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ABSTRACT

The lately published The City of Imagination by Valerio
Morabito challenges the pictorial idea of landscape
interpretation and explores the possibilities of storytelling
to read and represent the landscape that focuses on

the literary and communicative aptitudes of Landscape
Architecture. The article reviews the book from the
perspective of history, epistemology, method, and
reception regarding its literary root, which is notably
inspired by Italo Calvino. The review consists of four
sections: First, word and image: the historical exemplars
of landscape representation between pictorial and verbal
tradition. Second, memory and foresight: the authenticity
of travelogue and Morabito’s method of working with his
travel memories. Third, truth and myth: how Morabito
applies the cognitive imperfection in storytelling to his
empirical approach that counterbalances the positivist
reading of the landscape. And fourth, form and language:
the tension between the formal autonomy and the bardic
tradition in the visual language of Morabito. The article
approaches and further opens the essential dialogues
between the palpable existence and fictive landscape, the
interpretation and consumption of the thick meanings

in human inhabitation, and the cognitive antinomy and
reconciliation of positivist and humanistic stances in the
discipline.
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Starting point: looking for mushrooms with my father, thinking about the “intention”
of the mushroom: to hide?

But its form is visual as well: to reveal itself? The world as a visual object. The eyes,
our eyes as an instrument through which the world sees itself. How much have we
seen! = How much have we helped the world—things, people—to see themselves, that
is, to be here? ...

The things left at the margins of our field of vision. And people?! The signs we
transmit (even to blind people). Hidden signs should be searched for, like mushrooms.
The world is not a panopticon but a pancrypticon. Not the hidden occult (the visceral,
the secret) but the hidden which strives to be found (traces, hidden treasures)@

—ltalo Calvino, Racconto della Vistal'

1 Word and Image

The City of Imagination by Valerio Morabito is apparently visual: the title of the
book already betrays its pictorial nature with the content structured in 11 episodic
visions of city landscapes, dominantly represented in drawings with an economical
complement of texts. Nevertheless, it could be a false presumption that the visibility
in this book is rooted in pictorial nature; in other words, suggesting its reception
merely by seeing, not reading. In effect, receiving Morabito’s drawings as merely
a pictorial representation is often impossible: the drawings do not always provide
pictorial reference immediate to our visual experience, and even they do, in some
cases, the reference is always in fragments or mutable patterns following a syntax,
which requires the spectator to “decipher” the hidden voices. Thus, the reception
of the visibility in Morabito’s drawings has double regards—in reference to both a
spectator and a reader.

Such dialectical visibility in the representation of the world (the landscape)
has been continuously visited and cultivated in the history of both art and literary
traditions. One historically distant yet significant reference in art is Vitruvius’s
postulate upon the visibility in landscape representation®. In a chapter on wall
painting in his 7th book, Vitruvius gives his records of the Ancient Greek and

(2]

Roman fresco of theatrical scenes'”, stressing the verisimilitude of depicting

the background landscape, which inhabits the Homeric dramatis personae—
enabling the spectator to “read” the mythologies and epics, more affectingly and

convincingly, in a landscape painted from real life (rerum natura)™. In contrast to

(1) This excerpt is from Calvino’s notes for “un racconto della vista” (A Story on Sight) in Romanzi e Racconti,
vol. IIl. The original Italian text is translated to English by Birgitte Grundtvig in her chapter essay “'Leaning
from the Steep Slope...":The fall of the cartographic eye in Calvino’s late works” (Source: Ref. [1])

(20 The association between landscape and theater is notable in Vitruvius’ text and the development of such
Vitruvian tradition in Italian and French Renaissance painterly arts and garden design. The original Latin
words of landscape used by Vitruvius, topia and topeodes, both translated as landscape in Modern English
publications, were in effect referred to as landscape painting for the third style of scenes recorded in
Vitruvius’ fifth book—the satyric, following the tragic and the comic, as decorated with natural landscapes
and country features (Source: Refs. [2][3]).
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@ To name a few remarkable
works: Le Roman de la Rose and
Hypnerotomachia Poliphili provide
readers with the pictorial equivalent
of the verbal adventure; Dante’s
Divine Comedy has attracted
generations of painters to visualize
the landscape of netherworld
depicted in the texts.
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this realistic and persuasive visibility, we find a response from the 20th-century
writer, Italo Calvino, who proposes a light and interrogative visibility from

a literary tradition—the reflection of Medusa in the bronze shield carried by
Perseus, from which the hero was able to see indirectly and cut off the Gorgon’s
head. Borrowing the myth of “the reflection of Medusa,” Calvino underlines

a representational gap between the poet and a weighty world (loaded with
meanings and norms)—not the realistic visibility in Vitruvian landscape, but “an
image caught in a mirror.” This metaphor implies two messages: first, the poet
(or the observer, in a universal stance) cannot capture the entire landscape he/
she observes, neither exhaustively describe all the meanings of it; second, only by
looking into a “mirror,” a device providing a re-presentation of the landscape, can
the hero (we could replace it with “designer”) take his/her action and eventually
achieve the purpose.

This image in the mirror—an interpretative and reflective imagery—is what
Morabito presents and experiments in The City of Imagination: the visibility
from not so much the pictorial art as the literary tradition. Historically, we have
observed from the same branch a variety of forms, ranging from Rupestrian art,
Medieval cartography, illustrated prints, illuminated manuscripts®, geomantic
maps to some renowned drawings by landscape architects: Laurence Halprin’s

»1¢1 Tames Corner’s aerial mappings'”', and Laurie Olin’s annotated

[71~19

“scores
drawings and figurative compositions”""”.. In the vein of the same tradition,
Morabito’s drawings pursue a central quest in the book: to what extent can
a drawing “speak,” or tell a story? More specifically, how can we represent a
cultural storia (both a history and an imaginary story) of a living landscape
communicatively without losing its myth, or, in the author’s word, “imperfection”?
The analogy between drawing and writing in The City of Imagination is not
implicit, particularly in the author’s tribute to Calvino, whose genius has been
Morabito’s immediate inspiration source. In his lecture on visibility, Calvino
tolleds the bell of humanity’s diminishing faculty of imagination as “increasingly
swamped by the flood of ready-made images””’. In order to resist this loss,
Calvino aims to “join the spontaneous generation of images to the intentionality

(9]

of logical thought”"’, a commitment in his ekphrastic writing practice that
is shared with what Morabito calls “verbal drawing” of his thinking with

landscapes—a broader sense of creating verbal images.

2 Memory and Foresight

My first impression of The City of Imagination, with its title, episodic
narrative, and typological structure, struck a remarkable déja vu of reading
Calvino’s Invisible Cities; however, it seems that the most congenial resemblance
between the two books lies in the authenticity of representation. The cities and
landscapes depicts in both books are lodged in the narrator or the draughtsman’s
travel memories. However, neither Marco Polo’s (the character’s) accounts, nor

Morabito’s drawings shall be regarded as an authentic travelogue—one may
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1. Atoms of Time by Morabito, hand drawing, 2018.

expect somewhat accurate records from Marco Polo’s (the historical figure’s)
own Travels. Nevertheless, the authenticity of places and cities will neither be
found in Polo’s narrations nor Morabito’s drawings. For Calvino, the cities

are simply emblems (in his narrator’s words), they are not necessarily tangible
landscapes; whereas for Morabito, he explicitly turns down the presumption of
authenticity by claiming none of his drawings in the book that represents cities
in-situ and that they have been imagined and worked over years''” (Fig. 1).

Straddling between reality and imagination, the author was never interested
in factual representation in The City of Imagination; but this is not to say
Morabito’s works are fabrications of the reality. Kublai would be outrageous,
had he ascertained that Polo’s fictional descriptions of his journey as fabrications,
instead, he was pleased and intrigued to listen because of all the evocative
fantasy the Venetian made from his memory. For Kublai, the authenticity of
Polo’s accounts lies in the listener’s attitude towards the narrator’s memory, in
this context, the conqueror’s fascination of his ideal territory—not the tangible
reality. Similarly, the authenticity of representation in Morabito’s book depends
on his readers’ reception of the author’s ideal landscape—an alternative potential
of the reality which the draughtsman believes (and expects his readers to believe)
truer than any factual surveys of the targeted landscape.

Therefore, Morabito’s drawings are not a recapitulation of his immediate
observation. The drawing, both a process and a result of the process that dealt
with the author’s observation, is an action of his probing gaze upon the travelling
memory; whilst the idea that comes out of the memory alters the latter in its
fragmentary morphologies—making the retrospective gaze a projective action.

How does this method—drawing with one’s memory—work with the

designer’s investigative and prescriptive attempt? The author seems suggesting
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that the answer lies in the opposite side of memory. In his elaboration of
Calvino’s unwritten notion of “consistency,” Morabito interprets the term with

@I \where he analogizes his drawing

a metaphor—the relentless scythe of Time
to this consistent nature of Time: drawing as his imperfect selection of traces

in memory. This selection cannot be completed without memory’s sole brother
(sometimes could be an enemy)—forgetting. In effect, Morabito admits in The
City of Imagination his long waiting for some of his drawings to be initiated—
awaiting the oblivion, intentional or natural, to partake the selecting process.
The draughtsman deliberately invites forgetting, a representative of Time’s
consistent destruction, to boil down his weighty memory of landscape to
idiosyncratic traces that can be snatched for his use.

This collaboration with forgetting makes Morabito’s landscape drawings in
The City of Imagination distinguished from those in-situ representations. We
cannot see this contrast among Morabito’s drawings from the book, however,
one can interestingly find the difference between Olin’s retrospective and
abstract ink sketch, Fairbanks Memory, and his in-situ, otherwise delicately
drafted English country landscapes from the same period. These are two sorts of
gaze casting at opposite directions: one, a backward glance; and the other, fixed
on the immediate present; yet behind both is a search for specific meanings.

What is the meaning that the gaze seeks? We shall recall the author is not
a graphic artist but a landscape designer—as he concerns about the potentials
of change in the landscape as much as the impression of the present, where
the reality does find its way to seep into the imagination. Besides the focus on
the site, the author also shares a wider concern over the falling of meaning in
contemporary city landscape, a cultural sensitivity that is inherited from the
legacy of a long list of postmodernist critiques—from Walter Benjamin to Paul
Ricoeur, Kevin Lynch, and Kenneth Frampton, to name a few. From this social
perspective, drawing of landscape memory can find a deeper significance in its
cultural practice. As Corner hints in his foreword for the book: the process of
tracing and tracking as a method represents the palimpsest of accrued meanings
and memories, and presents an alternative journey for everyday life.

In his landscape drawing class in the University of Pennsylvania, Morabito
tests the replicability of this drawing method by encouraging students to
explore the essence and hidden traces at various scales of the landscape without
immediate access to the site. To withhold our critique on its exclusive focus on
the morphology of the site and its lack of primary immersion in the investigated
landscape, we should still value the efficacy of this method in its particular aid
for designers to capture and disposition the potentials of the landscape at the
early stage of design—merely taking advantage of spatial experience in the past.
Thus, we can infer that Morabito’s drawing is a process of editing memory,
where Epimetheus and Prometheus stand hand in hand—one selects the
memory, the other thinks its metamorphoses that dwell in another time—

a process of giving foresight and meanings to his imagination (his ideal city

landscape).
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3 Truth and Myth

There remains a question when one draws the first line from the memory of a
landscape that is expected to eventually lay in the real ground: to what extent can
we trust our memories? This question is not a reiteration about the authenticity
of landscape representation that we discussed before. Living in a world permeated
with the prevailing techno-scientific pursuit of demystification, we are frequently
suspicious about the landscape we live in and continually seeking absolute truth
behind it. To put the question differently: if we can tell the truth crystal clear in a
modern scientific manner, why should we render it with our imperfect memories?

Morabito’s answer is assertive and radical: we live in a universe that was born
with imperfection, a complex that consists of unpredictability, contingencies, and
causalities; consistently, the imperfection in the city landscape we live in produces
infinite forms, ideas, and incomplete evolutions that insofar cannot be perfectly
apprehended or exclusively explained by a closed theory'”. Following this
perspective, if we translate the previous question over the credibility of memory into
a cognitive one about the comprehensibility of observation and interpretation in an
imperfect world—the answer would be clear: there are truths only comprehensible
in myths. In other words, only through ambiguous, otherwise imperfect forms,
could we fathom the fullness and transience of the world. With parallel attention
in cognition and knowledge production, Benjamin in the 1930s keenly observed
the decline of storytelling in European society under the threats of a new prevailing
form of communication: “information,” which is carried out not by the memory
of storytellers but mass printing press. Benjamin points out that “information”
in the industrial journalism forces the narrative to be “immediately verifiable”
and exclusive to alternative explanations—“no incidents any longer reach us not
already permeated with explanations”"". Unsurprisingly, we find this argument
still extendable to footnote our information society today. On the one hand, the
floods of images disseminated and multiplied through mass media have rendered
a fragmentary world detached from our bodily perception and impoverished our
imagination to construe our own relationship with its fullness and depth. On the
other hand, the mass data and statistics have fueled our ambition to paint an eidetic
picture of the world by ironically reducing the ambivalence in human life—to
cleanse the unutterable myths and replace the absorbingly imaginary with promptly
verifiable data and predictable mathematical model—to eventually create a “perfect”
demystified world. Such an eidetic world is only theoretically conceivable, yet
not inevitable. Not merely because we still need myth and storytelling to guard a
place for preserving the continuity of humanity, but also we must acknowledge the
imperfect relations upon which the multiplicity of sociological and cultural traces is
established in our living landscape. To admit this cognitive imperfection is to accept
limits in comprehending such traces, partially due to the palimpsest nature of the
landscape and partially thanks to our imperfect memories.

Morabito understands both imperfections and postulates a phenomenological

method to place his imagination between his observation of the superficial
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2. Ragusa’s Valley by Morabito, hand digital drawing, 2010.
3. Along the Shanghai River by Morabito, hand digital drawing, 2013.

expressions of the landscape and his careful editing of these fragmentary visual
facts in memory. In other words, Morabito does not ignore the complex nature of
the surface world, neither hiding its fragmentary imprints in his memory—in effect,
his drawings seem to resist a sheer image of the landscape observed (Fig. 2, 3).
Acknowledging its imperfection, Morabito relies on his memory to proceed with
his works. To describe his method of mapping the imprinted traces in memory,
Morabito borrows Plato’s metaphor of soul (mistakenly attributed to Aristotle
in the book), the “wax tablet.” Morabito miscites Plato’s original theory of the
“wax of memory” that is in effect a repugnant reference to the unreliability of
memory in cognition, as in contrast to the superior rational soul. What Plato
deprecates of mental imagery—again, who metaphorically describes it as misleading
shadows cast upon the wall in the cave, including evocative poetry and all the
pictorial arts—are indeed what Morabito acclaims in the book.

In the chapter “City of Ornament,” the author expressively depicts such
imprinted traces on his “wax tablet.” From Sidi Bou Said to Prague, Chaouen, and

Greek cities, Morabito presents a sweep of traces with various qualities of strokes
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4. Memory of Bonifacio by
Morabito, hand digital drawing,
2012.
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and lines to capture a character or general imagery of the city he has walked on
and through its surface: the differences in repetitions; the unexpected crisscrossing
in the regular urban fabrics; the superficial and inherent connections between the
detailed ornaments and the spatial motifs in a larger context; the interruptions
and continuities through the sectional profile of the landscape; the definitive limits
of materials and the infinite reach of the immaterial associations.... Although
Morabito focuses on the surface landscape, with specific concentrations, he has
achieved at bringing forth the depth of stories in each his memory of the place.
These edited mental images are indeed fragmentary, and, from a positivist stance,
neither measurably precise nor exclusively verifiable; nevertheless, these drawings
reflect on what “accurate statistics” have missed—an empirical perspective to

see the landscape as an event, not a heap of information but a story of related
occurrences through space and time.

One remarkable example of such hermeneutic depth is Memory of Bonifacio
(Fig. 4). In this pair of facing sections of the Mediterranean city along its tumbling
cliff, the draughtsman not only depicts the different yet continuous topographies
and materiality of the city (the fortification and the coastal cliff landscape), but,
notably, he also highlights the essential narrative of this extraordinary human
settlement: the reach of the sea. This extent, from the city on the hard rock
foundation to the verge of the cliff and the edge of Mediterranean Sea, is not
depicted here as an exclusive material consequence; instead, it breaks down in an
endless procession approaching the water through the staircase—it is an action
driven by an idea that leads the residents of Bonifacio to shape their material

landscape, which provokes more questions upon its intentions and histories. The

draughtsman provides two historical narratives associated with this action of reach:

one is a legend of the besieging troops of King Aragon Alfonso V, reaching from the
sea to the fort; the other is the efforts of Franciscan monks to construct an access

to the water. By adding a ruler to the cliff, the draughtsman blurs the material
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existence of the staircase with a symbol of exactitude from an engineering lens.
Although the measurement is not more accurate than a symbolic mark, it reveals
a truer insight: the staircase is a bodily measurement itself that connects both two
historical narratives to the city’s geological landscape in its relationship with the
human body, whether of its settlers, invaders, or today’s visitors.

Memory of Bonifacio provides one of many examples that the rationalism
and positivism in modern science will continuously need its counterbalance
from myths and artistic imperfection to tell cultural stories of a living landscape,
and more critically, to bridge our future and the past—a task about existential
continuity that can only be fulfilled by homo narratus (a storytelling species).
Exploring in pictorial parallel, the draughtsman gives a response to our
anthropological necessities which Calvino asserts as the most profound rationale
of literary practice!”. Thence the imperfection of “wax tablet” will reclaim its

legitimacy in cognition.
4 Form and Language

To read the drawings in The City of Imagination as stories, one must presume
they have followed a visual language system thence the landscape represented
can be communicative to its readers. This presumption prompts two questions
over the connections between drawing and writing: How did the draughtsman
embody the meanings with such a visual language? And, how can spectator read
or decipher this language from the perspective of reception?

The author has partly answered the first question in the book by explicitly
demarcating his “verbal drawings” from a sheer image, or, in his words, “beautiful
renderings.” Morabito claims that his mental images in the book were composed
with “a precise grammar and syntax recognizable from the qualities of lines
that are words and alphabet of the drawings.” This “recognizable” language
indicates the draughtsman’s consistent autonomy of visual forms to develop an
iconography of his own memory and psyche reflects upon the landscape. In the
foreword, Corner argues that this autonomous visual “artefact” and “debris”
that embody an imagining of site potentials lay the foundations for the book.
Morabito’s consistent usage of an autonomous and expressionist lexicon to
probe the existing landscape beyond his immediate observation echoes Calvino’s
concerns over the crisis of meaning in language. In his lecture on “exactitude,”
Calvino elaborated his fear of “an automatic tendency to reduce the expression to
its most generic, anonymous, abstract constructions and to dilute its meanings,”
and he went on to direct his accusation from language to image that “we live
beneath a continuous rain of images; the most powerful media do nothing but
turn the world into images and multiply it.” Calvino counts on literature as
a possible remedy to this “language plague” (i.e., the dilution of meanings in
words), but he did not put light on the cure for the image.""! Calvino’s concern
over automatic reduction and deflection in meanings are also shared in the

architectural and design field. Explicitly aligning his drawing method to writing,
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5. The Deep-Sea Between Reggio
Calabria and Messina by
Morabito, hand digital drawing,
2008.
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Morabito’s work takes enquiries into the deeper structure of our living landscape:
both the reproductive accrual of meanings and the transmissible narrative of their
receptions.

Moreover, this “recognizable” language also has a lot to say about the second
question. It first implies that the memory that the draughtsman has mulled over on
his tablet is not fully personal, in other words, the recognizability of iconography
suggests a shared visual language that leaves the imprints of a collective memory
of cultural meanings. Furthermore, it does not require much effort to notice the
draughtsman uses a mix of personal and shared lexicon to draw attention to the
tensions between the two and those between one system of forms and another,
intruding or interrupting the former. For instance, in Memory of Bonifacio the steps
are translated into an array of personal marks and linear strokes whilst the pictorial
collage of rocks and settlements and the navy-blue patches indicate the materiality
and the extent of the landscape from the sea to the sky. These acquainted
fragments—the picture of cliffs, the filled color, and the lines of measurement—
are unlike those marks and scribbles as they inform a system of shared meanings,
which is barely theoretical but directly resonates with collective cultural memory. In
another example, The Deep-sea between Reggio Calabria and Messina (Fig. 5), we
see one set of forms with the image of the ocean surface, the silhouette of ships, and
the colour-blocks of the depth of the strait, only to be distorted with an interjection
of another system of scribbles, threads, and marks that indicate the mirage of
Messina. The draughtsman uses the two conflicting formal languages to implicate
how the perception of strait landscape can be altered by the interposition of an
optical illusion, turning a distant myth into a projective design experiment.

Together, these two interrelated questions shed light upon two arcs in

Morabito’s drawings, which deserve a close reading: the formal autonomy and
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City of Archipelago by Morabito,
hand digital drawing, 2018.
Industrial Underground by Morabito,
hand digital drawing, 2019.
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the bardic tradition. We have briefly discussed the former with the coexistence

of personal and shared formal languages in Morabito’s operation of meaning in
his works. Although the draughtsman deliberately presents the mental imagery

in fragmentary forms to avoid a sheer perspective of a complete picture, he does
not cut loose the fragments and traces from their narrative structures; on the
contrary, the draughtsman develops one or multiple formal autonomies within
the inherent logics of lines and figures in his drawing. These formal autonomies
embody all different meanings with various forms and logics: the iterative growth
of the village, the gestalt continuity of indoor and outdoor space, the dynamism
of cargo movements, and the steadfast anchors of islands, only to name a few
(Fig. 6, 7). Some autonomies are developed to add richness and complexity, whilst
others are summarized in a reductive and rather abstract manner. There are also
certain types of autonomies rendered in a shared visual language that barely
change the embedded meanings from drawing to drawing, for instance, the trees—
not representing a specific species from the site but one universal character—as a
symbol of the primordial and wild vitality of nature (Fig. 8 ~ 10).

With such a variety of forms, each formal autonomy has followed a coherent
grammar, revealing an interiority in terms of consistency and exactitude in both
its form and meaning. However, the interiority of one formal autonomy is always
probed and intervened by the interpolation of another. This counteraction of
interpolating traces from an exterior source towards the interiority of formal
autonomy sparks tension in the narrative structure without radically subverting the
original—a creative process that leans towards the bardic tradition.

A bard connects a story from the past with the reality of the present, or a

remote and foreign place with the immediate occasion, using a mutating narrative
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(6 Benjamin’s argument on this topic is
built upon his comparative reading
of Alfred Doblin and André Gide's
theses on the structure and writing
of the epic and the novel (Source:
Ref. [11]).
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10. Central Park’s Sections by Morabito,
hand digital drawing, 2010.
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created over time from collection of exterior materials and recollection from his
memory. In his Storyteller Essays, Benjamin sees this bardic storytelling (he called
it “the oral tradition” or “the epic”) as the opposite of the novel, or the roman
pur, asserting that the novelist must admit the interiority of his/her writing where

»"_g contrasting method to

“no one to counsel him and has no counsel to offer
that of the epic poet who must be open to the exterior sources through listening,
dreaming, and collecting®. If we read Morabito’s drawing as storytelling, we can
register this bardic exteriority in every drawing in The City of Imagination. One
plausible explanation can be attributed to the limits of formal autonomy itself.
To evade a doomed “inbreeding” in formalism, the draughtsman must break the
autonomy with fragments and traces from other dimensions and references to
continue his imagination of landscape; that is to say, he must intentionally question
the proclivity of hand that has created the autonomy to clarify the purpose
without digressing from his initial attempt to grasp the essence of the landscape.
Additionally, the draughtsman could deliberately create dramatic tension in
the drawing narrative, by interjecting a side excursion in the autonomous
forms proliferating on its familiar path. In consequence, the drawing presents
a metamorphosis in traces that change one course to other dimensions (e.g.,
dynamism, synesthesia, ecology, sociology, cultural history). If the constant quest is
to represent and develop the ideal landscape in a communicative manner without
losing its “imperfection” (i.e., without demythologizing its narrative), the bardic
tradition certainly offers a capable tool for verbal drawing.

Here, I offer one example of reading this bardic tradition in Morabito’s

drawing—his imaginary interpretation of the landscape in Calvino’s story “From
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the Opaque” (Fig. 11). The story is visual and rather metaphorical that depicts the
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ego and its external search of identity in the subject’s (the narrator’s) gaze upon

the world, from a southward-facing balcony on a cliff slope looking out to the bay
in the sunny side. Calvino described the world as an amphitheatre divided by the
drifting edge of the shadow into an opaque area (the land in the shade) and a sunny
side (the void of air and the sea). Morabito re-mapped this “landscape of ego”

from the God’s view instead of the vantage point from the balcony, as a result, the
draughtsman created a doubled gaze—a gaze upon the gaze on the world. Through
a continuous concave form, the slope spreads its arms encompassing three sides

of the tableau, reinforcing a threshold of an interior landscape behind the cliff;
whilst on the other side, the crescent slope confronts the flinging and penetrating
geometries emerged from the horizon that follows the rays of vector to reach its
edge. Here Morabito reinterpreted Calvino’s mental landscape from a fresh angle
and colluded with Marcel Duchamp’s invasive ready-made objects to take the world
theatre—an attempt to break the threshold of an autonomous world (the interior
landscape of ego) with the streaking arrival of a new (an exterior landscape of
ego). By borrowing Duchamp’s materials to “attack” Calvino’s cognitive landscape,

the draughtsman plays a bardic role not only to amplify the tension between the

opaque and the sunniness but also to recite his “epic” afresh, that is, to interject

with his new explanation of Calvino’s original postulate of how the self “may

continually receive news of the existence of the world.”

We can induce that if the formal autonomy in Morabito’s works brings

efficiency in clarifying the inherent logic of certain aspects of landscape, the

interpolation of exterior languages and movements add extra dimensions and

tensions to the dominant narrative. This drawing method makes the reception

of such drawing a reversed process of reading a story, in Calvino’s words,

an imaginative process that “begins with the visual image and ends with its

verbal expression”*, With his awareness and pursuit of poetry in this process,
Morabito presented an effective modus operandi to fill the gap between reason

and imagination with an imperfect montage in representing and interpreting the
landscape. It is through this bardic tradition that the draughtsman successfully gives

a voice to the image. We as audience must remind ourselves that the bard is first a

N, AR IR A —— “SeALIBRYEIRE " ZB ALK human with his story to be received by humans, and “the reflection of Medusa” is

Hoth, LAF to meet the human gaze. LAF
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