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Sincerely Yours

The kernel, the soul—let us go further and say the substance, the bulk, the actual valuable 
material of all human utterances—is plagiarism.
  - Jonathan Lethem

I fake it so real that I’m beyond fake.
  - Courtney Love

Ever wondered what an authentic experience felt like? You know—a feeling 
that you were reasonably sure was yours’ and yours’ alone; a gesture that didn’t 
inevitably collapse into a set of chiches; having an idea that didn’t already have a 
citation index attached to it; the premise that you, your thoughts and your actions 
were in any meaningful way unique? I keep thinking at some point in my past, I 
must have had an authentic feeling—but certainly not lately.  For the most part, 
I--like most artists I know--have come to an uneasy peace about the whole thing, 
figuring that “mediation is me” and besides, authenticity is so twentieth-century. 
But I continue to be haunted by one particularly troubling aspect of this equation: 
if authenticity is now accepted in most quarters as a cultural construct rather that 
an existential truth, then how the hell do we recognize sincerity anymore. Or is 
sincerity, like its corollary authenticity, contingent on a world outside ourselves? 
And if so, what does it mean for individuals who produce work based on notions 
of intuition and self-expression?

 The exhibition has taken as its premise the idea that sincerity is a contested 
term in contemporary art practice. All of the artists chosen for the exhibition have 
in some way addressed the challenge of the authentic in a particular way, each 
coming to the problem with a specific critical strategy. A number of works in the 
show address a certain longing for a graspable authentic experience that seems 
somehow just out of reach. There are others for whom our thoroughly medi-
ated world of experience is what constitutes the “new” authentic. Still others see 
authenticity as simply a social construction, and thus the act of addressing it in art 
is, at its core, ironic. Together, the works in this exhibition provide an intriguing 
snapshot into the challenge of being an artist--and in essence locating the self--in 
this complicated thing we call contemporary art. 
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Ashleigh Bartlett
Sugar Eyes, 2012
Oil on Panel

Historically, abstract painting has encountered a crisis of its legitimacy. Although the 
discipline has been revived, the shadow of this rich history lingers in the present. 
In response to paintings’ many deaths, resurrections and afterlives, contemporary 
painters face the challenge (and the invitation) to move the discipline forward. 
More than any other discipline, painters are confronted with the need to claim and 
attitude or position, be it ironic, sincere, irreverent or genuine. Have the conditions 
for painting opened up and changed? Is it a romantic notion to consider authentic-
ity as a possibility in contemporary art practice? Maybe. But still, in a time where 
anything goes in contemporary painting, contradictions are commonplace and the 
meaning of sincerity becomes increasingly more significant.
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Steven James Brown
Recesses of the Mind, 2011
Photography

Cultural anthropologist Marc Auge examines the effect of what he calls “non-
places”– airports, hotels, and virtual space experienced through television and 
computers – on public and private experience, and speaks of an alteration to our 
awareness. This two-tone image, an open-ended ambiguous pictorial space situates 
the viewer between architecture and object, manufactured landscape and computer 
generated imagery. Created using a medium format film camera and one light. 
The image reflects my interest in the equivocal nature of seeing, and presents 
space that resides somewhere between the real and the artificial – and fades before 
our eyes like the memory of authentic place.

Tammi Campbell
Work in Progress (Series), 2011
Acrylic on 100% Cotton Rag Matboard

In my Works in Progress series, I allude to the process of painting (v.) a painting 
(n.). The paintings address their own making through the materiality of paint – 
they are uncanny representations of seemingly unfinished works. The paintings 
in this series are at once sincere and insincere, complete and incomplete, abstract and 
real, referential (modernism) and self-referential. The work is presented as systematic 
structure that engages the viewer in the act of mentally completing the work 
based on the structure in place (basic forms, grids, changes in tonal value), and by 
providing insight into the tools used to produce the works (acrylic paint, painters 
trowels, masking tape). 
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Sarah Comfort
There are the Internal Intentional Contents, 2009 
Graphite on Paper
While making this drawing I attempted to have a so-called “direct experience” 
with my living space in an effort to find some kind of meaning or clarity through 
art. I gathered up some of the small things I collect and keep around the house, 
and arranged them spontaneously in a structure imagined specifically for them. 
My attempt at achieving real, authentic “directness” was an inevitable failure, but 
I hope that the act of arranging and meticulously drawing each object might
have accidentally revealed some of their more interesting and elegant formal 
qualities. For me, this drawing complicates the relationship between authenticity 
and intent. It questions wether meaning can be forced by way of premeditated 
design, or if what’s at work is really some mysterious, repressed thing speaking to 
the true relationship we have with our subject matter, something
that’s revealed through the process of making art.

Sarah Carney
Before I become famous, 2012
Video Projection

“Once you can fake that, you’ve got it made!” What is missing in this approach is 
that sincerity is not something turned outward, but a relationship we have with 
our selves. Sincerity focused outward is false. Sincerity cannot function except 
as an internal relation. Even then it is fraught, but the possibility for it to be 
true exists. Sarah Carney is a visual artist who lives in Toronto. She received her 
degree in fine art from University of Guelph. 



8 9

Candice Davies
To Be Shipped?, *date, 
Alabaster Stone and Cardboard Sculpture

Packing materials are essential and used often in the context of the gallery, where 
art objects are either getting shipped, packaged or unpacked. Materials normally 
used to pack and protect precious art objects are now transformed into the art 
object itself. What appear to be ordinary packing peanuts is hand carved in alabas-
ter stone, predominantly used in decorative and ornamental carvings. Each peanut 
is a unique individual object, elevated to the status of an ornament. These rep-
licated objects become a stand in for the “real” object stripped of their function 
although visually it appears the same as the original, further deceiving the viewer 
into believing that the replication could possibly be the object emulated. These 
hand carved packing peanuts are presented in the gallery as a mass manufactured 
object, a form of commodity mimicry pushed further by the use of an existing 
cardboard box. In the ultimate question of in a world of mass produced objects 
where does the original lie?

Stephanie Deumer
Enso 51, 2012
India Ink on Paper

This print questions the boundary between the authentic and inauthentic. In the 
process of making the piece, ends of industrialized lumber were printed creating 
images of partial tree rings. Printed side by side, the fragments create a whole 
(circle). The print may appear as a hopeless attempt to reunite the tree’s original life 
rings. It can also be seen as striving to illuminate new harmonious hybrids. Overall, 
it presents the viewer with a quality that simultaneously embodies the natural and 
manufactured, the original and the copy, and the authentic and inauthentic.



10 11

Pat Dumas-Hudecki
‘Mes Histoires’ 2011
Diptych, acrylic on canvas

‘Mes Histoires’ is a diptych painting carefully replicating the incredible story 
(histoire) of a child’s fantasy life which they have created on the outside covers 
of their schoolbook. The child’s scribbles are not part of the teacher’s assign-
ment but part of the child’s unique vision. My painting is part of a series that 
honours the ‘works’ of what I call Young Masters; children at a stage where 
they proudly create art with complete personal freedom. As I carefully paint the 
child’s vision onto canvas at a larger scale, I am putting that vision into a new 
context before the viewer so that they might re-evaluate the sincerity of the 
original artist. I ask the viewer which is the true work of art? Is it the child’s 
original work or is it my painting of it?

Joel Fullerton
Something like a sense of detachment, 2012
Drawing/Mixed Media

The impetus of the work, entitled, something like a sense of detachment, begins 
with a captured image from my travel to Jogjakarta, Indonesia. The documented 
image remains as static suggestion of a place that exists in time, within the past. 
This evocation of memory and the experience are recollections into what was the 
authenticity of having been in that place. The sincerity of that tenuous moment 
and its temporal no longer can only be suggested through the visual engagement 
and response of the captured image. It is not my “sincere” attempt to recapture 
Jogjakarta; it is sincerely yours to experience.



12 13

Govier Bailey
 Heavy, 2012
Acrylic on Canvas

Heavy, 2012, is a painting fraught with contradictions in an attempt to address a 
general sense of distrust inherent in painting today. The work presents an image 
that is in deep perspective while simultaneously appearing utterly flat. Tangible 
weight is suggested through the use of the drip, while the image itself floats 
weightlessly within the frame. The drip specifically is not the authentic result 
of creativity, however, it is a modern interpretation of this outmoded means of 
expression, has been carefully rendered and built on the presumption that the 
drip is void of sincerity and has been reduced to cliché.

David Griffin
Playing Good, 2012 
Performance-games

This is a performance in which participants play live-action role-playing games. 
The Players will be two dedicated Performers, and any Gallery Visitor who 
wishes to play.  All players must play themselves, and must select from three pos-
sible games: 
1. The Turing Test, for determining if a machine can convince a human being it 
is thinking.
2. The Prisoner’s Dilemma, a test of strategic behaviour. 
3. A narrative exchange, seeking outcomes that tie together the game-players.
Participants will see that, rather belonging to classes of action outside/apart 
from life, Games and Art enable us to consider meta-narratives like authenticity 
and sincerity in a continuum of experience, grounded in performance. Games 
are ritualised, regulated social interactions, with rules to reduce unpredictability, 
and permit interpretable outcomes. Their structuring of possibilities, played out 
on table, field, or display, generates emotional responses and meaning, and often 
includes capacities for reconfiguring boundaries of the game itself. These views 
parallel our engagements with Art, also a modeling of living experience, which 
achievement is assessed by how the work participates in the making, manipu-
lation, retention and transformation of knowledge (Goodman).  Just as bad/
meaningless games end without impact, a poor drawing is inert. The good ones 
reform and clarify. 
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Tadaaki Hozumi
Dear Akiko, 2010
Drawing; Ink, Pencil Crayon, Paper

This work is a replica of a love letter that I wrote 17 years ago to a person that 
I lost touch with until 2  years ago. I am interested in how the art process of 
replication, usually saved for pointing out fakeness or emptiness, speaks to a love 
that has died forever but has left a permanent impression in its absence. The act of 
recreating the letter and attempting to ‘renew’ old feelings actually ends up reveal-
ing the bittersweet truth that at times forces you to heal and forget.

Rachel Ludlow
Untitled, 2012
Oil on Canvas

If it is agreed upon that the “authentic experience” is culturally constructed then 
the examination of the cultural artifacts that surround us is a way to begin to 
discern the difference between constructed authenticity and sincerity. Through 
using the materials closest to me – those of fashion, ornamentation, and façade – I 
attempt to deal with the creation and shaping of experience within a culture that 
is focused on image and spectacle. As the layers of ornamentation clash with one 
another and with the figure, the realness of both the ornaments and the figure 
that displays them gets called into question. The figure in all her  superficial deco-
rations is a facsimile of our reality of constructed authenticity.
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Eileen MacArthur
Revisionist History: Wedding, 2009 
Oil on tissue on paper 8.5” x 10.5” (23” x 25” framed)

 This painting is a revised version of a family photograph. The original was 
pastel coloured and was stored soon after the wedding so it remained in pristine 
condition. The couple in the photo were married for a short time and the 
union ended in misery, disappointment and resentment. I have re-painted the 
photo to depict a physical history of the object that closer resembles the actual 
outcome of the pictured event. It is painted in cool black and white and is 
stained, wrinkled and torn.

Matt Macintosh
Subject 1, 2012
*Inkjet...

“[Photographs] exist in themselves: they are not only ways of seeing, they are 
what is seen, until finally one sees nothing else.” Gilles Deleuze,  The Painting 
before Painting 
 Unquestionably, mediation shapes our experience. It is constituent to
the production of constructs such as sincerity and insincerity, authenticity and 
cliché. So where does the language used to describe_sincerity _point?
 During 1944-45, my studio was used as a facility to mass-produce penicillin.
 This image is of a photograph of a World War 2 lab technician posing at
her job producing penicillin where I now produce artwork. The tools and
penicillin have been digitally removed.
 I invoke sincerity through layers of mediation to imagine experience
shaped in its absence.
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Frances Patella
Kimono Girl Waiting, 2011
Colour Photograph

Kimono Girl Waiting, was shot digitally, but not manipulated. This image is part 
of a series I’m currently shooting called A Walk in the Park. While I was walk-
ing in High Park at the height of the fall colours, I came across a photographer 
and model getting ready to set up a ”scene” with the model wearing a traditional 
Japanese kimono. The informal scene of the model, waiting for the photographer 
to set up, with purse, camera bag, gear and props seemed more real and sincere 
then the posed and rigid position of the model moments later. The model’s con-
temporary designer bag on the ground next to the parasol is incongruous with 
the ideal of the submissive feminine image, or perhaps it’s just another form of 
stating submission.

Brad Muir
Crying for Pollock, 2012
Video Picture Frames

Crying for Pollock is a project created specifically for, and in response to Sincerely 
Yours. Crying for Pollock consists of five repeated viewings of the film Pollock 
(2000) by Ed Harris, until the point in which the film causes me, the artist, to 
cry (ranging from 1:35:00 to 1:55:55). This phenomenological exploration is an 
attempt to sift through layers of the real, the symbolic and the imaginary with an 
attempt to question, shape and possibly confuse the viewer’s role as subject. Cry-
ing for Pollock is intended to exhibit as a multi channel work on 5 wall mounted 
video picture frames which will be supplied by the artist (if required the work 
could be shown as a single channel projection with five viewing windows similar 
to the demo submitted which consists of three from the five Crying for Pollock 
‘performances’). 
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Jenna Faye Powell
Red Sky at Night, 2011
Oil and Acrylic on Canvas

Chesterfield is a fictional city. It is an illusory place I have lovingly created to 
support and develop the many aesthetic, theoretical, and historical inquiries 
I have around the middle class lifestyle. It is a place brimming with mundane 
everydayness; it is fantastical and pathetic, full of romance and familiarity. Don’t 
be deceived though, Chesterfield is not all laughter and sunshine. From suburban 
sprawl to poor air quality, Chesterfield is known to occasionally absorb some 
real-life problems. Simply, I use fiction to address the “real,” whatever that may be.
 Sometimes I feel Chesterfield is more real to me then reality. It is a way for me 
to digest and filter actual happenings in my life and discover optimistic solutions 
that might not be plausible in reality. Chesterfield is a personal respite from 
naysayers: a place where the misunderstood and/or the misrepresented have a 
second chance. The creation story of Chesterfield is one full of contradictions, 
irony (and failed irony), autobiographical confessions, cheeky narratives, illusions 
and allusions, and nonsensical exploration: Welcome to Chesterfield!

Tony Saad
5 one 5: video installation ~ a derivative of h2geneous, 2012
A video installation that may be controlled by the gallery goer via a touch screen. 

As the faces flash by the viewer may momentarily pause on any image to explore 
notions of authenticity versus originality set against the backdrop of community/ 
commonality. Five hundred and fifteen people chose to photograph themselves. In a 
split second they captured their likeness - can you tell which are sincere and which 
are not? As you watch the blur of faces, there’s an authentic thread or two, or three, 
can you spot them? Can any be said to original? As you spend time with all of these 
faces what is your authentic experience - do you allow yourself time to experience 
authenticity and if not can you really contest sincerity with any sincerity? Sincerely, 
Anthony F. Saad & Alek Grguric. 
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Richard Smolinski
Trace “the Artwork in the Age of Mechanical Reproduction”, 2010
Graphite on Tracing Paper

Trace “The Work of Art in the Age of Mechanical Reproduction” is an example 
of my on-going efforts to devise “performance invitations” or works of art that 
can be described in a single sentence and be executed by anyone. The artwork’s 
title accurately describes the process that produced the work, a performance that 
transpired over a 35 hour period (during the gallery’s opening hours) at The Little 
Gallery, University of Calgary, November 1-5 2010. 

Giovanni Senisi
Giovanni Senisi
Fictional Realities, *date, Photography

For Sincerely Yours I have submitted an image from on ongoing body of work 
I call “Fictional Realities.” These images reference the visual language of a 
sentimental approach to photography that uses established symbolic associations 
to suggest metaphors for intermediary points in a personal journey. Textures 
evoke time, place, and history however they are all completely fake. Through 
various methods the locales have been invented to comfortably draw viewers in 
only to learn that the familiar is not real. By constructing an artificial narrative 
of decay and change in landscapes that do not exist in reality but seem eerily 
reminiscent of actual places I attempt to question the validity of visual 
perception as a means to “ground” us.
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Laura Taler
Double/Double, 2011
Sculpture: Suitcase and Double Sided Mirro

Two identical suitcases hold up a mirror that is reflective on both sides. In dou-
ble/double a conundrum is proposed: it is clear that the surface separating the two 
suitcases is reflective, yet the repetition of suitcases destabilizes this certainty by 
obscuring the boundary between the reflective and the transparent. This doubling, 
of both real and reflected object, plays with our desire to see, to remember, and 
to think we know what we see from what we have remembered.  By challenging 
our experience of the object, the work questions the authenticity of our experi-
ence, while remaining resolutely open and sincere. 

Shawn Stovell
Georgette, 2012 
Print Medium Collage

Georgette is a sequential striation collage of two photographs by Duane Michals. 
One photo is of an interior wall in Rene Magritte’s home, upon which a framed 
female nude hangs between a door and a curtained window. The second photo is 
of Magritte, asleep on his couch. The nude is Georgette Berger, Magritte’s wife 
and muse. Michals’ cites Magritte as a significant influence on his work. Similarly, 
Michals’ informs and influences my own. And so I wonder, have I formed a unique 
and authentic message about the intimacy of interior spaces with this piece or have 
I merely gestured to the thematic influence of Georgette on the works of Magritte, 
Michals and Stovell?
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Ross Winter
Appropriation - Liu Wei, 2010 
Archival Pigment Print

Appropriation is the sincerest form of flattery. A sizeable installation by Liu Wei, 
in Beijing, intended to be walked through and experienced as a conceptual city, 
is condensed to a single image suggesting Art Deco furniture. We are not in a 
time when flatness is abstraction’s primary goal; the image retains an illusion 
of the physical depth of the subject. The installation is in China, a country and 
culture not noted for its regard for copyright. So, the appropriation becomes 
appropriate, and makes cross-cultural ‘borrowing’ a two-way street.

Maria Whiteman
In the Mirror of Dreams  
Photo and Projection

This print questions the boundary between the authentic and inauthentic. In 
the process of making the piece, ends of industrialized lumber were printed 
creating images of partial tree rings. Printed side by side, the fragments create a 
whole (circle). The print may appear as a hopeless attempt to reunite the tree’s 
original life rings. It can also be seen as striving to illuminate new harmonious 
hybrids. Overall, it presents the viewer with a quality that simultaneously embodies 
the natural and manufactured, the original and the copy, and the authentic and 
inauthentic.



Mission Statement

Propeller Centre for the Visual Arts is a professional, independent, artist-run 

non-profit organization with a dynamic approach to programming, exhibitions 

and community-based activities. Propeller provides a supportive community 

which generates innovative ideas, experiences, and a greater awareness and 

appreciation for the arts.

 The Centre is an integral member of the artistic and cultural community 

in Toronto’svibrant Queen Street West gallery district. Propeller supports the 

creative endeavours of artists through curated, juried and individual exhibitions. 

The Centre also presents networking and educational opportunities as well as 

multi-disciplinary events in pursuit of building and extending the community.

 In existence since 1996, Propeller proffers a forward-looking vision that 

continues to engage public interest and critical notice
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