[image: C:\Users\ablettm\AppData\Local\Microsoft\Windows\Temporary Internet Files\Content.Outlook\R41HOZLM\UWTSD Logo.jpg]


Postgraduate/Distance Learning 
Assignment coversheet & feedback form

THIS SHEET MUST BE THE FIRST PAGE OF THE ASSIGNMENT YOU ARE SUBMITTING  (DO NOT SEND AS A SEPARATE FILE)

	For completion by the student:

	Student Name:
James Burke

	Module code: CSEN7038

Module title: Research Methods and Skills


	Student ID number:
1706527
	Educational support needs:
No

	Module tutor: Peter Mitchell


Assignment due date: 07/12/17

	If your module has multiple submissions please indicate which piece of work this is.

[bookmark: Check14][bookmark: Check15][bookmark: Check16][bookmark: Check17][bookmark: Check18]1st x    2nd  |_|     3rd  |_|      4th |_|      5th |_|      6th |_|

	I confirm that this is my original work and that I have adhered to the University policy on plagiarism.
Signed ………James Burke……………………………………………………
Email submission: if you are submitting this form via email, please tick this box x
(as a substitute for your signature) to confirm that you agree to the above declaration.

	
Assignment Mark
	
1st Marker’s Provisional mark
	

	
2nd Marker’s/Moderator’s provisional mark
	

	
Agreed Internal Mark: 
	

	
External Examiner’s mark (if relevant)
	

	
Final Mark
	



NB.  All marks are provisional until confirmed by the Final Examination Board.


For completion by Marker 1 :
Comments:


	Marker’s signature:
	Date:

	
For completion by Marker 2/Moderator:

Comments:



	Marker’s Signature:
	Date:

	AGREED INTERNAL MARK (where necessary):

Comment on process on arriving at agreed mark:


	External Examiner’s comments (if relevant)



	External Examiner’s Signature:
	Date:





Darkness, and Countervailing Light: The Kekulé Problem and the spirit of the age.

In a round table discussion of Edvard Munch’s 1893 painting The Scream,[footnoteRef:2] the art historian Alastair Wright makes an unexpected case for mere artistic cunning and mercenary opportunism on behalf of the Nordic impressionist, twinned intimations of the death knell for the reputation of a serious artist. This assertion takes account of the art buying trends of the time- the public were hungry for despairing images, for darkness and sorrow. Munch, with The Scream, and works of a similar theme from that era, such as Anxiety (1894), and Death in the Sickroom (1895) was simply taking advantage of prevailing trends, and similarly seized the opportunity presented by media interest in the death of Vincent Van Gogh.  [2:  Munch and The Scream, In Our Time BBC Radio 4 18.03.2010 ] 

Authenticity in art begins with intent, and Munch’s was a life in which the private and the public became closely entwined. The suggestion of supplying public demand, like a wily shopkeeper, or an entrepreneurial haberdasher, damages that perceived intent and serves to denude the artist of both reputation and legacy. Munch had experienced criticism of a similar vein during this period, along with opposing claims of degeneracy and incipient madness that served the alternate cause of adding intent and authenticity, but whither the Zeitgeist of Munch’s time? Roger Osborne, in Civilisation: A New History of the Western World, describes how the evidence of rapid technological change led to a pervading sense that major societal upheaval would also be engendered. There was a sense that degeneracy was to be the ultimate consequence of a decline in religious belief, was countered only by the consolations of scientific rationalism. The artistic revolt against rationalist principles led to a fin de siècle culture of emotional, subjective and pessimistic works that permeated the very fabric of European intellectual life. [footnoteRef:3] [3:  Osborne, Roger Civilisation: A New History of the Western World London: Jonathan Cape, 2006] 

In The Age of Extremes, the Marxist historian, Eric Hobsbawm, defined the period that followed as ‘the short 20th century’, that began with the outbreak of the First World War in 1914, and drew to a close with the fall of the Soviet Block in 1991. The calamitous failures of nationalism through total war, and Communism through internal economic collapse, were also failures in the sustaining ideology against the weight of human expectation. It was an attempt to find meaning in the processes of history that enabled Hegel, and then Marx, to see humankind as moving towards a pre-determined goal. With the collapse of Communism, Hegel’s trope was adopted by the Neo-Conservative writer Francis Fukuyama (The End of History and the Last Man), when he declared the final form of human government to be the liberal democracy of North America.
Outside of Neo- Conservative circles, that assertion was widely decried at the time, but it did seem that American hegemony could only continue apace, and the new millennium was greeted in bombastic style. American exceptionalism was an illusion about to be shattered. In describing the events in America on September 11th, 2001, the French sociologist Jean Baudrillard said that ‘The whole play of history and power is disrupted, but so, too, are the conditions of analysis.’ [footnoteRef:4] That analysis, Baudrillard wrote, should be a state in which one moves slowly, ‘without allowing yourself to be buried beneath a welter of words (…) or the gathering clouds of war.’[footnoteRef:5] [4:  Baudrillard, Jean, The Spirit of Terrorism Verso,  London, 2012 p.4]  [5:  Ibid. p.4] 

Literary responses to the events of that day were appropriately slow in emerging, with novels from Jay McInerney, Don Delillo, and Ken Kalfus among the first to appear some five year later. Somewhat unsurprisingly, these works used the intimate domestic lives of their protagonists as a lens through which the event and its aftermath could be viewed, and in some sense understood. These novels echoed both Virginia Woolf’s Mrs Dalloway (1925) and Ernest Hemingway’s Fiesta/ The Sun Also Rises (1926) in their wholly personal responses to the effects of the First World War.
A more visceral response, and a key signifier of just what change had been wrought by that first global conflict, was be found in T.S Eliot’s The Wasteland, first published in 1922. Polyphonic of voice, and revolutionary of style, Eliot’s bleak vision offered no consolation to the reader; its cast of disparate characters sleepwalk their way through a landscape shorn of real light (though not synthetic light, or reflective surface), and shorn also of the vitality of life. It was in some way an attempt to mirror in poetry what Picasso had done to art with Cubism, but also has obvious antecedents in Munch’s Anxiety of 1894. That painting pre-dated the outbreak of the Great War by 20 years, and as previously discussed, was redolent of the spirit of the age, foreshadowing rather than responding to the cataclysmic events to come.
There are profound echoes of The Wasteland in Cormac McCarthy’s 2006 novel The Road, but where Eliot called upon classical myth and amorality to illuminate a vacuum in which both meaning and desire have fled the scene, McCarthy systematically demythologises the American landscape and the artefacts of American popular culture. This is a land, in which the meaning of things has been obliterated in a literal sense and the journey undertaken by a nameless father and son is not the pioneering, liberating migration from East to West of the American past, but a haunted, terrorised  flight southwards, into potentially no future at all. 
The cause of the devastation visited (returned?) upon America is never explicit, and though the ‘long shear of light, followed by a series of low concussions,’ allied to a seemingly nuclear winter suggest a final nuclear war, there is no radiation sickness, and no apparent radioactivity. Instead, there is an apparently rapid return to savagery and barbarism, predicated by an entire world seemingly destroyed by fire. The marks of the fire are to be found everywhere; it is smoke blotting out the sun, but always also falling as ash from the sky. It is also fire, coaxed into life, and controlled that provides comfort from the cold, and occasionally beats back the darkness for awhile whenever the man and boy make camp, and it is the notional fire, the spirit of humanity, possibly the flame of civilisation, that is carried with them. Three times referenced by the man and the boy, and a quiet communication between them, an essential, elemental, act of creation.
‘Is it real? The fire?
Yes it is.
Where is it? I don’t know where it is?
Yes you do. It’s inside you. It was always there. I can see it.[footnoteRef:6] [6:  McCarthy, Cormac- The  Road Picador, London 2006 p.289] 

‘Carrying the fire’, is a phrase first used by McCarthy in the final paragraph of No Country for Old Men, a novel published a year previously, in 2005. Previously written as a screenplay and re-worked into a novel, there is a real sense that McCarthy saw continuity between the two works. Set thirty or more years before the events of The Road, Sheriff Bell, the central character of No Country for Old Men provides an interior monologue on societal decay and the decline of morality that presages not only the unpreparedness of most people when confronted with implacable murderous intent[footnoteRef:7], but also the normalisation of tribalism in a younger generation, that begins with visual difference and generational otherness,[footnoteRef:8] and seemingly ends in the marauding blood cults of The Road. Bell finally recounts a dream in which his father slowly rides past him, in winter and high in the mountains. His father’s head is down, and he’s wrapped in a blanket, but then, [7:  McCarthy, Cormac- No Country for Old Men Picador, London 2006 p.7 p52-58]  [8:  Ibid. p.294] 

‘I seen he was carrying fire in a horn the way people used to do and I could see the horn from the light inside of it. About the colour of the moon. And in the dream I knew that he was goin on ahead and that he was fixin to make a fire somewhere out there in the dark and all that cold and I knew that whenever I got there he would be there. And then I woke up.’[footnoteRef:9] [9:  Ibid. p309] 

In his first work of non–fiction The Kekulé Problem, McCarthy investigates how language is related to the human unconscious. ‘The unconscious’, he argues ‘is a machine for operating an animal.’[footnoteRef:10], and it has held that position for several million years. As a control mechanism, it has functioned by means of images, metaphors and pictures and has done so he avers, ‘under a moral compulsion to educate us.’ That this agent has developed by evolution and without reference to ‘the upstart language,’ which McCarthy sees as not having a biological origin at all, but rather as being spread by cultural transference- the sudden revelation that ‘one thing can be another thing’, and that this was first expressed artistically in cave paintings roughly 100,000 years ago. ‘Art preceded language, but not by much.’ This article provides the springboard for my thesis- that the unconscious provides a latent moral corrective for the purely descriptive symbolic domain that language has created. Ineffable thought, and the attempts of first pictorial art, and then language, to transcribe it, is at the root of human creation.  [10:  McCarthy, Cormac- The Kekulé Problem, Nautilus, 2017] 

As we have seen, Modernism was not a direct response to the events of the First World War; it was rather a development of an evolving artistic sensibility to a radically changing world. The Wasteland became a defining work of Modernism, as did Woolf’s Mrs Dalloway and Hemingway’s Fiesta. With Cormac McCarthy, a late stage modernism has been posited for The Road. Earlier novels had a distinctly Faulknerian feel, and McCarthy had always referred to the inter-textual nature of his work.  Post Modernism has seemingly signalled the end of the major literary movements; all that remains, one would hope, is any style that is worthwhile, because it is not Modernism that we find in the later works of Cormac McCarthy, but a late phase quickening, a gathering of all the resources to hand. A darkening world is to be seen in the context not just of the spirit of the age which oscillates wildly, but of the moral agent embedded in the unconscious, that more properly defines what it is to be human, and remains the source of countervailing light.
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