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T
he Studio W

all D
rawings began as ephem

era. Jottings. O
rders. 

Telephone num
bers. Rem

inders. C
alculations. Shopping lists. 

Ideas. All scribbled on a piece of paper that hung between the windows 
on a sm

all wall in Tyson’s first London studio. D
oodles to be delved 

into at som
e later date. !

en torn off the wall and piled up on the floor 
like Turkish carpets.

Today there are over , Studio W
all D

rawings, all still in the 
sam

e proportions as when he first began them
 –  ×  cm

 – but 
so diverse in style and content that they m

ight seem
 to be the work 

of different artists. O
n m

ost days since , Tyson has worked on a 
Studio W

all D
rawing. It m

ay be for just a few seconds and then it is 
com

plete, or it m
ay be explored over several hours, days or m

onths, 
building up layers of detail. W

hat began as notes are now an essential 
part of his artistic practice: a space for fundam

ental research. H
e talks 

about the wall drawings as being his anchor and his m
editation, a 

poetic space of refuge where he works things out – ideas, feelings, 
experiences and reactions to world events – with no expectation of an 
ending before he begins. !

e only expectation is that there is a process 
ahead, of indeterm

inate tim
e, shape and form

. O
therwise, it’s just the 

white paper and him
 – full of potential.

!
ere are four constant strands through this diverse body of work. 

First, there are drawings that focus on ideas and them
es which he is 

currently preoccupied with, including lectures he has drawn out on 
paper while talking through a subject with a visitor to the studio. An 
Im

prom
ptu Lecture about Astrophysics with G

lenn Brown () shows 

one of Tyson’s key preoccupations with science. It is a densely layered 
piece, full of m

ovem
ent, with pencil scribbles and diagram

s referring, 
for exam

ple, to the split-screen experim
ent of quantum

 m
echanics and 

wave particle duality, all but hidden by the red and black painted lines, 
equations, diagram

s and words. N
early every m

ark in this drawing is 
touching or in contact with another – connected and entwined.

A second strand of drawings are direct technical plans for the 
structure of a new series or individual work Tyson has in progress. Is 
Chess Exhausted? () shows variations on chess that could give m

ore 
com

plexity to the gam
e, which include adding extra squares to the 

edges of the chessboard, which would give the bishop m
ore freedom

. 
A cardboard version of this was m

ade, which he used to play with the 
Swiss artist, U

rs Fischer, with whom
 he shared a studio com

plex at the 
tim

e. M
eanwhile G

eno Pheno  N
YC () is a drawing about the 

process of thinking through the physical act of painting. It led to the 
sculpture G

eno Pheno: A D
eeper M

ining of the Causal Vein (), part 
of an exhibition which investigated causality.

!
en there are the intensely em

otional drawings which 
relate to his inner world, his feelings, state of health and personal 
circum

stances. "
e Passage of Tim

e Is Perfum
ed with Your Presence 

(, see p. ) is obviously about an intim
ate relationship as 

the colours and title clearly indicate, although the central im
age 

of an industrial factory works against any sim
plistic rom

anticism
, 
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“W
e walk the corridors, searching the shelves and rearranging them

,  
looking for lines of m

eaning am
id leagues of cacophony and incoherence, 

reading the history of the past and our future, collecting our thoughts  
and collecting the thoughts of others, and every so often glim

psing m
irrors, 

in which we m
ay recognize creatures of the inform

ation.”
Jorge Luis Borges – "

e Library of Babel  ()

"
e "

inker (After Rodin), .  M
ixed m

edia on watercolour paper

An Im
prom

ptu Lecture about Astrophysics with G
lenn Brown, .

M
ixed m

edia on watercolour paper

D
rawing and "

inking, installation at the  Venice Biennale, 

[ ] 
‘Turn Back N

ow:  Years of Studio W
all D

rawings’,  
exhibition at H

astings C
ontem

porary, U
K

, 
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while Turn Back N
ow (, see p. ) shows a childhood fear and 

fascination with the concept of an infinite universe, with the warning 
‘Turn Back N

ow’ written out like studs in the stars.
Finally, there is a strand which relates to current events happening 

outside the studio, whether they are sudden changes in the stock 
m

arket, a scientific discovery, a disaster or som
e other newsworthy 

event. A painting of a dilapidated G
othic house in the process of falling 

down, rem
iniscent of the Bates M

otel in H
itchcock’s film

 Psycho, is 
inscribed Invitation to a Sum

m
er Ball at the D

erivatives Palace (, 
see p. ). It is an ironic com

m
ent on subprim

e m
ortgage securities 

and other financial derivatives, which did in fact eventually lead to the 
global financial crash in Septem

ber of the sam
e year.

Chem
ical H

itchhikers Await a Vehicle to Another W
orld (), 

depicting tracks in m
ud, is a reference to foot-and-m

outh disease, 
which was ravaging the U

K
 at the tim

e, and the idea that the virus was 
dorm

ant, waiting in the soil to be taken by foot or wheel into another 
field. Poetic and open-ended due to the fram

ing by the carefully 
chosen words, this work, like the wall drawings as a whole, im

plicitly 
begs the question: why does history and the past have to be told only 
by journalists and through so-called facts? Isn’t reality just as m

uch 
form

ed by the unconscious, the m
ythical, the em

otional and even 
psychotic, with the inner world and outer world inform

ing existence 
and experience?

!
ese four different strands are then eventually exhibited together, 

tessellated into large walls of drawings, shuffl
ed, with no obvious 

chronological or them
atic order. Seen together, these collections of 

texts and im
ages represent a m

ore com
plex, non-linear representation 

of what m
ight constitute drawing in Tyson’s practice: not sim

ply 
preparatory sketches and initial ideas but a place where the inner and 
outer worlds can intertwine and m

ay be given equal weight. !
rough 

such a network the artist seem
s to be im

plying that he him
self m

ay 
not be the m

ost reliable narrator of his own artistic output, em
erging 

as it does from
 som

ething m
ore interdependent, untraceable and 

potentially even determ
inistic.

W
hat does unite all the studio drawings, however, apart from

 
their uniform

 size and daily practice, is that they are each tim
ed and 

dated in the artist’s own hand, albeit using different calligraphy and 
typography every tim

e. !
is practice of dating each piece indicates 

another im
portant influence on Tyson – the Japanese conceptual 

artist, O
n K

awara (–). K
nown for works which dealt with the 

hum
an experience of existing within a linear concept of tim

e, his D
ate 

Paintings on m
onochrom

atic canvases of red, blue or grey, with white, 
stylistically uniform

 inscriptions, were all painted in acrylic, sim
ply 

depicting the date each painting was m
ade. H

e m
ade alm

ost , of 
these paintings, using  different sizes, in  different cities over nearly 
 decades between  January  and his death in .

Tyson’s Studio W
all D

rawing, Tribute / O
n Kawara (, see 

p. ), m
arks the artist’s death and pays hom

age to him
 directly by 

painting it in two colours, m
im

icking O
n K

awara’s own style, with 
its stark black background, and , days – the total num

ber of 
days the artist had lived – painted in white. Like O

n K
awara’s own, 

Tyson’s daily practice evokes the pathos of doing som
ething every 

day because that activity will end one day, just like life itself. But 
Tyson’s drawings are also m

editations about tim
e in a different way. 

W
hile O

n K
awara had a rigorous, m

athem
atical way of looking at 

the self, as shown by the uniform
, relentless non-changing and non-

evolving form
at of his D

ate Paintings, Tyson’s drawings are about the 
com

plexity and m
essiness of em

otions of the self. It is a self which is 
constantly evolving and changing as expressed by the artist constantly 
changing form

ats, m
ethods and styles. It is not rigorous in the O

n 
K

awara sense: instead, it is distributed, clum
sy, broken and full of 

contradictions. At the sam
e tim

e, it is held inside a biological body 
and within the laws of physics. Equally, looking at the studio drawings 
chronologically defies any notion of observing the artist’s linear 
progression in term

s of style, content or form
. !

ey resist being viewed 
in a teleological or developm

ental way, m
oving between m

yriad 
styles fluently and effortlessly – from

 abstraction to graphic cartoon, 
expressionist to im

pressionistic, to com
posite and diagram

m
atic, 

to nam
e but a few. Instead, the drawings are reflections on tim

e as 
being m

ultidim
ensional and replete with m

ultiple experiences, like 
the self. But they link back to O

n K
awara in one im

portant way: in 
the artist’s own words, ‘M

y work does not exist at the scale of a single 
drawing or painting. It exists like O

n K
awara’s practice within the 

totality of it.’ 

At around the sam
e tim

e as he was m
aking Studio W

all D
rawings, 

Tyson also worked by drawing directly on floorboards, tabletops and 
chairs. !

ese pieces disrupted the sm
oothness and neutrality of the 

prepared canvas or paper. !
ey were drawn upon already existing and 

battered surfaces, replete with their own history, and em
braced the 

entropy of each object on to which he m
ade drawings and paintings 

– the knots, scratches and bum
ps contained in the wood itself. !

ese 
m

arks of the passage of tim
e becam

e an integral part of the narrative 
im

posed on them
 by the artist, and the pieces prim

arily focused on 
internal them

es, such as exploring the Jungian world of m
yths, stories 

and archetypes. O
ne of the floorboard drawings,  D

ukes M
ews, "

e 
Centre of the M

ultiverse (, see p. ), included a detailed com
plete 

m
ap of the universe in tim

e and space, showing how science is never 
far away in his work. !

is em
bracing of m

ultiplicity and inconsistency 
of styles m

ay be partly attributed to Tyson’s own background and 
chaotic upbringing, so that his sense of self was always in flux, or it 
m

ay be partly due to the artist’s own relentless curiosity and his desire 
to explore which style of drawing, with its particular history, best acts 
as a provisional context for an idea. It m

ay also be a deliberate and 
explicit rejection of the idea of the artist as a fixed brand, who can be 
easily identified and com

m
odified, and valued by an art m

arket. 
D

espite som
e of these apparent com

m
ercial challenges of the 

work, it was the London art dealer Anthony Reynolds who first 

N
ewspaper headlines relating to 

a) the  Bastille D
ay Terror attack on the Prom

enade 
des Anglais, N

ice
b) the death of singer M

ichael Jackson, June , and
c) the foot-and-m

outh epizootic of  

Prom
enade des Anglais, .  Em

ulsion on inkjet print on watercolour paper
M

an in the Looking G
lass..., .  M

ixed m
edia on watercolour paper

[] 
Installation of Studio W

all D
rawings, Fear, Love and Loathing, . 

M
ixed m

edia on watercolour paper,  ×  cm
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suggested presenting an exhibition entirely focused the Studio W
all 

D
rawings. Tyson had not even thought of them

 as artworks before 
this point – referring to them

 as sim
ply ‘first order ideas’. H

owever, 
the subsequent exhibition at Reynold’s D

ering Street gallery in  
was a surprising com

m
ercial and critical success, and one year later, at 

the invitation of the curator H
arald Szeem

ann, who was directing his 
edition of the Venice Biennale, this tim

e under the them
e Plateau de 

l’H
um

anité, Tyson was invited to exhibit. H
e presented an installation 

of eighty of his drawings alongside a sculpture he had been working 
on. !

e sculpture was Tyson’s take on Rodin’s fam
ous work "

e 
"

inker – a -foot-high black colum
n of com

puters nam
ed after 

Rodin’s work (see p. ). !
e processors were program

m
ed to work 

on a problem
 that would take an estim

ated , years to com
plete. 

Surrounding the colum
n, which em

itted a low-level electronic hum
, 

were the constellations of Studio W
all D

rawings, which by their 
physical arrangem

ent suggested the gap between hum
an creativity and 

technology. !
e arrangem

ent also suggested that the drawings m
ight 

be the result of projections from
 the hive-like m

ind of the colum
n 

in the centre, and that they in turn m
ight be influencing it. O

ne of 
the drawings was a detailed plan of the colum

n itself. It depicted the 
hexagonal tower of m

onitors, and suggested it housed an artificial-life 
program

m
e that drove its own artificial universe but was unable to 

com
m

unicate with the outside world. O
r could it? 

!
e whole installation was a m

editation on drawing in the age 
of inform

ation technology and what it could m
ean. It added another 

layer to the thinking behind his earlier Artm
achine by questioning 

further where does the im
pulse to create and m

ake reside? W
hat is m

ore 

im
portant – the hum

an hand that draws or the system
s which m

ay, 
or m

ay not, have influence on the process? !
is piece, with its intense 

reflection on creativity, authorship, m
an and m

achine, anticipates m
any 

of the current discussions about artificial intelligence, social m
edia 

posting platform
s such as Instagram

 and their role in art today.
Since Venice, the Studio W

all D
rawings have gone on to have an 

extensive international exhibition life of their own. M
any different 

reconfigurations and num
bers of them

 have been exhibited together 
or separately in different perm

utations and locations – from
 Tate, 

Louisiana M
useum

 and C
entre Pom

pidou to the twenty-year survey 
show of drawings at H

astings C
ontem

porary in the U
K

. 
At the  exhibition, ‘Entangle / Physics and the Artistic 

Im
agination’ at Bildm

useet in U
m

eå, Sweden, Tyson brought together 
sixty-four wall drawings from

  to . !
e individual drawings 

cam
e from

 different tim
e periods and were put together associatively 

by the artist, to reflect the them
e of entanglem

ent. A figurative 
painting of flowers in a vase was juxtaposed with a painting of Stephen 
H

awking. A painting of a H
ells Angel biker dom

inates the top right-
hand corner of the installation. Part D

ennis H
opper obituary, part 

portrait of the artist’s father, his H
arley D

avidson seem
s to be heading 

off into the centre of the collection of wall drawings, which at its heart 
contains the Androm

eda spiral galaxy m
ade out of nine separate pieces 

of paper, all painted with a toothbrush: Between an Endless W
ait and an 

Infinite Sleep (). !
e circum

ference of a m
iniscule dot above the 

star in the central panel is a representation of how far our radio signals 
have travelled since radio was invented – nothing and everything. 
D

ifferent styles, approaches, subject m
atters collide on this wall of 

sixty-four studio drawings, showing how in the hum
an experience 

of existence, everything is intra-connected, entangled, and part of an 
endless process of reconfiguring and free association for both the artist 
and the viewer across tim

e and space.
Each wall drawing deals with several different m

anifestations of 
the world, which could be discrete things in rigorous analysis, but 
in term

s of hum
an experience, they’re collated into one tem

poral 
experience in one space. N

ew constellations form
 new histories, 

which form
 new m

em
ories and new associations which form

 new 
selves. !

is them
e of endless reconfigurations and revisiting tim

e and 
space in different perm

utations also pervades a piece like A N
ight in 

a Billion (, see p. ). !
is enorm

ous twelve-part work of stars 
has ,, ways of reconfiguring the parts, with the chances 
of setting up the sam

e configuration m
ore than once being roughly 

a billion to one. As the physicist Albert Einstein fam
ously said when 

talking about the theory of general relativity, ‘there are no fixed points 
in spacetim

e.’ 
W

hat place does a beginning and end have in our understanding 
of the world, let alone in looking at Tyson’s drawings and their 
relationship to his entire body of work? Instead of linearity, any 
connection is ‘rhizom

ic’, to use the term
 adopted by the French 

philosopher G
illes D

eleuze and psychoanalyst Félix G
uattari. It 

denotes an organic network of connections which defy linear logic and 
ontology, and which instead continue to generate further connections 
beyond the m

om
ent of m

aking. !
ey dem

onstrate the associative 
nature of the workings of the hum

an brain, m
aking and form

ing new 
connections in a way which is not teleological, but which they describe 
as rhizom

ic and thus transdim
ensional: ‘!

e rhizom
e is reducible 

neither to the O
ne nor the m

ultiple…
it is com

prised not of units but 
of dim

ensions, or rather directions in m
otion.’ Indeed, the concept of 

the rhizom
e, which D

eleuze and G
uattari introduced in their highly 

influential book A "
ousand Plateaus (), m

ay provide a crucial key 
to understanding and describing Tyson’s wall drawings: how they com

e 
into being and how they m

ight be read and thought of as a body of 
work together and apart. 

H
owever, despite the rhizom

ic nature of the vast range of subject 
m

atters and techniques of the wall drawings, there is still always the 
relentless investigation into structures, system

s and m
odels to explain 

reality. !
is is a com

m
on them

e in Tyson’s work as a whole. !
e m

ost 
consistent place he searches for these structures and m

odels is in the 
field of science. 

Tyson studies science intensely, using the ideas he finds to 
initialize artistic investigations. !

us, his art becom
es like visual 

thought experim
ents, delving into the philosophy behind the science 

and connecting the questions it raises with lived experience.
Take for exam

ple the wall drawing W
e Are D

estined to Collide 
(, see pp. –). !

is is obviously a reference to particle physics, 
the Large H

adron C
ollider at C

ERN
 (C

onseil Européen pour la 
Recherche N

ucléaire) outside G
eneva, Switzerland, and the discovery 

there on that date of the H
iggs boson – the particle which gives m

atter 
m

ass. !
e piece also, by its choice of words, which are a crucial and 

consistent elem
ent in all Tyson’s wall drawings, links the em

otional 
with science – it is as m

uch about particles as it hearts. !
is piece has 

[] 
Installation of Studio W

all D
rawings at ‘Entangle / Physics 

and the Artistic Im
agination’, exhibition at the Bildm

useet, 
U

m
eå, Sweden, ,  ×  cm

Tabletop Tale no. : An O
rbital M

aelstrom
 for the Lost and Banished, . 

Ink and graphite on found tabletop,  ×  cm

Your Abstract H
eart, .  M

ixed m
edia on watercolour paper
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been exhibited with the sculpture, Field of H
eaven (, see p. ), 

a polished stainless steel ball with real m
eteorites indented into its 

surface, thus indicating how both pieces are about the m
iracle of 

events. W
hen Tyson talks about the sculpture he could just as easily be 

talking about the wall drawing:
W

hat were the odds at som
e point in the distant past, when these 

chunks of m
atter were on their particular trajectories through outer 

space, that they would all end up together here in this piece of work? 
W

hat were the attractive forces that brought them
 together? Initially 

it was gravity of course, but then it was art and ideas, in other words 
our creative will is also a force of sorts acting upon the universe as 
m

uch as the laws of physics. 

G
RB B Arcs D

rawn from
 Long Ago () is a four-panel piece 

which  represents a supernova explosion, which occurred . billion 
years ago – the furthest hum

an beings to date have been able to look 
back in tim

e. !
e founding singularity of the drawing could arguably 

be the original date when this explosive em
ission of energy happened, 

which later in the m
ore recent present led to the drawing itself. 

Science as a cultural system
 of knowledge is food for Tyson’s art 

and curiosity – the two go hand-in-hand. H
is interest in the structure 

of things dates from
 his childhood, when aged ten he saw the film

 
Powers of Ten (; released in ) by the designers C

harles and Ray 
Eam

es, which transports the viewer from
 the everyday scale, lying on a 

picnic rug, to the outskirts of the known universe. H
e was also am

ong 
the first generation of children who learnt how to build com

puters 
from

 scratch: it was the beginning of the popular inform
ation age. 

Before he was ten, his friend at junior school showed him
 a com

puter 
and how it worked, including program

m
ing it:

It was an instant love affair and it really altered m
y thinking about 

thinking. It really changed what I thought ‘thought’ actually was 
and what an idea was. !

e concept that you could take things which 
were not instantly recognizable as m

athem
atical in nature and you 

could reduce them
 down into com

putable bits in a digital form
at – 

that really blew m
y m

ind.

!
us, unsurprisingly, Tyson’s interest in science centres also very 

strongly on num
bers and m

athem
atics, with som

e of his wall drawings 
being fully m

athem
atical. Pascal’s Tower of Lights (, see p. ) is 

dom
inated by one of the m

ost fam
ous patterns in m

athem
atics – the 

th-century French m
athem

atician Blaise Pascal’s triangle, which is a 
physical representation of a continuum

. It is a never-ending equilateral 

triangle of num
bers that follows a rule of adding the two num

bers 
above to get the num

ber. !
e drawing also shows other m

athem
atical 

sequences hidden within the set, such as the Fibonacci sequence. 
!

is piece was a working drawing for a possible outdoor com
m

ission. 
Tyson wanted to build a pyram

id which oscillated dependent on 
m

odular arithm
etic. !

e piece is layered with equations, num
bers, 

dim
ensions and form

s, and is a direct hom
age to the orthography of 

m
athem

atics.
And So M

y River Flows (, see p. ) again crosses over 
the m

athem
atical with the em

otional. A fluid dynam
ics equation 

represents som
eone who has died. !

e sym
bols of the equations are 

transform
ed into ones which link directly with the hum

an: Q
 = the 

vector of conserved em
otion and V

 + the volum
e of the heart. It also 

shows Tyson’s belief that m
athem

atics can be em
otional, subjectively 

speaking – that it is all part of the pattern of being hum
an. "

e 
Recursive Application of Infinity to Infinite System

s ("
e H

alting Problem
 

and Chaitin’s Super Ω
) (), a work in blacks and blues, is an intense 

series of workings out of an issue in com
puter theory: halting is a 

problem
 of determ

ining, from
 a description of an arbitrary com

puter 
program

 and an input, whether the program
 will finish running or 

continue to run forever. It includes overlaid depictions of planes and 
quantum

 fields, a clock sym
bolizing linear tim

e engaging with the 
problem

 of infinity, and is replete with equations.
Tyson says:
M

athem
atics is like a hurdle but som

e things just need to be 
expressed m

athem
atically to be understood, unfortunately, they just 

don’t yield to sim
ple visual analogies. H

owever, when eventually you 
get over that hurdle, there is som

ething so beautiful about it which 
m

akes total sense. M
athem

atics can bring one peace too. I have 
had various m

ental health challenges in m
y life, been hospitalized 

and given various diagnoses, etc., but despite the doctor’s insistence 
have m

anaged to stay drug free. I find m
athem

atics to be very 
therapeutic – it has potential answers, unlike everything else in 
life. It has axiom

s, there are som
e rules of inference, and theorem

s 
– and som

etim
es you can solve things, albeit with great diffi

culty. 
M

athem
atics is the language of nature just as beautiful as any 

abstract painting, often m
ore so. I seem

 to have an intuition, which 
on occasion can see these answers, although I am

 far from
 being a 

m
athem

atician. I always naturally solved puzzles.

But as he m
akes clear, m

athem
atics and the understanding of science 

do not necessarily com
e easily to him

, even if he does naturally solve 
puzzles. H

e is an autodidact, having left school to m
ake subm

arines in 
the shipyards of Barrow-in-Furness. 

Because of this nerdiness and love of science and technology, 
Tyson has often been branded as the brainy one of the artists of his 
generation: the infam

ous Young British Artists, who were com
m

itted 
to the shock of the new – their work focusing on the power of 
sexuality, m

aterialism
 and m

ortality to trigger em
otions and responses 

from
 the viewer. Tyson’s work did not quite fit in. H

e was m
ore 

interested in the way that we m
ake sense of the world: as the observer 

and the observed; the viewer and the artist; and the ways in which we 
use logic, counterintuition and intuition to m

ake these discoveries. 
In essence, we are all in this artistic experim

ent together, discovering 

G
eno Pheno Sculpture: A D

eeper M
ining of the Causal Vein, . 

G
RP, leather, rubber, plastic, Lego, steel, M

D
F, ceram

ic tiles, resin, straw, veneer, concrete, plastic 
bucket, tap,  ×  ×  cm

"
e Parable of the Shed and the O

rchard…
, . M

ixed m
edia on watercolour paper

 D
ukes M

ews, "
e Centre of the M

ultiverse, .  Ink and m
arker on floorboards,  ×  cm

[] 
Installation of Studio W

all D
rawings, Turner Prize Exhibition, 

Tate G
allery, London, . Foreground sculpture: Tabletop Tales: 

A Tum
bling Coin from

 the Cherubic M
int, 
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who and what we are in the act of looking – the artist included – and 
science is part of understanding this field of perception. D

ue to this 
engagem

ent with the science of his day, when he won the Turner 
Prize in  the newspaper headlines were typically dism

issive. !
e 

G
uardian, for instance, read ‘the wacky boffi

n of art takes Turner 
prize’; another, ‘Artist wins the Turner Prize with dotty diagram

s’. 
C

ontem
porary art, including art history, has had a very uneasy 

relationship with science, which finally in the st century is beginning 
to change. !

is change is happening because contem
porary artists 

referencing science in their work are now rising in popularity and are 
proliferating. !

is is partly due to the influence of art-world figures 
such as O

lafur Eliasson, with his establishm
ent of the interdisciplinary 

Institut für Raum
experim

ente (Institute for Spatial Experim
ents) in 

Berlin and the popularity of works such as the spectacular "
e W

eather 
Project shown at Tate M

odern in –, which is openly engaged 
with physics in particular.

It is also partly due to the proliferation since the s of arts/
science institutions such as the Science G

allery International network 
and artist residency program

m
es being created inside science 

institutions, such as Arts at C
ERN

, by contem
porary art curators. !

e 
approach of Arts at C

ERN
, for the first five years after the program

m
e 

was initiated in , used science as the jum
ping-off point for the 

im
agination and was partly inspired by Tyson’s own practice.

From
 the s, the increased acceptance of and call for the very 

interdisciplinarity which Tyson’s Studio W
all D

rawings and his work as 
a whole have always em

braced, long before it becam
e fashionable, have 

been driven by the urgent need in the st century to find inventive 
solutions to the im

m
ense global challenges the world faces, including 

clim
ate change. W

orking across the arts and sciences is seen as a way of 
encouraging innovation and new thinking. All these factors together 
are leading finally to contem

porary art beginning to welcom
e artists, 

including painters, who engage with and even directly reference 
science, whereas before they were frequently dism

issed as geeky, too 
reductive, too scientific or sim

ply uninspired.
!

is shows a com
m

on aspect in m
uch of Tyson’s artistic career 

and work. Som
e of his work uncannily often anticipates cultural shifts 

before they have happened quite by chance: whether it’s Artm
achine, 

which was effectively an algorithm
ic m

achine with a rudim
entary 

search engine, and which predated how artificial intelligence is now 
actively participating in the art m

arket, or the Studio W
all D

rawings, 
which predate Instagram

, in which individuals post on their ‘wall’ a 
picture and their narrative of what they personally feel when they see 
that sunset or what they think about D

onald Trum
p. 

!
e uncanniness could be put down to that extra dim

ension 
which becom

es present in the very act of drawing, painting and 
creativity – the im

agination. !
e im

agination takes the artist beyond 
here and now, and takes the artist further across tim

e and space. Tyson 
calls the im

agination ‘the greatest gift’. !
ere is also a m

ystical side of 
Tyson’s practice, too, in which he describes his love of drawing and 
painting happening in a m

ystical way which is often m
issed out in an 

appreciation and understanding of his work. !
ere is an alm

ost zen-
like aspect to the way he describes this, com

bining the transcendental 

quality of the practice of drawing and painting with the philosophical 
and scientific concept of em

ergence:
I would align m

yself m
ore with the ecstatic, m

ystic idea that art 
em

erges. It is em
ergent. You com

pletely subm
it to the idea that you 

cannot have any real control. You want to be always on the edge 
between control and chaos, where we’re reading the im

age as we are 
m

aking the im
age – that’s where the creative edge is, where fluency 

begins and where everything com
es into being.

Equally, what is often fatally m
issed by the dism

issal of Tyson’s 
exploration of science and technology is that, by including and 
com

bining them
 with the rough and tum

ble of em
otions and 

experiences of the world, he is showing that there are sim
ply no lim

its 
to what influences our lives or to where an artist can find influences. It 
is all part of the com

plexity and poetry of hum
an experience.

"
e Apex of Creation () shows som

e of the com
plex influences 

on any practice. Its inscription suggests that drawing is the ultim
ate 

creative act, as does the pyram
id of painted rocks – its shape being 

sym
bolic of tim

elessness. Each rock with its own shadow is painted 
at the point of the separate triangles which together form

 the whole 
m

athem
atical structure and each has a subject heading: with poetry 

at the apex, showing the im
portance of words, and on the base of 

the triangle ontology, cosm
ology, geology and biology. Each builds 

on the other to form
 the whole. !

is piece hints at being another 
potential guide to understanding the Studio W

all D
rawings, and 

the different influences which sustain and create them
. H

owever, 
the fact that the title, the headings and the structure are all written 
and drawn in pencil on a painted surface suggests that the headings 

m
ight be tem

porary – they are ready to be rubbed out at any tim
e and 

replaced.
Another drawing, Pencil Shavings (), hints that there is m

uch 
m

ore to drawing than m
eets the eye. It cannot be taken on face value, 

and what is happening outside the fram
e is just as im

portant, if not 
m

ore so. W
ithout the outside, the drawing inside the fram

e would not 
happen. !

e observable is a lim
ited field of perception.

!
us, in subject m

atter and form
, both these Studio W

all 
D

rawings hint at the essential quality of drawing which gives it 
power: its lim

inality. It is on the edge of the fluid and the fixed, 
the form

ed and unform
ed, because it is an artistic m

ethod, which 
privileges the process over any necessarily predeterm

ined, final result. 
A drawing always holds the prom

ise of exceeding itself – that there 
are infinite possibilities beyond this drawing that it will transform

 
or m

etam
orphose, m

aybe even into som
ething entirely different. 

It is a provisional stopping place – an artistic process which is in 
transit. In art historical term

s, drawing was traditionally assigned a 
prelim

inary role in the production process: it was conceived of as both 
fundam

ental and subsidiary to an artist’s ‘m
ajor’ work, often withheld 

from
 public viewing in favour of the ‘finished’ painting or sculpture. 

Yet the preparatory, ‘private’ aspects of drawing had also led to its 
fetishization – as supposedly the m

ost direct, intim
ate and revelatory 

form
 of artistic expression.
But since the s, drawing has becom

e the forefront of 
international artistic practice, as the breakdown between disciplines 
has created what the influential art critic Rosalind K

rauss calls an 
‘expanded field’ or ‘post m

edium
 condition’. D

rawing has m
oved 

Pencil Shavings, .  M
ixed m

edia on watercolour paper

[ ] 
Pascal’s Tower of Lights, . 
M

ixed m
edia on watercolour paper

[ 
] 

"
e Apex of Creation, . 

Pencil and watercolour on watercolour paper

[] 
W

e Are D
estined to Collide, installed in the 

exhibition ‘Turn Back N
ow’, H

astings 
C

ontem
porary, U

K
, 
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away from
 its original status as som

ething provisional and preparatory, 
to becom

e a m
edium

 with its own status, with artists expanding the 
boundaries of its m

ethods, and what it can m
ean and do. After all, 

for exam
ple, a painting, a sculpture and a photograph can never be 

a drawing, but a drawing can be a painting and even to a certain 
extent a sculpture and a photograph, so it always has the possibility 
of em

bracing other art form
s by virtue of its exploratory process and 

provisional status. !
e exhibition ‘Pushing Paper: C

ontem
porary 

D
rawing from

  to N
ow’ at the British M

useum
 in  celebrated 

this developm
ent, dividing the exhibition into them

es which different 
artists used drawings to explore: System

s and Process, Identity, Place 
and Space, Tim

e and M
em

ory, and Power and Protest. Tyson’s Studio 
W

all D
rawings cover and explore all these them

es, and the lim
itless 

questions they seem
 to raise about existence.

!
e com

bination of carefully chosen words with the visuals 
together create a poetic resonance which can go beyond the artist’s 
intention and context. For exam

ple, Your Abstract H
eart (, see 

p. ) is full of word and visual play. !
e fence depicted in the drawing 

has obviously been broken into at different points, with som
e of the 

chain links showing repairs. Is the heart abstracted by the owner of 
the heart or is it the observer who views it as abstract? !

e colours also 
suggest prom

ise. D
own with G

ravity…
 (, see p. ) is wordplay 

on gravity m
eaning seriousness as well as the fundam

ental force of the 
sam

e nam
e. !

e words form
 a joke around the nature of law itself, 

both political and natural laws. O
r they m

ay also hint that gravity, 
as a physical force, is the one which least deserves public recognition 
because it is the one about which in physics the least is actually known; 
it is the weakest of all the forces. Both drawings also display Tyson’s 
hum

our, which runs like a thread throughout his work too.
W

hat is key to all the drawings is that the reading of the 
words doesn’t necessarily yield to rational interpretation, but they 
contextualize a drawing, lim

iting the infinite reasons for its execution. 
!

en the viewer com
es with their own experiences to interpret the 

piece, arguing for or against the context(s) the words suggest. !
us, the 

drawings m
ay be read and looked at as a visual poem

 – showing how 
the com

plexity of the hum
an narrative can never be ultim

ately pinned 
down, but always exceeds its own notation and m

arks. M
oreover, there 

is no defined order of when the words are put down in the drawings: 
som

etim
es the drawing com

es first, and the text later – like in the case 
of Section of an Infinite D

am
 H

olding Back the Terrible W
eight of the 

Abyss (). !
e original top half of the painting was scrubbed out 

with black, and then the artist responded to what he had done with 
the words. Som

etim
es the text is first, and the drawing later. W

hat is 
consistent is that the drawings are open to m

anifold interpretations 
and possibilities, which the words accentuate due to a poetic intention 
and love of the possibilities of language.

Tyson’s Studio W
all D

rawings are about the possibilities of 
drawing from

 a them
atic, stylistic and contextual perspective. N

o style 
or subject m

atter is out of bounds. !
e whole point is to challenge, 

explore and discover, and the work exposes and celebrates drawing 
as form

 and form
lessness, start and com

pletion. In fact, drawing’s 
inherent lim

inality as an art form
 is perfect for an artist who enjoys 

the creative edge, and it is why the Studio W
all D

rawings are also 

such a key aspect of his artistic practice. !
ey are the space where 

he experim
ents and visualizes, reflecting drawing’s ‘nim

ble ability to 
shift from

 the m
icrocosm

 to the m
acrocosm

’ and to m
ove from

 the 
particular to the bigger picture. N

evertheless, despite the prodigious 
accom

plishm
ent of the Studio W

all D
rawings and their com

prehensive 
exploration of inner and outer worlds, Tyson still feels he has m

ore 
to achieve and is looking beyond the boundaries of his own current 
practice:

I can go for a walk, thinking about som
e of the extraordinary 

phenom
ena I have been reading about and I will suddenly find 

m
yself tearing up at the resolution of the world, looking at the 

individual blades of grass and the unim
aginable causal network 

of forces that brought everything into being in this m
om

ent. And 

I m
ean properly tearing up by the way. I would love to m

ake a 
piece of work that m

anaged to com
m

unicate even a little of that 
extraordinary sensation. I feel I have yet to achieve it.

!
is need to express the wonder of the world points clearly to what 

is at the heart of all his work: an intense sense of awe at the sheer 
com

plexity and m
ystery of life. As he says, it’s why he gets up in the 

m
orning and does what he does. M

akes art.

Field of H
eaven, .  M

ixed m
edia on watercolour paper

G
eom

etric Circles, .  Pencil and ink on watercolour paper

Take this Coat of Sunlight, .  M
ixed m

edia on watercolour paper
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Turn Back N
ow, .  Acrylic on watercolour paper

[] 
Locked O

ut of Eden, installed in the exhibition ‘W
alking in M

y M
ind’, 

H
ayward G

allery, London, . 
M

ixed m
edia on watercolour paper,  ×  cm
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O
f Course I Know…

, .  M
ixed m

edia on watercolour paper
"

e Sun Casts a Shadow, .  Acrylic on watercolour paper
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Super O
m

egas, .  M
ixed m

edia on watercolour paper
N

eural M
atrix, .  M

ixed m
edia on watercolour paper
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Black Rainbows..., .  M
ixed m

edia on watercolour paper
Invitation to a Sum

m
er Ball, .  M

ixed m
edia on watercolour paper
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G
lobe of Shit, .  M

ixed m
edia on watercolour paper

[] 
G

eno Pheno Sculpture: G
lobe of Shit, . 

Illum
inated globe, tourists’ souvenirs, glue and brown paint,  ×  ×  cm
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A M
ind Full of Starlings, .  M

ixed m
edia on watercolour paper

G
olden Fish N

oodles, .  M
ixed m

edia on watercolour paper

"
e Steel M

osquito, .  Acrylic on watercolour paper
"

e Passage of Tim
e Is Perfum

ed with Your Presence, .  M
ixed m

edia on watercolour paper

"
e Banker’s D

raught..., .  M
ixed m

edia on watercolour paper
A D

ay in the Life, .  Acrylic on watercolour paper

W
indow on an Infinite Cellular Blanket (Colour Version), .  M

ixed m
edia on  

watercolour paper
"

e G
od of O

rigam
i, .  M

ixed m
edia on watercolour paper
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Ariadne D
rowning, .  M

ixed m
edia on watercolour paper

"
e  Fam

ous Flam
es…

, .  M
ixed m

edia on watercolour paper

A Plinth for a Superm
oon…

, .  M
ixed m

edia on watercolour paper
D

own with G
ravity..., .  M

ixed m
edia on watercolour paper

All Is Silent…
 From

 "
e Berlin Sketchbook, .  M

ixed m
edia on watercolour paper

"
at Restaurant Just Closed for G

ood, .  M
ixed m

edia on watercolour paper

N
o M

ore M
r D

idactic, .  M
ixed m

edia on watercolour paper
Surfin’ (Indian Sum

m
ers), .  M

ixed m
edia on watercolour paper
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M
agnolias (Brighton), .  M

ixed m
edia on watercolour paper

All Aboard…
, .  M

ixed m
edia on watercolour paper

O
n a Train to G

atwick, .  Acrylic and ink on watercolour paper
An Infinite Plane, .  M

ixed m
edia on watercolour paper

H
edge Fund M

anager, .  M
ixed m

edia on watercolour paper
Festive G

reetings from
 the Term

ites, .  M
ixed m

edia on watercolour paper

D
rivers W

anted, .  M
ixed m

edia on watercolour paper
Contem

porary G
rotesques…

 Lonely &
 Looking for Love, .  M

ixed m
edia on  

watercolour paper
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D
onald D

ream
ing about Being Evel, .  M

ixed m
edia on watercolour paper

A N
eon Sign Is Crackling, .  M

ixed m
edia on watercolour paper

Flag in the D
oldrum

s, .  M
ixed m

edia on watercolour paper
Bitter Chocolate Sorbet, .  M

ixed m
edia on watercolour paper

Contem
porary G

rotesques (Looking for Love in a Tim
e of Self H

ate), .  M
ixed m

edia on 
watercolour paper

M
iracle at the Conservationists, .  M

ixed m
edia on watercolour paper

Sum
m

oning the Inertia of D
esire (G

eno Pheno), .  M
ixed m

edia on watercolour paper
Contem

porary G
rotesque – Looking for Love Am

ongst the Crows, .  M
ixed m

edia on 
watercolour paper
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Cinem
atic Im

agination, .  M
ixed m

edia on watercolour paper

[] 
G

eno Pheno Sculpture: If You Knew W
hat I H

ad to D
o to G

et H
ere, . 

Acrylic and ink on a plywood plinth and tree stum
p,  ×  ×  cm
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A Blind M
an on a Beach, .  Pigm

ent pen and acrylic on watercolour paper
"

is Persistent Lum
p, .  Acrylic on watercolour paper
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Fist of Flowers, . M
ixed m

edia on watercolour paper
Am

ygdala, . M
ixed m

edia on watercolour paper
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Saturday N
ight Fevers, .  M

ixed m
edia on watercolour paper

Twelve Stripes…
, .  M

ixed m
edia on watercolour paper
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M
artinis, .  Pencil and ink on watercolour paper

"
e D

evil Ain’t Lazy, .  Acrylic on watercolour paper
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 H
eads…

, .  Acrylic and charcoal on watercolour paper
A D

issection of the Agonies!, .  M
ixed m

edia on watercolour paper
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D
eep D

eep D
own Inside…

, .  M
ixed m

edia on watercolour paper
[] 

A M
ystery to M

yself (M
otherboard), , installed at D

avid Risley G
allery, 

C
openhagen, in .  M

ixed m
edia sculpture,  × . × . cm
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Spellbound, .  M
ixed m

edia on watercolour paper
Roast D

inners, .  Acrylic on watercolour paper
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Last D
ays on M

ount O
lym

pus…
, .  M

ixed m
edia on watercolour paper

Sm
all N

um
bers, .  M

ixed m
edia on watercolour paper
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Just W
inging It! (W

ith a Little G
ravity)…

, .  M
ixed m

edia on watercolour paper
Entropy Paintings…

, .  M
ixed m

edia on watercolour paper
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Countdown to N
ow, .  M

ixed m
edia on watercolour paper

[] 
N

ow Capacitor, installed at Tate Britain, London, . 
Fram

ed m
irror, digital counter, m

icroprocessors and velvet-lined shutter,  ×  ×  cm

KT_I&V_vF3_IT.indd   176-177
KT_I&V_vF3_IT.indd   176-177

22/10/2021   12:58
22/10/2021   12:58



178
179

s
t
u

d
i
o

 
w

a
l
l

 
d

r
a
w

i
n

g
s

s
t
u

d
i
o

 
w

a
l
l

 
d

r
a
w

i
n

g
s

Tribute / Sol LeW
itt, .  G

raphite and acrylic on watercolour paper
Tribute / O

n Kawara, .  G
raphite and acrylic on watercolour paper

[] 
A N

ew York Trilogy, . 
M

ixed m
edia on three watercolour papers,  ×  cm
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And So M
y River Flows, . Acrylic, ink and charcoal on watercolour paper

M
arbles, .  Alkyd on watercolour paper
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