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THESIS 

 

On March 11, 2020 the National Basketball Association suspended all games. The enormity of 

this decision was the first signal that daily life would not be continuing as normal. Shortly 

afterwards, everything deemed unessential followed suit and shut down across the United States. 

As these announcements were happening, I was on a flight from LaGuardia to DFW unaware 

that I was already in the pre-symptomatic phase of my COVID-19 illness. I had visited New 

York City over spring break to see friends, go to a Broadway play, and see art, notably the 

Donald Judd Retrospective at the Museum of Modern Art (MOMA).   

I felt the initial symptoms of COVID-19 a few days later, went to the Health Center, and was 

tested on Monday, March 16. My illness was moderately severe, and I basically retreated into my 

bedroom to recover. When I reemerged, I discovered that the art world had gone into a strange 

overdrive. It was surreal to surface from my illness into a world that had changed so drastically 

and so rapidly. Every art fair had been transformed into an online fair. It was a surprise to learn 

that several pieces of mine that were in inventory had been sold via PDF and photographic 

reproductions. In addition, a commission was confirmed and needed to be completed by the end 

of May. The 24-hour news cycle was full of tales of economic woes; people were suffering from 

a lack of income. The contrast with my good news made me feel conflicted about my successes.  

I had been working hard towards these goals for years as part of my career; yet, I privately felt 

embarrassed that I had strong art sales during a painful economic time. These complicated 

thoughts stayed with me through the next year of graduate school, the COVID-19 pandemic, and 

creating this body of work, as I considered the relationships between art, artist, and society as a 

whole. 
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The body of work started in the summer of 2019 was the foundation of the work that I created 

next. My thesis work became an extension of my explorations of ideas about materials, tools and 

machines used to create or craft a final product (including input at each stage from design 

software to router programming), patternmaking and printmaking, and the interaction—or lack 

of interaction—of the public with art and the circumstances in which it was created.   

The established body of work was based on a multi-step process, beginning with a very intimate 

and personal reflection and then passing through several other stages, relying on both 

sophisticated technology and the faceless talents of unknown software engineers. First, I 

searched my grandfather’s photos of national parks and chose ones that appealed to me. 

Honestly, photos of national parks are difficult to distinguish when taken by an amateur 

photographer, but these photos are meaningful to me because they were taken by my grandfather, 

with whom I have a close relationship and with whom I share an appreciation for national parks. 

Once selected, I hand traced drawings of the photos in Adobe Illustrator1 and used the “live 

paint” feature to create a set of shapes in solid colors that roughly represented the colors as I 

would eventually paint them. Next, I made a copy of these colored shapes and filled them with 

contrasting patterns chosen from the assortment of pattern fills that come with Adobe Illustrator. 

Then, I cut these shapes out of plywood, and the patterns were engraved into them via a 

computer numeric control (CNC) router. 

The interesting properties of plywood when it is cut with a CNC router are an essential element 

of this work. (See Appendix A.)  I intentionally include the nature of the materials in my designs, 

planning cuts of different depths and with different qualities to enhance the exposures of 

 
1 Adobe Inc. Adobe Illustrator. V. 25.2.1. Adobe Systems. Windows 10 and Mac OS 10.12 Sierra and later. 2021: 

https://www.adobe.com/products/illustrator.html. 
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woodgrain, color variations, and other features of the plywood material itself. Finally, each piece 

in this body of work (ranging from 30 x 40 to 44 x 144 inches) was painted with brayers 

(specialized ink rollers, typically used to ink a woodblock for making relief prints), re-revealing 

the original landscape images but leaving enough of the plywood visible due to the cutting 

process to create a juxtaposition between the pigment and the bare wood (Plate 1).  

These almost jigsaw puzzle-like paintings started from an examination of all parts of the printing 

process and materials. Two years before doing this work, I made woodblocks for an advanced 

printmaking class demonstration featuring laser cut and CNC cut plates for relief printing. As 

much as I liked the prints and have always enjoyed experimenting with different combinations of 

paper and inks, to me the plates themselves were more engagingly tactile, and the beauty of the 

wood that had been cut away was more beautiful than the prints themselves. The wood added 

depth and dimension that would always be lacking in a flat image on white paper, so I began 

framing up these woodblocks, and a new body of work was birthed in which the plate itself was 

the intended final product. 

While creating the body of landscape works based on my grandfathers’ photographs described 

above, I began playing with the idea of showing the works unpainted--just nude plates--and even 

cut a few examples of them. Without their color, the landscape images disappeared, and I ended 

up turning them on their sides to further obfuscate the image depicted. I embraced the idea that I 

take the landscapes completely out of the image and revisit a previous body of work I referred to 

as “The Noby Noby Boy Compositions” that I had been working with before exploring the 

landscape series. These digitally printed paintings (Plate 2) were full color drawings made with 
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Adobe Illustrator, taking their source imagery from the “Noby Noby Boy” drawing app for iOS2 

that was an extension of a PS3 game3 of the same name. This proved to be a fruitful approach, 

fitting both the mood of the times and showcasing the materials to great advantage. The body of 

work that makes up Bubble Tournament consists entirely of works made from these 

compositions. (See Appendix B.) 

The first work of this series, “Augusta,” (Plate 3) was a rushed design. I was excited to apply my 

process without the landscapes; so, I quickly made a file, selecting only the simplest of the 

patterns available: dots and stripes. I did have the foresight to tilt the drawing to add diagonal 

lines to the design, which was a relatively new innovation I had just added to my repertoire. 

There are many detailed smaller lines combined with the different depths of wood to create the 

illusion of a lenticular effect—that is to say, an image that might change as a viewer walks by it 

and sees it from different angles. The spoil board at the base of the CNC machine (a board 

placed below the intended substrate to protect the machine in the routing process) had interesting 

low spots, which, combined with the bowing of the plywood, allowed an exaggerated dark glue 

line to dominate the center of the composition. Other layers of wood and glue were revealed into 

a cascade reminiscent of the mountain landscapes I had previously rendered purposefully. 

“Augusta” was sized at 60 x 40 inches. I chose this size because I thought that I would need 

room to show the complexity of the “Noby Noby” compositions, especially the interesting things 

that happen on the edges of the compositions where patterns break down and well-defined areas 

become more ambiguous. Making this work 60 x 40 inches also made sense as it would cut out 

 
2 J. Mallory, engadget. Namco Bandai removing Noby Noby Boy from iOS App Store. October 5, 2012. Accessed 

April 28, 2021. https://www.engadget.com/2012-10-05-namco-bandai-removing-noby-noby-boy-from-ios-app-

store.html. 

3 Bandai Namco Games, "Noby Noby Boy." metacritic. February 19, 2009. Accessed April 29, 2021. 

https://www.metacritic.com/game/playstation-3/noby-noby-boy. 



5 

 

nicely of a remaining sheet of plywood from which I had previously cut a 30 x 40 inch plate. In 

turn, that 30 x 40 inch plate had been chosen because it is the size of a full sheet of white Rives 

BFK paper that I was using to make blind embossed prints. My strong preference is to use a full 

sheet of material to reduce waste and to allow default size and scale decisions of product 

manufacturers to continue into the artworks. In fact, I love to enjoy things in their intended 

format.  

 “Walpurgia” (Plate 4) was the next to be created; the design is similar to “Augusta” consisting 

of bold stripes and one- to two-inch circles. On this piece, I decided to try to cut at two different 

depths in order to see how revealing different plies of the wood would affect the image created. 

This complicated the number of passes that the machine would run and brought the total up to 

five (Plate 5). The machine lost the XY origin position between two of the passes and as a result 

the one-eighth inch path to be cut with an offset that creates a doubled outline image on that 

paths area (Plate 6). I decided to let the error show and stopped cutting the piece after that pass 

was finished. The piece was then cut using the table saw and rough patches sanded by hand.  

 “Walpurgia” is the first visible piece upon entering the gallery (Plate 7). Originally derived from 

a technical error that I reworked and embraced, the unique complications of this piece opened 

another avenue of exploration for this work. The double outlined edge added a dimension to the 

piece that was at full advantage by being unpainted, and I considered creating some offset paths 

on purpose to imitate this wonderful error. Meanwhile, I purchased a half-inch endmill to 

experiment with in my work. I designed “Tyche” (Plate 8) with much larger stripes and dots to 

take advantage of the ability of this new bit to clear larger areas. At this stage, I also was more 

comfortable with designing for 2 different depths of cutting and able to incorporate this design 

element in an even stronger way. 
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This method of creation and the materials used for this work are the product of many different 

paths of human technological progress; likewise, the visual choices and influences are the 

product of selected representatives from the cannon of art history. First, whenever an artist is 

working with plywood, they are haunted by the ghost of Donald Judd’s materiality4 (Plate 20). 

But, more relevant to the content of the work and the compositions, I have always admired 

Vuillard’s lush, patterned interiors5 (Plate 21), themselves depictions of early printed and woven 

patterned fabrics. The processes that created these fabrics influenced the creation of graphic 

design and, eventually, the tools I use to design this work. Printed fabrics and wallpapers of the 

mid 1860s were made with large roller plates of engraved copper6. Likewise, the patterned, 

woven fabrics at this time were being made on punch card-programmed automated Jacquard 

looms, an innovation which Charles Babbage and Ada Lovelace famously envisioned for 

machines to carry out mathematical calculations, data processing7, and, which eventually led to 

punch card-driven computer programming and, by proxy, the ultimate development of modern 

computer programming and invention of CNC machining.8 

My next discovery during the process of creating these works, and specifically while creating 

“Tyche,” was that, when I programmed Aspire9 (the Computer Aided Manufacturing (CAM) 

software) to translate my shapes into cuts that would be started by a half-inch bit and finished by 

a one-eighth inch bit (the finishing bit is always the smallest), it proved confusing to the 

 
4 Judd Foundation. Biography. Accessed April 26, 2021. https://juddfoundation.org/artist/biography/. 
5 Preston, Stuart. Edouard Vuillard. New York: Harry N. Abrams, 1972. 
6 Watt, Melinda. "Nineteenth-Century European Textile Production." In Heilbrunn Timeline of Art History, by The 

Metropolitan Museum of Art. New York, October 2004. Accessed April 24, 2021.  

http://www.metmuseum.org/toah/hd/txtn/hd_txtn.htm. 
7 Wolfram, Stephen. "Untangling the Tale of Ada Lovelace." Stephen Wolfram Writings. December 10, 2015. 

Accessed April 21, 2021. https://writings.stephenwolfram.com/2015/12/untangling-the-tale-of-ada-lovelace/. 
8 Science and Industry Museum. “A Revolutionary Invention in Programming Patterns: The Story of the Jacquard 

Loom.” June 25, 2019. Accessed April 24, 2021. https://www.scienceandindustrymuseum.org.uk/objects-and-

stories/jacquard-loom. 
9 Vectric, Ltd. Aspire. V. 9.5. V&Co. PC. 2018: https://www.vectric.com/products/aspire. 
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algorithm that generates the paths. As a result, the final product had many squiggly artifacts in 

areas that were smaller than the half-inch bit but larger than a one-eighth inch bit after the 

finishing pass. Most notably, these artifacts manifest themselves in small floating islands and 

occasional outlines of sections of wood. I also learned that the half-inch bit does some irregular 

marking of the layers it is cutting that result in a tracing of the toolpath that is much more evident 

than that of smaller tools. This is particularly apparent in a Y shaped segment of a baseball field 

shaped pocket (Plate 9). I immediately fell in love with these marks. 

The large circles that are a key feature of “Tyche” are repeated prominently in the prints “Valda” 

(Plate 10), “Althea” (Plate 11), and “Prymno” (Plate 12). The plates for these blind embossed 

paper works served as a mid-project exploration of technical possibilities with the methods I was 

applying and the degree of success and limitations possible when translating them to the paper 

media. I wanted to see how detailed a set of marks could be and still transfer through to the blind 

embossed paper and also experimented with carving deeper than I had before, trying to get 

maximum embossment and detail.   

A full sheet of printmaking paper is a glorious thing. The deckled edge, a slightly irregular, 

gradual taper in thickness is the result of manufacturing processes that can be imitated but not 

replicated by hand-tearing the paper to size. Using the whole sheet also creates the largest 

possible image area. The works on paper in this exhibition have actually been torn down from 

sheets of 44 x 30 inch paper, as I did not realize when I made the plates that the cream, grey, and 

tan colored paper I wanted to use is a slightly different size in a full sheet than the white paper on 

which I had tested the process. My first instinct was to leave the prints on the paper in its full 

size, but the excess unprinted boarder, uneven at the top compared with the sides and bottom, 

took away from the image and distracted from the compositions. Tearing off the extra border re-
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centered the work and focused viewer’s attention back on the images—images I had created with 

such intentionality and interest in how the process would read in this media. 

The large circles, often intersected by big bold lines, make a visual allusion to Memphis Design 

Group10 furniture from the early 1980s (Plate 13). In turn, work of the Memphis Design Group 

itself is a distant echo of Italian Futurist poster design from the first half of the 20th century11 

(Plate 14). The aesthetic of the Memphis Design Group is one of absurd whimsy and excess that 

really speaks to my attention-deficit disorder (ADD)-addled brain. It provides just enough 

stimulation to be topically engaging—even distracting—but then forces the viewer to marvel at 

the materials and craftsmanship involved. The work in Bubble Tournament hopefully functions 

in a similar, albeit quieter, less flashy way. That is to say, the work is designed to draw in the 

eyeballs with some initial “razzle dazzle” and then invite the viewer to contemplate the work and 

their relationship to it by studying the natural wonder of the wood grain or the rich 

monochromatic splendor of a blind embossed sheet of printmaking paper. 

In addition, Lichtenstein has always been a widely influential artist and of particular interest to 

me. His hand drawings of printers’ marks made the art world explicitly aware of halftones. I saw 

his Entablatures series at the Whitney Museum12 (Plates 22 and 23) in the fall of 2019, and they 

made a deep impression. Using patterns drawn from the decorative moldings and stonework of 

building facades, he created simple abstract works that combined screen printing and embossing 

to bring patterns to life. His fascination with entablatures reveals an interest beyond those of 

 
10 Memphis Design Group. MEMPHIS-MILANO 1980–1988. Accessed April 17, 2021. https://www.memphis-

milano.com/history-memphis-milano-1981-till-now/. 
11 The Solomon R. Guggenheim Foundation. Italian Futurism 1909-1944: Reconstructing the Universe. February 

21-September 1, 2014. Accessed April 18, 2021. http://exhibitions.guggenheim.org/futurism/. 
12 Whitney Museum of American Art. Order and Ornament: Roy Lichtenstein’s Entablatures, Sept 27, 2019–Nov 

16, 2020. Accessed April 24, 2021. https://whitney.org/exhibitions/roy-lichtenstein-entablatures. 
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printing standards to encompassing other tool stacks, specifically building materials and 

decorative moldings.   

The plate used to make “Valda” is included in the show as a separate work with the same name 

(Plate 15). Displayed on the other side of the room, “Valda” the print (Plate 10) is not meant to 

be compared directly to the plate but to exist as an echo of it. Both are echoes of each other. The 

plate would not have been made had I not intended to make the print, and the print does not exist 

without the plate first existing. The print and plate of “Valda” is the only example of this 

reciprocal pairing within the show itself, but companion pieces were created for all four of the 

prints in the show. This interdependence on each other to exist is particularly profound to me at 

this moment in history during which our reliance upon our social systems is complete; but, also, 

our collective failure to take care of each other has been brought to the surface given the social 

and economic crisis that is living under a pandemic. 

“Dresda” (Plate 16) came next. I planned this piece exclusively with the half-inch and quarter-

inch bits. The smallest lines of this design are a little larger compared to some of the previous 

pieces to accommodate this change. I also really wanted to feature the halo effect that cutting 

deeper with the finishing bit could produce. On both of the finishing passes I set the Z axis .03 

inches lower on the quarter-inch than on the half-inch. This halo effect adds a lot of complexity 

in the smaller circles—to the point that it even becomes overwhelming, a regimented army of 

islands of wood marching across the planes of the more subdued striped sections (Plate 17). 

Finally, “Huberta” (Plate 18) is the newest piece in this series and my favorite piece in the 

show.  In this design I played with the idea of using similarly sized lines and just changing their 

angle of presentation. The spiral created on the computer screen (Plate 19) translated beautifully 

to the wooden plate. The distinct depths are shown in sharp contrast to large fields of the same 
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grain creating a dramatic image. The halo effect is again used but in a much more subtle way. 

Reducing the number of variables in the design while adding complexity to the setup on the 

machine seems to have landed this work in a confident place. It is bold, it shows a respect for the 

materiality, and it has an understanding of how the toolpaths are created when cutting out large 

swaths of rectangles. “Huberta” is hopefully a jumping off point for more of this work as much 

as it is an end point for this exhibition. 

The plywood does more than its share of the work in the creation of these pieces. It is 12mm 

Baltic Birch that has 9 equally sized plies. It is often used for making furniture and cabinets. The 

surface layer is a pristine light finish that has been perfectly sanded down. The layers in between 

are alternating grains and different shades of wood. This creates a perfect material to make 

images out of by cutting different depths of pockets. It is important that I do not have complete 

control or prior knowledge of which layer will reveal what woodgrain when it is cut, that there is 

a bit of gambling going on as to what the final cuts will show. But that inherent risk in the 

material creates a tension for me while making them that is part of the process. The anticipation, 

not knowing exactly how the piece will work out after all this planning is invigorating. A 

distinction between this stage in my work and the artificial, pre-programmed “glitches” seen in 

some digital work is the intentionality of it. While I do not know exactly what each cut and each 

layer will reveal, and I have embraced some unintentional effects discovered as part of my 

process, once I have identified these, I use them purposefully. I plan for the variations to be there 

and create the circumstances in which the combined beauty of the materials and carving process 

can reveal itself. 

The decisions made while using the workflows of the software and hardware stack have a huge 

effect on the aesthetics of the finished pieces. The different depths of cuts reveal different layers 
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of the plywood, and the choice of different sized bits cause the machine to make marks that are 

not just different in size but in character. Choosing to cut too fast or using a dull bit will cause 

tear outs in the wood surface. Going too slow will cause burn marks to appear and damage the 

bits over time. These kind of marks and variations have always been a part of the work I have 

made in the past, but they take center stage in the reading of these unpainted works. The works 

speak as a record of how they were made, toolmarks showing, minimal sanding and only a light 

wax has been added to preserve the character created in the process of their making. The dot and 

line patterns I chose in Adobe Illustrator are simple by my standards and are there to highlight 

this process and not to obfuscate the material beauty of the plywood itself. 

Bubble Tournament was created in the confines of two specialized environments: the structure of 

graduate school and the isolation of the global COVID-19 pandemic. The challenges of working 

in these contexts functioned as useful thought constraints as I fully contemplated the idea of 

“making do with what you have.” While much of my work is known for bright colors and 

conjuring stimulating contrasts by presenting many colored patterns in one piece, the current 

work is stripped of joy and color. There are still color contrasts, but these are subtle and subdued, 

depending on the interplay of the plywood material, the patterns I have created, and the 

construction to create the final appearance, rather than any added pigment. The work embraces 

the spectacular busyness but also depends on the viewer to stop and spend time reading the 

marks made by the “hand” of the machine working in concert with the thin layers of natural 

wood that make up the distinctive material that is plywood. My hope is that the work is as 

engaging and captivating for those with a chance to see it as it has been for me to create it. 
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APPENDIX A 

 

Adobe Illustrator is an important tool for the making of these works. Creating a computer 

numeric control (CNC) carving requires a vector-based file which does not represent images as 

pixels but as a series of lines and fill colors that can be represented by mathematical notation.  

Other software applications, such as Autocad or Google Sketchup, can be used to create such a 

file, but neither of these are remotely intuitive for a person who is accustomed to painting or 

drawing.  Adobe Illustrator is the industry standard tool for 2-d vector-based graphics for print 

design.  Most people who design corporate logos or typography work with illustrator to draw the 

vectors that make up those designs.  Images from the Adobe Illustrator “pattern fill tool” options 

and standard issue patterns were combined with my original compositions using the “autotrace 

tool” from the “Noby Noby” Drawings (Plate 24) to comprise the subject matter for this body of 

work.  

Before the CNC machine can cut vector-based files specified by Adobe Illustrator, the files have 

to be prepared using a Computer Aided Manufacturing (CAM) software, which translates shapes 

and assigns tools and toolpaths to them as defined by the vectors. Aspire, a CAM software, 

creates a separate text file of instructions for the CNC machine to follow for each specified 

toolpath based on user-inputted programming.  In the case of this show, all of the wood pieces 

have 5 toolpaths associated with their creation. Two paths for both depths that are the engraved 

portions, or in Aspire’s terminology, “pockets,” and one path to cut the shape of the rectangle out 

of sheet of plywood, which Aspire calls a “path.”  Operator input required when specifying a 

toolpath includes: the type and size of the bits used in cutting (in the case of this work half-inch, 

one-quarter inch and one-eighth inch downcut endmills), cutting depth, the direction in which the 

paths will cut, and the algorithm that determines how the bit will move to cut out bigger areas.   
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The toolpaths are then exported to the ShopBot software that controls the CNC router. The 

corresponding bits are loaded into the machine, and the correct toolpaths are selected and run to 

perform the prescribed cuts. If the carving does not appear to be going as planned at this point, 

some minor adjustments to depths and placement of the material and bits are possible, but for the 

most part, the machine takes over, and the output of all those steps and choices come to life over 

a few hours of cutting.  
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APPENDIX B 

 

The compositions for these works come from a catalogue of drawings I made with my wife, 

Melissa Culling, using an iOS app that is no longer available,13 which was itself an extension of 

a PlayStation 3 game “Noby Noby Boy.”14 The app of the same name was released in the Apple 

App Store as a “productivity” app, and it included a drawing app, a music player, and a 

distance/movement tracker. By performing these tasks in real life, all of these functions of the 

game recorded a corresponding length that players stretched (a meaning of “nobi” in Japanese is 

“stretch”) a character called the “Boy.” The stretching theme and graphic interface were really 

all that related the iOS app to the PlayStation 3 game (a sandbox game in which players stretched 

a worm-like, 4-armed “Boy” who interacted with his environment based on points).   

 At the end of every gameplay session the total distance each player had stretched the “Boy” 

would be added to the total of the distance of every other player in the world. As players 

worldwide worked together collectively to stretch the “Boy,” their work was transmitted, and, 

sometimes multiplied, to stretch the “Girl,” a gigantic, cosmic version of the “Boy.” As the 

“Girl” stretched further, the game would play animations on startup to recognize milestones as 

she reached The Moon, Mars, Saturn, etc.  Ultimately, the “Girl” was meant to traverse to the 

end of the known solar system (including Pluto), unlocking planets and stars along her way, and 

then return to The Sun, which would unite the whole solar system in harmony. This collective 

goal was the only tangible goal of the game. This series pays homage to that game mechanic by 

taking the artwork titles from a list of Minor Planets on Wikipedia as a tribute to the cooperative 

feature of this quirky game. When I finished the drawings in Adobe Illustrator, I gave them each 

 
13 J. Mallory, engadget. 2012. 
14 Bandai Namco Games. 2009. 
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a number, and this number acts as an index which corresponds to the list of Minor Planets on 

Wikipedia.15  

  

 
15 Wikimedia Foundation. List of minor planets: 1–1000. October 4. Accessed April 29, 2021. 

https://en.wikipedia.org/wiki/List_of_minor_planets:_1%E2%80%931000. 
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PLATES 

 

 
Image 1. Hoodoo, Brice Canyon, 2020, oil-based ink on Russian birch, cedar frame, 24 x 68 

inches 
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Plate 2 Installation view Two For One, 2019 Erin Cluley Gallery16 

 

 

16 Zeke Williams, Installation view of “Two for One” On display Erin Cluley Gallery, May 11-June 8, 2019. 

Accessed April 28, 2021. https://www.erincluley.com/zeke-williams-past-exhibitions. 
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Plate 3. Augusta, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches 
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Plate 4. Walpurgia, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches 

 

 
 

Plate 5. Walpurgia, 2021, screen capture of 5-pass design in Aspire 
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Plate 6. Walpurgia, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches (detail) 

 

 
Plate 7. Entry to Bubble Tournament installation in Moudy Gallery  
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Plate 8. Tyche, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches 

 

 

 

 
Plate 9. Tyche, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches (detail) 
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Plate 10. Valda, 2021, Blind embossed Rives BFK, 40 x 30 inches 
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Plate 11. Aletheia, 2021, Blind embossed Rives BFK, 40 x 30 inches 
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Plate 12. Prymno, 2021, Blind embossed Rives BFK, 40 x 30 inches 
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Plate 13. Ettore Sottsass, Memphis Milano Collection, 1982, Sideboard with cupboard in plastic 

laminate, shelves in plastic laminate and wood, structure in painted metal, 254 x 50 x 230 

centimeters17 

 

 
17 Ettore Sottsass. “Malabar,” Memphis Milano Collection, 1982. Accessed April 22, 2021, https://www.memphis-

milano.com/product/malabar/. 
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Plate 14. Ivo Pannaggi, Speeding Train (Treno in corsa), 1922, Oil on canvas, 100 x 120 

centimeters18 

 

 
18 Ivo Pannaggi, “Speeding Train” (“Treno in corsa”), 1922 Solomon R. Guggenheim Museum (Fondazione 

Carima-Museo Palazzo Ricci in Macerata, Italy), February 21-September 1, 2014. Accessed April 22, 2021, 

http://exhibitions.guggenheim.org/futurism/arte_meccanica/#1. 
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Plate 15. Valda, CNC carved birch plywood, red oak frame, 30 x 40 inches 
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Plate 16. Dresda, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches 

 

 

 

 
Plate 17. Dresda, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches (detail) 
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Plate 18. Huberta, 2021, CNC carved birch plywood, red oak frame, 40 x 60 inches 

 



30 

 

 
Plate 19. Huberta, 2021, Adobe Illustrator file image drawing, for 40 x 60 inch output 

 

 

 

 
Plate 20. Donald Judd. Untitled. 1973. Plywood. 6 units, each: 72 × 143 × 72 inches with 12 inch 

intervals, overall: 72 × 585 × 72 inches19 

 
19 Donald Judd, Untitled, 1973, Museum of Modern Art, New York (National Gallery of Canada, Ottawa), Accessed 
April 24, 2020, https://www.moma.org/audio/playlist/306/3948. 
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Plate 21. Edouard Vuillard, Interior, 1904, oil on cardboard, 50 x 77 centimeters20 

 

 

 
Plate 22. Roy Lichtenstein, Entablature III, 1976, Screen print and collage with embossing on 

Rives BFK paper, 29 × 45 inches21 

 
20 Edouard Vuillard, “Interior,” 1904, (Pushkin Museum of Fine Arts), accessed April 29, 2021, 

https://en.m.wikipedia.org/wiki/File:%27Interior%27_by_%C3%89douard_Vuillard,_1904,_Pushkin_Museum.JPG. 
21 Roy Lichtenstein, Entablature III, 1976, Heritage: Signature Prints & Multiples (October 2020), Accessed April 
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Plate 23. Roy Lichtenstein, Entablature V, 1976, Screen print, lithograph and collage in colors 

with embossing, on Rives BFK paper, 29 × 44 inches22 

 

 

 
25, 2021, https://www.artsy.net/artwork/roy-lichtenstein-entablature-iii-from-entablature-1. 
22 Roy Lichtenstein, Entablature V, 1976, Tate Collection, Accessed April 29, 2021, 

https://www.tate.org.uk/art/artworks/lichtenstein-entablature-v-p78375. 
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Plate 24. Output of Noby Noby iOS app (source image for Huberta), 2012, JPEG image 
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Plate 25. Bubble Tournament installation in Moudy Gallery 

 

 
Plate 26. Bubble Tournament installation in Moudy Gallery 
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Plate 27. Bubble Tournament installation in Moudy Gallery 

 

 
Plate 28. Bubble Tournament installation in Moudy Gallery 



36 

 

 

 
Plate 29. Bubble Tournament installation in Moudy Gallery 

 

 
Plate 30. Bubble Tournament installation in Moudy Gallery 
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ABSTRACT 

 

 

BUBBLE TOURNAMENT 

by 

Zeke Williams 

 

B.A, 2021 and University of Texas at Dallas 

 

Rachel Livedalen, Associate Professor of Art  

 

 

Bubble Tournament is the culmination of 3 years and research and study at TCU’s Fine Art MFA 

program. The body of work is subdued and devoid of the bright colors Zeke is known for, 

consisting of 6 works of computer numeric control (CNC) carved birch plywood and 4 blind 

embossed prints on Rives BFK paper. The robotically carved plywood reveals layers of 

woodgrain and dark spots of burnt adhesive caused by friction when engraving. Images files 

were created in Adobe Illustrator.  

The final year of Zeke’s MFA was marked by the impact of COVID-19. The show title, Bubble 

Tournament, references the NBA’s “tournament bubble” held in Orlando in the summer of 2020 

as the pandemic raged across the United States. Like the tournament, the exhibition cannot be 

seen in person by anyone outside of the TCU campus bubble. The work itself, especially the 

blind embossed paper prints, includes some visual bubbles, echoing these events.  

 


