degree and following the rules of their fantasy world,
the film’s main protagonists subversively acquire agen-
cy in a male-dominated world. In a similar manner,
Anna Malicka’s work weaves in references to forms of
subjectivity which are characteristic of the depiction
of young women’s worlds in a post-internet context,
where girlishness is used both as an affirming as well
as a subversive means of expression. These are also
characterised by liminality, as in the lyrics of Britney
Spears’ T'm not a girl, not yet a woman’— girlishness as
arefuge from the tension caused by the standards
imposed by the society. Malicka’s work is a playful
depiction of these problematics of women’s roles while
in search of new forms of identity.

Anna Malicka’s visual language is reminiscent
of the aesthetic categories Sianne Ngai describes in
her book Our Aesthetic Categories. Zany, Cute, Interesting.
These aesthetic categories can relate not only to
subjective experience and sensations, but also to
relationships and social structures. The category of
cuteness, which is commonly associated with the
feminine and the infantile, reveals the asymmetry of
power. It always entails a position of power on the part
of the subject over the cute object. Meanwhile zaniness
as a category, which is mostly encountered through the
usage of a comical persona in performative gestures,
reflects intense, even chaotic effort, emphasising the
affective labour necessary to navigate social structures
under capitalism. It is an aesthetic of hyperactivity
akin to camp, in which the boundary between work and
play is purposefully blurred and where humour masks
tiredness from demands for increased productivity.

Within contemporary culture, there is a
widespread return to handicrafts as resistance to
capitalist structures and norms. Craftsmanship, which
is characterised by a prolonged work process and
intimate connection with the material, is becoming an
alternative to the trends of consumer culture. While
handicraft traditions also contain traces of intercul-
tural exchange, their adaptation to local materials
and aesthetical sensibility, today’s internet culture
requires a faster and broader circulation of knowledge
and skills. Instead of being symbolically tied to local
identity, as they have historically been seen as being, in
contemporary culture handicraft products are associ-
ated with post-national, hybrid cultural trends.

Dowries, which, in the context of Latvian material
culture, are linked predominantly to wooden chests
or boxes and textile goods, in Anna Malicka’s interpre-
tation are characterised by the non-traditional use of
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traditional techniques. The textile works found in the
dowry chest embody memory and identity; they are
related to home and homemaking. Textiles are materi-
als that are generally closely linked to the body. It hides,
underlines, covers, traps, adorns, protects, warms,
dries and in many other ways acts in symbiosis with the
body. Textile elements, which traditionally have been
used in interior decoration, retain this functionality
within the exhibition Dowry Chest (pure lady))) by
decorating a spatial installation which is conceived as a
representation of imaginary spaces or memories.

With this exhibition, the artist continues in her
practice with the themes of uNrEal EsTaTe Agency, posi-
tioning the installation in space as infrastructure that
fuses together the real and the unreal. In his book The
Poetics of Space, French philosopher Gaston Bachelard
looks at the home not only as a space in which we dwell
ourselves but also as something that dwells in us — we
shape it but it simultaneously shapes us. As poetic
units, spaces contain sensations, memories, dreams
and experiences; they are containers of imagination,
storing that which, in its essence, is indescribable but
also real and tangible. The notions of imaginary spaces
and asemic writing that are characteristic of Malicka’s
works both activate this poetic perception, inviting the
viewer to read the room as one would read a text.

RN NRNCOKN (1995, Latvia) is a multimedia artist
who creates works with the materialities of textile and
drawing, as well as in audio-visual art and performance
formats. In Malicka’s works, elements of craftsman-
ship, handicrafts and ornamental abstraction inter-
weave with internet culture and aesthetics. Malicka
currently lives and works in Riga. She graduated from
the interdisciplinary department POST at the Art
Academy of Latvia (2023) and in 2024, as part of the
ACADEMIA prize, was resident in London as part of
the ACME Studios Early Career programme. Her most
recent exhibitions include: the solo shows lint weaver
at the project space Middlesex Presents (London,
2024) and sTiTcHeS of iTcHeS at TUR telpa (Riga, 2023);
the duo exhibitions Stardoll Heaven at the art space
KOMPLOT (together with Julie De Kezel; Brussels,
2024) and Armours at Collega (together with Rikke
Diemer; Copenhagen, 2024); and the group exhibitions
Groundwork at Kupfer Project Space (London, 2024),

In the Name of Desire at LNMA (Riga, 2024), and Sardines
at Garage Gallery (Prague, 2023).
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ANNA MAL/CAA

PURA LADE

((IPURE LADY])

Eseja The Carrier Bag Theory of Fiction rakstniece Ursula
Le Gvina spekulativi apraksta materialas kultras
pirmsakumus. Pirmatnéjas sabiedribas, kas partika
parsvara no augu valsts produktiem, iztiku varéjusas
iegt, stradajot ap piecpadsmit stundam nedela. Tas
atlavis daudz laika veltit citam nodarbém un saimnie-
ciskam rapém. Savukart tiem, kam saimniecisko rapju
bijis mazak, bijis laiks doties medibas, majas lidz ar
medijumu parvedot dazadus stastus — stastus, kuru
centra ir drosmiga varona piedzivojums. Kontrasta
ar maskulino varona stastu Le Gvina iezimé feminino
narativa modeli, kas izriet nevis no piedzivojuma, bet
no ikdieniskas saimniekoSanas un rupém par komuanu.
Iedvesmojoties no Virdzinijas Vulfas, Urzula Le
Gvina piedava varoni simboliski aizvietot ar tvertni jeb
konteineru - priekSmetu, kas satur kaut ko citu. Vina
uzsver, ka tie$i tvertne btu logiski uzskatama par pasu
pirmo kultiras ierici — trauks partikas uzglabasanai,
soma, kur partiku vakt vai kur ielikt bérnu vaksanas
laika. Ilgi pirms ieroca jeb darbarika, kas energiju vers
arpus, tika radits darbariks, kas energiju vers maju
virziena. Le Gvina vakSanu raksturo ka viscilvécigako
darbibu: ielikt kaut ko, kas tev patik — vai tapéc, ka tas
ir noderigs, édams, vai skaists — soma vai groza vai ietit
to koka miza vai lapa, vai matos, un parvest to majas, lai
velak izmantotu un dalitos ar citiem. Iepretim varona
stastam, kura centra ir ieroci, uzbrukumi un slepkavi-
bas, tvertnes stasta centra ir ripes un dziviba. Iepretim
stastam, kura centra ir konflikts, Le Gvina piedava
stastu ka sominu, kas satur kopa dazadas lietas.
Sitvertne, §i sievietes somina vai ptra lade -
konteiners, kuru staipam sev lidzi un kas ietver visus
misu stastus, musu svarigos priekSmetus, ka ari
parpalas un keskas — ir Annas Malickas izstades “Pura
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lade (((pure lady)))” centralais elements. Izvérsot ideju
par pura ladi ka simbolisku tvertni, Malickas izstade
veidota ka atminu telpas materializacija, kur subjektiva
pieredze savijas ar materialo mantojumu, vernakulara
interjera iezimes savijas ar cilvécigiem patvéruma
meklgjumiem.

Piralade ka priekSmets vistieSak saistita sievietes
dzivi, figuréjot pareja no meitas kartas sievas karta.
Saja zina pira lade ir telpa starp pagatni un nakotni.
To raksturo liminalitate — ipasiba, kas atvedinata
no latinu varda limen (latviski slieksnis) un apraksta
parejas stavokli. Annas Malickas darbos $iliminalitate
tiek uzltukota ka personigu pieredzéjumu kopums,
no vienas puses, un vispareju sabiedribas normu
un ierazu mainas noverojums, no otras. Sievietes
tels Malickas dailrades konteksta tiecas savienot
tradicionalas subjektivitates formas ar laikmetigas
pasaules tieksmém, vélmém un iespéjam. Makslinieci
interesé sievietes télu stereotipu izpéte — cimperligas,
vejslotas, spindzeles, skuki, mamzeles, ¢iepas, ¢ixites,
saimniecibas dalas vaditajas un e-zeltenes.

Vinas alter ego Otra Pussyte grib but laba saim-
niece un rokdarbniece, bet ari maksliniece. Vina meklé
sapnu pili, bet cela vinu vaja spoks-lindraks. Malickas
videodarbos, kas veidoti videobloga estétika, Otra
Pussyte iemieso rotaligu un zinama meéra infantilizetu
sievietes telu, kas atgadina Veras Hitilovas varones
filma “Margrietinas”. Iemiesojot stereotipus lidz
absurdam un vadoties péc savas fantazijas pasaules
noteikumiem, filmas galvenas varones subversivi
gist ricibspéju virieSu dominéta pasaulé. Lidziga
veida Annas Malickas dailrade tiek iepitas atsauces uz
subjektivitates formam, kas raksturigas jaunu sievieSu
pasaules atainojumam postinterneta konteksta,



kur meitenigums lietots gan ka apliecinoSs, gan
subversivs izteiksmes lidzeklis. Tam aridzan raksturiga
liminalitate — ka Britnijas Spirsas vardos I'm not a girl,
not yet a woman, meitenigums ka vieta, kur patverties
no spriedzes, ko raisa sabiedribas uzspiesti standarti.
Malickas dailrade rotaligi atspogulo $o sievietes lomu
problematiku, meklgjot jaunas identitates formas.

Annas Malickas vizuala valoda sasaucas ar
estétikas kategorijam “divainais”, “miligais” un
“interesantais”, ko gramata Our Aesthetic Categories.
Zany, Cute, Interesting apraksta Sianne Ngai. Sis estétikas
kategorijas saistamas ne vien ar subjektivo pieredzi un
izjatam, bet ari ar attiecibam un socialajam strukta-
ram. Miliguma kategorija, kas ierasti saistita ar femino
un infantilo, atklaj varas asimetriju. Ta vienmer ietver
subjekta varas poziciju par miligo objektu. Savukart
divainais, kas visbiezak sastopams caur komiska
tela lietojumu performativos Zestos, ka kategorija
atspogulo intensivu, pat haotisku piepuli, uzsverot
afektivo darbu, kas nepiecieSsams socialo struktiiru
navigesanai kapitalisma ietvaros. Ta ir kempam
radnieciga hiperaktivitates estétika, kura robeZa starp
darbu un rotalu tiek meérktiecigi izpludinata un kura
humors maské nogurumu no prasibam péc pieaugosas
produktivitates.

Laikmetigas kulturas ietvaros plasi novérojama
atgrieSanas pie rokdarbiem ka pretoSanas kapitalisma
struktiram un normam. Amatnieciba, ko raksturo
ilgstoSs darba process un ciesa saikne ar materialu,
kltst par alternativu patéretaju kultiiras tendencem.
Kamer tradicionali rokdarbu tradicijas aridzan mek-
lejamas starpkultiru apmainas iezimes, to parnese
lokalos materialos un estétikas izpratné, musdienu
interneta kulttira pagéer atraku un plasaku zinasanu
un prasmju apriti. Ta vieta, lai simboliski saistitos
ar lokalo identitati, ka ierasts tos vésturiski uzlikot,
rokdarbi laikmetigaja kultara ir saistiti ar postnaciona-
lam, hibridam kultiras tendencém.

Paru, kas Latvijas materialas kultiras konteksta
saistits galvenokart ar koka ladem vai tiném un
tekstila izstradajumiem, Annas Malickas interpretacija
raksturo tradicionalo tehniku netradicionals lietojums.
Puraladé atrodamie tekstila darbi iemieso atminu un

identitati; tie saistiti ar majam un maju veidoSanu.
Tekstils ir kermenim tuvs materials. Tas paslépj, izcel,
apklaj, iespilé, rota, pasarga, sasilda, nosusina, un
daudzos citos veidos darbojas simbioze ar kermeni.
Tekstila elementi, kas tradicionali lietoti iekStelpu
rotaganai, izstades “Pura lade (((pure lady)))” ietvaros
$o funkcionalitati saglaba, rotajot telpisku instalaciju,
kas veidota ka iedomu vai atminu telpas atveidojums.
Ar So izstadi maksliniece turpina uNrEaL EsTaTe
Agentiiras tematiku savas prakses ietvaros, pozicionéjot
instalaciju telpa ka infrastruktiiru, kas savieno realo
ar nerealo. Gramata “Telpas poétika” francu filosofs
Gastons BasSlars majas uzliko ka telpas, kuras ne
vien majojam més, bet kuras majo misos — mes tas
veidojam, bet tas vienlaikus veido ms. Telpas ka
poétiskas vienibas ietver sajiitas, atminas, sapnus un
pardzivojumus; tas ir iztéles konteineri, kuros ietverts
tas, kas sava bitiba ir neaprakstams, bet ir ists un
uztverams. Gan iedomu telpas elements, gan Malickas
darbiem raksturiga asemiska rakstiba aktivizé $o
poétisko uztveri, rosinot lasit telpu lidzigi, ka tiek lasits
teksts.

ANNA MAL/CAA (1995, LV) ir multimediju makslinie-
ce, kas rada darbus tekstila un ziméjuma materiali-
tatés, ka ari audiovizualas makslas un performances
formatos. Malickas darbos amatniecibas, rokdarbu un
ornamentalas abstrakcijas elementi savijas ar interneta
kultiru un estétiku. Malicka paslaik dzivo un strada
Riga. Absolvéjusi Latvijas Makslas akadémijas starp-
disciplinaro nodalu POST (2023) un ACADEMIA balvas
ietvaros 2024. gada rezidéjusi Londona ACME Studios
Early Career programma. Nesenakas izstades ieklau;:
solo prezentacijas lint weaver telpa Middlesex Presents
(Londona, 2024), sTiTcHeS of iTcHeS TUR telpa (Riga,
2023), duo izstades Stardoll Heaven galerija KOMPLOT
(kopa ar Julie De Kezel, Brisele, 2024), Armours galerija
Collega (kopa ar Rikke Diemer, Kopenhagena, 2024),
grupas izstades Groundwork galerija Kupfer (Londona,
2024), “Iekares varda” Latvijas Nacionalaja makslas
muzeja (Riga, 2024), Sardines galerija Garage (Praga,
2023).
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In her essay ‘The Carrier Bag Theory of Fiction, writer
Ursula Le Guin speculatively describes the beginnings
of material culture. Prehistoric societies, which
survived predominantly on plant products, could
achieve subsistence by working around fifteen hours
a week. This allowed them to devote plenty of time to
other activities and practical concerns. Meanwhile
those who had fewer practical concerns had the time
to go hunting, bringing home, along with the game,
various stories — stories that centred on the adventure
of the brave hero. In contrast to the story of the mas-
culine hero, Le Guin describes the feminine narrative
model, which results not from action but from everyday
activities and caring for the community.

Taking inspiration from Virginia Woolf, Ursula
Le Guin suggests symbolically replacing the hero with
a container — an object that holds something else.
She stresses that the container should logically be
considered the very first cultural device — a container
for storing food, a bag for gathering food or for holding
a child. Long before the weapon — a tool that directs
energy outwards — there was a tool that brings energy
home. Le Guin characterises gathering as the most
human of activities: putting something into a bag or
basket because you like it — or because it is useful,
edible or beautiful — or wrapping it in tree bark, a leaf
or hair and bringing it home for later use or for sharing
with others. Unlike the story of the hero, which centres
on weapons, attacks and murder, the story of the
container centres on care and life. In contrast to stories
which centre on conflict, Le Guin proposes a story that
is like a bag which can carry different things.

This container, this woman’s purse or dowry chest
—the container we drag along, and which contains all
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our stories and our important things, as well as our
trinkets and knick-knacks —is the central element

in Anna Malicka’s exhibition Dowry Chest (((pure
lady))). Expanding on the idea of the dowry chest as a
symbolic container, Malicka’s exhibition is conceived
as a materialisation of memory space, where subjective
experience merges with material heritage, and charac-
teristics of a vernacular interior merge with the human
search for shelter.

As an object, the dowry chest is most directly
connected to a woman’s life, figuring in the transition
from the status of maiden to the status of wife. In this
sense, the dowry chest is a space between the past and
the future. It is characterised by liminality — a property
which is derived from the Latin word limen (‘threshold’
in English), indicating a state of transition. In the works
of Anna Malicka, this liminality is treated as the totality
of personal experiences, on the one hand, and an
observation of changes in general societal norms and
customs, on the other. In the context of Malicka’s work,
the image of woman aims to combine traditional forms
of subjectivity with the urges, desires and possibilities
of the contemporary world. The artist is interested in
the investigation of stereotypical images of women —
dainty ladies, scatterbrains, damsels, lasses, mademoi-
selles, chicks, babes, household managers, and e-girls.

Her alter ego, Otra Pussyte, wants to be a good
hostess and handicraftswoman but also an artist. She is
looking for a dream castle, but along the way is haunted
by the spirit of fibre. In Malicka’s videos, executed with
the aesthetics of a video blog, Otra Pussyte embodies a
playful and somewhat infantilised image of a woman,
reminiscent of Véra Chytilovd’s protagonists in the film
Daisies. By embodying the stereotypes to an absurd



