal with it in terms of
morphology and poetry, geometry and illusion.

Valerio Morabito
‘Adjunct Professor at University of Pennsylvania, USA
Professor at Universita Mediterranea di Reggio Calabria, Italy
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Method of the Extended Representation

To master a new methodology, which-
ever it is, starts from understanding the
motivations that lead to its birth. Profes-
sor Valerio Morabito, who invented the
‘Extended Representation”, has a great
passion for literature. Among numerous
writers, Italo Calvino, one of the most
important Italian writers of the twentieth
century, gives Valerio the greatest influ-
ence and accompanies his professional
growth. Inspired by the writer's short story
entitled "Dall'opaco”, from the book Le
Strade di S.Giovanni, Valerio was driven
into a new and innovative vision of space
and representation.
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Dall’'opaco

S if I had been asked then how many
dimensions there were to space, if some-
one had asked that self of mine that still
lacks knowledge of those things that are
learnt to create a code of shared conven-
tions, the first of which is the conception
that each of us is crossed by three infinite
dimensions, by one that enters through
our chest and then comes out through
our back, by another that crosses us from
one shoulder to another, and by a third
that drills through our skull and comes
out of our feet, an idea that one accepts
after many doubts and retfusals, only to
then act as if one had always known 1t, if I
had to base my answer on what [ had real-
ly learnt looking around me, on the three
dimensions which, when stuck there in
the middle of it afl, really mutate into six,
in front behind above below to the right
and the left, looking at them as I was say-
ing with my face turned towards the sea
and my back to the mountains, the first
thing to say would be that the dimension
in front of me does not exist,as what is
down there before me suddenly becomes
nothing and then becomes the sea, which
then becomes the horizon, which then
becomes the sky, so we could also say that

the dimension in front of me coincides

with the one that is above me, with the
dimension that comes out of the middle
of all your skulls when you are standing
up straight and that is suddenly lost in the
new zenith, and would then move on the
dimension that is behind because it comes
up against a wall, a rock, a steep slope or a
shrub, as I say always with my back to the
mountains, in other words at midnight,
so I could also say that this dimension
doesn’ t exist or blends into the under-
ground dimension below me, with the
line that should come out of the soles of
your feet but in fact doesn’ t come out at
all because it doesn’ t have enough natu-
ral space to come out between the soles of
your shoes and the pavement, and then
there is the dimension that stretches out
to the left and to the right, which for me
Is more or less the same as to the east and
to the west, and this one can continue
in both directions because the world
proceeds with its jagged environment so
that at every level it is possible to trace an
imaginary horizontal line which cuts into
the oblique slope of the world, like those
that are drawn on top of altimetric maps
and which go by the lovely name of iso-

»
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—Italo Calvino
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