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Aura Within

The body is the primal ground of our existence. It is the gateway through which we
perceive the world, the vessel of consciousness, the very manifestation of being.
Here, the concept of what Eastern philosophy calls the unity of ‘form and spirit’
resonates with German philosopher Walter Benjamin’s idea of ‘aura’—that elusive
authenticity dwelling in a specific time and space, anchored in the materiality of
existence yet transcending its physical confines.

Today, as the global order fractures and geopolitical conflicts reshape the everyday,
as the tramas of pandemic sink into collective memory and digital alienation
spreads, our body has become a battleground where (post-)capitalism, ideology,
and algorithmic governance compete. The body shapes power even as it is
disciplined by it; it inscribes history even as it is inscribed upon; it constructs
technology even as it is reconstructed by it; it questions the world even as it is
questioned by it. To return to the body as ground zero, we ask: Can the body itself
become a new vessel for aura? To let aura internalize in the body is our way of
reclaiming presence in an age of alienation.

Bharti Kher’s bindi paintings transform the traditional forehead mark—a “third eye”
linking consciousness and the spiritual realm—into sperm-like forms. These vital
symbols proliferate across canvases and mirror shards, upholding spiritual tradition
while incisively probing gender politics. In the fractured reflections where viewers
meet these alien bindis, they witness not only the metamorphosis of cultural
symbols but also the deconstruction of identity, belief, and social discipline.

Haneyl Choi constructs ‘trauma-scapes’ where skeletons stripped of flesh and
wounds laid bare materialize in violence as space and body devour one another. It
is both a personal expression of pain and a testimony to external oppression.
Through the juxtaposition of fragile organic matter and cold industrial materials, his
work reveals a paradoxical symbiosis in which struggle and resistance, confinement
and sanctuary, pain and repair coexist.

Zhang Enli’s painting practice unfolds a unique material memory. Traces of past
existence (everyday objects and portraits from his earlier works) morph into a
topology of remembrance: the arc of a sphere may evolve into the contour of an
abstract shape; the twist of a rope curve into facial features; the grain of a tabletop



transform into emotional ripples. The boundary between figuration and abstraction
dissolves, rendering his practice a combination of object and self.

Luis Chan’s distorted figures embody the collective subconscious amid Hong
Kong’s rapid transformation. Allowing accidental splashes of ink to grow into
twisted bodies and fantastical scenes—some seemingly luminous and mythic,
others capturing the intoxicated chaos of American soldiers in late-1960s Wan Chai.
As undercurrents of power and desire corrode the urban fabric, individual bodies
inevitably become both vessels and witnesses to that erosion.

Nicole Coson’s artistic process is a physical ritual. She applies pigment to shipping
container doors—once used in trade routes linking Hong Kong and her hometown
Manila—and uses her body to activate the canvas, transferring their overlooked
textures and the traces of global commerce to canvas. These heavy and resonant
imprints stand as testaments to the artist’s bodily exploration of the world.

Shota Nakamura’s figures float beyond reality. Using a montage-like visual
language, the artist blends art history, personal memory, and popular culture,
creating a blurred, non-linear narrative reminiscent of an art house movie. His
characters rest, mediate, or appear in quiet detachment, delicately intertwined with
their surroundings to evoke emotional depth and a sense of introspection.

Peng Ke’s lens captures urban poetry in the margins: metal grilles embedded in tree
stumps, a bare trunk, and fallen autumn leaves lodged in concrete cracks. These
mundane and humble fragments, translated through stained glass and oil paint,
share a trembling tenderness beneath a seemingly rational order.

Tetsumi Kudo’s cage installations stage miniature theaters of a pathological allegory
of modern civilization. Hybridized organ-like forms twist and grow inside the jail cell,
while outside the cage, the unsettling presence of plastic plants—fake yet
tenacious—create an ambiguous tension between despair and hope.

The epilogue turns to the philosophy of Yeh Shih-Chiang. In his later years, the
recluse crafted guqgin (a seven-string Chinese musical instrument) in the Taiwan’s
mountains, treating ink and oil paintings as untradeable practice. In the lush green
seascape of his hillside home, one may grasp his vision of “cosmos and self as
one”: curtains flutter in the sea breeze, dissolving the line between real and unreal;
the lone white sail drifting across the water is no mere scenic depiction but a
reflection of the artist’s grounded inner self.
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