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THE ORIGINS AND POETICS OF POLISH RENAISSANCE
AND BAROQUE SONNETS

Lucylla Pszczolowska

he first Polish sonnets were created in the second half of

the 16th century by Jan Kochanowski, onc of the greatest

poets Poland has had during its long literary history. Ko-
chanowski was an outstanding renovator of poctry: he repudiated the
old medicval tradition of versified didactic dialogues and treatises as
well as songs with religious content. Enormously talented and highly
educated — at the universities of Cracow, Padua and Bologna — he
introduced to Polish poetry new aesthetic and stylistic values, new
literary genres and forms, mostly lyrical ones that were meant to be
read, not sung or recitcd to music as was a rule both in the Middle
Ages and in early Renaissance poetry.

In their first publication, just before Kochanowski’s death in
1584, none of his three sonnects has a graphic pattern characteristic of
the sonnet, although none of them is written in stichic verse: the
sonnets entitled Do Franciszka (To Francis) and Do Stanistawa Wa-
powskiego (To Stanislas Wapowski) are arranged with two 4-line and
one 6-line stanzas each, the sonnet Do Paniej (To the Lady) consists
of three 4-line stanzas and one 2-line stanza. For this reason pro-
bably, the fact that these three poems are sonncts was not noticed for
nearly threc centuries. Another rcason could be that Kochanowski’s
sonnets are scattered in his large cycle called Fraszki (Trifles). Only
in the second half of the 19th century scholars investigating Kocha-
nowski’s writings began to talk about his two poems, To Francis and
To Stanislas, as sonnets, emphasizing that each of them consists of
14 lines and has a rhyme scheme typical of a sonnet. In the first
decades of the 20th century this opinion was alrcady cstablished in
Polish literary history and the third picce — To the Lady — was recog-
nized as a sonnct.
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However, there was not than and there is not even today agree-
ment of opinion concerning the sources of inspiration Kochanowski
drew upon when introducing the sonnet into his poetry. In the
second half of the 19th century there existed already two attitudes as
far as the patterns of some of Kochanowski’s new (i.e. not connected
with ancient literature) topics and forms are concerned: “Italian” and
“French”. Scholars sharing the sccond attitude based their belief in
the French influence on Kochanowski’s writings on two facts: 1. his
several-month-long journey across France on the way back from
Italy, during which he spent some time in Paris, and 2. the words he
wrote in one of his early Latin elegies: “Ronsardum vidi”. In 1924 the
“French” attitude was supported by the proof driven from the rhyme
scheme of two of Kochanowski’s sonnets: Wtadystaw Folkierski put
forward the thesis that only the sonnet To Francis is based on Italian
patterns, having one of Petrarchan typical thyme schemes, while To
Stanislas and To the Lady are of French origin as cach of them ends
with two lines rhymed together, forming a sort of couplet. According
to Folkicrski in Italian sonnets thc rhyme scheme with the couplet at
the end was extremely rarc and evidently avoided, cven treated as
“heresy”. On the contrary, he wrote, the rhyme couplets in sextets
were frequent in early French sonnets, and Marot often put two suc-
cessive lines rhymed together inside of the sextet, and his con-
temporarics and followers, St Gelais and Peletier — at the end of the
sextet. In conclusion Folkierski affirmed that the sonnets To Stanislas
and To the Lady present “the types of so called Marotian (maro-
tyczny) sonnct”.! These arguments and this designation, evidently
incompatible with Marot’s own poctic practice, were repeated in the
preface to an anthology of Polish sonnets cdited by Folkicrski in
1925 which soon gained popularity among scholars and students. It
certainly contributed to the fact that his opinion — deriving the form
of two Kochanowski’s sonncts from the French source — has been
adopted by many literary historians and those who followed them: the
authors of school handbooks. Some of them cven “stretched” these
French origins, ascribing them to all three Kochanowski’s sonnets!

In the long period of seven decades which have passed since Fol-
kierski’s anthology was published therc have been some voices

! Wtadystaw Folkicrski, Soner polski XVI w. a francuska Plejada, “Przeglad Wars-
zawski” 1924 n. 33
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arguing for Italian patterns in all Kochanowski’s sonncts. In 1928
Tadeusz Sinko wrote that Kochanowski’s announcement “Ronsardum
vidi” was merely a figure of speech, having no more substance than
Ovidius’s “Vergilium vidi tantum” and being a homage paid to the
famous French poet.? There is no evidence that Kochanowski could
talk or read in French, Sinko noticed, moreover, the rthyme scheme of
those two sonncts with the couplets at the end can be found in Italian
literary tradition, namely in some sonncts by Serafino dall’ Aquila. In
1973 Wiktor Weintraub pointed to Italian pocts whose sonnets could
have influenced Kochanowski as regards their rhyme schemes: Fazio
degli Uberti, Benedetto Varchi, Torquato Tasso. He added that son-
nets built like two Kochanowski’s “atypical” ones were allowed by
some Italian experts in prosody, as Antonio da Tempo in his De ritmis
vulgaribus (edited in 1509). “To spcak in 1970 of French influence
on Kochanowski’s poectry — concluded Weintraub — is an anachro-
nism”.?

In spite of this evidence the hypotesis of French patterns of Ko-
chanowski’s two or all thrce sonncts can be met even nowadays, and
in quite serious works, such the handbook Renesans by J. Ziomek or
Stownik Literatury Staropolskiej. The prospect of Kochanowski dra-
wing his artistic forms not only from antique and lItalian litcrature but
also from French sources, the vision of him talking to Ronsard and
rcading his sonnets ctc. is really very attractive. But it cannot be
maintained any longer, as the arguments for the ITtalian origins of all
Kochanowski’s sonnets intensify if we once again take into conside-
ration their thyme scheme, and if we add to it other fcatures of their
poctics.

Besides the pocts named by Sinko and Weintraub, the rhyme
scheme with a couplet at the end was popular with many other authors
of Ttalian sonnets of the 13th — 16th centurics. It was uscd already in
the oldest sonnets. Petrarch left a few sonncts with such rhyme
scheme.® It was employed by so called Peruggian pocts who wrote 64

2 Tadeusz Sinko, “Ronsardum vidi”. Padwa i Paryz w rozwoju Jana Kochanow-
skiego, “Przcglad Wspotezesny” 1928 n. 69.

3 Wiktor Weintraub, O przerzutniach Kochanowskiego i ich wloskim wzorcu. In:
Rzecz czarnoleska. Krakow 1977, p. 332-334.

4 Leandro Biadene, Morfologia del soneito nei sec. X1l e XIV. Studi di filologia
romanza 1V, Roma 1889, p. 27-30.
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sonnets in this structure, by Pietro dei Faytinelli, Niccolo de Rossi,
and the poets belonging to the literary school of the cardinal Bembo.5
Sonnets having two last lines rhymed together were treated as not
violating the rules not only by Antonio da Tempo, but also by Fran-
cesco da Barberino or Gidino da Sommacampagne.¢

On the other hand, in French Renaissance sonncts the rhyme
scheme with a couplet at the end was not used as cagerly as it has
been presented in Polish studies. Marot never employed it, while
Ronsard used it only in 8 sonnets of his 627.7 It is worth noting that
the similar way as taken by Kochanowski, of using “non-canonical”
rhyme scheme of Italian sonnets, can be encountered in the 16th cen-
tury in other literatures, e.g. English and Croatian.8

There is another feature of the poetics of the sonnet, namely the
metrical structure, which demands that the researcher treat Kochano-
wski’s sonnets as connected not with French but with Italian literary
tradition. The metre he employed in all three sonncts is 115, i.e. 11
syllables long with the cacsura after the Sth syllable, or as it happens
to be designated in Polish versology, 11 (5+6). This metre could
earlicr be found in Poland only in a few religious songs which were
probably adopted from medicval Latin. The fact that Kochanowski
used this metre freely in many lyrical poems, epigrams and in the
rhymeless verse of tragedy demonstrates influence of Italian poetry in
which 11-syllable metre was then the most popular one. It is clear that
Kochanowski made 115 originating from Latin, the Polish equivalent
of the Italian 11-syllable metre without caesura. On the other hand,
the 11-syllable metre was not unused in French poetry after Pléiade.
Marot and his collcagues wrote their sonnets with 10-syllable metre,
while Ronsard, after the early period when he used the same metre,
introduced the alexandrine as the form of his sonnets.

Kochanowski’s sonncts, all of them absolutely original as regards
their contents, are of various character: it is most probable that their
author, expcrimenting with a form of the sonnct, experimented also

5 Walter Ménch, Das Sonett. Gestalt und Geschichte, Heidelberg 1955, p- 26.
6 Leandro Biadenc, Morfologia del sonetto nei sec. XIII e X1V, cit., p. 36.
7 Walter Monch, Das Sonett. Gestalt und Geschichte, cit., p. 19,

8 Svctozar Petrovié, Problem soneta u starijoj hrvatskoj knijzevnosti, Zagreb
1968, pp. 113, 143.
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with its theme and style. The most “Petrarchan” is the sonnct To the
Lady. In the words full of court gallantry Kochanowski praises the
beauty and virtue of the (unknown) addressee, this praise however
being only a pretext to emphasize the power of poetry and the
poctical talent of the author. The sonnets To Stanislas and To Francis
are cast as poctical letters to friends. The first of them is often quoted
as an expression of Kochanowski’s ycarning for a once more po-
werful although poorer Poland and his concern for the public spirit of
his fellow-citizens. The second one, using motifs of ancient literaturc
to construct a joke, is written in a playful tone often employed by
Kochanowski in his “trifles”. Such diversity of themes and styles is
in agrecment with the rules formulated for the sonnet by Italian poets
and theoreticians, according to which it could cxpress any feelings.
Some of them considered the sonnet as a sort of cpigram, with a fixed
number of lines and a typical rhyme scheme as distinguishing marks.’
Placing his sonncts in the cycle Fraszki which comprisecs many
epigrams, Kochanowski displayed cvidence of knowing all thesc
vicws.

Besides the characteristics conforming to the poctics of Italian
sonnet, there are some other fcatures which can be attributed to
Kochanowski’s own inventivencss. Thesc manifestations of artistic
freedom apply first of all to the relations between the division of the
poem into lincs and its syntactic segmentation. In Kochanowski’s
sonnets some situations occur when two sorts of segmentation di-
verge, somctimes in a dramatic way, i. ¢. with the usc of sharp enjam-
bement.\® In two of his sonnets, To Francis and To Stanislas, Ko-
chanowski does not follow the strong tendency, typical for Petrar-
chan sonncts, to the syntactic separatcness not only of the octet and
sextet but also of every quatrain and cvery tercet.!! Nor does he
follow the tendency to usc enjambement extremely rarely; in Petrar-
chan sonnets it occurs exclusively within quatrains and tercets. In To

9 Bermard Weinberg, A History of Literary Criticism in the ltalian Renaissance,
Chicago 1961.

10 The frec usage of enjambement was one of the most important elements of Ko-
chanowski's reform of versification, allowing him to break away from the
domination of syntax on the flow of the verse, characteristic of carlicr poctry.

11 Fernando Figurelli, L architectura del sonetto in F. Petrarca, in: Stil — und Form-
probleme in der Literatur, Heidclberg 1959, pp. 177-180.
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Francis Kochanowski joins two quatrains by enjambement.In To
Stanislas he interscects the three different sorts of scgmentation pre-
sent in the poem: the syntactic division does not agree with the
division into lincs and with the rhyme scheme, causing the tenseness
of intonation that permecates the whole sonnet.

As Kochanowski’s own modification of the regular structure of
the sonnet can be also treated the rhyme scheme of the octet in To the
Lady: abba cddc, unknown to the Italian (or to the French) poets.

The metre Kochanowski employed, i.e. 115, became one of the
detcrminants of the sonnet in Poland for several decades (with one
exception 1 will speak later on). It is not quite certain, however,
whether one should see in the direct influence of Kochanowski’s
sonnets. The next sonnets, written by Mikotaj Sep Szarzyfiski, “the
first poct of old Polish literature after Kochanowski”,!'? were pub-
lished in 1601, twenty years after their author’s death. Szarzyfiski
knew Italian and could have chosen the metre for his sonnets
independently of Kochanowski, although rclying of course on his
poctic achicvement in a general way. There is no formal evidence of
his knowledge of Kochanowski’s sonnets. But as Szarzyfiski most
probably wrote his six picces in 1579-1581,'3 Kochanowski’s son-
nets, circulating among his literary audience as it was customary in
those days, could have been known to him. An additional proof
could be the rhyme scheme of all Szarzyfiski’s sonnets, which is the
same as the onc used by Kochanowski in his sonnct To Stanislas:
abba abba cdc dee. It is because of this scheme that not only
Kochanowski’s but also Szarzyfiski’s sonncts have up to the recent
times been presented as “realizing the pattern of the French sonnet,
so called Marotian”.14

The other features of the poctics of these six sonnets are in most
cascs very different as compared with the sonncts written by Ko-
chanowski. Even the distinctive character of the sonnct as a form of
lyrical poctry was not taken by Szarzyfski in the cxperimental way:

12 Jan Blonski, Mikotaj Sep SzarzyAski a poczatki polskiego baroku, Krakéw
1996, 11 ed., p. 241.
13 As Blofski supposes (p. 30).

14 Stownik Terminéw Literackich, Il ¢d., Warszawa 1988. Sce also A. Rysicwicz,
Zagadnienia retoryki w analizie poezji polskiej przetomu XVI i XVII w., Wroctaw
1990.
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above cach of his six picces he put its name sonet (with onc n). Thus
Szarzyfiski showed that he was “poctically aware” and coined a new
literary term which since that time will be generally employed.

Kochanowski’s sonnets could be justifiably contained within the
framework of “optimistic” Renaissance literature. The sonnets written
by Szarzyfiski (which arc the best part of his poetry) open and su-
perbly realize absolutely new prospects. With the exception of sonnet
VI, which is a masterful panegyric, they touch upon metaphysical
problems, cmphasizing the incvitability of dcath, the vanity of earthly
aspirations, the often tragic fight with passions which takes place in
the human soul and which can find its solution only in cternal peace,
in God. Such contents are modelled according to the conceit of
spiritual and intellectual drama cxpressing itself in the chain of
opposite notions. To render this conceit of thought the conceits of
“language in verse” are uscd. The sonncts characterize themscelves by
the extreme dynamics: they are bursting with antitheses and anto-
nyms, thcy arc dense with cpithets, apostrophes and hyperbolic meta-
phors. To this dynamic style contribute sharp enjambements causing
sometimes a semantic ambiguity, and complicated inversions compris-
ing often a couple of lines or cven more. This does not allow for a
smooth rcading of one linc of a poem after another. The syntax is
sometimes additionally complicated by digressive parenthcetical clau-
ses in brackets. Such mecans of organizing poctic text can be found of
course in many baroque poems but in a sonnct, as a short, strictly
limited and distinctly structurcd picce, they manifest themselves with
particular strength and vividness.

In the development of the thematic line, in the composition of the
motifs in Szarzyfiski’s sonncts onc cannot observe any division
between the “narrative” or “descriptive” part containcd in the octets
and the “reflective” part contained in the sextets — a division which is
one of the determinants of a sonnet, according to many theorctical
opinions. But in all five mctaphysical sonncts there is another divi-
sion: the last two lines arc distinctly marked not only by the rhyme
scheme, as they always form a couplet, but also because they contain
the point of the poem. It is well known that the point in the baroque
poetics became one of the fundamental artistic mcans. Thus Szar-
zyfski’s choice of the rthyme scheme with the couplet at the end for
his sonncts was most probably caused by its role in rcinforcing the
point of the pocm.
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Metaphysical problems and analyses of the human condition in
the context of religious belicf, expressed with the aid of artistic
means typical of baroque poetics, are also characteristic of the son-
nets included in the poetry collection which royal courtier and
diplomat Sebastian Grabowiecki published in 1590 under the title
Rymy duchowne (Spiritual Rimes). However, in his preface he did
not reveal that this poetry is fully (or mostly, as has yet to be determi-
ned) translated from Rime spirituali by Gabricle Fiamma. In any case
all sixtcen poems, which under the Polish name sonet Grabowiccki
placed in two volumes of his Rymy duchowne are certainly tran-
slated, more or less faithfully, from Fiamma’s book. For his trans-
lation Grabowiecki used the same metre 11s which Kochanowski
made the cquivalent of Italian endecasillabo, and it is evident that
here he followed the poet who was already very popular among the
intellectual elite and held in high esteem. But where did he take from
the Polish name sonet which he placed instead of Italian sonetto (in
Fiamma) above each of thosc sixteen pieces? This question cannot be
answered unambiguously. Either Grabowiccki invented the name by
himself or — which is more probable — he had rcad Szarzyfiski’s
sonnets in manuscript.

In the poctics of Fiamma’s sonncts Grabowiccki made but slight
changes. They hardly concern the domain of artistic imagery: he ren-
ders nearly all Fiamma’s poctic figures and never adds new ones. He
follows the rhyme scheme used by Fiamma strictly enough, only so-
metimes changing them in the sextets. E.g. the sextet of the Sonnet
XXXV, which in Fiamma’s is rhymed cde cde, has in Grabowiecki’s
Sonet 4 the form cde edc (also known from the Petrarchan tradition).
It should be added that neither in Fiamma’s sonncts nor in their tran-
slations are thcre any schemes with the couplet at the end which could
help to emphasize the culmination of the semantic course of the poem,
i.c. the point. But in Fiamma’s Rime spirituali the point, not only in
sonnets, is not trcated as an obligatory or even important figure of
thought and style. '

Some differences between Fiamma’s and Grabowiccki’s way of
organizing the sonnct can be scen as far as the relations between syn-
tactic division and the division into lines are concerned. At the end of
cach quartet and tercet Fiamma never violates the syntactic boundary
by enjambement and Grabowiecki imitates him accurately. His son-
ncts, however, are often more expressive and more dynamic, because
he uses sharp enjambements inside quartcts and tercets more frequen-
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tly than Fiamma, following in this Kochanowski’s or perhaps also
Szarzyfiski’s example.

Although unoriginal, Grabowiecki’s sonnets could nevertheless
be important for the evolution of the Polish sonnet. They established
religious meditation as onc of the topics of the sonnct, they intro-
duced some rhyme schemes not used up to that time and the rhyme-
less sonnct (masterfully rendered in Polish). They would have pro-
bably been of greater influence if Grabowiccki’s translation had a
more even artistic quality. But beside high poctic achicvements in
some sonncts, as pointed above, there are other pieces in which the
course of the sentences is too complicated to understand the contents
properly; sporadically they even violate the rules of syntax. It is quite
possible that the form of a sonnct was not easy for the translator.
From this point of view another fact seem to be significant: Grabo-
wiecki did not render all the sonnets contained in Rime spirituali in
their proper form, i.c. that of a sonnct. Six of Fiamma’s sonncts in
his translation arec shaped as poems built with four 4-linc stanzas
which were the most popular stanzaic form in lyric.

In the period of early Baroque, in which Szarzyfiski’s and Gra-
bowiecki’s poctry was written, there was no further interest in the
sonnct. Such interest arose later on, when baroque poetics was in the
full bloom. At this time appcarcd the first Polish translations of a few
Petrarch’s sonncts: 132, 133 and 134 in Canzoniere. The brilliant and
renowned poet who did the translation, Danicl Naborowski, did not
cmploy as the metre the 115, as his predecessors had done. Instecad,
he chose 137, the metre which was the most popular in the Renais-
sance, but which at the time of the maturc baroque gave way in the
exclusive, “high” poetry to the 11s. It is the more strange as Nabo-
rowski was broadly educated (among others in Padua) and certainly
noticed that among contemporary Polish pocts having high literary
ambitions Italian literature had becn treated as the main source of
artistic patterns, including versc forms, i.c. also 11s syllable line as a
metre of sonncts.

However, for Naborowski’s choice of 137 some artistic motifs
can be found. He favoured this metre in all his writings, both original
and translated, he cven changed endecasillabo into 137 in terza rima
while translating Petrarch’s Triumph of Love. It scems possible that
knowing well French litcrature of thosc times he could have been
influenced by the Alexandrine, which dominated it and was used as a
metre of sonnets: Naborowski was the first Polish poet to employ 137
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as the equivalent of the Alexandrine in his translation of a poem by
Du Bartas and in his 20-line paraphrase of a sonnet written by Lau-
gier.

In his translations of Petrarch’s sonncts Naborowski changed
also, and to a large cxtent, the rhyme schemes. All three of them are
rhymed according to onc of the “canonical” types: abba abba cde dce,
while each of Naborowski’s sonnets has its own rhyme scheme,
unknown to the Petrarchan tradition. In the octets there are always
three rhyme cndings (abba acca) and in two sonncts they arc linked to
the sextets by the common rhyme scheme. But as far as the contents
of the sonncts and their style are concerned, Naborowski’s trans-
lation can be regarded as optimal. It is characteristic that Naborowski
chose for his translation three of Petrarch’s sonncts, which look and
sound as purely baroque works: they are based on the conceits of
thought and style, and built with the scts of contrasting notions,
antithescs, oxymorons. All such semantic and stylistic oppositions,
all anaphoric constructions, rhetorical questions, even the growing or
weakening intensity of intonation arc rendered by Naborowski per-
fectly with only a few amplifications and rare changes, and probably
not without the help of the freedom which he allowed himself in the
fictd of versification.

To his translations from Petrarch’s sonncts Naborowski gave the
common title Proba trzech sonetow (The attempt at three sonnets) and
presented them (in 1630) with other poetic works translated by him
from Italian and French to King Wtadystaw the Fourth who was a
great patron of the arts and literature. In the introductory part he pla-
ced his unique original sonnet, being an ingenious panegyric and
written also with 137 syllable metre. However, in spite of the high
artistic value of Naborowski’s sonncts, his idea of writing them with
a longer syllabic metre had not been followed. Jan Andrzej Morsztyn,
the most outstanding lyrical poet of the 17th century, in all twenty
five sonncts used 11s, the metre which predominated in all his wri-
tings. But the freccdom of rhyme scheme introduced by Naborowski
left its traces in Morsztyn’s sonnets. In some of them he went even
further, using alternating rthyme in octets, which was then extremely
rarc in Polish poetry, and has never been employed by Morsztyn in
his other lyrical pocms. In the sextets he freely used both “canonical”
and “non-canonical” rhyme schemes.

It should be stressed here that in Morsztyn’s sonnets, as in near-
ly all his works, rhyme is an important poetic tool. Morsztyn, toge-
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ther with several other poets, rejected full grammatical rhymes and in-
stead, turned to the half-grammatical or even “non-grammatical” oncs
which allowed him to take full advantage of the semantic value of the
rhyming words. In sonnets such a model of rhyming is more difficult
than in simpler poctic forms, and therefore could be more highly re-
garded. Thanks to the rejection of grammatical rthyming one of the
most favoured rules of baroque poetics could be realized in the
domain of versification: this is so called discordia concors, when (in
this case) rhyming words agree in the semantic respect but disagree in
sound — or inversely. Similar semantic and sound play in rhyme
occurs in many Morsztyn’s sonnets and is often cnriched by such
figures as annominatio and poliptoton.

Ninetcen sonncts written by Morsztyn arc almost certainly ori-
ginal. Six picces he translated from Marino but with so many de-
viations regarding composition, syntax and rhyme scheme that they
should rather be called paraphrases. Morsztyn, however, kept Mari-
no’s typical conccits of dramatic comparisons and oppositions of
thoughts, feelings and images, as well as his tendency to end the
sonnets with a point. This way of constructing sonnets could have in-
fluenced his original writing.

As far as their themes and motifs are concerned, Morsztyn’s son-
nets represent high variability. Most of them are love pocms, and
beside their structural rules they could be scen as madrigals which
Morsztyn wrote cagerly shaping them as short pieces written with 115
or 137 stichic verse. Three sonnets are of a religious character. One is
an obscene letter to a friend, another onc blasphemous riddle in that
way Morsztyn contrasted the “low” content of a sonnct with its
“high” form. Still another sonnct is an threnody or rather a section of
a large funcral poecm in which the Muses sing successively their parts
which are differentiated not only by their contents but also by their
form: there is stichic verse written with 137 meter, a sonnct, a pocm in
4-line stanzas, terza rima, canzone ctc. From this point of view the
whole poem is a laboratory of verse forms mostly taken from Italian
literaturc. Such usage and such contexts of sonncts in Morsztyn’s
poctry indicate that he had treatcd sonnct not as a genre but as a
form. A similar attitude scems to be characteristic of the other authors
of old sonnets.

The next sonncts dating probably back to the 1670°s or 1680°s
were written by the magnate, scholar and eminent poet Stanistaw
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Herakliusz Lubomirski. He left only two sonnets: one of them is an
eulogy to Tacitus, constructed in accordance with the rules of lofty
panegyrical style, another one, Sonet na catg megkg Pariska (Sonnet on
the Entire Lord’s Passion) shows the author’s extraordinary vir-
tuosity in developing a religious topic. It is rich in language and
sound figures which serve to contrast notions and images and to
condense quite severely the contents in order to surprise and amaze
the reader. Both sonnets have a fully “canonical” rhyme scheme and
are shaped with 115 metre.

Lubomirski’s sonnets close the first epoch of the evolution of the
sonnet. In the historical poetics of the Polish Renaissance and
Baroque the sonnet was tightly connected with the Italian poetry
which had been then treated as the most valuable source of literary
patterns, and thercfore held in highest estcem. When after a long
period of neglect (in the 18th century) the sonnet was rcborn, its rank
was relatively lower and in later evolution it never rcached its former
top place in the hicrarchy of the poetic forms. But some traces of this
carly aura of the highest artistic quality of the sonnet survived. It is
characteristic and slightly touching, if not amusing, that even
nowadays, when there is no differentiation of lyrical poctry and when
regular verse hardly exists at all, ncarly every young poet tries to
compose a sonnet, a real one or — in most cases — a piece similar to a
sonnet, e.g. written in rhymeless free verse, but having 14 lines
divided graphically into two quatrains and two tercets and very often
entitled “sonet”. It is, of course, playing with literary tradition, but it
also shows that sonnect is for its author a sort of cvidence of being a
poet.

JAN KOCHANOWSKI
Do Franciszka

Ani Ulisses, ani Jazon miody,
Cho¢ o nich sifa starzy nabajali,
Tak wiele ziemie snaé nie objechali,
Jako ty, ktory od Tybrowej wody

oo R

Szedics, Franciszku, przez rézne narody
Az tam, gdzic nigdy lata nic uznali

I ogniéw pali¢ ludzic nic przestali,

Prze mréz gwattowny i prze wieczne lody.
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Wigc i w to nie wierz, aby w tej krainie
Medeca jaka i Circe nic byta,

Ktoéra by ludzi obracata w Swinie.

Tak sig tu dobrze druga wycwiczyla,
Zeby te samg, co tak bardzo stynie,

W niedZwicdzia Circg tatwie obrécita.

Do St. Wapowskiego

Nie przez pochlcbstwo ani ziote dary,
Jako te lata zwykly teraZnicjsze,

Ale przez cnotg na micSce waznicjsze,
Godzisz, Wapowski, jako zwyczaj stary.

SzczgSliwe czasy, kiedy giermak szary
Byt tak pocciwy jako ty dzisicjsze
Jedwabne bramy co raz kosztownicjsze;
Wprawdzie¢ nic byfo kosztu na maszkary,

Ale byt zawzdy ko na staniu rzezwi,
Drzewo, tarcz pewna i pancerz na Scicnic,
Szabla przy boku, sam pachotek trzezwi.
Nie szukat picrza wyspat si¢ na sicnie,

A bit si¢ dobrze. Boda) tak uboga

Dzi§ Polska byta i poganom sroga!

Do paniej

Imig twe, pani, ktére rad mianujg,
Znajdziesz w mych rymiech czg¢sto napisane,
A kiedy bedzie od ludzi czytane,

Masz przed inszymi, jesli ja co czujg.

Bych cig z drogicgo marmoru postawit,
Bych cig dat ula¢ i z szczerego zlota
(Czego uroda i twa godna cnota),

Jeszeze bych cig czei trwalej nie nabawit.
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I mauzolea, i cgiptskie grody

Ostatniej Smierci prézne byé nie moga;
Albo je ogici, albo nagte wody,

Albo je lata zazdroSciwe zmogg;

Stawa 7z dowcipu sama wicecznie stoi,
Ta gwattu nie zna, ta si¢ lat nie boi,

MIKOLAJ SEP SZARZYNSKI
Sonet 'V

O nietrwalej mitosci rzeczy §wiata tego

I nic mitowat cigzko, i mitowaé
Nedzna pociecha, gdy zadza zwiedzione
Myséli cukrujg nazbyt rzeczy one,
Ktére i mienic, i musza si¢ psowac.

Komu tak bgdzic dostatkiem smakowaé
Ztoto, sceptr, stawa, rozkosz 1 stworzone
Pigknc oblicze, by tym nasycone

I mégt miet serce, 1 trwdg si¢ warowac?

MitoSC jest wlasny bieg zycia naszego:
Ale z zywiotéw utworzone ciato
To chwalac, co zna poczatku réwnego,

Zawodzi dusze, ktérej wszystko mato,
Gdy cicbie, wiccznej i prawej picknosci,
Samej nic widzi, celu swej mitoSci.

DANIEL NABOROWSKI
Sonet 83

(S’amor non &, che dunque & quel, ch’i sento)

Jeéli nie masz mitoSci, ¢6z jest, co ja czuje?
Jesli mitos¢ jest, co to, przebdg, takowego?

Jcsli dobra, skad skutku nabywa tak ztego?
Jesli zla, czemu sobic meke tak smakujg?

Lucylla Pszczolowska
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Jesli gorg sam chegey, skad te tzy najdujg?
Jesli rad nierad muszg, na c6z me zato$ci?
O martwe zycie! O ma bolesna radosci!
Przecz mig tyranizujesz, je§lic nie hotduj¢?

Jesli na to pozwalam, niestusznie styskujg;
Miedzy sprzecznymi wiatry w niewarowncj fodzi
Bez wiosta jestem wposréd morza gigbokicgo,

Ktéra czcza wiadomosci, pelna bigdu chodzi,
Nie wiem, czego chcg ani czego potrzebuje,
Wirdd zimy gorg, a drzg wérdd lata samego.

JAN ANDRZEJ MORSZTYN
Do motyla

Sonet

Lckko, motylu! Ogien to szkodliwy,
Strzez sig tej Swiece i tej jasnej twarzy,

W ktérej sig skrycic $mieré ozdobna zarzy,
I nic badZ swego meczeiistwa tak cheiwy.

Sam sig w gréb kwapisz i w pogrzeb zdradliwy,
Sam leziesz w trung 1 tak ci si¢ marzy,

Zc cig to zbawi, co ci¢ na Smieré sparzy.

— Ach! Juzc§ polegl, gachu nicszczgSliwy!

Alcs w tym szczgSliw, ze z pocatowaniem
[ dokazawszy zawzigtej rozpusty
Z twoja kochang rozstates sig Swiecg.

0! Gdybyz. wolno rownym powotaniem
Dla tcj, ktérej sig ognic we mnie niceg
Umrzeé, ztozywszy pierwej usta z usty!
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