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This exhibition uses Giant Eggs as a symbol for natural beginnings.
An installation of a herd of animals serves as a symbol of migration
as it occurs in nature, for the sake of survival, referencing the tale
of animals moving onto Noah’s Ark. This section presents the
trajectory of Lu Ming-Te’s memory: his evolution from a “purely
painting-oriented language” to “mixed media art theory”; his
prophetic declaration “Media Is Everything” anticipating the
paradigm shift that would occur in Taiwanese art; and the great
migration of local culture and human understanding of nature.
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Here, Lu Ming-Te expresses the natural environment
through video installations and mixed media art, which are
integrated with the exhibition space. The subject matter
blends together different groups of living creatures, different

cultures, and a diversity of media. The concept of the mural
Symbols (2021) was born out of the /kaho series (1989). A state of
mutual reference exists between the subject matter—many
disparate groups of creatures coexisting in symbiosis—and the use
of media—a juxtaposition of painting, video installation, and other
forms of mixed media. Meanwhile, Natural Choir (2021) is an exten
sion of Tropical Forest (1988), a work created when video imagery
was in its infancy, reproducing natural creatures through digital
images to ruminate on how technology should relate to nature.
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Evolution and Apocalypse, Lu Ming-Te has continued
to introduce his forms through the creative method of
“rational arrangement of the image, emotional treatment of the
picture.” This series clearly employs painting as well as text and
symbols. While painting has always been an expressive element in
Lu’s art, it has gradually come to play a more prominent role in this
series. Here, images of plants and animals or other objects are
thrown together randomly like cosmic stardust. Mieanwhile, in the
series, window frames and altar triptychs appear in the midst of
images from nature. Its content is the scientific theory of evolution and
the religious concept of an apocalypse at the end of time, pondering
both the progress and annihilation of humankind, and how to remain
humble and tolerant toward nature.
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“Images of Takao” is mainly composed of the
Takao series, revealing Lu Ming-Te’s memories of
growing up. Here he combines scenic images of Takao
(the historical name for Kaohsiung), including cultural
landmarks such as the Spring and Autumn Pavilion, natural
landscapes, and industrial scenes such as freight train
tracks, with physical objects referencing culture (Europe
an-style column caps) or industry (steel cables, machines). The
series expresses the character of Kaohsiung, with its mixture of
nature, human culture and maritime and industrial activities.
juxtaposition of different eras in time, as well as a flowing current of
memories, suggesting a view of Kaohsiung and also the artist himself.
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The work Intertidal Zone imagines plant
symbiosis and the hybridization
of animals as a visual




expression of the
great migration in the animal
world. An intertidal zone is an area
where marine and terrestrial ecosystems
meet. It is a place where different species
cross paths and interact, where borders overlap.
This area reflects the concept of cultural intersection
and proliferation. Meanwhile, the work Vagus Flora
reflects the meaning of the Latin word vagus (“wander
ing”) and the concept of vagus nerve connections. It
expresses the harmonious coexistence of plants, insects, birds
and beasts. The large-scale dome projection is an example of Lu
Ming-Te’s exploration of an alternative medium.
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The concept of simulacra is pseudo nature, the concept of
the artist composing art. From the subjective
perspective of the mimicker, camouflage or
protective coloration is itself a kind of reality.

In other words, simulacra is “true
falsehood.” His simulacra itself is
the reality of himself,




the reality of art itself.

Lu Ming-Te believes: “There is no
so-called reality in the human world.
Everything we see is a virtual image...Culture
is a manifestation of intellectual mimicry, and the
act of art is a process of simulation.”
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For Lu Ming-Te, “if” is the form of change. “If can be something
transforming into something else. It lies in between the two. It entails
communication and change between two states. It is a means of
crossing between domains.” At the same time, “if” is questioning. It is
the self-questioning and reflection of the migration in media that Lu
Ming-Te has undertaken through more than 50 years of art. Artis
life. It is an endless journey, looking back and looking forward as
one travels through an inhospitable landscape.
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extensively. He has
reconstructed the genealogy
of the avant-garde since the rise of
Russian constructivism, proposing his
own “mixed media art theory.” After returning
to Taiwan from overseas studies, he has used this
to fill in the gaps in the Taiwanese art world’s knowl
edge of the lineage of art.

The core of Lu Ming-Te’s art archive is “materiality” in all its
forms, from “materials” to “media,” extending to performance
art, conceptual art, environmental art and, in his later period, a

concern for ecology. This timeline reveals the intersections in
time across which Lu Ming-Te has passed. His art is a constant
process of border-crossing and migration.
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“Migrations”

are large-scale, long-distance movements
to a new living space by either animals
or people. This retrospective exhibition

taps into this concept to explore three

different dimensions: the artist’s own
creative journey, observations on
the evolution of art through
time, and the relationship
between humans and
hature.




