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Arranged in a perfect circle are 13 glass
aquariums of identical form and content.
All of them are filled with transparent, still
water. Its existence is calm and
unquestionable. The other 12 aquariums
are lifeless - filled only with water, without
anysigns of movement. Therefore, thatone
aquarium inevitably becomes the center
of attention, drawing the gaze not
aggressively, but by way of contrast. Its
liveliness breaks the symmetry; its
movement activates the stillness of the
entire composition.

In this circular structure, the central
aquarium with the fish can be interpreted
as a symbol of Christ. The 12 aquariums
around it, in turn, are an echo of the 12
apostles: all twelve are also filled with
water, holding the same potential, but
without any animation, without an
inhabitant within.

At first glance, the installation is minimalistic.
Thesymmetry,thetransparency of the glass
and water, the silence of the space - all of
this creates a sense of order and near-
neutrality. However,as is the case with many
works of conceptual art, the simplicity of the
structure accommodates multiple possible
interpretations - symbolic, psychological,
theological,andexistential.

On the one hand, such an arrangement, in
fact, approaches visual theology, uniting

the sacred and the visual. However, this theological interpretation, while resonant and convincing,
does notcreate tension fromthis theological viewpointalone. Why? Placing the fishin anaquarium
means rendering it visible—completely, endlessly. In principle, from a theological perspective, this
is precisely the paradox. Christ is simultaneously manifest and the most hidden of mysteries. The
aquarium, in this respect, can even be considered a church—a vessel for the divine presence, a
constructive space where the sacred both residesandis revealed.

Thereis one key detail: at the bottom of every aquarium, both where the fish swims and where there
is only water, a clay plate, a knife,and a cup are affixed to the bottom. Where does this thought lead
us? Tothe Last Supper, of course. Before usis another, very unusual visual interpretation of "The Last
Supper." It has many peculiarities, and also a special one that is thought-provoking and quite
eloquent.Before usisa"Last Supper" withoutthe main attributes of the Eucharist — it lacks the bread
(the body of Christ) and the wine (the blood of Christ). There are cups - vessels for wine, like silent
relics underwater. Even the purifying water becomes a symbol of negation, and the sacred act of
divine presenceistransformed into a silent sorrow. The apostles are notin them either; they are "not
yet"visible,orthey areimplied.

The ritual is suspended, the substance is replaced by the symbol, and the symbol, in turn, by
absence, by non-existence. The fish (Christ) swims in the aquarium, but what is before us is still
a table of sorrow, an unrealized Eucharist that is in waiting. Existentially, this is also an
expression of the human condition - being without unity, existence without essence; an
expectationthatis not, or notyet, fulfilled.

The symbolism of the bread and wine disappears from the installation quite deliberately; the
disciples are also not visible, and this allows us to move in other, different directions that go
beyondthe scope of "The Last Supper"asatheme.

The transparent aquarium itself is, after all, both a container and a means of display, and at the
same time, an artificially created boundary. Consequently, what else could it be a metaphor
for? The divine, at once mysterious and revealed, and... imprisoned. The aquarium
simultaneously embodies both a church and a cell. This is both impressive and noteworthy:
observation of the fish/the divine from the outside is permitted—we can look at it from the
outside, observe it from all sides, because the transparent glass of the aquarium
simultaneously protects the fish and exposes it, while the water both sustains its life and
placesitinisolation. Therefore,isitreally protected oris it perhaps vulnerable—divine infinity
enclosed within the geometry of a transparent "glass house," a kind of trap, a structure that
tames. Therefore, is the aquarium a space for the Last Supper or, even more, a temple, orisita
confined environment where the divine cannot move freely? We see Christ (the fish) in it, we
talk about him, we representhim, but do we swim with him?|s the waterin the aquarium sacred
ornot?Inany case, itis stagnant, notflowing like ariverorasea.

We, too, obviously shift the focus from the divine to the human - to its consciousness, its
selfhood, its social perspective. The choreography of perceiving the object raises questions:



What does it mean to be visible and at the same time trapped in an enclosed space? What s the
relationship between being and being watched? What does the imprisonment of the self mean;
what is its mechanism of control? How do we watch from the outside in, and what does the
inhabitantofthe glass house see fromthe inside out?Isthe oneinside, orare we, the ones outside, full
participants in life? And so on. These questions are numerous, and they create the inner dramatic
tension ofthisinstallation's serene construction.

Or - let's look at it from another perspective. The fish swims, aware that it is confined to a limited
space and is under surveillance. In this case, the fish is a symbol of consciousness, which follows a
current created by a constructed order. It is an absurd situation, but entirely real, especially if we

consider the isolation of modern man, the fragmentation of identity (the real "I" and 12 mirror-like,

performative "I's around it), or the emptiness of these same social systems, full of structures (water),
butdevoid of lifeforces (thefish).

Theinstallation,as we noted above, is very open to variation; beyond "The Last Supper"itself, it offers
us numerous readings. You too can imagine yourself in the place of the fish swimming in the
aquariumand think: "Whatis happening to me, as afish inan aquarium; how do | perceive myselfand
the environmentbeyond the aquariuminthis situation.”

So, let us imagine further that the main aquarium is the conscious "I," the subject of experience,
movement, and attention. The 12 surrounding aquariums, the dwellings of the apostles, are
something like the inner chambers of the mind, filled with an analogous substance of emotion and
imagination (water), but devoid of the quality of active consciousness. Let's consider the water of the
12 aquariums to be the subconscious, the environment of inner depths. It leads you toward

introspection, not because it reflects, but because it contains
and stills. In this installation, each aquarium is a suspended
possibility. The waterinthemis notinert, butlatent...

Or —in purely human terms, the fish generates tension, the only
living being in the system, in the installation, created for many.
That is why it bears the weight of attention from the outside
viewer, the observer, and so it is not only spiritual; it stages a
performance of life before many silentwitnesses-viewers.

Or -from a social or psychological point of view, the installation
could even be seenasadiagram of a kind of sleeperagent. That
one fish we watch from the outside may not be special atall; it is
simply the first one to have started moving. It is self-sufficient,
responsible for its actions, in control of its own motivation. The
other twelve are latent because, on the other hand, they are not
empty;they arefull of water,the substance necessaryforlife,and
thus containallifethatis simply notyetvisible.

The installation seems to resist finality. lts geometry, though
closed, is open in its essence. What appears to us as static is
actively transforming. The aquariums might be filled with life,
withfish,andthey certainly willbe. The actionisyettocome.

Or - the main thing is that the fish in the aquarium does not
imagine itself an autocrat, the sole and central living being. The
aquarium is probably comfortable, filled with clean water, but it
is still a glass cage with total visibility. Everyone sees the one
inside; everything revolves around it. The 12 aquariums encircle
it Andyet the glassisfragile.

The installation does not impose anything on us; it suggests.
There are many "either, or"s. The artist creates a kind of "stage,"a
"Last Supper," upon which the viewer's thoughts move. And
perhaps this is the artist's most important gesture - not just to
present us with an object for observation, for viewing, a specific
scene, but to present us with a model for thinking - circular,
contrasting, calm, and moving. The fish not only lives, it
thinks,and we —along withiit.

NANAKIPIANI
Doctor of ArtHistory
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Itis only from the exhibition's concept that we realize we have found ourselves in a simulated
mise-en-scene of “The Last Supper.” The “signifier” of this radial banquet is spatialized by 13
aquariums set upon pedestals, containing achromatic ceramic tableware (a knife, a plate,
and a cup) and a fish (Ichthys - Christ). This bewildering, poststructuralist narrative of the
biblical scene plays with us in manifold ways, as if the sacred or confessional icon is being
directed by Homo ludens—the artist as player. Asceticism, intentional carelessness,
laconicism, and achromatization lead us toward a new, alternative, or perhaps a “secular Last
Supper”thathas emerged fromthe fable of everyday life.

Achromatization, the draining of color, this transfiguration alters every enigmatic essence in
the artist's “translated” biblical scenario, for instance, victimization, the Eucharist, and the
catharsis born from empathy. The dialectical framework of the Last Supper was constructed,
multiplied, or spatialized through these sentiments in the form of various artistic renditions.
This biblical simulacrum, with its achromatic appearance, its haze, and this new artistic
“translation,” gains its plausibility. It crystallizes into an independent, somewhat fragile given,
as the reorganization of the visual narrative is based on the principle of Tabula rasa. A new
narrative or mythology is created on the principle of a clean slate; for the page itself is an
icon—achromatic, white, a field of featureless references.. Tabula rasa never resorts to
cultural relativism—to polychromaticism, to the frequency of archetypal-symbolic colors...

The 13 white pedestals create aradial rhythm; these “signifiers” of the Saviorand the Apostles
allude to everything from cromlechs, menhirs, and cyclopes to even museum inventory
necrotized by imperial loot. Such artistic play with the idea that the Last Supper can be
monetized as an artifact or a work of art reveals the polysemy of this spatial-immersive
installation.

On the frontal wall, a Renaissance perspective rendered in achromatic color and the
“utilitarian trinity” (knife, plate, cup) give rise to the simultaneity of achromatic painting. Here,
painting possesses space like music; itis an invisible rotundity in space... Marcel Duchamp's
white urinal is also achromatic. The artist resorted to the language of the object at a time
when painting, for him, had become colorless, had lost its vital signs. With this epochal
resonance, Duchamp, in a way, decolorized, whitened da Vinci's Mona Lisa. The frontal gazes
ofthe urinal and the Mona Lisa are equally epic; both reflect humanity's self-determination in
time and space, or a new realm breached within art. Robert Gober's bathroom sinks are also
achromatic—the sculptor juggles with achromatic imagery to narrate the vulnerable
existence of sexual minorities. The sink is again epic, white like Duchamp's, and it illustrates
postmodern America. In this case as well, the artist narrates more with an achromatic object
than chromatic painting could. In our contemporary and postmodern world, many artists
have gravitated toward achromatization as if toward a Mecca, be it Mark Rothko, Giorgio
Morandi, Vija Celmins, Ben Nicholson, or Agnes Martin. Their “colorless” works are a post-
epistemological, barbaric act; they navigated with tentacles into a meta-reality, that is, into
meta-painting, which implies the most unembellished and un-made art. In achromatization,
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the subjectis depleted, and only through this path does the conscious mind coordinate with
the object, thatis, with memory. The renunciation of coloris aphenomenological archeology.

The “utilitarian trinity” (plate, cup, knife) somewhat integrates with the achromatic painting,
and the props of the supper assume a moderate form; otherwise, any toning or tinting would
have broughta sense of vulgarity and anachronism, thereby profaning the biblical scene. The
achromatic monolith of the entire installation gives rise to multiple versions—from the Last
Supper to the museological, artifactual representation of ceramics. Lia Bagrationi's
installation ensemble acts like atrampoline, repelling us in any attemptat concretization, as if
the artist is returning to one of humanity's primary states—play, while the artist becomes
Homo ludens (the playing human, the artist). The only things that are graspable, reliable, and
transparent are the vessels, and they are intentionally left uncolored. The achromatic and
plastically “raw” ceramic tableware offers us a new, empirical supper, one divested of
logocentrism...

KOTE BOLKVADZE
Art Historian
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