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ROBERT PENN WARREN'S BROTHER TO DRAGONS: A FORHM TO FIT ITS THEME

Robert Penn Warren is a writer obsessed with ideas, to the exteﬁf
of spending most of his literary life searching for a form that would
enable him to express them., Most of his searching has taken place
within the framework of the novel form: -in fa¢t, within that form he
has tried eight different combinations of characters, plot, and point
of view in an effort to find an arriangement that would say whét he so
urgently wanted to say. Judging from the results, however, it was
elvays what he wanted to say that interested him more than the aéfﬁal
mechanics of his art. Throughout his novels, and indeed throughoﬁ%ﬁthé
entire body of his writing, he subordinates art to life.l |
Warren makes no apologies for this subordination. To him‘life
ves the resson for art's existence, and he lauded the writer’such as
Conrad who attempted to spe-k through his art about the great"thémes
of life. Such a writer he labeled a philosophical novelist or poet,
and commended him for being "one for whom the documentation of the
world is constantly striving to the level of generalization about values,
for whom the image strives to rise to symbol, for whom images always
fall into a dialectical configuration, for whom the urg ency of experience,
no natter how vividly and strongly experience may enchant, is the urgency
to know the mesning of experiencefQ
Certainly all writers do not necessarily develop the type of art
that they value, or justify the type of art that they produce;'but it
is safe to say that in the case of Robert Penn Warren his defini?idn of

the philosophical novelist, which he appears to consider a worthy ideal,
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applies very neatly to himself. Throughout a Warren novel there is
little indeed in the way of action, image, or character trait that
is not overtly expounded upon, analyzed, and given a great deal of
alleged meaning by either a character or the narrator of the work.
Generally, in fact, the action or image or trait will have the air
of having been included in the work primarily because of its larger
meaning., To choose one example among many, when Jack Burden, the
narrator~personna in All the King's Men, goes into a "Great Sleep"
following any crisis in the course of the novel, the reader never really
thinks that Warren intended for him to consider it simply a natural
link in the chain of events, If there were any danger of such a mis-
understanding, it is eliminated by Jack's giving it the title of "Great
Sleep," capitels and all., The reander knows that it refers instead to
a trait of escapism in Burden, and beyond that to the general human
tendency toward escape from consciousness on the gbstract level,
Warren, however, does not rest content with simply expressing
abstract statements in his works and delving into the meszning of
experience. He is obviously committed to discovering the truth about
experience, values, and life itself. Cleanth Brooks's abservation
that Warren's works are inductive, testing an hypothesis about life

instead of meking one,? seems only partially true., Most of the works

start off testing hypotheses through the experience of the characters,

“~as in the case of Jeremiah Besumont's hypothesis of the romantic idesl

in ¥World Enough and Time, or Amantha's doctrine in Band of Angels that

& person'’s experience is controlled by circumstances beyond his respon-
sibility. But in nearly every case the original hyrothesis is doomed

from the very beginning., The point behind everything that happens to
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the chafacters as their original hypotheses fail them is that out af all
the failure, and the tragedy that generally results from this failure,

a new hypothesis is developed, According to the copious commentary by
characters, narrators, and Warren himself, this new hypothesis is ususally
supposed to bé frue.

In thisrway‘Warren's novels typically present a movement towards
truth Fhrough experience, Furthermore Warren has a certain set of truths
that he repeatedly attempts to have his characters arrive at. These
lzruths ére all‘very closely related, and they all stand out in the various
novéls as’the_éuthor's apparent reason for writing. They could almost
be said to comprise two categories, the first of which could be called
truths of acceptance. The point toward which nearly all of Warren's
novels move their protagonists is an :cceptance of the evil in man's
nature, an awareness of the inevitable fact of Original Sin, They are
npt,‘however, allowed to rest with merely recognizing this potentisl
for evil in the human species: they must come to recognize and =ccept
their owm responsibility for sharing in this guilt. In Warren, "salvation"
comes from!an awareness of contingency, of the effects that each man's
actions have on the lives of all other men, and of the responsibility
thét each mah must bear because of this. An acceptance of contingency
is genérally'accompanied by and sometimes symbolized by an acceptance
on the parf q£ fhe protagonist or other characters of the past, both
the total hﬁman pa:t and their personal past. This is often expressed
through the’Séé&ch;for-a-father theme.

The second category of Warren truths could be called truths of
synthesis.. Pr&ﬁably the most significant of these, at leazst for the
individual protagonists, ig the movement toward identity and self-

knpwledge; ihﬁolving a synthesis of all the aspects of the individual's



character and of the experiences that have affected him throughout the
work. This theme is signified by the pleading question repeated by many
of Warreﬁ's protagonists, "Who am I?"

While the characters are working out their own self-knowledge, the
novelé themselvés are usually moving toward a synthesis of ideas. ¥Warren,
knoving that t;uth is rarely simple,4 constantly insists through his
novels on the inadequacy of any single truth, doctrine, or approach to

life. Men of single-minded idealism, such as Jeremiah Beaumont in World

Enough and Time,‘and men with no idealism but only & commitment to action,

such as Willie Stark in All the Xing's Men, meet their downfalls alike,

but often only after they have arrived at enough understanding of their
own inéompleteness to make the point clear for the reader. This synthesis
of idea;ism and pragmatism, romanticism and realism, points the way beyond
the individual characters to what Everett Carter sees as Warren's concept
of the American myth, itself "a gynthesis of this 'pure' and naive con-
ception (of man's»perﬁectibility) with the dark facts of a fallen human
nature and the stubborn realities of the material universe."

Such a preoccupation with truth, and such a drive to have his works
arrive at a stétement of truth, is in many weys an asset to Warren as a
writer, The reader constantly feels that Warren is writing about some-
thing worth writing about, that reading the work incorporates something
signifiéanf into the reader's own experience. Also, the approach of
having fhe wmék,hove toward a particular statement of acceptance or syn-
thesis gives‘fhe work a scnse of direction., All this, in addition te
his "robust, fluent, and versatile" style, validatesEric Bentley's labeling
him a “romantig genius.ﬁ6

Nevertheless, being a writer of this type has certain inherent

dangers, and unfortunately Warren seems to fall prey to many of them.
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Most,ofkthese spring from:special ;equirements that must be met if
philosophical fiction of this sort is to succeed. For one thing, if
the arrivel at some point of truth is all-important to a work, then
the work must cﬁhvince the reader that some truth hasractgally been
réached. Ihyorder for this to be done more is necessary than for a
character or a narrator simply to say that finally the truth is known.
The meaning must come from the "inwardness" of the work, must "emerge

organically from the texture of the experience,”" as Charles Bohner claims

for the novel All the King's Men, rather than be "imposed upon the.
' actionﬂfrom withéu;,", the criticism that he applies to the play by the
séﬁq name.7‘ That Warizn understonds tﬂiq is evidenced by the fact that
he prroises Conrad for tfying to "arrive at his meanings immediately
through the sensuous renderings of passionate experience, ahd not merely
to define meanings in abstraction®8

To'establiSh’this inwardnéss,a writer needs to find a form, &
special combinstion of action and image (zn "objective. correlative,”
to‘borrow from Eliot)9 that expreséeé the desired meaning ‘artistically..
If the meaning is the reason for the werk, and if the only way the
meaning is expressed is fhrough.the rhatoric of the narrator, or even
a character, fhen there seems to be little justification for the work
at all and the éufﬁof could have just ss well written an essay pro-
pounding his vie%. ”

it isihere'that most critics are esgreed that Warren's greatest
failures lie., It ié t;qveasy for a writer such as Varren striving to
conforn to his own definition of a philosophical novelist to revéfse
the definitioh. When this happens "generalization about values may

StriVelﬁoward documentation in the world."0 This is not an inevitable



result, but as Paul West points out, while "the truly philosophical
novelist finds the work beginning to do itself, . . . another kind of
novelist (Warren's type) has ta keep making the thinker in him be a
novelist." (p.‘25) More specific are Warren's two chief failures in
language and character development. Firgst, he makes rhetoric of his
philoesophy, becoming sentinental and impatient in applying it to his
analysis‘of evehts. Also he sums up his characters, as well as other

concepts and events, instead of portraying them for human interest.

Thus Adam Stanton‘in A1l the King's Men becomes to Jack Burden the
F'riend of HisNXOﬁ;h, and naturalism becomes the Great Twitch.ll So
sumharized are Warren's characters, in fact, that their "symbolic lines
e s+ . OTe often more striking than their individualities.®I2

The ‘result of all -this is very -demaging both.to. therartistic
quality.‘-,-.and\it‘oa‘,the :gense of -meaning of Waxren's works. It would be,
imposgible_for;Wairen{s:philpsophy, as he develops it in his novels
particulariy, not to get in the way of the novels! artistic necessity.13
Furtherﬁﬁfe the meaning itself is jeopardized because if the reader is
not convinced artistically of the truth that the novel is searching for,
then the point is lost.

In attempfing to express his themes Varren experimented all along
the gemut of established literzry forms, in poetry, plays, short stories,
and novels. vIt is the novel form for which he is most noted, but it is
also the no§el form which seems to present the most inherent obstacles
to a philosophical ﬁriter with the specific weaknesses that Warren is
Préne to. Many critics feel that Varren never found a form for his

philosophy, ah effective "obJective correlative," until he created his

own form in Brdther to Dragons.
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Brother tO‘Drggong is a book-length dramatic.-dialogue in verse
form. Its story is buiit around an historical event, the mezt-ax murder
of a slave named George by two nephews of Thomas Jefferson, Lilburn and
Isham Lewis.. The érime for which the slave was executed was to drop and
break a pitcher thét had belonged to the Lewis boys' mother. The central
idea, however, is not simply the irrational deed itself, or even its
effect upon those characters directly involved, but the impact that
such a show of human bestiality from his ovn bleood had on the author of
the Declaration of Indepéndence, defender as he was of the perfecti—
‘bility of man, .(Jefferson, according to Warren's historical research,
actuaily did know of the murder but left no records of acknowledging .
it.) ‘According to Warren's foreword, the poem is "not a play," but a.
diaiogue spoken by all the characters involved, including Jefferson and
joined by the poet;R.P.w.,.ﬁhou"meet-at an unspecified place and at an
unspecified time to try té nake sense of that action." They "appesar,
and diséppéar, as their inner urgencies, and the urgencies of argument,
swell and éubéide."14

Leslie Fiedler makes the observation that he has. "been convinced
for a long fimé'that wArren was feeling his way toward a form which
would be neither prdse'nor poefry."15 Robert Lowell "cannot help
feeling that fhis sffange‘new metripal novel is his true medium."16
Delmore Schwarté‘joihs Lowell in pointing out the narrowing of the gap

that tekes place in Brother to Dragons between "the ideas that con~- _.

cerned him [Waireﬁj‘ﬂand the experience upon which the ideas-were .
focused, 17 7 |

It has actually been said, by Randalleaégll, that Brother to
Dragons is "Robert Penn warren'3~bestkbook."18 To prove, this steatement

would entail proving on the one hand that Brother to Dragons is_everything



that the novels are in terms of theme presentation, meaning, and signi-
ficance, and on the other that it escapes the failures prevalent in

the novels. To prove the opinions of Lowell and Schwartz, that its
greater success lies in its superior form, or at leact its superiority
for a novelist of Warren's special type, it would be necesssry to Qtove
_‘NC\' that the flaws of the novels lie primarily in the way the philo-
sophical Warren handles the various requirements of the novel form, and
then that the success of Brother to Dragons is due to the difference
in its form requirements. The method for accomplishing all this will
be to deal with several VWarren novels, examining their themes, VWarren's
handling of their form requirements, and the causes and results of their

specific failures,. Then Brother to Draczons will be examined to ascertain

whether it truly is a successful culmination of what Warren has attempted

eight times in his novels.,

The primary theme of World Enough and Time is the inevitable down-

fa2l1l of the pure ideal, Its protagonist, Jeremiah Beaumont, "lives
too much in the world of dreams or the world of romance, and cannot
separate the fancied from the actual, the conventions of literature
from the realities of life. He always tries to order reality, not to
understand the conditions under which it can be ordered. Teking a
creator's pride in fashioning a grandiose drama from his life, Jeremiah
delights in the ingenuity with which he attempts to make the actuality
canform to his exalted illusions."19 As a result he cannot live in a
world of reality:; his own idealistic dfeam leads him to violate the
the system of law and justice in the world, and he is killed for it.
Naturzlly intertwined with this theme are the themes of acceptance

of Original Sin, and of self-knowledge and identity. Jeremich's problem



is partly that he "always dramatizes self instead of trying to under-

stand it; he must become the 'transcendental ego' and be spectator to

the pageant of his own life,"20 Gradually he comes to realize that he
cannot escape the responsibility for his actions, for "being a men and
living in the world of men."2l

The "objective correlative" that Warren utilizes for the expression
of these themes is based on an incident from history that has been
dubbed the Kentucky Tragedy and that has inspired several works of
fiction since its occurrence in the early nineteenth century. According
to the records there wos a Jereboam Beauchamnp who took as his miséion
the avenging of the seduction and betrayal of an Ann Cook by a noted
political figure, Solomon Sharp. He fell in love with the wronged lady
himself ond plotted with her the murder of Solomon Sharp. After the
deed Beauchamp was apprehended and brought to frial. He was convicted
after a very complex maze of lies, bribes, and betrayals on both sides.
After attempting to commit suicide vith Ann, and failing while she suc-
ceeded, he was finally hanged for his crime.

Warren was true to most of the historical events in his plot. The
characters vary in their authenticity. Beauchamp becomes Jeremieh Beau-
mont, who is "remarkably close" to his original, but with a "fuller
history, a more sensitive intellect and nervous system, a more serious
devotion to an ideal, and a more radical concern for the contradictions
end frustrations in human life, . . . 2 heightened Beauchamp," Ann
Cook becomes a more passive victim of her defender's zeal vhen she be-

comes Rachel Jordan. The politicién Cessius Fort in ¥World Enough and

‘Iime, a logical extension of Solomon Sharp, is a strong and generally

admirable figure, able to live in the world very satisfactorily in

spite of hig shortcomings.22
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In order for Warren to illustrate two of his themes, it was necessary
for the line of action to be changed in two primary particulars from that
recorded in Beauchamp's Confessions. PFirst, in order for Beaumont to
arrive at an understanding of himself and what he had done, he could
not be hanged immediately after his conviction, but needed tole given
the extension of a flight into the wilderness to a pirate island filled
with debauchery. Only then could he accept the re:lity of his own
nature and return'to face his death. In order for the father-rejection
end father-acceptance themes to be expressed, Cassius Fort was placed
in a closer relationship to Jeremiah Beaumont so that when Beaumont
killed Fort he was rejecting a father figure and when in the end he
acknowledged the guilt for his deed he was in a sense accepting lort
‘in spite of his betrayal of Rachel.23

To relate this story with all its conflicts, complexities, end
uncertainties, Warren employs an historian-narrator, producing a three-
level narrative. First the narrator tells as the records supposedly
indicate the actual chain of events of the Beaumont affair, in Warren's
version, not the exact historical version. Then making use of Jeremich's
Jjournal (not Jereboam's) that he had compiled while awaiting his desth
he gives the protagonist's own interpretation of what happened., Finally
he adds his own commentary interpreting the motivation of the various
characters and applies the meaning of the journal to general humen
experience, 24

Such a narrative form has several advantages. The technique gains
for Warren "a way of framing his materials and of giving verisimilitude
to events which contain a large element of the absurd."22 It forms a

8ood basis for delving into the true motivation of characte.s, for a



~11-

"menicelly exhaustive ripping apart of excuses, justifications, defenses,
ruses, consolations; of a furious burrowing into ever-deeper layers of
self-understrnding until almost every clarity becomes a puzzle and every
dependability a delusion,"26  The great amount of consciousness given

to Jeremiah in a sense has a redeeming and digrnifying effect upon even

his most absurd actions.27 Finally, the rhetoric of the narrator~historian
does go a little way &t least towcrd imparting a feeling of the universal
to the novel's action,

This techniéue that Warren uses does present several serious prob-
lems, however. To the novel's credit it can be said that it manages to
escape one problem that plagues most of Varren's novels, that of incredi-
bility in the final statement of truth. The reader, or at least most
critics, are convinced in tﬁe end that Jeremiah has learned something
from the experiences he hsas undergone. He makes many false starts

towerd such knowledge, as in his escape to the wilderness island, but

the re:der believes that he does not "rest in irony. Like Everyman,

and like the traditional tragic protagonist, he comes to knowledge,

not by magic illumination, but as the outcome of prolonged searching..
Then he no longer seeks revenge, or pardon, or justification; he knows
thet 'I may not h:ave redemption.! He must 'flee from innocence and
toward my guilt.'®" Of course the determining factor in the credibility
of his conversion may be that he %is killed before he can complete action

in the light of his new knowledge,"28

that is, we may believe that he
has found a truth becocuse we do not have to visualize him working it
out and making a new life onl its basis.

Of all the problems thst the novel's natrrative technique does not

permit it to escape, perhaps the one that presents the most difficulty

for the reader is its discomforting complication. The fact that Jeremiah
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is analyzing his actions and their motivation in retrospect, that the
reader is never sure just what stage the protagonist has reached in
his movement toward understanding, and that even the historian-narrator
knows only what Jeremiah has left in his diary, all greatly interferes
wth the reader's ability to interpret motivations for himself. For
example, we are never certain exactly vhat was responsible for Jeremiah's
first visiting Rachel Jordan after he hears from his "friend" Wilkie
Barron of her seduction.,. Neither do we ever re:.lly know to what extent
Rachel is respoﬁsible for Jeremiah's zeal in avenging her betrayal: we
get vague insinuations later that Jeremiash forced her to command him to
kill Fort, but this is not at all clesr at the time that it happens.
It igs very difficult indeed to establish motivation for a charccter's
zctions {rom thzt character's own narrstion when he himself "cannot
fathom his own motives."29

Another untidy effect of the narrative technique as utilized in
the novel is a feeling on the part of the reader that the narrator-
historian's presence is perhaps unjustified. As Arthur Mizener says,
"he does not know any better than we the final meaning of his story,"30
The narrator-unistorian verifies this himself by admitting "we have what
is left, the lies and half-lies; the truths and half-truths., We do not
know thet we have the Truth."3l The logical question to ask is why the
story could not have been told vithout him. Paul West gives an unfor-
tunately apt answer: to vent Warren's own . "untidy soul." (p, 38),
The narrator-historisn is able to ramble, sentimentalize, and moialize
avay to Warren's heart's content,

Perhaps the most serious problem produced by the narrative device
for Warren's purposes as a philosophical novelist is that in seeing

from the inside someone as strangely unique and, in many weys, unintell{’f‘-gent
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and deluded as Jeremiah, we see him as too peculiar to represent any
sort of Everyman at all, or even to represent an archetype of the
Idealist. This failure comes very close to wrecking Warren's plan to
have: us learn from Jeremiah's experience.

While Warren's primary failure in the use of novel technique in

World Enouzh and Time may be in the actual narrative form, there is

also a serious problem caused by the line of action that is being
narrated. Warren's departure from history in having Jeremiah flee to
the wilderness may be good for acting out Warren's philosophy, enabling
Jeremiah to complete his spiritual journey by entering the depths of
the Slough of Despond,’2 but it is generally Lemozned by critics as
tad art. The drazmatic line of cause-result has been built up in the
story to the point where the only logical step to follow Jeremiah's
conviction is hig death, and in the novel form actions are expected to
follow one another logically.

It could be concluded, then, thet the primary weaknes%f World

Enouzh and Time are due to an unhappy mixing of the tendencies of a

philosophical novelist with the restrictions imposed by the particular
techniques of narrstion chosen by that novelist to fulfill the require-

ments of the novel form.

If the weakness of World Enough and Time lies in its handling of

. the narrative aspect of the novel form, the primary failure of Band of
Angels is due to problems in charccter development., The theres thaﬁ
this novel expresses are ones that can ill afford the effects of poor
characterization. In man.  weys the theme development is the purest of
any Warren novel: it is th.t of the search for identity, of striving

for unity from fragmentation.
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The means Warren created for expressing his theme are also relatively

simple. The novel is based upon an actual search for identity on the

part of the narrator-personna, a female mulatto ramed Amantha Starr,

The novel is in fact the story of her life, beginning with her childhood
onAher father's plantation where she ;gs petted by her father and the
adﬁlt slaves alike.and her excursion to school at Oberlin where she
beéomesconverted to the torces of Abolition and tell in love with an
idealistic young ministerial student, Seth Parton. Her personal dilemma
isAestablished when she returns home for her father's funer:l and dis-

covers thut she was her father's child by a Negro slave and therefore

a slave herself, since her father ha® never been able to acknowledge

her slavehood and so haf never freed her., She is sold to a New Orleans
plantation-gwner Hamish Bond, z rough yet kindly man to whom Amantha
finds herself bound, but with her own consent, a: & mistresc. Follouung
her separation from Bond, $he is married to another Warren idealist,

a Yankee lieutenant Tobias Sears who weeks for the Freedmen's Bureau

but heas difficulty accepting the Negro blood in his wife. Both Amantha's
and Tobias' leck of self-knowledge causes them to experience a growing
estrangement, and they find themselves "failing West" to escape from
themselves =nd each other. Amantha is finally reconciled with herself
and her husband, largely because Tobias atteins a new understanding of
his own feelings toward the Negro race.

Amantha's story opens with the cry, "Oh, who am I?" and procedis
from there to show Amantha as "poor little Manty," time and time again
the self-pitying victim of the men she is with--Bond, Sethh Parton,
Tobias Sears, and other lesser figures.33 Her struggle throughout the
novel is to be free, a state that for her can only be reached by recon-

ciling Ywhat in her nature she shares with the whites, and vhat she shares
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with the blacks,”" or on snother level, by reconciling herself to her-
self. Because of &n incident in the very end in which Tobias is de-
fending an 0ld Negro against a bigoted white hotel proprietor and
suddenly senses his kinship with the Negro man, Amantha is supposed
to be freed "from the oppression of her quest,n34 =nd to arrive at a
sense of her own identity,

The problem with a novel, even a philosophical novel, based on
one character and his search for identity is that for the novel to
succeed the characfer must succeed, not just as a symbol but as a

character. The problem with Band of Angels is that vhile Amantha does

come across as a symbol for the "divided person," herself a "battleground,"35
the critics seem justified in agreeing that she never attaing life as
a character., Maxwell Geismer calls her a puppet,36 and even F. Cudworth
Flint, one of Warren's staunchest defenders, admits, "I was at no point
+ « o caught by the living speech, the actual thinking, the veritable
ﬁresence of a @haracter alien to me and yet as if in the flesh before
me, and endowed with ongelic vision into the soul."37

There are several reasons why Amantha feils as a character. First
amon;; them is Warren's habitual tendency toward over-philosophizing.
As Madison Janes points out, "his concern for meaning seems to have
created a charscter fitted for nothing else but to express meaning,®
(p. 494) nNot only does Amantha's excess of philosophical rhetoric
detract inevitably from her character, but it presents her with the
seme problem that similar treatment presented Jeremiah Beaumont: she
has too much consciousness for the reader to believe that she has so
little self-knowvledge.

Another reaseon for Amantha's failure as a character is pointed

out by Flint, He quotes Roderick Cruib as ssying Amatha is "immersed
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in the life around her until she fades away and the people she is
telling about become the center of interest. Since there are several
dominant characters who occupy her attention by turns, the effect is

of a series of third-person narratives . . . Paradoxically, Manty, the
onlykontinuing character in the book, displays no independent existence.
She exists, not because she thinks, but because someone else thinks:
ner$38 It is certainly difficult for a character who never becomes

a character to carry the weight of a theme development such as @ search
for identity. That Amantha does in fact £-i1l fo become a character is
evidenced by the f-ct that Warren never finds a voice for her, but in-
sfead has her speak throughout the novel in an anonymous pseudo~female
tone, beginning nearly every sentence with "oh."39

Characterization problems in Band of Angels are moust acute in the

case of Amantha simply becsuse gshe is the central character, but they
do not stop there. Warren's minor charccters often possess a high degree

of individuality, but many in Band of Angels «re exceptions. Madison

Jone: is probably accurcte in calling them ne:rly pure caricatures,.
(p. 496) particularly in the case of Seth Parton and Miss Idell, a
écheming woman of society who reappeurs constantly throuchout the novel,
The effect of such "tlat" characters40 does nothin; to fill the void
left by Amantha's lack of character.

The regult of 211 these failures in characterization is, as in

YWorld Enough and Time, first of all a serious flawing in the artistic

value of the novel. Dramatically it thins out and loses interest very

éarly in the book; only its abstract mecning makes it continue4l.
tore importent, in vhat is & fatal flaw to Warren, Amantha's arrival at

identity is unconvineing, primarily because she is an unconvincing
character.42  Again Warren in his striving to be a philosophical
novelist has failed to fulfill a basic requirement of the novel form,

that characters be at lesst convincing and prefercbly lite-like,
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Warren's thematic expression is somewhat more complicated in The
Cave, The three overriding movements are toward identity, toward a
recognition of contingency, and towurd reconciliation with the father,
The major reason for the new complication, however, is thut the thematic

movements are distributed emong all the characters instead of centering

in one protagonist as in World Enough and Time and Band of Angels. The

formal basis for this difference is a change in narrative style: no
longer is the story seem through the eyes of one protagonist, but instead
the consciousness is distributed throughout nexzrly all the characters
by means of an almost-omniscient narrator.43

The actual story of The Cave deals with a boy, Jasper Harrick, who
is trapped in a caove. Or more accurately, it deals with the other inhab-
itants of the Tennessee town and with what happens to them when Jasper
is entombed. Jasper himself is "no more knowable thon the neediof

né4 There is Ike Sunpter, a

others—-which expresses him--permits.
friend of Jasper's who is undergoing severe reconciliation problems

with his father and identity problems of his own &znd who turns Jasper's
trsgedy into a commercial venture of his own by pretending to have

found him in the cave alive. There is his father, Brother Sumpter,

who earlier had merried a woman pregnant with a child by Jasper Harrick's
father (the child later was miscarried) and who uow sacrifices Jasper
Harrick's life, if he was alive at the time, to keep his own son's lie
from being detectéd. There is the Harrick femily: Jack Harrick, dying
of cancer but too stubborn to take anything to ease the pain, Mré.
Barrick, who iongs to touch her husband to help him in his pain as

she wished she had touched her son Jasper to keep him from going inte

the cave, and Monty Harrick who has got the banker's daughter, Jo-Lea

bingham pregnant. There is the Bingham couple who have been & couple
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in name only for several years. There is Nick Papadoupslovs, a Greek
restaurant ownder who had pretended his wife wus Jean Harlow until
she became bloated-and grotesque with tuberculosis. All these find
Jasper's fute "catalytic in resolving their owm lives."4>

The event that serves as this catalyst is rather ambiguous. We
never really know why Jasper went down into the cave at all., It could
have happened "in casual 'dark-dreaming complexion of himself with
the whole earth tucked in aound him$" in a death-wish, or vecause of
thie new frontier or escape value i¥ presented.46

Since we do not know how Jesper actually ceme to be entombed in the
cave, the entire development toward truth in the novel comes to rely
upon the symbolic meaning of the cave ond Jasper's entrapment in it,
Probably the most obvious reference of the cave symbolism is to Plato's
Cave where a group of people sat chrined with their backs to the cave's
opening, thirking that the shadows they saw reflected on the walls were
the only reality.47 Likewise nearly every character in The C:ve i$
living under his own little delusion of reality.

Another obvious image of the cave is as a woub-tomb object.
Jasper evidently did find some sort of esccpe underground, a melting
away into a world that is szfe from the crudeness of reality. One of
the most significant meenings of the symbol is as 2 symbol of longing,
reflected in imagery personal to the various townspeople. "The cave as
hunan emptiness and as yearning for fulfillment so profound (a ckronic
'soul-ache') that it implores the comfort of companionship finds
mirute and simultaneous reflections everywhere. Jo-Lea's heartbeat is
like the dark sound down a well." Jack Harrick tells Celiz if he
threw a rock down her well he would listen for a long time before it

hit water. Jack also resents the cancerous hole he finds in himself
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right vhere a man's thinking and feeling and living ought to be.48

The very ambiguity of symbolism that could be some literary work's
greatest strength presents a serious drawback in this novel, In a novel
of this type the reader expects a continuity of action, and expects the
various actions tole given some Jjust cause. Because of this, and because
in The Cave +the entire dramatic development and character development
depend upon the symbolic meaning of the cave itself, the meaning needs
to be definite epough to establish itself as sufficient cause for all
its effects., Furthermore the meaning should be expressed inwardly

through the dramatic development of the novel. Instead, Bohner isgs

probably risht in szying that "the very profusion of imeagery seems a
mechenical and calculated intrusion rather than an integral part of the
action." (pp. 152-153)

As a result, "the conclusion of the novel, a series of Joycean
epiphanies in which the centrsl characters achieve a measure of serenity

and self-knowledge seems forced and gratuitous."49 Unlike Band of Angels

it is not so very difficult to believe that a re:l state of truth has
been reached vy the characters, but it is nearly impossille to believe
that they were all arrived at because Jasper Harrick was trapped in a
cave. In this novel it almost seems that Warren would have done much
better to let the action speak for itself and be the cause for its
own results: for example, Jack Harrick and Brother Sumpter could have
more credibly reached their epiphanies simply because of the "exchanged
confessions of two cornered 0ld men stricken wise by the realization
that the loss of their sons greztly matters."50

In The Cave, then, WYarren has the foundation for a good "objective
correlative" for the expresscion of his theme. What gets in his way

again is the fact that "the story is almost conpletely dictated by
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Warren's sense of the ‘'meaning of experience,! and his iremendous
technical skill is made the victim of the abstraction represented
most clearly in the title. w51 Again Warren is unable to subordinate
his philosophy to the requirements of the novel form for logical .
cause-and~efiect development, this time alloring his use of ambiguous

and somewhat imposed symbolism to detract from his "objective correlative."

All the King's Men is generally considered to be Robert Penn Warren's

best novel. It is only natural, then, that it would have fewer glaring
failures than some of his other novels. Neverthelesé, even in All the
King's Men what failures there are, and there sre some serious ones,

can be shown to lie in an unhappy mixing of Warren's tendencies as a
philosophical novelist and his psrticuler handling of the formal require-
ments of the novel,

The story of All the King's Men takes place on two levels. On one

it is the story of VWillie Sték, a power-wielding pragmatist with over-
t99es‘of Huey Long who builds a political empire of his own in an uniden-
;ified Southern state. On this level it tells of his rise to power

from his beginnings as a country politician through his appeal to the
cozmon peeple, It develops the story of his political coniflicts with
opposing power groups, of his reforms and his graf't, of his relationship
wvith his cssoci-tes and with his wayward son Tom who fathers an illegiti-~
mate child before being killed in a football g-me. It further describes
his peculizr decision to build a hospital to be named after himself and
to keep it"clem” and i his eventual ®s$assination by the young
idealistic doctor, Adea Stanton, vhom he had chosen to hesd his hospital

steff, The immediate motivation for this = 9s$zsination was the disclo-

sure of the fact that Stark was hoving an affeir with Stanton's sister
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Ann. The more comprehensive cause wus Willie's decision to build the
hospital without corruption. This alienated his lieutenant governor,
Tiny Duffy, who had worked out a "deal" with a construction firm and .
wvho in revenge told Adam Stanton of the affair, encouraged by Sadie
Burke, a Stark associate and forgotten mistress.

On the second level All the King's Men is even more the story of

the young narrator, Jack Burden, who hsd become a "research assistant"
for Stark after giving up work on a Ph.D. dissertation in history.
This dissertation had dealt with an ancestor Cass Masterm.. Jack gave
it up because Maétern's feelings of guilt and responsibility over com-
mitting adultery with a friend's wifc and thereby causing the suicide
of his friend meant nothing to him. As Stark's assistant, Burden did
a good deal of the governor's dirty work tor him, climaxed and con-
cluded when he dug up records of a bribe accepted years belore by an
old fomily friend, Judge Irwin. Jack confronted the Judge with:the
evidence and learned leter that night that the Judge had committed
suicide, and then that Irwin was actually his father. There are many
other stories going on on the side: for example, the story of Jack's
romance with Anne Stanton that had been .going on since childhood but
was unsuccessful until after Stark's assassination when each comes to
accept the other, and the story of Jack's home problems with a zealous
evangelist for a supposed absentee father and a2 mother who has had
numerous husbands since this one.

This complex of stories encompasses neerly all of Warren's major

themes, in a sense serving the same function as Brother to Dragons.

There is the theme of the incompleteness of both pure idealism and
pure pragmatism, represented by the mutual destruction of Adam Stanton

the idealist and Willie Stark the progmatist.? (Adem is killed
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immediately after he assassinates Stark by one of the governor's sharp-
shooters).

There is the inevitability of Original Sin, developed primarily
by Willie Stark and his theory that good cen come only from evil because
evil is all that there is, and that each man simply makes up his own
good as he goes along. There is the motion toward acceptance of respon-
sibility, found first in Cass Mastern and his story and symbolized by
the Spider Web theory of contingency, the recognition that anyonds actions
.can and‘do affect'the lives of anyone else. This motion toward respon-
sibility is illustrated dramatically through the three primary stages
of character transformation in the novel: (l) the transformation of
Stark from an honest politician into a ruthless governor, (2) the
reactivation of a sense of responsibility in Jack Burden, and (3) the
suggested, if not consummated, reconversion of Stark at the end.53

Also prominent is the father~-quest theme, obviously expressed

through Jack Burden's own search in no particular direction for a

father outside the home. He finds himself turning extermally to

Judge Irwin, Cov. Stanton, or Wille Stark because of the walls he

has built up against his own tradition?!nmﬂmlized by hisg rejection

of the Scholarly Attorney, and eventually reconciled by his acceptance

of that old men. In this novel, as in Varren's others, the protagonist,
Jack Burden, and in tact all the major characters, are supposed to have

arrived at these vzrious truths.

Although the formal feilures in All the King's Men may not be

quite as glaring as in the other three novels discussed, they are dis-
tributed over all three aspects of narration, charscter development,
and symbolism,. Jack Burden serves as a peculizr sort of narrator.

There are obviously two Jack Burden's, one the narrator :nd the other
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a character. This is particularly dramatized in the fourth chapter
where he consciously switches his pronouns and refers to himself in
the third person, spesking of the other Jack Burden, "'of whom the
present Jack Burden, me, is a legal, biological, and perhaps even
met asphysical continuation.'"2> Even his langusge as narrator slter-
nates between the dry, tough reporting of the detached and cynical
obgerver end the "almost lyricsel introspection of the tortured but
ironical viectim" who spezks in abstractions about his experience and
life in general.56 This style of narrative nsturally affects the
actuel plot line:‘ events come forward only as they are useful to
Jaék, «nd the reader is able to experience along with Jack the effect
of events upon him.>7

In many ways Jack Burden makes the ideal narrator. He has the
"historian's devotion to fact" and an "insatiable curiosity® both of
which are obviously assets to a character who is to act as narrator.

Bohner, quoting Warren as saying in his introduction to All the King's

Men that he felt the "necessity for a character of a higher degree of
self-consciousness than my politician, a character to serve as a kind
of commentator and raisonneur and chorus," points up that Burden serves
this purpose very well,58

Nevertheless Burden as & narrative'device imposes real limitations

on the novel, For one thing, like the narrator-historian in Yorld Enocugh

and Time, his knowledge is incomplete. For example, there are many
things about Stark that Burden seems to never figure out, such as how
he turned from a simple country politician into o demagogue. Since’
Burden learns as he goes along, and since he is relating the incidents
in retrospect, the reader is never sure how much the narrator knows and

understands at esny one point. This leaves aspects of the other characters
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an enigma (particularly Willie Stark, according to Erwin Steinberg®?)
or else it leaves the characters themselves as caricatures, as in the
case of the Scholarly Attorney.

Moreover, there is the two-level narrative in which Jack Burden
speaks both from the inside, about his experience, and from sbove, on
the level of generalization, It is extremely difficult in such a tech-
nique to keep from sounding pompous about matters of common knowledge
or wise about things no one knows about.®0 Jack Burden does both,
Furthermore Jack never changes tone as‘he supposedly changes his philo-
sophy, so that it is difficult to believe that his changes are authentic
when he sounds as insolent in the end as in the beginning. Part of the
problem, according to Roger Sale, "liee in the use of the first person
narrator who is both character and narrator, both learning and learned,
so that shifts in voice usually involve reel awkwardness.!(p. 73)

Again Warren's narr:tive device suffers from a vulnerability on
the part of the narrator to abstraction and over-generalization. "He
generalizes people, including himself, into types. He is the College
Bay, the Brass-bound Idealist, or the Haster Mind."6l Also, as Sale
lements, the "voice that specks from the inside about Life always be-
gins to sound slightly hysterical." (p. 71)

| Finally, even vwhat is being narrated is flaved by the presence
of Jack as narrator, with the story split between Jack and Willie..
If the story is renlly Jack's, then the climax is Judge Irwin's sui-
cide, and everything that happens after thet to Willie Stark, even

his assassination, is anticlimactic.®?2

Problems of characterization in All the King's Men are generally
due to those limitations in Warren's nsrrative technique. This is true

particulerly for Jack Burden and Willie Stark.. Lack of character



-25-

development in others is due to slightly different causes; frequently

it is that, as in the case of Adam Stanton, the character is too sym=-

bolic to be seen as sufficiently motivated for his actions,

Warren outdoes even himself in All the King's lMen in allowing

his excessive philosophy to damage the symbolism of the'work. The
symbols that Burden thinks in, ond acts in for that matter, demonstrate
his movement toward self-knowledge. The Grect Sleep obviously repre-
sents an escape from consciousness, as the Gre:t Twitch symbolizes
man's lack of responsibility for anything that happens. When Burden
mbves from these to the Spider VWebd theory of contingency, it signifies
his acceptance of his own share in the human guilt. The problem is
that these symbols tend to become mere labels existing inside Jack's
head but having little significance in the actual drematic texture.
Other more intrinsic imagery is used in the novel--the farmhouse,
the machine, nature., These may make their points better because they
are more exact and less rhetorical, but even they “seem to open up the
novel for richer and more elaborate exsgis, but in fact they never
point to anything the brute action of the story has not already made

clear."63

Even in Werren's best novel, then, or st least his most commonly
praised book, Warren suffers from his strivings towzrd philosophy and

his failure to reconcile this with the novel form.

If Brother to Drzgons is to be called a more successful "objec-—
tive correlative" for Warren's themes than the novels the first require-
ment it must meet is tﬁat it express the mejor themes Warren uses in
bis novels, This it does; in fact, it could even be termed the cul-

mination of the Warren themes, and a purer expression of those themes,
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The theme of Original Sin is probably the centrzl idea of the poen,
along with the related themes of contingency and responsibility. The

tre:tment of Original Sin in Brother to Dragons, as in the novels, is

not a lamentation over its existence but an insistence on the necessity
for recognizing and accepting it, This point is made in the poem pri-
marily by Thomas Jefferson a2s he, with all his glorious optimism for

man, confronts the fact of his own kin's brutal and irrational murder

aof a slave. Through the course of the book he advances from the "ashamed
biitterness of the disillusioned idealist to an attitude of sgkeptical
pragmatism."64 Such a progression is obviously meant to be considered

a healthy one: as Cleanth Brooks says, Thomas Jefferson at the end is

a great Jefferson; he has given up his callow hopes but strengthened

his belief in man's potentialities. (p. 101)

Jefferson arrives at this acceptance of man's weokness through a
recognition that he too porticipates in the guilt of mankind., He learns
first that "There's no forgiveness for our being human./ It is the inex~
Pugnable error. It is, Dear Sister, the one thing we have overlooked/
In our outrageous dreams and cunningest contrivsnces." (p. 24) Later
he leaves behind some of his bitterness and comes to believe what his
sister, Lilburn and Isham's mother, tells him: "Yes, when you had
learned in that report from Kentucky/ What evil was possible even in
the familial blood,/ Your fear began, the fear you hod always denied,
the fear/ That you--even you—wvere capable of &ll . . . But, Brother,/
If you would assume the burden of innocence--and dear Brother,/ I must
say to you now, for it comes now strongely to me to say it,/ That fhe
burdgn of innocence is heavier than the burden of guilt-—/ But what I

mean to say, if you would assume the burden of innocence,/ If you would

begin now your innocence, you must take/ His hand--" (pp. 1450-191)
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Here, in much purer form, and in a context much more intrinsic to the
dramatic line of the work, is Jack Burden's Spider Web theory..

This conversion of Jefferson's also bears out another Werren theme,
Willie Stark's theory of true goodness coming only from evil. Jefferson's
naive innocence in the beginning of the book is almost contemptible in
comparison with his experienced depth at the end. Inseparable from this
is the necessity for regognizing violence and achieving from it a higher
degree of understasnding.. Jefferson learns, as does Adam Rosenzweig in
Yilderness, that every man is "a sacrifice for every other man,"65

Under such é treatment of Original Sin, it is notable that the
sin with which there is most céncern is the sin of pride, of refusal
such as Jefferson's to mcept one's humanity. "The truth is that tragedy
grows as often out of our own inordinate idealism as from the grasping
intentional evil of others. We want so much to be more than we are (the
sin of Lucifer), and we want to drag others upward with us. Perhaps
the greatest sin is to insist that we. alrezdy have perfection--surely
this is the most certzin form of the violation of nature."66 Signi-
ficantly the title of the poem is taken from the lamentations of Job,
and was spoken by him not over the loss of his land or his health or
his family, but over the loss of his pride because he, being an upright
man like Thomas Jefferson, could not accept the possibility that there
might be anything punishable in nim, 7

Even more closely related to the theme of Original Sin in Brother
to Dragons than in some of the novels is the search for identity. 1In
the poem this takes the form of reconciliation with the father, enacted
by the poet R.P.W. who leaves his excursion to the old Lewis place to
7 rejoin his 0ld father who is dozing in the car,68 This reconciliation

is extended to a reconciliation with the entire past, an extension not
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at all unusual for arren. He hzs Jefferson ssy near the end, after
beginning to understond the truth of his experience, "One day I wrote
to Adams, long ago——/ To Adems, my old enemy and friend, that gnarled
grec:tness, long ago./ I vwrote to him, and said/ That the dream of the
future is better than the dream of the past./ Now I should hope to
find the courage to say/ That the dream of the future is not/ Better
than the fact of the past, no matter how terrible./‘For vwithout the
fact of the past we cannot dream the future," (p. 193)

Warren's themes of synthesis also play an importaent role in

Brother to Dragﬁns.. The need for a synthesis of the ideal and the

act is pointed out in the relationship between Jefferson, the man of
ideals, and Lilburn Lewis, the man of action. Each is obviously incom-
plete as he is, and as Lucy Lewis observes, they are very much :alike '
in their stubborn single-mindedness. In fuct, it has been said, and
probably rightly so, that the only difference between the old Jefferson
and Lilburn is in sensitivity.®?

Perhaps one of the mast exact expressions of a theme of synthesis

in Brother to Dragons is in the working out of the American myth. One

reason Yarren gives for writing the poem in the first place is his
interest in Jefferson as the man responsible for suddenly defining the
new nation,’® and the subject of the poem is "the birth of this thesis
(Americen myth] in the prototypical American consciousness—-that of
Thomas Jefferson."T1

Another fusion which is introduced in Warren's novels and which

tekes place in Brother to Dragons is on the level of the art itself.

Warren's art slvays contzins elements of both naturalism, in which the
motivation for human conduct is understood in terms of biology and soci -

ology, and symbolism, which turns inword on its own ego to s:vor what
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in its nature is'idiosyncratic.72 Certainly this synthesis is notable

if novhere else in Brother to Dragong in the characterization of Lilburn,

who is motivated by an Oedipus complex but still ret:dns a fiery and
inexplicable uniqueness.

Minor themes from the novels also find their woy into Brothexr fa
Dragons. There.is =z westward trip ending in disillusionment, this time
by Meriwether Lewis, sent by the ideslistic Jeiferson.. There is the

same welding of public and privute concerns found in ¥World Enoush and

Time, Band of Angels, and All the King's Men., In other words, there is

little or nothing that Warren tries to s&y in his novels that he does

not also say, and generally much more simply, in Brother to Dragons.

The reader gets from Brother to Dragong a better feeling of both
the historical event and the ahistorical meaning of the event then he
gets from the novels: both the universal and the particular aspects
carry more impsct. The romantic end even moralistic tendencies do not
seem nearly so bothersome.

A major reason for the poem's greater success does lie in the form
itself. By creating his own form to perform in, one more hospitable to
the philosophical writer than the novel, VWarren escapes the problem of
converting the thinker in him into a novelist.73 For one thing, the
pPlot requirements of this new form are much more conducive to Warren's
style of writing than are those of the novel. The actusl chein of
events can be much simpler, because such details as how or why charac-
ters get from one location to the other zre not neccssitated. Also,
as Varren himself recognized, this form allowed his story to spread
out znd not pull in at the end, since the real meaning is the impact

of the action on the characters gathered later. 1In foct, this form
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got Warren out of the box of chronology and "incidentel circumstanti-
ality" altogether, 4 so that Meriwether Lewis' trip West, although
totally unrelated circumstantially to the rest of the action seems
much less extraneous than do the westward trips in the novels.

The characterization problems in this new form are also fewer
then ih the novels. Paradoxically, the characters seem more real
because they do not have to be as realistic; that is, we do not need
to know everything about them to believe in them., Perhaps one reason
for this is that even though their speeches cre not realistic, they
seem true: thej seem to say vhat rezl people do not say, but would
szy if they could. All the char cters spe:k for themselves without
commentary, so that we get to know them directly instead of through
Warren's normal maze of rhetoric and moralizing.7?

Also, as Frederick McDowell observes, "the combined reflections
of the seversal intereste. persons, including the euthor as R.P.W.,
yield a valid disinterested truth, since its roots are in their im-
mediate expérience."76 Such grounding in the character§ own experi-
ence is not an hebitual practice of Warren's in his novels.

The narrative technique permitted by the form of Brother to
Dragons is another asset to the present:tion of Warren's themes.

One decided advantage is that no true narrator is necessary. R.P.W.,

the poet, is more z "kind of interlocator, . . . & center around which
the action revolves znd a focal point for its mezning." Like Jack
Burden and the narrator-historian in VWorld Enough and Time he "culls
the documents, sifts the facts from the folksay, and meditztes on

the ultimate meaning of the events." He is "part prompter, part

commentator, and part participant in the action."77
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The presence of R.P,W. provides several benefits: he makes the
action more personal because he has his own story to tell, thereby
giving himself a justification that the narrator-historiin of World

Enough and Time 1lacks. He is a "Pilgrim, Everyman, Chorus, and Warren,

the real person, whd like everyone else haz his own birthplace, parents,
personal memories, téstes, etc.”" "His tack is to "feoce, understand, and
even justify a world which includes moronic violence."78 Furthermore

he himself participates in the general guilt expressed in the poem for
crezting a situgtion that calls up "old ghosts" and crectes "a structure

far the reenactment of old crimes," zn "artifice whereby the brute

ugliness of human evil cen be demonstr.ted." 79 wWith all the advantages
of R.P.VW. as a quasi-narrctor, the disadvinteges of the novels' narrators
are eliminsted vy virtue of the fact that R.P.W. 2lone is not responsible
for telling us all we have to know about the character% events, and
meanings,.

Jefferson's disproportionate role in the poem can also be Jjusti=
fied in light of the specific form with which Warren is working.so No
requirements of realism are inherent in this form as in the novel, In
fact, it would seem unfair to s&gy that his presence creates problems
because he is too much of an historical figure to fit into a piece of
fiction®l or because it is tampering with sacred history to suggest a
recantation of Jefferson's philosophy.82 The poem is not realistic
but romantic, and the characters should therefore not have to conform
to standards of reeslism.

The shifts in point of view and consciousness made possible by
the dialogue form are very helpful in character development because
vwe da not have to rely on someone else's interpretation of minor char—

acters as we do in the novels. UVhen the characters do not have to
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talk as they would talk in reql life it does not matter if they insist
or shriek. "Here, for the first time, his form has allowed Warren to

use all the trappings proper to the shrillness of his need .83 Heres,

too, Warren is at his best in voice control, demonstrating his special
talent for making "all his characters speek in unfaltering, unstilted

blankxerse,"d4 and still have every voice be recognizable and contri-

bute to the characterization of its owner.

Finally, the verse play form of Brother to Dragons opens the way

to Warren for more effective use of symbolism and imegery. Symbolism

nov can be external without being imposed: r:ther than having to re-

late to or form the basis of the draomatic action itself it can simply

be used to reflect attitudes and reactions on the part of the characters.

The fact that Jefferson rescts with such outrage to the minotaur, his

synbol of the beast within the self, is an indica.ion of his inebility

to zccept the evil inherent in man, R,.P.W.'s rezction to the black

sncke he finds «t the Lewic place is a more objective one of fright,

but not revulsion: he sces the snake as represcnting the unconscious

self, the "emergence of the inner self (yom 'earth's inner durkness to

the day.'" Likewise the catfish under the Mississippi ice represents

to R.P.YW. man's unconscious self, this time in perfect adjustment to.

its environs, & one with =lf and God, reminiscent of Jung's insistence

upon the unconscious as man's only source of religious experience, R.P.V.

significantly sees this "monster" as humuly seekin; forgiveness and

reconciliation.85 |
The result of the more felicitous use of the verse play form is

a work that probably is not only a better work of art, but a more

convincing statement.of Warren's truths. As distinguished from his
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novels, every cause in Brother to Dragons seems sufficient for its re-
sulting action. Furthermore, the reader need not worry about where the
characters will go from here and vhether their new-found syntheses

will stand them in good stead, because the characters do not have to

go on living. Neither does he have to regret that they learned their

truths too late, for the world of Brother to Dr:gons is timeless and

the only thing that matters is that it is possible to serrive :at these
truths,. For once Varren can be as abstract as he wunts and get away

with it.

It has certainly not been the intent of this thesis to say that
Warren's novels 2re all complete failures. On the contrary, so rich
and overpawering ®re his themes that it seems only natural to want to
forgive Yarren for whatever failures his handling of the novel form

entsils, R.P.VW. says in Brother to Dragons concerning his e rlier

attempts to find a form for the story of the Lewis muder, "No, the

form w.s not adequate to the matevial, Jeff:/ It never is. There is

no form to hold/ Reality and its insufferable intransigence."” (P- 44)
The proper form is hard to achieve for o writer vhosc sense of

theme is so urrent, and even vhen the work fells short it still raorely

fails to make its significant stotement. Nevertheless, it is in Brother

to Drasons that Yarren seems best avle to match his form and his con-

tent in a successful "objective correlative."
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