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In times of intercultural tensions and conflicts, sincerity matters,
Tradirlonally, sincerity concerns a natural enactment of authcnriciry
anchored in, and yielding, truth. Such enactment is easily misunderstood
in intercultural situations. Moreover, sincerity is considered fundamen-
rally corporcal rather than textual Within such logic, truth is enacted
through the body and imagined as an integrated semiotic field Beyond
the truth that is stated, this field includes the unwittingly emitted signs
of the bedy.

This traditional view is based on the commen sense defense of sin-
cerity. While casily disavowed by semiorically aware cultural critics, this
view is not so easily, or Facilely, dismissed. Like the Lacanian disavowal
and simultaneous recognition of ideology (*“T know very well but all the
same . . ."), this view persists because it means too much to besold cheaply.
Such a defense mighr run, crudcly, “Look, whatever you mighr tell us
about historical origins and rhetorical articulations, isn't sincerity some-
thing that we need and must a‘fwa‘_ys have needed?” Think of “sincerity” as,
for instance, an issue of love, or of truth relling between any two persons
in many kinds of meaningful relations where one party has reason to care
whether the words of the other party are honest in their account of senti-
ment, desire, or dis_position. This issue engages a binary opposition of the
starkest kind. Either the lover or friend is sincere and relational bliss fol-
lows; or he or she is outrighr lying, thus enrailing a plor ofinsinccriry and
deception off which many a novel feeds.
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In the larger public-cultural field, one can also think of all of the
denunciations of “postmodern irony” that have marked public discourse
(at least in the West) over the past two decades, denunciations that tend
to valorize the authentic and the sincere over political intelligence and
rhetorical sophistication. This conception of the postmodern is so easily
disqualified precisely because it dared challenge the above-mentioned tra-
ditional view of:sinceriry by undermining the binary, hence abseolute, con-
ception of truth that sustained it. These two examples suggest right away
that sincerity is firmly lodged both in personal relations and in public and
polirical tensions. For this reason, it is necessary to bring the concept of
sincerity to closer scrutiny roday, at a cultural moment when tensions,
explicitiy or im_piicitly cast in terms of either sincerity or rhetoric, often _piay
themselves out in cross- or intercultural confrentations.

Such aformulation makes clear that the issue of sincerity cannot be
appropriated as the exclusive domain of any intellectual field or academic
discipline. Tndeed, it has aiways been a rather under-illuminated yet pres-
ent issue in many disci_piines. Sincerity _piays a major role in law, the arts
(in literature, but just as much in the visual and performing arts), and
religion. This is not surprising when we look at the historical background
of the concept. Sincerity enters the English language in the sixteenth cen-
tury, during an epoch in which the theater emerges as the dominant
idiom of secular representation, and at a time of major religious changes.
As much as we may like to disavow the analogy, the present historical
moment has much in common with thar historical era. This is clear when
we realize that now as then, religious and cultural conflicts take _place
at the same time that representational idioms and media undergo major
transformations. To honor this historical analogy and learn from it, this
book focuses mainly on the present, while the historical origin of the term
sincerity is discussed in order to better understand its present manifesta-
tions and ramifications.

One element that the two moments of sincerity’s introduction in the
sixteenth century and its questioning roday (in this book) share is intercul-
tural contact and subsequent tensions. Therefore, this book is concerned
with the ways in which the performance of sincerity is culturally specific.
Another common feature between the two eras is the major developments
in media culture. As the printed book gained access to public culture and



Introduction 3

theater became a primary cultural mode of expression, sincerity became
enrangied in medial forms that complicared, already at the beginning,
the integrated semiotic field where body and mind were believed to be
one, Today, sincerity is equaiiy enacted in various ways in different media
and disciplines. We now foreground that acting aspect by invoking the
term performance—a “doing” instead of a “being,” Both law and the arts
study such enactments. This book’s assumption, that sincerity consists of
a perf'ormance, im_piies a specia_i focus on the theatricality ofsincerity: its
bodily, iinguisric, and social performances, and the success, or felicitous-
ness, of such perf:ormances. Central to our discussion, therefore, is the
notion of “acts of sincerity.” What do acts of sincerity in speech or enact
ment do, produce, or fail to do and produce? This invocation calls for an
examination of the ways in which we need to bracket or transfigure “sin-
cerity” rather than simply dismissing it.

This raises the question of what it is that is performed in such acts,
Tn a traditional sense, sincerity indicates the performance of an inner state
on one’s outer surface so that others can witness it. But the very distinction
between inner self and outer manifestation implies a split that assaults the
traditional integration that marks sincerity. This idea of expression entails
the possibility of a dialogue between the inner self and its external repre-
sentation. The idea of this expression (including the potentia_i diaiogue it
entails) is the starting point of Chaprer 1. With this conception, sincer
ity is tightly bound up with an equally traditional view of subjectivity.
In order for sincerity to come to the surface and, indeed, enter the social
realm, a s_peciﬁc notion of subjecrivity is necessary This notion assumes
that we, as individuals, have an “inner self” responsibie for our conduct,
performances, and speeches—in effect, all the ways in which we manifest
ourselves for others,

This notion ofsubjectivity—bound up, in turn, with a dichotomy of
mind and body—has been severely deconstructed in past decades. Yet sin-
cerity, both as producer and as effect of this notion of:subjecriviry, has not
been thought through in relation to such critiques. Though many ne lon-
ger believe in the traditional notion ofsubjectivity, sincerity, it ap pears, has
been more difficult to relinquish, and thus remains unreﬂecriveiy present
in many social discourses. Given the two examples of love and postmod-
ern irony mentioned above, this reluctance to engage sincerity in a geneml
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critique of subjectivity points toan attachment we will take seriousiy, even
if we do not cling to it. This book attempts to supply such critical reflec-
tions on sincerity, especially in its relation to subj ectivity. The first part of
this book, “Sincerity as Subjectivity Effect,” deals with the compiex and
often buried relations between subjectivity and sincerity. Here, histori-
cal beginnings are confronted with contemporary practices, particularly
in literature, the arts, law, and philosophy—areas in which these conven-
tions are still influential

In the first place, the analysis concerns the way the bond between
subj ectivity and sincerity, however naturalized it has become, is not nat
ural. This becomes apparent in the second part, “Declining Sincerity,”
when subjects actually decline to participate in the culture of sincerity.
Such subjects refuse, or ignore, the pressure to endorse a form of subjec-
tivity that relies on, and consists of, a distinction between mind and body,
inner and outer, personal and social. As a result, they demonstrate that
there is no inner self that manifests itselfbodiiy through Performance, and
as a consequence, the inner self cannot be witnessed. Not coincidenmliy,
such subjects often belong to what has been construed as “subalternity.”
This occurrence of a refusal of the dominant form of subjectivity goes to
show that the standard conecept oFsubj ectivity is nota given, but is instead
constantly negotiated and construed—and therefore able to be declined.

But declining—a verb chosen for its connotations of polite negotia-
tion—is not a facile cancellation, for such a cancellation can be no more
than wishful thinking. Sincerity, in that negotiation, is the sting of sub-
jectivity, the Achilles heel where subjectivity as we know it can be under
mined. This happens when the mechanisms that preduce the effects of
sincerity no longer function.

This second part of the book is devoted to reflections and case stud-
ies on examples of cultural productions that encompass such subjectivity-
threatening acts oFdeciining sincerity. In the wake of such acts, alternative
kinds of subjectlvity emerge, A glirnpse of such possibilities, as well as
their difficulties in coming to full articulation, will be given in discussions
of cinematic, artistic, literary, and phiiosophical texts.

We can now notice these alternative subjectivities through the way
in which they decline sincerity, because what we call here “traditional sub-
jectivity” is no longer generally considered valid Does the weakened sta-



Introduction 5

tus of this notion of subjectivity entail a wholesale rejection of sincerity
as an issue of social, cultural, and politica.i interaction? Should we decline
sincerity because it is rooted in an innerouter split in which we no longer
believe? Such a rejection would beproblematic given the engoing, crucial
political and cultural function of speech acts that have been associated
with sincerity (such as vows or oaths) or its absence (such as deceit, lying,
hypocrisy, or _politicai maneuvering). That rejection is the wrong conclu-
sion, encouraged by a vuigarized and misunderstood “postmodern irony”
that this book does not endorse. A different analysis and evaluation of
such speech acts—the idea that performance overrules expression—must
not be mistaken for a nafve dismissal of all such acts as “just” play. The
undeniable presence and persistence of these acts co-exist, instead, with
a transformed conception of subjectivity, a transformed idea of what we
believe today to be sincere behavior or expression. This suggests that sin-
cerity can be reframed outside of its bond with subjectivity. The current
importance and widespread presence of the media make such reframing
necessary.

For this reason, the third part of the book, “Sincerity as Media
Effect.” proposes somewhat polemicaliy to consider sincerity as framed
by media, so as to become a media effect instead of a subjectivity effect.
If the notion of sincerity has a future, it lies in this framework. Hence
the title of the volume, which stipuiates that sincerity is best understood
and analyzed as an issue of rhetoric. The third part, therefore, recasts the
issues discussed in the first and second parts. Sincerity cannot be dis-
missed because, while not an integrated consequence and quaiiﬁcation of
subjectivity, itisan indispensabie dﬁi’cfiw (hence, social) process between
subjects. Affect is understood here as intensities that are circulated among
subjects. Media play a major role in such circulations and transmissiens.
As Jill Bennett argues, mass media function as “vectors’ for the “migration
of affect.” Sincerity becomes a primary stake in such circulations through
media, so it can be said to become a “media effect.”

To counter the possible misunderstanding of a categorical “newness”
of contemporary media, we use the term rheforic to point to such effects.
For, with hindsight, the subjectivity-bound notion of:sincerity has aiways
been arhetorical one as well This rhetorical nature of the notion puts any
attempt to stage sincerity as the “cuting” of the inner self always already
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under erasure. T his erasure, or bracketing—but not wholesale rejection—
of the notion ofsincerity is the common thread that runs through all the
essays in this volume.

Each of the following chapters discusses an aspect or argument sur
rounding sincerity that contributes to the overall “sincerity complex” we
are constructing in this book. In the first chapter,‘Tane Taylor locates a his-
tory of the semiotics of sincerity. She identifies and locates the emergence
in the sixteenth century of particular rhetorical and performative appara-
tuses ofsinccrity, designed to render visible the idcological and productivc
effects of sincerity. This purpose of the performance of sincerity reverses
the standard idea of sincerity because the claim of the latter is precisely
that it is a mode of self-ex_pression gencrally held to be nondiscursive,
transparent, and outside of:idcology: in other words, spontaneous. Taylor
argues that sincerity emerges in sixteenth-century England as a result of
the com_plex negotiations in the shifting terrain among religious devotion,
Roman Catholic authority, royal prerogative, and Protestant ambitions.
Before the schism there was little room for such spiritual connoisscurship,
as faith largely consisted in compliance with a set of givens, rather than in
individual interpretation. However, the instrument oFinvestigativc terror,
the hercsy trial, with its sp ecific nexus ofpower, anxiety, and authenticity,
made a conception of sincerity necessary.

Esscntially, Taylor proposes that sincerity arises in order to resolve
the problem of the paradex of the forced confession. A scrutiny of these
confessions throughout the sixteenth century reveals that there is an
evolving dialectic between external performance and internal convictions.
Therefore sincerity is necessarily a problem of performance. Problemati-
caﬂy, though, pcrformancc is characterized as insincere because it pro-
vides an instrument that makes it possible to represent an inner state on
the surface, and thus to falsiFy it. An inner universe is wcighed against
external significance. Taylor develops her argument on the basis of, among
other artifacts, Sha_kes_pearc’s Titus Andronicus and Hamlet and Caravag-
gic's paintings The Martyrdem of St. Matthew and the first version of The
Conversion of St. Paul. In all cases conversion and sincerity result in a crisis
of representation, particularly if the body is intcrpretcd as carrying abso-
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lute meanings for the condition of the inner being, The problem is ulti-
mately one of figuring in the body those states of consciousness that are
incorporeal. This raises problems of logic with the configuration of racial
identity. Within this semiotics the figure of the “converted Jew” creates a
spccial problcm because Jews, at the time, were considered “black.” Thus,
the rhetoric ofsinceriry is at odds with the rhetoric of race, only rhrough a
“transparent” skin can we see the inner self. The two rhetorics make con-
tradictory appeals to an idcntity that is located either within, or on, the
surface, that is, the skin. Thus, from the bcginning, both sincerity and
race are undermined.

So far, the discussion has been concerned with the pcrformancc
of what pco_ple say. But regardlcss of content, sincerity _plays its part in
“pure” pcrformancc, for examplc, in the sounds produccd by voices. Kath-
erine Bergeron offers a case study of lyrical sincerity in the culture of late-
nineteenth—century France, where lyric was defined as “natural.” Her case
is the legendary actress Sarah Bernhardt. Jules Renard once described the
voice of Sarah Bernhardt as a sound so sincere and pure that “you don't
even notice it,” a sound, he said, “like the song of the trees, or an instru-
ment's monotone neise.” The description hardly squares with our contem-
porary views of the great actress, known today more for melodrama than
for monotone, And yet Renard’s key images—of naturalness and discre-
tion—suggest another set of values at work, values that shed light not
only on Bernhardt, but also on a whole expressive culture that emerged in
France after 1870,

Bergeron’s chapter reflects on that culture, on a time when the
republican embrace of rural France made naturalness a virtue and sin-
cerity a democratic dury. If painters took to the hills, looking for a truer
vision en ps'f:'n air, poets and musicians took to the same air in search of
a purer lyric accent. Verlaine called this “accent music,” and listening to
Bernhardt’s diction, we bcgin to understand Why. The examplc of her
voice, caprured on record by Pathéin 1903, serves as a launching point for
a meditation on the material conditions for lyric sincerity, conditions that
also yielded a form of modern melody whose most salient trait is a perfor
mance one does Not even notice.

At the time of the beginning of sincerity, the notion had implica-
tiens for state politics as well as for individual identity. Considering three
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plays by the seventeenth-century Dutch playwright Jeost van den Von-
del, the third chaprer, by Frans-Willem Korsten, argues against expec-
tations from the traditional view that hypocrisy can be a useful skill for
ambitious politicians, that it is even inevitable for peopie who operate in
complex organizations. Korsten argues that hypocrisy is structurally and
functionally built into any system of political representation. In this con-
text he explores sincerity as a necessary qualiﬁcarion ina polirical system,
a qualification that works on the basis of relationships. He considers sin-
cerity asa passion thatlifts the individual’s care of self to a collective level.
This leads to a consideration of what happens when someone who speaks
in public is 1mmediarcly seen polirically, as the representative of a cer-
tain group, in a society that consists of several groups-in-reiation. In this
respect, hypocrisy is a doubie-edgod sword. W hereas hypocrisy is fune-
tional in systems of polirical representation, its inscription onto systems
of relations is destructive. As a result, hypocrisy leads to a society of:suspi-
cion. Vondel's plays suggest what is required to avoid such a society.

Sincerity is particulariy relevant for a consideration of logal practice,
up to today We tend to think that sincerity is primarily a question of the
defendant’s credibility. But all agents involved are bound by at least the
appearance ofsincoriry. The judge, in particuiar, is bound to this norm. In
his contribution, Carel Smith looks at the role of the judgo and considers
how the expectation of sincerity is in tension with the status of rules. He
deals with the question of what legitimates the judge’s verdict when decid-
ing, for cxamplc, a case of negligcnce, discrimination, or robbery. chal
adjudication is conceived as a rule-governed activity: the establishment
of a rule of obligation is the result of a complex interplay of standards of
adjudicarion, the final ruling bcing the inference from a rule of:obligarion
and the facts of the case. To justify the decision in a hard case is to vindi-
cate the interpretation. In short, decision follows interpretation. But logal
practice does not confirm this doctrine. Often, the decisive argument to
interpret a rule one way rather than another is directed by the fairness
of the ruling that would result. The principle “decision follows interpre-
tation” should, therefore, be converted into “inter_pretation follows deci-
sion.” This reversal entails a different status for sincerity.

Indeed, this view of lcgal adjudicarion is severcly contested, for it
seems to be at variance with the sincere belief of judges that their judg-
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ments are based on law-based reasons. Their interpretations are not jus-
tifications in retrospect, but the verdicts’ Very reasons, ﬁccording to the
majority of legal agents, to hold the principle “interpretation follows deci-
sion,” then, is to charge the caste ofjudgcs with being insincere, and to
consider the legitimization of their rulings as “merely rhetorical”

This first part ends with an exploration by Hent de Vries of what it
means to “live” a theory, or more precisely, to live one’s theory and to de
so seriously and thereby sincerely. With this he does not mean the reduc-
tion of life to rheory, of living rhcorcrically—which would mean, follow-
ing ordinary usage, living hyporherically, and hence not rcally living at all
Rather, he aims to establish a connection between the rhetoric oFsincerity
and what may turn out to be a specifically modern—though also classi-
cally tragic—problem of sincerity. To this effect he addresses the question
of whether living rheory, or living one’s rhcory, requires a certain accep-
tance of truth, truthfulness, trust, and trustworthiness: indeed, of accept-
ing seriousness and sincerity.

In this sense of “living theory” as living one’s theory rather than
mercly hzwing one, or of a rhcory sustaining itself only to the extent that
it is lived and alive, Stanley Cavell’s work is an indispensable guidc. Cavell
draws attention to an absence in even the most sophisticated readings of
1. L. Austin’s How to Do Things with Words, such as those by Derrida and
Shoshana Felman. He is referring to a line from Euripides’ Hippolytus of
crucial importance to speech act theory Austin translates this line as: “my
tongue swore to, but my heart did net” (1975, 612). Thus, the last chapter
of this part returns to the beginning: Taylor's analysis of conversion and
confession, the transformation of the inner self as manifested outward.

In the second part of the book, that old bond is not so much rej ected
asitis bracketed. Rejection presupposes awareness as a conscious act. With
the word bracketed we seek to do justice to something below the threshold
of recognition. This part is devoted to subjects who simply do not engage
with the kind of subjectivity that demands sincerity and the concomitant
implications of a division between inner and outer being, What happens
when sincerity is no longer the manifestation of an interior state on a per
son’s body because that distinction itself is not recognized? This reverses
the situation. Now, the (Forrncrly]l outward manifestation is the only basis
for interaction with _personhood, and it must be dealt with in the ostensive
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absence of anything else to fall back on. From the perspective of those whe
decline sincerity, this is not an issue: rhey only act, indifferent to attempts
to peek beneath their “surface” This discussion begins with an essay in
which Cesare Casarino considers the indifference to sincerity in the con-
text of the articulation of the medern sexual subject—a subject whose
very interpellation depends on producing a hidden truth so as to be able
to confess it.

Casarine analyzes an emblematic moment of a 1964 documentary
on the sexual mores of Ttalians, Lowe Meetings, by Pier Pacle Pasolini. The
interviewer, who asks his questions from within the modern sexual sub-
jectivity just described, receives a polirlcally sophisricarcd answer from a
child, an answer that undermines the modern technolegy of pewer that
Foucault calls “the deployment of sexuality” The auther alleges the case
of Foucault’s assessment of Love Meetings. The philosopher’s review con-
stitutes at once a highly perceptive and a crucially symptomatic account
of Pasolini’s intellectual project. Foucault’s assessment of Lowve Meetings
ought to be read as an attempt to turn Pasclini into the privileged pre-
cursor of Foucault’s final project. Pasolini’s critique of the “deployment
of sexuality” needs to be read as integral to Pasolini’s ambivalent engage-
ment with Gramsci and, in particular, with Gramsci’s articulation of “The
Southern Question.”

The “Southerner,” here, articulates a subjectivity that goes against
the grain of that modern sexual subjccriviry. Not coincidenmlly, the inter-
viewees, bcing both Southern and children, happcn to be “subaltern”
subjects. Censidering the relations between subalternity and an act of
declining sincerity even where sincerity is most expected—when disclos-
ing something about their sexuality—this chapter shows glimpses of an
alternative subjectivity These glimpses become visible in some of the ways
in which Paselini’s project at once uncannily anticipates as well as signif-
icantly diverges from Foucault’s own articulation of the modern sexual
subject.

But one does not need to be a subaltern to decline modern subjec-
tiviry—although it certainly seems to hel_p. Similarly, one doesn't need to
stand in a court of law to challenge from within the alleged sincerity of
the legal process. In the second chaprer of this part, Yasco Horsman dis-
cusses the paradoxes of confession through an analysis of ]. M. Coetzee’s
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acclaimed novel Disgrace (1999). Upon its publicarion, Disgracewas Widely
read as a response to the proceedings of South Africa’s Truth and Recon-
ciliation Commission. As is well known, during these proccedings a_p_pli-
cants were granted amnesty for crimes committed during the apartheid
years in return for a full disclosure of past deeds. The TRC became a rit-
ual in which a common “humanity” was established through scenes of
repentance and forgiveness. The first part of Disgrace can be read as both
an allegory of this ritual and as a criticism of a structural problem inher
ent in the scene of confession. In this scene, an issue pertaining to speech
act rheory comes up. As an admission of guilr, a confession dcpcnds on
the utterance of certain well-known formulae in order te be recognized
as an act of confession. Yet in order for this performance to be successful
it needs to be pcrceived as serious, heartfelt, and hence sincere. As John
Lurie, the central character of Disgrace, points out, this irnplics that a con-
fession exceeds the strictly legal function and enters a different domain,
that of psychology or religion.

The chapter begins with a consideration of the paradoxes of confes-
sion as dramatized by the novel. It then offers an interpretation of part
two of the novel, which de_picts Lurie’s disgmce rcsulting from his refusal
to participate in a confession ritual. Part two of the novel consists of a
series of loosely connected events that never quite culminate in a moment
of closure. The dejected subjectivity of the character can be read as a con-
sequence of Lurie’s refusal of a “rhetoric of sincerity” that would have
grounded his words. He refuses sincerity because he considers it merely a
rhetoric. By reFusing that rhetoric, he also loses his modern subjectivity;
he becomes “like a dog.” Due to his refusal he becomes a kind of “honor
ary” subaltern subject.

The next chapter in this second part discusses how the workplace
also yields its forms of declining subjectivity: labor relations produce
their own “refusniks.” David McNeill argues that in the post-fordist
labor landscape of the developed world, the requirements for constant
demonstrations of sincerity augment more traditional forms of surveil-
lance within disciplinary regimes. Accerdingly it is no lenger encugh
to work ef:ﬁcicnrly and producrivcly. In addition, or even instead, it has
become obligatory to participate eagerly and believe in the policies and
ambitions of the em_ployer, and by extension, the state. As labor becomes
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more precarious, new protocols have developed through which enthusi-
asm and loyalry can, and must, be pcrf:orrncd. Sincerity, here, iz under-
stood as the congruence of avowal and actual feeling, Thus it serves as a
means for the assessment of these performances. These perfermances col-
onize the totality of both the domestic sphere and of civil society itself.

McNeill proposes the concept of “a-sincerity” as a means of under
standing the ways in which these strategies organize acquiescence and aid
the expansion of contemporary capitalist social relations. He investigates
aesthetic strategies that create spaces outside the structures of identifica-
tion offered by the state and other institutions. This concept of a-sincerity
casts its shadow over all other cases discussed here, and especially that of
migratory labor and the untenable subjectivity it entails, This will be ana-
lyzed in the final chapter of this part.

Leslie Adelson discusses why the notion of (in)sincerity cannot be
applied to qualify migratory subjects. In her much-debated book Global-
ization and Its Discontents, Saskia Sassen rightiy characterizes migrant
laborers late in the twentieth century as “emblematic subjects” of a global
economy dating back to the 1970s. The emblematic labor of literary con-
figurations of migration in the same period is perhaps far more difficult to
discern, While much scheolarship on the literatures of migration continues
to presuppose an authentic migrant self who either suffers indignities or
celebrates hybridity sincerely, this presentation offers interpretive alterna-
tives for evaluating the rhetorical conceit and social deixis of personhood
in transnational literatures of migration.

Mot meant to be a person at all, the cipher of the iilcgal migrant
laborer in Aras Oren’s emblematic novella of 1981, Bitte nix Polizei (Please
Ne Polica), invites conremplarion of the changing hieroglyphic of eth-
nicity in our time. While this presentation shares certain precepts with
Rey Chow’s account of “cthnicity as alienated labor,” Turks in Ger-
many are not “protestant ethnics” as Chow defines the term. Adelson
correspondingly reads the desire for “personhood” in Bitte nix Polizei
rhrough an alrogerhcr different form of commodification, one that can-
not be grasped by any rhetoric of sincerity at all. Beyend the indifference
toward sincerity because of its conﬁning implications for pcrsonhood,
the practical impossibility of sincerity here casts aside the subject of nor-
mative subjectivity.
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But such casting aside of the notion of sincerity altogether is not
quite possible, for we still need to be able to address forms of deceit that
can only be defined in oppesitien to it. In order to retain a useful analyti-
cal concept of sincerity it is necessary to theorize it without tles to such
forms of subjectivity To consider the manifestations of insincerity that
We come across daily, we turn to mass media Por it is there that we can
see how a traditional notion ofsubjectivity, far from just surviving its cri-
tique, is created every time anew by means of rhetoric. Clearly, holding on
to such a notion of subjectivity serves a purpose. Hence, for an effective
poiitical critique of (in)sincerity without f:ailing back on this traditional
notion, we must consider sincerity no longer as a subjectivity effect but as
a media effect.

This, at least, is the consequence of the thesis of Jill Bennett’s essay,
which investigates sincerity as an aesthetic practice that is used by mod-
ern media in the global—political context. In recent times, global poli-
tics have been driven by a “precautionary principle.” Military action and
anti-terrorist legislation are justified in terms of an imagined catastro-
phe; hence poiiticians seek license to act on what they think may hap-
pen if they don't act, rather than on evidence of what 2:f! ha_p_pen. In
this context the performance of sincere belief has acquired a special cur-
rency. Where there is no evidence of the presence of an imminent terror-
ist attack, the basis for offensive action rests solely on the perception ofa
threat To this end, the population must feel the presence of danger and
experience fear, and politicians must manifest strength of conviction; as
in classicist literature where “le vrai” was considered less impertant than
“le vraisemblable,” éffiming is what counts, even if it is acknowledged that
one may be wrong to believe,

Many analysts, such as documentary filmmaker Michael Moore,
have commented on the ways in which a global culture of fear has been
actively engendered by media and government operations since Septem-
ber 11, highlighting the way that sensation and affect—in particuiar,
the negative affects of fear and anxiety—have become central to poli-
tics. Chapter 10 investigates sincerity—conceived of as the congruence
of belief, feeiing, and expression—in this giobai-politicai context, guided
by media. The nature of the affect is here no longer a qualification of the
subj ect, but an effect transmitted by the media: hence, a “media effect.”
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Bennett's essay focuses on aesthetic practices that challenge the manner in
which the contagion of fear, combined with the pcrformancc of belief, has
come to stand for a “realist” assessment of danger.

One of the critics of this disingenuous form of realism, Jacques Der
rida, hasalso been a subject—in many senses of this now-charged word!—
of films. The next chapter in this part takesaloock at Derrida’s appearances
on film in order to trace, rhrough the concept of:“spccrmliré,” an alterna-
tive form of sincerity. Michael Bachmann treats spectrality on an iconic
and discursive level, while it is also inscribed into the films media—speciﬁc
systems of belief. Derrida has published several texts dealing with this
spectral logic in which something supposedly sincere—testimony or con-
fession, for instance—Iis nccessariiy haunted by the possibility of fiction.
Bachmann argues that in these films, Derrida on ﬁlm—Poised between
his image and its other—is sragcd, and stages himself, as a ghosr. He thus
authorizes his philosophical discourse in the form of a “spectral” sincer
ity that seeks to escape conventional binaries such as truth and fiction. Tn
Derrida’s own “projection” of thoughts, sincerity relates to their mise en
scéne rather than to their actual “truth.”

Alison Young,
achieving sincerity where truth is not in question but its “graspability” is,

in the Following chaprcr, traces the difficulties of

namely in the wake of trauma. Young examines the extent to which sin-
cerity and insincerity are implicated in each other by considering different
genres and their varying reputations for sincerity. Ultimately she discusses
the expectations and affects of sincerity and insincerity with reference to
two distinct genres: the report of a governmental commission of inquiry
and a short documentary film. Both texts concern the traumatic events of
September 11. The issue of sincere genres or representations raises addi-
tional problcms when the representations concern traumatic events, for it
is often said that survivers of trauma lack the ability to resolve their expe-
riences through representation. They relive the traumatic event without
mediation.

The two texts, areport and a documentary, attempt to work through
the suffering caused by the events. Both genres appear to confirm sincer-
ity, but both texts are also paradoxical. Their paradoxes are, however, of a
different nature, because their affective sincerity effects derive from very
different post-traumatic symptoms. Young concludes that both texts are,
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and are not, sincere. The sincerity effect turns out to be conditional upon
the sincere, that is, implicared in it In the limit-case of texts occasioned
by the legacy of trauma, we have reached the aporia of sincerity.

But as with rhetoric, considering sincerity a media effect does not
make it any less culrurally powcrf:ul', hence, far from bcing dismissed, it
mustbe taken exrrerncly seriously. Inthe next chaprcr, Maaike Bleeker does
just that, in propesing a literal sense of thearricality and pcrformancc to
come to grips with sincerity as a media effect with political ramifications.
She argues for the potential of theatricality for the analysis of sincerity as
a performance of authenticity and truth. Instead of equating theatrical-
ity with mimetic inauthenticity (as the Oxford English Dictionary does),
and therefore in opposition to what is true and authentic, she proposes
to understand theatricality in terms of a destabilization of the clear-cut
distinction between true and false. Theatricality is not a matter of spec-
tacle, exaggeration, or make-believe, but instead denotes those moments
in which we become aware of how we are implicated within what appears
to us as true or false. Theatricality points to the relationship between the
performance of authenticity and a culturally and historically specific point
of view. This makes theatricality an ambiguous pointer since it relocates
truth and authenticiry, at least partly, in the eye of the beholder.

The final chapter shifts this discussion to a smaller scale in order to
make this view of sincerity available for more detailed cultural analyses. It
proposes a “sincerity genre” Reindert Dhondt focuses on the desire of “tout
dire” (Sade) as a literary conviction that Paradoxicaﬂy seems to undermine
veracity in the autobiographical works of the Cuban writer Reinalde Are-
nas (1943-1990) and the French author and photographer Hervé Guibert
(1955—1991). At the end of their lives, both authors committed to paper their
own private lives and those of their intimate circle, in a dcspcrate attempt
to write against time and death—the time of death. Like Michel de Mon-
taigne, who defined his Ewsais as a project to describe himself “rorally
naked” (fout nu), Arenas and Guibert seem to reject all artificial masquer-
ade in order to provide a truthful and adequate self-portraiture, Never
theless they cannot refrain from providing a fictional and fictitious verstas
because their writing is mannered, bent, and at times even baroque or gro-
tesque. Although the two authors assert the right to say everything accord-
ing to the truth in order te conclude an “autobicgraphical pact” with their
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readers, they probc the limits of sincerity not only by a srylistic extrava-
gance, but also by an excessive disclosure of their pcrsonal past.

Together, the essays in this volume offer a double vision. First, they
propose a cultural-historical analysis of the notion of sincerity. They
explain why the concept emerges in Western culture with specific mean-
ings and ramifications. But such an analysis is also a démasqué of the
notion. At the same time, this analysis does not turn the concept of sin-
cerity into a museum piece: it remains in use. Sincerity has an incredible
resilience, which necessitates two further steps. On the one hand, itis nec-
essary to bracket, or even acrively refuse, sincerity where it would other
wise continue to exert its op pressive potential. On the other hand, the state
of the world in which the opposite of sincerity continues to function—
thanks to the rhetoric of sincerity—requires a new theorization of the con-
cept. Within this new theorization the issue of sincerity is no longer one
of “being” sincere but of “doing” sincerity. The way in which one deploys
media can be sincere, or not. This openness shifts the status of the con-
cept; it goes some way toward protecting it againsta dualistic perspective
of rights and wrongs, rhercby facilimring a more cornplex and producrive

critical analysis.



