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4- Modernism is as much implied i, the aeqq, an
poem as the previous aesthetics, if noy More e
we have seen, the kind of poetic “Self‘"ofv demly,as
fractured and interrogative, or contradictory gered; bogs
through complex multi n

. : .-I‘Ole arguments g, a
faceted poetic voice, is a quintessentjg] base My]t,
particularly modernistic approach to

human exjg..

definitions of life. This is also evigep; r;;’;‘ﬁzepce g
interrogative undermining of any singular id601§°ems
“righteousness”, “virtuousness” or "political correctﬁzss?,f
taken from history, classical art, (or eyep religion) whic
itself implies a modernistic conc

and a characteristic rejection of t

of dimensions in the constructio

entration on the Present,
he past. This multiplicity

n of the poetic self in thig

poem offers a defiance to conventional concepts of the
self as a unified whole; as one indivisible and non-
confradictory unit. By assuming so many namativ
positions within the drama of the work (you, we, I, us),

but, more significantly, by assuming other roles as well,
Such as the “audience” and the implied “narrate”, the
Poem offers a truly modernistic aesthetic self which

duestions the past, wishes for ever more presentness in the
Present, anq

If Nd wants accreditation from no one but itSellft;hz
:iin etltl“at 1sh fractured many times over and argues il the
Or the suitahil; " thi e

facs of | Itability of this very degen

paradoXicali a self that ig basically proud

ty and humap condition.
Thig

em of . fferes
“sthetic 4y, o “Nique blend of fundamentally -dlffleving
the distine iv:uhur"‘Il *ras without ever disfiguring / 4155 ly
"Verwhelp, neSS.Of those eras, or allowing them f© .

1)
) ope
IVeness o I

IStinct f its own culturd y
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il of this, the PO°

¢ Pluralism in Robert

i the artistic uS€ of language, offering sonically and

visually great Sense of regularity and familiarity. Despite
m offers a lot more than just an

e formal classical aspects.

| and Aestheti

adherence to SO

for example, as represented by the
er ego-voice, 18 offered in this poem
all through it self-reflexive dramatic arguments.
Although this 18 only one dimension of the poetic self, it
remains extremely significant. As we have seen, this ego
evidently harbors a particularly romantic dream to
singularly rise above all human constraints and
shortcomings; to rise above life itself, reaching some form

of imagined higher existence, far from the continuous

wants and needs of humanity. But again, the poem is not
much as it is not

entirely or even particularly romantic, as
entirely or particularly classic. It is simply t00 rich for any
one single set of aesthetic or cultural ideals or values.

Romanticism,
iranscendental high

le, is also very evident in this

poem’s immediate form and style. Largely, accredited t0
Browning’s own aesthetics, among others’, the
development of “dramatic monologue” as 2 Paﬁicumly
empowering poetic form is generally Kknown as
Victorianism’s signature poetics. This is the most obvIous
side of this poem and the most talked about in the history
of its criticism. The reason for this is paradoxically both
the obviousness of the dramatic featires in the poem, an
the unfamiljarity of its, then new. monologue-ous format,
particularly when compared t© the formal poeticd of
Romanticism and Classicism. Clearly, the P oetic f0°%
:I;l pllflyed in this poem is @ 7 onolog? Zglfirgg t}:z

eaki , ; is SP

>taking voice, at least superﬁCI:rlgi’v e, telling 2 story

h .

almse.lf and no other! It is also a @ ;

er\td, in doing so, following narrative sequence
ents and emotions. But, this 1 pot all.

Victorianism, for examp

S g .
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«“we” in the repeated motif “yve ride”. This harsh fry turi
poetic self into many d1meqs1onal self-ness, oy nrﬁ of e
dimensions of linguistic effectiveness momentarily g ulnple
almost all roles of readership including the writer o thesumm
expresses a definite modern sense of alienation ang losisluthor
direct result of increased sophistication. 44

3- Conclusion

By this definition, "The last Ride Together", offers a multitude
of aesthetic and cultural identities starting from classicism and
ending with modernism. This aesthetic and cultural pluralism is,
as we have seen, crucial for grasping the true poetic impact of
this particular masterpiece. The integration of these specific
aesthetic and cultural ideals into the very fabric of this poem
presents its poetics in a completely unique light against the
background of most other so called "love-poetry" both present
and past. This particular poem encompasses the following
aesthetic and cultural ideals and identities:

1- Classicism; is evident in the formal structure of the Po.en;
from beginning to end. Balance, regularity and classi®
order in terms of form are woven steadily and 1very
skillfully info the fabric of this poem’s PEE
stanza formation, prosody, rhyming and thyming P2
addition to the arrangement of ideas along the 16-231 and
the poem. This is also evident in multiple 1" o
Syntactic equivalences across the poem For'e:s eal
there are ten stanzas, each containing eleven l.m ,
containing four jambic feet, all thymed according e

lan wj .
Phan Without o single false rthyme or @ singl®

" 1th

e ulat™ .
ythm, This 15, of course, to add to the Icgl 28 i

- : e :
rf‘:’tl_f? the clarity of rhythmic beats, 35 e sho'™
oniliarity of the chosen conceit "riding 8 2% " ot
vy POCM s 5 good example of classic? 2 857
dCCQrumn . ) p fonﬂ‘ i l\lu
and "eloquence" in almost every © "

there ig ; iif®
- It crieg balance and regularity, undef



Ugh it
gh. Ag
°nee is
liscient
d by the
10 this
stions as
g of the
1 strong
identity
oetic self
ied. Who
sense to?
he end of
h as vwhat

o5 an .
lves @ nge the fabric of space

moments mo "
realizes fragility of human

nuli-sided setf, compoun
desires, wisdoms, T

jsm in Robert —

s a gimple enough monologue form;

ly two—dimensional, speaking to @
¢ an authorial voice enjoying

' . g an
retentlot, s the directneSS 0
P s who inhab! C n a love-relationship. But

njoys multitude of poetic
m the reckless lover who
_time continuum for a few
1 his lover, tO the profound philosopher who
existence itself and the
of its cultural and aesthetic ideals and values.

tually a multitude of beings

surface, there ar® ac
In other words, it would make sense, only to a
dedly fractured between profound

r identities; the

spanning fro

o the

ationales and weaknesses O

juman condition.

Sigr}iﬁcantly, even the “I” in this stanza also stands for the
audience to whom such narrative details seem important: “1 and
I;lg 1n?ness, side by side / Shall be together, breathe and ride”.
m;:es;f;;dlzertsonhpronoun: «1”. contextually and semantically
fllowing sta noz the dsepond pgrsgn prqnpun: “you”, 1in the
shural: "We" inat’hans A in the 7, thn addition to the first person
behalf of an 1 and the 10™. They all act, more 0T less, on
Dron an audience, whose nself" literally absorbs nearly ail
oun-ia} dimensions in this —onl i y
1OU Saw some western cl only superficial — Fnonologue! If
“lete.... Have yo cloud / -—And' so, you, looking and loving
W fashion en dy u Yogrself what is best for men ... WE€ know
Ponouns i this -t The_ “r you', wwe" and most other
a; o self, narf otem are all indications of a definitely multiple
fhetic beip ated onto a more complicating part of its own
. g as its own audience.
« 1§ i md
Huchr, - 1Cate
V:\th‘ in the i’e:;)r:donly by question tags such as “right!”, of
the 90 A t}\\e 3 g 7t and ﬂtlk}rd stanzas, but also by the sort of
and 6% 1 oind 8" stanza, $0 is the sort of “I” used in
which are defined and redefined by the

W) 3
%Q&k
T $14
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Significantly, the beginning of this stanza ig Quite

implication of an audience to which the faq thay ObviousiIlits
bent that brow of hers....etc) seems important But d Mistres
such audience might actually be? The whole of tl\lNho, Oy
not, at any of its sectipns or stanzas, indicate any fofm 08 e,
"out-sided-ness” for its assignment of an 4 dience a]ohf Fadicy)
offers such an audience quite strongly as differem’ en; Ough ;
seems very obvious from this stanza, the poem's audiueih. ‘
contextually implied as nothing more than this very Omnisﬁie s
speaker/narrator/recetver himself: who is clearly indicateq by Z’:
exclamation marks after such question tags as “right!” in ;s
stanza, and “Hush!” in the next. Such exclamatory questions a
“who knows”, or prepositions as “So”. at the beginning of the
last two lines in this stanza further testify to both the strong
presence of an audience offering some type of identity
"difference", and a simultaneous re-definition of the poetic self
in the poem as fundamentally fractured and multi-sided. Who
does the "So" in the beginning of the 10™ line make sense to’."
The same applies to the question "Who Knows?" at the e'n'd of
the stanza, and similar questions all over the poem such as "what
atones!" in the 6" stanza.

t

S | , ti-sided
Such exclamatory questions make sense only to lhqt Ill.ull‘mmr
poctic self which hopes to simultancously nflate tu:c, (»rfzil"4
e . . . " . p 'Y c C 'v
nde", expand its being indefinitely "the nstant M Llatiomh’f’;
and re-define the world and 1ts own hife tor a love I€ it als
”Eanh b \ . b‘\'(”- Bu[’ ]
€Ing so good, would hcaven seem DES

Wwe
o of art
rl?r?kes sense to that self that understands the futthty ® =0 e

. . - ~ y "lnge A
OW how fashions end", the instability of any blo\'eé "Wh!
Zystem or cultural ideal which must also include e i”'ul,jf
hOeS " all mean?" and the innate insufficiency of deI;" all # b:i
Il 2 % b all
S’uman‘endeavor; "What will but felt the fleshy S¢T¢ §t1003 dfn
q‘::?et.tlme. Put an()thf:[' way such cxclamau()nb,o‘:t ) 0"
stio . . ’ £ alm
Pronoug ags; along with many usages of aV ones M ol
it $ 1n the 13 : : ssess1ve J11-2
1nd1cati0ns 0 aguage including pos '

- poth
: f'a fund : rored self, bo!
and Multi-layereq. ndamentally fractured

———
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thetic Pluralism in Robert
begi oning of t.he poem,.reade,r:s might observe the
At the ve | separation in the speaking voice between the “I”
f mdgnegta 4 the «p? performing the action. Narration starts
Spcaklng 'ging of the sayings of the second “I” by the first in: “I

+h deser! 1 at the middle of the stanza when the

his is repeated agai oy :
t another description of the actions of the

ral and AcS

with

Saldaﬁng « gives Ye ter descrip
art g ¢ 0 the phrase “I claim” in (take back the hope you
Pe’formi cglaim”. The reader might then ask: which of the two
‘gﬁyc’—(‘)ffers the main narrative perspective? Namely; is the
Slei’king voice actually living the acti(?n as it happens; or is he
only narrating it after the fatct'?. Th1.s is what Martens has
observed earlier as «“the self-division into author and speaker”
and viewed simply as a challenge of “authorial authority”
Martens: 2011,255), but which we can now view, more

sophisticatedly, as a projection of a modernistic paradoxical or

plural self.
Both “I”s coexist quintessentially and simultaneously. This is the

wource of the confusion that was felt by Browning's
contemporaries as stated earlier in this article. The speaking
voice in the poem does not simply settle for a two dimensional
presence as a narrator and / or a performer of the action, or even
both as the protagonist and antagonist in the story, but always
oversteps a flat, however rich, reality for a plural, rather
5::::2@081, narr.ative perspective which, in turn, offers a plural
e OP;ICal poetic self. The second stanza completes that plural
oneness prevalent in this poem;
My mistress bent that brow of hers,
Those deep dark eyes where pride demurs
FYEZ“ pity Would.be softening through,
With Fle a breathing-while or two
ife or death in the balance: right!
¢ blood replenish'd me again,
a};l(liafr‘; thopght was at ]east not vain:
Shal] bey mistress, side by side |
5, one ;Ogether, breathe and ride,
ay more am I deified.

0 .
> knows but the world may end to-night?
W\“ s &
T £y
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_ Dr.N
considered wholly in terms of a simple mqy, ;\gy Ratshyyg,
Ology

speaking, it 18 a singular voice, but : .
dIi)mensions in which it also narrates0 l;es’t\ghlc.h Offerg ,;wl‘lslicall;
and projects a beloved “other”, while negg’ Implies , uy Mo
aesthetic norms of its very existence in l;;itmg the Culturalle,nu
against the permanence of love (Earth beiguage; its ar fng
heaven seem best?/ Now, heaven and she ar:gb S0 goog, Wmi?i
its rejection of the claimed wisdom inherent j yond s ride)L
music we know how fashions end!"). n the artg (But m
It seems smgulrar ?nd unified on the surface, but undemey .
voice offers many more layers of negotiation with th ath thi
our cultural presence. A reality that is seamlessly offere crleahty h
views on the temporality of artistic expression eor:h“’“gh
synthetic aspects of literature, on politics or the neces’sity ofsﬁffe
etc... It is no wonder, at all, that Browning initial readers et hlrs
works to be too complex to fathom, too “obscure” to
comprehend (Shepherd: 1890, 33), (Curry:1908,1-12). It was not
simply because of the then unfamiliarity of the monologe
format in writing poetry as his initial critics and elaborators
thought. Other, closer, formats 1o this form, such as ¢
soliloquy, had been widely practiced and read since befor
Browning. Many of Shakespeare’s tragedies testify to 15
Rather, it was because of the multiple dimensions igvolved n
seemingly singular voice claiming to be a monologue:
Let us, for example, contemplate the very beginniné of the
again:
I SAID--Then, dearest, since 'tis SO
Since now at length my fate I know,
Since nothing all my love avails,
Since all, my life seem'd meant fo©
Since this was written and needs MY
My whole heart rises up to blesS
Your name in pride and thankfulness”
Take back the hope you gan?,“I clab®
Only a memory of the sam®; .
—-And this boside, if you will 20t P
, 11 you , th m¢
Your leave for one more lastT! W

faﬂS,
gt e
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dern SC f’ . .
;\ltributes- 'A Toin the history of literatur® a comp}emty an
lvess P it question stabilized definition of being, reason
' tself always as multi-

atter how deep OF

<uch as Lullaby, The
£ Pound (such as the Cantos) Of

fhe poems of T.S. Eliot (such as:
_In all such decidedly modern
ally asked

poems, the poetic

question of worth and of true existence, than answers to matters
of sexual fulfillment, OF emotional trouble. The obscurity and
mysteriousness of its offered features testify to the kind of

%t;lestioning l.u.rking in its insight into 1ts OWD reality of existence.
Cojn tC:m[:.(t)Sl'tlon of such a “self” 4iffers intrinsically from its
o Fi?c)a HS n spch works of classwall poetry as Spenser’s Ice
Ry n}:e]?s mDHonor’of Beauty, Milton’s and Shakespeare’s.
P, of Such’ rl}éden s Dreams, Happy The Man, Hidden
Grecian Uy SEV(K s O“f Romanticism as Keats’s “Ode On a
Would | Were’a Ce ly S 0df: to the West Wind”, or Byron’s “1
nd Fair g, chrRe‘SS Child”, “And Thou Art Dead as Young
g;such works of Vi ;;’e’js of Babylon We Sat Down and Wept”,
CISHOt’,' The “gelf” off?;rlag 'poetry as Tennyson’s “The Lady‘ of
. oltms sabilty and hom ed n ?hos.e types of'poems' is one which
mOciiness in lfe evenoginelty; is one which claims stead-fast
Tenny d?ath lik,e - r\l?;/ en it sometlm’es hates or rejects of
ls}:rmilai?yn s Works, any of Byron’s, Shakespeare’s Of
ogor T :
matti%h.t ¢ inve}lieé‘ aSt,f{Ide Together”, the “self” projected
voice of a speaker claiming to negotiate

S Inteyy
a“y, iS = M
too multi-dimensional and paradoxical 0 be

\3‘,\\\1\ » N
ﬂk (] -
. N
U ¢vo
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it is a drama. T hat 1s, i.t contains the three mqgt
distinguishing a dramatic work of literature: Own featy,
1- Personae which, in this case, happens tg 1, s
between many characters and a singylay Ohe ? Crogs.
dimensional voice offering an imagineq t1S a my)g
beloved), and an imagined audience. Other

7. A crisis; (leaving the lover / redefining ¢,

: : A e |
relationship), which, in this case, happens to hay OVg
place immediately before the beginning of the Worit%}fke-n
means that the whole poem starts at the “climax” (‘)f tlﬁs

dramatic action, the point of extreme complication, aﬂcer
which the events start to offer resolution or dénouemep
Actually, the whole poem is just such a resolution or
dénouement.

3- Sequences of events, tenses and emotions which seems
quite obvious from the very beginning of the poem. The
main events have already happened resulting in
disappointment and frustration, followed by the speaker’s
request for a last ride with the beloved enticing hope and
partial fulfillment. Then the riding together of the couple
offers some decidedly satisfying sensations and wisdoms
regarding life and its humanistic choices.

Second, it is a monologue, but not in the sense of a traqunal
self-confession or a soliloquy, or a flat one-to-0ne convc?rsatlon-
Rather, it is in the sense of a complex self-presence that includes
much independence and multi-dimensionality within. T_he "‘fotf,c
“monologue” here, loses its traditional reference to a S%mplls ;r
on eness.in favor of a more complex type of SGlf-nego"latlon
Singularity containing a plurality of complex selves.
2-5Modernism; The Complex Self:

IS i ' 1y from
E?hl:rls “ihat really distinguishes the poetics of m{’dem lty“gelf’
r cultural eras of poetic innovation. The HIPY pyis
b poied in m " _dimensional

: odernism is intrinsi i-dir
IS 10t Simply meapt intrinsically mul

. s 0
-ulations
regular literary b and

to refer to the havocs and tr! depths

“self” with basic _:mj:y
" e
€1t q.._v‘-!_\" usuﬁ
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an | .« in Robert =
‘! Aesthetic pluralism 1% Robe
| yal and 'S ] Joubt when the events are
D | cue reader 18 10 no doub” VIR
\‘amaﬁ ‘* dimensiom 50 The repetitiVB adverb “smce at t-he.beglnnmg of
t iD place mpletes that sense of timing. NOw, the
" | tevew jine aft® ot that the story 15 being told after the main
18“1 S Why eader 18 “; 5 jace. The peloved has alreagiy rejegted 'the
G‘; Wehy | yen _yoice/ rotagonist, and he is writing this piece
\ onerany 1ovet/spefact He tells us about what happened, and invites us 10
ription | \ fter t0€ olings d decisions ig the aftermath.. .
0 Which wg | T s 1OVer/m\ﬂator/protagomst threesome 15 .b'oth gpeaklpg
y: “drg this But, cfions OF the drama and simultaneously !wmg it, wl‘ule
situatioaa N txagxmn an audience to which the .drama is offef}'ed: ‘an
DRAMA -lsof . naginary speaker addressing an imaginary audience” as The
aks” (Ba\diclz- Penguin Dictionary of Literary Terms suggests (239). In other
' and a multiplicity at the same t1me; Of

words, this isa singularity : :
" are both quite rather a singularity engulfing a multipl'}city within 1t'se1'f. [tis a
speaker Of 3 narrator whose yoice is both omniscient and
particular. Yet, it is also a protagonist of a story in the middle of

SO C ) o : :
’ whose crisis he is. But, 1018 also the infatuated lover whose life

\u4 . . . .
OWs | seems centered around his emotions for his imagined beloved.
d and addressed according to such

cor fails Audience are also imagine
for, b:i—- imagination. They are implied and accordingly supposed 10
s must possess certain argumentative qualities and cultural concepts and
‘ Val“es’- These qualities and values arc offered freely within the
ulness: I;Oergl s assumptions about the public it addresses. Qualities such
[ cla® :Virc ngt'tlres of man’s life-struggles (What hand and brain went
. heg rtpall';(j)’ man"s courage in seeking his own happiness (What
ot plan® teart alike conceived and dared?) and the absence of the absolute
10" ith ¢ this existence e tho ”
qde wit o \ the Timiteg ce “What act proved all 1ts thought had-been?” and
B ma}aiﬂ - Seep), AuI::iSS of man’s reach (What will but felt the fleshly
1tf0duceth tbe,,ﬂ;e;e \ the imp()rtan::ce is also supposed to hold certain values such as
o 15 b0 ” “ 4| Wic By iy noxf love (flesh must fade for heaven was here), of
;’ the waapp@“vaﬂts ' (IHaVe you you “S}C we know how fashions end!"), or of poetry
1085 ° e & | short rself what's best for men?).
Nbat o | Tong)y. the three : :
fxﬂlﬂ e of SR Ologue gre most prominent features of a dramatiC
o Wihat gy present in this particular poen, but present in

Ipas . : . P ”» .
ses their classical or simplistiC definitions. First,

\‘h‘\n‘\d& N
TNy 4
* U £
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2.4 Victorian Poetics;

articylyy
Monologue: Type of
r“ln 1
he most significant aspect of any dramatj,
makes 1t dramatic to start with. In othey Worgv _Ork Of art i .
recalls this specific, or near g X S in i

‘ s What
pecific, descriptio

| ?
speaking, drama has always n?

I8 in 1t :}\u.

ey OCen associateq gy, e,
aspects; a “conflict” or a crigig of some deser 0 my,
“personac” (a character or a set of char hon,
contlict or crisis happens.

acters) tq whic
In the oxford dictionary; « rh bi
usually expected to repres

- . amg i
‘ ent stories showing Situatiopg ¢
conflict between characters, although the MONODRAM is 2
special case in which only one performer Speaks” (Baldicl;;
2001,71-2).
The crisis in this particular

poem and personnel are both quite
obvious from its very beginn

ng,
I SAID--Then, dearest, since 'tis 50,
Since now at length my fate [ know,
Since nothing all my love avails, |
Since all, my life seem'd meant for, fails,
Since this was written and needs must be-
My whole heart rises up to bless '
Your name in pride and thankfulness:
Take back the hope you gave,-- claim
Only a memory of the same, e
--And this beside, if you will not th ¢
Your leave for one more last ride W! g)0f
the mer
The “I” the very opening of the poem intr(?df:ts thc’mmr’:
Characters in e drama; the speaking voice . Story. ‘I hf 9
Prolagonist and the narrator of the events 11 thehas aPPene.;us
ndicates both g narrating “self” discussing what ing the ¢ e
the story ang an acting “self” actually perfo™ noe 0F 0
thcmselves. A

: . angf® ;lfn' '
“then” : which itg events are usuall)f at or this p
then” in the first line Jays the foundation

¢y
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| and Aesthetic Pluralism in Robert
Culturd

human S‘()Cid’l questi(ming and ilWCStigatiOIl. In such a
: lI -
aq of It

: ds to be 1n control, classically speaking. “Order”
context; 1 neeh needed aesthetic value to support claims to
seems 10 be : eSS and transcendence over any possible
'onste n:xistence. “Order” is provided through form;
materiality 0 d word control, through regularity of beat and
chythm, rhyme an
noularity of pattern- e e _
e ot any old egotistical ‘self. This is a particularly
o dgntal one that aspires for what lies beyond the physical
if,k:;?;egld into an almost purely meta-physical. Its satisfa}ction is
4l spiritual and psychologlcal_ rather than physical or
naterialistic, obtained through asking the bel-oved for company
i1 a last stroll on horses for a brief period of time. Of course, the
ssow” has completely and utterly replaced the permanent and
the lasting, in a decidedly anti-romantic gesture, as is observed
before; but in what sense? Is it in the purely pragmatic sense of
“anything is better than nothing at all”? Or rather, it is in the
post-pragmatic, but also post-romantic, sense that one thing 1s
itself almost always everything else as well!

The speaker’s huge romantic self is simply too big to accept
failure, and so it transcends itself and, arguably, transforms that
failure into pure success. As such, the briefness of the moments
spent with the beloved is transformed conceptually into the
worthiness of all time. Moments spent with the beloved in this
Self’s view are empowered with the density of all eternity (The
stant made eternity), their beauty is given the worth of all
poetry (Nearer one whit your own sublime / Than we who never
ezgs“fggn'd~ a thyme), of all art (sculpture and music), and i's
it o usY?VIth the authentlplty' of a1]' W1sd.o‘m (Who knovys what's
Smply eni)' But the genius qf this particular poem 18 th‘at 1’f
the fog S:S?“ns both impressions and feeds both co‘?nota:flonsé
the tansomp (llmatlon of “time” into {ﬁnoments of the. now ,fanll
“emity 1, ence over that now into the worthiness of 2 :
utilitarianiSm Sh(}ﬂ,. the poem offers the pragmatics 1(1)
sertio, ¢ (enjoying the moment in all its details) and the

lime €80 in the transcendentalism over the confines of
and behef o

Sy Al

&y
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____———-___—_ Dr, N.W R

i‘\hz),
" ey MUY > . *an
sclassical order” here serves to empower thig Kin

of seltt It otfers m'gumc‘nts ;'md formalist¢ t'c;.:u(r'l\\nn:.tul.u;
extreme sense of control tzwol"mg the realizatiop, that ind“n.l
| self knows what it deals with precisely and compr\.hf“l
[hus. “classical order” in form, resonates into the very tffl;)“ |
the aesthetic Impression left by the claimed Suprcmacyd ;‘u'
very romantic self. Let us, for instance, read this stanza: "

What does it all mean, poet? Well,

Y our brains beat into rhythm, you tel]

What we felt only, you express'd

You hold things beautiful the best,

And pace them in rthyme so, side by side.

'Tis something, nay 'tis much: but then,

Have you yourself what's best for men?

Are you--poor, sick, old ere your time--

Nearer one whit your own sublime

Than we who never have turn'd a rhyme?

Sing, riding's a joy! For me, I ride.

T

)
I!
LAY |

Whom does the word “poet” in the first line refer to? By the
same token, who is answering that reference in the last line
asking the “poet” to “sing,”? Whom is meant by the second
person pronouns all across this stanza “you”, “your”, “YOUYS?}{
repeatedly, and also by the first person pronouns “We’ b

i.mc K T,hc speaker in the poem is simply assuming all characte™
4t all times in this dialogue-ous monologue by addressive
hlmself, ask_ing

i . . 'Ca
questi himself and answering his own rhetorldlv
ubU: iom by assuming a higher self whose wisdom is supp?ﬂsz i
the .‘:vtcy,er)"lone else’s. He is the poct referred to, and h(?dlar -t~€

W 113 ! . c |
© “never have turned a rhyme”. He 18 the e

gifted word-p)- inos”’ I
also he jg 4y Player who rhymes, or rather “sings about of the

Whole. gy med antagonist who might not PPV s
anyone else: -.Thc self projected here allows NO © jght i
be. Thig scl,t : SPace for another “self” no matter who ™ plictt
. " si.:]uri)‘l‘cx all roles available, explicit a0 ':mF :
short i: (());t\‘m Invented drama includl‘ng 't‘t“ oin?
’ rs multiple dimensions of existe

4
€. _J"M
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ral and Aesthetic Pluralism in Robert
_ classicism, in most of its differing
contrast, 1o . o about nts .

s and ideologies, 15 about moments of the present
“actual” cherish-able temporalities and
owing man’s existence to be continually
e and redefined; both opjectiyely and subjectively. The

e a of so binary a register in one poem seems, gt ﬁr;t
. t only strange, but perhaps even unnecessary, SInce 1n
Slght’ no .
one of these tWO cultural systems there are sufficient
an{dogical impacts and richness for amy particular poetic
Z;:deavor! Yet, this poem, not only manages _to seamles.sly
integrate these cultural eras and value systems in ways which
complement oneé another’s cultural and aesthetic impacts, but
made such integration utterly essential for readership.
Let us, for example take both the idea of “classical order”, and
the Romantic idea of «ranscendental ego” discussed above. The
latter refers, of course, to the singularity of poetic voice on a
purely stylistic level, no matter how heterogeneous or complex
or multi-dimensional that self actually is on other deeper levels
of poetic intercourse. In other words, it implies both the believed
supremacy of the speaking self over all other implied “selves” in
the context of readership, and the claimed elevation (sublime or
transcendental) of that speaking self over such earthly or
“impure” forms of thought or feelings such as sex, or need for
money, or food, viewed by Romantics as necessarily lower in
absolute value or rank. One of the main aspects characterizing
the monologue-form, stylisticaily speaking, of course, is that it
implies no “other” in its visible format. There is, at least
technically, no other addressee in the poem, but that very self,
alﬂ.’o‘lgh with many different roles and dimensions of presence.
This, in ijtself, implies a belief in self-sufficiency and
\CN"iEpleteness’ It gives readers the i.mpressior} that such a S:Illfi
cone such reasoning, belief and wisdom; w1th“ such”love :
entration on the present, is in need for no “other” t0 argu

With, to check its arguments with, or even, to read itself to. In
self claims

it : )
Cself, by itself, and with itself, such 2 Pngs
Sotr:lprchcnsivenf’SS, and in that, claims transcendenta 1smt o
Wlime evocation of its own higher €g0- The employmen

e ——
WY LS g Al b _

Cultu

" inologies af
e o offer

h
thols” | tenesses all

E—

¢o01d
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/—___- Dr. Nd}’.y l(u:shwan

is a worthy contrast, helping to focalize 0
Vs argument and sensations.
ngularity and Transcendentalism

ordinary corder
specitics of the pocm = &F
» .3 Romantic Ego: S1

his is part of the whole point rcgurdmg the uniquencss of
But, this 1 in the poetry of Browning, and perhaps ip

. \ N & ‘ll\ I
th‘\ l'.lrt\( UIJr l'()L s ‘ ’ ) "
[h . OL'" V (\f lll.\t \\'h()lc ¢ra. th(lC“tly’ as we habe SCC”, thh
L P .

poem  attempts, quite successfully, to integrate various

terogeneous aesthetic and cultural value-systems or eras. Such
e e normally been thought of as simply and
en sometimes opposed. This is not
larities, which are many by

svstems or eras hav
dncquivocal\y difgcrent{. et\’ e
~cause of their formalistic pa .
?\:: ‘\:l;;(;t; even because of their distinctive aesthetic impacts on
‘eaders. which are very obvious also. But, much {nO{c
Genificantly, this is because of these eras’ almost aggressively
contrasting cultural mentalities.
Classicism is about nostalgia, both aesthetic and cultural. More
accurately, it is about the “supposed” refurbishment of certain
past(s) thought to offer “imagined” completeness aqd
timelessness transgressing man’s existence itself. “The Pengull
Dictionary of Literary Terms” (1998) draws precisely this kind
of conclusion:
Arnstotle’s Poetics and Horace’s Ars
Poetics, were two major influences
in the 15" and 16" century .. His
views of tragedy and epic were
regarded almost as gospel...Horace’s
remarks on decorum, the
appropriateness  of language and
style, the appropriateness of action to
;}:z; &Ctz)cré ::SI}?S observations on the
WETE aluo tate ncnce In craftgnlagshlp
AMempt 1o ox rc}l‘p..'. 1Lczla'ssxcjlsm is an
feclings mP :ss Infinite 1dc‘as and
. a  finite  form...
(Cuiddon:199g | 39-40)
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hetic Pluralism in Robert
al poems, 1s 100 multi-layered and complex,
the same feelings of love, longing, jealousy

ral and Aest

d mos non-clqss:c
a::en when it proJ ect-s
:nd ambition for sat1s

significa”

faction.
»s own cultural concepts are also very

ly, the poem's OWH |
m realizations of the place of man in the

de

-eerent, More MO . '
dlff‘e;g niverse influenced by advances in science and
kno as well as disintegrations of medieval religious

tcc}l;gll%gv};} intellectual issues, have all contributed to enrich the
E(j)::d of self-understanding and self-liberation evident all through
ihis poem. For example, the free references to “heaven” and

uld heaven seem best?), the

wearth” (Earth being so good, WO
equally free references to the futility and triviality of life (What
weed to strive with a life awry? / Had I said that, had I done this),

and to man’s utter ignorance of an “ultimate” wisdom (Who
wows what's fit for us?) serve as clear indications of a more
modern understanding of the “self” based on liberty and pride in

humanity.
The poem teams with implications and references that clearly

connote to a completely non-classical value-system, both cultural
and ae_sthetic, even when some of its formal aesthetic values
fﬁl;;ertam classical registeljs such as balance or order. In fact,
e © ‘(;zr}’,\‘/alues of classical _balapce and 01.'der are themselves
aes thgticrsn 153 Wﬁy to underline its eclectic stance towards
chassical (;nez (tzhoosmg some classical v.alues among other non-
it Paﬂicular’ elfo.em.ls 51'mply choosing what 1t sees best for
ad ordey. in t;est etic 1mpr1nt regarfiless. Regularity, bglance
concentra;ion 0?1 gtineial foimat of this poem, serve to,helghten
tre, By makin Ch HSW ?,S opposgd to Fhe “then”, or the
While offering th glt at now aesthetically in the foreground,
Patterng o the %a I-familiar rhythms, rhymes and phraseology
“Otrast g th ackground, the poem simply sharpens the
Vsibility, and erefore _the focus on that very “now” enhancing its
bamilia.rity of fapprec@te-ability in the eyes of readers. The
Qlance fo Orm against the unfamiliarity of content; order and
0% 35 the gm » versus disorder and complexity of content:

um of all time versus an ordinary present full of

Sy 5
m
A gov
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Dr. Nagy Rashyzy,

1. A case statement and a request.

7 Anticipation and reception of the answer.

3 Moments of euphoria regarding the answer,

4. Life’s endeavors are worthless: Beginnings of argum

5. Vain labors of Man and the delights of the pregept o
6. No labor is perfect, no life is complete, '

7. Even art is incomplete and wisdom-searching,

8. Art is taste-dependent and therefore lacking in itself

9. No wisdom complete, no perfection available.

1

0.So the “now” is much better and durable than the eve;.

after.

This climatic arrangement of ideas and sensations from
beginning to end in an almost perfect ladder of feelings and
arguments leading at the top to the final judgment which justifies
the speaker’s glorification of his present moment of love as
opposed to any possible future(s), only complements the almost
flawless classical order of formal aspects in this poem. Even the
ideas and sensations in this poem are ordered ascendingly, from
beginning to end, so as to enrich the formal decorum felt by
readers under a prominent sense of classical order. .

However, this is not to say that “The Last Ride Together”
somehow a classical poem; far from it. As i perhaps Vo)
obvious, this poem’s cultural mentality differs in almOSt_the?
possible regard to classical ways of dealing with th.e‘S“bJeC
1.ove including its very definition and, with it, deﬂnltlons :1)
tmplied roles of gender, religion, prevalent aesthetiC and cis Ve
ideals. The poem’s concept of “self”, as suggested b?forf’longing
different, Th? speaker is no longer the two-(‘iimenSlOﬁ:y of
male who is infatuated with the physical beay gidney

oymous beloved {as in the sonnets of PhIP ividua1
Astrophil ap

d imn 1S
d Stella” (15808 , or the enchaﬂte ' Sonll_c
Captured by the beauty of the (3t}her {as in the Petrarchlaﬂ aspi®

3)
°f Thomas Wyatp “Songs and Sonnets” (133 7?}’ ;rmion” 0
in Spenser’s “Amoretti and Epithd

10 perfect love {as e
tic S
onnets” (1609)}. Rather, the poe w
o - ¢ L
so" ‘_,,\ﬂ‘ A‘)&s

Or (13
Shakespeare’s S
Scanned with CamScanner

fural

/



tic Pluralism in Robert
] and Aesthe
Culturd

RIDE TOGETHER” depicts
of a ride, which a finally
d lover has been allowed to take
" He has vainly passed his
Joving her. But as this boon is
he lies for a moment on his breast.
whe might have Joved him more; she might
also have liked him less." As they ride away
side by side, a sense of resignation comes
over him. His life is not alone in its failure.
Every one strives. Few or nonc succeed.
The best success proves itself to be shallow.
And if it were otherwise—if the goal could
be reached on earth—what care would one
take for heaven? Then the peace which is in
him absorbs the consciousness of reality. He
fancies himself riding with the loved one till
the end of time; and he asks himself if his
destined heaven may not prove to be this.
(Orr: 1927, 96)

oTHE LAST
dismisse

youth n
granted, S

;f}}:z 206211( starts after the main event had already taken place.
. dearels)te” er already knows that ?he person whom he calls
n dersto’odlshn()t actually in love with him, that he might have
asing relatioer hwrong, and tl‘lat he can no longer hope for a
the jusﬁﬁcations lfp with her, Soz‘the gihole poem is really about
e ag 4 men of choosing the “now rather than the past or the
Iy first ans of dealing with frustration in love. From the
1Ustifioat: stanza, the reader is faced with questions oOf
ation regard; . .
frgt place ¢ garding why the whole poem was written I the
happened nce t}}e main event in the poem has already
“Umisgion g?(;}rl to its writing. The first stanza is simply an
:/r Ut the Speake:tgaa.’ woven by a polite request for a last ride
in%lﬁmem of the . But it is also an introduction to the true cul.tural
time Ontiﬁgﬁm;'the capturing of a singularity of happiness
W m is worthier than all other endcavors in life.
W sy

{00




3 &y Rashw n

2 4

1
o f,f, gqgvhv quql,l,ln,
a'a’b’b‘H j p’p'qv%rn 3
d.d,eeec LLjj b h f-0.0,0,0,m S8ty U-u.v.vw
xv X, y '
AW

6 7 8 9
a2,a2, b2, b2, c2, 2, 2, g2, g2,h2, k2,k2, 12, 2, m2,
a2, d2, €2, €2, €2, 2. 12,12, J2, i2, j2, h2.

2, 1o
n2.n2.02,02, 02, mz, P A2 py,

Ty
Rhyme Scheme: AA BB C DD EEE C = |
Regularity (Classical Order)
What we can see here is a persistent underlining of One of he
most prominent aesthetic valyes of classicism; order apq
regularity, which almost always resultg m the sensation of
decorum, wholesomeness and control, even when it ig only op
the most superficial of poetic levels.  There is ap almost
perfectly-balanced thyming pattern, mirrored by ap almost
perfectly-balanced rthythmic pattern which is, in tum, echoed by
the almost perfectly-balanced formal lay-out of the poem, where
there are equal number of lines n

each stanza and a square
number of stanzas in the whole poem. On the page, in one sense
at least, the poem seems most decidedly entertaining a formally
classical mode of writing,
Pattern of Rhyme (AA BB C DD EEE C) +
Pattern of Rhythm (iambic tetrameter) ¥
Pattern of Wording (10 stanzas in 11 lines each) +

Pattern of imagery (conceit of “riding”) i

Classical Order

: by
Yett this regularity or formal order, is itself also echoed OY
Similar, byt 4

i

Ceper, sense of arrangement, Or l)zilaan‘J,orWt ;
RIS 10 what coyld pe seen as the plan of afg“mem.ng ihe
Order of ideas pPresented in the poem. Generally SP""‘;kLe s
goem ~ about disappointment in love where the be ;oud“"
l:r?gc:d 00t only that hey relationship with the Speafg iy 07 t:l
Start Wiiﬁms‘nue, but also that it was never really e encs’
story; berland Oy (1927) summarizes the P

'S
\ J%
— {04 3y I e

g
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Pluralism in Robert —
The instant made eternity,--
And heaven just prove that I
and she
Ride, ride together, forever
ride? (Browning: 1855, 184)

Culturul and Aesthetic

¢ superficial of those layers; the general stylistic
he poem appears to entertain decidedly classical
The very first thing that we might observe about

| form of this poem s its overwhelming balance in
1 lay-out, and prosody or

On the MO
structure, t
poetic values.
e superficia
werms of both wording, or gencra

melody.

3 7 Classical Order: Regularity and Balance.

The poem consists of exactly ten stanzas, each of which contains

exactly eleven lines, whose rhythm is consistently iambic

ctrameter, ending with quite prominent rhyming pound without

a single false or coarse rhyme.
10 Stanza in 11 lines + 4 iambic feet + True rhyme

Perfe'ct formal regularity+ perfect rhythm +  Perfect rhyme
Physical Harmony + Balance + Regularity

—

Classical Order

:Yl}cliaitr:s rfally significant in Jddition to all such formal regularity
Schemés Zrll{:e on muslcal .and rhythmic tangibility is the rhyme
thyme. Th stanzas 1n this poem follow an identical pattern of
COYYGSi)ondeiy all reiterate the same rhyme plan with perfectly
precisely _mng numbers O,f units mirroring each other quite
thyme (aa) t;:ach stanza. ‘I‘he first two lines follow the same

4 singular i'meen ft?e "fono\_vmg two lines offer another (bb), while

couple more f‘; ers a third (c), which is, in turn, followed by a

offering a fourth rhyme (dd), then three lines using

d ﬁf“’l e ’ i
(c): (ece), ending with a final line that corresponds to the third

%“’*% oY
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Past hopes already lay behind.
What need to strive with a life
awry?

Had I said that, had I done this,

So might I gain, so might I
miss. .
Might she have loved me? just
as well

She might have hated, who can

tell!

Where had I been now if the
worst befell?

And here we are riding, she and

L

Fail I alone, in words and
deeds?

Why, all men strive and who
succeeds?

We rode; it seem'd my spirit
flew,

Saw other regions, cities new,

As the world rush'd by on
either side,

I thought --A]] labour, yet no
less

Bear up beneath their
unsuccess,

Look at the epg of w
Contrast

The Petty done, the undone
Vast,

This Present of
hopefiy] past!

hoped she yq
°Te We ride.

ork,

theirs wit!) the

uld love me;

Dr. Nag
Had fate ’ RashWan
Proposeq bliss
sublimate
My bein
bond--
Still one myg; 1
beyond,
Have a bljigg
descried.
This foot once
goal,
This glory-
soul,

Could I descry such? Try and
test!

I sink back shuddering from
the quest. .
Earth being so good, would
heaven seem best?

Now, heaven and she are
beyond this ride.

8--had Sign' the

*ad some i,
to die wity g,
Planted op

garland roypq my

And yet--she has not spoke 0
long! |
What if heaven be that, fau
and strong

At life's best, with our eyes
upturn'd

Whither life's flower
discern'd,

We, fix'd so, ever s
abide? '
What if we stil
iy 14 et
With life for €% %o
Changed not 12

degree,

i first

hould 50

¢
| ride O v

W
- P
‘oY o W



Culfur a1 and Aesthetic P

My Jast thought was at least no

Valrlllti m mistress, side by side
IS::all be together, breathe and

rde day more am I deified.

ne
\S;l;g knows but the world may

end to-night?
Hush! if you saw some western
cloud

All billowy-bosom'd, over-
bow'd

By many benedictions--sun's
And moon's and evening-star's:
at once--

And so, you, looking and

loving best,

Conscious grew, your passion
drew

Cloud, sunset, moonrise, star-
shine too,

Down on you, near and yet
more near,

Till flesh must fade for heaven
was here!--

Thus leant gh SSSEIE
and fiay e and linger'd--joy

Thus 1
sh
breagt Y she a moment on my

The

Sm&gf dbi:galft} to ride. My soul
- sell out .

;ramp d scro]] 2 long

Teshen;
Wing. 1g and fluttering in the

S g

Juralism in Robert

'Tis something, nay 'tis much:

but then,
Have you yourself what's best

for men?
Are you--poor, sick, old ere

your time--
Nearer one whit your own

sublime
Than we who never have turn'd

a rhyme?
Sing, riding's a joy! For me, I
ride.

And you, great sculptor--so,

you gave
A score of years to Art, her

slave,
And that's your Venus, whence

we turn
To yonder girl that fords the

burn!
You acquiesce, and shall 1

repine?

What, man of music, you
grown gray

With notes and nothing else to

say,
Is this your sole praise from a

friend?--

'Greatly his opera’s strains
intend,

But in music we know how

fashions end!'
[ gave my youth: but we ride,

in fine.
Who knows what's fit for us?

¢o)
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“THE LAST RIDE TOGETHER”

I SAID--Then, dearest, since
'tis so,

Since now at length my fate [
know,

Since nothing all my love
avails,

Since all, my life seem'd meant
for, fails,

Since this was written and
needs must be--

My whole heart rises up to
bless

Your name in pride and
thankfulness!

Take back the hope you gave,--
I claim

Only a memory of the same,
--And this beside, if you will
not blame;

Your leave for one more last
ride with me.

My mistress bept that brow of
hers,

Thpse deep dark eyes where
Pride demyys

e pity wouyld b i
through, € softening

Fix'd me 5 breathing-wh;
. Ing-while or

With life or de
alance: right!
The blogg Ieplenish’

ath in the

d me

[ —

and dared?
What act p
had been?

What will byt felt the
screen?

We ride and I see her bosop
heave.

There's many a crown for who
can reach.

Ten lines, a statesman's life in
each! -
The flag stuck on a heap of
bones,

A soldier's doing! what
atones?

They scratch his name on the
Abbey-stones. .
My riding is better, by thei
leave.

roved all jtg thougy

fleshly

What does it all mean, poet!
\\y(fllli’ brains beat into thyth
}\;;}l:;te\li'e felt only; YOU
:fz((i:ehssrcil things peautift
best,

1 the

- P
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. Jism in Rober
¢thetic Plura .
cultur®! and AeS ized that it mimics a poetic melody of the
on

1 11 see, offers its own,
. tonsively ture, as wWe sha , .
. mt:l sublime- Its Sfn:;tcionality- It is perhaps time to deal with

5er;u:>alanceci}form 0
eolf. ‘
the goezlnl ;S],ysis: Form and Fo rmula

2.1 Widening the Scopeé:

ther” is part of a plethora of love poems that
by Browning over a period of about

ublished in 1855 in a volume entitled
ileven ye; r%i/gmvzgi tg;tugl appeared in two parts, followed in
12{5? :Ed 1868, by two other volumes of mainly love po_etry;
“Lyri’cs” ond “Dramatic Lyrics” consequently. The poems In
these volumes were later dispersed in volumes 3, 4 arffi 5 o:f a
collective poetry volume entitled “Poetical Workg which
appeared in 1986 containing more than 50 of Browning’s best

«rhe Last Ride Togeth
wq;r: written and published

.

devised works; “the very flower of Mr. Browning’s genius™ 1n
Edward Bordoe’s words (Bordoe:1891, 273).
But, “The Last Ride Together” is unique amongst Browning’s
love poetry insomuch as it offers aesthetic ideals and techniques
Sk‘mming key eras of poetic innovation. We have discussed
carlier in this article how this poem challenges the ruling
512;)1;2?;10 llldeal of “Permgnence”, while, at the same time,
gt alfotc]: presence of its transcendental “ego”, which very
nting g aracterizes Rom.antlclsm. “The Last Ride Together”
USually o SOC;’::e}’dIHUQh utlllze§ .aestheuc.techniques and ideals
“Stabilizing funcg with Class.101sm, while at the same time
of tenge gy mental poetic cannons such as sequentiality
Sffects ngularity of voice to achieve rather modernistic
In Other Words: thix :
fg:nu a encon’lpa;SS 1S a multi-layered work of art whose poetic
als, S, first ®S at least four distinct eras of aesthetic
8L read the whole poem:
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—_________——-——- Dr. Nagy Rashwan

love him (“Sincez nof.hing all my love availg”) ang
that because of this, because she refuses
entrance to her heart, and consequently all life’g
secrets, there is probably no hope for him Write
the best of poetry (“Since, all my life Seemeq
meant, for fails”) (Orenst‘e%n: 1961, 4)
However, not only the “absurd1?wi’ of sexual Mmeaning i, Such
readings as Goldfarb’s or Mech}orl s that may IMaginative]y ,
over-reaching or irrelevant with regards to Browning’s love
poetics. Others, perhaps even more over-reaching, haye beep
provoked when dealing with this kind of poetry. For eXample,
George Santayana in his “The Poetry of Barbarigm” (1900)
complains about the “irrationality” of Browning’s love poetry,
calling it “barbaric” while viewing his emotions ag random as the
eruption of a volcano:

. In Browning the barbarism is no less real
disguised by a literary and a scientific language,
since the passions of a civilized life with which he
deals are treated as so many “barbaric youps,”
complex indeed in their conditions, puffings of an
intricate engine, but aimless in their vehemence
and mere ebullitions of lustiness in adventurous
and profoundly ungoverned souls. (178)

©are in the presence of a barbaric genius, of a

Fruncated imagination, of a thought and an art

Inchoate and ill-digested, of a volcanic eruption

:hat tosses itself quite blindly and ineffectually into
The barbzrsilscy. (Santayana: 1900, 189) el
Chimeq of gy cd 1" Browning’s love poetry might } offers
M Xperionce 2 S PrEssion of thought or emotion tha

. k . ia o very
Tuch the natureoofany particularity whatsoever. This 15

) _But
lteratyre Offers iy ground-breaking emotion or thoughtds {0
' OS, 5 0wn form of rationality, even with regarforrﬂ-
OWning® ovleons Such as those of Jove. This i canedether",
?cgers 4 Particularp%try’ Particularly “The Last Ride T08" i
as ¢ \Y,

. ress!
WVelopeq byaaaa)ce of truly fresh passions and Pro&™

a
\neman guagw

L o W
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efic Pluralism in Robert

-4 Aesth
culturd! Jl‘:or lates Signiﬂcaﬂ“)’ to the act Qf sex... In
metap bability Browning was not conscious of the
all lrziros ‘ meta;)hOFiC extension. (Goldfarb:1965,
WO
. 2135) Barbara Melchiori in «Browining: Poetry of
Similar y:”(1968) speaks of the «sexual thythm” of horse-back
R“Mn.cf.‘rrhe [ast Ride Together” arguing that “students in
”dl‘lzg 11m seminars readily perceive the suggestiveness of the
classTao It is this form of over-stretched

wo” (Mechiori: 1968, 168).

interpretations that sometimes accuses readership at large of

: rational or irrelevant results. It is significant thgt Goldfa.rb
justifies his approach as simply trying to be “distmct?’, while
blatantly admitting that the poet himself never really intended
what he termed as the “metaphoric extension” of the word, as
though such vulgar connotations of that word was ever recorded
at Browning’s poetic era in the first place?
As Kennedy and Hair explain, Goldfarb “allegorizes his
commentary too much and thus pushes his reading of the poem
into absurdities of detail in seeking correspondences with sexual
intercourse” (Kennedy: 2007, 456). But, the question remains,
would the sexual meaning of “The Last Ride Together”,
:)S(ﬁl;néglg mt?e rea.lity of Goldfarb’s argument, possibly offer any
upant of t}?'l ;vmdow of understanding of the true aesthetic
25 any psychls ove poem, or any love poetry in this regard? Or,
dimensions a(; 2‘;3])’:‘0_ thinking would naturally surmise, sexual
O otherwise, Th;?gg lrzltrmsm to any expression of love, poc.atic
interpretive mCChanisee nfot be any recourse to some fanciful
“Onclusion? How abms of figurative language to offer such
Particular poem ag : out those critics who actually see this
“OMotation wi almost completely devoid of any direct sexual
atsoever? For example, Irving Orenstein’s “A

“sh Interpretati
0 beforg rétiiif’“ of “The Last Ride Together” (1961), has,

. e m T
d us ¢
e useq g oo Lather than “the flesh and blood creature we

) considering” and that:
4 meta .

Poet’s aCkrIl)horic level, the poem begins with the
owledgment that the “muse” does not

¥
e
Al £ LV

Scanned with CamScanner



/_— Dr. Nagy RaShWQn
He was too great an artist not to fecl that hi

- [ =Y o] . T | S
violations of form helped him... Thege SaVageri,

spoke to the hearts of men tir.ed of SMOoothneg g
platitude, and who were relieved by just such 4
breaking up of the ice. Men loved BrOWning ot
only for what he was, but also for what pe Was not.
(Chapman: 1969, 215) |
It is in this particular sense that Browning’s Rig
Together” has, more or less, never really beep toucheq. Thz
spgcitics of its aesthetic argument, the ways of it ontologicy)
entanglements with one of the eldest subjects of Poetry
frustration of love, as well as the means wj ‘

th \VhiCh 1t Covers
plenty of poetic and cultural identities, mcluding  poceic
Modemnism, have not been seen in their worthy rights as such

Instead, Browning’s moral, philosophical and religious
approaches to life and art at large seem to have been more
interesting to his critics and readers alike since the end of the
nineteenth century. It is as if, just because the poem is about
love, means that most of its details are somehow known, or

given, or experienced before, or something to this effect, and
therefore it is acce

ptable to ignore them? Nothing, of course,
coul

d be further from the truth, as this article will continue 1
show

. At each comer, and with each stanza, phase, rh)'mg’f
rb}Thr_n, question or hesitation, there are abundancee are
SIgnificance and richnesg of implications, but above all, ther
comp]

exities and potentials for revelations.
1

o -3 Stretched Interpretations and Views: and [
"'It‘her approgches to Browning’s love poetry at ‘1arg6,mew
far-fetched i g , g

For ey nteTpretationS of the poem both recent and

aTmPle, ussell M. Goldfarb suggests: i

V(':Ctas-k Cvotees for a fresh reading Ofak 0

distiﬁnan Masterpiece, however one must SPe o

und C‘t 191’]68. My paper suggeStS ?, based
erstandmg of “The Last Ride Togethel'

d
Upon the OB o WO
“ride» S OW vylga coitional meaning of !

- Wit d nece

L1 a8 &
. :  title &
ssary qualification, the W
\ L \SI\ w \J}’f

y A

“The Lagt .
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(‘ultural an A obvious thing to say about almost
| Sy liffered from other poets

7 em .

[t may . owning ¢ :
ut Bro

any P}’et’ lt))le o express not only the love of his
in beiné * . love of the hearts of all sorts of

H dramatized every kind of love from the
; the sensual. One might say of him that
N other poet in whom there was so

the obsession of love and so little of the
ex. Love was for him the crisis and

est of a man's tife. (Lynd: 1919, 8)

rse, critical approaches that thought to discuss
as a mere reflection of his philosophy in life
ligious. Here is Henry Jones arguing that:

In attempting, therefore, o discover Robert

Browning's philosophy of life, I do not pretend that

my treatment of him is adequate. Browning is, first

of all, a poet; it is only as a poet that he can be

finally judged; and the greatness of a poet is to be

measured by the extent to which his writings arc a

revelation of what is beautiful. (Jones: 1891, 14,

15)
A simple attempt either to re-envelop his work within a larger
upderstanding of human sensations of love, or put the whole of
his art aside in service of another medium of understanding
gghgﬂher; be it ethica?, religious or humgmistic. The specifics of
particz?aerrln 1§ rarely dlscgssed or even viewed in themselves as
iy Cha ;’l Sl’gnlf.zlcant either ontologically or c-ulturally. J‘ohn
this attitl:l)ld eaan, Emerson and Other Essays” (1969) justifies
Simply above l}’ actually viewing Browning’s artistic spirit as

) lterature itself! He argues:

cople-
Spiritual t
there never was an
much of

obsession of s

There are, of cou
Browning’s work
both ethical and re

iﬁ(‘:‘;‘ng l“ﬁlllever really stoops_ to literaturg; he
rOWniILe unctory obeisance Fo it. The truth is that
ot be Ig{ IE cXpressed.by h1§ defects. He would
technica] obert Br9wnlng without ttllem.' In 't}'le
fownin part of his art, as well as in his spirit,
g represents a reaction of a violent sort.

S e »
%“wu%. ‘4o
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pain of their unfulfilled longings,

165)
Similarly, but much less recent, Stopford A Brooke
Poetry of Robert Browning” (1903) argues:; €5

~ But 1 do not think Browning was ever quite yoy

save at happy intervals; and this falls ip with t[}],!a

fact that his imagination was more intellectyg| tha;

passionate; that while he felt love, he also
analyzed, even dissected it, as he wrote about 1t

that it scarcely ever carried him away so far g5 t(;

make him forget everything but itself Perhaps

once or twice, asin The Last Ride Together, he
may have drawn near to this absorption, but even
then the man 1s thinking more of his own thoughts
than of the woman by his side, who must have
been somewhat wearied by so silent a companion.
(Brooke: 1903, 245-6)
A vyear after, Edward Dowden’s “Robert Browning”,

exemplifies his view of Browning’s poetic approach to
love:

( Bnhm:21)n(,

1¢

In The Last Ride together, the lover is defeated but
he is not cast down, ... In these examples, though
love has been frustrated in its aim, the cause of
failure did not lic in any infirmity of the lovers
heart or will. But what if the will itself be supine,
what if it dallies and delays, consults the
convenience of occasions, observes the indications
of a shallow prudence, slackens its pace tOWade
the goal, and meanwhile the passion languishes
and grows pale from day to day, until the day of
love has waned, and the passion dies in a twilight
}?Our through mere inanition? Such a failure a5 this
Zcrcms ' Browning to mean the perishing of 2 soth

In 4 chaslfclrmre.soms than one. (Dowden: 1904, 16?/)6,,, Robﬁ”
Lyng’g “Old c:n(tiled “Browning: The Poet of e years alle
DOWdcn, very Nd New Masters” (1919) a few

Much similarly argues:
\ i ’ | W
£ El

(5
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O lism 1n
le Y sthetic Plura
8y, Da \ and A® | .
arg, madrate ! cultlll"‘l, only particulal‘ly NOW? Yet, the presence of i
6§ ng T? by e D W’ as sem, the «master-thread of subjectiveness
irned, by iy, | oper sogo” iD the (Ii)s R é 68, 3), what Browning himself calls
" Way o My | 1 ttleship S W(t)g Romantic influence in his poetics, even
Wac.cordig“‘ld, \ Wyrics > tes‘t‘lﬁzs,, s balanced bY the detachment of an invented,
; emems g1 | when such "¢  ate personamy doing the speaking n the poem.
: fouowéd g \ scemingly s‘?m o rt;mtly As Jeorme McGann observes; a
Tnettp, put, MOr® f «wants his language t0 enact the kind of
ko omanti® which he takes to be the enginery of the
‘eS‘ S’mpathetlc eXChaﬂges . 1 d” A h h-
! Why )veming law of the physical and human world”. \s such, his
OWn the | gfyricism” is “a poetic language Of 1mMAges aspires to the
nd space condition of music”. His poetry is torn between two forces; “first
solute for | a gap in expression 1s open when an effort 18 me}de to render an
Nt eternal \ .dea in positive language. Secondly, and more importantly, the

failure is itself part of the process that the poem addresses”
(McCalman (ed.) et al: 2001, 277). Similarly, the lyricism of

tan Tzara, in his , ) « - ”
“The Last Ride Together” 1s torn between a “positive language
of suggestion through figuration and depiction, and a “negative

“7;22;;}1.1:; \ language” of failure to enact precisely the speaker’s sense of loss
peist j and frustration not only with his love, but perhaps much more
k; the mad | significantly, with his language.
he regardS 1.2 Generalizations of a Love Poetry:
ows how to :l:he second problematic critical attitude towards Browning’s
cework of The Last Ride Together” tends to basically lump it under a
7) st :(‘;;e general heading of “Browning’s “love poetry” emphasizing
thef” repres® ¢ Poetlc traits at large while ignoring the particularity of this
oSt gec) poem’s progressive registers altogeth
o s mo e lss 50, this eip gisters altogether. Both recent.and much
L (31‘501131 s F only di’ 8 ‘Cr1t1ca.1 attitude would sometimes be satisfied with
1© It)he poem ; o °0ntextszli~ssmg this poem in the context of another, or in the
n ﬂorms Oofou“d g6, Ther analy'zmg Browning’s personal feelings of love at
he 708 preopm O legs t 1;3 are lltera}ly tens of articles and books offering, more
the taﬂd.mg' o i uspici,on ali Same 1dc?a, Here is Arnd Bohm’s “Increasing
ders” el 56 rowr?im Browning’s Grammarian” (2006) arguing:

di tmany Ng treats love as many things and from

points of view. Most of his lovers, however,

are fru
Ove g Stgateq and unhappy, their vision of an ideal
ntalizing dream which only intensifies the

Sy §
G e .
i o ENEW is
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of the world, as opposed to the scemingly o g
| ’ . : . e . O Uty
reality of the world. For them, reality s, More ral ¢ “py
. ~o . N e . ) ()r . df o
man’s own perception of 1t and not the Other w ' % gy,
a ¢

matter and life are all concepts made, or rat
Man, in their views, fabricates reality,

! aroyy,
er dcﬁnc(
not the Other y

Yy
¥

1| .

Man’s claimed deficiencies and Shortcomings . Y arg
. . . ace

many of these modernistic avant-garde In()v;lr:()rdnrmg o

therefore, worthier, as an ents, .

an aesthetic source, to pye followeq .
focused upon. Here is French poet F.T Ma ﬂineni'&d an(
- * . y . ~ . S W .
Foundation and Manifesto of Futurism” (1908). The

We are on tl}c cxtreme promontory of ages! Why
look bgck since we must break back downp the
mysterious doors of impossibility? Time and space
died yesterday. We already live in the Absolute for
we have already created the omnipresent eternal
speed. (Chipp:1968, 286)
Similarly, French Dada and symbolist poet Tristan Tzara, in his
“Lecture on Dada” (1924) argues:
The Beautiful and the True in art do not exist; what
interests me is the intensity of a personality
transposed directly, clearly into the work; the man
and his vitality; the angle from which he regards
the elements, and in what manner he knows how 10
gather sensations, emotions, into a lacework of
words and sentiments. (Chipp: 1968, 387) s B
This is precisely what “The Last Ride Together” represe“io’m
modern concentration on Man’s deficiencies as his mOStlpéfeCamS;
attributes. This stanza’s implementation of the persond” = e

_ : NP em ®
wishes or fantasies of the speaking voice 1 the po any
.btmth,,

. s O "
of things, questions not only the norm®

Cote e e pro
objective understanding of existence, but the MO ’ peopl

acc : ding. f
“eeptance of the repercussions of such understal™? o

) ‘ ‘ - ing thelr

: fnPly accept perceived reality as such, including |

c:,r ;)lugh convincing  sensations of inadequacy Jwe aw“{‘

“t:isu?gcas, our very stance in life: why indeed Shouhould we &
ride with the bClUVCd as the last onc; why S

——

£ 4y E
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al and Aesthetic Pluralism in Robert
bines and after the introduction of the
tercontinental ~cable, photography,
anesthetics and universal compulsqry educa.tion —a
late Victorian could look back Wlth aston.lshn'mem
on these developments during his or her life time.
(Abrams (ed. Et a‘l): 2000, 1043) , -
gut, much more Signiflcant’l’y, the stapza S pr1v1legmg'of the
wqow” as an “absolute value .spcaks fh.rectly to the pamcularly
Modemn mentality’s break with tradition and valuing of the
- an condition with all its claimed deficiencies and

British critic and philosopher Barry Smart,

Cultur
farmer’s com
telegraph, 100

hum
shortcomings.

explains: '
Modernism is a cultural temper pervading all the

arts; as opaque, unfamiliar, deliberately disturbing,
experimental in form, and disruptive of memesis. It
constitutes a response to late nineteenth century
social changes in sense perception and self
consciousness which arose from space-time
disorientation associated with fundamental
transformations in communication and transport,
and a crisis in self-consciousness following an
erosion of religious beliefs and values respectively.
The emphasis of modernism is upon movement
and flux, on the absolute present, if not the
) future as present. (Smart: 1990, 19) (My bolds)
The Penguin’s Dictionary of Literary Terms” (1998) puts it in
no clearer terms:
As far as literature is concerned modernism reveals
a breaking away from established rules, traditions
and conventions, fresh ways of looking at man’s
Position and function in the universe (in some
cases remarkable experiments in form and style.
Othey ;S;ltddon ():1998,515-516)
egin;xing I:FIarly mt(gdern, htere}ry and artl'suc”mgveme.nts ’a’lt the
Uregligy t}ile 20™ century like “Futurism”, Dada}‘sm and
Preseny ave all put to practice this idea of “absolute
+ they emphasized man’s internal views and scnsations

S {ge o
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“The Night’s Tomb”(1817 ), Samue] . Na yRaghw‘m
many more. aylor C”‘Lrid
“Permanence” hag constituted, Perhapg t Be, g
aesthetic value in Romantjc Poetry, Ev’cn h t Sougy,
was, more or less, defined by an implicit de‘.elr love L'an.n:,-
represented by the perpetuality of Nature’g t: 'fC O pg a::tu.-.
rejection of what is morta represente b%}“ Y, an aSln?;l
sadness over Man’s short Jife. The Romap Y their o
offered readers ways to look fo ° Mranse .

7 ¢ To
nsations that are Congip,.
Critic Jerome Mg, OW g

in his interpretation of Worclcsilfl(jnlhh‘C
S

limited beauty, searching for se
eternal. This is what British
Romantic “vital force”
poetic view of nature:

When Wordsworth detajls his “forms of Nature”
birds and flowers, rivers and mountains, the
weather — they constitute part of an expresgiye and
organic system. Even individual human lives are
part of this vast system. These “forms” are the
local habitations and the names - literally, the
apparitions of a vital force that subsists everywhere
and nowhere, (McCalman (ed.) et al.: 2001, 274)
This stanza of Browning’s “The Last Ride Together”, as well as
the whole poem, breaks with this Romantic tradition, not only 0
enrich the psychological impact of its attachment to its concc;tﬂ
of love for purely dramatic purposes, but more %mpoﬁant{y’ oof
privilege the particularly realistic / Victorian Vatl}‘]l; s
understanding the necessity of the present as opposed 10 ¢ P

or the future. Ag “The Norton Anthology of English Lite®
observes: any
The rapid growth of London is one of the I?lt 0
indications of the most important developmen the
the age; the shift from a way of life based :nomy
ownership of land to a modern urban € end of
based op trade and manufacturing...BY the powcr
the century after the resources of the stea™ ay>

1 ¢
had beep more fully exploited for fast ™ " nd

. ) T l‘cSSeS’
and irop ships, for looms, printing P W
- wu')}’e
- ‘4 !
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A thetic pPluralism in Robert —
d Aes

), ever
N e still ride on,
g notin kind butn degree,

L de eternity,=-
(hat I and she

B ;;lt\x‘ml ma
~r ride?
together, forever ride”

ve two

\nd heanven just prove

4o nde
the very first thing that we might
nza is its concentration on the

~.uphoric destruction of any “fixable” idea of the “now”, and
o+ sssociation, also any fixable idea of the “then”, both past and
“rure. The most brilliant account of human existence, in this
{inza’s view, is simply the enrichment of the “now” to include
Al time; to explode into a single moment of sensation through
the figurative cessation of the natural flow of time; becoming it,
iber than living it. No matter how valuable this particular
moment is to the reader or even the implied author, the idea of a
,“.:'c’scm that is actually more significant than any hopeful future
L’le\“ :lczc:irabileﬂg:.ztf btrea‘ks with one of thf;‘ most speciﬁc
Pemanence” as a m er;dnts of. Romantlclsm: thz}t 1S
0 life g e h'eans of both rejecting the temporality of
e Confimons” Ofc' m}g1 transce;r‘ldent.ally for the “permanent”,
Ve need only 10 };m short, the “sublime”.

ks of ROmantiC'ave a glance on some of the most famous
e g, 1sm to observe how prevalent this aesthetic

0 _
Wy, Ymandias of Egypt” (1818), “Love’s Philosophy”

)

( e Od t . E3]
e ¢ 1o the West Wind (1819) Percy Bysshe Shelley,

L

N N d Gre 1 » ¢
enchopyn "Cc)?n Umn”, “Ode on Indolence”, "Ode on
he'(1814 ==€_10_a_ Nightingale", and "Ode to

Cnurally  speaking,
L mediately observe about this sta

“imn® e Oh ; L . e
:‘ L N \Vimcr,anea(ts’ Tf) spring” “To Summer , “To
AL, Yonder [ on l (1792) William Blake, “My Heart Leaps
% Dregpy (18(;)2}’ as a Cloud”(1807) Willliam Wordsworth,
), “Answer to a Child’s Question” (1802);

NH’
i £¥9
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e —— Dr. Nagy RaShWan
in Browning’s.aesthetlcs, to add o 1ts more basic
ture, often dlalecnc'ally comb.me t_o produce g h
ntaancc'towards humanity and its implied conditiop thay deepe,
;elievcd- “The Last Ride Together”, both in termg of cOm‘;‘:tlally
general structure, offers an example of a Brownip 'S poeitlincd
which not only attests to some of. the major Values Sf
Victorianism, Romanticism and Classicism, while Contestjo
others, but paradoxically also prophesizes the yet- t0~co:1g
Modern ones. ’
Martens’ argument attempts as much to re-establigh the
distinctions of Browning’s poetics from his Romantj
predeccssors’, as to confirm its definition within the confipe of
the poetic tenants he has helped to form. For Martens:
The confrontation with the Romantic values on the
level of content is mirrored by the clash on the
formal level between the Romantic authorial voice
and Browning characteristic dramatic method.
(Martens:2011,255)
As we shall see in more detail shortly, Browning’s “The Last
Ride Together” offers exactly this kind of authorial voice; whet
Nettleship calls “master-thread of subjectiveness” (1868, 3) both
1 Romanticism and in Modernism alike. It is what this al:tlde
Seeks to establish as a form of modern multi-dimensgonﬂ:
I:I;JEtlc-self that performs more than simple confeSS;lt‘l’l‘;:
onologues going into wider areas of aesthetic and e
Pluralism e establishing jtself as the centre of ifs
heterq . g 1isell as f poetlc
oo SEEOUS poetic world, The kind of supremacy 0 P e
*80" displayeq i the love cencat; £ the poem estifies to‘t
romantic side of € sensations 0 P d

- qide
. 1 1 ) iSth7 sl
are displaye this self, while competing, more realistl 0

. : tons

dilemmyg £ M 1ts deep desires for practlcal S°1us,, in S

SCOurge o1 love, anq Inclusions of definite “Othemesis athe!
. e ’ ' o1

Sin it o POCM'S challenge to Romanticis™ ural and

Ctic valué:JeCtion of one of the most significant (,:,u t'
txct U, for the saﬁ(f Romanticism; that is “permanenc® *  pt?
¢ Poem - Ol this ar ¢ only 8?
Here i oy, "gU_ment, analyz !
ast stanza: 50 lon

And yet--she has not spok? ,
W
\A . K &)’f
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qlism in Robert
Donald S. Hair’s “The Dramatic

wning: A Literary Life” (2007) also
the main poetic definition of

d Aesthetic Plur

Kenned}”s &
f Robert Bro
effects as

(_jultlll’al an

chhal'd S
jmaginatio? o!
takes dramatic
Browning s poetics: o is tho most
Browning’s «Men & Women 18 t
important collection of short poemsS in the 19
century SIince Keats...The two volumes contain
f immense variety and vigor,

fifty one poOCMS 0 ‘
‘x mono-dramatic poems that reflect life past and
| .. Browning displayed his complete

, ‘\ present
\ command of the mono-dramatic form (Kennedy et

s initial al 2007, 264)
ificance Perhaps, with this fact in mind, it is time to ask the question: has
were felt Browning ever surpassed this form in any of his works?
. obvious \ “Surpassed”’; it is written, not abandoned or changed? And if so,
rly all are in what poetic manner; and how significant this manner is, both
of poetic culturally - and aesthetically? Is Browning’s “monologues”,
1 umbfe“a dramatic as fchey may be, are as two-dimensional or flat, as most
mmﬁons 0 \ ‘rﬁ;hese cnths’ suggestions’ imply, or do they carry within them
utio s x | Hof‘: aesthetic and f:ultural dimensions than initially thought?

fo would such dimensions affect our very definition(s) of

0% \ tzose monologues?
S we sh . _
all see later on in this article, while “dramatic

t . | m()nol 3
new ipind ogue” seems t - o
o \ desthetic s to cover some stylistic aspects of Browning’s

e GOV s O gnature, his poctics in s
| staﬂdﬁ}g ot Yample, the kind’ 1$ poctics imply and exhibit much more. For
;‘ -Sblﬂg 1 TOgethe 0y . Ot poctlc “»Sclfn 0ffc1'ed . “Th. ] )
Sto® " ¥ o her” eries multi-dimensionali i “The Last Rice
cop® 0 yp'“’a\ . ' than one ¢q dimensionality and heterogeneousness on
, s WP Wy mpositional level. It arti ot it 3
, 25 % o eﬁn_‘ut also a dynam; . It articulates not just itself as
Leoo “Mi\af\y‘s \ N ;t::n of an involvefimc d‘foncept of a beloved, a vibrant
1 \ ann 13 au ) M
07 _antt® .‘ﬂtﬁf‘fz-‘o | lifg 3 MU, “ego” oy lence a}nd a higher, transcendental
Y ¢ G » Whose omniscient narrati
| Moty o 0Arth needs ang narrative knowledge of
\ Steng O *selves» nd shortages reflects this complex

» Whi
) modern otklgrl s'hould.very much be looked at as
phr i ePendence o imension of Browning’s poetics is
Beglg, PPATENE i this classical stylistic values of balance
- 1S poem’s rhythm, rhyme, imagery and

hes
~ € mod
N Odern, romanti
nt : - .
WS 1c and classical dimensions
YV
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Dr. Na
Looking at all his works in the four 5 leaShwan
0 Umes .

which they are at present published, we f; n
has not written a single poem or piece Id that e
not confess to be more or less dry thch doeg
nature... Now, though this dram Matic iy jg

: atic it
obser\fable, it must be admitted that %1:311? 18 S0
portraits are, and great as is his powe:r to del?rsl .

Cate

all human passi '
B o WOEESSSE‘;H,SZheiIEV;S.no poet the fabric of
riably susta
master-thread of subjectiveness. (N ted by a
3) - (Nettleship: 1868,
It is not by mere chance that ST
defenders / elaborators have a.gree(;n xythgfcr}z;?imgs. i
of hig poetics’ very unfamiliarity and obscurity er}elingrnﬁcance
by. hls immediate contemporaries, as well as, on itswc?l;e'felt
abl.htles to surpass established poetic confines. Yet, nearly a\ﬁ(:;z
B e s e e
of Browning’s work v ologue”, as thp a}l—conﬁn}ng urpbrella
. vithout ever questioning the limitations of
th%s assumption. The richness of Browning’s contributions 1
this, then new, form, seemingly allowed hope only for
elaborating its technical complexities cather than also throwité
light on the kind of poetic prophecies and entanglements i ﬁ}ight
have been offering as well. They, themselves, were complainisé
about _the limitations of contemporary Llndersta{ldi?gs Zt
Browning’s work! In hindsight, it scems almost astomshlnfg el
they also had to stop so short of questioning the scope ° o
Own definitions. Namely, “dramatic monologue”  ° tfﬂp ¢
stylistic or formal definition is simply ' n-arr{:,rly i
accommodate the whole of Browning’s poetics, P2 0%
The Last Ride Together”. This is true, as we shall :qec’of POetic
(S)Zﬁl‘)'mh contextual variations-(such as the Comp.lexlt};» ) .ai;
Victoria::ind aesthetic value systems (Classicts™ o
owever SII;loand Modernism. ng’s 1°
very diff, re recent account.s of . Brown! ard- for ¢
erent from Martens’s in this very reg

¢Y 1



nterpretation of 4
c and intellecty

¢ generally bee

the invention and
that book, pethaps,
qed both the poetic
faced by its initial

from the

entirely
speaker.

ypon the

helps’s «Robert Browning: How to Know
ents On the dramatiC nature O
fim” 17 peory of PO » More sign.iﬁcar.ltly, it comments
Browei® f critical rejection with which his poetry was r&et
on ¢ am? oowere initially unfamiliar with 1ts “uncout.hness :
{sewhere €Xpresses it,
inciple, always an

was always dramatic 1 Prl : |
attempt t0 interpret human life. With that large

qumber of highly respectable and useful persons

who do not care whether they understand him or

not, I have here no concern: but to those who really

wish to learn his secret, I insist that his main

i tention must ever be kept in mind. Much of his

so-called obscurity, harshness, and uncouthness

falls immediately into its proper place, is- indeed

nec;ssary...Browning's love for the dramatic was

so intense that he carried it into every kind of

The sa&ie\t,riyeglﬁt he wrote. (Phelps: 1915, 28-33)

s, past o ars l‘)een expressed time and again by many other
For example; Joi;s;nlt\} ttlt(;ugl} sometimes with slight variations.
Eg:‘«l:ry” (1868) Spee;ks Cofes‘f};}ﬁ: LEssays' on Robert Browing ¢
bothe};t of another two poem ‘;C e I}}de Together™ in the
Ny tom his volyme “Dy s “Cristina” and “Evelyn Hope”
poezf:nltial:ivis of what healzl;ilsc ‘}%Y?cs’:,(} 842), as all simpD;
‘:‘Sl.‘ccessfui lo ove among the Ruailzls’fe lm Ve, while 'Other
Slmplee ve”, For Nett] hip. ( 955) representing a
Hough” to be discuess b, “The Last Ride Together” is
“hile g “Ween men angd \;zd merely in terms of the natural
men (Nettleship: 1868, 16, 25)

gy, o Whing’
Cin Poetics
Natyre. a5 a whole is seen as categoricall
rically

¢Yo
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in their turn, by two speaker/poet larger mong|q
ical Browning’s long poem that speaks to the BUCS, offe, |
age. As Martens herself argues, it reflects Brownirl,) O,et‘fS Of g
realization that a poet and his work are subject to th eg S “growip
competing literary tastes at a time when literature ils’fzssures of
increasingly commercialized” viewing the ric}messecomin
monologues as meant simply to “emphasize the relatiof his
individual perspectives” (Martens: 2011, 167). VIty of
It is, of course, m}e tl}at Brown_ing’s major poetic achievemey
concerns his contributions to this particularly Victorian poetics
Martens’ argument, as most others’, testify to this fact, Sincé
1908, when Curry first published his landmark work “Browning
and the Dramatic Monologue: Nature and Interpretation of an
Overlooked Form of Literature”, aesthetic and intellectual
curiosities over Browning’s poetics have generally been
confined to his major contributions to the invention and
enrichment of this particular poetic form. In that book, perhaps,
for the first time, Curry has critically framed both the poetic
features of this form, and the difficulties faced by its initial
readers:
What was the chief cause of the almost universal
failure to understand Browning? Many reasons are
assigned. His themes were such as had never
before been found in poetry, his allusions and
illustrations so unfamiliar as to presuppose wide
knowledge on the part of the reader; he had a vety
concise and abrupt way of stating things. Yet, after
all, were these the chief causes? Was he not
obscure because he had chosen a new Of unusut'll
dramatic form? Nearly every one of his poems 15
written in the form of a monologu® which;
according to Professor Johnson, "may be termed 2
novelty of invention in Browning." Hence fo the
average man of a generation ago, Browni’s
poems were written in almost a new languag®::

: is
The monologue, as Browning has exemphﬁcd i
peaker 1

one end of a conversation. A definite S
s
L L .
£vs I A o
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. and immediate form (dramatic
language (“a"r?tﬁvitl?iflz Ie)l'(c)tzr:t)ion to the more genere}l cultural
monologue) WIth?cal ideals  under-laying _ this very
and  philosop ntent triangle. The true cultural impact of this
laﬂguage/form/co this article claims, cannot be' dlYorced from
particular po?n:fimen sions particularly with their wide scope of
those kmd; Ou h. not one, but four generations of poetic 1mpact;
inﬂuencéltasrgicigsr;l, Romanticism, Victorianism anq Mode.mlsm.
gir:eii};n this, three major critical attitudes Qan be distinguished.

The first, and the most famous of thgm all, is' this appf0a<:lh
which sees “The Last Ride Together’f, n its totality, as a simple
continuation of Browning’s “dramatic” influence, offerlng part
of his contribution to the narrative monologu§s of which .hl.S age
is most famous, and in which his poetics has o.ngma.lly
established itself. Most recent of these approaches is Britta

Martens’ “Browning Victorian Poetics and the Romantic
Legacy” (2011) in which she argues:

The self-division into author and speaker on the
model of the dramatic monologue allows
Browning to articulate his challenge to authorial
authority — both his own authority and that of poets
~inthe Romantic tradition (Martens:2011,25 5)
Significantly, Martens’ suggestion of a “self-division
and speaker” g part of Brownin
technique, typically underwrites,
of what thig article conclude
Modernistic poetic self, in
both  asthetical

into author
g’s characteristic monologue
perhaps un-intentionally, some
S as a form of “fractured”
“The Last Ride Together”, who is

everthel Y and culturally multi-faceted and plural.
il tless, the term “dramatic monolo gue”; seems 1o be the
pemo"eﬂng definition of

Brownin oetics, for Martens, and
PS also for P

"eA50ns to, most of Browning’s readers, and for good
or CXa , )
Ring g Ple, Marten’s analysis

d the Bo o of Browning’s long poem “The
but ten g © B0ok (1864), in which he utilizes, not one or two,
fferent Monologues b

y nine different characters framed,
N R

AN

TR
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Romantic, Victorian and, more significang Nagy Rashy g,

in this particular poem — as well as the W);’ MPdern e
woven together in a unique aesthetic anq g Slm Wwhic thl;slons
help widen the horizon of understanding OfuBtural fabri, .Y i
at large. This mosaic of aesthetic effects androvmin ’Spo?t-ay
over most known eras of cultural history, SeemShades, spannilzs
universalize-able work of art for conu:;mplatsi t0 offer 4, &

. y
appreciation. o0 ang furthe

1. The Problem: Critical Scope

1.1 Dramatic Poetry or Dramatic Monologue:

In his “Writing Degree Zero” (1953), French philosopher ang
critic Roland Barthes comments on the responsibilities of
“literature”’ beyond its immediate form or content:

It (literature) too must signify something other
than its content and 1ts

individual form, something W hich dcfmcs its l'umtfi
and imposes it as literature. . .. Classxcal‘&ﬁ.cou}ls
have no sense of bemng a language, tor’ . :\‘.“
language, in other words 1t was trunSParft‘;le;uv
flowed and left no deposit, 1t bmu%h:ivlc -
together a universal Spirt um_l hd'cc;‘m.lt 5
without substance Of I‘CSI““‘-“b'm)' 1 ounds
language closed by <ocial and not
" (Barthes:1953, 1-3) (my brackets) 1

et

es 1

o makes

e arthes 00,

In more than one sense, the distinction Ba,;cfibes the P;,mng-‘
‘ s . , Q C- )

‘closed” and “open” literary languag®™ B s

. t ¢
this article is willing to face in .rclatw; i ,bothrgr- %
masterpiece. Most readings of this pafm“lar - on gen® i
and past, has, more or less, tended t© approd® abel O o .
it polarizing bases, in service of a spec! 'w ]ar meaﬂ

a
71 : 1 fev
(Victorian or pre-modern), offering a paf

Y
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Cultural and Aesthetic Pluralism in
Robert Browning’s “The Last Ride Together”.
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Faculty of Arts, University of Damanhour, Egypt,

& Currently Seconded to
Faculty of Sciences and Humanities, Houtait Sedair,
Majmaah University, Kingdom of Saudi Arabia.

Abstract:—
Generally known for his rich dramatic monologues, as one of the
Victorian age’s most prominent poets and playwrights, Robert
Browning’s (1812-1889) “The Last Ride Together” from his
volume “Men & Women™ (1855) offers a particular mixture of
Modem, Victorian, Romantic and Classical dimensions that has
rarely been approached in their rights as such. The poem itself
represents perhaps, as British poet and critic Arthur Symons
once said; “the noblest and most truly unique’ of “all love
poems™ (Seymons”1906, 125) for its particular insight into the
specific, moment by moment, tribulations of both; the interior
sensations of longing and love, and the anterior practical
responsibilities towards social reality at large. Critics, such as
Goldfarb (1965,255), insist on an interpretation of this poem as
basically sexual! Others, have swept it under the all-covering
P;lbrella of “dramatic monologue” of which Browning is most
(Mggus ,\Curry:1908),  (Phelps:  1915),  (Drew:1970)
poc f?ns.2()11)_ Many more critics have commented on this
™S moral structure or message (Chapman:1969, 187),
Uones; 1189114 i7e i h
Narroy, gener" ). or atterx}pted to categorize it under some rat. er
(Nettlogh: IIC dlChgtomles of male and female expressionism
Ride Togé)t’h %68,. 10,]7): ~This article will approach “The Last
f texty) str(:lr slightly differently. Depending more on analysis
"0 Teye] t k‘fture, rather than simply form, or style, it attempts
"aiable ® Xind of aesthetic and cultural philosophy underlying
the 505 of Olces ij Vocabulary and phraseology, while defining
orld-view jt advocates. Understanding the Classical,
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