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Jaret Vadera, an artist included in this exhi-
bition, describes the unique experience of
being a polytechnic Canadian:

My mother migrated from the Philippines
and my father from India a few years before

| was born. Some of my earliest memories
are of growing up in Flemingdon Park in the
1970s and 1980s — just a few blocks away
from the Museum. This neighbourhood has
been a springboard for migrants for decades
now, Growing up here had a big impact on
me. Surrounded by so many different cultures,
religions, and languages, | developed a deeper
appreciation of the different ways that we
see the world. | was part of a generation of
code-switchers and shape-shifters. And my
experiences growing up in Toronto at that
time have informed my artistic practice.

When | was growing up, “Where are
you from?” was a common question that | was
asked. It is a polite but often malignant ques-
tion. "“Where” often meant that your body or
that your accent was being marked as belong-
ing to an “other,” that you weren't “from” here.
That we weren't “allowed” to be just Canadian.
The Toronto | grew up in, practised an “it's a
small world, after all” style moralistic multicul-
turalism that, good intentions aside, allowed
for prejudice and racism to lurk just beneath
the surface. But years later, as my generation
has grown into the cultural fabric of the country,
it is undeniable that being Canadian exists
somewhere in the intersections and the over-
laps, in the noise, in the negotiations, and
in the rhythms of our transcultural country.*



HERE. Jaret Vadera's practice looks at shape-
shifting and the politics of perception, explor-
ing how different social, technological, and
cognitive processes control how we make
sense of the world around and within us.
This, That, and the Third (2017) is a constel-
lation or collage of various elements that ex-
amine matrixes that construct identity and
the image. Vadera transfers the perception
of the visceral, human world into the digital
domain in what philosophers Gilles Deleuze
and Félix Guattari study as micro-politics by
mapping different spaces from social, politi-
cal, or geological aspects. The broken line of
perception and sensation, including memory,
are the juncture or meeting point between
the space of the world and man.®
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Born 1976, Toronto, Ontario, lives and works
between Toronto, New York, and various cities
in India

Jaret Vadera’s work — through artworks, curator-
ial strategies, collaboration, and education —
explores the politics of perception. Ascent is a
video work that began with a series of experi-
mental videos from footage of the sunlight re-
flecting off the surface of water. The invisible grid
of the video matrix was shifted slightly and the
y-coordinates were averaged to become vertical
bands as the video gradually transitions from
multicoloured bands to brighter and brighter
yellows and blinding whites. Placed for the ex-
hibition in an underground ramp area of the
Aga Khan Museum that leads from the parking
lot to the first floor, the vertical bands embrace
and immerse viewers as they physically experi-
ence the incline and ascend to the Museum.
Vadera’s intent was to explore ways of rep-
resenting consciousness and to use technology
as a way to understand how we see and think.
He regards the digital matrix — which is much of
how we experience images today — as an invisi-
ble grid that mirrors our own biological, cultural,
and cognitive structures through which we “see”
Here, because the image has been tampered with,
hence creating vertical bands, the experience of
the image has shifted. Without knowing that the
original image is a film of light dancing on water,
we simply read this as an abstraction. But does
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Jaret Vadera, from Ascent,
2009/2017. Two-channel
video installation, 3 minutes.
Courtesy of the artist.
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the phenomenon of watching light reflecting off
water still come through? Is there something be-
neath an image? The relationship of shifting the
y-coordinates to the relationship of our experi-
ence as viewers becomes similar in the capture
of our consciousness. This video is akin to a
painting, and as Vadera says:

| like the idea of a video being an immersive moving painting.
I've often considered my videos as growing directly out of

my interests as a painter. Painting taught me how to see.

Or maybe it just made me more aware of the world around me.
It taught me how to use a material process as a means to be
in the moment. So, | do see my work as closer to moving paint-
ings than | do to conventional narrative film or television.

The politics of perception are more directly
experienced through the series Diseases of the
Eye in which images from a book of medical illus-
trations from the early 1900s demonstrate how to
remove a foreign object from the eye. This series
points directly to the question of what is consid-
ered as “foreign” or invasive — there is violence in
the removal. In a way, this series reflects the cur-
rent political gravitation to the extreme right, and
Vadera highlights the notion of literally removing
that which is not “native.” The work also speaks to
a larger idea of what “value” is and how that idea
of value changes with time. For instance, Vadera
includes cowrie shells, which were used widely as
currency in Africa, India, China, and the Philippines,
as well in North America by the Ojibwa.

The last work, This, That, and the Third, is
also a collage as experienced as an installation
with several elements that tell a story about map-
ping, tracing form, and locating oneself both in
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Jaret Vadera, from This, That, and the Third, 2017.
Everything Is a Copy of a Copy of a Copy. Blue ink,
29.8 x41.9 cm. Courtesy of the artist. Commissioned
by the Aga Khan Museum.



real and imagined worlds using today’s techno-
logy. Digital mapping and multivalent interpreta-
tions are demonstrated through this work: Vadera
maps images from the words in the sentence “This,
that, and the third” through a Google search, which
he then ties back to the locations of the servers
around the world they come from. These locations
are connected through a new aggregated image
form that the artist turns into a Rorschach-like
blob that looks simultaneously futuristic as it does
mysterious. The artist also redraws an image of
a drawing of a mammoth by a Russian trader who
only had its bones as reference, and Vadera re-
lates this to the parable of “The Elephant in the
Dark,” with translations from three languages
relayed back to us through an accented digital
voice. In particular, this story crosses many reli-
gions and faiths and has been a parable of how
we might unite different perspectives. These
components create a larger story that addresses
the poetics of translation through multiplicity,

a kind of parallax that can represent the spaces
between and beyond. 7§
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