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The Lyric Poetry of Thomas Carew
1. Thomas Carew, whose name is generally pronounced ‘Carey’ and who may have sounded it that way himself, was born to a well-connected and influential family, and studied at Merton College, Oxford, and at the Middle Temple (one of the Inns of Court where one could study law).

2. He spent his life in various subsidiary diplomatic posts visiting at Venice and Turin, and elsewhere. He served as secretary to Edward Lord Herbert of Cherbury, George Herbert’s elder brother, in Paris. In 1628 he became a Gentleman of King Charles I’s Privy Chamber. 
3. Carew was a courtly poet, in two senses: 

a. Firstly in the sense that he participated socially and culturally in the Caroline court, that is, the court of Charles I. Carew died in 1640, just prior to the outbreak of Civil War; had he survived into the 40s, he would undoubtedly have been a Royalist, as was Richard Lovelace. Carew’s poetic friends included many writers in courtly circles, including Sir John Suckling, who was also a friend of Lovelace. 
b. Carew helped to develop a courtly style of poetry. Caroline courtly style is the counterpart of the Elizabethan courtly style of Philip Sidney. Carew was influenced by Sidney, but he was even more influenced by a poet of the Stuart court, Ben Jonson.
4. Carew was an amorous courtier and a dedicated and skilful poet, devoted not only to Ben Jonson, but also, despite his plain-speaking, to John Donne. He knew both poets and allowed their lyric poetry to influence and shape his work. Carew met regularly with other ‘Sons of Ben’ at the Mermaid Tavern and from a critical perspective he might reasonably be regarded both as a Son of Ben and of the School of Donne. 
5. He wrote masques and a range of lyric poetry, including psalms, songs, and occasional lyrics, such as his ‘Elegy upon the Death of Doctor Donne, Dean of Paul’s’.
‘An Elegy upon the Death of Doctor Donne, Dean of Paul’s’
1. Carew’s Elegy is a major expression of the Caroline poetic temper, and ‘one of the most significant essays in criticism that the age [the English Renaissance] produced’,
 employing language derived from Donne to praise him for his anti-classical originality. He praises him for having ‘the lazy seeds / Of servile imitation thrown away, / And fresh invention planted’ (ll 26-28); and in so doing, of having ‘opened us a mine / Of rich and pregnant fancy; drawn a line / Of masculine expression’ (i.e. stylistic power and sinewy strength) (ll. 37-39). Carew commends Donne for the emancipation from convention and imitation he brought to English poetry.
 Yet Carew predicts:

Thou shalt yield no precedence, but of time

And the blind fate of language, whose tuned chime

More charms the outward sense; yet thou mayst claim

From so great disadvantage greater fame,

Since to the awe of thy imperious wit

Our stubborn language bends, made only fit

With her tough thick-ribbed hoops to gird about

Thy giant fancy, which had proved too stout

For their soft melting phrases.






(ll. 45-53)

2. The high estimation in which poets held their poetic fathers in the sixteenth and seventeenth century is illustrated by the fact that on the death in poverty of Edmund Spenser, whose singular influence on the direction of lyric poetry is rivalled only by that of Ben Jonson and John Donne, Spenser’s coffin was carried by poets who threw their verses into the grave with him. Carew closes his ‘Elegy upon the Death of Doctor Donne’ with the lines:

Let others carve the rest, it shall suffice

I on thy tomb this epitaph incise:

Here lies a king, that ruled as he thought fit

The universal monarchy of wit;

Here lie two flamens [priests], and both of those, the best,

Apollo’s first, at last, the true God’s priest.







(ll. 93-98)
3. ‘Wit’: mental quickness or sharpness and intellectual powers, and literary or poetic talent or skill. It is this which Donne is judged to have in abundance, and this is why he was so influential in the ‘holy company of good poetry’. 
a. ‘Wit’ is judged by the invention of new antitheses, paradoxes, witty metaphorical expressions, and ‘conceits’. These are a product of intellectual ingenuity, a capacity for finding likenesses in the apparently unlike. 
b. The word ‘conceit’, often spelled ‘conceipt’, deriving from the Italian concetto, carried ‘the general meaning of idea, concept, or thought’.
 But when it was used in Renaissance and seventeenth-century poetics to refer to a feature of a work, it signified a metaphorical manipulation of language: ‘Unlike the usual metaphor, where an obvious and close resemblance exists between vehicle and tenor, a conceit stresses a similarity between highly dissimilar elements that must be discovered through thought.’
 
c. ‘Having found an unforeseen relationship between two phenomena, the business of the concettist was to develop all possible similarities and to give them eloquent expression.’
 This gives rise to an ‘extended conceit’, ‘one in which analogy is subject to detailed and ingenious development, often throughout an entire poem.’

4. Carew’s lyric poetry is even more influenced by Ben Jonson than by John Donne. It has been said that, 
[…] without Donne Carew’s best poems would have lost much but that without Jonson he would not have been a poet at all. He could use Donne’s ideas and phrases, and he could give to the poetry of love a half-metaphysical tone and edge through realistic, cosmic, and religious images, but he had very little of Donne’s glancing wit, intensity, learning, and intellectual pressure.
 
5. Carew does not entirely banish ‘gods and goddesses’ as he claims Donne did – his ‘Donne is a priest of Apollo with Promethean breath’. 
6. He does not rely so entirely on his own genius for composition, or on his own self as subject-matter, as Donne did – ‘yet from those bare lands / Of what is purely thine, thy only hands, / (And that their smallest work) have gleaned more / Than all those times and tongues could reap before.’ (ll. 57-60) By comparison, a good deal in Carew is conventional. Superficial feeling, elegant, occasionally outrageous conceit, correct expression – natural both in diction and in order, - musical verse, these are the characteristics of Carew’s work. 
‘Ingratefull beauty threatned’
1. ‘No Elizabethan sonneteer praised, persuaded, or chided a mistress with more extravagant conceits than Carew.’
 The influence of Jonson ensures that ‘[…] classical finish and polish of style are given to the high-flown fantastic conceit of the Renaissance.’
2. The Renaissance constructed a chiasmus, that is, a grammatical figure by which the order of words in one of two parallel clauses is inverted in the other: poesia tacens, pictura loquens (painting is mute poetry, poetry a speaking picture). This came to be associated most closely with the Ars Poetica, as ‘Horace’s defining tag’. Together with ut pictura poesis ‘(‘as is’ or ‘as in painting, so is’ or ‘so in poetry’)’, it appears in virtually every treatise on art or poetry from the early Renaissance to the close of the Enlightenment, as the central theme and presiding dogma of the theory and practice’ of both arts alike. The poetry as speaking picture idea is elaborated in Carew’s lyric with the notion of vividness of description. The highly influential Philip Sidney distinguished poetry as yielding to the powers of the mind an image, a picture, which strikes, pierces, and possess the sight of the soul. 
3. Carew’s poem rests on the assumption that poetic description has power to enhance a woman’s reputation for beauty, which would otherwise have ‘liv’d unknowne’ ‘in the forgotten crowd / Of common beauties’ (ll. 3-4). 
a. Many love lyrics had done the same as Carew in artful pieces of persuasion designed to impress the beloved, whom they supposedly address, with the poet’s accomplishment in having granted her a kind of second, perhaps even eternal, life of fame in verse, in poetry’s speaking picture. 
b. But in all love poetry in the courtly love tradition stemming from medieval romance, power had been accorded the beloved rather than the poet-lover. It was she who has the ‘killing power’ (l. 7); it was always she whose eyebrows were like bows that darted arrows from her eyes (see ll. 11-12), which pierce the helpless lover causing him to fall in love with her.
c. Carew’s innovation rests on his poem’s appropriation of power from the beloved. Acutely aware of the artifice of the figurality of feminine power in love lyrics, an artifice that had been used repeatedly to elicit pity from the beloved, Carew’s speaker responds to the beloved’s perceived ingratitude not with sorrow and pining away, as tradition would have it, or even by giving up the chase, as the early Tudor court poets like Wyatt would do. Carew’s purpose is pointedly and eloquently to remind her of the fact that: ‘Thou art my starre, shin’st in my skies’ (l. 10). Carew’s speaker threatens to destroy her, claiming that her reputation is entirely owing to her poetic creation, her reconstruction in love lyrics, which might as readily be uncreated. He thereby risks replacing the original generosity of the courtly gesture with a more cynical and sensual demand for thanks in some kind. There is a realism that undercuts the chivalric idealism of the original romantic love poet’s gesture. But there is also an unconcealed threat (‘Ingratefull beauty threatned’), that what the poet has ‘created’ he may ‘uncreate’ (l. 14).
4. This poem consists of a catalogue of features – ‘thy voice, and eyes: / Thy sweets, thy graces’ (ll. 8-9). When this kind of description forms the larger part of a poem it was called a ‘blazon’, or more specifically, ‘anatomical blazon’, because it anatomizes the physical features or attributes of the beloved into her constituent parts. 
a. Typically the parts would be figuratively compared or described, so lips are rubies, eyes sapphires, cheeks red roses in snow, and so on. 
b. The verb ‘to blazon’ ‘first appears in English in the sixteenth century’, and is used broadly for ‘to describe’ in a variety of heraldic, colourful or ornamental ways, and for ‘to publish vauntingly or boastfully’. The verb relates also to the English verb ‘to blaze’, ‘to proclaim . . . to publish . . . and, by extension, to defame or celebrate, to depict, to portray’. To blazon is, however, French in origin, from blasonner, and although used so commonly there ‘that it signified little more than “to describe,” . . . its usage was rooted in two specific descriptive traditions, one heraldic and the other poetic’.
 However, ‘[i]n the context of the anatomical blason, the word is generally taken to have the sense of praise (when used as the title to a poem), with the word ‘contreblason’ being coined to designate the opposite meaning of blame’ (p. 11).
 The equivalent in English would be ‘counter-blazon’.

‘The Comparison’
1. Carew’s lyric poem ‘The Comparison’ is a blazon that innovates within the genre. 
a. It eschews the tired conventional comparisons of the genre -  ‘Dearest thy tresses are not threads of gold, / Thy eyes of Diamonds, nor doe I hold / Thy lips for Rubies’ (ll. 1-3). 
b. Instead the beloved is outwardly ‘nothing earthly, but is all divine’ (l. 10). So the metal gold and the minerals diamonds and rubies are replaced with the heavenly solar light of her eyes and the ‘Nectar’ of the gods. 
c. The comparisons are all with the divine, the gods and goddesses of classical mythology – Aurora, goddess of the dawn (l. 17), Iris, goddess of the rainbow (l. 12), ‘Leda’s Swan’, who is in fact Jupiter or Zeus, the ruler of the gods, in disguise (l. 19).

2. The first ten lines of this poem were printed separately in Wits Recreations (1640), followed by an ‘Answer’ written as though by a fellow or rival poet who claims that while the first poet’s mistress might be ‘nothing earthly’ (l. 10), she is rather ‘heavenly’ than ‘divine’, borrowing her light as do many of the heavenly bodies such as the planets which borrow their light from stars. This ‘Answer’ may be read on page 262 of the Commentary in the recommended edition.

‘Celia bleeding, to the Surgeon’
1. The poem is about Celia ‘bleeding’, or being bled, in a surgical procedure known as venesection or phlebotomy, which was used by many and intended to evacuate ill humours that had built up in the blood in the veins. 
a. The anatomical model that makes sense of this derives from the Roman physician Claudius Galenus (130 AD – 210 AD) (Galen). It holds that the after food is ‘concocted’ in the stomach, it is ‘digested’ by the liver which sends the nutrients, called ‘chyle’, via the blood in the veins to the parts of the body. From the ‘chyle’ are derived the four humours – blood itself, black bile, yellow bile or choler, and phlegm.
b. Underpinning the theory of humours, which comprise the body’s consistence, are the ancient theory of Empedocles, that the universe is characterised by the discordia concors of elements, and the Hippocratic dogma of qualities. The table below outlines the elements, qualities, and humours, and the psychological types which are associated with them.

	Element
	Force / Quality
	Humour
	Psychological Type

	Air
	Wet & Hot
	Blood
	Sanguine

	Fire
	Dry & Hot
	Yellow bile / Choler
	Choleric

	Water
	Wet & Cold
	Phlegm
	Phlegmatic

	Earth
	Dry & Cold
	Black bile / Melancholy
	Melancholic


2. Psychology, dealing with the activities of soul in body, stood as it were half way between medicine and religion, looking towards both, and resisting the excessive claims of both. 
a. From the medical sciences it borrowed basic knowledge of anatomy and physiology, and built upon them a theory of how the body’s temperament in health and disease (especially mental disease) may affect the functioning of soul. 
b. In return, psychology contributed to medicine a theory of how emotional perturbations conduce to bodily disease. 
c. It is due to this psycho-somatic conception of illness that ‘foule distemper’ or passion of the mind is capable of unbalancing the humours of the body, producing excess like a sediment that can be found in the blood.
3. Celia, it is argued, is too temperate, too ‘pure’ and ‘untainted’ (l. 3), for there to be any ill humours to evacuate, since she knows no ‘foul distemper’ (l. 4). 
a. Temperance is the virtue that subjects appetite to rational discipline, thereby maintaining the humoral balance of the body and mind. 
b. The lyric is addressed to ‘the Surgeon’, who, in reply, insists that Celia ‘bleeds’ (l. 26), therefore she must have an overabundance of some humour or other to evacuate. 
c. But the poetic speaker appeals to the ‘mystique knot’ of lovers, in which they are so intimately bound together that they ‘in each other grow’, and the blood that flows from Celia’s vein is in fact the poet-lover’s blood, shed by his heart at the very sight of his beloved’s arm being cut by the surgeon.

‘A Rapture’
1. Conventions are often reanimated in Carew’s lyric poetry by the ‘imaginative quality of the writing’,
 and his poem, ‘A Rapture’, is widely regarded as a masterpiece of erotic vision strengthened, rather than kept in check, by the action of wit. Its sexual topography is heightened by the intense precision and accuracy of Donne; its language alludes to, and expands upon that of Donne.
 Indeed, it ‘is far more fleshly and pictorial than Donne’s most wanton elegies, yet the piece is also a serious attack, in the name of ‘Nature’, upon ‘Honour’ or the laws of orthodox morality’,
 upon moral and social constraint.
‘To Saxham’
Carew writes a poetry which constitutes a case for the Caroline court. [Two-thirds of his poems deal with love,
 but] It is clear […] that his concerns go well beyond erotic licentiousness [of which the court stood accused by such as John Milton], but it should also be clear to any attentive reader of his lyrics that Carew’s poise and craftsmanship produce a poetic texture which has cultural strength. This, in turn, may say something about the tragedy of the Caroline court [in the years immediately preceding the English Civil Wars, which commenced in 1642 and ended with the Restoration of the Monarchy in 1660]: the intelligence of such as Carew […] cannot bridge the gap that was opening up between the court and the country at large.’

1. The house celebrated is Little Saxham, near Bury St Edmunds, Suffolk, which was the seat of Sir John Crofts (1563-1628), whose qualities as a host were famous and celebrated, and who more than once lodged King Charles I. 
a. His son, John Crofts, had accompanied Carew to France with Lord Herbert of Cherbury, to whom Carew served as secretary. 
b. The poem is an example of several in which Carew repays gentry who entertained royalty or nobility, in sumptuous lines praising their generosity. 
c. In style this poem is graceful and classical in the manner of Ben Jonson, but more effusive and perhaps lacking Jonson’s distinctively personal good humour and wit. It emulates also the prosaic element in most of Jonson’s poetry, his colloquial tone and idiom, as well as the magnanimous commitment to ‘the good life’ of the ‘Table blest / with plenty’ (ll. 13-14). According to the commentary in the recommended edition, the abundant game mentioned by Carew would probably have come from the extensive warren which was part of the manor – about 220 acres, including a wood of 61 acres. 
d. The qualities which are celebrated in the poem include inward order and self-sufficiency, combined with gracious manners and condescending generosity to the poor. 
e. With the Civil Wars approaching, with their conflict between King and Parliament, the poem defends entrenched privilege, and therefore social inequalities; yet ideologically it does not seem to matter that the poor remain poor and powerless, because in this paternalistic world they lack nothing: ‘They cannot [even] steale’ because Sir John’s bounty is ‘so much’ (l. 58).
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