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Abstract

The White House is my father’s colonial-hybrid ancestral
house (bahay na bato) in Baliuag, the Philippines. The
White House tells a story of a dwelling imbricated within
both national and nationless histories.

Contemporary emplacement demands movement,
whether through migration, travel, or transcultural
exchange. Identity, as positioned by the postcolonial
writer Edouard Glissant, is linked fundamentally with
change and contact with others, and yet the loss that
these forms of movement demand begs the question of
what—in the most ancestral depths of our being—still
remains. Facing these depths, the idea of home offers a
metaphor for grounding. This thesis assembles multiple
fragmentary, and at times opaque, individual parts into
a hybrid that offers a response to this question.

| position the site of the White House as a counterpoint
to national official history and as the subject of multiple
forms of exchange. My thesis tells a personal history
seen through the alternating lenses of domestic space,
public graffiti, and fine art. Through the representational
forms of drawing, writing, and digital space—media
that | offer in response to the physical house—the
architecture and the histories it embodies take on new
lives across time and geographic location. The topology
of a palimpsest becomes the source of inspiration for

a drawing series of the White House, extending the
tradition of architectural drawing and culminating with

a large-scale canvas panel mounted and installed for
public view in Toronto, Canada. Methods of drawing,
inscription, hachure, and erasure are used to document
and reflect on the physical architecture of the White
House. In the process, interactions between the
palimpsest’s layers begin to suggest a contemporary
framework for thinking about urban history.



Through this thesis, | grieve the physical loss of a house
from my memory, and its metaphysical loss in the face
of emergent site-less hyperculture. Facing these losses,
| freely confront the future holding aspects of deep
cultural identity that might still resist change.
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The White House is built as a favour, a
refuge, a repository. The objects within
serve as ornament and as datum for the
recollection of collective memory. They are
a material assemblage of an archipelago:
rattan, harvested from Southeast Asian
Jungle, the inlaid bone of provincial
water buffalo, the shells of windowpane
oysters in Capiz. The stair balustrades are
the productof local industry; the shrines
and statues of religious icons—rmoments
reserved for adoration, remnants of the
Spanish Catholic occupation.
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Fig. 0.1 Rattan Chair from the White House series, Marker on paper, 2020



Introduction

This thesis is fundamentally a proj-
ect of emplacement, and an account of
how the project itself evolved within the
thesis’s timeframe. The thesis references
the topologies of a counter-narrative
and a palimpsest and, in parallel, the
tensions that those metaphoric topolo-
gies invoke. Illustrated fragments re-
count a journey in multiple scales: the
geographic (from Manila, to Toronto, to
Venice, and the moment preceding a re-
turn to Manila), the chronological (from
fall 2019 to spring 2022), and the anach-
ronistic (by way of memories, dreams,
plans, and ancestral stories). This jour-
ney begins and ends with a house in the
Philippines, the White House. It de-
scribes discrete projects stemming from
the house’s history, contained within the
years of isolation that the COVID-19
crisis necessitated. Rather than position-
ing the work as an ‘alternative narrative,’
which implies a relationship of center
and periphery, my thesis acknowledges
the existence of ‘multiple narratives’—in
the spirit, perhaps, of Edouard Glissant's
dynamic conception of globality, as op-
posed to globalization.’

| start with a passage written by the late
bell hooks:

| came to theory desperate, wanting
to comprehend-to grasp what was
happening around and within me.
Most importantly, | wanted to make
the hurt go away. | saw in theory then
a location for healing.?

Fig. 0.2 Interior of the upstairs sala of the White
House, Baliuag, 2020

My thesis does not propose a new
building design, thus | have framed it as
theory; yet | have found emplacement
most profoundly through the practice of
drawing, writing about, and disseminat-
ing built form. These acts are expressed
through the following multimedia arte-
facts: a set of scanned drawings, a print
magazine, a series of webpages, and a
large-scale drawing. As in a palimpsest,
the story of the White House bleeds
through all of these artefacts. With the
White House as a foothold, this thesis
seeks continuity, teasing out the layers
of identity that remain and refuse to be
absorbed by the disruptions of migra-
tion, colonization, and transcultural ex-
change. This intuition comes in response
to what South Korean-born German
philosopher Byung-Chul Han describes
as the emergent “hypercultural de-sit-
ing” that will have to “confront a funda-
mentalism of sites,” "ancestral voices

1 Glissant describes globality in opposition to globalization; rather than a model that standardizes and dilutes, globality produces a
difference from which new things can emerge. Edouard Glissant and Hans Ulrish Obrist. Archipelago. (Isolarii, 2021), 22.

2 bell hooks. Theory as Liberatory Practice. (London: Routledge, 1994), 59.



prophesying disaster,” and “the trauma
of loss.”? | wished to be an expert in
Philippine architecture. At the same
time, as a first-generation immigrant to
Canada, | knew that there were limits to
this expertise and its utility, and | wanted
as much to locate the beauty within this
nascent space of cross-cultural identity.
And the part of that identity which, in
my own case, is “Filipino”, has been
eloquently described by the Filipina art
historian Florina H. Capistrano-Baker as
“not simply a matter of peeling away
cultural layers, for the essence of Filipi-
no-ness is imbricated in the intertwined
layers of external stimuli as Asian, Euro-
pean, and American empires successive-
ly [or] simultaneously attempted to draw
the archipelago into their rival spheres,
creating cultural entanglements that
have become intrinsic to Philippine visu-
al culture.”* Indeed, there is a particular-
ly interesting irony in claiming the term
“Filipino” as part of personal identity,
since it was only during the spread of
national consciousness in the late 1800s
that there existed a population begin-
ning to refer to itself as Filipino.> Never-
theless, this term is my starting point.

The White House is a name | de-
veloped to refer to my father’s ancestral
house in Baliuag, Philippines. At the
onset, | was drawn to the image of the
house as “one of the greatest powers
of integration for the thoughts, memo-
ries and dreams of mankind.”¢ | started
by framing the history of the White
House, my family history, along the axis
of a narrative and counter-narrative. By
critiquing canonical architectural history

typically told through monuments and
public buildings, | was able to build a
provocation that prioritized the knowl-
edge of the vernacular, of the colonized,
and of the family whose day-to-day
lives were entwined with the multigen-
erational home. | found the medium of
story-telling useful at this stage of the
research since, as Alberto Pérez-Go-
mez wrote, “the qualities of place were
always enacted through myths: oral, ev-
er-transforming stories that were deeply
shared by the people and intertwined
with the landscape.”’

The irony of a counter-narrative,
| began to learn, is that it requires a
primary narrative which becomes the
basis of a critique. Though useful, | knew
that this power analysis was not funda-
mentally what my thesis was about, nor
was it a historical thesis about Philippine
architecture designed to exist in isola-
tion. And yet, in the particular example
of the Philippines | have outlined, | was
fated with the opportunity to study a
culture that in its current form is impossi-
ble to separate from the impositions and
influences of external sources—from the
karaoke machines of Japanese origin, to
the penchant for American sports, to the
bahay na bato housing typology | had
studied and whose literal foundations
were rooted in the stones of colonial
Spain. (The questions of authorship and
origination will be discussed at length in
the section of this thesis entitled, Ven-
ice: Philippine Copycats.) This inextrica-
ble sense of nationality is something |
believe to be shared by many communi-
ties in our contemporary “hypercultural”

3 Byung-Chul Han. Hyperculture: Culture and Globalisation. (Hoboken: Wiley, 2022), 10.
4 Florina H. Capistrano-Baker. “The Roberta and Richard Huber Colloquium, 2021.” NYU Institute of Fine Arts Events Archive.

November 12, 2021. https://ifa.nyu.edu/events/archive-2021.htm

5 Benedict Anderson. “First Filipino.” London Review of Books 19, No. 20 (1997).

6 Gaston Bachelard. The Poetics of Space. (Boston: Beacon Press, 1969).

7 Perez-Gomez, Alberto. Attunement: Architectural Meaning after the Crisis of Modern Science. (Boston: The MIT Press, 2016).



world, Filipino or not. Perhaps it is more
useful to think about emplacement and
architectural history as multiple count-
er-narratives, that co-exist and do not
always follow a line of direct opposition.

| then became preoccupied with
the topology of a palimpsest, and the
matrix of relations associated with this
topology. The metaphor of a palimpsest
was useful in thinking about the complex
exchange of stylistic and cultural influ-
ences in the Philippines and the Philip-
pine diaspora, and it was furthermore
inspiring for the various drawing explo-
rations that would eventually comprise
this thesis. As | built a literature review
that traced the history of architectural
representation, | thought about a pa-
limpsest's layers, about building layers
up, scraping them away; the interaction
of layers between one another; what
might be hidden beneath, and hidden
elsewhere. | began to see new lines of
travel in my thinking about my White
House within analogous “unofficial”
lived histories—in the graffiti-covered
walls of central Toronto during lock-
down, the hidden spatial ecosystem of
Venice during a Biennale, and the immi-
grant and female artists exhibited at the
Art Gallery of Ontario. The image and
the idea of the dwelling moved through
these places with repetitious force; these
new contexts became the conditions for
my artefacts to materialize. Holding on
to the White House as a metaphor for
the most ancestral, core parts of my be-
ing, | wished to observe what would be
filtered out and what would stubbornly
remain, as the story took on new forms
for various audiences.

In compiling the writing and draw-
ings that follow, | asked myself: is this a
thesis, or is it just a slice in time? That is
to say, that perhaps this thesis itself is a

work in progress, or just the first chapter
of something larger—as this research
has ultimately changed the course of my
professional life. It has produced a story
and set of images that have allied me
with communities ranging from the size
of my own immediate family, to Filipi-
no-Canadians who relate to the senti-
ments and memories of a fading ances-
tral house, to strangers who feel inspired
by a story and a drawing series. Their
dissemination and exchange across
disciplines has allowed me to see how
architectural design and fine art might
bridge across to one another in fulfilling
and intentional ways. And as | reflect on
the first and last sections of the thesis,
which were launched in my present
home of Toronto, I've also painted a
better picture for myself of the art and
design community with whom | share
this city. The ways in which its program-
mers and curators are working together
to articulate Canadian cultural heritage
has been integral to my practice moving
forward.

And so, | will recount the joy of
synchronicity that has come from the
mourning and celebration of an ances-
tral house. Perhaps this thesis, sited
temporally in the unprecedented period
following the outbreak of COVID-19—
hindered and strengthened by reliance
on digital tools of communication—
forced to the vast interiorities of domes-
ticity and identity as a result of the outer
world closing itself to me—is itself a
counter-narrative to a graduate thesis.
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The bahay kubo, a freestanding structure
on stilts, is a garden staple that clings to
the memory of the Philippines’ first nipa
huts. The folk song that gestures toward
it, as its namesake, is a catalog of all the
plants and vegetables that grow plentiful
across the archipelago. The garden becomes
a communal space, a stage for singing; the
singing bridging the human and vegeta-
ble worlds as it calls out what’s around:
string beans, hyacinth beans, lima beans,

peanuts and eggplants.
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Fig. 1.1 Bahay Kubo, Marker on paper, 2020.
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Fig. 1.2 Drawing of Universal House/Particular House by Bianca Weeko Martin, Montage of detail views
of the artist’s hand in the process of drawing. (Photo: Nam Phi Dang)
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On Drawing

Architectural representation as we
know it assumes standards—operating
in a geometrized, homogenous space
that was construed as the “real” space
of human action during the nineteenth
century®—that are often taken for grant-
ed. The concepts of perspective that
emerged in Europe in the early Renais-
sance retained implicit connections with
classical optics, resulting in contradic-
tions in the forms of hegemonic visual
representation emerging at that time.
These contradictions are outlined in de-
tail by the architectural historian Alberto
Pérez-Gémez in Architectural Repre-
sentation and the Perspective Hinge.
Pérez-Gomez describes the “story of
perspective” as a hinge for architectural
representation, examining a transform-
ing relationship between practice and
theory, and the making of images and
the making of buildings. In the book’s
prelude, he writes:

Representing architectural space as
the time of an event, the disclosure of
order between birth and death, in the
unpredictable temporality of human
life itself, projection is literally the
hyphen between idea and experience
that is the place of culture, the Platon-
ic khéra.?

Nearly thirty years later, and brief-
ly leaving the concept of architectural
representation for the concept of “hy-

perculture” introduced on page 3, | cite
Byung-Chul Han as writing:

Our present age is characterized by
the collapse of horizons. Contexts
that provide meaning and identity are
disappearing, and the symptomatic
results are fragmentation, a kind of
pointilism, and pluralization. This also
applies to the way we experience
time. There is no longer the sort of
fulfilling time that is due to a beautiful
structure of past, present and future,
that is, to a story, to narrative sus-
pense. Time becomes naked, that is,
devoid of narration. A point-like time,
or event time, emerges. Because it is
poor in horizons, this kind of time is
not able to carry much meaning.™

What, then, would it mean to
generate a drawing that captures hori-
zonless, fragmented, pluralized space,
stripped of narrative time? | engage
with architectural representation not
only to interrogate perceptions of place
and built form, but to meditate on a
cultural collapse of horizons.

In Translations from Drawing to
Building, Robin Evans writes that archi-
tectural drawings play a generative role,
and that their increasing consumability
is due to their being “less concerned
with their relation to what they repre-
sent than with their own constitution.”"
The drawings themselves become the
repositories of effects and the focus of
attention, while the transmutation that
occurs between drawing and building
remains to a large extent an enigma.
This enigma can be considered a depar-

8 Alberto Pérez-Gomez and Louise Pelletier. Architectural Representation and the Perspective Hinge. (Cambridge: The MIT Press, 1997), 5.

9 Ibid. 6.

10 Byung-Chul Han. Hyperculture: Culture and Globalisation. (Hoboken: Wiley. 2022), 50.
11 Robin Evans. Translations from Drawing to Building. (Cambridge: MIT Press, 1997), 160.
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Fig. 1.3 Connections by Bianca Weeko Martin
for University of Waterloo Magazine Fall 2021,
Marker and gouache on paper.

ture from the role of a traditional archi-
tectural drawing which, at 1:1, directly
represented an artefact of construction,
neither generative nor suggestive—but
productive.

A term that might provide further
insight is disegno. Disegno, from the
Italian word for drawing or design,
carries a complex meaning in art which
involves both the ability to make the
drawing and the intellectual capacity
to invent the design.’? However, as
the architect Marco Frescari points out
in Eleven Exercises in the Art of the
Architectural Drawing, in ltalian vernac-
ular, the use of the word disegno did
not originate in painting and sculpture,
but in ground measuring and in con-
struction sites.”* Here, | recognize the
limits of my White House drawings as

Fig. 1.4 El Metro by Bianca Weeko Martin for
FOLD Magazine/Design Talks Calgary, Marker
and gouache on paper, 2021.

architectural design. Yet in representing
the real features of a built house—and
employing the straight, orthographic
lines that | had learned to hand-draft in
architecture school—the series begins
with the tradition of the architectural
drawing. If we consider the subject

of the White House drawings and of
Universal House/Particular House to be
an unreachable space from the past, the
relation between drawing and subject
is inevitably one not concerned with
the realization of a new building. Can
architectural representation account for
the weight of generational time and mi-
gration? Perhaps the drawings’ “relation
to what they represent” described by
Evans is a relation more in line with the
relation described by Edouard Glissant
as being “an open totality evolving
upon itself.”™ | consider drawing an act

12 National Gallery, London. “Disegno.” Accessed April 7,2022. https://www.nationalgallery.org.uk/paintings/glossary/disegno/
13 Marco Frescari. Eleven Exercises in the Art of Architectural Drawing. (London: Routledge, 2011).
14 Edouard Glissant. Poetics of Relation. (Michigan: University of Michigan Press, 1997), 192.



of recalling and translating a memory,
and later formatting this translation into
an artefact that can be shared and dis-
cussed with others. Drawing is the act
of releasing this part of identity into the
world, with hopes and fears that oth-
ers may project their own memories or
dreams onto it and thus, extend its evo-
lution. Drawing is research, participatory
in the process of conceptualization but
also in its contemplation after the fact.

In the large-scale drawing Universal
House/Particular House (pictured in full
in Figure 1.19), | make the deliberate
and conscious decision to have the
final artefact read as a drawing rather
than a painting. | return to the reading
of Perspective Hinge, where Pérez-Go-
mez weighs the drawings of the painter
against those of the architect. Citing
Leon Battista Alberti, Pérez-Gémez
writes that, “while the painter “takes
pains to emphasize the relief of objects
in paintings with shading and dimin-
ishing lines and angles” through the
methods of linear perspective... the ar-
chitect represents depth by drawing the
footprint or ichnographia—literally, an
inscription parallel to the plane of the
horizon..."without altering the lines and
maintaining the true angles.” """ Though
| acknowledge within my work a faith-
fulness to lines and “true angles” over
painterly shading, as well as abundant
references to the notations of ichno-
graphia, my drawings are not aligned
completely with Alberti’s advocacy of
“simple, unadorned models for gener-
ating architectural ideas.”" Conversely,
the quality of drawing endows my work
with what | imagine to be an endless
state of ideation and flux. “There is of-

ten something inchoate about a sketch
that typically isn't present in a sculpture
or a painting,” Larry Walsh writes in the
introduction to Daniel Arsham: Sketch-
book." Drawings—especially the ges-
tural, analog kind—are in my memory
of architecture school closely associated
with the dynamic parti-making stages
of a project. This is perhaps where my
decision to primarily use analog sketch-
ing media figures in. And yet, rather
than submitting myself entirely to art’s
looseness and freedom, | find myself
clinging to architecture’s beholdenness
to structure and detail, to the built facts
of the world. Perhaps drawing, then, is
finding footing in bridging the worlds
of art and architecture. To present an
artefact of creation to the world without
committing to changing it; to trace.

Retaining the quality of a drawing
required careful consideration during
the process of scaling up from paper to
large canvas. Translating drawing across
these scales (and | will return again to
the concept of translation in following
sections) brought technical challenges
that urged me to learn to work with
new drawing materials. Working on
a 6’ tall canvas firstly meant selecting
media that would adhere well to the
canvas fabric and be clearly visible from
a distance; it also required manipulat-
ing the media in wider, stronger, more
embodied gestures. | retained the
“feel” of drawing in Universal House/
Particular House through the use of soft
pastel and encaustic paint sticks, which
allowed me to achieve precise linework
and text. For the American painter and
sculptor Cy Twombly, whose work was
“a lifetime effort to create a flow from

15 Alberto Pérez-Gémez and Louis Pelletier. Architectural Representation and the Perspective Hinge. (Cambridge: The MIT Press, 1997), 27.

16 Ibid.

17 Larry Walsh, Daniel Arsham.: Sketchbook. (Princeton: Princeton University Press), 2022.
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his body to the canvas,”'® the technique
of encaustic was taught as a method

in which heated pigmented material
was directly fused onto the surface of a
panel. Apparently Twombly was drawn
to the way this enabled underlayers to
show through for brilliants and illumi-
nating effects, and though he found the i
medium at times tedious, he adapted it g L "‘*“"“""“‘M".
by doing crayon drawings, heating and ' ‘
scratching, which is “a form of encaus-
tic.”" For myself, encaustic sticks—the
extents of material held in one’s hand,
unseparated from the hand by wood or
aerosol mechanisms—bring the body in
close proximity, at times even synergy,
with the drawing surface itself.

It is this closeness and intimacy
that | bring to my drawings, both in
their construction and in their subject. In
Universal House/Particular House, the
drawing pictured in this section’s pages,
| obey and break the rules of traditional
architectural representation. | do this,
not in order to construct a new physical
structure, but to generate the blueprint
for its remembrance, posterity, and ex-
change. In recognizing both the history
of architectural drawing and the limits
of geometry within its representations,
| welcome the contemporary possibility
that the drawing “might move from its
supposed status as a mirror or blueprint
for reality” and, rather than telling one
story of consensus, “remember and ac-
knowledge multiple, even contradictory
versions of reality.”%

3

18 Christine Kondoleon, Anne Carson, and Kate Nesin. Cy Twombly: Making Past Present. (Boston: MFA Publications, 2020), 28.
19 Ibid.

20 Katie Lloyd Thomas. “Lines in Practice: Thinking Architectural Representation through Feminist Critiques of Geometry.” Geggra-
phy Research Forum, Vol. 21 (2001): 57-76.
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Fig. 1.5 Universal House/Particular House,
detail view, 2022
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Fig. 1.6 Drawing of Universal House/Particular House by Bianca Weeko Martin. (Photo: Nam Phi Dang)

17



£X k IV oL

Fig. 1.7 Drawing of Universal House/Particular House by Bianca Weeko Martin. (Photo: Nam Phi Dang)
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da and the Swan,
Rome, Oil, graphite, and wax crayon on canvas,

1962. Detail view. (Image: MoMA)

Fig.1.10 Bufted and unbuffed graffiti in Colonia
Escandén, Mexico City, 2022

Fig. 1.8 (Facing) Universal House/Particular
House, detail view, 2022
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On Writing

Writing serves various purposes,
functional and ornamental. For the
Uruguayan journalist Edouardo Galeano,
one writes “out of a need to commu-
nicate and to commune with others, to
denounce that which gives pain and to
share that which gives happiness,” and
“one writes against one’s solitude and
against the solitude of others.”?" And
for Cy Twombly, the writing of texts in
pencil was key to a broader innovation
concerning the introduction of language
into painting. His artistic intention has
been described as “making his actions
visible,” “inviting the viewer into his
methods and perceptions,” and there-
fore within his work, “it is not so much
about conveying a particular message,
but rather about evoking the sponta-
neity and emotions he associated with
the “feel” of writing.”??Writing, then,
is wrought out of feeling and the need
to share it, and it is a feeling in and of
itself.

Furthermore, Twombly used the in-
scription of words as a method to recall
and embed within his work the Ancient
world, mostly drawing inspiration from
Greek and Roman texts (Figure 1.9). He
stated a preference for “the line of the
pencil over the brushstroke of painting,”
earning him detractors who called these
marks scribbles or found them transgres-
sive in the way they occlude legibility.
Writers often refer to the markings in

21 Eduardo Galeano. Days and Nights of Love and War. (New York: Monthly Review Press, 1983).
22 Christine Kondoleon, Anne Carson, and Kate Nesin. Cy Twombly: Making Past Present. (Boston: MFA Publications, 2020), 28.
23 Bahay kubo is the Filipino term for a vernacular nipa hut, but it is also the title of a folk song that references the nipa hut sur-

rounded by different kinds of vegetables.



Twombly’s work as “graffiti,” a descrip-
tion he resisted. (Graffiti is an art form

| will discuss in this thesis at length in
the section Baliuag: The White House,
as well as through the photographs that
make up Toronto: Graffiti.) My own mo-
tivations for integrating text inscriptions
into my drawings are similarly concerned
with locating heritage and connecting
the past with the present. What kind of
connection did Twombly imagine united
him with western antiquity? | do not see
their artists as ancestors. Yet | will refer-
ence technological contributions from
classical Europe later in this thesis as
they pertain to publishing, perspective,
and religious architecture.

My text inscriptions draw from
historical accounts of Philippine wars
and events both familiar and unfamiliar
to me, family lore, and even folk songs
such as Bahay Kubo.% Writing these
historical texts into my drawing, | ask
myself: does my quality of life improve
by engaging with, being better ac-
quainted with, and literally writing out
my inherited history? The inscriptions
occasionally draw from my own original
writing, a preoccupation which | have at
times felt at odds with or distant from
my drawing practice. Writing into my
drawing integrates the two, and thus the
drawings of the White House explicitly
contain writings and poetry about the
White House too. These inscriptions are
also exercises of meditation and dis-
cipline. In Danh Vo's 2.2.1861 (Figure
1.12), Vo highlights the “pure labor”
of calligraphy?* by commissioning the
writing of his father, a skilled Vietnamese

calligrapher. The letter which Vo asked
his father to write out was a copy of an
1861 letter written by a French mission-
ary awaiting execution. The fascinating
disconnect lies in the fact that Vo's father
spoke neither English nor French.

At t