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Lia Bagrationi's exhibition The Earth is Female presents a holistic narrative of
self-discovery - both as a woman and as an artist. The exhibition unfolds through
the intersection of two inseparable dimensions: the artist's subjectivity and the
cultural archetypes of feminine consciousness. Together, these notions of the
whole and the fragment open a broader horizon than that offered by
conventional feminist narratives.

Personal and collective forms of feminine sensibility and reflection transcend the
boundaries of ego, political subtexts, and prescriptive statements. Instead, the
viewer is drawn into the empirical haze of shared human memory. Bagrationi's
exhibition narrative is structured through several interconnected chapters:
selfhood, archetypal memory, anachronistic manipulations, simulacra of diverse
cultural models, social constructions of femininity, and the artist's
contemporaneity.

The exhibition's multimedia character is expressed through paintings, graphic
works, ceramic objects, and video art. The artist's inquiries move between
personal and cultural shadows, where panoramic landscapes, Georgian
frescoes, the Italian Renaissance, Veldzquez, postmodern feminist theses, and
Ancient Greece converge into a unified subtext. Within this space, Bagrationi
searches for a nature born through the creative becoming of both artist and
woman.

Her navigation through these contexts traces paths between historically lost
trajectories and possible futures. Retrogression, anachronism, futurity, and the
banality of everyday life function as a kind of diary - one written by women
carrying the burden of irreversible epochal memories, women who seem to
materialize as coherent artistic entities.

Within the dispersion of visual references, one may discern the fluidity of a
feminine nature that manifests through multiple forms and images: quotations
from Veldzquez and Piero della Francesca; painterly self-portraits intertwined
with the caryatid and the contemporary digital selfie; a video marked by the
syndrome of the “Big Brother," in which the artist's eye obsessively surveys space;
genre-based visual narratives; and the aggressive feminist iconography of the
1970s.

Yet Bagrationi's exhibition does not merely affirm a feminine principle within
nature—it simultaneously deprives it of any primary rational foundation. The
artist's nature is composed of anonymous copies and simulacra, through which
the feminine origin of nature emerges as something continually recreated. Within
such a condition, all universal markers begin to dissolve, including the feminine
itself.

KONSTANTINE BOLKVADZE
Art Historian and Curator
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Earth is Female

The exhibition title Earth is Female emerges as an
elusive artistic thesis that organizes the subject at
itsvery core. To perceive the exhibition as a coherent
visual whole, itis essential to understand the artist's
intonation - a quality toward which the individual
and collective representations within the works
offer only fragmented access. The ascending
trajectory of this intonation manifests primarily
through the title and the conceptual framework
itself. Yet what kind of intonation is it? Is it a
logocentric or phallogocentric proposition? An
axiomatic statement? We find ourselves drawn
into avortex of unresolved questions.

Within mythological and archetypal traditions, the
Earth is embodied by Gaia: woman, mother, and the
portal between life and death. In Lia Bagrationi's
exhibition, however, the Earth acquires a new
feminine designation. The archetype of Gaia,
together with the dichotomous questions and
definitive answers traditionally attached to it,
undergoes a process of complete evaporation,
leaving the viewer suspended in a conceptual
vacuum.

The artist's decision to assigh a gender to the Earth
suggests that, despite its mythological associations,
the Earth has never truly been feminine. Rather, it
has historically functioned as an Amazon, a feminist,
or a consecrated object of aesthetic contemplation
for the opposite sex. Yet this conceptual distortion
does notnarrate aconflictbetween genders.

What model of womanhood does Bagrationi's
exhibition propose for the Earth? The Earth's
identity becomes artistic: it creates, empathizes,
observeswithirony, and appears burdened, almost
divinely exhausted, by the accumulation of
humanity's inexpensive narratives. The artist's
macrocosm communicates only with a genderless
microcosm, producing a neo-futurist model
through which the concepts of woman and Earth
are continuously reimagined.
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Caryatid

Bagrationi acknowledges only the idea and image of the caryatid. Here too one senses a complete form
of escapism from the cultural memory of Classical Greece. The work operates almost as a
contemporary heresy directed toward classical cultureitself.

Her caryatid resembles an atavistic or rudimentary fragment: a part violently separated from a whole,
a supporting column detached from its architectural monolith. What function or intentionality remains
within this ceramic form? Perhaps it serves as the artist's own supporting self-portrait, inseparably
fused with the architecture of her biography and creative practice.

Within the exhibition space, Bagrationi's caryatid generates a fragmented mode of perception. Like an
icebreaker, the female profile carves its way through the visual field. It remains resilient and supportive,
recalling its original source, yet this faceless, objectless, displaced sculpture has become
depersonalized within the coordinates of time and space.

The sculptural ornament of ancient Greece appears afflicted by fatigue and frailty. It has listened to
countless absurd supplications and, for this very reason, has become estranged from its origins.
Uprooted from its architectural foundation, it has abandoned the capital and attached itself instead to
millstones. Such a transformation reveals a specifically feminine and artistic understanding of
architecture.
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Self-Portrait
(In Dialogue with Cindy Sherman)

Selfhood here emerges as a superstructure of
irony and self-irony. At first glance, Lia
Bagrationi creates an homage to Veldzquez's
celebrated portrait of Pope Innocent X. Yet the
work simultaneously enters into dialogue with
the self-portraits of Cindy Sherman, dispersed
between historical obscurity and postmodernity.

Through the title, the artist symbolically
consecrates herself as pope. Across graphic
sketches and painted canvases, she persistently
mocks both the notorious historical figure and
herself. Veldzquez and Innocent X appear almost
domesticated within the artist's world, as though
invited into her studio and collaboratively staged
before the camera.

Whether this absurd momentum constitutes a
feminist rewriting of history and cultural memory
or simply an inevitable historical process
remains deliberately unresolved. The pope,
descended from his pedestal, now witnesses the
enthronement of the woman artist — a symbolic
victory of feminine agency upon the Earth.

Poses, grotesque facial expressions, and
garments rendered through expressive
painterly marks reinforce the familiarity and
immediacy of the encounter. Historical
narratives are exposed as forms of theatrical
fiction. Absorbed into the logic of self-
portraiture, they are transformed, and through
this transformation the Earth itself becomes
female.
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The Colonel

The generalized figure of The Colonel combines elements of
the ceremonial portrait and the Byzantine fresco. This stylistic
fusion, together with the coded frontal gaze of the
protagonist, leaves open the question of how masculinity is
constituted. The figure simultaneously accommodates black
andwhite, good and evil, strength and vulnerability.

Into this archaic and anachronistic setting intrudes a
disruptive contemporary element: black sunglasses. As a
marker of the present, this accessory functions as evidence of
contemporaneity, inserting the trace of contemporary artinto
the fresco itself. Through this intervention, the dematerialized
phenomenon of the fresco and the represented male subject
undergo a process of complete decoding.

The woman artist's gesture consists in opening hermetic
layers and releasing historical mechanisms long sealed by
logocentric structures. The rewriting of history or, more
precisely, of the fresco, operates as a constant modality
throughout the exhibition. In this framework, the earthly
nature of the fresco reveals itself as fundamentally feminine.

The polysemantic portrait of the male figure becomes a
cultural instrument invented by women. Within this
instrument meanings are continuously generated and
atomized: the cultural tool of womanis the image, irrationality,
and intuition, while that of man is logos, war, and hierarchical
equilibrium.

Embedded within the fresco appears a smaller futuristic
fresco - a fresco within the fresco, in the form of a chorus of
angels. Their futurity derives from their grotesque, mask-like
appearance. They seem to know that the Earth is female, and
that within its feminine womb reside the fresco, art, and
culture themselves. Everything belongs there - except logos
and power.




s d3gMmochnmbab godmazgbs
J300> Logoggmym LogMmgde
bgemm3560L 3Mo35mM 356D M-
dnmgdnsb 339mJdgogdno M-
Jbhogob gobsgmzmdl, bags(3 by-
Moy, dsthgMmasemymo (3mebs
©s Jomnb 3Bg9Mms 3mb3g3chyo-
myM-s0bhmsjdym 39mao
53Mdgmgolb dmgdggdab.

039306yfa 33mMdbmdgmmmdnbs
©s sMsyL3MNg3 (300 dngm-
3900L gosmodsdgdnm, mns
dogMmathnmbo 94L3gMngbhymn
bgw3no bgeommabymabs o
d19690Mn30L yMongMmosdn-
Mob3nMmyodnm s sdLyMoYm
LofynbLgdLb HomImosRgbL. by-
mbbmdnbs s 3mb393hys-
yMmo 303smMmcgdnlb bnbogdom
mns ds3gMmsthombo 3Mm3gLys-
oymo Bgenmz6900bozalb Lobs-
Lnooim gobgmdmosco MndadLb s30-
05Mg0L. godmagboem modngd-
H9db ImMmob 3o38nMmo 3oomn
36J3nyMmo 3603365cmmMd50abL-
396 ,,396doMm3300* nfjygde. on-
omgymon 653937393sMn ymazgom-
©moymn gosmgdmb 3mbhgjLhb
3900003%9M7gdL, 65(36mMdn Modngg-
M0 gsMgdmad339emn Mgsemmon-
©36 gdsdhgMmnsemnBgdnemn s
s0byMeyma M9dnbab396(307-
5001 sh3nMoymns. bnzMmzgdn
modngdhnb 8dg3oMmn sfhgazsd-

oo Hofmeggbs, badgsabdymn
LNBdMENBs3NNM, ByeMM3560L

30JMab, 335modnb, LosdMmM3bm

d500mEnb godsdysmagdgm gquL-
39Mn39bdo agmMmdnmygd..

3obonb hsgdnenymmods, 99bgdab 335emn s
23hmMab 353bnemgdgm-3Mnhnggm 3mda3n-
mbnMmyds 3mMb3g3hyscmymo dgomens, Mma-
b 3nbgoznc mdngdhgdn Lagbmodmng Hgb-
Mogb sMm39396 s gMmogzsfmsc dmagbdys-
oy Mmab 3ynezg ,965LBENghHYds” Hom-
dmRbgdnab.

sbgon 3mb393dhnomndyds, cnns dsgmMohnm-
60b 999mgdggdnb 36330 bsfoemns. Bg-
mm3360b dngdnb bbzssbbzs o390 dndcon-
65y 399mxy96sdn 3yemdnbsznyMmoe 3emnb-
©909. HhgJbdHomab mdngdhgdn, Lodydom
Bymbofymaodn, Mdnmn Liym3hymagdan, gMs-
®%03nmn 56509900, R6n39MbsgmyMn ©s3-
$9femmadnb 3o63gmMgdswn, 33 39MGagno-
b3900 BMM3gd0 - 3g3c0Mdnb, Bsm3z9%ab g-
3mbhgjbhysmadsiznnms s dgmMmgymo

9603369mmMd900b gosxzsbgdnm sdysmgob
3656390156 35330Mb. dogMatynmbab Lzym3-
bhyMym-bogmEgymo gsdmadbsbzgmmmds gob-
LoB@3MogL dnbbogg 3Mahniym dnazma3gol,
Mm3gmons dnbgoznc LsBnbom dMmdsbs s
sty (3meEbsb bnddmmyMs — 3MbhMasb-
dhymn, eogmbmdaymn s 3mghym-3madn-
3900 3n035M05d90n00 goEsnsdMgob. dgamm-
3903, 39613909 3 0bL3MN3(305-0b d93mgdg-
©9%000 3Jhgdns, MmIdgmos 39339mdnm
d00emnsbn 9JL3MBN3Ns 3MS33bMbN yMn, sfs-
9906LhMndyemn s sdLYMEALMZ0L Lobsbns-
01m, 50m9396hg000103Lgd..

399mxq6s%g doszsfm 3mb393thnsemym badL
aHmodsmyen bodysmmbesb dgxsbgds Hom-
9moggbl, Lo sdLYMeENL L3gbmagmogn-
100 s 3nbndsemyMn gthsmndsEnno smbs-

6036Ls s 93603369mL IMmMAL
©3oManmn 03s 5333Mo30s.
gfronn Fgbgegne Eabgybjgny-
o mongghgdn LsdysmmBa sm-
@3990 §obMngL, EnbLdsEMLBLLYS
©s 3Mnodabym, dogmygdsmy
Lhsgbo3nsb Yobemm3zHdnab.
fmgmMm d5330dmns 53 3Mm-
(39L30 535330901 01bgdMN3-
0136 38mMgdsL? Mol dgndemy-
05 ByemmM3060bm3nL >MbNB6s3-
©9L 016900b 3930byMn sMbN?
99 3000639099 335930m, nfMbny-
0 s 93s3Mmymaso JModn-
39@o MygmygLos gjbdmdo-
(30980 60dbmdMN3n BMMBnodY
399mbobymon. adsdym, 3mbeh)-
MoLHhgddg 5390y dMsgzsm-
dMnob 3603369mmd9ddn, d-
LyMEYMm YMmongMo 3s3dnMmagod-
dn omns dogMmatynmbo 399(369-
d0b, ©9330M3900lL shnzs30sbL
©nbhm3nymn gobHymono sbgm-
BgobL. 3odmxgbalb LhmyJhyMms
2069 30m3L 0156537MmM3g LLd-
yommb — ©sdmMmgdymb 016490-
03 35(hgMnsbcsb; Bggaaoc, 3o-
bogmo smofm 5J399gdsMmagd.
3Mmbhmmb, 3Mmm(3gLn cs30Ln
39(300m37000), (3N S BMZ-
396 s(30000 3300 Bgds 653y-
3d53M0b dnbssmbnb gsbds3nfmm-
d909mm0. 39539 oMmmb, sdLyMn
399ma39698n0 dmJdggol, Mm-
3mf(3 96n3365cmm3560 sthnb-
Yo 0bbhmydgbyn. LmMge
99 3mbhggLhdn Rbrgds ngm-
HmMB0g00 (sBMmMOMN30 gs6ddhm-
9%9%0):



3Maghngnmmn Immas s 3myghymo sdbhMmad(309..831969(309M0 mdo-
99d0b ©g3sM3s30s s LNFdMYMn 6ndsb-LbEHg3gdnb smMg3s..
d1bgdMn3n s bygemmzbymn..d@EsMmn - gmMInmgdymo...
3963gmMmagdo@n - LhgMomyMo... @sdsdymo..Mdnmo o
©Mmygisen..biymydhymyma s dsmmzswn.. ggMmsmazsbn -
sgfmmBahymn..g3sthgmnomndgdyema...

396LBM3zMYdsNS 53 SOLHMYhymn ,69350000" oymaznm, nb-
396J30yM Lodysmmdn 3300900, LosE ymazgm xgmdg §o-
6oLfofmn IBomds N335, MoEE6 Logsbn EsEMNMmNs smbs-
60360L 3964(300Lgs6, 93Mdbgd90nL dynxyg aLEMM 330000 30
sbagmn dnbsombgdn RBgds. Mgsemmdnl Imybgmogdemmods
993Mdbmdsn Ludystmb dm3gbdsmyMmMoOsLbcsb, Homdsgzsenm-
03bL 336 goEaxaF3ym E330MnbL3nMgdsb g399(36mdb.

Mdnmn Job3390900bL 0y Ledydom noMmsmgdnb Jggemn, JoMgszlL
dyom LsBM3zMym sMLL s ,dmdn3zhnzg Mgsemdab® dogm-
3ofgmdsdn gosnb. 3gmnb oy bogzmEyem mongdhgddn, bg-
m3360 Jobs39060b hMmown3nyem goggodsb smag3L. 93 3dno dog-
Mathnmbo LogbmdmMnznb gIsthgMmnsemnds3nno Jdbnb ndgz3sm
Ln3M(39L, Lasz FschgMns GZnembmaznyma MgzemgdLoab s 30-
BysmyMn ©s330M3900b, 8537(36900L Lagbsw ng(3939. 39Modngyemn
6ohgbgdn, Mmamm3 sfhgazsdhgdn, 3o BsBL YL3sdgb 3Mmm3gLU,
m3gmo(3 sbYymgdYm 3509399 yB3MmM 36033690mMmM35600.
©mmnb, ImgdggdnL s 8g3c0mdnb dsdygfmnsemymo 333emn - 3odm-
93960b (396¢yMsemyMm 0oL 53Bgemb, MmM3gmdn(3 yhomodsmymn
©9 30byMEYm-Hosmdmbabznmn Mgsemmdgdn 9 Bebgmb gxsbgds.
9L s3nMmab3nfgds n§393L 9cL6NBBALS s 53603369l NL-
33969 (30L; Mmdnggdhgodn 3oMze396 030560 Mv3Es30M39m 531bd-
(309b s gmorommymoe ndgbgb sbam, Bdnmsg nfmmboyen 36nd3-
69emm0gdL. 33 dEgmdsmgmosdn Mgsmmos 3Msgdgbhnmmyds,
Bmemm §amImbobzs endmnmgdnm, Imfiyzma bndyms3nsb s
096soMmMyYmmManb 3MnBabyem 3MbhgJLhHL soghnyMgdL...

399ma396597 93¢hmMb dngds s I(3gmmmMds mdngJhnb nbyybd-
(309 93B3 36083650mMMON0 3 H3nMNMU, Boenmbmaznnb Jobemagb

dndoMoymgdsL - Mmongdhdg mMngbhnmgdymn mbhmmmannb
3Mb(3993(300bs(3 Yobemaegds. 33 By3zn0 Logbab 3ybg300L o-
39330 oM 603653L 36n3365(MMANL gogMmmdsl; gL sl gosbzems
Lb3s MY303BY, MmMmEgLYE MO hn smem 99393gdMgds NBLEHMY-







Lia Bagrationi's exhibition Earth is Female extends
the artist's multidimensional practice, in which
craftsmanship, material knowledge, and a
distinctly female perspective continue to operate
within a conceptual and abstract framework.
Through a non-descriptive visual language and an
experimental engagement with materials,
Bagrationi investigates the contradictory and
often paradoxical relationship between the
natural and the artificial. Drawing on both
artisanal processes and conceptual strategies,
she develops a sustained artistic rhythm in which
makingitself becomes a critical and reflective act.

The relationships between the exhibited objects
begin with the suspension of their utilitarian
functions. Each work reconsiders the context of
everyday life, transforming familiar objects into
carriers of displaced meanings and abstract
associations. Removed from their original
environments, these forms appear as material
residues, symbolic fragments, or traces of an
alternative logic. Their presentation within the
exhibition space becomes an extension of the
artist's modes of observation, thinking, and
working.



Material tactility, visible traces of touch, and a self-reflective critical position constitute central
components of Bagrationi's artistic methodology. Objects resist established systems of order and
categorization, appearing instead as fragile manifestations of temporary realities. Such conceptualization
has remained a persistent characteristic of the artist's practice throughout different stages of her career.

The exhibition brings together diverse elements that have emerged throughout Bagrationi's artistic
development: textile objects, working tools, soft sculptures, graphic impressions, and recurring yet
unreadable forms resembling a universal script. Through the decontextualization of error, imperfection,
and secondary meanings, these works establish new forms of communication with the viewer. The artist's
sculptural and spatial language reflects a critical reconsideration of domestic labor and inherited forms of
knowledge, translating them into poetic structures shaped by contrast, tension, and symbolic ambiguity.
Collection, arrangement, and inscription become creative acts through which the exhibition accumulates
non-canonical, peripheral, and absurd elements.

At the centre of the exhibition lies a confrontation with the utilitarian world. Through minimal interventions
and carefully constructed situations of absurdity, the works reveal a rupture between signifier and
signified. Objects that appear dysfunctional or displaced evoke broader conditions of imbalance, crisis,
and latent stagnation. Within this framework, questions emerge: how can contemporary society perceive
its growing distance from the natural world? What might the feminine essence of nature signify within the
artist's visual universe?

Rather than providing direct answers, the exhibition
formulates these questions through symbolic and material
propositions. Across layered meanings, oppositions, and
unexpected associations, Bagrationi activates processes of
observation and interpretation while maintaining an
underlying dystopian sensibility. The structure of the
exhibition mirrors a contemporary condition increasingly
detached from natural materiality. As a result, matter resists
control, and process itself - with its errors, experiments,
repetitions, and fragmentations, becomes a primary
producer of meaning.

Within this context, absurdity functions as a significant artistic
instrument. A series of conceptual dichotomies emerge
throughout the exhibition:

Practical labor and poetic abstraction. Functional objects and
disrupted symbolic systems. Natural and artificial. Error and
deformation. Repetition and sterility. Tension and softness.
Flexibility and rigidity. Structure and instability. Chromatic
and achromatic. Material and dematerialized.

Through this abstract field of distinctions, viewers enter a
dysfunctional world in which expectations are continuously
unsettled. Objects are stripped of their conventional signifying
roles, while fragile dislocations of perception generate new
possibilities of meaning. Reality appears elusive, suspended
between material presence and transience.

Walls of soft sculptures and working tools lose their stable
boundaries and enter a state of suspended reality. Within both
wall-based and spatial installations, Bagrationi challenges
conventional understandings of sculpture. Through processes
of dematerialization, she creates environments in which matter
becomes a subject of philosophical reflection and visual inquiry.
Ceramic fragments function as artefacts that emphasize
process over completion, foregrounding transformation rather
thanresolution.

The material traces of time, action, and error reveal one of the
exhibition's central concerns: the collision between utilitarian
reality and imagined, absurd alternatives. This confrontation
generates a dysfunction between object and meaning.
Objects lose their original purpose while simultaneously
acquiring new, often ironic significations. Reality fragments,
while imagination activates duplicated and vulnerable
simulations that reflect the uncertainties of contemporary
existence.






the limitations of use and discloses its autonomous complexity.

Viewed through this lens, the exhibition offers an alternative mode of perception. Objects are no longer understood as static and
completed forms; instead, they emerge as partially accessible and inherently layered entities. Here the paradox of the
contemporary material world becomes visible: although consumer society surrounds us with objects, these objects increasingly
evade our control. Process, with allits uncertainties and imperfections, becomes the primary generator of meaning.

Text: MARIAM SHERGELASHVILI
Art Historian and Curator
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For several years, rather than discarding them, | collected polyethylene bags - objects
typically designed for short-term use and considered devoid of value. Over time, they
gradually transformed into an archive of everyday life. To create the installation, | ironed
thousands of these bags and reassembled them into a single surface that covers the
gallery walls like afresco.

In this work, ironing functions as an artistic gesture with particular significance. It is one of
the most invisible forms of women's domestic labour, reflecting repetitive acts of care and
the traces of human existence.

Futuristic Fresco emerges from a long process of accumulation and preservation.

Atthe centre of theinstallation is a video in which polyethylene bags, driven by air currents,
remain in constant motion. The static surface of the walls and the moving image on the
screen reflecttwo possible states of memory — one fixed and onein flux.

The work is part of the project “Earth is Female.” In this context, the Earth is conceived as a
space of accumulated memory.

limagine a future in which polyethylene becomes one of the key archaeological witnesses
of our era. If today we read the histories of past civilisations through surviving material
layers, then one day the history of our own time may likewise be read through these
artificial strata.

In this sense, Futuristic Fresco is a speculative artefact arriving from the future - a trace of
an epochthathas leftits self-portrait upon the surface of the Earth.

The installation is self-curated by the artist.

LIA BAGRATIONI
2026
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Futuristic Fresco

Futuristic Fresco is a large-scale installation constructed from polyethylene
bags. Conceived as the culminating work within Lia Bagrationi's exhibition, it
occupies the cinema hall as both a monumental wall-based installation and
a multimedia environment. Hundreds of plastic bags collected by the artist
over many years are transformed from remnants of everyday consumption
into avast speculative panorama.

Through an abstract gesture of transformation, Bagrationi reconsiders one
of the most problematic materials of contemporary life: the plastic bag. Her
critique of disposability and consumer culture is articulated not through
direct representation but through processes of abstraction and material
reconfiguration. Within this context, the work can be understood as a form of
visualecology.

The artist manually irons and fuses hundreds of plastic bags, creating a
surface defined by new rhythms of colour, texture, and spatial composition.
Fragments of commercial logos remain visible throughout the work,
functioning as residual signs of consumer culture embedded within the
material itself. The installation transforms waste into an aesthetic and
conceptualfield while preserving traces ofits previous life.

The work's futuristic dimension is closely linked to a dystopian vision.
Bagrationi expands the viewer's perceptual horizon by critically reflecting on
the excessive consumer practices embodied within the accumulated
material. The installation unfolds simultaneously as a self-ironic, eco-
feminist, aesthetic, and philosophical proposition.

In this work, the role of the artist becomes particularly significant. The
installation encompasses not only its final visual form but also the process
through which itis produced. The artist appears simultaneously as collector,
actor, laborer, and transformer. Through the self-reflexive examination of
these roles, Bagrationi addresses broader questions concerning the
desacralization of contemporary life. Systems of mass production and
consumptionincreasingly replace symbolic and ritual forms of meaning.

The title Fresco introduces an intentional reference to the tradition of
monumental wall painting. Historically associated with religious and
communal narratives, the fresco here becomes a critical metaphor. The
installation suggests a contemporary condition in which consumer culture
assumes functions once occupied by ritual and belief. Products,
commodities, and plastic bags emerge as the dominant visual vocabulary of
anew symbolicorder.



An eco-feminist perspective is further articulated through the artist's relationship to material processes. The
acts of collecting, transforming, and reusing simultaneously address abundance, waste, and the ecological
consequences of consumer culture. Equally significantis the visibility of women's often-unrecognized labor. The
repetitive act ofironing functions not as a domestic obligation but as a sustained process of artistic production.

This aspect of the work recalls the writings of the Italian-American feminist theorist Silvia Federici, who
has examined domestic labor as a foundational yet historically invisible form of economic activity. Within
Bagrationi's practice, ironing becomes a temporal and concentrated action that mobilizes accumulated
energy within matteritself. Through repetition, laboris transformed into a creative and symbolic force.

At the same time, the installation resonates with Georges Bataille's concept of general economy. For
Bataille, surplus energy cannot be understood solely through accumulation and productivity; itinevitably
demands expenditure, transformation, and dissipation. Such expenditure is not a loss but a productive
cultural force that often manifests through ritual and artistic activity. Within Futuristic Fresco, the
accumulation of plastic bags and their subsequent transformation may be understood through this
framework. Material generated through excessive consumption re-enters circulation as artistic matter,
sheddingits original economic function and acquiring new aesthetic and conceptual significance.

The repetitive process of ironing similarly operates as a form of energetic transformation. Through
sustained labor, excess material is reorganized into new structures and visual orders. In this sense, the
installation brings together invisible female labor and Bataille's notion of creative expenditure within a
shared field of material transformation.

The work ultimately develops an eco-feminist critique through poetic and conceptual means.
Accompanying the installation, a video projection presents plastic bags moving slowly within a simulated
current of air. Their motion is cyclical, repetitive, and seemingly without destination. This extended
gesture transforms traces of consumption, labor, and dispersed energy into a multilayered perceptual
experience.

The moving image does not offer resolution; rather, it reinforces the installation's central concern with
repetition, circulation, and transformation. Consumption leaves residues, labor leaves traces, and
energy continues to migrate through material forms. In Futuristic Fresco, these processes becomevisible,
inviting reflection on the ecological, social, and symbolic structures that shape contemporary life.

Text by art historian Mariam Shergelashvili



