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Girl as commodity… 

Girl as cultural code… 

Girl as image… 

 

The Girl exists as a subject that is both Everywhere and Nowhere.  

 

“She is triangulated according to her position and her actions, and, most of all, what 

everyone thinks is happening to her. The ‘rigorous, compulsive submission to 

technique,’ as Andrea Long Chu writes, shapes her as a category and a status, not as a 

body or group of individuals. And yet, she is not a ‘pure abstraction.’” 

—Alex Quicho, Girl Intelligence, 2025. 

 

Both obsession and impossibility coalesce within the image. In Sweetest Girl in the 

World, a Window Space exhibition at Xpace Cultural Centre, Olivia Aguiar takes this as 

form—fleshing out the entanglement between desire, grief, and the feminine 

experience. Reflecting on the passing of her beloved childhood dog, Journey, Aguiar 

plays on the double meaning of the work’s title, “Sweetest Girl in the World,” to expose 



the social desires of softness, innocence, and purity that are projected onto the 

feminine. Aguiar’s painting embraces confrontation—its rich ruby and jewel-tone colors 

resist muted, fragile preconceptions of femininity while seducing and enchanting our 

attention in their depth. Her figures do not make eye contact with you. Their gazes are 

turned neither outward nor completely inward, instead transfixed as part of a larger, 

languid dance the bodies perform together within the metaphysical world Aguiar has 

summoned onto the canvas. 

 

To exist in our world today is to constantly be mediated through the digital. The image 

is perhaps a force we can never escape, yet it offers a site to enshrine what we may 

long for and what we may grieve. For Aguiar, revisiting childhood videos playing with 

Journey (and a Youtube video of Fiona Apple dancing and playing with her dog) 

became a means of grasping at something that isn’t actually there—the joy in these 

precious moments perhaps lost even in memory yet digitally permanent. Aguiar 

recognizes how this abundance of affection “with nowhere to put it” renders love into a 

feeling displaced. To ask an image to hold our grief is impossible. There is a tragic yet 

beautiful futility in loss. It is an act of holding onto nothingness—desire itself is a similar 

act. Aguiar explores this Derridean notion of desire (as a force inherently tied to lack 

and impossibility) to coalesce the relationship between girlhood, grief, and images. In 

Aguiar’s piece, the wooden words that frame the inner painting read: “I can make a 

shrine out of anything. Infinity shines so brightly because of its nothingness.” The dogs 

and feminine figures swirl together within the painting, almost entranced in a cosmic 

choreography that symbolizes this idea of worshipping the non-existence of something 

lost—creating something out of nothing in the way that the concept of the Girl endures 

and is remade with every projection of fantasy and societal prescription. Aguiar’s work 

asks how much of the Girl’s existence is precursory? Where does autonomy and 

self-definition lie within the image? 

 



The medium of paint exists in opposition to the pristine sterility of image pixels. 

However, Aguiar’s paintings are tethered to their digital birth. Her artistic process 

begins with image production—performing with her own body in front of the 

camera—the self as the reference. Aguiar’s process echoes the sentiment of Susan 

Sontag’s notion of the feminine as a kind of theatre as she embodies the Girl as 

performer, the painting itself as performance (On Women, Susan Sontag, 2023). She 

plays with the tension between body and image, flesh and pixel, as she feels out her 

own physicality within the image plane. Paint transforms skin to liquid. The subject of 

Aguiar’s piece is a girl that is half image half painting—a girl that grapples with her own 

becoming. 

 

Sweetest Girl in the World maintains a mysticism in its portrayal of girlhood. Aguiar’s 

visual language speaks to the divine feminine, unconcerned with the distinction 

between reality and fiction to instead engage with the Girl as almost a metaphysical 

construct. Her human and dog figures prance, twist, and curl—their gestures are lyrical 

and fluid as if they existed within a dreamworld, afterlife, or childhood memory. The 

magenta, gold, and deep purple hues evoke a longing, anguish, and sentimentality that 

is rooted in nostalgia yet perhaps distrustful of nostalgia too. Both grief and girlhood 

are arenas of intense, often incomprehensible emotions. These affective complexities 

find themselves in Aguiar’s painting, presented neither as a question nor answer to 

these complexities, but as a means of fleshing out the liminal corner where grief and 

the feminine meet. 

 

“Girls are everywhere and nowhere; fetishized but neglected; in our faces yet 

disappearing from view.”  

—Heather Warren-Crow, Girlhood and the Plastic Image, 2014. 

 



Girlhood is endlessly excavated and recontextualized as a subject—fluid yet 

exhausted. The trap of girlhood is this perpetual allure that transcends time and age. 

The concept of the Girl constantly folds back into itself, betrayed while rewarded by its 

own recursivity. Aguiar traces what it means to be enmeshed within this infinite cycle of 

cultural construction / deconstruction and reduction / proliferation—understanding 

girlhood itself as a tempting subject of escapism. She frames Sweetest Girl in the 

World as having a satirical distance from the very constructs it grapples with in order to 

be critical of this escapism while recognizing her own entanglement within it. This is 

perhaps the greatest task for the Girl, at large. 

 

– Yoona 


