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Abstract: Before recently, there was no full Polish translation of Apollonius Rhodius’
Argonautica. However, five Polish classical scholars, W. Klinger, Z. Abramowiczowna,
J. Lanowski, W. Steffen and W. Appel, have translated excerpts of this Hellenistic epic
into Polish. A comparative analysis of these excerpts with the relevant passages from
the first complete Polish version of the Argonautica by E. Zybert-Pruchnicka makes it
possible to trace the individual strategies of the translators. The most important decision
which every translator of epic poetry has to take at the beginning of his or her work is
to choose the form in which the poem will be rendered. In Polish there are three main
traditions of translating epics: in thirteen-syllable meter, in prose, and in hexameter.
The last type of versification was chosen by five out of six of the translators mentioned
above; only Swiderkéwna decided to render the Apollonian poem in thirteen-syllable
verse. There are also stylistic and language differences that occur in the passages, due to
the individual preferences of the translators, as well as the writing style characteristic for
the times in which they lived. Klinger, for instance, prefers modernist stylistics, while
Steffen chooses to archaise the language of the poem. However, the aim of this article
is not to evaluate the translations but to open a discussion on how poems written over
two thousand years ago might be rendered in an adequate and contemporary fashion.

Keywords: Apollonius Rhodius, epic poetry in translation, Polish translations of the
Argonautica, translating dactylic hexameter

Every translator commencing their work on an ancient epic poem has a dif-
ficult decision to make at the outset, concerning not only the choice of their
translation strategy, but also the very form that the translation is going to
take. The choice has to be made between prose and poetry, and when one
chooses verse translation, it has to be established whether the poem is to be
rhymed or in blank verse, syllabic or syllabotonic, isometric or experimen-
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tal, or whether it will combine several different traditions. The classical
epic owns this embarras de richesse to its exceptional cultural significance,
its own long history and, finally, to its ambivalent origins. In the Polish
tongue the classical epic has been rendered both in prose and poetry, and
when its form is versified, it is usually in thirteen-syllable verse — hexam-
eter that may or may not be thymed, depending on the historical period and
the individual preferences of the translators.!

When I started my work on the Polish version of Apollonius Rhodius’
Argonautica, 1 was aware of the multiplicity of views as to the form the
epic should take in contemporary Polish as representing a specific literary
genre. I decided to translate the poem with the use of the “Polish hexam-
eter,” which relies on metrical words and obviously provides only an ap-
proximation of the ancient hexameter, as a result of a vowel length that the
Polish language cannot accommodate.? I made this decision based on the
principle that we should translate using the verse that we can successfully
employ (cf. Wikarjak 1977: 130).

A similar choice was made by the majority of the translators who un-
dertook the task of rendering Apollonius Rhodius’ poem into Polish. An
analysis of their work and its comparison with chosen passages from my
own translation may be taken as an introduction to a renewed discussion on
the most adequate form for the ancient epic in Polish.

Before now, only partial translations of the Argonautica have been pub-
lished. These were penned by five classicist philologists: Witold Klinger
(1938, 1939), Zofia Abramowiczéwna (written at the turn of the 1960s—
1970s, published in 2000), Wiktor Steffen (1980), Jerzy Lanowski (1991)
and Wiodzimierz Appel (2002). As they chose to translate various pas-

! We may take as relevant examples the translations of ancient texts in wide circulation:
the lliad translated by F. K. Dmochowski in 1800 (rendered in rhymed thirteen-syllable
verse), by K. Jezewska in 1972 (in unrhymed hexameter), as well as J. Parandowski’s prose
version of the Odyssey from 1953, and Hesiod’s Theogony, Works and Days and Shield of
Heracles translated (in unrhymed hexameter) by J. Lanowski in 1999, but also the multitude
of forgotten and unread versions by less fortunate translators. It will suffice to mention that
there are seven complete Polish versions of the Aeneid, eight of the Iliad, seven of the Odys-
sey, as well as numerous fragmentary translations.

2 Even though the discussion on the possibility (or lack thereof) of introducing the metre
into Polish has been underway since the nineteenth century, new hexameter translations of
Greek and Latin epics are created on its periphery, as it were. The discussion itself is detailed
in M. Dluska’s analysis in Studia z historii i teorii wersyfikacji polskiej (Studies in History
and Theory of Polish Versification, 1978: 123—142) and in her Prace wybrane (Selected
Works, 2001: 477-494).
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sages, the following is a comparison of the verses that repeat in these in-
complete versions of the epic.

The first to publish his translation of excerpts from Apollonius’ work
(altogether 476 lines) was Witold Klinger, a professor of philology affili-
ated with the university in Poznan and an outstanding authority in ancient
folklore. As his translation is the most comprehensive, it will serve as
a starting point for my comparison of the Polish renderings of the poem.

Let us start the analysis with the opening lines of the epic. They were
translated by Witold Klinger, and almost sixty years later by Wtodzimierz
Appel, professor at the Nicolas Copernicus University in Torun.

"ApyOpEVOG 0€0 DOIPE TOAALYEVEDV KAED QOTAV
pvnoopot ot TI6vtolo kot oTOPO Kol did TETPOG
Kvavéog Baoiiijog épnpocdvny Ierioo
xpooelov et kdog Evlvyov fiacov "Apyd.

1, 1-4)

Phoibie! Od ciebie zaczawszy, opiewac dzi§ bede witezi

Stawe dawniejszych, co raz z Peliasa rozkazu wladyki

Miedzy skatami czarnymi przez Pontu gardlisko przewiedli

Okret misterny Arg6, gdy po runo on mknat szczeroztote.
trans. W. Klinger.

Febie, od ciebie zaczawszy, przestawne czyny pradawnych
Mezow przypomng, ktorzy przez Pontos i migdzy skatami
Kyanejskimi z kréla Peliasa rozkazu po ztote
Runo pozeglowali na Argo pigknie spojone;.

trans. W. Appel

Rozpoczynajac od ciebie, Fojbosie, stawg przypomng
mezow dawno zrodzonych, ktorzy przez gardziel Pontosu
i Granatowe Skaly, z rozkazu kroéla Peliasa
po ztote runo pomkngli na Argo mocno spojonej.
trans. E. Zybert-Pruchnicka

Beginning with thee, O Phoebus, I will recount the famous deeds of men of
old, who, at the behest of King Pelias, down through the mouth of Pontus and
between the Cyanean rocks, sped well-benched Argo in quest of the golden
fleece (Apollonius 1990: 21).

Klinger followed in the footsteps of the translators of the //iad and the
Odyssey (Pawel Popiel, Augustyn Szmurto, Stanistaw Mleczko and Jozef
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Wittlin) and used Polish unrhymed hexameter in his version. Characteristic
for the practical implementation of this metrical pattern is its meandering
style, stemming from the predominance of dactyls over trochees, which
replace spondees in the Polish rendering.

On a lexical level Klinger is an heir of modernist Young Poland poetics:
in his translation people (Gr. pwg) are archaically called witezie, i.e. arch.
“knights,” and the king (Saoilevg) becomes wiadyka (arch. “king”). The
choice of such stylistics should come as no surprise, considering the fact
that Klinger was born in 1875, and therefore his akmé fell on the climax of
the Polish modernist phase.® The translator replaces Mvijoouai (przypomne;
I will recount) with the verbal phrase opiewac bede (I will sing the praises),
as he probably decided it would be more suitable in the light of the whole
epic tradition.* Klinger does not render otdua (usta, mouth; paszcza, jaws)
with a neutral equivalent, such as “strait” or “narrows,” but tries to keep the
original meaning, which adds to the terror of a dangerous passage; therefore
he translates the word in a manner faithful to the Young Poland stylistics,
as gardlisko (maw). It is well worth noting a number of other differences
between the original and Klinger’s version. A sophisticated proper name,
Symplegad — wépou Kvavear — is rendered as czarne skaty (black rocks);
the use of the lowercase letters suggests here that it is not a proper name at
all, while the black colour does not reflect the original xvaveog (dark blue,
navy blue) hue. The word €0{vyov, which is troublesome in translation,
Klinger renders as misterny (intricate), even though the Greek compound
adjective means literally “well-joined” and emphasises the strength of the
ship rather than the artistic quality of its workmanship. Another word that
is hard to render in Polish is the verb Aadvw, with several meanings that
match the context: “hurry, set sail, tow,” but also “to be in distress, in dif-
ficulty.” Klinger splits the word into two verbs: mknqf (hurried) and prze-
wiedli (towed), trying to salvage two of the four meanings of the original.

Interestingly, and contrary to the tendency to Latinise Greek proper
names that was customary at the time, Klinger retains the original Apol-
lonian agnomen (@oifog), though he shortens it for metrical reasons and
uses the Latin alphabet to render the Greek letter ¢. Equally innovative

3 It may well be that the language and style of the translator were influenced, on the
one hand, by Jozef Wittlin’s translation of Homer’s Odyssey (1924, 1931 and 1957), whose
first two editions were strongly marked by Young Poland stylistics, and on the other by the
Polish version of the eight books of the //iad (1896) by a Young Poland poet, Lucjan Rydel.

4 In the first line of the //iad we find the verb &elde (opieway, sing).



60 EmiLiA ZYBERT-F’RUCHNICKA

is the graphic marking of the original accent within the name of the ship
(,Apy®), which must have been strongly rooted in the aural memory of the
translator.

Let us have a look at Wtodzimierz Appel’s translation. Appel was a stu-
dent of an eminent Polish classicist, Zofia Abramowiczoéwna, and among
other things, the author of the Polish version of the Homeric Hymns, which
he wrote in Polish hexameter. In his translation work he would use regular
hexameter with no degree of license, no rhyme and only slight archaisation
of language, which will be more visible in further excerpts of Apollonius’
poem that he translated. In his translation caesuras are mostly feminine and
dactyls occur more frequently than trochees.

Like Klinger, Appel changes the original line order, starting the first line
with the name of the god; the main difference is that he remains faithful to
the tradition of Latinising the Greek names. Moreover, he translates ko in
accordance with the definition of pluralis in kAéog (fame, rumour, glory) as
czyny (deeds). He renders the verb uvijoouou literally as przypomne (I will
remember), but leaves the original name of the rocks unchanged, forfeiting
an attempt to add a bit of colour to the dry text. Nor does he translate otoua,
which strips the text of the image of a narrow sea passage and the accom-
panying danger that the word “maw” connotes. The Greek éladvw is ren-
dered as pozeglowali (they set sail), with the translator’s choice confined to
a single meaning, whereas €d{vyov as pigknie spojona (beautifully-joined)
decides the grammatical gender of the ship as feminine from the very begin-
ning, even though in Polish it sounds like a neutral form, and at the same
time underlines the beauty of the vessel, not the sturdiness of its design.

In my own translation I retained the original position of the participle
apyouevog, taking advantage of the equal number of syllables and the same
position of accents in the Greek word and in my version. Additionally, both
here and in the rest of the text I make consistent use of the Greek versions
of names instead of their Latinised counterparts. Nor do I employ the ab-
breviated forms, which added difficulty to the task of fitting into the frame
of the hexameter proper names that are more than three syllables long.

In an attempt to remain faithful to the original, at least in the invocation
that provides something like a table of contents for the first two books of
the epic, I translated the verb uvijoouou literally, just as Appel did. Unlike
Appel, however, | decided to render the pluralis kAéa as the Polish sfawa
(fame) going back to the etymological meaning of the word, in the hope
that it would not only connote glory, but also its causes. The adjective
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rwalaryevic (born a long time ago) I translated verbatim, trying to render
the contents of the invocation as precisely as possible. Taking into consid-
eration countless names of people and places in Apollonius’ work, I chose
to translate their meaning into Polish wherever it might enrich and diver-
sify the imagery, and, in other cases, to comment on them in the notes. For
this reason, but also to keep from discouraging the reader with the use of
commentary from the very opening of the translation, I rendered zézpou
Kvavear as Granatowe Skaty (Navy-Blue Rocks, as the adjective xodveog
means more or less precisely “navy blue”). By choosing this lesser known
name of Symplegad, Apollonius was not only trying to demonstrate his
learning and originality (which is symptomatic of Hellenistic writers), but
also to emphasise the ominous hue of the crushing rocks, thus evoking the
dread they would arouse. As such, I chose a solution similar to Klinger’s
translation, rendering the Greek otdua as gardziel (maw); the term does not
fully mirror the original, but it evokes the image of a narrow passage and
danger. When I translated the Greek ¢f(vyov into the Polish mocno spo-
Jjona (strongly-joined), I was, like Appel, striving to mark the grammatical
“gender” of the vessel which, for the Greeks, is feminine.’ The adverb &d
(well) is rendered as “strongly” in my version, because it underlines the
sturdiness of the whole construction, on which the lives of the questers
frequently depended.

Another passage from the Argonautica that can be found in Klinger’s
work was written by Zofia Abramowiczowna, professor at Nicolas Coper-
nicus University in Torun, and an eminent Greek epic scholar (n.b. her ad-
vice was sought by translators of the //iad: Kazimiera Jezewska, pub. 1972,
and Ignacy Wieniewski, English trans. 1961, Polish edition pub. 1984).
Abramowiczoéwna translated passages from the Argonautica for an anthol-
ogy of Hellenistic poetry she planned, but was never released. Through
Appel’s efforts, Abramowiczéwna’s work was published only in 2000, in
Meander magazine. Her work, like the versions by Klinger and Appel, is
written in Polish unrhymed hexameter. Abramowiczdéwna is quick to em-
ploy masculine caesura, albeit not so often as Klinger, which smooths out
her hexameter, also because dactyls occur on a more regular basis than

5 This fact is significant not only for the understanding of the attitude of the Argonauts
(and Greeks as such, as a mariner nation) towards the ship, which, at sea, embodies such
feminine attributes as protection and safety, but also allows for a proper contextualization of
Apollonius’ comparison, the most important of which is the Argo as a mother carrying the
Argonauts in her womb (IV, 1372-1374, Apollonius 1990: 168).
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trochees. Additionally, she never uses trochees (spondees in ancient hex-
ameter) in the penultimate foot.

The lines quoted below contain an evocative description of night fall-
ing, until the moment all noises are gone, even the barking of the dogs:
this silence and all-embracing sleep to which even a mourning mother suc-
cumbs are then contrasted with the sleeplessness and anxiety of Medea,
who worries about Jason:

NUE pev Eneit” €nl yolav Gyev kvEpag, ol 8 évi movtw
vautidot el EALkNy T8 Kol GoTépog Qplwvog
£€dpoakov €k vndv, Hvolo ¢ kol TIg O3LTNG
10N kol TVACWPOG EEADETO, KOl TLVO THLd®V
UNTEPOL TEBVEMTOV ASLVOV Ttepl KOW ™ EKGAVTTEV,
003¢ KLUVAV VAT 17 dve TTOALY, 0D BpdOg HEV
NYNELS, oLYN Oe pedatvolévny Exev Spevny:
(111 744-750)

Wiodta na ziemig juz noc swe ciemnosci. Zeglarze na morzu

To na gwiazdozbior Heliki, to znéw na Oriona §wietnego

Z naw spogladali juz swych. Juz wegdrowcom si¢ spa¢ zachciewato

Oraz straznikom u wrot. Nawet matke, co dziecig stracila,

Mocny ogarnat juz sen, otuliwszy zastona swa wkoto.

Nigdzie szczekania juz psow, ani rozmow cztowieczych odglosu

W miescie nie stycha¢, i w mroku, co zggszcza si¢ wceiaz, trwa milczenie.
Trans. W. Klinger

Noc juz na ziemig mrok sprowadzila; na morzu zeglarze

Tesknie ku Wielkiej wzrok Niedzwiedzicy i gwiazdom Oriona

Stali wzrok ze swych statkow; i snu zapragnal wedrowiec;

Do snu straznicy wrot zatgsknili; a nawet i matke

Dzieci umartych, we tzach, zamroczylo glgbokie uspienie.

Ani tez pies nie zaszczekat gdziekolwiek w miescie, i zaden

Dzwigk nie rozbrzmiewat; a czarna noc ogarngto milczenie.
Trans. Z. Abramowiczowna

Noc wtedy juz sprowadzata na ziemig ciemnosci. Na morzu

w strong Heliki oraz ku gwiazdom Oriona zeglarze

spogladali z okrgtu; snu pragnat kazdy wedrowiec

i czuwajacy u bramy stroz, nawet matka w zatobie,

ktorej umarly dzieci, we $nie pograzyta si¢ twardym.

Ani szczekanie psow, ni inny odglos wsérdd miasta

echem nie rozbrzmiat; cisza zalegta w nocnych ciemnosciach.
Trans. E. Zybert-Pruchnicka
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Then did night draw darkness over the earth; and on the sea sailors from their
ships looked towards the Bear and the stars of Orion; and now the wayfarer and
the warder longed for sleep, and the pall of slumber wrapped round the mother
whose children were dead; nor was there any more the barking of dogs through
the city, nor sound of men’s voices; but silence held the blackening gloom
(Apollonius 1990: 114).

In the first line Abramowiczowna used the perfective aspect of the verb
to render, “yev, but it seems that the original usage of imperfectum provides
a more accurate image of the gradual fall of darkness, ending with the de-
scription of the time in the dead of night. The second line presents difficul-
ties that are connected with the translation of the Greek equivalent of the
Ursa Major (‘Elixn). Like Klinger, I chose to retain the original version of
the term, as the Greek name comes from the verb £édigoery, i.e. to turn: the
original evokes the image of a star which revolves around the pole, but is
not the Great Bear. The triple repetition of juz (already) in Klinger’s trans-
lation and a rather clumsy division of the name of the North Star by the
word wzrok (sight) in Abramowiczowna’s version result from the necessity
to even out the rhythm in the hexameter. Additionally, Abramowiczéwna
adds the adverb fesknie (longingly) in her translation, which is absent from
the original, and divides the meanings of the verb ééAdeto (zatesknili, they
were longing for and zapragnat, he became desirous for), which made the
passage more suggestive. It may well be that Klinger omits gwiazdy (stars)
for a similar reason, and adds swietny (excellent) as the attribute of Orion,
though the change itself is not fully justified.

Another troublesome word is x@ua, which in Homer’s poetry means
deep, god-sent sleep. Such equivalents as spigczka (lethargy) or even koma
(coma) are unsuitable, and the four-syllable odretwienie (torpidity) breaks
the line. Both Klinger and I accepted the fact that there is no perfect equiv-
alent of this word in Polish, whereas Abramowiczowna chose to differ-
entiate between the two terms, and translated the Greek x@uo as uspienie
(slumber).

The onomatopoeic word nfyzerg, consisting of three long vowels, was
rendered in my translation with the Polish echo (which, incidentally, is also
derived from the Greek 1y), as I wanted to come at least a bit closer to the
sound of the original.

Let us have a look at another brief passage from the Argonautica, this
time in the versions by Klinger and Jerzy Lanowski, professor of classical
philology at the Wroclaw University, an eminent Greek literature scholar
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and the translator of Euripides’ tragedies, Menander’s comedies and He-
siod’s epic poetry. This excerpt is a captivating description of Aphrodite’s
morning toilette just before an unexpected visit from the goddesses Hera
and Athena.

Agvkolowy & £xatepOe KOPOG EMLEWEVT DROLG
KkOoUEL xpLoEin Sl KePKidL, HEALE dE pokpoG
TAEE0GOaL TAOKANOVG TOG 8€ TTPOTAPOLOEY 180VCQL
£oyelev elom 1€ ope KGAEL, Kol ATO BpOVOL MPTO
€lo€ 77 €vi KMOopoTow” &top HETEMELTA Kol arDTN
{Cavev, dynrrovg 8¢ xepotv AvedNooTo XoiTaC.
Tolo 8¢ HeELSLOMOO TPOCEVVETEV CILVALOLOLY"

(II1 45-51)

Wtosy za$ bujne z stron dwu rozsypawszy po biatych ramionach,
Ztotym swym czesa¢ grzebieniem i w dlugie je splata¢ warkocze
Wtasnie pragneta, gdy wtem, dwie boginie przed soba ujrzawszy,
Mysli wyrzekta sig tej, bo je w dom zaprosita i z swego

Stolka zerwawszy sig¢, wnet usadzita przybyte, a potem

Sama usiadta, rgkoma tez w wezel zwiazata ogromny
Niedoczesane kedziory i tak, usmiechajac sig, rzekta:

trans. W. Klinger

Oba biate ramiona okrywat ptaszcz wlosow,

Czesala je grzebieniem ztotym i warkocze

Miata wlasnie zaplataé, lecz widzac boginie

Przerwata. Wstaje z krzesta, do wngtrza zaprasza.

Tu sadza je na sofach. Sama takze siada,

Nie ulozone pukle zagarnie rgkami

I usmiechajac sig lekko, tak rzecze do gosci
trans. J. Lanowski

Oba jej biale ramiona tongty we wlosow powodzi,

ktora ztotym grzebieniem czesata, bowiem pragneta

zaple$¢ swe dlugie warkocze; gdy za$ ujrzata wchodzace,

naraz przerwala; do Srodka je prosi i z miejsca powstawszy

sadza na krzestach wygodnych, sama rowniez usiadta,

a rozsypane swe pukle rekami jedynie zgarnela.

Po czym z u§miechem im rzekta stowa zwodniczo pochlebne
trans. E. Zybert-Pruchnicka

And her white shoulder on each side were covered with the mantle of her hair
and she was parting it with a golden comb and about to braid up the long tres-
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ses; but when she saw the goddesses before her, she stayed and called them
within, and rose from her seat and placed them on the couches. The she herself
sat down, and with her hands gathered up the locks still uncombed. And smi-
ling she addressed them with crafty words (Apollonius 1990: 96).

In his translations of the Argonautica Lanowski combined two tradi-
tions of Polish epic poetry. The passages he translated are written in the
thirteen-syllable verse, but are also subjected to a metrical rigour that
resembles hexameter: each line contains five quite regular stresses. The
quantitative change from six to five stresses stems from the fact that the
number of syllables is limited to thirteen — and hexameter can count, at
least theoretically, from twelve to eighteen syllables. Lanowski also uses
initial ictus. Moreover, there are no rhymes in his translation, in accordance
with the ancient tradition; the language in itself is entirely modern with
no trace of archaisation or stylisation. These features make the translation
sound like rthythmic prose.

Apart from the obvious differences resulting from the stylistic and for-
mal preferences of the individual translators, there are no discrepancies
in the way their translations are rendered on the lexical level. It is up to
the reader’s inclinations whether the word used by Klinger, stofek (stool),
sounds discordant with a description two lines earlier, divwzov Gpovov, i.e.
ornamented chair. The very question of the furniture where Hera and Athe-
na sit is troubling, as xklioudg may also mean a sofa (or, more accurately,
a recamier) or a chair with armrests, which is simply an armchair. Klinger
did not settle the matter, skipping over it in his translation; Lanowski chose
sofa, whereas I decided to exhaust all the possibilities and adhere to the
phrase wygodne krzesto (comfortable chair), probably because I could not
imagine that goddesses who visit Aphrodite to discuss an urgent matter
recline in order to do so.

In the last line, both Klinger and Lanowski omit the word that turns
out to be a translatorial stumbling block, afuviioigiv, meaning “slick” or
“smooth” (implicitly referring to “words”), but also “cunning” or “decep-
tive.” Rendering this ambiguity in the translation is important, as it allows
Aphrodite’s further comments to be read in their proper context; she ad-
dresses the two goddesses in a manner full of sophisticated politeness that
verges on humility. The contemporary reader would not notice irony in her
welcome, and therefore would not understand the indignation with which
Hera answers Cypris: xeprouéeic — Thou dost mock us (1. 56, Apollonius
1990: 96). In my own translation I decided to render aiuviioigiv with two
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words, even though I was aware of the fact that such a strategy usually
breaks the dense and compact style of the original.

Wiktor Steffen seems to remain solitary in his translatorial choices. Un-
like his predecessors, he decided to work on one long passage from the
Argonautica (Book I'1. 228-360, which altogether makes 132 lines) instead
of translating several short excerpts. Another, much more significant differ-
ence between Klinger’s, Abramowiczéwna’s and Appel’s translations and
Steffen’s rendition of the poem is his use of rhymes in the Polish hexam-
eter. This model, unlike that employed by the Polish Romantic poet, Adam
Mickiewicz, imitates the hexameter line within the bounds of the Polish
language as invented by another Romantic, Cyprian Kamil Norwid.

otog 8~ €k vnoilo BvMdeog eloty "ATOAA@V

Afdov &v” Ayadénv nE KAGpov, fi &ye Mubd

1l Avkiny gbpetav €mt ZqvBolo ofiot”

Tolog &ve TANOLY SMpov kiev, dPTo 8 &vTh

KeEKAOUEV@V Bpvd1G. TO 3¢ EOUPBANTO Yepoun

Torog "ApTERLSOG TOANMOY OV APTTELPOL,

Kol P de€rtephig xe1pog KOOEV" 00OE TL RGO

gunng tepévn dOvoto TpobEovTog ORI,

GAL" T pev Aimet” adOL mapokAidov, olo yepon

OTAOTEP®Y, O 8¢ TOALOV AToTAQyYOELS EALECON.
(I307-316)

Jak ze $wiatyni wonnej wychodzac Apollo uroczy

Dumnie po Delos lub Klaros albo po Delfach swych kroczy,

Lub po likijskiej rowninie albo nad Ksantu wodami,

Tak przez thum ludzi Jazon przechodzit. A Iud okrzykami

Wital go thumnie. Podeszta don takze stara niewiasta

Iphias, kaptanka troszczacej si¢ Artemidy o miasta.

Pocalowala go w reke, lecz, chociaz mocno pragneta,

Z nim porozmawia¢ nie mogta, bo rzesza naprzod suneta.

Ona, staruszka, zepchnigta przez mtodszych, zostata na boku,

On za$ zgubiwszy si¢ w thumie, zginat staruszce z widoku.
trans. W. Steffen

Niby Apollo, gdy z wngtrza pachnacej $wiatyni wychodzi

i najswigtsza Delos, Klaros lub Pytho przemierza,

albo tez Lykig rozlegta, lezaca nad nurtem Ksanthosu —

tak wlasnie szedt poprzez thumy i wielka si¢ wrzawa podniosta,
gdy zakrzyknigto pospolu. Wyszta mu tez na spotkanie

Ifias, sgdziwa kaptanka strzegacej miast Artemidy.
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Ucatowata mu prawa dton, lecz nie mogta wymowic

stowa, cho¢ tego pragneta goraco, gdyz thum spieszyt naprzod;

wnet ja ominat i z boku zostawit, jak to mtodziency

starcow; Jason tez poszedt przed siebie i zniknat w oddali.
trans. E. Zybert-Pruchnicka:

And as Apollo goes forth from some fragrant shrine to divine Delos or Claros
or Pytho or to broad Lyeia near the stream of Xanthus, in such beauty moved
Jason through the throng of people; and a cry arose as they shouted together.
And there met him aged Iphias, priestess of Artemis guardian of the city, and
kissed his right hand, but she had not strength to say a word, for all her eager-
ness, as the crowd rushed on, but she was left by the wayside, as the old are
left by the young, and he passed on and was gone afar (Apollonius 1990: 29).

Steffen uses even rhymes that are often assonant or grammatical. It has
to be underlined that ancient poetry did not know rhymes; therefore, their
use in a translation of a classical epic was a conscious choice of the transla-
tor who wanted to facilitate the reception of the poem for a Polish reader
accustomed to rhyming poetry. This ambitious assumption seems to act
as a double constraint, limiting both the metrical pattern and the rhyming
scheme. The search for rhymes is the very reason why Steffen adds, in the
first line, the word uroczy (“charming,” as a thyme for kroczy, walking) that
in no way seems a fitting description for Apollo; in the following line he
adds dumnie (proudly), and omits fya@énv (the most sacred), an adjective
used to refer to the island of Delos. He also chooses to replace Pytho, i.e.
an old name of the city which recalls an association with the verb rv8éo6ou
(to learn), with the name Delfy (Delphi), more familiar to the reader, and
to divide with the connector albo (or) the phrases likijskq rownine (Lyeian
plain) and nad Ksantu wodami (by the waters of the Xantus), thereby sug-
gesting that these are two different geographical regions.

The above comparison allows me to highlight the features that all the
translations of Apollonius’ Argonautica share, which in turn may be useful
in defining the general tendencies in the contemporary translation of clas-
sical epic poetry.

All the translations described in this article were written by classicists,
as in our day it is only they who have sufficient knowledge of Ancient
Greek. This fact influenced most of all the form that Apollonius’ epic took
in their works: apart from Lanowski all the translators chose to use hexam-
eter. We have to distinguish, however, between their versions of the model,
and the literary experiments that the metre was given by such Polish poets
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as Leopold Staff, Kazimiera [Hakowiczéwna or Wiadystaw Broniewski.
It seems that philologists are less susceptible to metrical license, perhaps
because many years of reading epic poetry in the original injects into their
bloodstreams the rhythm of the hexameter, becoming as natural to them as
the thirteen-syllable line. Although Mickiewicz’s and Norwid’s contribu-
tion to the development of hexameter in Polish should not be overlooked,
Klinger, Abramowiczéwna and Appel did not follow in their footsteps, but
rather seemed to emulate previous hexametric translations of ancient epic
poetry.

An objection often raised against translations by philologists is that
they are too “philological” and not “poetic” enough. Undoubtedly, this
phenomenon has its positive sides, which are a result of the translators’
meticulous interpretation of the text. At the same time, many translators try
to “poeticise” their translation through various means and strategies, but
the outcome is not always favourable.

One of the ways of “poeticising” the text is the rhyme (which was Stef-
fen’s tactic), another archaisation employed by Klinger, whose work has
many stylistic features characteristic of the Young Poland movement: in his
translation of fragments of the Argonautica the characters are witezie (arch.
knights), the king is wladyka (arch. king), armour is zbroica (arch. armeure),
a sacrifice is always obiata (arch. sacrifise), dancing is plgs (arch. gambol-
de), etc. Steffen also uses archaisation, but a certain amount of stylization to
the nineteenth-century Polish is observable in his version, which inscribes
itself into the notion of the rhymed translation of Greek epic poetry: in his
work, mourning is rendered as biadac (to wail), crying as szlochaé (to sob),
complaining as utyskiwac (to bemoan), a ship is a nawa (vessel), etc. Some
of these expressions may be controversial, such as wojacy (soldiers) in ref-
erence to the group of the military leaders (dpiotiiec) or swojacy (fellow
countrymen; £roz) as kinsmen belonging to one family. Appel adds touches
of archaisation in his work, using (in further passages) such expressions as
ninie (forthwith), wlodarz (steward), jak tusze (methinks), wieszczki (seer-
esses), etc. These phrases do not harmonise with the tone of the contempo-
rary language that this translator most often uses.

Abramowiczoéwna and Lanowski chose neither archaisation nor rhymes,
creating their translations of the Argonautica in contemporary literary Pol-
ish. This allowed them to avoid the risk of rapid ageing of the text as well
as the occasional use of inappropriate vocabulary enforced by the need to
find a suitable rhyme.
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In my own translation I decided to abstain from rhymes or linguistic
stylisation. I wrote it in contemporary literary language and the measure of
its archaicism is its metre. In my hexameter there is no license, the accent is
always initial and the trochees — just like the spondees in Apollonius’ work
— hardly ever occur in the penultimate foot. I transcribed proper names in
the Polish alphabet as closely as possible,’ adding declensional affixes to
the singular nominative form. In this way I was trying to approximate the
sound of the original as much as possible, without altering it with Latin
terminology. I always retain the names created by Apollonius,’ translating
them into Polish only when it added to the content or enriched the imagery.
In the remaining cases I fell back on notes, the last resort of the translator.
The choice of such a strategy springs from my conviction that, in the words
of Goethe, a translation should force us to enter a foreign country, feel what
it is like, the peculiarities of its tongue, the uniqueness of its character.
Whether I have come back from this quest with golden fleece or empty-
handed is for the reader to judge.

trans. Anna Kowalcze-Pawlik
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