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CHAPTER I Introduction

A prominent feature of the intarwar period, and of that
since 1945 in American literature, was the Southern Renais-
sance. This literary rebirth Had.important-consequence,in
- poetry and criticism through the work of a number of writers.
Robert Penn Warren was one such writer who "sowed the seeds"
for this Southern rebirfh of literature. Warren, along with
such recent American writers as Bernard Malamud, Saul Bellow,
Je D. Salinger, and John Updike, endeavored to unearth the
answer to the question of how a man should live in a frag-
mented and fractured society. In seeking this information,
man was in turn seeking his own selF-identity. Robert Penn
Warren understood this dilemma which plagued man, and he in=
corporated‘this major theme of recent fiction into all of his
novels. While such writers as Bellow, Malamud, and others
utilized the;r own method For‘deyeloping this self-identity
theme, Warren thouéht it apprOpriéte to use light and dark
imagery as his means for thgme development, and in doing so,
Warren has ingeniously merged the two elements--theme and
imagery--to achieve a truly wofthwhile artistic goal.

The connotations derived from such words as "darkness,"

"black," "dray," "dark, " and "blackness" are, for many peo-



ple, more than a quality or shade of hua. Most peopls will
associate, in ane way or another, certain thihgs in our so-
ciety which are of a black hue with something ominous,
thraateniﬁg, or dsrogatorily harhful. The early definition
of the word black was "menacingly or cruelly," and this
could account for its adverse connotation today. Harry

Levin, in The Power of Blackness: Hawthorne, Poe, Melvills,

has another idea for ité significance. Levin believes that
this connotative power of the word black goes back to the
very beginning of things, the primal darkness, the void which
Aour Creator formed by bringing forth light and dividing night

from day. He says further that

This division underlies the imagery of the Bible
‘from Genesis to the Apocalypse, and from the world
of life to the shadow of death. It is what differ=
entiates the children of light from the children of
darkness in the Dead Sea Scrolls. The Puritans
were fond of invoking it to distinquish themselves
from other sects; and it reverberates with added
poignance in the lines of their blind laureate,
Milton....Although civilization moves in, its re-
spective colors of good and evil are still reduci=-
ble ta light and dark.

That very separation of light and dark, when the world was
created, had opened the flood gates for a significant conno-
tative power to be applied to whatever light br dark was as-
sociated with. Scripture immediately made this evident by

1Harry Levin, The Pawer of Blaskness(New-York,'1958),
ppo 29"'"300




having darkness or the color black represent sin, sorrdw, and
death. Etarly, then, in our civilization, the light éndvthe
dark had a marked influence upon mankind, and its influence
has been,falf right through history to the present day. In
the fourteenth century, thousands of Iivas‘Were lost by what
' was termed the "Black Death." In the sixteenth century, Ben
Jonson used black to describe a melancholy "humour." "The
Black" was a name giveﬁ to marauders and poachérs in England
during the eighteenth century. An.outlaw organization com-
posed'df Chinese rebels in thse late nineteenth century was
given ths name "Black Flags." Today, this connotative power
of blackness is even morse prevalant. Suchvexamplés are a
black eye, a black cat, a black shesp, black cor gray clouds,
and a black hearse, all of which carry this ominous connota-
tian. Children will often be introduced to this "world of
dark" early in life when they becomé afraid of the dark. Our
society also uses the color black in canjunction with death,
ahd.consequently; black garb is considered appropriate dress
for our funerals. The term "blackball" exists in our socisty
to describe an act whereby one is excluded socially or ostra-
cized.? )

2black art: art practiced by conjurers .and witches.

black bourse: an exchange market which lacks official
sanction. : :

blackguard: the criminals and vagabonds of a community.

blackmail: to coerce as by threats.

blacklist: a list of suspected persons or of those to
be punished, refused employment, etc.

black mouth: to talk derogatorily of someone.

Black Hand: a group of Sicilian immigrant blackmailers
in New York. .



These examples are some of the major iﬁstances where we
find this connotative power of the "dark" in our society, and
it would follow logically that anything on the opposite end
of the "darkness scéle;" such as»white, would suggest an op-
posite connotation, a connotation suggesting a healthy atmo-
sphere. The existence of one, then, estéblishes the effec-
tiveness of the other, just as the joy of good health is ap-
Apreciated more after having experienced pain and sickness at
one time or another.

Robertupenn Warren was aware of this special. connotative:
power of the "dark" and employed it in the ‘imagery of all his
novels for the‘purpose of developing his majo: theme-~-the
quest for self-identity or self-knowledge in man. Warren is
not the only writer to use light and dark imagery in litera-
‘ture, but his approach and’handling of it make him a worth=-
while subject for the study of this particular type of ima=-
gery for thematic purposes.

Imagery, in its literal sense, is defined as "the col-
lection of images within a literary work or unit of a liter-

nd

ary work. In a broader sense imagery is defined as "a sps-

cial usage of words in which there is a change in their basic

né

meanings. This definition may be taken a step further by

classifying imagery into four types: images, symbols,

Swilliam Thrall and Addison Hibbard, ﬂ Handbook ta
Literature(New York, 1960), p. 233.

4Thrall and Hibbard, p. 232.



simile, and metaphar. This classification is made for func-
tional purposes, and most literary reference books sﬁate that
of these four types, images are not really a type of imagery,
because they do not change their basic meaning when they are
used, whereas the other three types do show a change in mean-
ing. Beéause of this differentiation, any images which have
value only in relation to the rhetoric of a polished sen=-
tence, and do not sustain a msaning beyond that ssesntence, but
function merely as a rhetorical device, will be classified as
“rhetorical" imagery. This type of imagery is generally ad-
jectival in nature, and does noﬁ,'as an image, make itself
meaningful beyond the sentence in which it is used. On the
other hand, imagery which is employed purposefully to esta=-
blish the tone in a piece of literature, either through sym=-
bois, simils, 6r metaphor, and thereby works in relation to
the action by adding to a character, feeling, or idea, may
be called “Functional" imagery. I have found that such
"functional" imagery may, on occasion, be of an adjectival
‘naturse, but the ma jority of the time it.seems to be used sub-
?stantively. A number of English and American writers provide
fine examples of "functional" and "rhetorical" imagery in
literature. |

One of ths best examples providing for a contrast of
these two types of imagery may be found in the drama of

William Shakespeare. Shakespeare employs light and dark im=-

agery in a few of his plays, but Romeo and Juliet and Othello



lend themselves extremely well to a contrast df the purposes
for, and the_effects of, the employment of light and dark im-
‘agery in literature. After a brief review of the various ex-
amﬁlas of the light and dark imagery in these plays, one can
readily perceive how this imagery does'more_thém just take up
space in a play. Shakespeare, in writing Othello, has deyel-
oped a poetic language which is all-important to the reason-
ing'with which the play is concerned. The imagery in this
pléy works in relation to the action of the play by adding to
a character, feeling, and idea. Robert Heilﬁan,»in Action

and Language in QOthello, refe:s to this as "verbal drama."®

In Romeo and Juliet this light and dark imagery is used dif=-

ferently. THe imagery here is only of a sscondary naturse,
and does not affect the piay as a whole; it merely serves as
a rhetorical device. Therefore, in contrasting these two
plays in respect to llght and dark- 1magery, we can view how
the symbolic references, which underlie the real action of
Othello, contain the real meaning of the play, whereas the

imagery in Romeo and Julist does not lend itself to such an

observation, becauss it is of a "rhestorical" nature.

John milfon's Paradise Lost is another example of the

employment of "functional" light and dark imagery for the
specific l;terary purpose of acting or working directly in

relation to the whole texture of the work.

SRabert Hellman, Action and Language in Uthello(Kentucky,
1956), p. 6.




Hail holy Light, offspring of Heav'n first-born,
Or of th' Eternal Coseternal beam
May I express thee unblam'd? since God is Light,
And never but in unapproached Light
Dwelt from Etermity, dwelt then in thee,
Bright effluence of bright essence increate.
Through utter and through middle darkness borne
With other notes than to th' Orphean Lyre
I sung of Chaos and Eternal Night,
Taught by the heav'nly Muse to venture down
The dark descent, and up to reascend.b

This seventeenth century epic abounds in "functional" imagery,
and~closevscrutiny of this passage will disclose a major pur-
pose for its use. Milton's stated purpose for writing tﬁis
epic--to justify the ways of God to men--is achievad through
a negative means by showing»that Saﬁan, not God, is respdnéi—
ble for the sins of either angels or men. This purpose is
fulfilled by establishing two distinct worlds in the epic:
the world of Satan and Darkness, and the world of God and
:Light. As may be seen in the previously cited passage, Milton
has expertly used functional light and dark imagery in Para-
dise Lost to complehent each other in their own particular
worlds. |

Henry Vaughn, the seventeenth century metaphysical poet,
is still another writer who uses functional light and dark
imagery, as may be seen in his major metaphysical poem, "As-
cension-Hymn," !

% John milton, Paradise Lost, ed., Merritt Hughes(New
York, 1962), Book ITI, lines 1-6, 16=-20.




They are all gone into the world of light!
And I alone sit lingering here;

Their very memory is face and bright,

- And my sad thoughts doth clear.

It glows and glitters in my cloudy brest
Like stars upon some gloomy grave,

Or those faint beams in which this hill is drest,
After the Sun's remove.

I see them walking in an Air of glory,
Whose light doth trample on my days:

My days, which are at best byt dull and hoary,
Neer glimering and decays.

Vaughn employs his light and dark imagery in this passage in

much the same way as Milton in Paradise Lost. Vaughn pits

his light imagery against his dark imagery so as to establish
two distinct and meaningful worlds through this "functional"”
imagery. |

The English are not the only writers who realized the
powers of light and dérk imagery. Nathaniel Hawthorne, ‘in

The Scarlet Letter, for instance, prbvides one example for

viewing "Functional"»imagefy at work. The red letter A is
set on a field ofAsable, set off against'the usual background
of somber blacks and Puritan grays. The initial sentence in-
troduces a chorus of elders clad in "sad-colored garments,”
standing befaore "the black flower of civilized society, a
prison,"8~and Hester is_dark-haired. Hawthorne embodies his

A 7Henry Vaughn, "The Ascension-Hymn," Metaphysical Poetry
(New York, 1962), p. 149.

8Nathanial Hawthorne, The Scarlet Letter(New York, 1955),

p. 1.



9

dark imagery in The Scarlet Lettsr for the functional purpose

of‘symbolic :einforcament. His dark images symbolically par-
allel the events of his novsl.

Herman Melville is another American writer who appreci-
ated the connotative power of light and dark. He designated
this crucial trait, which Fascinated.him, as the "power of
‘blackness"; a power which derivesiits F&rce from its appeal
to the Ca;vinistic sense of Innate Depravity and Original Sin,
ffom whose visitations, in some shape or other, no deeply
thinking mind is always and wholly free.J’

Thus, after examining various instances of light and
dark iﬁagery in English and American_inters, we can observe
a type of imagery for imagery's sake in some cases, and in
others an imagery which works as part of the whole. While
these men are not .the only_writgrs to indulge in such.imégery,
it has been shown that this specific~kind of imagery of light
and dark has a definite place in literature, although its
purpose in various works may differ.

Rubert Penn Warren is, then, as was mentioned previously,
a writer who displays a thorougﬁ, extenéive, and purposeful
‘use of light and dark imagery. To state that all of his im-
agery belongs either to the "rhetorical” or the "functional"”
class would, after close scrutiny, be in error. Warren em~
ploys both types of imagery in his fiction in order to pre-

9Harry Levin, The Paower Of Blackness(New York, 1Y58),
P 26,
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sent the conflict that arises when man seeks a mare meaning=-
ful self. To show man in quest of his self-identity is War-
ren's ultimate hurpose in his novels, and he chase light and
dark imagsry as a means for developing this theme, because he
realized that, after these particulér-images had appeared and
-reappéared‘ovar an extended psriod of time, they began to
take on special meanings, and ultimately, symbols wers formed.
The French writer, Baudelaire, sxplains this emergence of the
symbolic light and dark.

It is not works only that are eMblematic; it is

things which are emblematic. Every natural fact

is a symbol of some spiritual fact. Every ap-

pesarance in nature corresponds to some state of

mind, and that state of mind can only be described

by presenting that natural appearance as its pic-

ture. An enraged man is a lion, a cunning man is

a fox, a firm man is a rock, a learned man is a

tarch. A lamb is innocence; a snake is subtle

spite; flowers express to us the delicate affec-

tions. Light and darkness ars our familiar ex-

pressions for knowledge and ignorance.10
Warren, as well as Baudelaire, was aware of the symbolic re-
lationship of 1ight‘and dark, knowledge and ignorance, and
thereby applied his self-knowledge theme, using light and
dark imagery as symbolic and tonal reinforcements in his

novels. A fine example which points out this use of light

and dark imagery for symbolic reinforcement for a self-iden-

tity thems is found in Warren's verss tale, Brother to Ora-

qons.

10Harry Levin, The Power of Blackness(New York, 1358),
p. 28.
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He saw the dark hand set the white dish down.

He felt the darkness growing in his heart.

He saw the dark faces staring, and they stared at him,

He saw poor George as but his darkest self.

And all the possibility of the dark that he feared.

And so he struck, and struck down that darkest self.1]
The functional light and dafk imagery in this passage works
as both symbolic énd tonal apparatus to develop uWarren's.
theme of self-«knowledge.

This quest for self—knowledde or self-identity in man is
naot only a modern day quest, but has existed since God formed
man “of the dust of the ground,“12 and located him in a gar-
den eastward of Eden. A mysterious air of uncertainty of
self has sgemed to maliciously hover over mankind ever since
then, and many write;s, such as Socrates, Alexander Popes, and
William Faulkner, have shown their awareness of this struggle
to Fiﬁd a meaningfui mptiﬁe for existence in their writings,
‘whether with a simple, laconic proverby a lengthy poem, or an
entire novel. Socrates, in the fourth century B.C., urges us
tec "Know thyself.?13 In the seventeenth century, Alexandér
Popé stressas the importance of self-identity in his "Essay
on Man."
| 18;1R0bart Penn Warren, Brother Eg‘Dragons(New Yotk, 1953),
P . B

12451y Bible, Book of Genesis, Chapter 2, line 8.

1391utarch ascribes this saying to Plato. It is also
ascribed to Pythagoras, Chilo, Thales, Cleabulus, Bias, Salon,.

and Socrates. The quotation is, however, generally ascribed
to Socrates. )
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Know then thyself, presume not God to scan;
The proper study of Mankind is Man.14

[ ] L ] [ ]
In more modern literature, tao, there are a number of men who

have dealt with the human response for self-identity in life.

As Frederick Brantley writes in deerh American Poetry, "War=-
ren shares a task with Joyce, Hardy, Faulkner, Melville, anc
Conrad in striving to illuminate the tragqgic experience'by pra;
senting it imaginatively in the light of the conflict of self,
the private struggle in a world of public action to achieve
self-definition."1® A thematic treatment such as self-iden=-
tity, then, is not a facet of 1life which only today's writers
are concerned with, but one in which various writers have
found relevance and significance to their own particular
times in history, and a facet, therefore, whicﬁ has a prime
meaning for all of us today. Warren must have realized this,
and in attempting to demonstrate verbally this quest in man-
kind, wished to employ a technique whereby his readers cauld
appreciate the human despair and despondency existing in the
world of the "unknowledgeable self." In order to achieve his
purpose, Warren mingles characterization and imagery; he de=-
velops his theme through characterization working’in the
midst of light and dark imagery. His characters are continu-
ously surrounded by dark imééary as they pursus their own
14Alexander Pope, "Essay on Man", College Survey of Eng-

lish Literature,ed., Alexander Witherspoon(New York,1951),
p. 561. .

15Frederick Brantley, Modern American Poetry(NewAYork,
1962), p. 22. '
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self-identity. we also may observe light imagery being used
as a means of accentuating theveffects of the dark imagery.
In studying this particular imagery, literar& ;eferences sug-
gest that such a study of the imagery of a literary work may
center itself on five different areas.16 I have chosen to
examine warrenls imagéry in relatlon to how the pattern of
the images reinforce plot andkaction'while developing theme.
Thére are a number of other ways to examine imagery, but this
parﬁicular means of imagistic study lends itself very well to
the works of Robert Penn Warren.

While studying and evaluating Warren's light and dark-im-_
agery, I will use two terms which should be explained prior
to looking at each of his novels, individually. I will use
the term "image paﬁtern" to describe the use oF'elther light‘
or dark images to parallel the action of the story at a par-
ticular time. An image pattern may contain any amount of
light or dark images, and may extend through an entire chap-
ter as long as. it parallels and reinforces the action ét the
time. An image pattern which parallels an ominous event will
contain mostly dark images, whereas an image pattern parallel=-
ing a joyous or uplifting event will contain light images.

The other term which will be-used is "image cluster,"
which is merely the use of light and dark images in close
proximityito each other.‘ An image cluSte: will usually not

. 18wiliiam Thrall and Addison Hibbard, A Handbook to
Literature(New York, 1960), p. 234.




14

extend beyond five or six sentences, and may exist within an
image pattern. This cluster méy contain either light imagery,
dark imagery, or a combination of both, as long as the clus-
ter works in relation to thematic development. I haQé found
that the majority of Warren's image clusters are used symbol-
ically in his novels.

In conclusion, Robert Penn Warren has drawn together the
very useful connotative power of light and dark, with the
quest for self-identity in man; this merging of the two pro-
vides not only for an interesting study, but for a valid lit-
grary examination. A more detailed‘study of each of Warren's

novels will attast to this.



CHAPTER 11 Analysis of Night Rider

" Robert Penn Warren's first novel, Night Rider, published

in 1939, deals with the Kentucky tobacco wars of 1905-1908 in
which growers orqanized themselves against the big buyers.

But mare importantly, Night Rider deals with Perse Munn and

his struggle to gain a knowledge of himself. As Alvan S.
Ryan points out in his essay, "Robert Penn Warren's Night
Rider," the theme of the novel is the "search of the hero for
self-definition and self-knowledge. This is Warren's first
treatment of a theme that has frequently been pointed out as
central to all»his fiction."17 nNot only is this partiéular
theme basic to all of Warren's fiction, but so, too, is the
use of light and dark imagery to develop the theme. Warran
portrays this'quest to rid the self of "interior darkness"
through the embodiment of symbolic'light and dark imégery.
The symbolic use of this type of imagery is much like that of
melville, Hawthorne, and Poe who employ the light and the
dark to correspond to a state of mind, whether it be an aware-
ness of self or a lack of self-knowledge. |
17alvan S. Ryan, "Robert Penn Warren's Night Rider",

A Collection of Critical Essays, ed. John L. Longley Jr.
(New York, 1965), p. 31.
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The story of Night Rider is basically a story of two dis-

tinct wdrldé delineated for the reader by means of symbolic
light and dark imagery. There is the world of Perse Munn; a
world set in the "dark of mortal understanding"18 where life
is like a "great dark cavern full of shadowy moving forms and
the insistent rise and!hum of vdices"19, attempting to pre-
vent man from traveling "erratically backwards through a self-
imposed dark night of the soul."20 In direct contrast to

this dark world‘of Perse Munn is the world of his wife, May;

a distinct world of lightness,'sunshiné and understanding; a
world without harassment from the impaosing threat of that "in-
terior darkness of self.ﬁ From the.very beginning of Night
ﬁiggg, Warren has systematically laid the foundation for
these’two "Miltonic worlds" for the purpose of delineating

the gradual deterioratioh of Perse Munn in his misguided

quest for self-identity.

Early in chapter one we see Perse Munn void of "full
light" as he is in an almost dark room, representing his con-
"ception of self, "with the curtains drawn together and- the
shade down so that oniy a "narrow pencil line of sunlight lay
écross the rug"(8). This "narrow pencil line of sunlight" is

symbolic of the degree of self-knowledge Perse actually pos?

1BLeonard Casper, The Dark and Bloody Ground(Washingten,
1960), p. 104. '

19Robert Penn Warren, Night Rider(New York, 1939), p. 6.

ZDPaul West, Robert Penn Warren(Minnesota, 1964), p. 25.
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sesses at this time. He is not, at this point, in complete

darkness relating to the self, and this incompleteness is not
the cause of his fall; it is his faulty means by which hé'at-
tempts completeness that brings about disaster. The destruc=-

tion comés becausse, as Leonard Casper states in The Dark and

Bloody Ground, "Munn, himself, meaningless alone, submits to

the involvements of the world. Munn has submitted to vio-

lence in the hope of self—realization..;"21

In succesding
pages we visualize Perse or his "counterparts in darkness" in
rooms "not too well-lighted" with a "black shadow blotting
out the reflection of the lamp flames and th; faint silvery
glint tha»water'made streaming down the pane," and "shutting
of f the light coming from other rooms"(8). As Parse gets
more deeply involved in his misgquided quest, that pencil line
of sunlight seems to Qithdraw from his environment until to-
tal blackness prevails, and as one, who is first introduced
to darkness from the light, gradually regains his vision in
the dark, so, too, does Perss find his own way through that
black darkness that is his self; "As Mr. Munn rode through
the darkness....His eyes were more accustomed to the darkness
now, or the overcast of cloud was‘becoming lighter, for he
could make out the line of the road ahead of him"(42). It is
at this point that Perse‘First'becomes aware of that black-
ness which is enveloping him.

_ 21| egnard Casper, The Dark and Bloody Ground(Washington,
1960), p. 102.
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And then it came to him that all he knew was black=-
ness into which he stared and the swinging motion_
and the beat of the blood. But was he staring into
blackness, a blackness axternal to him or was he

the blackness, his own head of terrific circumfer-
ence embracing, enclosing, defining the blackness,
and the effort of staring into the blackness a star-
ing inward into himself, into his own head which en~-
closed the blackness and everything? And enclosed
the snow that gently fell in darkness. (109)

We see the final manifestation of Perse's plight, which is
darkness, through a symbolic‘usé of nature in chapter four-
teen. Warren has compared Persa's drdeal in quest of sslf=-

identity to the changing seasbns, in this case, spring and

fall.

The trees were getting on toward leaf, now. But
you could still see through their branches, across
the square to the courthouse, and beyond. When
they were in full leaf, you couldn't. Then, above
the massy depth of the green, you could only see
the roof of the courthouse and the squat, square
brick tower with the clock. That happened all at
once. Ffor a while after the buds began you could
see the individual boughs hung with that uncertain,
irregular green that in the fading light, as now,
ssemed gray, or seemed, on the very highest boughs
where the last ray of sun struck, a pale gold. For
a while, day after day, there would be the boughs,
visible and individual, and through them you could
see the courthouse, the benches under the trees,
and the buildings on the other side of the square;
then suddenly, one morning, you could see nothing,
or for the first time you realized that you could
see nothing, and you were surprised as though it
had all happened, at one streke, that night. The
season had turned. (350)

Yes, the season had turned for Perée, also, who could no long-
er ses through his confused darkness of self to perceive the

"distant point of light in the darkness"(252). May's world



19

bf'light has escaped Perse, and through a gradual and sus=-
'tained search for a more distinguishable sglF,vParse becames
aware of his senseless ambitions. As he is fleeing like a
dog from the authorities, "He lay, feeling the slow, minute
suction of the mud beneath his body, and stared at the tree-
tops, the heave of the dark mass of the sky. The light was
growing on the sky. ‘His mind naméd that: 1light"(382).
Perse is now capable aof observing something besidés black in
his darkness. That narrdb pencil line of sunlight is 6oming
back to him, and it becomes wider and wider.

Again in chapter fifteen, he notices "the impersonal
light grow on the sky, above the dark trees”(390). 0On the
morning of his death, Parsé awakes and sees "the shaft of sun-
blight striking through the window, the green bluffside beyond,
and the rough boards of the wall”(397). Perse has not only
escaped his darkness, but he can now perceive life in a new
" world of lightness. He realizes his wrong, and, ét the same
time, knows that if light is to prevail, he will have to meet
the consequende of his acts; he télls_Lucille, who has asked
him to escape with her, "I owe it to myself to stay here” (440).
He has changed from the passionate and emotional man of sense=-
less actions early in the novel to a stable man who says be-
fore,his‘daath, “"Love, it's not anything, not when it's not a
part of something else"(440). Shortly before he does face
‘death, Perse's self-realization finally bursts through as War-

ren_emploYs more light and dark imagery to portray this sym-
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Once toward the middle of the aftetnoon, he noticed

the steady, black fleck of a buzzard which spiraled

up, southward, into the area of his vision, He

watched it for a while, then grew tired and turned

away. When he looked again, it had been lost in

the central reaches of ‘the throbbing brightness.(dae)
The faint,'black speck of the buzzard symbolizes the remain-
ing dérkness of self existing within Perse's.mind, and his
dark world leaves him for a lighter, brighter world when, al-
though he is annihilated in the end, he comes to some under-
Standihg of his self. Perse really was not capable of seeing
in his "darkness," but had merely reached the»point where
darkness had enveloped even his judgement; his inner cértain-
ty of self in regard to the world outside himself was as
vague as the-shapeﬁof blackness in' the dark.

Warren réalized, as did Harry Levin in his book, The
Power of Blackness, that "blackness stands out more, for our
writers, because of its cﬁntinual interplay with a not less
pervasive sense of whiteness. The running contrast between
them sets forth all our dilemmas and is as inevitable as
black print upon a white page.“22 Thus, the dark world of

Perse Munn is accentuated greatly as a result of Warren's.

utilization of a contrasting world of lightness based upon

22Harry Levin, The Power of Blackness(New York, 1958),
p. 28. T

~
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Perse's wife, May, who is the embodiment of light. fay is

first introduced ta us in Night Rider, as wearing a white

dress and having very blonde hair; and fram that point an,
she appears in the novel wifh some form of lightness symbol-
ically pertaining to her. After Perse becomes a member of
the board which directed the organization and management of
the Association of Growers of Dark Fired Tobacco,‘he decides
to visit May, after being away for many months. While riding
toward May and home, he "couid see before him the expanse of
white, dusty road stretching westward. On sach side of the
white road lay fields of tobacco. He rode too fast, and knew
He was riding_too fast, and cursed himself for a fool even as
he leaned For@ard a little...."(33) warren has symbolically
described thé road to May as a white road, and has inserted,
on either side, tobacco--that crop which will ultimately
cause Perse to leave that white road leading to May and pos-
sible salf—realizationf Perse remains on the road this time
and finds May, whose smile "had touched him as clearly and
simply, and in fact as impersonally, as the sunlight failing
‘over an entire landscape”(36), Perse realizes that within
May.is his chance for survival of self, for she is Sunlight
to his being, and as he says, "If that was not enough, it
}wasn't her fault"(36).

With a compelling-and'pervasive urge, Perse leaves Méy

to return to the darkness of the Association. The next time
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he visits May, she is sitting before a fire as a "great flake
of ash scéléd off one.of'thé logs, releasing a new puff of
smoke and revealing, beneath, the steady brilliant redness of
the heart of the burning wood"(57). It could very well be
that Perse is that ash falling from the firm log, [ﬁayzﬂ‘

and Perss is releasing that new puff of smoke that is his
dark ambition.

Later in the novel Perse raturns home for Christmas, and
Wartan emplays the!use.of snow to symbolize the true aware-
‘ness aof self which is fast escaping Perse. It is Christmas
‘but there is no snow this year as May had wished, and she
states that.flf there‘was snow an the ground; everything
would be different"(BS). She is well aware of her husband's
jburney into a disastrous private darkness.

On the next occasion which brihgs Perse home to May, he
finds that "the pale light that washed through the budding
trees accented delicately the yellow aof her‘hair"(IZB). The
lightness around May seems, to Perss, to be less bright and
her hair no longer seems so light but yellow, as light is
also eécaping from hime.

Perse will again return to May in chapter six, and as he
rides toward home, he realizes the "yalley was qdite dark now,
gven ihough when he looked abave the undifferentiate mass of .
hills, he saw that a little light lingered in the upper
ai:"(lSD).

Chapter seven again finds May referred to as lightness;
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as Perse looks "across the darkness [ihat is himse;ﬁg to the
lighted interior of the roam where she.EhayW;satﬁ(l6U), or
“toward the lighted window, where May was now"(161).

_ Chapter eight, which finds Perse slipping into almost
total darkness as he kills a man, is followed in chapter nine
by May's depakture—From Perse, becauss of his abandonment of
‘her personal desires on his behalf. Warren presents a very
symbolic paragraph at this point, as Perse realizes May has
left him. Warren uses the_dove to symbolize Perse in doubt-
ful quest of a prey.

The first dove came over, high, from the west, and

dipped and swung back. It sank, flutteringly, at

the edge of the water, downstream. He had had two

chances for a shot, when it first swung back and

then when it started to flutter down. The gun had

been raised, and his finger on the trigger, but he

had not fired. Now he watched the bird, that too

. far away for a good shot, was prinking at the edge

"of the water. The bird rosse, and flew off down-

stream. He was a little ashamed and irritated that

he had passed up the shot, but, unreasoningly, he

had not been able to bring himself to press the

trigger.(220)
Perse, unreasoningly, was too obsessed with power and the
cause of the Assaociation to bring himself to thes act whereby
he'could have the dove that is May. All chance for conquer-
ing darkness with light has eécaped Perse, and the only other
glimpses we have of May are in the form of recollections of
the past by Perse, who remembers "One bright morning in early
spring, a clear day that seemed in its softnsss of air and

penetrating brilliance to promisés...she [@iss Burnham% sat

byban open window and brushed the child's yﬁayj yellow
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hair"(224). Perse, because of the ensuing interior darkness
of his mind, can no longer find tangible lightness in his May.

wWarren, then, has employed a symbolic light and dark im-

agery in Night Rider to express a theme of human incomplete~
‘Nness. This inﬁompleteness 1s shown through the systematic
and well-planned employment of light and_dark image patterns
which work in~¢onjunction with the aciions of Perse Munn, the
ma jor character. Dark imagery is consistent through the first
thirteen chapters (sixteen per chapter average) until'parsa
finally comes to some realization of himself in chapter Fourf
teen. At this pdint Warren employs only three dark images,
which parailéls Perse's defeat in his battle against his dark
world. The light imagery is employed much the same way--in
relation to gvents in the novel. Warren uses some eighty=-
three examples of light'imagéry when May is a part of Perse's
'life, as opposed to only nineteen from the point in chapter
nine when May leaves until Perse's final realization of self
in chapter Foyrteen. We can evidence an increase in light
imagery at. this time to correspond. to this self-realization

which is attained by Perse. Night Rider'contains 249 instan-

ces where dark imagery is employed and 119 instances of light
imagery. Of the total 368 light'and dark images which appear

in Night Rider, seventy percent are dark. Other novels by

Warren show a greater percentage of dark imagery due to the

fact that, in Night Rider, much light imagery was required to

cohtrast,the two worlds presented in the novel.



CHAPTER I1I Analysis of Wilderness

Warren's sighth novel, Wilderness, published in 1961, is

‘the story of Adam Rosenzweig, the clubfooted son of a Jewish
Bavarian, who travels to America at the time of the Civil War
in search of his self-identity. It is, as Leonard Casper

writes in The Dark and Bloody Ground, "the inadequacy of the

Western dream, that compulsion to salvage innocence through
restless migration and repeated beginnings...."23 that brings
Adam Rosenzweig to America. Warren's major character in the
novel seeks self-knowledge in the form of a search for juse-
tice and freedom in a land where such rights are sudposedly
unquestioned. In his essay, "Trial By Wilderness," Leonard
Casper writes, "Adam's role throughout the ndvel is that of
the outsiaer, in search of thenlight of a livable self, res-

urrection from the limbo of his-inheritance."2 Leopold

Rosenzweig, Adam's father, "loved mankind and wanted men to

23| gonard Casper, The Dark and Bloody Ground(Wwashington,
1960), p. 102. . : :

24Leonard Casper, "Trial By Wilderness," Robert Penn
Warrgg, Poe llo ' ’
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"25 ang as Adam states early in the novel, "He

be fully man,
gave me that name that I might try to be a man in the knouw-
ledge that men are my brothersﬁ(gzj. Thué, Adam has to face
the cruel realization that, in order for him to truly live,
he ha§ to discover "how you could be worth nothing,'and.yet.
be worth something"(192) in.a form of existence whers identi~
ty seems to be slipping away, énd where man, in his basic hu-

manity, "was no more to any other man than a stir or voice, a

sloshing in the dark"(193). Unlike Perse Munn in Night Rider,

who attempts to discover self-identity through his own ace
tions, Adam will have to seek his real identity in the human
condition of the world about him, and will triumph in his
quest only if his.obsaruations of huménity prove favorable to
himself. |

Light and dark imagery play an important‘part in this
quest for self—identity,‘and the progression of this quest in
the life of Adam is parallaled'by symbolic dark and light im-
age patterns. When Adam experiences a low point in his qdest
as a result of his intercourse with humahity, a distinct in-
crease in dark imagery is seen to reflect this obstacle to
self-identity. On the other hand, when  Adam experisnces fa-
vorable observations of the human condition, and seems to
“have arrived at some undefstanding in regard to his selfhood,
an abundance of light imagery prevails. Thesellight and dark

‘symbolic image patterns are comprised basically of pastoral

25Robert Penn Warren, Wilderness(New York, 1961), p. 92.
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elements. Just as a wilderness connotes a darkness of loca-
tion, so, too, in Warren's implementation, does.the use of
't:ees or a fﬁrast connote, or symbalize in this case, the.
darkness of mind that is Adam's. ‘Above that darkpess of the
trees stands the snow-capped mbuqtain which symbolizes jus-
tice and freedom, Sut more'importantly, ultimate selF—identi-
ty in life for Adam Rosenzweig.

The first page of Wilderness provides a valuable insight

ihto‘Adam and his urge to find true understanding. Adam re-
iates that "If the mountain had not gléamad sa white. If_yon—
der, under the peaks, the snaggled line of the fir forest had
not been so biue—black against the white....If oné puff of
cioud, whité as whipped cream, had not lounged high in thé
washed glitter of blue“(225),‘he would not have had the urge
td seek. out his identity. Adam was aware, from théfbeginning,
of his incompleteness_in.life, as symbolized by the darkness
6f the fir forest, and if that mountain, so white, which was.
his compelling quest to find himself in darkness, had not
driven him as it did, he "might have fled inward into the
self, into the ironies of history and knowledge, into that
wisdom which is resignation"(3). He might have forgotten his
father's éduice that "there was no nobler fate for a man than
to live and die for human liberty"(4). Adam was a Jew sub-
jected to ébominations, and his father's words had lifted his
eyes above those hardships to the gleaming whiteness of that
mountain of identity he yearned for, and he recollected ﬁhe

opening lines of a poem his father had written for him.
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If I could only be worthy of that mountain I love,

If I could only be worthy of sun-glitter on snow,

If man could only be worthy of what he loves.(7)
Adam wanted to know what he was, but more importantly, he
wanted Lo be worthy of attaining that self-realization which
would rid himself of that "blackness in his brain"(5). As
Adam departed for America, he remembered the wise words of
the old shoe cobbler who had made the special boot for Adam's
deformed foot, which could very well symbolize his incom-
pieteness. The cobbler said, "Even I:must have something
more than knowledge that I have learned to live"(l4). Know=-
ledge that would allow Adam to escape his private darkness,
‘and live in a world of light was what he sgught in Aﬁerica..

The ship had left Bremérhaven when Adam, "in the shock
of sunlight and seaglitter"(31), felt the sensation of climb-
ing toward that white-peaked summit of self-realization, and
was aware that "that green shore, in glittering bright of
morning”(18), was America. From this point in the novel un-
til chapter four, the light and dark imagery exist side by
éide as isolated elements, void of any specific symbolic im-
‘age patterns, serving the purpose of setting the tone for the
actidn to come. The horizontal plot line gf these four chap-
ters may account for these isolated elements of light and
dark imagery.

In chapter foyr these isolated elements, light and dark
images, Form'symbolic image patterns, and parallel theievents,

thereby reinforcing plot and action in the novel. The dark
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image pattern evolves as a result of Adam's fFirst glimpsavofl
the tarnished justice in America; as the "evéning light laid
'a coppery sheen over the upper bulges of the greasy black-
ness"(zg), and a gqull "stared at a hanging body, screamead,
and was gone into the gathering darkness"(dl), Adam experien-
ces his first setback on his journey to that "white'mountain.?:
He sees a black man hanéed, and he watches a dog lick the
blood-socaked stones beneath the dead body--a brutal, but fit-
ting'initial glimpse at a not so "light" world. Adam asks
‘himself, "Is this me?"(dﬁ), far he is shocked that a land of
freedom and justice, such as America, should condone such an
act. It is at this point that the symbolic light and dark
image pétterns come forth. The firstkthree chapters contain
twgnty dark images, but the dark images increase to forty-
three in chapters four and five as a result offAdam's dark
setback. The thirteen insténces of light imagery in tﬁe
first three chapters may be contrasted to the existence of no
light imagery at all in chapter four when Adam views the hang-
ing, and only'three light images in'chapter five. The aware-
ness of the existing condition of humanity by Adam, and conse-
quently, an awareness of the incompleteness in his Self, has
been symbolicaily paralleled by the image patterns of light
and dark for the first time in the navel. |
fn chapter six Warren instills a bit of optimism into
Adam. A mass killing of Negroes occurs, and Adam becomes in-

volved while attempting to stop the act. After being saved

by a man, Adam, who is traveling down a white, dusty road in
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a wagon with a,white canvas top, discovers and meets the Ne-
gro~man who had risked his life to save him. Proper visions
of his "whife mountain'" have come back to him, and he sees
hope for humanity and, ultimataly,\ﬁor himself as he says, "I
am moving down this road because I believe"(67). The white
road and other_light imagery associated with this portion of
his journey is symbolic of the path to self-identity. Adam
@andered into the wilderness‘of-the dark forest in chapter
five, but is now back on the road to clarity of self. The
dark imagery ai this point in the novel [}hapter si{] is
almost nonexistent as a result of this optimistic occurrence.
Adam will again see the good in America in chapter seven
when he meets Mrs. Meyerhof, a woman who cares faithfully faor
a new-born baby and at the same time nurses a dying husband.
In conjunction with this altruistic side of Humanity, a sym=-
bolic light image patfern will emerge in chabters six and sesv=-
en, encompassing twenty-six ihstances of light imagery as op~-
posed to only sixteen in the entire first five chapters of

the novel. In the remaining chapters of Wilderness, exclud-

ing the last chapter, there will be a marked decrease in light
imagery as Adam Findé himself deeper and deeper in a wilder-
ness of darkness. Only twenty-one instances of light imagery
are recorded in chaptars eight through fourteen.

Adam has found, then, in chapters six and seven, some
hope for completeness in liFe._ He will, however, be rudely
set back again in his quest in chapter ten when he becomes

witness to three heartbreaking events: Mollie, a servant
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gir;, is whipped and treated like an animal; a'Negro undergo~-
ing Surgary is treated like an inconsequential object naot
~worth saving; Adam finds that his Negro friend had the letter
"w" branded high on his right thigh by whites, because they
had no compassion for a Negro. These three acts are paral-
leled by dark imagéry which again symbolically expresses a
mood of depressing darkness Fdr_Adam} This chépter alone con=-
tainé twenty-two instances of dark imagery in ﬁontraét to an
average of eight per chapter for the othsr ten'chapters which
do not contain.symbolic dark image patterns.

.Adam will not come back onto his "white road" to self-
identity until the last chapter when, after being wounded, he
looks at the "twisted whiteness of his poor foot"(301), and
realizes that this deﬁormity,;which his father had indirectly
given to him, was the answer to that great secret of self-
identity. Adam felt that everything he had known was false,
and that "he was on the verge of a great truth in his iife"
(303).‘ Adam had lived in a world which he thought to bs en-
tirely free from injustices and wrongs, and he sought his
identity in his colorfully optimistic world. He soon found
that no such world exist;; and if the world were void of such
freedom and justice, it was a joylfor him to know it. Adam
Found his identity, but not via a white‘road leading skyward
to a "white-peaked mountain;" he found it in the darkness and
violence of the wilderness where humanity was at home with
itself. Adam's final realization comes, for him, when he no

longer despises the deformed foot, which he has cursed all of
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his life, but accepts it as he accepts and recognizes'the de-
formities of the world. "There was a boot on the foot. It
was a good boot. That was éhe way the wofld was and he would
put on the boot"(303). With this act, Adam was again a pért
oFllightness, having escaped from that bewildering wilderness.
Deep in his peing he was "éware, flastingly, of an image, a
sick room glittering with crystal and silver, yellow hair
falling unbound, candlelight winking redly through wine, a
white breast lifted to his hand"(304).

This final realization of self by Adam is paralleled,
then, in chapter fifteen with a light image pattern to sym-
bolize Adam's escape from the dark wilderness of selfhood.
Chapter fifteen.contains Fourteanvlight images in its image
pattern in comparison with chapters six and seven which con-
tain twelve and fourteen light images, respectively, in their
patterns. Of the twelve chapters not cqntaining'such light
image patterns, there’is an average of three light images per
chapter, showing the reinforcing effect the image pattern has

upon the action at this point‘in Wilderness.




CHAPTER IV Analysis of All the King's Men

All the King's Men, Robert Penn Warren's Pulitzer Prize

winning novel, is.probably his most widely read, and there-
fore, his most well-known piesce of Fiction. As do his other

novels, All the King's Men deals with man's quest for self-

identity, and the epigraph of the novel, taken from Dante's

Divine Comédy, is synoptic of that theme--"By curse\of theirs

man is not so lost that eternal love may not return; so long
as hope retaineth aught of green."z6 Leonard Casper sﬁggests,

in The Dark and Bloody Ground, that this curse of man is his

identity, which is his "separateness and therefore his incom-
Qleteness."27 For, if man is to overcome this curse, he
shall have to, once again, dedicate himself to God, wherein
completeness méy be found.

Willie Stark and Jack Burden are the two characters in

All the King's Men who are canfronted with this problem of

seif-definition for good or evil. Willie, the man of fact,

stante, The Divine Comedx; trans. by Lawrence White
(New York, 1948), p. 70.

27| gonard Casper, The Dark and Bloodi Ground{Washington,
1960), p. 128.
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lives in tha‘present, and seeks identity through his actions
which ultimately become a corrupting force. Jack, dn the
other hahd, is a man of ideas and reflection who seeks his
identity in the past. Jack explains this self-knowledge, and
the effect it may have upon man, early in the novel.

But the Clémmy; sad little foetus which is you way

down in the dark which is you too lifts up its sad

little face and its eyes blind, and it shivers cold

inside you for it doesn't want to know what is in

that envelope. It wants to lie in the dark and not

know, and be warm in its not-knowing. The end of

man is knowledge, but there is one thing he can't

know. He can't know whether knowledge will save

him or kill him. (9)
Jack is like the little foetus, happy in his dark world, and
warm in his not-knowing. He realizes that self-identity may
be his curse or his exultation, but either way, knowledge is
the end of man. Jack and Willie know enough of themselves

and the world to relate their own self-identity quest, unlike

Perse Munn in Night Rider. Both Jack and Willie are Humpty-

Dumpty characters; heroes glevated’upon a wall of success and
‘honor, only to come crashing downward; and only by striving
for saivatioh, no matter what the cost, may Humpty be put to-
gether again.

This self-identity quest is developed in All the King's

Men quite differently cohpared to Warren's novels discuSsed
earlier. Light and dark imagery is employed to reinforce the
action and plot, but this imagery does not élways parallel
the action in the form of entire image patterns. All the

King's Men, unlike Warren's other novels, is the camposite
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story of two men in search of themselves, and thus, any light
or dark image patterns found in the novel, if analyzed with
only oné major character in mind, would prove to be erfcneous
patterns; for they would not be paralleling merely the action
of one gharacter but two. Thus, an image pattern:could well
be paralleling Jack Burden's involvement in the novel, and at
the same time -working in direct opposition to Willie Stark's
action. Because of this, Warren had to isolate his idage pat-
terns so they woﬁld_reinforcg the actions of Willie and Jack
on an individual basis. Instead of an entire dark image pat-
tern being used in a chapter to parallel a character or omi-
nous event, Warren uses a different pattern of light and dark
images, namely image clusters. As was brought out in the in-
troduction, these image clusters are merely patterns of im-
ages which appear in close proximity go one another to rein-

force a specific action in a novel. The Ffirst page of -All

the King's Men provides a fine example of thematic imagery

working in the form of an image cluster.

You look up the highway and it is straight for

miles, coming at you, with the black line down

the center coming at you and at you, black and

slick and tarry-shining against the white of the

slab so that only the black line is clear, com-

ing at you with the whine of the tires...and you'll
come to just at the moment when the right front
wheels hook over into the black dirt shoulder off

the slab, and you'll try to jerk her back an but

you can't because the slab is high like a curb....(l)

We see bhoth light and dark imagery within this symbolic image

£

cluster. The white slab highway is that "winding white
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road"28 which Adam 'Rosenzweig followed in Wilderness, and the

"expanse of white, dusty road_"29 traveled by Perse Munn in

Night Rider. The black line is symbolic of the path the in-

complete man follows while on the road of life. Willis and’
Jack are in the big, black car, symbolic of their incomplete-
ness, on the white road of 1ife, and they will bath find them-
selves off the road, on the "black dirt shoulder," as a re-
sult of their misquided quests for selF;identity. Just as
the»dark rows of tobacco drew Perse Munn from his white road,
so, too, does a Fofce drive Jack and Willie from their road

in life. This particular image cluster, then, provides an im-
mediate symbolic awarensess in relation to willie and Jack,

and their quest. ’

Again in the first chaptsr, we may view another image
cluster much like the cluster mentioned‘preﬁiously, Willie
and Jack are still on their journey--Willie moving through
the present to the future, and Jack living in the past, and
thereby always reliving the journay, much like the Ancient

Mariner.30

We would go gusting along the slab, which would be
pale in the starlight between the patches of woods

28Robert Penn Warren, Wildernsss(New Yark, 1961), p. 382.

2930bert Penn Warren, Night Rider(New York, 1939), p. 33.

30John’E. Hardy, Man in the Modern Novel(Washington,
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and the dark fields where the mist was rising.

Close to the rogad a cow would stand knea-deep in

the mist, with horns damp enough to have pear-

ly shine in the starlight, and would look at the

black blur we were as we went whirling into the

blazing corridor of light which we could never

quite get into for it would be always splitting

the dark just in front of us. The cow would

stand there knee-deep in the mist and look at the

black-blur, and blaze and then, not turning his

head, at the place where the black blur and blaze

had been, with the remote, massive, unvindictive

indifference of God-All-Mighty or Fate, or me....{(36)
Light and dark imagery, existing side by side in a cluster,
reinforces the incompleteness theme as Willie and Jack pro-
ceed like a black blur down the white highway, always eyeing
that blazing corridor of light ahead, which is their identity,
but never quite grasping hold of the fleeting light. "While
they suffer from incompleteness, they are still striving for
identity and salvation as long as they attempt to attain it
via the white slab and naot by way of the "black, dirt shoul=-
der."

Another image cluster appears at the end of chapter two;
the cluster is employed as a analogy to Jack's living in the
past. Burden's Landing, Jack's birthplace, "is nat," as Paul

West writes in his book, Robert Penn Warren, "“simply a back=

water whers his mother and former friends have obliviously
sustainedian.outmoded, questionable way of life; it is a sym-
bol of the incompleteness of modern man's knowledga.zl Jack,

while trying to assemble other people'’s lives, is aware of

31Paul weét, Robert Penn Warren(Minnesota, 1964), p. 29.
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his own incomplsteness, but he tries to live as if the world

of time were not real.

You stop going to sleep in order that you may be
able to get up, but get up in order that you may
be able to go back to sleep. You get so during
the day you catch yourself suddenly standing still
and waiting and listening. You are like a little
boy at the railroad statxon, ready to go away on
the train, which hasn t come yet. You look way up
the track, but can't see the littles patch of black
smoke yet. You fidget around, but all at once you
stop in the middle of your fidgeting, and listen.
You can't hear it yet. Then you go and kneel down
in your Sunday clothes in the cinders...and put
your ear to the rail and listen for the first
soundless rustle which will come in the rail long
before the little plack patch begins to grow on
the sky. You get so you listen for night, long be-

. fore it comes over the horizon, and long, long be-
fore it -comes charging and stewing and thundering
to you like a big black locomotive and the black
cars grind to a momentary stop and thse porter with
the black, shining facse helps....(110)

Jack is much like that small boy a£ the railroad station, but
Jack is not waiting for a train; the little patch of black
'smoke is his dark past, which, Jack believes, if it arrives

at the station, will bring salF-identity and salvation for
him. That liftle patch of black smoke gets bigger and bigger,
because Jack does not know that one "cannot know the past but:
only some destructive conception of it. Knowledge about the
past does nat make the past meaningless but makes the pas£

and future real."32 This image cluster sets Jack apart from
Willie in that we may visualize the dark situation that con-

32Aprthur Mizsner, Twelve Great Amsrican Novels(New York,
1967), p. 179. »
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frqhts Jack, because he attempts to deny that life in the .
past, at one time, took placé in a real and timely world,
Just as does life in the present.33
As Jack looks into the past and remembers his visits to
his fickle mother and alcoholic father, we can share the al-
most bewildering sensation which Jack experiencas. Hae is a
man who is, at one time, disregarding the~§resent, and at
another, attempting to seelif present reality can sustain him

in life.

I would wonder even though-1 knew what would happen,
“even though I would always know that the scene into
‘which I was about to step and in which I was about
to say the words. I would say, had happened before,
or had never stopped happening, and that I would al-
ways just be entering the wide, white, high-ceiling-
ed hall to see acraoss the distance of the floor,
which gleamed like dark ice, my mother, who stood

in a doorway, beyond her the flicker aof firelight

in ths shadowy room, and smiled at me with a sudden
and innocent happiness, like a girl. (180)

This image cluster, containing both light and dark imagery iﬁ
oxymoron-like fashion, is characteristic of Jack's confused
conception of life, just as it is incongruous to have light
and dark exist side by side in a balanced medium. The incon-
gruity of "dark ice"vref;ects the haphazard light and dark
world of Jack; a world in which distinct rules for existence
are seemingly unheard of.

When Jack does visit his mother at Burden's Landing, im-

33mizener, p. 180.
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age clusters again appear to developa'the uncertainty of self
existing within Jack's being.* Again, too, the imagery is
used in such a way that it exists in an oxymoron-like rela-

tionéhip.

In the morning it had stopped raining, and there
was sun. I went out and saw the thin-pools of
water standing on the black ground, like sheets
of isinglass. Around the japonicas, the white
and coral petals, which had been shattered from
the blossoms, flocated on the blackly gleaming
pools.(115) -

We see on the black ground the "blackly gleaming pools" which
could well be Jack's darkness of self, with still a glitterA
of salvation sesen. Some petals float upward in those pools
while others, like Jéck, float upside down, incépable of bask-
ing in the warmth of the sun or~self—identity.

Two more image clusters may be noticed while Jack is vis-

‘iting Burden's Landing.

And the next day I walked up the bay...where the
pine grove came down close to the white sand. I
walked...then I came out to a place where a half-
charred log lay, very black with the wetness and
around it the sodden ashes and black butts of
driftwood, blacker for the white sand.(116)

By that time clouds had begun to pile, working in
over the whole sky, except toward the west, beyond
the pines, where the light struck through the
break. The water was very still, and suddenly dark
with the darkness of the sky, and away across the
bay the line of woods looked black now, not green,
above the whiteness of the line which was the beach
way over there. A boat, a catboat, was becalmed
over in that direction, nearly a mile away, and un-
der the sky and over the dark water and against the
‘black line of the woods, you never saw anything so
heartbreakingly white as the sharp sail.(116)
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Jack's incompleteness stands out more when he is viewed in re-
lation to those aware of themselves, just as the black of a
butt of driftwood is accentuated and "blacker for the white
sand." Man, at times, requires a basis for comparison when
attempting to evaluate success in relation to his existence
as part of humanity. Jack sees the darkness of the sky
against the whiteness of the beach-line as he again sees him-
self in relation to others, and becomes a bit somber in real-
izing_thaf such a distinction is as heartbreakingly painful
as is a sharp white sail against the dark water and black
line of the woods.

Another significant image cluster appears in chapter
five as the journey of Willie and Jack continues down the
white slab of pavement.

The black Cadillac made its humming sound through

the night and the tires sang on the slab and the

black fields streaked with mist swept by. Sugar

Boy was hunched over the wheel, which looked too

big for him, and the Boss sat straight up, up there

in the front seat. I could see the blackness of

his head against the tunnel of light down which we

raced. Then I dozed off.(191)

Jack views the black fields and the white slab of pavement,
but as soon as the tunnel of light appears, which represents
his self-realization that one cannot live in the past,'he'
dozes off and, theraby; again becomes elusive of the present.

The presence of such light and dark image clusters doss

not negate the existcnce of any other symbolic light and dark
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imagery in All the King's Men. The novel abounds in light

and dark imagery used for symbolic tonal purposes, that is,
to help establish the mood of the characters at a particdlar
time,

Throughout the novel are isolated examples oFrliéht syme-
bolic”imagery used in reference to Anne Stanton, the girl Jack
Burden loves. We see the first example in chapter three.
Jack'says, "Tﬁe image 1 got in my head thag day was the image
oF'hef'Face [}nne'%]' lying in the water very smooth, with
the white qull passing over"(119). In chapter seven we sese
"her face turned up to the purple-green darkening sky, her
eyes closed, and the white gull passing over, very high"(Z?ﬁ).
Again in chapter seven Jack says, "I thought of the imags of
the face on the water, under the purple-green darkening sky,
with the white gull flying over"(277). A third time in the
chapter Jack recalis seeing Anne "floating in the water...
and the violent sky above, and the white gull passing over"
(295). The fourth example of the symbolic use of the dové
appears again in the chapter as Jack says, "But lying there,
she had seemed to be again the little girl who had, on the
day of the picnic, floating on the water of the bay, with her
eyes closed in the stormy and grape-purple sky, and the singls
white qull passing over very high"(310). Anne Stanton, then,
represents Jack's hold on the past, as he cnntinuously tries
to escape the present by recalling Anne and her past. Anne

exists in a darkening environment, which is Jack's incomplete-
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ness of self, and the only salvation for Jéck is his realiza-
tion of his existence as such, asisymbolized by the fleeting
white gull, so very high and far away at the present moment.
Thus; the varied imaga clusters cexisting in the hovel
have served a purposeful task,'that of exemplifying the void
that exists in the sslfhood of jack Burden. While the image
clusters never pertain to Willie Stark directly, they do, in
a negative way,‘developﬁ his quest for identity and ultimate.
salvation. Just as Jack was a man of ideas, so, too, do ths
image ciustars exist as a part of his ideas wheﬁ they concern
him directly. And just as Willie is a man of actions, a de-
tailed study of the light and dark imagery reveals a pamllel-
ing between the image patterns and the action. Although it
would be extreﬁely difficult to analyze thoroughly such im-
agery when dealing with two distinct characters such as in

All the King's Men, for reasons mentioned previously, it

.might be worthwhile to point out two of the more obvious im-
age patterns used in relation to Willie Stark.

The novel bpens with Willie as Governor and in full
bloom with a corruptive'power. This chapter of immediate
darkness, in regafd to Willie, boasts sixty-four dark images,
as compared to an average of only thirty in the entire ten
chapters of the novel. This abundance of dark imagery denotses
the darkness prevailing in relation to Willie Stark's motives
and means for securing self—identity.

A second image pattern appears when Willie is shot in
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. Chapter nine; this pattern cuntains only five light images as
opposed tc'an average of fifteen light images per chapter in
the ten chépfers of the novel, thus reinforcing the dark

svent by having it exist without gubstantial light imagery.

Symbolic imagery exists, then, in All the King's Men, in

the form of varied image ciuSters, and in the form of a less-
‘er number of image patterns. Although the imagery has taken
different forms, both types have reinforced the action of the
‘novel and have quite effectively developed the theme of the

quest for self-identity.



CHAPTER V Analysis of At Heaven's Cate

Robert Penn Warren's second novel, At Heaven's (Gate,

treats the familiar Warren theme of self-identity, but does

so on a much broader scale than Night Rider or Wilderness.

Perse Munn and Adam‘Rosenzweig are, in their respective nov=-
els, major characters who strive, individually, for complete-

ness of self. Perse Munn is the only person in Night Rider

characterized as lacking self-identity, as is Adam Rosenzweig

in Wilderness. While this major theme of Warren's is preva-

lent in At Heaven's Gate, it is expanded to many levels and

characters. Sue Murdock is the major character who is at-
tempting to define herself, but she is envelpped by minor
characters who, aléb, because of their inadequate and, often-
times, misguiaed attempts‘toward identity, are "violators of

34 Sue reveals the ultimate futility of

the natural order."
(defining oneself through other people, peagple such as Bogan
Murdock, her father, who is seen as a being someons thought

up in the night; Jerry Calhoun, a man created because of Sue's
need; Slim Sarrett, an invention aof his own need; and Swestie

34Leonard Casper, The Dark and Bloody Ground(Washington,
1960), p. 114.
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Sweetwater who fails to believe in himself, becauss he is un-

35 Sue,

able to forget his transgressions against.humanity.
then, is the primary focus of a novel in which many characters

attempt to seek self-identity at the axpense‘of natural order.

The prolific light and dark imagery of At Heaven's Gate

is employed in much the same way as Warren's use aof it in

Night Rider. The imagery is methodicaily employed at speci-
fic instances‘in the novel in the form of light and dark i$~
age patterns for the purpose of paralleling and, consequently,
reinforcing the action of the novel. Since Sue's quest for
identity is initiated through the actions of others, she is
the piimary charactaf,_and thereby-justifies ihe use of image
patterns as a valid tool. Whether in relation to herself on-
ly, or to others in the novel, her actions are the basic cri-
teria for the literary existence of these image patterhs.
Warren does employ image clusters on th:ee'occaSions, but al-
ways as part of Sue's recollections of the past; this is'thg
same type of image cluster ewployment as seen in All The

King's Men when Jack Burden slips into the past. A more de-

tailed sthy of these image clusters will be brought forth
after the light and dark image patterns are‘explained.

The novel begins with a seemingly stable group of indi-
viduals at discourse. Sue Murdock is pressnted, at the onset,
53 a girl who is seemingly in control of her Faculties.and

35Leonard Casper, The Dark and Bloody Ground(Washington,
1960), p. 1ll4. S ‘
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not visibly lacking completeness of identity. wé do not gain
direct insight into Sué.conCaning her incomp}eteness until
almost half@ay through the novel when she says, "Oh, what am
I?"(lSS), as compared to tﬁe veryvfirst words of Band of An-
gels, another Warren novel, when Amantha Starr cries, "Oh,
who am I?"36_

Because of this lack of'either a dark mood or a gay op-

timism in the opening chapter of At Heaven's Gate, a balanced

image pattern may‘be observed in chapter one. The sky is
“drenched in sunlight"(3), reflecting upon a "black coupe"(7).
A-white fence surrounds the Murdock stable, and "the darken-
ing fields"(13) can be seen from afar. There are Fodrtéen
dark images and fifteen ligﬁt images employed in this Chapter.
These images coexist in a balanced medium, much like the neu-
tral action which is neither ominous nor encouraging to the
reader at this point.

This balanced mood changes in chapﬁer saven as a result
'"of the first glimpses of the not-so-bright world around Sue.
We meet Rosemary, a crippled»invalid with "her body twisted
~over on her left hip, her leg crooked, and her right leg pale
in the shadow"(98). She liVes in a house with a dimly 1lit
doorway with "dingy unpainted wooden gingerbread work oh the
porch...;"(Qé) Then; there is E£llie May, a common slut, and
old man Murdock who lives in a painful and hurt-filled world

36

Robert Penn Warren, Band of Angels(New York, 1955),
p. 15.

—————




48

of harassment, because he had killed a man. Such dark pic-
tures of Sue's envifonment are paralleled}by a dark image
patterh consiéting»of fifteen dark images as compared to an
average of seven dark images per chapter in the novel. This
doubling of dark images in this chapter and the manner of
their employment are significant then,

This dark world subsides momentarily in chapter nine
when Sue and Jefry Calhoun talk of marriage, and a biﬁ of op-
timism enters their world. The second balanced‘image pattern
of the novel, consisting of sevén'dark and seven light images,
~ parallels this neutrél action. We sse the "lemon-colored win-
try sunlight"(127) as Sue and Jerry "slide darkly down ths
street"(ldo); This counter-balancing of dark and light im-
agery causes a suppressment of both light and dark, and,there-
by has a neutralizing effect.

Agaid, this neutral affangement between dark and light
is lost when, in chapter eléven, a very significant image pat-
tern arises. Sue, who at this point is seeking identity
through Slim, is ﬁold of the very dark happenings in Slim's
life; his mother is a prostitute and his father is an alcohaol-
ic bum. Sue is immediately thrown into great despair and
heartbreak as a result of a bitter look at humanity. Slim
énd Sue converse as they walk "under the black warehousss,
through the pétches'of mist she never knew"(155), and watch
the sky sag "blackly, heavily doun, just above the roofs of

the black hulks of the warehouses"(154). Sue hears of Slim's
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unhappy past; and while a gray cat- scrambles across the cob-
blestones (155), Slim tells her "...she had to learn to be
alonse, and sﬁe felt that would be easy to learn, that you
could pull the silgnce, the darkness, and the mist'ébout you,
like a blanket"(155). Slim further tells her that she has to
learn never to make up a picture af hersalf,-but to be what
she was. It is at this point, after hearingvof Slim's sad
plight in life, that Sue cries, "Oh, what am I?"(155) For
the first time in the novel, Sue lets the world know that she
is aware of an incompleteness in her self,vand is in quest of
this selfhood. Warren, then, has reinforced the action in
this particular segment of the novel with a dark image pat-
tern. This chapter contains eightéan dark images and bnly
four instanceévof light imagery, thereby paralieling the dark=
ness of Sue's world at this time.

This excess of dark imagery in chapter sleven is made
more prominment and siriking in chapter fifteen where not a
single light image appears. Sue finds herself in an apart-
ment and extrehely unhappy in a life void of joy. Ffrom this
'ppint in the novel, the light images continue to decrease,
with only thirty-five seen in the rémaining twslve chapters.
This lack of light images reflects Sue's darkness of self,
because she is incapable of achieving self-identity.

The first image cluster of the novel appears in chapter
thirteen as Sue recollects her past, and, in doing so, views

‘this past as a mixture of light and dark.
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‘The girl is wearing a gray dress and it is nmot a
very good dressS.... B8shind her is a gray houss,
for the paint is peeling off. There has just been
a storm, for the leaves of the maple tree glitter
yellow-green with wet in the now clear, but late,
sunlight, and the trunks of the trees are black.
Great hailstones...glitter whitely. The wings of
the wet maple seeds glitter as they flutter domn
in the remarkable light. (184)

Sue's world of the past seems to bs a confused mingling of
light and dark. She sses herself as a gqray-clad girl living
in a gray house; this is significant because, at this time,
Sue is extremely depressed and unhappy. The image cluster
balances this confused and dark partion of Sue's life.

" Another dark image pattarn appears in chapter fifteen
when Sue sees Jerry again after many months. They make love,
and Sue throws him out, because she can no longer sae the
bright sunshine in life, but only the shadowy ceilinmg of her
room(229), symbolic of the dark shadouws pervading her own be-.
ing. It is at this point that she must escape to the past
for some semblance of light, and we thus evidence the second
imagse clustertof the novel--an image cluster existing within
a dark image pattern.

Her facé Sue's] is very still and smooth and ex-
cept for the brightness of her eyes, is like the
face of the little girl in the white dress in the
0ld picture which she once showed you,.-a long time
back, when you sat beside her on the couch in the
library. Then the light goes out, and in the first
moment of darkness, which seems absolute becauss
your eyes have not yet adjusted themselves, you

feel that she isn't there at all, that it was all
a dream, and that you are alone in the dark.(228)
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Sus realizes, in this symbolic image cluster, that she ls'no
longer the little girl with the white dress sitting-in a well-
lighted library. The lights are gone out for Sue now, sym-
bolicloF her darkness of identity. She is unable to adjust
herself to this new darkness where she is almays alone and
must face it as such. Her recollection of the past has al-
‘lowed her a temporary escape from her darkening world, but
this recollection has also hade her even more awars of that
darkness. Thus, this image cluster becames a ﬁart of a largse
dark image pattefn ponsisting oF'Fourteen dark images as com-
pared to only three”light images.

Later in the novel; in chapter seventeen, Sue's world
becomes darkened a little more. Sue begins living with Slim,
and later discovers he is a homasexual when she finds him in
"a compromising position with another man. The somber mood of
the story is again paralleled by a dark image pattern consist-
ing of twice as many dark images as light images in the chap-
ter.

With the events in chapter twenty-two, the dark imagery
begins to increase steadily, while the light iﬁages :emain at
a very low level. In this chapter [}wsnty;twé} Sue starts
living with Sweetie Sweetwater and becomes pregnant. As
Sweetie and Sue walk the dark, empty streets to their apart-
ment, Sue tells Swaetle sﬁe wants something, not just any-
thing in 1ife(30). Although her life depicts her confused

ideas regarding a means for attaining self-definition, Sue
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Whatever you are, there's just one way to find out

what you are. Everybody stands for something and

till you know what you stand for, you ain't any-

thing. You ain't anything in the world, no matter

how Cod-damned fascinating you think your person-

ality is.(307)

Sue hears the words of Sweetie but finds it difficult to find
the path that'lad to her self. And so thay live "like petals
floating on a black water®(313). The dark image pattern par-
allaling'this action contains nineteen dark images compared

to only one light image in the chapter.;

Probably the most significant image pattern ié found in
the dhapter where Sue is strangled'by Slim. Before Sue's
death, an extended dark image cluster may be observed, which
is completely void of light, and is existing within the broad-
er dark image pattern. Again, this cluster is contained with-
in the recollections of Sue's past.

.«sand when I was little, they put me to bed as

soon as I finished my supper, as soon as it began

to get dark. (357)

At this point, Sue comes back to reality for a second and
"reaches out in the dark--it was very dark, for the curtains
were drawn to cut off any reflections of the light from ths
street below"(357), and she begins to drink her whiskey as

she again recalls the past.
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so.but I didn't go to sleep, I lay in the dark, and
I didn't go to sleep bscause I was by myself in the:
dark and I am afraid of the dark and the teddy bear
is not good and a teddy bear is full of sawdust and
stuff and does not love you and isn't any qood, and
people are down stairs...and they laugh and talk
where the lights are and they love me, they love me
they say, but they put me to bed in the dark and by
myself and a teddy bear does not love you....(357)

Again Sue awakes from the past, puts out her hand in the dark

to the whiskey, and slips back to recollection.

...but there were people downstairs laughing and
talking, I knew, and 1 had lost something and I was
afraid to tell and I cried in the dark where they
put me while they were laughing and talking and I
had lost something...my little gold ring, or my
locket or the silver spoon, oh! oh, it looked like a

spoon. (358)

After drinking in the dark a third time, Sue goes back to her

world of youth.

«ee.and I lay in the dark and cried out but I had
hunted for it, I had hunted for it, I had hunted
and hunted, for I had lost it but didn't know where,
down at the farm or under the bushes....(359) ‘

Sue's mind is-sliding slowly off into blackness and she feels
that she is "rising slowly to a surface, like a diver who has

gone down deep"(359). She feels, also, like a trapeze per-

former who

...at the end of a long, wonderful arc, releasss
her hold on the bar and sails effortlessly, superb-
ly, royally over all the lights and faces upturned
so far below, the darlinyg of the circus sailing
-away from them into the dark, for there is no tent
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at all and it is dark and there are no stars in the

sky but you go sailing and smile in the dark and hold

cout your hands to touch the strang hands held out to

you in the pitch dark and you know they will catch

and hold your hands. (360
At this point her heart is beating faithfully in the warm dark-
ness, and Slim Sarrett takes her breath from her.

.Sue, very early in life, seemad to have confronted the
problem of disCOVering who she was. UWe can visualize har'cfy-
ing and lying in thé darknasé‘of self, not bepause she had ac-
tually lost a silver spoon, locket, or gold ring, but because
‘'she had lost what ﬁhay might have symbolized--her self-iden-
tity. Sué Murdock lacked the love‘which’is most important in
life, and she views herself as a mere object in the eyes of
God. In his essay, "Knowledge and the Image of Man,“ Warran
says, "Every soul is valuable in God's sight, and the story
of every soul is the story of its self~-definition in good or
e;il, salvation or damnation.;.. Each of us longs for full
balance and responsibility in self-knowledge, in a recogni-
tion and harmonious acceptance of our destiny...."37 ‘Sue was
.not wise enough te handle her confused and darkening situa-
tion early in life, and sought a defective or inadeﬁuate
self~kﬁowledge through others. Before her death she felt the
complete submission of the drowning person going down for the
third time, and at the same time, she Félt the security of

37TRobert Penn Warren, “Knowledga and the Image of Man,"
Swanse Review, LXII(Winter, 1955), pp. 182, 189, 190.
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sailing through the sky, knowing she will hot fall, for some-
one will catch her.. Sue had hung onto life, as does a tra-
peze artist, but she has to let go. Death comés to Sue be-
fore she can discover self-identity or a means to attain this
identity, while Perse Munn, Adam Rosenzwsig, and Jack Burden,
who, although they do not find self-iden;ity, at lsast havo
found the place where they should look.

This extended dark image cluster is contained in two
pages of Sue's recollections, and boasts some twenty-two dark
images. While the cluster is a part of the entire imags pat-
tern paralleling the events of the particular chapter, it
does contain the majority of the twenty-nine dark images of
the chapter.

The novel's last chapter finds Bogan Murdock seemingly
gnchanged by'hisbdaughtar's death or by the bizarre events
surrounding his cdrrupt stiness. Bogan continues tq live,
unlike Sue, in a dark existence where identity is only a mat-
ter for others. The action is again paralleled by a dark im-
age pattern consisting of twenty-two images.

At Heaven's (ate is,trulyAa work of art, because of War-

ren’s skillful blending of light and dark imagery with parti--
cular events, and his purposeful omission of others, for a
reinforcing and paralleling effect on plot in the novel. And
as John Longley, Jr. writes in his essay,'ﬁThe novei is es-
‘sential to any understanding of the total Warren cannon....

The thehes are various, and the approaches differ, but the
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‘focus is always the same. Man in relation to his cosmoé, to
gaod and evil, and to God."38 Warren has portrayed man in
quest of identity, whereby, ‘a discernment of good and svil
may be gained;'AThe imagery ofVligHt_and dark helbs formulate
this cause and effect relationship between sélf—identity and

salvation by warking in harmonious conjunction with the domi-

nant events of At Heaven's Gate.

38John Longley, Jr., ed., "Self-Knowledge, The Pearl of
Priscilla," Robert Penn Warren(New York, 1965), p. 61.




CHAPTER VI Analysis of Band of Angels

Band of Angels, published in 1955, is a novel very simi-

lar to At Heaven's Gate, a novel in which Sus Murdock attempts

to discover her real essence of identity in-1life, uttering the

words, "0h, Who am I?"39 In Band of Angels the same guest is

dealt with, but in this case, through anothaer female charac-
ter, namely Amantha Starr who, uttering the first line of the
novel, "Oh, whaf am 1?40, gives us the theme of Band of An-
ggig, that besing the guest for self-identity. Manty, as shs
is called, wants to be free and belong to nobody, but she is
confused as to the meaning of freedom. She does not realize
that it is herself she is fleeing from as she "refuses to ac-
cept the absolute denial of self imposed by slavery and re=-
treats inta fevar to the other extreme, absolute selfishness."
Like Sue Murdock and Willie Stark, Manty seeks herself in
others andvdiscovers later that this is not possible. Manty,

in-her'quest for selfe-understanding, believes herself only an

39Rober£ Penn Warren, At Heaven's Gate(New York, 1943),
pe 155. - ;

40Rg0bert Penn Warren, Band of Angels(Naw:York, 1955), p.

41Leonard Casber, The Dark and Bloody Ground(Washington,
1960), p. 161.

41
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expression of history where "you dao not live your life, but
somehow, your life lives you, and you are, therefofe, only
what history does to you"(134). This statement by Manty
.véﬁows her almost complete lack of Fa;th in herself .as a raé'
_ tional being with enough knowledge of self to strive to a
‘purpuseful end in life, that being self-knowledge. As Manty
is told that "One works in order to be able to live with one-
self”(272), she realizes just how important such a goal is in
life.

To live with oheself: The words seemed, in a

strange, bright way, to be healing a wound in me.

Then I saw them like a bright miraculous unguent

laid over the weals and humped, corded scars of

.the black back. As soon as it was laid on, the

scars were gone, simply gons. The back was there

with its unmarked sheen and molded musculature.(273)
This healing, then, is what manty wants; a cure which will
provide her with self-identity, and thereby permit her to
live with herself as a knowledgeable persaon in regard £0‘hsr-

self.

Warren, then, has, in Band of Angels, confronted the same

. problem he facés in all of his noveis,'that is the portrayal
‘gf a being .in search of self-identity in a world whére sgch
knowledge seems nonexistent to the seeker. Again, too, Warren
has develaped this thematic tapic through‘thefusa of dark and
light imagery in the novel in the form of both light and dark
image patterns and image clusters.

As was noted earlier, the novel begins with an immediate
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look at Amantha Starr's plight in life, an inability to find

identity of

self.

O0h, Who am I? For so long that was, you might say, .
the cry of my heart. There were times when I would

say to
--gver

myself my own name--my name is Amantha Starr
and over again, trying, somehow, to make my-

self come true. But then, esven the name might fade
away in the air, in the bigness of the world. The
world is big, and you feel lost in it, as though
the bigness recedes forever, in all directions,
like a dessrt of sand, and distance flees glimmer-
ing from you in all directions. 0Or the world is
big and the bigness grows tall and close, like
‘walls coming together with a great weight and you
will be crushed to nothingness. Nothingness-~there
are two kinds, ths kind which is being aonly your-

self,

lonely as the distance withdraws forever, and

the kind when the walls of the world come togethsr
to crush you.(1)

Immediately, then, Manty is portrayed‘through_her dialogue as

a girl existing in a darkness of self. She is living in the

first "nothingness," which is existing withaut coming to some

realization
ness toward
that second

together to

of selfhood, and she wants to move from this dark-
identity, but will ultimately find herself with
"nothingness" where the "walls of the world come

crush you." . Manty says, "If I could only bé free

...free from the lonely nothingness of being only yourself

when the world flies away...."(3) This dark and dismal poc-

trayal of'charactér in regard to the self is'réflacted_through-

out the first chapter in the form of a dark image'pattern.

Manty relates her past to us and thié, taa, lacks a bright

side. She tells of her mother's death, her father's terrible

actions in destroying her doll, and her being sent off to
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school, because her father did not have time to lovg her as

hé should have. All this background information, in regard

to Manty's éarly childhood, attests to her understandable
quest to find herself, and thus be fres. The chapter abaunds
in dark images to stress this dark past. Manty remembers
"piled-up.masses‘of black cloud"(10), "flickering impressions®
'in the sky, which "collapse in sudden darkness“(lO); the "en-
suing'darkneSS"(Il) coming to meet her, the "dark halls" of
Starrwood. (8), and the "shade-dark grottos“(s) of her homa.
This immediate rendering of the dark sets the tone for the

novel in relation to Amantha Starr. In At Heaven's Cate, the

reader has to wait until late in the novel before Sue Murdock
utters her cry of'deépair, because of her lack of self-iden-
tity. In all, there are eighteen‘dark—imageé within this
dark image pattern as opposed to only one light image in the
entire chapter.

.Chapters two and three are similar to the first chapter
in regard to the use of dark image patterns to parallel the
events. In chapter two, Manty experiences a veryrﬁnhappy
Christmas at home; Seth Paxton provides some foreshadowiﬁg
when hé.warns Manty of her father; and later, Manty learns
that her father has died in lust‘with Miss Idell, a girl Qhom
Manty'respected_greatly. At the funeral, Manty discovers
that her father had not been buried, as requested, close to
the house and next to her mother. The fourteen dark images in

this dark image pattern reinforce the dismal events. The
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'éhapter COntains.only“two light images so as to stress the
dark atmosphere at the time.

Chapter ﬁhree contains similar dark instances which are
paralleled by twenty=-six dark images and only twa light im-
ages. Cy Marmaduke tells Manty she is a bankrupt daughter's
slave and_will have to be sold as such. She is sald'ﬁu a Mr,
Calloway, a trader, and after some very disrespectful treat-
ment is~sent to'New Orleans. Throughout'thesé two chapters,
Manty refers to the dark woods quite often, which are sym601~
ic of her imposing darkness. She says,‘"I was whirlad-away;
under the declining light,Apast the wintergone pastures and
the darkening raddled woods...."(62) on the "westward shore,
against the black forest...."(79) Manty has been sold into
slavery, and her fight becaomes an inquiry into the nature of
freedom and the guest for individual identity. At the time,
however, her identity is aé dark as the forest she sees.

Chapter four continues.with a one-sided and purposseful
use of dark imagery, and in doing so, presents the first 15-
age cluster of the novel. Manty has just been bought by Ha-
mish Bqnd, a plantation owner, and she again thinks of her
inward darkness, symbnlically.referréd‘to'as a dark pit.

..l became aware of the inwardness of my body, of

~the blood moving in darkness, and as one could my=-

steriously sse into the total inward darkness, I

had an actual vision of the heart's slick, wet,

muscular movement’, ruby-~red, and glistenirng despite

darkness, a vision of the intricate loops and swole

len bulgings uf inwardness, the grayness, the lym=-

phic whiteness, blood-redness, sweet flabbinass,
softness, darkness. It was as though, there in the
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bright daylight, I were falling inward, were flow=

ing inward, as though myself were some dark deli-

cious pit into which I fell inexhaustibly like

sleep, like dying....(93)

Thisfsymbulic dark 1mage‘clustér_reinforces our first look at
Manty at ths baginning of the novel when she had two choices
for nothingness. Here she is comparing herself to a dark pit.
' Bright sunshine, or self-identity, exists in her world; but
she will never see it in her pit of darkness.

Ail the events-up to chapter five have been ominous to
Manty, and dark imagery has prevailed. In chapter five,
light imagery comes forth in the form of a light image pat-
tern to correspond tao Manty's partial awakening to life.

The season, with its strange somnambulistic, sub-

marine muffling and mutting, moved on into summer.

The heat and dampness  hung like.gauze in the af-

ternoon brilliance. The shadows in the courtyard

lay on the sun-glittering stone like black tin,

the straight-edged black shadow of the wall, the

jag-edged shadow of vine, the ovoidal shadows of

the orange trees. Sometimes, lying in my room for

the siesta, seeing the black jags against the bril-

liance of sky....(113)

Life is not quite so‘dark'now for Manty, and the forest is
not so black. Summer becomes symbolic, for sunshine has en-
tered her life in the form of Hamish Bond, whom she realizss
she loves. She asks Hamish why.he brought hsr to his planta=-
tion, but his only answer is that she may leave if she wishes.
Manty cried earlier for freedom, and now that she has hsr

physigal'fréadom, she realizes that freedom must come from

within if one is to be truly free. Manty notices Rau-Ru's
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‘eyes,gand observes "How white, in the shadowy hall, his gyg=
balls shone against the snameled blackness of his face"(120).
Through Rau=-Ru and Hamish, than, a whiteness, or self-iden-
tity, is found to overpower the dark. This chapter, even
though it contains fifteen light images, is still predomi=-
nately dark with images, but this increase in light images is
significant in that it parallels Manty's hope for success in
her quest.

The light images begin to decrease immediately in chap-
ter six and never increase beyond ten through the end of the
novel. This immediate and sustained decrease in light images
raflects upon Manty's lack of success in finding her identity.
Not only do the light images become fewer, but the dark im-
ages increase to more than twice as many as in the apening
chapters of the novel.

It is at the beginning of chapter six that Manty expres-
ses her dissolutionment with life as a result of her failurse
to find self-«knowledge.

You live through time, that little piece of time

that is yours, but that piece of time is not only

your own life, it is the summoning-up of all the

other lives that are simultaneous with yours. It

is, in other words, History, and what you are is

an expression of History, and you do nat live

your life, but somehow, your life lives you and

you are, therefore, only what Histary does to you.(134)
This deterministic attitude and belief in predestination is

what Manty is being forced to surrender to, bccause shs cannot

be free, nor is she able to answer the question of who she is.
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At this point, Manty compares herself to a bird in the wilder-
ness.

We stood there in the wilderness, our feet in the

sun~-cracked mud of the track, the incongruous lug-

gage of out feet. Bayond the level rose the for=

est, darkesning now. A bird, far off there, called

with a compulsive, irascible lament...Il only said:

"What is that bird?"(138)

Manty is much like Sue Murdock here when Sue is symbolically
compared to a white dove, fleeting far away in the sky. Here,
Manty realizes that she is that bird, far off, but she canndt
name it, because she cannot know herself. She again is mov-
ing into the dark shadow of the forest, and ultimately into
her own inward shadows of darkness. Ffrom this point on, she
never leaves the blackness of the grove, but lives inside the
dark of that bulk which is her seif.

The real flight to escape inward darkness now begfns for
Mahty. At this time the war breaks out between the North and
VSouth. This takes place in chapter seven, and, as the dark
war exists until the book's_eﬁd, so, too, does the dark im-
agsry. Chapﬁer eight contains thirty-five dark images-in an
image pattern reflecting, very appropriately,'ths darkening
self in Manty. The “dark woods over there was full"(246),
and is "stirring darkly in the Qery depth of her being"(246).

Anather image cluster may be seen in chapter seven as

Manty talks about Rau-Ru.
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But no, that darknsess of the past into which Rau=-

Ru walked was not, I suddenly knew, the darknass

of the thing fulfilled. No, it was, rather, a

teeming darkness, straining soundlessly with forms

struggling for recognition, for release from that

dark realm of undifferentiated possibility.(262)
This again brings us back to Manty's two kinds of nothingness,
Manty sees her lack of self-identity as a "teeming darkness"
st:aining furiously, but without sound, to come to the light.
Because she has no caoncept of what it is to bs free, Manty is
prevented fram freeing this "teemihg'darkness," and ultimate-
ly herself.

And I would be breathless with my waiting. Waiting

to know what? To know my life, myself. It was as

.though your life had a shape, already tatally de-

signed, standing not in Time but in Space, alrsady

fulfilled, and you wsre waiting for it, in all its

necessity, to be revealed to you, and all your liv-

ing was merely the process whereby this already ex-

isting, fulfilled shape in Space would became an
event in Time.(265)

Manty, then, is waiting for the time when she will escape
from da:kness to her self. This deterministic viewpoint,
however, neve# allows her such a moment. Manty lets her life
live her without endesavoring to pursue a proper course to
self-knowledge. This pessimistic outlook'is reinforced in
the forty-one dark images present in the chapter, as compared
to only nine light images. This dark image pattern does not
pérallel avents in this case, but feelings, namely, thoss of

the despondent Amantha Starr.

Chapter ten contains a dark image pattern which does par=-
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allel events in the novel. 1In this chapter, Manty discovers
that her lover, Hamish, has bseen sleeping with a colored girl.
Also, Hamish is hanged, and Jimmee, her close friend, is shat
to death. These dark events faor Manty are contaimed within
this dark image pattern consisting of forty-one dark images
as contrasted to only six light images.

This chapter contains a significant symbolic dark image
 cluster'alsu. Manty, Jimmee, and Rau«Ru are being chased by
ehemy soldiers, and Manty recollects.

...and I could see the light only far ahead saeking

the channel that was only black water spresding and

threading insiduously into the blackness that vibra-

ted, whirred unrelentingly, with a horrid unseen

life of air, like a nerve being tortured inside the

enormous blackness of night. The owls were calling,

far off. Once a great owl swept downward out of the

darkness, eyes glaring intoc the bsam of light ahead,

flattened its flight over the hsads of the first

perogue, and swept over us, right down at us, just

a whoosh of appalling air, darker than ths darkness.(315)
Manty has'Failed'so in achieving self-identity that all is
‘blackness to her now. The night is enormously black, and she,
unlike before, can now describe the bird flying overhead.

That bird is definitely not Manty, nor can she associate her-
self with this animal, so free in the sky. The owl will fly
into the beam of light ahead, but like Willie Stark, who nev-
er ssems ta catch that tunnel of light ahead in the road,
Manty never reaches this light either, but suffers in a dark

that is "“darker than darkness"--a‘darkness of salf,

Later in the chapter, Manty is able to distinguiéh an-
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ofher bird, this time a white heron. The white heron "moved
ahead of us, white over black water, and the gloom of moss,

far off"(319). Again, Manty is left behind in darkness while

the white heron, like the dove in At Heaven's Gate, flies off
to freedam.

Manty finally cames to realize, in the last chapter, how
‘she should seek her self-identity. ‘

I looked down at the hump of earth. I looked across

the cemetery, and saw the roofs of the town...I

thought of the towns beyond...and I was abaout ta

burst into tears as I thought of people in thaose

places.... But if they were good, if they were

good, I cried out, why hadn't they set me free?

Well, I couldn't help them. Nobody had helpsd me.

Nobody had set me free. Nobody can set you free, I
thought. But the words came: except yourself.(363)

Manty learns that-only through separation is identity learned,
and that without identity, personal and social fulfillment
cannot be possible in life. She, much like Willie Stark and
Sue Murdock, triss to find her identity in others; by this er-
roneous endeavor, Manty learns that an individual can be sst
free only throdgh and by himself, and not througﬁ the actions
of others. Manty, too, is like Perse Munn, Sue Murdock, and

"~ Adam Rosenzweig, in that Warren allows all four characters to
come to a realization of their self, but they all die before
they can continue their quest.

Band of Angsls is written, as was noted, in much the

same way as At Heaven's Gate, in reference to theme, charac-

terization, .and emplcyment of imagery. The novel does con-
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‘tain a greater percentage of dark imagery compafed to At

‘Heaven's Gate, but this is primarily bscause Manty is pre-

sénted as a girl seeking identity from the beginning of the
novel, whereas Sue doesn't begin her quest until halfway

through the novel. Also, Band gﬁ_Angals cantains more imaqge

clusters as compared to other Warren novels, but the clusters

are employed in the same symbolic way.



CHARTER VII Analysis of World Enough and Time

World Enough and Time, like Warren's other novels, deals
with,the probiem of finding self=-identity; th;s Qltimate cry
for identity is similar to that of Sua_MUrdock's and Amantha
Starr's in the two.novsls discussed previgusly. Sue Murdock

cries out, "Oh, Who am 17nd2 while Amantha Starr asks, "“Oh,

what am I?"43 In World Enough and Time, Jeremiah Beaumont
yearns to define himself through spectacular'actions, aﬁd he
utters, "Myself, oh, What am I7444 Jerry, as he is called,
attempts to seek his identity in isclation, much the same Qay
Sue Murdock saught her self-knowledge. Jerry considers iden-
tity "synonymous with detachment and innocence,“45 and fhis
isolation ultimately lsads to annihilation. Leonard Casper

writes, in The Dark and Bloody Ground, that "Jerry is more

than an island to himself, he is an archipelago, fragmented

42Rgbart Penn Warren, At Heaven's Gate(New York, 1943),
p. 155. ' :

43Rgbert Penn Warren, Band of Angels(Naw York, 1955), p. 3.

48pobsrt Penn Warren, World Enough and Time(New York,
1950), p., 296. '

\ 45| gonard Casper, The Dark and Bloady Ground(Washington,
1960), p. 45. ' '
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within,"4®

The light and dark ‘imagery which Warren employs in World

Lnough and Time serves the purpose of developing the theme by

paraileling the éction and feeling in the novel. He uses
both image patterns and iﬁage clusters for this purpose, as
he does in all of his novels. ‘ |

‘The novel begins with a dark history of Jerry's life.
His father dies when Jerry is thirteen. Jerry later refuses
to change his name to Marcher, and ié thrown out of his:grandf
father's house. Sometime later, Jerry has his first sexual
experience, that being with an old hag, and this turns out to
be a traumatic experience Fof him. These and other histori-
cal svents in Jerry's life are reinforced in chapter one by
.thirty-three dark images as campared to only six light images.
Jerry remembers back to his childhood on the farm "with the
black stumps" and thsa wild-pigeons that would "black thé sky"
(12). He sees himself as a man who "might plunge into naturs
as into a black delirious stream and qulp it in and be en-
qulfed"(12). Jerry lived in a house with “shiny dark wood
and big, black-streaked mirrors which exposed hig"darkness of
mind" (43). '

These dark images in the image pattern, then, set the

tone for World Enough and Time; a tone of darkness of self

which prevails throughout the work.

46Leonard Casper, The Dark and Bloody Ground(Washington,
1960), p. l46. .
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Following this brief history of Jerry and his background,
chapter two concerns itself with Jerry's law trainingAand_his
first meeting with Réchel; a girl whom he later marriss.
Jerry discovers that he loves Rachel, and such a feeling is
paralleled by more light images than dark in the chapter;
Jerry 3ees‘Rachel'as whiteness; Rachel is dressed in white,
and her bosom "was o} great whiteness"(79). He sees her sit-
ting with tha white drapery of her skirt, and vieuws the "gold-
en hair where sunlight fell through...."(81) ‘Bacauss of
Jerry's idealized conception of Rachel, the chapter does pos-
sess more light images than,dark; and twice‘as many light im-
ages than the first chapter; howgver, this light imagery is
used only to reinforce Jerry's feeling for Rachel, and does
not indicate that he is out of darkness. On the contrary, it
is in this chapter that Jerry tells us how he will seek his
self-identity.

That only when you are truly alons, can you begin

to live? That when you truly begin to live you

must construct your own world and therefore have

no need for words written on paper, words that can

only give the shadow of a world already lived.(64)

Jerry asks these questions in regard to Rachel's 1life, but he
euentuélly retreats to isolation in his attempt to find his
identity. Colonel Fortitells,Jerry that."we live in the
world, boy, and when the sun is down; it is a place of dark=

ness whery the foot knoweth not the way"(54). For Jerry, the

sun is still in the sky; but isolation and sunset are not far
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off.

In the following chapter, Jerry becomss involved in the
elections, is impelled to fight phyéically for his beliefs,
and makes a dsal with Rachel that will rusult in marriage to
her if he kiils Fort. These acyions, which draw Jerry far-
thdr‘Fram his goal of identity, are reinForced by a dark im-
age pattern. ‘Within this image pattern appears the first two
image clusters of the novel. Jerry has just met Psrciwval
Skrogg, a satanic political figure who eventually leads Jerfy

to ruin, and the image cluster is used to describe Skrogg and

his environment.

He had shoulders like a bull, a black beard to his

middle, a fist like a rock, and terrible voice and

terrible silence, and his house was a place of dark-

ness. In its shadows avarice masked itself as

thrift and egotism as righteousness. A gold coin

and Cod's will were the only realities bright engugh

to gleam in a dark world damned from birth.(92)
This dark symbaolic cluster not only describes thé physical re-
alities of Percival Skrogg, but it also transcends to the void
world of Jerfy, himself. Jerry's world is a dark one, becauss
self-identity is absent, and this world's only bright spot is
fhe possibility for eventual identity. Skrogg lived in a
darkness of self, and sought his identity via political inter-
action. It is ironic that he quits his job to do this, and
explains that, because of it, he had "come fram darknesss into

light*(93). Jerry follows suit, and as a rasult, he can no

longer distinguish light from darkness and propser actions
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from misguided procedure. An excellent image cluster explains
this change in Jerry.

Night and day were not clearly marked. At noon you

could not locate even the fainter spot in the psr-

vasive gray to mark the point of the sun. The light

of noon was a sad twilight fading away rapidly to

dark. The light itself seemed to drip from the sky

and be trodden underfoot and absorbed into the nsu-

tral heaviness of earth. Night came with kind re-~

lief, for the dark was absolute. and betrayed no

pramises.(115) :
This light and dark image cluster is used symbolically to
point out Jerry's impending dilemma with the sslf. The light-
ness of day represents self-identity, while the darknass of
night is the lack of such knowledge. Ffor Jerry there is no
difference between night and day, since he hovers in a world
which does not contain self-identity but in a waorld which
still possesses the possibility of this type of identity.
Jerfy's world is a world of sunset, where the light does drip
from the sky ever so slowly, and a world where sanctuary can
be found in the darkness of night. Jerry is determined to
find his identity only through isolation, and he is prepared
to live in such a dark world if his quest cannot be attained
by’this isolation.,

Chapters four, five, and six abound in dark imagefy,
while the light images decrease to an almost negligible de-
grea. This again is due to the events in the novel. In

these three chapters; Jerry does act, and he doses not isolate

himself physically from society; he enters a private isola-



74
tion in which identity cannot come.

He knew that he would soon go out into that world
of action and himself speak words and lift his arm,
but he would still remain detached from the self
that went gut, in the "guiet room"™ looking out
through the glass of the window. For the quiet
room might be reality, and the sunlit hurlyburly
outside nothing but the dream.(34)

Like Willie Stark in All the King's Men, Jerry is fully aware
that he has to act in order to find his Fulfillment and peace,
but when he acts, it is only his physical being that responds,
and not his inner self. Because his self remains in that
~"quiet room", he will find identity to be unattainable. The
acts then that show this are his marriage to Rachel and the
murder of Fort. Jerry seeks to cleanse himself thraugh the
condemning of Fort, much the way Perse Munn acted in Night
ﬁiggg.'As Leonard Casper writes, "Jerry's romantic image of
himself as a knigﬁt makes him think one earns innocance‘by
-acting as judge and executioner."47 We are able to watch

Jerry slide into darkness, as a result of his actibns,

through Warren'shdark image patterns in the three chapters;
but two dark image clusters provide more perceptible evidence
of this. As Jerry first sets out for Frankfoft to kill Fort,
the surtounding environment takes on a darkened nature to

parallel the same darkness in the nature of Jerry.

47szxspeu:, p. 45.
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It was dark on the fourth day when he approached

Frankfort...and long before he saw the few lights

of the town...they spotted the country around in

the maple groves...then in the full dark like stars

. far off, for you could not see where the darkness

of the hlllside left off and the darkness of the

sky began.(140)

Jerry's cdnception of a propér road to self-identity is so
misguided that he cannot find light but only darkness in his
world. The darkness of the earth under his feet blends into

a darkness of the sky; this is extramely symbolic in that not
only does darkness exist in the world, but it thrives within
Jerry himselflat this,point in his life. Even the water is
black, and the hills are seen as a black mass, as Jerry enters
the dark town via a dark street(141).

The second dark image cluster in this series of chapters
comes as Jerry seeks fFort in Bowling Green. Again, darkness
prevails as it did in Frankfort.

But he rode on long past dark. He was now enter-

ing the region he had first known when he came to

visit his unknown grandfather, old Marcher, and he

thought of his old errand in that part...heading

south in the dark...then he had gone away, blind,

-toward nothing, toward a future completely shrouded

in darkness. Now, he moved through the dark, and

into a dark future, but he felt like a man who sees,

far off, a light, a spark, in the middle of the

blackness and knows that he will find there what
he seeks.(150)

"Here we have a comparison of Jerry's present life to his life
as a boy. He says he was in darkness when young, but now he

is moving through darkness to a light. This is the same sym-

bolic light which Willie Stark sees as he rides in his black
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Cadillac,*® but willie, like Jérry, never reaches that light
which is self-identity. Darkness is victorious over Jerry as
evidenced by the pervading darkness throughout the novel.

Jerry, like Perse Munn .in Night Rider, always acts when it is

dark; never does he enjoy the light of day when he acts in
cohjunction with his quest. Rachel is always seen by Jerry,
from this point on, as being in darkness, while it is he who
is without light. "He leaned toward the darkness where she
lay..."(174). Jerry "could not imagine how it would be tomor-
row, in dayligﬁt,.when.they had to face esach other across the
breach made in the darkness"(l?d)., Jerry waits for daylight,
but only darkness greets, him sach day when he sees Rachel.
Symbolic of this‘darkhess in relation to Rachel is the broun
mark which suddenly becaomes very bold on her left cheek(184).
This impending darkness reaches its peak when Jerry kills

Fort in the dark. While waiting to accomplish his ghastly

act in the dark of night, he decides that““the woTld was but
the world, and its ways crooked and dark"(235). He has been
off tract for so long, in regard to his quest, that he ra-
tionalizes that it is not he, but the world, that is dark.

The scene and circumstances surrounding the killing reflect
Jerry's own dark nature through Warren's dark images. The
time is the first autumn dark in fFrankfort, and the few lights
of the town are backed "by the black, solid sscarpment of the

4eRubert Penn Warren, All the King's Men(New York, 1950),
p. 191. '




27

hills"(248). Jerry puts on a long black silk, and then pro-
ceeds to fort's home via the "black ruins of the recently
burned caﬁitol;.."(ZSA) to kill in the dark like an animal of
prey.

These three chapters [}our, five, and sié]_contain,nihe-
ty-six datk images caompared to only six light images. Onec
may}analyze the three chapters as containing three separate
and d;stinct dark.image patterns, or one dark image pattern
encompassihg ail‘thrae chapters. Certainly such an interpre-
tation is valid, since all the actions occur in darkness, and
lead to the death of Fort. Within this image tripart, Warren
has employed two dark image clusters to develope‘the thematic
basis for Jerry's act.

After the brutal killing of Fort, the remaining events
of the novel are all downhill episocdes for Jerry Beaumont.

He never sees even a spark of that-light in the distance, but
progresses further away from his goal of self-identity. It

is in chapter seven, after the killing, that Jerry utters the
words, "Myself, oh, What am I?"(296) Jerry finally starts to
raalize that there might be something "deeper and darker" in

his being, other than isoiatiod, which will open the door to

"himself.

The dark images are not as pronounced in this chapter

_[;evanj, because Jerry does come to some realization of his

plight, even though he Féils to gain any headway. The chap=
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ter has only eight dark images compared to one light imags.
While still Favoring the dark images, Warren has related to
us that'Jerry'has an awareness of the self; and Warren gets
this point across by substantially decreasing the dark images
at this time.

Lhapter eight finds Jerry unable to face up to his con-
dition in life in régard to his identity, and he therefors
" blames the world; and later, he blames justice for his acts
~against humanity(324). Jerry can only think of the "valley
in the West where the sycamores glimmered white as bone..."
(341). At this point, Warren introduces a dark image clus-
ter which establishes Jerry's futile situation and complete

lack of hope for survival.

And the darkness was absolute. You could lie and
be lost in that darkness. So he thought of how he
had crouched at night in the dead lilacs by Saun=-
der's door...groping deeper into the dark earth....
It was a smell cleanly and rich...you breathed the
dark and the dark were about to pulse. And while I
lay there, I thought how I might be able to return,
but would lie there forever, and I saw how my fa-
ther might at that moment be standing in a field
full of sun to call my name wildly and might run to
all my common haunts to no avail. I felt a sad pi-
ty for him, and for all who ran about thus seeking
in the sun and shade. But I felt no terror. It
was like a dream of terror with the terror drained
away, and the dark was loving kindness.

Thus, it was now as I lay on the decent bed in the
dungeon cell., No, it was different, too, and more
inward in its truth., It was dark, and in that
darkness you could lie and not know the perimeter
and boundary of your being if you did not lay fin-
ger to your face, for the darkness entered into you
and you dissolved into the darkness and were absorb-
ed like a body thrown into the sea to sink forever
~and flow away from itself into the profundities of
no intrusive light.(345)
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. This image cluster shows ué Jerry's complete recognition and
acceptance of his darkened world. The dark which has entered
his world has taken over his being and even possesses its own
.pulse. Jerry can no longer find justification in his father's
world aof identity,'where darkness had no home. while dark-
ness was re jected earlier, now Jerry equatcs darkness with
kindness. He has been completely dissolved into darkness,
and, like that body thrown'into the saa,'he has forced his un-
‘covered self-identity to flow away from him, never to reﬁurn.
Chapters nine and ten, as do the rémaining chapters,
deal with the gloomy events following Jerry's.act of murder.
Warren has purposely omitted all lighﬁ images in these two
.chapters to reinforce Jerry's darkness. Fofty-?ive dark im=-
ages enhance greatly the impact of the absence of light im-
agery. The dark image patterns do parallel the action in
these two chapters. Jefry is convicted of murder, and is
sent to jail, which he continuously refers to as a black hole.
Rachel later joins Jerry in jail as an accomplice in the
crime, and the hole that Jerry is in seems to get darker and
darker. It is in the depth of this dark hole that Jerry
claims to have found the "knowledge" that will save him. He
realizes that it is "horrible to think'thét the poor body of
man is. so blind that it does not know life from death or
light from dark, or love from hate.;."(426) Jerry is guilty
of possessing this faulty trait, but he definitely thinks,

~at this time in his life, that he has become aware of life, be=-
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cause he has become aware of his failings in that life. His
only real knowledge is that he "longed far light to come"(427),
and that he will never sse such luminance again. Warren has
emphasized thisvlack of hope for an escape from the darkness
of self with his dark imags patterns in chapters nine and ten

to parallel ths action.

The last chapter of World Enough and Time puts a final
touch upon the dark wilderness that is Jerry Beaumont's be-
fore his death. Jerry and Rachel escape from jail.and saek
refuge in a land that offers no protection. They follow the
"pathless woods and dark entrails of America"(457), brushing
laboringly through "black velvet mud"(dSO), and breathing in
the dark atmosphere; they can only uée the "black space of
rough timbering”(450) for a guidé,'and they suddenly find
themselves sucked in by a river and being_carried "away from
empty sunlight, into darkness"(451). The{dafkened environ-
ment is ubiquitous and so too is Jerry's own inner darkness.
He realizes that "he will never see the bright fire"(480) of
self-identity, and that "in the beginning was the Word and
the Word was with God," but,.for him, "in the end there is
mud and ﬁhe mud is with me"(479). warfen postpones Jerry's
death until Jerry has had time to admit things to himself a-
bout the impossibility of identity in isolation. Jerry comes

to this realization just before he is killed. He says

]
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I killed Cassius Fort‘in darkness and deceit, and

that was a crime....

No, that crime for which I seek expiation is never

lost. It is always there. It is unpardonable. It

is the crime of self, the crime of life. The crimse

is 1.(503) ‘ .
For Jerry the crime against himself was greater than any crime
against humanity. When one loses his perspective in life by
following a dark path, such as Jerry did, identity is lost
and can never be attained. Jerry realizes, too, fhat "Man
will use the means of the natural world, and its dark ways,
to gain that end he named holy by the idea"(503). Jerry
sought his self-identity through'a means wﬁich was not con-
ducive to the seeking of such knowledge. . He had attempted to
use the world's dark ways, but found it led only to the "dark"
of the world. In‘thislnovel‘where innocence is sogght, only
2 wilderness exists where all is innocence, just as all is
the same in darkness. Jer:y'easily found his way into that
wilderness which was the darknsss of himself--a wilderness
mare trackless than any physical region on the earth. But he
had deviated too far from the path to return successfully to
the world of light. |

Warren, in this final chapter,'has employed forty dark
images and three light images to reinforce the particular e~
vents at this time in the novel. .This dark image pattern
sets the tone for the impending crisis that befalls Jerry and

‘Rachel.
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In World Ehougﬁ and Time, it is quite evident that War-

ren has employed imags patterns and clusters to his advan-
taga in developing a theme of a quaest for self-identity.
While not at all unlike the previbUs novels analyzed in this
‘ respact, this particular novel does show that Warren uses
more dark imagés‘than‘light to develope his theme. Of the
total 325 images of light and dark in this novel, eighty-six
percent are dark. This may well be due to the fact that
Jerry Beaumont, much like Amantha Starr in Band of Angels,

is shown in immediate quest of selfQidentity, without priorl
activity or involvement in the novel. Jerry's dilemma in his
search for self-identity seems to come off much more effec-
tively‘in this novel than in any of Warren's other novels,
possibly because of ths extreme emphasis upon dark imagery to

relate the human condition of Jerry BSeaumont.



CHAPTER VIII ‘Anaiysis of The Cave

Robert Penn Warren's eighth novel, The Cavse, published
in 1959, again deals with self-recognition in man, but in
this novel, Warren has worked out, more inganiousiy than sver,
the theme of self-identity. Not only does one major charac-
tér seek identity, bu£ all characters involved directly in
the plot strive for this goal of self, as evidenced by one of
the characters who, at the mouth of the cave, says that all
were trying to "breékAthrough.to the heart of the mystery
which was themselves."49. |

' The story concerns itself primarily with Jasper Harrick,
who has just returnsd from the Kdrean War, during which he
had attempted to find himself in combat. He had failed to
find identity b? this means, and he takes to exploring caves
around his home in Tennasséa. Jasper is evenfually lost in

one of these caves and, as Paul West writes in Robsrt Penn

Warren, "Major and minor characters alike find Jasper's en-

tambment catalytic in reéolving their own lives. They ex-

4gRobert Penn Warren, The Cave{New York, 1959), p. 396.
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plore and rediscover themselves and one another, seeking also,
through such self-venting and self-exposure, tb make them-
selvaé firm."20

To develope this “laDYrinthine study of the way in which
diverse people reveal in thought and action their basic na-
ture,"sl Warren has employed light and dark imagery in the
form of a few major dark image patterns and an unusually

large number of image clusters compared to his other novels.:

'warren opens The Cave with an excerpt from The Republic,
by Plato.
You have shown me a strange image, and they are
strange prisoners. Like ourselves, I replied; and
they see only their own shadows, or the shadows
of one ancther, which the fire throws on the oppo-
site wall of the cave? True, he said; how could
they see anything but the shadows if they were
never allowed to move their heads?52
This is Plato's figure of mankind in a dark cave. Warren,
~too, feels that man is living in a dark cave when he is void
of his self-identity, and the above passage underlies the
theme of The Cave. Those without identity see only their

~dark shadows, and not their true being; this void makes them

priscners within themselves.

50Pau.l West, Robert Penn Warren(minnesota, 1964), p. 42.

51 james Hart, The: Oxford Campanion to American Litera-
ture, 4th ed.(New York, 1965), p. 897.

52Plato, "The Republlc," Plato s Dlalogues(Naw York
1942), pp. 398-399,
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In the first chapter of this novel, we are given a brief
history of Jasper Harrick and are introduced to Monty Harrick,
who is presently seegking the affections of Jo-Lea Bingham.

We also learn that Jasper is trapbed in a cave. All the ac-
tion of this chapter is either ominous, foreboding, or sexu-
ally undesirable for our society. These events, then, are
paralleled by a dark image pattern consisting of twenty-six
dark images. This dark image pattern is reinforced by two
‘'dark image clusters which reveal the theme of The Cave.

The first image cluster occurs as Monty imagines Jo-Lsa
sleeping in her room.

gut she wouldn't want to wake up. She wanted to

lie under that suffocation, the pressure more and

more imperative and conamaiving an her chest, breath.

shart and sweeter, drowning deliciously under ths

weight of softness of self into the dseper and

softer recesses of herself, like a body relaxed

and glimmering whitely into the darker depth of

water...surrendering itsself in voluptuous fluidi-

ty to the element. She would be, somehow, both

the body and the dark snvelaopsment, the self

drowning into self, self-qlutting in its own ful-

fillment of softnass. She...as night after night,

under the cloudy-white weight of self, she drowned .

darkly inward into herself, he felt that she had

no need of him.(12)

Monty, like the other characters in The Cave, is sseking his
identity. In ihis cave, it is Jo-Lea whom Monty is using for
his identity; he sees her self drowning in dark water simply
because he cannot find himself in her. Jo-Lea's only attrac-

tion for Monty is sexual, and this is the reason he pictures
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.her drowning, much the way Jerry Bsaumont sees himself drown-
ing in a dark stream."33

Later in the chapter, the second cluster appears, and
this one, too, gives addéd insight into this theme of the
quest for self-knowledge. Through the omniscient author, we
are able to look back into the life of Jasper Harrick and see

his attitude regarding life.

.+«sJdJasper striding along musing and laughing to him-
self in that contemptucus good~-humoroed way at a
Sallie Mapes, just bscause he was not just those
drawers-happy ones like Sallie-would do anything

for him, roll over like puppies and lick his hand,
and he would toss ‘em what they craved and just
laugh his easy-going way and off to the woods again,
or drift down the river in his skiff, miles and
miles, nobody knew where, flat on his back in the
skiff, his hat over his face against the sunlight,
dreaming of the darkness of his head, drifting on
past afternocon into bullbat time, into night-time,
all night long, and alone, aor go wandering off, not
merely to deep woods or down river, but crawl down
into the ground, in the cavss, deeper and darker,
lying in the ground with his dreaming, as though

he had cave-crawled into the earth like it was some
sort of joyous dark-dreaming he was crawling into,
to lie snug and complete with the whole earth

tucked around him.(19)

Pluto's cave of mankind prevails throughout this dark .image
cluster. Jasper hides from society and réfuses_to find his
identity, much like the way he puts his hat over his face to
block.out the sunlight. Because of this denial of self-idsn~
tity, or any means of obtaining it, Jasper drifts always

S3Robert Penn Warren, World Enough and Time(New York,
1950), p. 345.
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alone and in the night; he even resorts to cFawling down into
the ground where he will be farther From_hbmah life. The
cava may be real, but it is himself he is crawling into, and
this is where he finds the real darkness of life. This dark
image cluster establishes a mood of darkening guandry of self
that persists throughout The Cave.-

Chapter two is similar to the first chaptér in respeqt
to the light and dark imagery. While a dark image pattern of
twehty—?ive ihages appears, there is, however, a marked re-
duction in the number of light images in the chapter. This
is due to the necessity of paralleling the actions of the
particular time. We learn of the dark past of Dorothy Cut-
-lick and Timothy Bingham, and the unhappy marriags of Nick
Pappy, the Gresek, to Gislle, the prostitute. Nick, Gislle,
'Dorothy, and Timothy are all seeking theif identity; and the
dark images reinforce the novel, since all three individuals
have yet to find such knowledge. Mr. Bingham is described as
wearing a dark suit and black shoes and as walking down a
dark hall(36).. Oorothy'is shown later as running "into a
night of black forest and brilliant stars, down the rutted
track, under the black, leafless oaks and whirling black void
of sky"(38). Nick, the Greek, is described as wearing a
"black palt on his belly"(41), and being controlled by that
"deep, dark, angry secret center of his being"(az).y All
thess examples aid in the paralleling of imagery and action

in this chapter.
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A dark image pattern appears in chapter thres, also, to
parallel the esvents of Isaac Sumpter's dark past. The thirty-
three dark imagesfcontrast sharply with the seven light im-
ages in the chapter. There is a mixed image cluster within
~.this image pattern which displays Brother Sumpter's confused
state of being regarding himself. Brother Sumpter thinks of
‘his wife, Mary Tllyard.

From the photograph you could tell little of what

that woman had been like, not pretty, not unprst-

ty, not old, not young, with dark hair and dark

eyes-yes, you could tell that much, the eyes wsres

large-wearing a dark-blue dress, with a round '

white collar, held by a brooch....

Brother Sumpter rose from his knees to his rickety

height of black trousers, white shirt, and cheap

white elastic suspenders, and stared across at

the photograph. "My son, my son," he whispered,

"I did not die for thee."(82)

This short excerpt clearly definas the confused being'of
Brother Sumpter; hs is trying to find»his identity just as
are the other characters, but his identity is as hazy as the
picture we acquire from this paragraph. B8raother Sumpter sees
his wife as bath light and dark, and is therefore unable to
make a valid judgement upon her. His incapability. and confu-
sion is accentuated when he says that he did not die for his
son. This is ironic for a clergyman, who supposedly belisves
that God's only begotten son died for us. Brother Sumpter is

truly a man in search .of his identity; but for the time bsing,

he lives in a world of both light and dark hues, where vic-
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tory aver darkness will have to wait.

The secdnd image ﬁluster of the chapter is found in re-
lation to Brother Sumpter's son, Isaac, who also is in quest
of self-knowledge. Brother Sumpter has just lectured Isaac

concerning'God and the necessity for a belief in such a being..

For a moment Isaac Sumpter looked at the closed
door...like the general who sits his haorse on the
knoll...and sees them scatter into darkness.

‘He stopped again. He closed his eyes. A cool
sweatness was dewing into the darkness of his
breast. It was as though something that had mat-
tered was, slowly, not mattering. He did not know
what it was that was not mattering, because the
cool dew fell on his darkness...the not-mattering
~would again be that dark, grinding mattering....
So he held his breath, as long as he could, let-
ting himself slip loose into the coolness of that
dark dswfall.

Then he had to breathe. But he did not open his
eyes. He said alouds "Thou was not born for
death, immortal Bird!" and felt...that samething
stirred now in his dew-dark inwardness. It was as
though the bird awoke in that inner darkness, as
in a dark glade, and stirred, preparing the first
note. '

No, it couldn't be the bird stirring in that sweet,
leafy dew-darkness. But it was something like the
bird, and when its utterance came in that darkness,
wasn't the bird. It was his self.

No, it couldn't be his self, for his self was the
self that knew that this being now stirred in the
dew-darkness. But it had to be a self, for it was
contained in the darkness which was himself. It
was, he knew in a knowledge that was not guite
‘knowledge, at least not quits words, a self of the
self, a free immortal self, ready for song, being
born this .instant in the darkness of the self that
suffered and was not free.(98-99)
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Again, as in other nOvels of Warren's, the symbolic use of
the bird is emﬁloyed to express the freedom which ane gnjoys
when self—kﬁowladée is attained. The "immortal Bird" is
Isaac's self which now lives in "dew-dark inwardness," and
seeks escape from the death that is equated with living with-
out knowing who or why a pebson exists. Isaac possessaAs the
knowledge that one must find identity, but this knowledge
will not bring him self—idehtity; it will merely lead one
forth in the direction of such a goal. Isaac seems to speak
here for all of the characters in The leg'who are seegking i-
dentity, and‘thus, this symbolic cluster significantly ex-
plains the conflict within Isaac and the others.

Again, in chapter four, there is a dark image pattern
which parallels the unjust actions of Nick and Jebb Holloway
who seek to bescome rich from the disaster which has befallen
Jasper. The image pattern contains thirty dark images as
compared to only four light images. The light images have
steadily decreased from thirteen in chapter one to foqr in
this chapter, and théy willrcontinue to do so until only one
light image appears in the iast chapter. This imagery of the
dark parallels the cave-darkness ﬁf the characters, both phys-
ical and mental.

Another dark image cluster appears in chapter five in
relation to Isaac Sumpter. Since most of £he dark images of
the chapter appear in this cluster, it is quite significant

in understanding Isaac's feeling toward self-identity, as he
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recalls a journey into the cave to Jasper.

He shut his eyes and he heard the cold, deep sound
of the water from the pit of the cave in the fourth.
chamber. In the absolute darkness of his head-and
the pit-he saw a body in the absolute darkness of
the boiling water, and aven wondered how he could

gsee it, in absolute darkness. He himself was that
body in that water, and he himself was that knouw-
ladge in that absolute darkness.(193)

Isaac thinks back to the time he entersd the dark pit, and he
realizes that the "absolute darkness of his head" is just as
dark as the pit which he entered. He continuously refers to
the darkness as being absolute; and again we have the allu-
sion to a body submerged in water, floating farther and far-
ther away, down the stream of life, always alone and always
in darkness.

Chapter ssven provides another dark image cluster which
is both symbolic and thematic. Brother Sump{er, while wait-
ing to see if Jasper will come out of the ground alive, of-
fers this prayer to God, as many peoble join in to pray with
him.

Oh, Thou Who hast in darkness and the dark ground

laid the stone on the leg of Jasper Harrick, lift

him up in Thy glorious light. Lift up our hsearts

that lie under the stone of darkness. O0Oh, God,

let us in our striving to lift the stone from our

hearts, help lift that stone from Jasper Harrick,

in the dark ground. O0Oh, God, bring all forth!(238)
Brother Sumpter, in this symbolic dark image cluster, is pray-

ing to God to have Him lift that "stone of darkness," which
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is the lack of self-identity, from all mankind, especially
Jasper Harrick, so that Jasper may Eome out of ths ground.
This cluéter is reminiscent of the resurrection of Christ.
when a stone was rolled away so He could also escape‘From a
cave-like formation. If Jasper can escape from that absolute
darkness, all the characters of the novel will benefit from
the evént, just as all mankind benefited by\thrist's resur=-
~rectiaon.

In chapter eight, Jebb plays the role of hero before ra-
dio and television audiences, when he was actually a coward.
while attempting to rescue Jasper in the cave. Jebb also
lies when he says that Jasper told himﬂthat Jo-Lea was to
have Jasper's baby, and that the people of the caommunity
should take care of Jo-Leé and the baby. These nauseating
events are paralleled by a dark image cluster consisting of
seventeen dark images and six light images. Jebb Holloway
realizes that he, too, is seeking something, and is trying to
'escape from the "“darkness that was himself"(256), as are many
others in The Cave.

Isaac Sumpter comes tb a realization of himself in chap-
ter nine.

So he, Isaac Sumpter, shut his eyes and thought of

being in a warm, comforting darkness, where he would

be outside of what he had to go through, in a darke

ness which had none of the deep, twisting strain of

life, and yet was life, a state of being which was,

at the same time, both peace and achievement....

What price man will pay for just a little ego satis-
faction.(278)
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Isaac finds comfort in the physical darknaess of the cave, be-
causs he does nat have to face himself and ths everyday rela-
~tions with mankind. This thematic symbolic image cluster
shows that Isaac was seéking identity through and ego-build-
ing process and is awars of his misguided failure in that re=-
spect.

In this‘particular chapter, Warren continuously refers
to the physical environment of the cave with such terms as "a
black slit of a hole," the "bottom of that black pit," where
the "black water ran"(281), and "soms dark recess"(287). The
;mpanding crisis of Jasper's deaih in the cave is foraéha-
dowed by these dark images.and more so by the image cluster
‘containing seventeen dark imagss.

A mixed s}mbolic image cluster appeérs in chapter ten;
this cluster developses Warren's theme a little more fully,
and also reinforces the action at that(particulér poin£ in
the novel. The clustef is again in the form of a prayer by
Brother Sumpter, who seems to have become the spokesman for
‘the salf-identity‘seaking group in the novel.

Brother Sumpter preached again. He saidithat who=

eaver lives with a guilty secret lives in a dark

cave and cannot breathe for the weight of sin. He

cried out that those who were in the dark cave

should come into the daylight bright and clear.(320)
Brother Sumpter equates lack of identity with a lack of true

conscience in regard to one's actions. Anyone who is void of
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self-identity lives in a dark cave where air is sparse and
illumination impossible to attain. 0Only by finding oneself
can one escape to daylight. The thematic analysis remains
the same in regard to self-identity, but when it is seen fraom
Sumptér‘s point of view, the religious element can be under-
~stood.

A significant dark image pattern emerges in chapter ele-
ven as various characters come to a :ealization of their need
for identity. Nick Pappy opens his eyes "from the darkness
of himself"(328) and realizes that money will not obtain one's
self-knowledge. Manty Harrick also comes to an awareness of
himself. It was Monty who had made Jo-Lea pregnant; but he
was not man.enough to admit it, and he allowed Jasper to take
the blame. A dark image cluster explains Monty's feelings in
regard to this event.

He was paralyzed by a sense of betrayal.... Jaspsr

had been his Big :Brother, and now he was not. . Hse

felt alone, and powerless, as though a dark wind

were driving over the mountain, bending down thse

tress and stripping them bare and white in the

darkness....in his numbness, he stopped stock-

still, and turned. He made out the forms, rather

a2 sense of darker darkness, in the shadow of a tres,

merging with the darkness, and caught the whiteness

of faces. Then from under that blackness of the

tree there was a voice....(343)

Monty, too, realizes that he has failed in his quest to find
himself. In attempting to find identity, he has stepped upon

his own brother, and a “"darker darkness" has resulted for
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Mthy. Betrayal, he discovers, can never lead to a knowledge
of the self.

The final image cluster of the novel appsars in chapter
twelve as Isaac Sumpter tries to run from the dark cave whers

Jasper liss dead. He can only recall Jasper in the cave.

At that sight, snatched quickly back inta darkness,
he thought of himself remembering it forever, all
the years of his life, as he would always remember
the night of his flight. But that sight--the new
white pillars, the spotlight on the fountain...
would go with him, forever and ever, to negate,
somehow, the very flight he was makinge....

Somewhere along there, while it was still dark, he
saw a light on in a house up a draw. He coulda't
really make out the house, just the dirt track
‘leading whitely in starlight across a field to a
black clump of trees where the light showed....
The house with the light, all the ather Houses were
snatched away ons by one, mercilessly and merciful-
ly into darkness beyond him., As that simple glow~-
ing spark of reality that was himself fled west-
“ward, all things behind sank, at that withdrawal,
into their undifferentiated sleep of nothingness
and the darkness of unreality.(366)
-Isaac is much like Willie Stark and Jerry Beaumont who see
that symbolic light ahead, which is their self-identity; but
like Willie and Jerry, Isaac never reaches the light that wili
bring him from darkness. He sees the white pillars and the
spotlight, but the house, which is light, is snatched away
from him. He loses all hope for identity, because he fails
to face up to what actually is in life. Isaac has only to

fall back into complete darkness, never to find that light
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that is salvation for him.

Robert Penn Warren, in writing The Cave, set out to show
man in quest of his identity, just as.he has done in all of
his novels; however, this particular novel is unique for War-
renm, since he employs sao many isolated'image clusters to de~
velop.. his thematic purpose. While he does use a dark image
pattern in every chapter of the novsl, the image clustersvin-
clude the majdrity~of the dark images within each chapter,
inike'the other Warren novels in which image clusters.usual-
ly contain‘only a'small number of imagés within the overall
image pattern. Warren may have used these iéolated clusters
to reinfarce the theme of isolation of self, which is achieved
through the symbolic use éf'the cave, the cave being the dark-

ness of self.



"CHAPTER IX Analysis of The Flood

Raobert Penn Warren's last novel, The flood, published in
1963; is very similar in many respects to The Cave. Like The

Cave, The Flood concerns itself with a variety of people who

are in search'of their identity. Unlike the majority of War-
ren's navels, there is, in The £lggg, more than one character
who is attempting to find himself in life. This novel is al-
so similar to The Cave in respect to the light and dark im-
agery, and its ultimate employment. While each of the thirty-
two chapters in this novel contains more dark images than
light, the image patterns do not parallel the action of the
story. Instéad of image patterns,.warren uses a vast number
“of image clusters to achieve the purposs of thematic develqpe-
ment;'however,.on occasion, thess imageAclusters contain so
many imagaes that they become image patterns within a particu-
lar chapter.

The Flood is basically the story of a handful of psople
in a small western Tennessee town that is to be obliterated
by the construction of a dam, and who are thereby compelled

to face their real self. In The Flood, as Paul West writes,
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"Warren resumes ahd raisss to a beautiful symphonic level the
same allegorical method, this\time combining his profound con-
cern for the past with the problem of durable identity;“sa
'MUph‘of the novel is concerned with the past, and it is this
same past that'brings reality to the present crisis at hand.
Each character whom we met in Fiddlersburg is, in some way,
forced to find his true identity in life, due to the impend-
ing crisis; each seeks sslf-identityvthe best'way he knows
how, so that relocation will not be an end, but a beginning.
The flood is both the story of a physical flood and a man-
made flood; a story-df man séiling updn the river of lifé,
saeking a knowledge of himself which will keep him afloat, no
matter how terrible a physical or spiritual deluge he may en-
counter. |

The first few chapteré of the novel concern Brad Tolli-
ver's trip back to Fiddlersburg, his homs. Brad drives a
white Jaguar and passes the white limestone bluffs which line
the countryside. On his way to Fiddlersburg, Brad thinks of
his unfortunate past and discovers that what.had happened to
him occurred only because he had not known who he really was.
He says, "It is not me"(10). A poem written by Brother Potts
and read by Brad sums up the feeling which thrives in Brad at

this time.
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‘When I see the town I love
-Sinking down beneath the wavs
I pray I'1ll remember then
All the blessing that God gave.
“When I see the life I led |
Whelmed and drownsd beneath the
The flood that causes Brad to submerge
water is seen in ths scandalous events
marriagse.

As Brad and Yasha Jones, a famous

produce a movie concerning the dilemma
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flood--(82)

his identity in black

which destroyed his

director who plans to

bf this town, drive

toward Fiddlersburg, the dark imagery of the novel foresha-

dows the cohing events concerning this

little town. They

travel along the "black asphalt"(22) whers the "cedars looked

dark and solid against the paleness"(25). The cedars sven=

tually become totally black as they approach the town, as

though a darkening before a storm(28).

At this point, the

first image cluster of the novel appears.

Directly across the river, the low fields, some of
them plow-land, stretched miles away, cut here and

there by the brush of fence lines

or the dim-glint-

ing meander of ditch or creek, lifting far away to

a darkness that must be the woods

on the western

horizon. The. sun was sinking beyond the rim of

darkness. (40)

This cluster is symbolic in that the darkness.of the environ-

ment is the lack of identity. The sun

is symbolic of the =

self-identity which Brad and the others are seeking. Ffor

these individuals, sunSEt’is almost upon.them,,just as the



100

final sunset approaches for Fiddlersburg. As one can see by
the c}uster terminology, the darkness liftingxfar away is not
labeled as a darkness of woods, explicitly, but only as a
possibility.

Later in chapter five, Brad adds a little information a-
bout the coming crisis of Fiddlersburg and its inhabitants by
explaining what,itris like to be in such a situation.

Yes, sir, Fiddlersburg is the place where God just

forgot to wind His watch.... Let'em flood us,

never was a place--or a society, for that matter--

didn't deserve drowning out. He paused again, and

resumed. But you know, that mament when some place

is just overpassed but still extant and waiting for

the flood, that's the time you can see its virtues

and vices most clearly. Like the queer light be-

fore a storm in summer. You get a queer feeling

then.(48)
fFiddlersburg, too, is attempting to find its real identity as
- a town, just as its inhabitants are seeking the essence of
‘themselves. Brad realizes that one must come to a truth with
‘the self before self-knowledge may be attained; this coming
to truth involves an hanest appraisal of oneself; not a ne-
gating of vices. And as Brad says, such a queét for identity
is like the "queer light" that always seems to precede a
storm in the summer; one never really knows what harm may
come from such light, and yet one really never finds out un-
til a situation such as this is tested. Brad Tolliver is a-

ware that he must accept the good.with the bad, that is him=-

salf, and only in this way can he not "feel cramped and bound
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in some dark mystery which was himself, like a box"(68).

‘In chaptér sevsan, Brothér Potts is introduced to the
reader. This religious man of Fiddlersburg tries to,ward of f
a searious illﬁess and possible death, so that ha may conduct
the memorial service for the town. Brother Potts is not only
attempting tg provide a fitﬁing end for the town he has known
all his 1ifa, but he is also attempting a fitting end to his

,own life. He does not. feel that hé and God have attained a

A felationship in life wﬁich would warrant an etarnal rélation-
-ship in_the'hereafter. This pessimistic outlook hay be view=-
ed in the last completed lines of a poem which Brother ?otts
wrote.

When I see the life I led _

Whelmed and drowned beneath the flood--(82)

Brother Potts explains that tﬁis is as far as he has gotten
with the poem and that he is stuck for é conclusion, just as
he is stuck ndw that he is coming to the conclusion of his
own 1ife. He says, "I know how I feel, but the words, they
‘won't come"(82). If this clergyman enjoys the freedom and
joy that comes with self-identity, the words will flow freely
for him; and it is qnly when he discovers self-knowledge that
he will be capable of.finishing his poem.

A short image cluster appears in chapter nine, and it
helps to explain Brad's outlook ih regard to_his identity.

Brad says to Yasha:
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...juicy blind girl. VYoung engineer foamihg‘in

house. Sympathy. Wonders what it is like to bs

'blind. Light is dark, dark is light. To be in

velvety darkness which is your light, to be free

of something, to fall deeper into something-

Jesust(125)
Brad is'talking about the blind girl, Leontine Purtle, Leon-
tine may be blind, but she seas more in her darkness than
Brad presently can see in his supposedly light’world. Brad
says dark is light and light is dark; this confusion regard-
ing the light and the dark is caused by his lack of self-
knowledge, something which Leaontine apparently possessss,
even in her world of physical darkness.

In chapter twelve, Mr. Budd, the warden of the Fiddlers-
burg penitentiary, is introduced by means of another dark im-
‘age cluster.

The wardan--glittering black, hundred-and-fifty-

dollar, custom-made boots, gray pants with black

stitching on the seams hanging too short over the

boots, black frock coat lang sncugh to exaggerate

the literal height of his strung-out bone, a bony

sepulchral face with a gray goatee....(152)
fFrom this description of the wardén, it is quite evident that
Warren used the dark images.for the purpose of paralleling
the feelings of Mr. Budd; he is a Deputy Warden who is be-
mused with overconfidence, which is caused by a distinct lack
of real security in himself.

In chapter thirteen, Brad becomes aware of what it is to

live with one's idantity. 8rad speaks of old Izzie Goldfarb,
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the oldest resident of fiddlersburg. "He was alone. He
would sit there absoclutely alone and watch the sun ga douwn.
But he was complete. Alone but not lonesome"(165). Izzie
Goldfarb had found himself, and would be camplete in life no
matter what the circumstances. Brad's task, now, is to find
that special something that allows one to feel the complete-
néss which Izzie enjoys.

Chapter sixteen has one of the best image clusters of
the novel; this mixed image cluster of light ahd dark imagery
is extremely significant, both thematically and syhbolically.“
Warren has, in the cluster, brought us back to the past when
Brad was married and was on his way back to Fiddlersburg for
‘a short visit. »

He drove through town. No one was on the streets.

A light burned dimly...a gray-bearded man with a

large paper sack.... A light was on, too, in the

Rexall store. He could see the chrome and marble

glint of the soda fountain, but nobody was visible.

He drove on.... The front windows of all the hous-

es were dark.... from the darkening land...life

had withdrawn backe...

As he drove slowly out River Street, past ths last

lighted window...where darkness seemed tangled in

the tumbled fences, past the last street light....

He sat there a maoment, staring at the lightless

bulk of the house.... '

Inside, the housé/was pitch dark...beyond the bare
black trees....

After a little, he caught the raflection of a can-
dle flame in the window glass to his left. When he
turned his gaze back to the sky, the light there
was gone.,
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He left the kitchen. He began to wander the cold
dark house.... He would stop in a hall...the flash-
light dark in his hands.... He had the sense that

he himself was, somehow, the dark house. He was the
dark house, in which he stood and, at the same tims,
the person standing there, holding his breath, in
that enclosed darkness. He had no memories. He re=-.
lived nothing. He simply lived into the silence and
darkness. The rectangls of a window would hang dim-
ly gray in the black air. It would be merely a
shape, giving no light. Some piece of furniture )
would begin to assume identity--not a form, merely

a special density of shadow.. It was as though the
very silence and darkness of the house were a ris-
ing flood, a medium that rose deepesr and deeper a=-
round him, and in him, absorbing him. In his calm-
ness, he had a sense that the house was, in the
darkness and silence, slowly forgiving him.(195) .

within this important mixed image cluster, there are seven-
teen light and dark images which expose Warren's basic thema-
tic premisemin all oF-his novels--man's need for and.quést.of
self—idehtity. Brad Tolliver is just one 6f these characters
in search of that‘vital necessity of lifé. He is traveling
home, and quite symbolically, he sess only dim lights in the
stores and houses, for the land seems to have darkened. At
this point, he sees himself as a dark house, where lightléss-
ness is a massive bulk within. His self is that "dark house,"
‘a shape giving off no light. While a piece of furniture in
that house assumes identity, Brad still suffers from the
flood that is the overpowaring.darkness within. Warren usss
flood imagery in all of his novels, and it seems fitting that
his last novel concerns itself primarily with a flood. )
A" smaller image cluster appears in chapter eighteen, as

Brad becomes sgxually involved with the symbolically blind
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Leontine Purtle.

He himself now lay back comfy in the chair, and
wondered what it was like to be blind, and saw in

the dark of his head how, in the dark in the mid-

dle of the night, which to her would be as clear

as day, Lsontine Purtle, in a white gown that glim-
mered in the dark, her pale hair down and glimmer-
ing....(229) |

 Leontine Purtle, the blind girl who is supposed to see noth-
ing, symbolizes self-identity in this image cluster and in
the novel. She may not be able to see from without, but her
self-knowledge allows hér to see from within; this is'just
what 8rad cannot do. In the dark of his head, he sees Leon=-
tine ironically dressed in white, whiia he stands alone in
the dark, incapable of seeing himself the way Lsontine sses
herself. It is ironic, too, that, while thinking of the
blind girl, Brad wonders "what it is like to be blind," when
it is he and not she who is really "blind."

Another important image cluster of seventeen light and
dark images may be found in chapter twenty; and again, this
cluster concerns itself with the "dark house" of Brad Tolli-
ver and the light world of Leontine Purtls.

Bradwell Tolliver got up from the table...and the

frost, gray as the film of cataract...would thicken

on the windowpane against the absolute glassy

blackness of night, and he would 1lift his eyes....

He cut off the iight and felt’his way out of the

dark house: Ffar off yonder, the moonlight washed

to whiteness the bulk of the penitentiary. It

paled to nothingness the beams of the searchlights
in the corner turrets. The moonlight flooded the
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land. In that light, River Street would float like

a vision.

In front of the Purtle house, he staopped. He stared-

at it, the white weather boarding, the darkened win-

dows...above the black ground and the clotting black-

ness of shadow; then, above it all, the black compo-

sition roof where some hard granules of texture

caught...tingling glsams of the moon.

The front of the house was in shadow. The house was

withdrawn.... He thought of Leontine Purtle sleep-

ing in the houss. He thought of a room with the

curtains closed tight, darker than dark, and in that

dark she lay naked in her remarkable whiteness. She

was sleeping and she glimmered in the dark. In that

soft, fragrant, absolute darkness, he could see

nothing. But he knew that her whiteness glimmered

around him in the dark, around his thrust-douwn,

blinded face.(253) :
Again, Lsaontine symbolizes self-identity here; and from this
passags, it is quite evident that Brad realizes that identity
of self is Qhat he lacks. He feels his way from the dark
House,that is his self, but still the darkness prevails ocut-
side the house. He cannot stay away from Leontine and sslf-
identity,. and though she lies in the dark, her body (self-
identity) is glimmering in remarkable whiteness. . Brad is in-
capable of vision in his absolute darkness, but he still sees
well enough to know what he needs in life, and he acquires
this knowledge of his necessity through Leontine Purtles.

Yasha Jones, too, lives in darkness; but he realizes the
darkness in his head long before Brad Tolliver caomes to such
a similar realization. As we learn of Yasha's past, a dark

image cluster is employed By Warren to express Yasha's feel-

ingsvon this matter of identity.
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«...for the German sentry had surprised him in that

dark alley.... In that instant now he remembered

very explicitly, as though a strong ray of light

cut into the dark to specify the scene. how, long

ago, he had stood in the dark alley, and it was

over, and he had risen from the darker heap hud-

‘dled there. He now remembered the terrifying ec-

stasy as he had stood there over that darker heap.

But he remembered how, finding himself in the grip

of that ecstasy, he had been, suddenly, sick of

himself, and the world.(268)

A mere robot, aéting‘by command, was what Yasha Jones was dur-
ing his years in the service. He was a man unable ta think
for himself, because_he_possessed no knowledge about himself.
It takes a dark alley and the killing of a German soldier for
Yasha to see the "strong ray of light cut into the dark"

which i3 his self-knowledge. Yasha has become capable of
thinking and acting like a human being, and this makes him
capable of hating himself for what he has done; this awaken-
ing to himself and the realities of the world sventually pro-
vide him with his identity.

Blanding Cottshill is another character in Ingvglggg who,
after losing his rich acres and his mulatto mistress, broods
-in his loss of real self-identity. Warren describss Bland-
ing's office and surroundings through the use of dark images
to emphasize the lack of identity.

But Bradwell Tolliver entered the dark door of ths

stairway to the floor above.

The little hall above was dark.... The lettering,

black, on the door indicated the office of Bland-
ing Cottshill, attorney.
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Brad stared at the typing table, at the machine
with a black hood on it that made him think of the
black hood that Mr. Budd had said always made the
sewing shop run up for....(292)

One readily sees the darkened world around Blanding Cottshill
" through this image cluster of Warren's. Blanding is usuaily
seen dressed in a blavk suit and black tie, which, in itself,
relays to us a dark atmosphere.

Warren again employ$ the symbolic use of a light in the
distance to symbolize the reaching for identity. Willie
Stark,ss'Jerry Beaqunt,s6 and others have seen this light,
and so, too, does Brad Tolliver in an imége cluster in chap-
ter twenty-five of The Flood.

Bradwell Tolliver stared into the dark. He saw

two tiny glowing points that were cigarettes,

down by the black dark of the gazebo. He leaned

into the dark and did not know what had happened to

anybody. He did not know what had happened to him-

self.(320) ' ’
Brad's mere observation of this symbolic light in the dis-
tance negates the possibility that he does not feélize he
needs his identity. He is leaning forward and striving to
‘escape the darkness, even though he does not know what he is
in the dark. There is a grayness of the sky, and this gray=-

ness explains the nature of things in relation to Brad.

Brad again sees the light in the darkness toward the end

S5Robert Penn Warren, All the King's Men(New York, 1946),

56Robert Penn Warren, World Enough and Time(New York,
1950). '




109

of the novel; but this time he makes no attempt to pursue the
light.

It was hight now, starlight but no moon. The shores

were dark, and the river, un evach side toward them,

black; but the mainstream, sliding ahead, seemsd to

gather and give back what light there was, like a

blade in shadow. Brad looked back over his right

shoulder and saw the sparse lights of town, and a-

bove them, on the hill, the black hulk and search-

light of the penitentiary.

Then he faced downstream. Far off, to the left, he

could make out now the reach of deeper darkness

that was the swamp woods. A little later he spotted

the glow. It seemed to be hanging in the darkness

of the wood. He began to cut in....(371)
Brad sees himself as that black hulk of the penitentiary, and
the searchlights for identity are shining with great luminance-
as he becomes aware of his need for this particular knowledgs.
The shores are dark and the water‘black, as he flows through
his life; but the flood will not come if that spotted glow
can be captursed in time. The interior darkness, then, will

be no morse.
In the conclUding chapters, Warren introduces a change
in his self-identity theme, which he had never used previouss
1y in hié_novels. Brad Tolliver is about to leave Fiddlers-
burg after coming there to rid himself of his inner darkness.
There, in the inner darkness of himself, as the
black beast hsaved at him from some corner of deep-
er darkness, he thoughts Why the hell did I come

here anyway?

He thought: What was there sver here for me?
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And with that thought, even while the sun burned

on his shoulders, he felt now, deep inside, the

very breath of that blackness blowing cold on his

inner-most soul.

But he had learned that you can live with anything,

and had, in the long months, come to a grim accept-

ance of that black beast with cold fur like hairy"

ice that drowned in the deepest inner dark.... He

had even come to have an affection for that black

beast. For in the hours before dawn the beast,

weary with its own heaving and snarling, would lie

down beside him and snuggle, as though trying pit-

eously to warm itself from whatever warmth there

was in Bradwell Tolliver.(404)
This image cluster, then, displays a complete acceptance of
the lack of self-identity, as evidenced by the feelings aof
Bradwell Tolliver. Although Brad accepts the fact that the
lack of self-identity is that ﬁlack beast within him, he has
also accepted the fact that he can and will live without his
knowledge of self; he is capable of doing just this simply
because he is awars of the "beast's" presence. When. one is
not aware that self-identity is necessary and lacking, then
the black beast devours one, instead of snuggling warmly.

With masterful precision, Robért Penn Warren brings The
Flood to a climax, whereby all the characters are able to
salvage themselves and their belongings, and re-locate in
another town. B8rad, Yasha, Brother Potts, Blanding, and
others succeed in recagnizing the need for the knowledge of
self that makes light out of absolute darkness.

Robert Penn Warren, in this novel, The Flood, has put

complete faith in'his'imaga clusteré to develop: his thems.
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As was mentioned previously, Warren has used light and dark
image clusters only sparingly in all of his novels except in

The Cave and Ths Flood. The Cave contained many more image

clusters of light and dark than any of Watren's other novels
which useq image patterns for thematic developement; but Igg
ﬁiggg contains more than twenty significant image'clusters
which reinforce a feeling, action, or idea in the novel. War-
ren may have changed his technique of light and dark imagery
emplaymenf as an apropos conclusion to his writings of the
self-identity quést'in.man. "Throughout his previous novels,
flood and cave image:y can be found on many occasibns. Dark=-
ness is usually associated with a cave, and so, too, with a
flood. Warren brought these two types of imagery to a fit-
ting'conc1usion, as he isolated the elements of imagery by
meansrof image clusters, and thersby, renforced his self=-

identity theme all the more powerfully.



CHAPTER X -Conclusion

~After analyzing the imagistié and thematic aspects of
the eiéht navels of Robert Penn wa:ren, one can hardly escape
the powerful effects of a Warren novel; through a close doting
observation of the physical and emotional world, Warren "sees
life, captures it, and makes the page tremble with it."®7 Be-
cause of this quality, a Warren novel is not an exercise in
discipline or didacticism, but, as Warren, himself, once said
in an intervisw, "It is a fieid study; it is a study of man
and his excursions into the land of self-knowledge, and ulti-
mately, human dignity."

Warren has not only written fiction that arouses an a-
wareness of life in his readers, but he has successfully ac-
complished this through the literary merging of light and
dark imagery with the quest for self=-identity in man. This
mergingﬁof theme and imagery of light and dark can be found
in all eight of his novels, in his verse tale, Brother to
Dragons, and in his poetry. |

The employment of'lighi and dark imagery by Warren is

S7

Paul West, Robert Penn Warren(Minnesota, 1964), p. 8.



113

handled quite ingeniously through a strategic and purpaseful
executiﬁn. Warren will consistently, in his novels,}make his
dafk images comprise about seventy-eight per cent of the to-
tal‘light and dark imagés. In the eiéht novels discussed,
,thefa-was a total of 2905 light'and dark images; 2235 were
dark images and 670 were light. Besides this preference for
‘dark images in his novels, Warren very skillfully deploys his
“images to meet the thematic requirements of the piot. To ac-
complish this thematic developement through the use of light
‘and dérk iﬁagery, he uses image patterns, imags clusters, and
isolated images.

The use of thé image pattern is the mast caommon way in
whichywarren reiﬁforces a feeling, action, or idea in his
novels; these image patterns may be dark, light, or mixed as
far as image content is concerned. All of Warren's early
novels exhibit a large number of image paﬁterns, whereas his
last two novels, The Cave and The flood, use fhiS type of im-
agistic employment very sparingly but put the image cluster
to use very Frequenily.

The image clusters, which Warrsn employs to servs the
same purpose as his image patterns, are usually symbolic in
nature, and are very useful in developing his theme of self-
,idantity.» Two‘goad examples of the symbolic image cluster at

work may be found in Night Rider>®8 and Band of Angels,sg

SBRobart_Penn Warrén;‘Night Rider(New York, 1939), p. 448.

’59Robeft Penn Warren, Band of Angels(New York, 1955), p.315.
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where a bird is used as an image to symbolize self&identity;'
As was mehtiohed, Warren's last two novels rely Qery heavily
upon the image cluster for thematic reinforcement.

The third method of employing light and dark imagery is
the isolated image. Warren inserts images of light and dark
"throughout his fiction for the purpcse'of a ton;l quality
that will enhance and reinforce his'major self-identity theme.
These isolated images act as a bridge betwesn the various im-
age patterns and image clusters in the novels. Through the
use of this technique, Warren keeps the tone of his work con-
sistent, and thereby sustains his‘desired effect throughout
the piéce of work. All of wa:ren's early novels contain
these isolated images for teonal quality, but warren'empinys

mare tonal images in World Enough and Time than in any of his

other novels.

There are many light and dark images in Warren's novels
which are employed so often that they become symbols. Some
of the more common images associated with his dark imagery
are the cave, the flood, the dark hall, and wilderness. War-
‘ren's uée, also, of a light and a dove as light images attri-
bute to their symbolic effect in his novels. éy means of
Jjuxtapasing these specific light and dark images with parti-
cular elements such as the cave, Warren successFﬁlly esta-
blishes a symbolic rapport in his novels.

This light and dark imagery of Warren's would be inef-
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fective as a literary device if a proper theme were not ds-
veloped along side of it; withqut a suitable theme, the im=
ages of light and dark would be mere images, and would not
take on a symbolic nature, consequehtly, losing all effec-
fiveness as a thematic image. The theme of the quest for
self—identity is an sxcellent choice,‘simply because of fhe
connotative power of the dark and its relsvance to knowing
the self.
In all of ihe eight Warran novels, the major characters

segk self-identity. Some, like Adam Rosenzweig in Wilderness

and Amantha Starr in Band of Angels, seek their identity from

the very beginning of the novel, while others such as Sus

Murdock in At Heaven's Gate and Perse Munn in Night Rider,

need time to realize éuch knowledge is a necessity of life.
Even thgugh somé of Warren's characters are a little slower
in attaining this awareness of a need for,self-knowledge, all
dd, eventually, become aware df this need, but Warren does
not allow these characters to live long snough for them to
find théir identity. All of'the ma jor ;hargcters, with the
exception of Brad Tolliver in. The Flood, die after coming to
a realization tﬁat idantity of the self is the only msans by
which one may truly live one's life.

The ma jor characters in Warren's novels seek their iden-
tities in a number of ways. Some seek identity tﬁrough ac-

tion, because they feel-that a man is measured by his dseds,
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and will, therefore, find himself only by that means. Willis

Stark of All the King's Men is a fine example of this type of

self-identity seeker. Another means by which Warren's charac-

ters seek self-knowledge is through ideas, the way Jack Bur-

den of All ths King's Men aftempted to find himself. The
third means is through nthers} Sue Murdock, Amantha Starr,
and Willie Stark felt that only an association with humanity
could bring idéntity for the self. No matter what technique
ié used for developing this.theme, Warren seems to have suc-
deedadyin masterful;y portraying different individuals at-
tempting to attain their identities through varied means.

| Robert Penn Warren successfully incorporated his 1ight
and dark images into his writing and, with great precision,
blended in the theme of self-identity. Scholars, clergymen,
and men from all walks of life have attempted to expound upoh
'man and his desire to know himéelf in a world in"which self-
knowledge is a must. Socrates, Pope, and fFaulkner have put
forth their wit and eloquence to explain this "gray area"
that concerns the self, while writers'iike Melville, Haw-
thorne, and Milton have atﬁempted to relay the powerful force
‘of light and dark in our world. While the attempts of these
well-known men along these lines cannot be negated, an un-
known poet by the name of Carmen Bernos de Gasztold has, in a
seemingly incidental boem about the common mole, touched at

the very heart of what Robert Penn Warren and aothers have
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been trying to say for ysars. The poem, like the Warren an-
els, deals with the quest for self-identity, and this theme

is also developed by means of light and dark imagery.

A MOLE'S PRAYER

Il dig and dig.
Looking
for life itself.

You have chosen darknsss
for me, LlLord,

and my tunnel

lenqgthens _

in cavernous night.

A hidden life,
Lord, .

but not a poor one-

my velvet coat shows that.

.In shadowy gloom

one can walk without presumption
and be perfectly safe-

but the sun

can turn one's head.

Lord, keep me fraom

the vanities of the world,

and guide the strivings

of my little paws

so that they reach
some secret Paradise.

Robert Pann‘wérren, in his novels, has shown that man is no
different from the inconsequential mole in the sarth who is
‘also:looking for life, itself. We, as human beings, walk in

a nevér-ending dérkneés,'just as the tiny mole crawls and tun-
nels his way through life. Mman, too, must tunnel his way

through 1life, reaching for that light ahead, which is self-

identity and that "secret Paradise."



A SELECTED BIBLIOGRAPHY

Brantley, Frederick. Modern American Poetry. Random House,
New Ygrk, 1962. ‘

Casper, Leonard. The Dark and Bloody Ground. University of
Washington Press, Washington, 1960.

Grierson, Herbert. Metaphysical Postry. Oxford University
Press, New York, 1962. ' '

Hardy, John E. Man in the Modern Novel. University of
Washington Press, Washington, 1964.

Harrison, G. B., ed. Shékespeare,'The Complete Works, Har-
court, Brace, and World, Inc., New York, 1948.

Hart, James, ed., 4th edition. The Ongrdkcgmgggiog to
American Literature. Oxford University Press, New York,
1965, :

Hawthorne, Nathaniel, The Scarlet Letter. Washington Square
Press, New York, 1955. :

Heilman, Robert B. Action and Language in QOthello. Univer-
sity of Kentucky Press, Kentucky, 19356.

Leven, Harry. The Power of Blackness. Alfred A. Knopf, New
York, 1958.

Longley, John L. Jr., ed. Robert Penn Warren, Critical Es-
-says. New York University Press, New York, 1965.

Loomis, Louise, ed. Plato. Walter Black, Inc., New York,
1942.

Mizenar, Arthur. Twelve Great American Novels. New American
Library, New York, 1967. -

Thrall, Flint T. and Hibbard, Addison. A Handbook to Lit-
erature. Odyssey Press, New York, 1960.




Warren, Robert Penn, All ths King's Men. Grosset and Dun-

lap, New York, 1946.

. At Heaven's Gate. Random House, New

York, 1943.

. Band of Angels, Random House, New

York, 1955.

. Brother to Dragans. Random House,

New York, 1953.

. The Cavs.

1959,

- 1964.

Random Housse, New York,

« The Flood. Randos House, New York,

. Night Rider. Random House, New York,

1339.

. Wilderness. Random House, New York,

1950.

A

. World Enough and Time. Random House,

New York, 1950.

WBsi, Paul. Robert Penn Warren,
Press, Minnesota, 1954.

White, Lawrence, ed. The Divine

University of Minnesota

Comedy. Pantheon Books,

New York, 1948,

Witherspoon, Alexander, ed. The

College Survey of English

Literature. Harcourt, Brace,
1951.

and World, Inc., New York,



	An analysis of the use of light and dark imagery for thematic purposes in the fiction of Robert Penn Warren
	Recommended Citation

	tmp.1593634683.pdf.vzJmG

