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Wang Tuo:

Myths We Don’t Outgrow
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Addicted (still) ,2017, single-channel 4K video, color, sound,
16 min 33 sec

What is most evident in Wang Tuo’s
exhibition “Myths We Don’t Outgrow”
at White Space is first the dichotomy be-

tween the classical and the modern, and,
by extension, the emergence of values and
qualities that are apparently universal and
atemporal. Adding to this is the complex
nature of group portraits—images of ca-
nonical ones are in turn juxtaposed with
very modern, typically American, politi-
cally correct group portraits (with just the
right amount of white, black, Asian, male,
and female subjects) such as in the video
Addicted (2017). This is a classic montage
trick that manifests itself most shamelessly
in the genre of melodrama—one image plus
another, one right after another, bringing
out more in each image. Bringing us to the
second point, which is again closely related
to something that is classically painterly:
the invisible but always haunting presence
of the audience’s eyes. In melodramas,
only the audience as the one that sees it
all—examining an Alcoholics Anonymous
meeting, Jan de Bray’s The Governors of
the Guild of St. Luke, Haarlem (1675), and
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many more paintings as such—gets to
understand and be potentially moved by
another dichotomy that operates actively
in the work: that between psychological or
mental interiority and exteriority (again,
a dichotomy that is in fact very typical of
Dutch paintings).

Motion is wanting in Addicted, as in
other video works—the early work Questions
Jor America (2014) depicting the lively and
adventurous aftermath of a murder can
be taken as exceptional—so the audience
apparently is encouraged to contemplate
the faces closely examined and words lazily,
carefully, or dramatically uttered. As stark
and emotionally charged as they are, the
videos are openly and deliberately old-fash-
ioned, resonating well with the paintings
also shown here. The three-channel video
Real and Natural (2014) in a plain but also
highly sophisticated way speaks of a certain
time that is wasted or waited, a time that
is appropriate to the act of contemplating
a painting, or to a certain death that is,
indeed, very twentieth-century American.
Li Bowen



