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Introduction

Literary translation takes the work of those invamlvn it to the next level, as its subject
is not solely text, but a text whose function isetmke a certain emotional response.
One of such responses is anxiety, uncertainty, tea#y leading to fear. Between every
two languages there is content that may be fouatlestging by translators.

This is due to syntactic differences, lexical schsrand the general structure of
a language. It seems that translating what is w@aksiee, monstrous and terrifying is an
even greater difficulty. Fear is an emotion shaaedoss cultures, regardless of the
language they use. H.P. Lovecraft is an author w/istaries aim to induce fear.

In order to do it, Lovecraft taps into the senseankiety, tell stories of the
unknown and inexplicable. Although fear itself isiversal, elements that cause it are
rather culture- and language-specific which impttest translation of horror and gothic
stories may require additional skill and attentiamm the translators.

The objective of this thesis is to present theestfl H.P. Lovecraft's prose and
analyse its Polish versions in terms of accuradyaofslation.

The first chapter contains the theoretical basiduding the definitions of style,
stylistics, features of style and style markerswadl as a presentation of different
approaches to stylistic analysis.

The second chapter presents H.P. Lovecraft as #mraand enumerates the
most prominent features of his style as well amiskers.

The third chapter presents the results of bothirthial qualitative analysis and
the quantitative analysis of selected fragments$otal of 11 stories, at least one by
every Polish contemporary translator of Lovecraftere selected for qualitative
analysis, fragments from six stories, one for eaemslator were selected for the
guantitative analysis. These fragments are includedAppendixes to this thesis
(labelled A to E, with the names of respective $tatiors).

The results of the analysis are hypothesised teepiethe level of accuracy in

the Polish translations of H.P. Lovecraft's prose.



Chapter One
The theory of style

1.1 The definition of style

It is essential to define style as such before attgmpt to define a style of any
particular author. Leech and Short in th®tyle in Fiction(1987:10), while forming an
initial definition, claim that “[style] refers tche way in which language is used in a
given context, by a given person, for a given pagiolt is, however, imperative to
extend this definition beyond the above basics. $hessurian ideas ¢dngue and
parole are used to present the definition of style in endetail, as according to Leech
and Short the style belongs to tharole category, as it is a illustrates an individual use
of language, particular to the user themselvesl)0be it in writing, speech or other
forms of communication.

Style is further defined as “an individual combipatof linguistic habits” (12).
This definition is still quite general, as it ispained that the style of one author can
vary significantly, for example when writing in tifent genres or other purposes (12).
Further refinement of the definition of style isngoby narrowing it to the “linguistic
characteristics of a particular text” (12) whichdisemed to be neutral and yet defining
by the authors.

Once the definition of style is coherent and dethienough, the next step in
defining a style of a particular author, is throutpe study of it, thus providing the
definition of stylistics (13). When analysing arext, it is important to remember that
both its form and content need to be analysed samebusly. Leech and Short illustrate
this by referring to the image of the “philologicalcle” used by Spitzer, where the
“linguistic description” and the “literary appreti@n” interchange in the process of
stylistic analysis (13-14). The views on how aistid analysis should be founded and

conducted tend not to be homogeneous.



1.2 Features of style and style markers

The authors o$tyle in Fictiondefine a feature of style as “the occurrence texa of a
linguistic or stylistic category” (Leech and Shdr§87:64). Within every text there is a
large number of such features and it is imperaivécus on the most prominent and
important ones. The “particular features of styldick call for more careful
investigation” (69) are called style markers. lItti®mse style markers that this thesis
seeks to define and extract from the style of Hd¥ecraft, in order to analyse the
Polish translations of his works in terms of accyralt is doubted whether an
exhaustive and at the same time complete, quamitahalysis of a text is possible

(44), hence only some of the features of Lovearatile will be subject to it.

1.3 Approaches to stylistic analysis

Leech and Short provide the basic distinction betwéhe dualist approach, which
assumes a strong division between the form anddhe&nt and the monist approach,
where the above are inherently intermingled (198)(:Supporters of the dualist
approach argue that texts may be rephrased atteahkawvel and still convey the same
meaning, while displaying a normalised, repetistr@icture which contains the simplest
sentences possible. In this approach, style is as¢a manner of expression” (19-22).
As the monist approach, according to the autho&tylé in Fiction is the most suitable
for poetry (25), it is unsuitable as a basis of thiesis.

Another stylistic approach described by Leech ahdriSis pluralism. In this
approach “language performs a number of differamicfions, and any piece of
language is likely to be the result of choices maddlifferent functional levels” (30).
The objective of this thesis is to analyse theestfl H.P. Lovecraft both in the original
and the Polish translation, particularly the emuioresponses they evoke. It seems
accurate to adopt the pluralist approach to styliahalysis since the language of
Lovecraft’s prose serves to convey fear, doingysmbans of both form and content. In
this case, the analysis will focus on the funcobithe text, thus justifying the choice of

the pluralist approach.



1.4 The proposed modes of analysis

The selected stories by H.P. Lovecraft and thespeetive translations are subject to
analysis comprising of two parts. The initial, gtadive analysis seeks to give examples
of accuracies or inaccuracies in the translatiohoyMecraft's style in prose, in terms of
vocabulary, sentence structure and the degreeans$lation-motivated alterations. The
second part of the analysis aims to verify the ey of translation in terms of
quantity, namely of sentence length and the frequeri emotion-evoking and mood-
related vocabulary on the example of adjectiveans@and adverbs.

It is hypothesised that the contemporary Polishsletions of H.P. Lovecraft's
prose are not quite accurate in their renditiothefauthor's style. Some of the features
which remain ambiguous are the aforementioned nmeladed vocabulary and sentence
structure and other relevant features of H.P. Lmafés style, discussed in the next

chapter.



Chapter Two

H.P. Lovecraft and the style of his prose

2.1 H. P Lovecraft and his influences

H. P. Lovecraft is one of the renowned authors@itats of horror fiction. In his essay
on the aforementioned genres titli8dpernatural Horror in Literaturehe stated that
“[t]he oldest and strongest emotion of mankindeiarf and the oldest and strongest kind
of fear is fear of the unknown” (Lovecraft, httpmiw.hplovecraft.com/), which implies
that he was an author conscious of the workinghehuman psyche.

Born to a gentry family in August of 1890, Lovedrédst his father early and
was raised in Providence, Rhode Island, under ifleence of his overprotective
mother and the grandfather, who influenced the aully introducing him to a wide
range of literature, including classical Greek amdn@n works. Lovecraft grew to be an
outsider, though a very educated one. His interegiart from humanities included
astronomy, chemistry, evolutionary biology, and sby. According to Joshi (1999:16-
17), Lovecraft published scientific several artclen the fields of chemistry and
astronomy. These were the foundations of his fasicn with the universe and all
things cosmic. As an atheist, he followed the @ufghy of materialism, combining the
views of classics such as Epicure or Democritus wibdern thinkers like Nietzche or
Haeckel, shaping him as a determinist. He disresghtide notion of free will, attributing
all events to the inner causality of the univerad ®estiny. It resulted in Lovecraft
treating his literary work merely as art, perfornmedinly for pleasure and not for profit.
(Joshi, 1980: 171-174). As he says, in the essageraing his own work titledNotes
on Writing Weird Fiction

My reason for writing stories is to give myself tBatisfaction of visualising more
clearly and detailedly and stably the vague, ekjdiragmentary impressions of wonder,
beauty, and adventurous expectancy which are ceavieyme by certain sights (scenic,
architectural, atmospheric, etc.), ideas, occuesnand images encountered in art and
literature. | choose weird stories because they mwi inclination best—one of my
strongest and most persistent wishes being toashmomentarily, the illusion of some
strange suspension or violation of the galling tations of time, space, and natural law
which for ever imprison us and frustrate our cutioabout the infinite cosmic spaces
beyond the radius of our sight and analysis. (Loaféchttp://www.hplovecraft.com)



Lovecraft's materialist view of the world made himo a writer deeply rooted in
what is real. His scientific knowledge and attemtio detail thus allowed him to create
situations, set in the real world, where unnatarad disturbing situations take place.
The strong sense of reality, contrasted with th#den instance of alien creatures or
phenomena is the foundation of his prose. On therdiand, Lovecraft based some of
his texts on his dreams. These visions were ustralhsformed into prose poems, as in
the case of “Nyarlathothep” or “What the Moon BisfigThe world they present is far
from real, governed by the laws of fluid dream &dantastic in setting and the course
of events.

Lovecraft's views influenced the manner in which ¢reated his characters.
Most of the men who are first person narratorsn&gsing horror and relating it, are
well-educated antiquarians, possessing vast knowleafgtheir subject. They are
frequently equipped with very rational minds ansbeilieve what they see until they are
confronted with the evidence supporting the existeof the unnatural in their world.
Lovecraft's fiction can be divided. The first typee his horror stories, which contribute
to the “Cthulhu mythos”, an artificial mythology d&lder Gods out of this world,
created and organised by one of Lovecraft's frieadd collaborators — August Derleth.
The second is the “Dream cycle” which comprisesoéiric visions, often recorded
from dreams, poetic and frightening at the same.tiilne same division can be made in
terms of characters, as the characters prominenthén “Dream Cycle” include
Lovecraft's alter ego — Randolph Carter, who fipipeared under this name and
function as the author's character in his own regttin “The Statement of Randolph
Carter” in 1919. The “dreamer” type of characteussially a sensitive, fragile youth,
influenced by images and voices from the world€r@atures beyond comprehension.
An example of such character can be seen in tlsoparof the young painter from “The
Call of Cthulhu”.

The same division applies to Lovecraft's main ditgrinfluences. One of his
masters was undoubtedly Edgar Allan Poe, whom bkeodered at the early age of 8
(Joshi, 1999:16). Lovecraft admits attempts to cdpge's style, more or less
consciously, for example in “The Outsider” written1921 (86). The inspiration for the

stories of the “Dream cycle” was Lord Dunsany, amgi-Irish fantasy writer.



According to Punter (1996:38), Lovecraft was cisied by Colin Wilson as
being a simply untalented author. Wilson deemedektaaft's work as exaggerated and
unacceptable as a form of art. Another critic, Edchiwilson admitted that some of
Lovecraft's works were indeed influenced by Poel Banter remarks that Lovecraft
“saw terror in a very different way from Poe. Whétee refers fear back to the 'life
within'; Lovecraft is utterly devoid of psychologicinterest; his terrors are entirely
those of the unintelligible outside” (38).

As a member of New England gentry, Lovecraft wasy veersistent in his
sentiments for the local landscapes. Many of hisk&/qraise the space of New
England, its towns, filled with relics of coloniatchitecture and rural, mysterious areas
alike. Lovecraft’s social origin may be seen asgbarce of his scepticism if not utter

fear of members of non-white races, often express#te course of his stories.

2.2 The style of H.P. Lovecraft

The basic definition of Lovecraft's style is prositlby S.T. Joshi, the critic, scholar and
recent biographer of Lovecraft, in lAsSubtler Magickas “lush, florid, richly textured
prose [which] adheres to a long-standing tradibwhat in classical rhetoric, is termed
the “Asianic” style, in contrast to the reservesktrained, understated manner known as
the “Attic” style” (1999: 250). Joshi then remarttgat Lovecraft combines two basic
ingredients of Scientific precisioh and “lush prose-poetry (251, italics original) in
order to achieve a certain effect, regardless efevaluation of the style itself. In the

following quote, Joshi praises Lovecraft's narmatio

Few writers in all literature had a better senseafativepacingthan Lovecraft. In all
his great tales the narrative flow proceeds indxXgrérom the first word to the last,
with rarely a false note and with a constantly acglating sense of awe, wonder and
terror. It is only toward the latter parts of aetdhat Lovecraft unleashes what has
derisively been termed his “adjectivitis” (Jos99:251)

What follows is a direct quote from Lovecraft's ‘tde on Writing Weird
Fiction” which Joshi sees as a justification of thdjectivitis”.



Inconceivable events and conditions have a spheaiadlicap to overcome, and this can
be accomplished only through the maintenance ddrafal realism in every phase of
the storyexceptthat touching on the one given marvel. This mamest be treated very
impressively and deliberately—with a careful emogib“build-up”’—else it will seem
flat and unconvincing. (Lovecraft, http://www.hpkxraft.com)

It may seem that the frequent use of adjectivebearclimax of a story serves to,
literally, overwhelm the readers with sheer intgnsi the experience they share either
with the narrator or with the characters. Thus,oactusion could be drawn that the
frequent use of adjectives, particularly at the ehd text is one of Lovecraft's style
markers.

Further, Joshi argues that Lovecraft's style isarohaic, but rather dense and
compressed. What is more, the author deems therseadecapable and prepared to
show “wide knowledge in the realms of biology, cli&tny, geology, astronomy, art,
architecture, literature, mythology, and other ghikiges” (Joshi, 1999:252) and those
lacking such information are unable to understdred heaning which is conveyed as
well as to imagine the scenes illustrated by sifientietailed vocabulary.

In all his overwhelming descriptions, Lovecraft desnto use rather vague
adjectives. Words likendescribable, unknowar hideousare offered to the reader with
a gap which may only be filled by one's imaginatéom projection of things terrifying
to the person. Lovecraft was aware that all reader®qually affected by horror fiction.
Those who are moved by it, all would be naturabjeao fill the gap presented by the
adjectives.

The first person narration, so often seen in Loak'sr prose, constitutes a
significant part of his style. The reader can alimdesntify with the narrator, in order to
take a more direct part in all of the events. Thoismphasised by Lovecraft's intentional
opposition between the local populace and the tmarraan outsider, not native to the
parts, well-educated and ignorant of local supgres, comes to a feared, supposedly
cursed place, armed with his rational mind and Kedge, only to discover
monstrosities.

Another of the most prominent features of Lovectsadtyle is the use of words
relating to various senses. It is not only the sighut often, voices possessing terrifying
qualities that prove fearsome and haunt the proiatp The sense of smell is also very
important, Lovecraft's emphasissiEnchor the attributestinkingfrequently accompany

the locations of horrifying events, amplifying tbects of the sights and sounds. These
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are not the only senses Lovecraft employs — tleetka sense of touch which also acts
as a fear stimulator. Surfaces are often slimppsliy to the touch, very unsteady to
walk on, and by consequence, dangerous or evertydedtie protagonist.

It is important to mention the stylistic features lajvecraft's “Dream cycle”
stories. Some of them being prose-poems, they icomtanumber of visible style
markers of which perhaps the alliterations are iiest visible. As illustrated, for
example in “What the Moon Brings”, Lovecraft comesnmeanings to create almost
song-like qualities to his text in “silent and dgdarg, bright and baleful” or “saw
gleaming, the spires, the towers and the roofdaf tlead, dripping city” (Lovecratft,
http://www.hplovecraft.com). Alliterations oftentexd above two words containing the
same sound, as seen, for example in “NyarlathotindyEre “swarthy, slender, sinister”
is noted in a description. The alliterations ofggin an onomatopoeic dimension, as
exemplified by the phrase “gnaw and glut upon” frafvhat the Moon Brings”.

Another style marker is the intentional repetitiohthe phrase or its part, as
noted, for example in “The Dream-Quest of Unknowad&th”, in the fragment “[s]tars
swelled to dawns, and dawns burst into fountainsgold, carmine, and purple®
(Lovecraft, http://www.hplovecraft.com). Repetit®at times communicate the quantity
or even excess of something, which points to tha mfeexcess itself as alarming and
threatening. The fragment from “The Colour out pa&e” exemplifies the above claim:
“The trees grew too thickly, and their trunks wese big for any healthy New England
wood. There was too much silence in the dim allegtsveen them, and the floor was
too soft with the dank moss and mattings of inéinitears of decay“ (Lovecraft,
http://mwww.hplovecraft.com).

Finally, in terms of syntax, one of Lovecraft'slstynarkers is his frequent use of
inversion in the sentences. Adjectives are oftemtéd in relation to the following
clauses, verbs assume non-standard positions igsetfitence. Again, the first sentence
from “The Colour out of Space” seems to be an adexexample of Lovecraftian
syntax: “West of Arkham the hills rise wild, ancetk are valleys with deep woods that
no axe has ever cut” (Lovecraft, http://www.hplorsgtcom).

All of the above features and style markers arbedested both in qualitative
and quantitative analysis of Polish translations gared with the original texts, in the

course of the following chapter.
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Chapter Three

The analysis of selected texts

3.1 The initial qualitative analysis

A total of 11 stories have been chosen from theegafsH.P. Lovecraft to serve as
primary texts for stylistic analysis. As there asx contemporary translators of
Lovecraft, at least one story per each translatprésent, in order to assess the extent to
which the style of the author was either presemedodified in the translation. The
titles of the original stories are provided in Hslgland the Polish versions of the titles
are given where necessary in analysis. Thus, @ssumed that, for example “The
Outsider” by Robert P. Lipski means the translatidiThe Outsider” and does not
attribute authorship to the translator.

The texts are grouped according to translator&lesvs: “The Outsider”, "The
Statement of Randolph Carter” and "The Namelesg’ @Gitthe translation of Robert P.
Lipski; "Nyarlathothep” and "What the Moon Bring&y Mateusz Kopacz; "The Case
of Charles Dexter Ward” by Michat Wroczski; "The Colour ouf of Space” and "The
Call of Cthulhu” by Ryszarda Grzybowska; "The Dre@uest of Unknown Kadath”
and "Pickman’s Model” by Andrzej Ledwgw and "The Rats in the Walls” by
Grzegorz Iwaciw.

The initial analysis of the texts revealed a rathdystantial number of translated
fragments which may influence the reception of bibtd author and the stories in a
rather negative manner. Such potentially harmfutgtation decisions occur on various
levels of language, ranging from lexical choicesiclvhimbalance the careful,
atmospheric structure of the Lovecraft's sententesugh major changes in syntax,
reaching far beyond necessary syntactic adaptatigno omissions, additions as well
as changes affecting the comprehension of theeetdit - its characters, mood and
logic. These are presented in sections devotduetoespective translators.

The original texts of H.P. Lovecraft are availabteThe H. P. Lovecraft Archive
website (http://www.hplovecraft.com). For the saiebrevity, when referencing the
original texts, the author and the code abbreviasogiven for each story, as explained

in the table below.
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Table 1. Codes for referencing primary texts in lishg

The title of the story

The full web address of thetsry

Reference code

The Statement of

Randolph Carter

http://www.hplovecraft.com/writings/texts/fictiomtsasp

Lovecraft, SRC

The Outsider

http://www.hplovecraft.com/writings/tefiction/o.asp

Lovecraft, O

The Nameless City

http://www.hplovecraft.com/writifigxts/fiction/nc.asp

Lovecraft,NC

Nyarlathothep

http://www.hplovecraft.com/writingsfts/fiction/n.asp

Lovecraft, N

What the Moon Brings

http://www.hplovecraft.com/iinrgs/texts/fiction/'wmb.asp Lovecraft, WM

The Case of Charles
Dexter Ward

http://www.hplovecraft.com/writings/texts/fictiorde.asp

Lovecraft, CDW

The Colour out of Spac

e http://www.hplovecraft.comitiwgs/texts/fiction/cs.asp

Lovecraft,CS

The Call of Cthulhu

http://www.hplovecraft.com/wrigs/texts/fiction/cc.asp

Lovecraft, CC

Pickman's Model

http://www.hplovecraft.com/writinggstts/fiction/pm.asp

Lovecraft, PM

The Dream-Quest of

Unknown Kadath

http://www.hplovecraft.com/writings/texts/fictiorddasp

Lovecraft, DQ

The Rats in the Walls

http://www.hplovecraft.comtmgs/texts/fiction/rw.asp

Lovecraft, RW

Five substantial excerpts, one for each translat@re chosen for further,

guantitative analysis. This is done in order to pame the accuracy of each translator in
representing the style of the author in excerptghviare crucial for the mood of the
story, often describing the climax. Both the quyabf translated texts as well as their
significant quantitative values, such as word amttence length are discussed.
Furthermore, the chosen excerpts contain words lwhie recurrent in Lovecraft's

fiction, particularly in terms of creating the moaghich may be used to measure the

accuracy and consistency in preserving Lovecrditls.s
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3.2 The translations by Robert P. Lipski

Robert P. Lipski has translated quite a significaumnber of Lovecraft's stories. Apart
from that, he is the author of Polish translatimissome books by Stephen King,
Algernon Blackwood or George R. R. Martin. The fahiosen Lovecraftian stories in
his translation come from the years 1919 — 1922 mamatk the early stage of

Lovecraftian prose. At this point of his life, Lavraft was still quite significantly

influenced by Poe, both in terms of form and con{éashi, 1999: 52-53) and tended to
experiment with various forms of horror, ranging ‘iarrative tone, from Poe-esque
psychological horror (...) to languid prose-poefry.) to proto-science-fiction (...);

experiments in scope, from cosmic horror (...) ke thorror inspired by repellent
individuals” (68).

3.2.1 “The Statement of Randolph Carter”

“The Statement...” is chronologically, the earlisiry out of the 11 chosen for analysis.
According to Joshi (1999: 59) it is based on a réamvecraft had in December 1919
which was transcribed and transformed into a shamtative. It assumes the form of a
testimony recorded during a police investigatiohe Title character recalls a occult
research trip to a swamp, led by a friend of hiarléyy Warren. The latter, inspired by
his study of a forbidden book in Arabic, claimshave found a passage to a different
sphere of the world, supposedly inhabited by demasdis friend stays on the surface,
Warren advances into the depths. He reports hisnigs with increasing amazement, as
they keep contact through a wire phone. Eventuabyencounters unknown creatures
and horrified, orders the man on the surface tokbtbe unearthed entrance and escape.
Carter refuses to comply, but changes his mind wah@monstrous voice informs him
that his friend is already dead, after which hat&ahile escaping.

The story is translated as “Zeznania Randolphae@att which in itself is a
minor inconsistency as the story contains only esérhony. Although the title may not
be noticed as a logical fallacy on the side of dléhor, Lipski takes further liberties

with the text which might be read as an overintetadron.
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Vision or nightmare it may have been—vision or migare | fervently hope it was—yet
it is all that my mind retains of what took placethose shocking hours after we left the
sight of men. (Lovecraft, SRC)

The above fragment is translated as:

Moze byfa to wizja lub koszmar - dalibdg, pratihym, aby tak bylo - ba, mam tak
cicha nadzieg - jednak nie potragi zapomnié o tym, co wydarzyto siw ciagu tych
szokupcych godzin, kiedy we dwdch udatiy sk na trzsawisko.

(Lovecraft, 2008: 54 [1963])

First of all, the inversion of the original senteris not preserved. What is more,
Lipski used the expression “dalib6dg”, which suggesbiat Carter is a religious person.
This seems mildly inconsistent with the fact thathbhim and Warren were studying
occult books. Another simplification of Carter'deméince is that he could not forget
what happened, while in the original text, he isnfore eloquent in his statements. The
final words of this fragment were also changed. ifuge poetic “after we left the sight
of men” is disregarded and replaced with a straigiward phrase “when we went to
the swamp”.

The above examples show that Lipski changed Loftcicharacter. Randolph
Carter, who is a recurring hero, the protagonistiéfe Dream-Quest for the Unknown
Kadath” to be discussed later, is an eloquent,ithemsnan, a lucid dreamer who travels
through wondrous lands in his sleep. Even thoughishnot said in “The Statement,..”
Carter's way of speaking clearly indicates both eémge and sensitivity. He is moved
by the supernatural, hence, his narration is ckticithe mood in the story. This may be
further supported by the fact that Lovecraft hihdeing an erudite, identified with the
persona of Randolph Carter. Lipski seems to bensistent in his interpretation of

Carter, as visible in the following passage:

As to the nature of our studies—must | say agaiat th no longer retain full
comprehension? It seems to me rather merciful théd not, for they were terrible
studies, which | pursued more through reluctantcifegion than through actual
inclination. (Lovecraft, SRC)

The above fragment was translated as:

Co sk tyczy natury naszych badla czy mam powtorzy ze nie w pelni 4 teraz
pojmuj?

Fakt 6w zda si by¢ dla mnie taskawdzia, gdyz byly to potworne nauki, ktére
zglebiatem bardziej wskutek petnej wahéascynacji, nili dzieki memu nastawieniu.
(Lovecraft 2008: 54 [1963])
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Here Carter's eloquence is preserved, but insthade is an alteration in the
layout of the story. This seems to be a recurrihgnomenon, not only in Lipski's
translations. Such an alteration may disrupt thehrh of the original paragraph and
ease the tension of the story instead of building i

Another fragment at the beginning of the text mayuire revision:

and the fiend-inspired book which brought on thé-ethe book which he carried in his
pocket out of the world—was written in charactetsoge like | never saw elsewhere.
(Lovecraft, SRC)

The above fragment was translated as:

z& ksiega ktdn miat ze sob Warren tamtej nocy - Kejja traktugca o Ztu, ktog zabrat
ze soly w kieszeni schod z tegoswiata - zapisana byla pismem, ktdrego nigdyadot
nie widziatem. (Lovecraft, 2008:54 [1963])

First of all, there is not a single mention of therd “evil” in the story. It may be
argued that “natchiona przez demony” could be #&ebethoice for “fiend-inspired”.
What is more, the “which brought on the end” is ted in translation. The full
fragment could be therefore translated as “nateéhipnzez demony ksja, ktéra
sprowadzita koniec — kgya, ktdémn [Warren] zaniost w swojej kieszeni poza ten
swiat...”. Once again, Lipski takes the liberty ofeowmterpretation and replaces the
phrases from the original text with heavy modificas which imbalance the logical
consistency of the story, particularly in the mentof “evil”.

One of the important elements ®he Statement of Randolph Carter the
sphere of sound and voice. Since Warren and Cartemuinicate through a wire phone,
the quality of Warren's voice is significant, ag &s changes as the story progresses.
This layer of the story is preserved and visiblethe translation, with a variety of
speech sounds and their respective attributesjn@rigpm Warren's calm tone, to his

nervous voice, whisper, shriek, finally to the did®died voice, announcing his death.
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3.2.2The Outsider

According to Joshi (1999: 86), in this story, Lokadt admitted to an attempt at a close
imitation of the style of E. A. Poe. The promingm¢mes are loneliness, reclusion from
the society and the inhuman, here illustrated leypgiotagonist who turns out to be a
creature truly from a nightmare, an undead ghoel.idithe first person narrator who
tells about his origins. Driven by the desire toetnether people, he decides to leave the
castle which he sees as his prison. He encountanater, whose touch is cold. At the
end, it is revealed that instead of a monster,atetbuched the surface of a mirror.

Lipski translated the title as “Przybysz”. The gtdoes describe a journey from
the protagonists castle into one inhabited by huanget the word “outsider” is used in
a slightly different context as the journey suggddty the title is not the main issue of
the story:

...l know always that | am an outsider; a strarigehis century and among those who
are still men. (Lovecraft, O)

The above fragment was translated as:

wiem, ze zawsze bylem i pozostajuz przybyszem z zewatrz - obcym w tym stuleciu
i posrod tych, ktorzy weiz sa jeszcze ludmi. (Lovecraft, 2007:68 [1963])

It may be argued that since the story emphasisesdtéa of otherness, a more
suitable title could perhaps be “Obcy”. The wordz{bysz” seems to be an acceptable
substitute for “stranger” later in the sentencee phoposed revised version would be as

follows:

wiem, ze zawsze bytem i pozostanbcym — przybyszem w tym stuleciu igpdd tych,
ktorzy wciaz sa ludzmi.

There is a number of lexical choices in the cowéhe story which seem to
influence mood and evoke laughter more than fear e initial sentences of the text:
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Unhappy is he to whom the memories of childhoochdronly fear and sadness.
Wretched is he who looks back upon lone hours ist wad dismal chambers with
brown hangings and maddening rows of antique booksypon awed watches in
twilight groves of grotesque, gigantic, and vinewmbered trees that silently wave
twisted branches far aloft. (Lovecraft, O)

The above fragment is translated as:

Nieszczsliwy ten, ktéremu wspomnienia z dziéstwa przynosz jedynie kk i smutek.
Nieszczsliwy ten, kto oghdajac sk wstecz, postrzega jedynie samotne godziny,
spedzone w rozlegtych, przetiwych komnatach z hzowymi zastonami i
przyprawiagcymi o obkd rzedami pradawnych ksg, lub na pogpnym czuwaniu w
pomrocznych zagajnikach, $mdd groteskowych, gigantycznych, oplecionych
winoroslami  drzew, ktérych gakie wysoko w gorze poruszajsic bezgignie.
(Lovecraft, 2007:60 [1963])

First of all, the anaphoric sentences begin witb synonymous, yet different
words. Lipski used “nieszegliwy” in both cases, whereas a simple alteratiorhsas
“nieszczsny” to render “wretched” would have sufficed. Anet way of translating the
two words would be to exchange “unhappy” for “nieggliwiec” and “wretched” for
“nedznik” (both in agreement with the cases of the eser#, “nieszggliwcem jest

ten...” and “rdznikiem jest ten” respectively). Secondly, the eatlye “dismal”
describing chambers is translated as “prdevg’. This seems to be another over-
interpretation, as the word “przygmiajacy” or “ponury” would be an appropriate
translation, since it is mentioned that the bookthe chamber are “maddening” which
may be the source of fear and the quality of tleratself is depressing, thus, Lipski
transforms a logical, atmospheric sentence intdlger exaggerated structure.

Further in the paragraph the fragment “in twiligioves...” is translated as “w
pomrocznych zagajnikach”. Lipski used an archaidmckvagain overstates the quality
of the groves. They are not completely dark, asneg the word “pomroczny”. What
is more, the use of this adjective evokes assoagaif “pomroczné& jasna”, which is a
term for alcohol - resulting indisposition, may f®re amusing than frightening to a
potential reader. Another thing to consider is féet that this is the opening paragraph
of the story and due to choices of the translagoPolish reader could well be

discouraged and reject the story as simply baditemr Another example supports this:

Once | tried to escape from the forest, but as mtwarther from the castle the shade
grew denser and the air more filled with broodiegrf so that | ran frantically back lest
| lose my way in a labyrinth of nighted silenceo{ecraft, O)
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The above fragment is translated as:

Raz probowatem uciec z lasu, ale im bardziej odealast od zamku, tym cienie
robity sie gestsze, a powietrze przepetniale shroczr aul grozy. W tej sytuaci
rzucitem s¢ pedem z powrotem, lecz zgubitem drow labiryncie pogpnej, nocnej
ciszy. (Lovecraft, 2007:62 [1963])

Perhaps the most dubious lexical choice in thides®e is “and the air more
filled with brooding fear” and the Polish versioa powietrze przepetniatogsmroczm
aul grozy”. Lovecraft used a participle and a nounerelas Lipski proposes what
seems a tautological phrase “mroczna aura grozcesit is earlier said that “cienie
robity sie gestsze” and the darkness is not mentioned in theseoaf the sentence
anymore. A proposed translation, including a minorrection of the entire sentence

could be follows:

Pewnego razu sprébowatem uciec z lasu, w¢njas oddalatem giod zamku, tym cie
stawal s gestszy a powietrze wokét wypetnione nieprzejedngroz - rzucitem st
wiec pedem z powrotem aby nie zgdhirogi w labiryncie nocnej ciszy.

The proposed corrections include, apart from theag# mentioned above,
changing the plural of “cienie” into singular “égiewhich is closer to the original text,
preserving the length of the sentence with theaise dash instead of a division into
two sentences as well as the use of “aby nie” austaf “lecz” which is an incorrect
translation of “lest” altering the logic of the gmal sentence.

Further into the story, Lipski used yet anothetdbogy in the phrase “mroczny
zmierzch” translated from “the dank twilight”, pdsy misunderstanding the word as
“dark”. The adjective dank addresses the senseootht smell, feeling and is
synonymous to damp, not to dark, as interpretedthey translator. There are two
phrases, respectively “desperate precipice” andarfié ascent” which are both
translated as “przetbwa wspinaczka” without distinguishing between th@ phrases,
which is a choice analogous to “unhappy” and “wmett’ in the initial sentences of the
story. In addition, the root “przeta/przeraajacy/przerdliwy)” is used 16 times in
the translation while only 6 instances of the rear(ful/some)” were found.

Finally Lipski does not preserve the intentionag w$ italics, as is seen in the

fragment: “Nearly mad, | found myself yet able bwaw out a hand to ward off the
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foetid apparition which pressed so close; whenne oataclysmic second of cosmic
nightmarishness and hellish accidant fingers touched the rotting outstretched paw of
the monster beneath the golden dftbvecraft, O, italics original)

All of the above examples support the evaluationLipiski's translation of

Lovecraft's style in this story as alarmingly impaghing.

3.2.3 “The Nameless City”

Out of the stories translated by Lipski which welh®sen for analysis, “The Nameless
City” is the longest one. Similarly as in the cas®ther texts, the translation contains a
number of fragments which may require a thorougisien.

Again, the shifts begin with the Polish title oktktory, which is “Zapomniane
Miasto”. Often, in the course of the narrative, Hugective “zapomniany” is artificially
inserted into the text along with the word “nienamy’ which would be more
appropriate as the title and make the forcefultemtts redundant.

When introducing the city, Lovecraft describessit‘arumbling and inarticulate”
which Lipski translated as “murszeg i niewyrane”. The city, hidden deep in the
sands of the desert holds a mystery which thegesson narrator explores, discovering
traces of a reptillian civilisation out of this vdrin the ruins. In this context, the word
“inarticulate” seems to be an unfortunate choitendy be suggested that “nieopisane”
or “niezrozumiate” could be used in translation.h@t fragments which could be

possibly revised include:

My ears rang and my imagination seethed as | leccamyel slowly across the sand to
that unvocal stone place; that place too old foyEgnd Meroé to remember; that place
which | alone of living men had seen. (Lovecraf€©)N

The above fragment is translated as:

Zadvwieczalo mi w uszach i wyobtaia zaceta podszeptywé@najr&niejsze wizje, gdy
poprowadzitem wolno mego wiellta w strom zakazanego miejsca, miejsca, ktére
spasréd wszystkichsmiertelnikow ja tylko zdotatem zobacky (Lovecraft, 2008:88
[1963])

An entire part of the sentence, namely “that plkaceold for Egypt and Meroé
to remember” is omitted. The narrator is an expleducated in ancient cultures. Since
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many of Lovecraft's characters are, like himseHljddges and antiquaries, such a
deletion deprives the protagonist of his knowledge reduces him to the role of an
explorer. The proposed correction would thus be:dd tamtego cichego, kamiennego
miejsca, do miejsca zbyt starego by pgamo je w Egipcie i Meroe, miejsca, ktore
spairod wszystkichimiertelnikow ja tylko zdotatem zobaaZy which also includes the
addition of “that unvocal, stone place” into thentemce. What is more the, word
“forbidden” is inserted in the sentence withoutlaeac reason as the city cannot be
forbidden if it is not remembered. In addition, ey is described as “primeval” which
is translated as “prymitywny”. The narrator mensidhe intricacy of the ruins many
times; what is more, primeval is semantically ctdse‘pradawny” or “pierwotny” than
to the translator's choice.

Inversion often used by Lovecraft is hardly eveegerved in the translation,
despite the fact that Polish syntax is similar emts of altering the word order for

poetical purposes as done by Lovecratft.

In and out amongst the shapeless foundations afdsoand palaces | wandered, finding
never a carving or inscription to tell of those miémen they were, who built the city
and dwelt therein so long ago. (Lovecraft, NC)

The above fragment is translated as:

Krazytem parod resztek fundamentéw domow i placéw, nie znaggni jednego

hieroglifu czy inskrypcji méwicej o ludziach — jeeli to w ogdle byli ludzie — ktérzy

wybudowali to miasto i mieszkali w nim w zamierzgjhtzapomnianej przeszi.

(Lovecraft, 2008:88 [1963])

The translation displays a standard word order emttains a minor lexical
mistake. Therefore, a revised version could begseg:

Pasrod bezksztaltnych ruin domostw i patacéw,astem, na préno szukajc

chociaby jednej inskrypcji traktaicej o ludziach, o ile lugmi byli, ktérzy zbudowali to
miasto i zamieszkiwali je przed wiekami.

Furthermore, the syntax used by Lovecraft is oftanicate, including long
sentences with multiple clauses. When coupled vwithersion, they need to be
translated very carefully in order not to confuse teader. This issue is exemplified by

the following fragment and its Polish version:
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Very low and sand-choked were all of the dark apeg near me, but | cleared one with
my spade and crawled through it, carrying a toocheveal whatever mysteries it might
hold. (Lovecraft, NC)

Mroczne wejcia znajdujce st nieopodal, nisko umieszczone, wszystkie bezaikyj

byly zasypane piachem, ale za pomtmpaty oczycitem jedno z nich i wczotgalemesi
do srodka, zabierar ze soh pochodng, ktorej blask miat ujawiiwszelkie znajdujce

sie wewnmntrz sekrety. (Lovecraft, 2008:90 [1963])

The translation is significantly longer than thagoval sentence, due to the

extensive paraphrasing done by Lipski. Althoughuke of standard word order might

be helpful in facilitating the comprehension of tegt, the sentence is rather bulky and

dense. A proposed correction attempts to presergdraft's style more faithfully:

Wszystkim otworom w koto mnie piach diawit gardilepaty oczyscitem jednak jeden i
wczotgatem si do srodka, niogc pochodni, by odkry¥ wszelkie tajemnice, jakie
skrywat.

Lipski's translation presents contradictory logicseveral fragments. Below are

some of the most prominent examples.

| saw no sculptures nor frescoes, there were manguigar stones clearly shaped into
symbols by artificial means. The lowness of theseléd chamber was very strange, for
| could hardly more than kneel upright; but theaawas so great that my torch shewed
only part at a time. (Lovecraft, NC)

The above fragment is translated as:

Chca¢ nie dostrzegteraadnych rzéb ani freskow, stalo tu wiele pojedynczych kamieni,
obréconych tak, by nadam symboliczne ksztalty. Ta cyzelowana komnatabzsyta
dziwnie niska, trudno mi bylo bowiem wyprostoivasie, nawet na kczkach,
pomieszczenie okazaloggednak tak wielkieze blask mej pochodni nie byt w stanie
oswietli¢ go catego. (Lovecraft, 2008:90 [1963])

The first sentence clearly states that there apesulptures nor frescoes”. The

following sentence in translation mentions a chantbesculptures, whereas it is merely

chiselled and contains no ornaments of any soré Uike of a coma instead of a

semicolon is ambiguous and requires extra atterfitan the reader, as to decide who is

really to kneel, the narrator or the chamber. Whahore the word “obroconych” does

not seem to be an accurate translation of “cleghigped into symbols by artificial

means” which could be *“kamieni, wymaie utazonych w symbole, sposobem
nienaturalnym”
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Another example which may also require a thoroughision in terms of

coherence.

Night had now approached, yet the tangible thingad seen made curiosity stronger
than fear, so that | did not flee from the long maast shadows that had daunted me
when first | saw the nameless city. (Lovecraft, NC)

This is translated as:

Nadeszta noc, lecz pewne rzeczy, ktére ujrzatemavéfy, ze ma ciekaw& przemogta
lek i nie uciektem przed dtugimi, ksiycowymi ciemndciami, mrazacymi mi krew w
zylach, gdy pierwszy raz ujrzatem zapomniane migtovecraft, 2008:90 [1963])

It is common knowledge that the Moon provides ilimation during night time
and as stated in the original sentence, it canac Ibew moon, as shadows are cast.
These shadows and the night are then the sourdarkiiess, not the moon, so that the
phrase should be rendered “dlugie cienie rzucanezgts¢zyc” or even “cienie rzucane

przezswiatto kskzyca”.

Contradictions continue when the narrator furthesadibes the architecture of

the nameless city.

and | wondered what the prehistoric cutters of etiad first worked upon. Their
engineering skill must have been vast. (Lovechd@)

The above fragment is translated as:

i zastanawiatem &} kim byli prehistoryczni kamieniarze, ktorzyestutaj kiedy
mozolili. Ich zdolndci inzynieryjne musialy b§ przeogromne. (Lovecraft, 2008:92
[1963])

The word “mozolili” implies that the work had beslow and difficult which is
in natural opposition to their “vast” profficienay engineering.

Apart from the issues of coherence and logic, albrerof the translator's lexical
choices may require revision as their accuracenuering Lovecraft's style is dubious.
In the phrase “hideous haunted well” translatedugsornej nawiedzonej studni” the

alliterative sound symbolism is lost. It could begerved in, for example “szkaradnej,
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strasznej studni”. Secondly, the narrator travietsugh the desert on a camel but does
not treat the animal in any visibly affectionateywet Lipski uses “biedne zwierzin
relation to the camel, where “the beast” is usetth@original. This display of sympathy
was not in any way intended by Lovecraft and alteesmood of the story. Furthermre,
while describing mummies the phrase “artificial &lobecomes “sztuczne batwany” in
Polish. The word “batwany” may be replaced by “Bakey” with the omission of the
word “sztuczne” in order to avoid a pleonasm, fomare neutral reception of the
sentence.

The final part of the initial analysis of ,The Nalags City” includes fragments
containing lexical and syntactical choices whidlerathe meaning significantly and may

need to be revised.

In the darkness there flashed before my mind fragsnef my cherished treasury of
daemoniac lore; sentences from Alhazred the madb,Amaragraphs from the
apocryphal nightmares of Damascius, and infammeslifrom the deliriousnage du
Mondeof Gauthier de Metz.l repeated queer extracts,rantlered of Afrasiab and the
daemons that floated with him down the Oxus;

The above fragment is translated as:

Gdy tak statem pwdd ciemndci, méj umyst rozbtysat fragmentami zdobytych przeze
mnie informacji, otworzyt si KUFEREK z zawartécia wszystkiego co tajemne,
diabelskie i ztowrogie. Przypomnialem sobie fragtgetekstow szalonego Araba
Alhazreda, apokryficznych koszmaréw Damasciusastawnych cytatow delirycznego
Image du Monde Gauthera de Metza. Powtorzytem ogeblirywki i szeptatem do
siebie o Afroarabie i demonach, ktére pl#ynz nim w ghb Oxus

The most prominent and unfortunate choice is tleeaishe diminutive in the
phrase “kuferek z zawadoia wszystkiego co” in the above sentence containirghs
adjectives as “daemoniac”, “nightmares”, “deliribuas well Lipski's addition “z
zawartgdcia wszystkiego” which is rather unnecessary. Thisdésty reappears in
another fragment, in the phrase “portraying a hidderld of eternal day filled with
glorious cities and ethereal hills and valleys™nsiated as “ukazywaty ukrytywiat
wiecznego dnia peten wspaniatych miast, eteryczrweforz i uroczych dolin”. The
addition of the word ,uroczy” to the valleys is axample of excessive over-

interpretation.

24



What is more, in the above fragment, the inversibiine original sentence is not
preserved, nor is the structure, as the fragmerivisled into two sentences. This
influences the dynamics of the narrator's utterarta@rthermore Lipski translates
“Afrasiab” as “afroarab” whereas, according tcEncyclopedia Iranica
(http://www.iranica.com/) Afrasiab is a legendargr§lan hero and Oxus the historical

name of the river Amu. A following correction isushproposed:

Gdym stat w ciemngei, w moim umyle rozblyskaly fragmenty uwielbionej przeze
mnie skarbnicy demonicznej wiedzy; zdania z Alhdareszalonego Araba, akapity z
apokryficznych koszmaréw Damasciusa, niestawne eterg delirycznegdmage du
Monde Gauthiera de Metza. Powtarzalem przedziwne fragynemamroczc o
Afrasiabie i demonach, ktére wraz z nim sghynw doét rzeki Oxus.

As the narrator progresses deeper into the ruitiseafiameless city, he reports:

| saw that the passage was a long one, so floud@dread rapidly in a creeping run that
would have seemed horrible had any eye watchednntieei blackness; crossing from
side to side occasionally to feel of my surroundiagd be sure the walls and rows of
cases still stretched on.

The above fragment is translated as:

Korytarz byt, jak stwierdzitem, dtugi, tateuszytem nim naprzod, a gdyby ktojrzat
mnie wtedy sugcego chwiejnie p&rdd ciemndci, widok ten z pewnitia zmrozitby
mu krew wzytach. Od czasu do czasuakytem odsciany dosciany, aby sprawdzi
otoczenie i upewdisig, ze podscianami wciz znajdowaty si rzedy skrzyh.

Not surprisingly, the standard word order is usestdad of inversion. The
syntax is altered significantly, with the additioh an exaggerated phrase “zmrozitby
mu krew wzytach”. The repetition of parallel phrases “od ezd® czasu kzytem od
sciany dosciany” is a rather poor reendition of Lovecraftggmal structure. The

revised translation is an attempt to amend theg@tilens from the style of the author:

Ujrzawszy dlugi korytarz, ruszytem naprzddépiesznie, petlzac w sposéb, ktéry
zapewne wydatby siprzeraajacy kazdemu, kto widziatby mnie w tych ciemgmach.

Przemykatem odciany dosciany, badajc przestrzé, aby upewni sig, iz brre do

przodu pérdd rzdoéw pojemnikow.

A fragment from the final part of “The NamelessyCits chosen for further
analysis in the later part of this chapter (Segexalix A — Robert P. Lipski). The initial

gualitative analysis presents a number of inacéesan terms of vocabulary, syntax, as
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well as unnecessary inserts and omissions whicld ceasily avoided.

In “The Nameless City'the use of intentional italics is not preservedthe
Polish version, as is the case in “TOatsider”, for example in the sentence “There
were certairproportionsand dimensiondgn the ruins which | did not like* (Lovecratft,
O, italics original).

3.2.4 Conclusions

Robert P. Lipski tends not to be accurate in tetgy the style of H.P. Lovecraft. He
quite frequently omits or adds words in an unneargssanner, deleting particularly
those words which Lovecraft used to emphasise trasacters' knowledge of antiquity.
This and further syntax modifications alter the sanes significantly, imbalance their
dynamics and what is most important, change thenmgaof the fragments. What is
more, some fragments translated by Lipski seenetther illogical and contradictory.
Lastly, some of his lexical choices, such as aréfiy inserted diminutives or
unfortunate archaic forms, are by no means frightgto the reader and in fact spoil the
carefully constructed mood.

3.3 The translations by Mateusz Kopacz

There are only two short stories of Lovecraft tlatesl by Mateusz Kopacz so far :
“Nyarlathothep” and “What the Moon Brings”. Both tiese are rather brief prose
poems, based on Lovecraft's dreams which sets teothin an ethereal, surreal
atmosphere of the unknown and the sublime. It negynsthat the texts by Kopacz are
insufficient to be analysed because of their motlggth. They are however, as prose
poems, full of stylistic means and thus represeatstyle of the author vividly. What is
more Mateusz Kopacz translated S.T. JodhiR Lovecraft: A life which is a rather
exhaustive biography of the author. He also reveeeed corrected some of the stories
translated by others. As he is one of the chietoesliof www.hplovecraft.pl, a website
devoted Lovecraft, his fiction and cultural infleen he seems to be a translator who
possesses more knowledge of the author as welhasgenuinely interested in the

fiction he translates.
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3.3.1 “Nyarlathothep”

With the Polish title being the same as in the inal “ Nyarlathothep” is a dream
transformed into a prose poem. It is interpretethasllustration of Lovecraft's fear of
the often prophesied fall of civilisation (Josi®9B: 67). The initial analysis of the story
allowed for a generally positive evaluation. Sengestructure, logic and the use of
inversion are preserved. In one case, the tramsiaserts the name of Nyarlathothep
into the sentence in order to clarify it so thaty‘Miend had told me of him, and of the
impelling fascination and allurement of his reviglas, and | burned with eagerness to
explore his uttermost mysteries” (Lovecraft, N) translated as “Moj przyjaciel
opowiadat mi o nim oraz swej nieodpartej fascynagpuroroczeniu jego odkryciami,
zapatalem tedyzadza zbadania najgbszych tajemnic Nyarlathothepa” (Lovecratft,
2008:84 [1963]). It may be seen as an attempt tkenthe style of the author less
confusing.

It seems that only the last paragraph of the staaty require slight revision. It
no longer describes what is happening to the crowdthe city and is more of a
dreamscape, or a nightmarescape to be more precise.

Screamingly sentient, dumbly delirious, only thedgdhat were can tell. A sickened,
sensitive shadow writhing in hands that are nodeaand whirled blindly past ghastly
midnights of rotting creation, corpses of dead d®vith sores that were cities, charnel
winds that brush the pallid stars and make theokdli low. Beyond the worlds vague
ghosts of monstrous things; half-seen columns afanctified temples that rest on
nameless rocks beneath space and reach up to\izem above the spheres of light
and darkness. And through this revolting graveyafdthe universe the muffled,
maddening beating of drums, and thin, monotonousevbf blasphemous flutes from
inconceivable, unlighted chambers beyond Time; dagestable pounding and piping
whereunto dance slowly, awkwardly, and absurdlydigantic, tenebrous ultimate gods
—the blind, voiceless, mindless gargoyles whosé isddyarlathotep. (Lovecraft, N)

The above fragment is translated as:

Wrzeszczatem, widg, co mnie czeka, a me bredzitem co bezgtgnie — tylko
bogowie przesziwi zdap sig to wiedzi€. Obrzydliwy, wraliwy cien wit si¢ w
dioniach, ktére nieasdtonmi, i wirowat slepo w widmowych nocach zgnitych bytow,
scierw martwychswiatéw z ranami, ktére niegdybyly miastami, i trupich wiatrow,
omiatapcych blediace gwiazdy. W zéawiatach niewyranychswiatyn, wznosacych sg
na nienazwanych skatachg@ajacych zawrotnych przestrzeni ponad sferamiatta i
ciemnaci. A poprzez obracagy Sk cmentarz wszeghviata przyttumione,
przyprawiajce o szalgéstwo bicie w bny oraz cienkie, monotonne pkiwanie
bluznierczych fletni z nieogarnionych, niagietionych komnat poza Czasem;
odrazajace dudnienie | odgtosy piszczatki, w rytm ktérye@hdza powoli, niezdarnie i
bezsensownie gigantyczni, mroczni, ostateczni bagowslepe, nieme, bezndine
gargulce, ktorych duggest Nyarlathothep. (Lovecraft, 2008:86 [1963])
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First of all, the first person narrator seems tekeuded from the last paragraph
as it describes Nyarlathothep as a cosmic beingoruk space and time, being the
essence of other gods. This paragraph may be tts imoicate construction in the
entire story. “Screamingly sentient, dumbly delisd are rather qualities of
Nyarlathothep than the state of the narrator's mitethaps a more neutral translation
could be “Szal&czo swiadomy, ogtupiony omamami”, which preserves tHeeahtive
qualities of the phrase if it could be assumed tidaimb” is meant as “silly”, not
“mute”. Similarly “Obrzydliwy, wraliwy cien” could be “Scherlaty, ckliwy ci& with
a partial retention of the alliteration at the ¢dstwever, of dampening the meaning.
Next, in the sentence “Beyond the worlds...” thstfphrase is omitted, as there is no
mention of “vague ghosts of monstrous things” so ramision “Pozaswiatami
niewyrane duchy rzeczy potwornych; poét-widoczne kolumnyepawigconych
Swiatyn” could be proposed. “Through this revolting graael of the universe”
translated as “poprzez obrag@] sk cmentarz wszeglviata” seems to be a rather
unfortunate lexical choice; resulting from a misersanding. As a solution perhaps

the adjective “odrzajacy” could be suggested.

3.3.2 “What the Moon Brings”

This story from 1922 is the last prose poem evettewr by Lovecraft. The first person
narrator travels through a garden at night and sees hisowudings transform
completely as another Lovecraftian dreamscapeirggmhbefore his eyes. The title is
translated as “Co sprowadzadsic” which is accurate. Kopacz is rather carefuhis
translation; he tends, however, to add words ofopar minor lexical changes to

sentences, for example in the following case:

It was in the spectral summer when the moon shawencon the old garden where |
wandered; the spectral summer of narcotic floweds lrumid seas of foliage that bring
wild and many-coloured dreams.(Lovecraft, WMB)

The above fragment is translated as:

Zdarzylo s¢ to w widmowe lato, gdy kskyc cswiecat stary ogrdd, po ktérym ezto
wedrowatem; widmowe lato narkotycznych kwiatow i vatgych mérz listowia, petne
dzikich, barwnych snéw. (Lovecraft, 2008:143 [1963]
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The time expression “¢sto” is added which is a phenomenon which takesepla
in few more sentences, what will be discussed ,ladaring the detailed analysis.
Furthermore, the original sentence suggests tledldtvers and “humid seas of foliage”
bring the dreams, whereas Kopacz attributes thitesummer in general by changing
“that bring” into the adjective “petne”

Few paragraphs later “the still tide ebbed fromghlen shore” is translated as
“fale przyptywu oddality si, odkrywapc pogpny brzeg”. It is said that the water is
still, before being moved to reveal the shore. Thisruchoma fala oddalita &i.”
could perhaps be more appropriate in this sentence.

In the following fragment “I would fain have quested him, and asked him of
those whom | had known when they were alive” ingfated as “mogtbym zapyi@o o
tych, ktérzy kdac zywymi, duzo wiedzieli” and thus the meaning of the sentersce i
slightly altered, as the narrator clearly meansgheple he used to know, not those
possessing great knowledge as Kopacz suggested.

One of the final sentences of the text, a desonptif a horror, has undergone a

major transformation:

And when | saw that this reef was but the blaclaliasown of a shocking eikon whose

monstrous forehead now shone in the dim moonlightwehose vile hooves must paw

the hellish ooze miles below, | shrieked and skaielest the hidden face rise above the
waters, and lest the hidden eyes look at me dieeslinking away of that leering and

treacherous yellow moon. (Lovecraft, WMB)

The above fragment is translated as:

Spostrzegtem,ze rafa byta czawn bazaltova korora plugawego widma, ktérego
monstrualne czoto ukazatogsiv stabymswietle kskezyca, a ohydne kopyta grzebaly w
mule na mile pod ziemj wrzeszczatem przez caly czas, jak tajemna twaosita s¢
nad wodami, a ukryte oczy patrzyly na mnieglizgnawszy s¢ ze zdradzieckiego
z0tego ksgzyca. (Lovecraft, 2008:145 [1963])

First of all, the Polish sentence begins with “spmgtem”, missing “gdy”
which is essential in joining this phrase with thhee beginning with “wrzeszczatem”.
Secondly “plugawego widma” seems to be a slightggeeation on the side of the
translator, a change to “odigacego ksztattu” is suggested. Furthermore, “helligh”
omitted in relation to the hooves. Finally, “les$’not translated as “aby nie” and the
translation alters the meaning. The proposed m@visif this fragment is as follows:

“Wrzeszczatem przez caly czas, aby tylko ukrytarbwae wzniosta si ponad wodami i
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by ukryte oczy nie spojrzaty na mnie, gdy zajduieghytrze spogidajcy, zdradziecki,
70hty ksiezyc.”

This story will be further analysed in the latertpat this chapter, as it is similar
in length as a whole to the other selected fragmef8ee Appendix B — Mateusz

Kopacz)

3.3.3 Conclusions

Mateusz Kopacz seems to take great care whendtangsLovecraft. He translated two
texts modest in length and apart from a few remsim terms of syntax and sentence
logic, he may be deemed as a rather accurate dtansht times he attempts to lift the
style and adds words to clarify certain sentenédlgerative qualities of Lovecraft's
prose poems are partially preserved in Kopacz'sla#ons, yet in some fragments, the

style is translated in a slightly exaggerated manne

3.4 The Translation by Michat Wroczski

From Lovecraft's stories, Wroazski translated “The Case of Charles Dexter Ward”
and “At the Mountains of Madness” which both arassified as short novels. Despite a
small number of texts their length is rather sulttsif contrary to the texts translated by
Kopacz and they provide more material for analysWroczyaski translated
“Miasteczko Salem’by Stephen King and the books from “The Historizeties by

Elizabeth Kostova.

3.4.1 “The Case of Charles Dexter Ward”

The title of the short novel was translated as yparek Charlesa Dextera Warda”,
which is accurate, as the case of Ward is a mechedller, despite the investigation by
doctor Willett. The story, written in 1927 descsbe third person narration the life of a
young antiquarian, Charles Dexter Ward, who grdgumdcomes mad due to the nature
of his studies. As he delves in the past of higsataor, he uncovers that the man, Joseph

Curwen lived longer than a man should do and medtiforbidden forms of magic,

30



including necromancy — the art of reanimating deadies.
The main text is preceded by a quote from a figdiomimanach concerning

necromancy, written by Borellus:

The essential Saltes of Animals may be so prepameldpreserved, that an ingenious
Man may have the whole Ark of Noah in his own 8tuatid raise the fine Shape of an
Animal out of its Ashes at his Pleasure; and bylyke Method from the essential Saltes
of humane Dust, a Philosopher may, without any ic@nNecromancy, call up the
Shape of any dead Ancestour from the Dust whergiist®odie has been incinerated.
BORELLUS (Lovecraft, CDW, italics original)

The quote is used again, later in the text, arglessential to the story. It may be
suspected that it was omitted due to editorialtations.

In terms of typography and punctuation, the tramstaby Wroczyiski (“The
Case of Charles Dexter Ward”) modifies the origiteadt significantly. In many cases,
new sentences and paragraphs are started, whilplysian semicolon is used by
Lovecraft to divide phrases in his text. There ag® discrepancies in the numeration
and division of the chapters. On the other handydagnski preserves the use of italics
as means of emphasis in certain fragments, urflibkegsxample, Lipski. The changes in
typography, however, affect the overall rhythmwé story and illustrate the translator's
tendency to manipulate it in excess both in terfigyout and lexical changes, which

involve frequent adjectival additions.

It was, indeed, a difficult matter to obtain a legammitment to the hospital, so
powerful and lucid did the youth’s mind seem; amtlyan the evidence of others, and
on the strength of many abnormal gaps in his std@kformation as distinguished from

his intelligence, was he finally placed in confiremh (Lovecraft, CDW)

This is translated as:

Przy tak pogznym i klarownym umyle trudno bytloby legaln drogn umiescié
mtodzieica w szpitalu, gdyby nieswiadectwo wielu postronnych os6b oraz
zadziwiapce Iuki w zasobie wiadondoi Charlesa, tak nieprzystgg do jego
inteligencji. (Lovecraft, 2008:296 [1963])
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The above sentence is not a translation of H.Petwft but rather the rendition
of the text done by the translator. The final ctao$ the original sentence is omitted,
thus changing the fragment to fit the style of Wgiski, instead of presenting the style
of H.P. Lovecraft. A revised translation is propidise

Bylo zaiste trudnym uzyskagrawny nakaz umieszczenia w szpitalu, talepot i jasny
wydawat s¢ umyst miodziéca; i tylko dzgki zeznaniom innych oséb i w oparciu
wiele anormalnych luk w jego zasobie informacji kastupcych z jego inteligengj
udato s¢ go w karcu umigci¢ w odosobnieniu.

Wroczyski's tendency to change the meaning of entireeseets and
paragraphs persists in the following fragment:

Willett, indeed, presents a minor mystery all hisndn his connexion with the case. He

was the last to see the patient before his flightl emerged from that final conversation

in a state of mixed horror and relief which seveealalled when Ward’s escape became
known three hours later. (Lovecraft, CDW)

This is translated as:

A w zwiazku z ucieczk utrzymywat,ze nic o niej nie wie. Byt ostatnim cztowiekiem,
ktéry widziat pacjenta, a z ostatniej z nim rozmowyszedt w stanie przerania
zZmieszanego z uig co przypomniato sobie kilka oséb w trzy godzinjzmiej, kiedy
ucieczka wyszta na jaw.(Lovecraft, 2008:297 [1963])

The above sentence describes Willett as playingtaugexplained part in the
story. Possibly due to a misunderstanding of thgiral sentence, the translator
changes the context entirely and reports that Widlenies having had anything to do
with the escape of the patient. Such a changeeinfles the perception of the character.
The sole statement is quite blunt, instead of intooty one of the elements of the
mystery which are to be explained later in the seuof the story. The revised
translation could be as follows:

Willet, w rzeczy samej, sam w sobie jest pomnigjsgemniq w kwestii swojego
zwiazku ze spraw Byt on ostatnim, ktory widziat pacjenta przedgegcieczk, a z

owej ostatecznej rozmowy wyszedt w stanie przema zmieszanego z algo czym

kilka oséb przypomniato sobie, gdy ucieczka Wardgszka na jaw, trzy godziny
pézniej.

Frequent changes on the side of the translator iatdode rather exaggerated

additions to the style of the author, as illusuldty the next example, “It was noon now,
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but shadows as of coming night seemed to engulfpth@ntom-haunted mansion”
(Lovecraft, CDW) which is translated as “Bito \étae potudnie, lecz powietrze
mroczyto s¢, jakby cienie nadchodezej nienormalnie nocy rozpfzeraty swa ponug
opaxczg nad nawiedzonym przez fantomy domem” (Lovecrd@#Q& 428 [1963]).

First of all, there is not a single mention of adgark cover'. What is more
Lovecraft does not grant any attributes to the “cmmight” whereas Wroczgki adds
the adverb “abnormally coming night”. The aboveitidds are an example of a major
inaccuracy in translating Lovecraft's style. A tlatisn such as “Byto wkmie potudnie,
lecz cienie, jakby nadchoglzej nocy zdawaty giotacz& ten nawiedzony przez zjawy
dom” would be sufficient for this sentence.

These are not isolated cases, as Wngzysimilarly dramaticises the style, in

the following fragment:

his heart beat with quickened force, and the ettriProvidence along Reservoir and
Elmwood avenues was a breathless and wonderfig thespite the depths of forbidden
lore to which he had delved (Lovecraft, CDW)

This is translated as:

zabito mu mocniej serce; wjazd do samego Provideticami Reservoir i EImwood —
mimo otchfannej, zakazanej wiedzy, gakdobyt, by czynd cudownym i zapieragym
w piersiach dech. (Lovecraft, 2008:360 [1963])

Here the phrase “despite the depths of forbidde®” I[decomes “mimo
otchtannej, zakazanej wiedzy” which is an inacarandition. Furthermore, the word
“otchtanny” seems to be out of place and simplysdoet fit in the sentence. The whole
phrase could be rendered as “mimebgh zakazanej wiedzy, jakicheginat”.

There is also a number of ambiguous lexical chosesh as “On one side of the
door stood a rack of savage whips” translated as j#2inej stronie stat stojak z
potwornymi pejczami” where savage as “potwornytildobe replaced by “okrutny” or
perhaps “brutalny”. Further in the text, Wrodzli translates “there stood a shallow
kylix of the sort found on the shelves above thepwhck” (Lovecraft, CDW) as “stat
ptytki kyliks, ktérych tak wiele znajdowatogsna potkach powxej upiornego stojaka z
pejczami” (Lovecraft, 2008:416 [1963]) and insefte word “upiorny” in relation to

the whip-rack which is unnecessary and quite exagge. What is more there is a
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singular / plural conflict in “kyliks, ktorych tawiele...” which could be closer to the
original sentence when translated as “stat plyikiks, z rodzaju tych widzianych na
potkach powyej stojaka z pejczami”.

Lexical additions persist in fragments such aslmgiew.

About the second week Charles began to be absanttfre house for long periods, and
one day when good old black Hannah[..]but seemerk morried than he used to be;
which grieved her very much, since she had watchigd grow up from birth
(Lovecraft, CDW)

The above sentence is translated as:

Po jakicks dwoch tygodniach Charles zatznikat na ditszy czas z domu i pewnego
razu, kiedy stara dobra Murzynka Hannah [...], alewjat wrazenie zastraszonego, co
niezwykle martwito poczciw Murzynke, ktéra znata go przecieod urodzenia.
(Lovecraft, 2008:371 [1963])

It is important to remember that Lovecraft was eatsceptical of non-white
people. This belief was revised by him later irelifyet the addition of the word
“poczciwa’ by Wroczyiski is an example of another inaccuracy on his, paobably an
extension of the “good old”, which in itself, howayis an unnecessary addition.

The short novel contains a substantial number alicised quotes in Middle
English, mostly letters exchanged between the meamnoers, often describing their
ways and rituals. The information they include ngportant in Willet's investigation
about the origins of Ward's insanity.

Saye ¥ Uerses every Roodmas and Hallow's Eue; and iifiye runn out notpne shall
bee in yeares to come that shal looke backe andvhsaé Saltes or Stuff for Saltes you
shal leaue himJob XIV. XIV. (Lovecraft, CDW)

The above fragment is translated as:

Wymawiaj Wersy jak kady Krzyzownik i Wtajemniczony; a f@ twa Linia nie
wygasnie, przyjdzie w nadchodeych leciach kté, kto spojrzy wstecz iayje Prochow
lub Materyatéw na Prochy ktére mu pozostawisz. JaW, XIV.

(Lovecraft, 2008:345 [1963])

Here, probably due to another misunderstanding ténms “Roodmas” and
“Hallow's Eue” are translated respectively as “Kaawynik” and “Wtajemniczony”,
which is inaccurate as the words signify particaays. “Roodmas” is Old English for
“Feast of the Cross”, a Christian holiday, celebdabn May 3. “Hallow's Eue” is Old

34



English for Halloween, also known as the eve of Whllows Day, celebrated on

October 31. Thus, a revised translation would sound as faitow

Wymawiaj Wersy w kade Znalezienie Krzsa Swigtego i Wigilie WszystkichSwietych
;jesli twa Linia nie wyganie, przyjdzie w nadchodeych leciach kté, kto spojrzy
wstecz i uyje Prochéw lub Materyatéw na Prochy ktére mu ptawessz. Job. X1V,
A\

A fragment of The Case of Charles Dexter Wasdsubject to close analysis in

the further part of this chapter. (See Appendix Kiehat Wroczyiski)

3.4.2 Conclusions

Wroczyhski seems to take too many liberties when tramgjatiovecraft, which results
in inaccuracy. Unnecessary lexical and syntactidtiatgd are frequent in the Polish
version ofThe Case of Charles Dexter Wagbme of his proposed additions are rather
exaggerated. Some paragraphs are significantlyedltboth in terms of syntax and

meaning, due to recurring misunderstanding ofékelty the translator.

3.5 The translations by Ryszarda Grzybowska

Grzybowska translated some of the best known stéwyd_ovecraft, including |The Call
of Cthulhu”, “The Dunwich Horror”, “The Colour outf Space” and “The Shadow
Over Innsmouth”. She also translated books by LMaud Montgomery, such as

“Emily of New Moon” and “Emily's Quest”.

3.5.1 “The Colour out of Space”

The story is translated as “Kolor z Przestworzyhiat could be better rendered as
“Kolor z Przestrzeni* or “Kolor z Kosmosu®, thisamslation, however, is already
established in Poland. The story was written i@71&nd marks the mature stage of
Lovecraft's fiction. In terms of chronology it folvs “The Case of Charles Dexter
Ward". The first person narrator visits an old mammi Pierce, local to the parts

around the fictional city of Arkham, Massachuse®igrce describes how the house, the
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land and the family of Nahum Gardner, his neighlema friend, ceased to exist a year
after a meteorite had fallen to his grounds.

The initial analysis of the story show only two gsawhich might require slight
revision. Grzybowska is very careful in her tratisla of Lovecraft's style, as seen in
the fragment below:

It was a scene from a vision of Fuseli, and ovethal rest reigned that riot of luminous
amorphousness, that alien and undimensioned raimbamyptic poison from the well

—seething, feeling, lapping, reaching, scintillgtistraining, and malignly bubbling in
its cosmic and unrecognisable chromaticism. (Loa#cCS)

Translated as:

Byfa to scena z widzenia Fuseliego, a wszystkimjesacze tam istniato, zawlagla
orgia swietlnego amorfizmu, obca, bezwymiaroveggza tajemnej truciznyaszacej sk

ze studni — kipica, wyczuwalna, lepka, egjajpca wszystkiego, iskexra sg, petzraca

w go6re i jadowicie bulgogca w swym kosmicznym, zupetnie nieznanym
chromatyzmie. (Lovecraft, 2007:310 [1963])

Here, both the syntax and the lexical featureshef gentence are preserved.
Contrary to other translators, Grzybowska doesdnotle the long, complex utterance
into parts and retains the original length. Whaniwre, all of the used lexical items are
successfully and accurately translated withoutrapegtitions.

Perhaps the insertion of “ta” before “obca, bezwanowa ¢cza” would increase
the accuracy of translation even more. Furthermtmepetnie nieznanym” could be
replaced by “nierozpoznawalnym” which is closer “tmrecognisable”. Apart from
these tentative suggestions, this Lovecraftian graph seems to be translated as
accurately as possible.

There are, however, several fragments which mayiregevision:

The five cats had left some time before, but tgeing was scarcely noticed since there
now seemed to be no mice, and only Mrs. Gardner rhade pets of the graceful
felines. (Lovecraft, CS)

Translated as:

Pig¢ kotow wywedrowato jeszcze wcZriej, ale ich nieobecroi prawie nie
ostrzeono, bo i myszy wygigly, tylko pani Gardner kwilita jak mate kaga.
(Lovecraft, 2007:297 [1963])
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The above translation communicates that Mrs. Garglas making cat-like
noises when closed in the attic after her husba@ednéd her as insane. There is no
mention of any sounds being made in the originalesece. This is probably due to a
misunderstanding or rather an over-interpretatiotheffragment by Grzybowska. A
following could be revision is proposed: “bo tylgani Gardner zwykta zajmowaic
tymi petnymi wdzeéku zwierztami.”

In another example, such a change of meaning coseesingle word.

Zenas needed no calming. He had come of late tootling but stare into space and
obey what his father told him; and Ammi thoughtttihés fate was very merciful.
(Lovecraft, CS)

The above fragment is translated as:

Zenasa nie trzeba byto uspol@j@statnio nic nie robit, tylko patrzyt gdZiev dal i
postusznie wykonywat polecenia ojca. Jego los wysiat Ammiemu szczegolnie
zatosny. (Lovecraft, 2007:298 [1963])

The final word of the sentence, “merciful’” beconfestosny” which is the
opposite of Lovecraft's original word. In the redsversion, the sentence could end
with.“[z]Jdaniem Ammiego, los potraktowat go szczkyeé taskawie.”

Grzybowska seems to be accurate, despite minoekest Grzybowska chose
to normalise the dialect of farmers around Arkhaime last time Nahum Gardner ever

speaks to Ammi, he says:

| seen it time an’ agin senct Zenas was took...righdabby, Ammi?... my head’s no
good... dun't know how long senct | fed her...ligit her ef we ain't keerful... jest a
colour... her face is gettin’ to hev that coloumstimes towards night... an’ it burns an’
sucks... it come from some place whar things a&stthey is here... one o’ them
professors said so... he was right... look out, Anitth do suthin’ more... sucks the life

out...(Lovecraft, CS)

His words are translated as:

widziatem to pag razy, jak zabralo Zenasa... gdzie Nabby, Amm#?moj gtowa jest
Zle... nie wiem, kiedy dalem jej§é&.. dopadnie ig, jak nie zadbamy... tylko kolor... jej
twarz dostaje tego koloru pod wieczér... to palvysysa... pochodzi gk, gdzie
wszystko jest inne nitutaj... jeden z profesoréw tak moéwit... miat racj uwaaj,
Ammi, to jeszcze nie koniec... wysysgcie... (Lovecraft, 2007:302 [1963])

As seen above, Nahum's speech is translated asasiaRdlish speech, without

preserving any of the phonetic variations propolgd.ovecraft in the original text.
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What is more “senct” which seems to be a dialefdah of “since” is translated as
“jak” which changes the meaning in the sentencenuNais terrified as he dies and
standard speech may sound rather too calm for awharwitnessed horrors. Applying

any dialectal form for his utterance could be psgzbas a revision, for example:

Widziat zem to ni raz ni dwo, od kiedy zabralo Zenasa..gd¢abby, Ammi? Moja
gtowa juz nie dobra, ni wim, ile to juod kiedy 3 zem karmit. Dorwie g jak nie
bedziem uwaac...to¢ to kolor...jej twarz czasem przybiera tyn kolodpmc... to ptonie
| ssie... przyjszto z miejsca gdzie rzeczy ni tgkietu... tyn z profesoréw tok mowit...
racje miot...uwaaj Ammi, jeszcze co zrobi... wysysa zycie...

Apart from the mentioned fragments requiring sligbvision, Grzybowska's
translations seem to be the most accurate ouedsttiries analysed so far. The syntactic
structures as well as lexical choices are carefilgnsformed into Polish. The
translation even preserves the Greco-Latin woresl Uy Lovecraft such as “aérolite”
rendered as “aerolit”.

A fragment fromThe Colour out of Spade subject to close analysis in the later

part of this chapter. (See Appendix D — RyszardayGywska)

3.5.2 “The Call of Cthulhu”

“The Call of Cthulhu“was written in the summer of 1926 and, similarlyTae Colour
out of Space®, it is one of Lovecraft's later stariThe story follows an investigation of
a mysterious “Cthulhu cult” and is divided into @ébrparts. The first one contains the
results of the initial research, based on varigg®rs and accounts and an attempt to
identify an idol depicting a creature unknown toormahe second part concerns a police
investigation on the swamps of Louisiana, whichcsgs one of the meeting places
used by the cultists. In the final part, strandaitbss stumble upon an unknown island
only to realise in horror that it is a place nainfr our world, inhabited by the creature
seen on idols and in visions.

The story is narrated by a grand-nephew of theimalg“Cthulhu cult”
researcher. In the initial paragraph, consciouthefmaddening knowledge that came

into his possession, he states:
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The most merciful thing in the world, | think, iBet inability of the human mind to
correlate all its contents. We live on a placidusl of ignorance in the midst of black
seas of infinity, and it was not meant that we #th@oyage far. (Lovecraft, CC)

The above excerpt is translated as:

Wydaje mi s¢, ze najwgkszym dobrodziejstwem na tydwiecie jest fakt, ze umyst
ludzki nie jest w stanie skorelowacatej swej istoty.Zyjemy na spokojnej wyspie
ignorancji paréd czarnych mérz nieskozondci i wcale nie jest powiedziane, ze w
swej podréy zavwedrujemy daleko. (Lovecraft, 2007:120 [1963])

The words “it was not meant that we should voyaayé hecome “it is not said
that we shall voyage far”, which is considerablyd®ai and not accurate in presenting
the speaker's intention. A change to “i nie powinmy zeglowa daleko” would be a
more faithful rendering.

In another fragment an artist recounts his dreaionito the researcher:

during which he related startling fragments of mocal imagery whose burden was
always some terrible Cyclopean vista of dark anplpiing stone (Lovecraft, CC)

The above excerpt is translated as:

podczas ktérych snut zdumieweg opowigci o swoich nocnych wizjach. Dominowat
w nich straszny widok ciemnych, ociekaych szlamem kamieni (Lovecraft, 2007:125
[1963])

First of all, the text is divided into two senteagastead of retaining the original
length of the sentence. What is more, the adjectBalopean”, which seems to be
quite frequent in Lovecraft's fiction, is omitteabtigh it would be possible to insert it
into the sentence right after “straszny” as “cykiogy”.

At times the Latin words used by Lovecraft becoméega challege, as in the
description of the idol portraying Cthulhu.

The cephalopod head was bent forward, so thatritie ef the facial feelers brushed the
backs of huge fore paws which clasped the crousteevated knees. (Lovecraft, CC)

The above excerpt is translated as:

Glowa wyrastajca jakby z nég byla pochylona do przodu, tak zeidszki czutek na
twarzy ocieraly s o wielkie przednie szpony obejmog podkurczone i uniesione
kolana. (Lovecraft, 2007:131 [1963])

Here, the word “cephalopod”, which translates t@¥gpnog” in Polish would
create a tautology when used in connection withatbed “gtowa”. A paraprase “gtowa

przypominagca gmiornicg” or “gtowa, jak u méczaka byta pochylona...” would be, in

39



turn, a rather exaggerated addition to the alreamyplicated description. Perhaps a
compromise, slightly improving logic, could be “®a z ktorej wyrastaty nogi byta
pochylona...” since the head of cephalopoda iselang comparison to the size of the
legs.

A curious lexical choice is noted in the followifrggment:

and all this in so stirring and horrible a conmexthat it is small wonder he pursued
young Wilcox with queries and demands for datav@araft, CC)

The above excerpt is translated as:

a wszystko w tak petnym zaia i strasznym powizaniu, ze trudno sidziwié, iz
molestowat miodego Wilcoxa pytaniami i domagak szczeg6towych danych.
(Lovecraft, 2007:129 [1963])

The word “molestowat’ is currently perceived astgunformal when compared
to the original “pursued”, perhaps a change to ‘@aal’ could be more neutral and
devoid of any other connotations. These howevex, rather recent in language, so
perhaps the revision would not be necessary at all.

Yet another ambiguity is presented in the fragneentaining a direct
description of Cthulhu:

The Thing of the idols, the green, sticky spawrthef stars, had awaked to claim his
own. The stars were right again, and what an adesalt had failed to do by design, a
band of innocent sailors had done by accident.rAigintillions of years great Cthulhu
was loose again, and ravening for delight. (Lovitc2C)

The above excerpt is translated as:

Ta Rzecz bgkoéw, zielona, lepka ikra gwiazd, obudzita,saby domaga sie swoich
praw. Gwiazdy znalazty siwe wigciwej pozycji i czego nie zdotat dokohadwieczny
kult i jego wytyczony program, tego dokonata gromadgwiadomych marynarzy. Po
niezliczonych latach wielki Cthulhu byl znowu wolhgpragniony uciechy. (Lovecratft,
2007:153 [1963])

Arguably, “Ta Rzecz htkow” seems to be a rather clumsy translation when
describing something that was previously seen ols.idRerhaps “To Goz poszkow”
could be used instead. Secondly the use of “ikeaS@awn is ambiguous as the biology
of Cthulhu is not clear. Assuming that it is a lgefrom another world, truly from the
“stars”, in conjunction with the quality of “sticky the above attributes may be
corrected to “mazisty pomiot gwiazd”. Further ir tlhagment, “wytyczony program” is

used in relation to a savage cult which is rathaccurate, as this part of the sentence is
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significantly altered. A revised version is propws& to, czego wiekowy kult nie byt w
stanie dokonawedle planu, tego grupa niewinnych marynarzy dakoprzypadkiem”.

Apart from the ambiguities, similarly as Tine Colour out of Spad8rzybowska
slightly misunderstands some of Lovecraft's lexaadices. The first quote comes from
the introduction of a renowned scholar..

This person was the late William Channing Webb, féasor of Anthropology in
Princeton University, and an explorer of no sligbte. (Lovecraft, CC)

The above excerpt is translated as:

Byt to William Channing Webb, profesor antropologii Princeton University, badacz
naukowy raczej mato znany. (Lovecraft, 2007:131-1®53])

In the preceding paragraph of the story the naristtes that a person of great
knowledge was needed in order to identify the aigimlol. Here, Lovecraft by “of no
slight note” means “well respected”, which is tlated as its opposite by Grzybowska.

As the cult is further researched and explained, rtext fragment tells of the
practices in the far North.

It was a faith of which other Esquimaux knew littend which they mentioned only

with shudders, saying that it had come down frommibly ancient aeons before ever the

world was made. Besides nameless rites and huntaificgss there were certain queer
hereditary rituals addressed to a supreme eldér atetornasuk;(Lovecraft, CC)

The above excerpt is translated as:

Byta to religia, o ktérej inni Eskimosi raczej mavaedzieli, a na ktéra reagowali
jedynie wzruszeniem ramion m&wi ze pochodzi z okresu bardzo dawnych eondéw,
jeszcze przed stworzenieswiata. Oprocz potwornych olydéw i ofiar sktadanych z
ludzi odprawiali jakié niesamowite, odziedziczone po przodkach rytuagemaczone
dla nadrednego, starszego diabta albo tornasuka; (Love@@€7:132 [1963])

It is rather dubious that the local people wouklisaproposed in Polish, “shrug”
at the “nameless rites and human sacrifices”. Gledheir reaction is closer to
“reagowali wzdrygngciem s¢” or “dreszczem”.

Finally, in the quote containing a description lo¢ sunken city of R'lyeh where
Cthulhu awakes, Grzybowska demonstrates a gernsrafacy in translating Lovecraft's
style, despite minor choices which might requirgsien.
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The very sun of heaven seemed distorted when vidglredigh the polarising miasma
welling out from this sea-soaked perversion, andted menace and suspense lurked
leeringly in those crazily elusive angles of carvenk where a second glance shewed
concavity after the first shewed convexity. (LoatrCC)

The above excerpt is translated as:

Stonce na niebie zdawalo esijakby wypaczone, kiedy ina nie patrzyto poprzez
polaryzupca miazne dobywajca sie z tego perwersyjnego, nahietego morzem
wnetrza, i jakd niesamowita groza oraz niepewdtoczaity st chytrze w tych
zwariowanych, zwodnych wymiarach ¢béonej skaty, na ktérej za pierwszym
spojrzeniem widziato siwypukitos¢, za drugim wkistosé. (Lovecraft, 2007:151-152
[1963])

The phrase from “when viewed through...” to “..4t@d menace” could be more
accurately translated translated as “gdy patrzagma nie poprzez polaryziga miazme
wylewajca sie z tej nasiknietej morzem perwersji, a przedziwna groza...”

Apart from the issues mentioned above, this fragnsems to illustrate
Grzybowska's care in translating Lovecraft quitd \Wiédne unknown, unimaginable city,
where even the sun is not normal is revealed &g ot of this world. The adjectives

used by the author are rendered in accordance tatthosphere of the story.

3.5.3 Conclusions

The translations by Grzybowska seem to displayteraigh level of accuracy in terms
of style. They are not, however, free of ambiguteigcal choices and unnecessary
alterations. There is a slight inconsistency irolelng Lovecraft's manner of using
Greco-Latin words.

What is more, Grzybowska does not adapt the delléatms used by the author
but levels them to standard speech instead whég #re at times in visible contrast
with the eloquent speech of the narrator, as ircése of “The Colour out of Spacafid
the speech of Nahum Gardner. In some cases, Grafaowverts the meanings used by
Lovecraft, which imbalances the logic of the seo&nbordering on incoherence.
Despite the above, Grzybowska uses a wide variétyexemes when translating
complex descriptions and presents herself as éutafemperfect, translator.
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3.6. The translations by Andrzej Ledayav

Ledwazyw is only second to Lipski in the number of Lovaits stories translated into
Polish. He is, however, the only contemporary tictos whose works were corrected in
newer editions of the author's stories. Amongstahes which required correction are
“The Case of Charles Dexter Ward“ (re-translatedWipczyaski), “The Rats in the
Walls“ (re-translated by Iwciw), and “The Music of Erich Zann“ (re-translateg
Grzybowska). Thus it may be suspected that Legiwds a rather inaccurate translator
of Lovecraft's works. The works chosen for analysis “Pickman's Model* and The

“Dream-Quest for the Unknown Kadath*.

3.6.1 “Pickman's Model*

In this short story, the first person narrator bg hame of Thurber attempts to explain
what he has seen in the house of a Boston paRitgrard Upton Pickman. The artist is
not a welcome member of the local art club becauseworks portray monsters
gnawing on human flesh in disturbing detail. Unlikeost first person narrators in
Lovecraft's stories, Thurber is very expressiveseaiand uses coloquial language. As
he recounts what Pickman told him before, a naatiithin a narrative is used by the
author.

In the fragment below there are a number of instescies between the original

version and the translation.

I should think you’d have known | didn't drop Piclmfor the same silly reasons that
fussy old women like Dr. Reid or Joe Minot or Bosthkodid. Morbid art doesn't shock
me, and when a man has the genius Pickman had it fe® honour to know him, no
matter what direction his work takes. Boston newvad a greater painter than Richard
Upton Pickman. | said it at first and | say itlstdnd | never swerved an inch, either,
when he shewed that “Ghoul Feeding”. That, you mab&r, was when Minot cut him.
(Lovecraft, http://www.hplovecraft.com, PM)

Wiesz, ze nie odwrécitem si od Pickmana z powodu jakieptupiej btahostki, jak
uczynity to te stare zgredy w rodzaju doktora Reidae Minota lub Roswortha.
Chorobliwa sztuka mnie nie przeea a gdy kté byt geniuszem, honorem byto go Zna
bez wzgédu na to, w jakim kierunku szta jego twoérézo Boston nigdy nie miat
wiekszego malarza od Richarda Uptona Pickmana. Poisledz to kiedy i nadal
podtrzymug. Co wicej, nie odsipie od tego ani o cal, po tym jak wystavibsitek
ghoula To dzielo, jak zapewne pagtész, Minot pocit nozem. (Lovecraft 2007:70
[1963])

43



First of all, the “fussy old women” become “stagredy” which, indeed carries
over the speaker's attitude but is not entirelyueste in doing so. Perhaps “gryéna
stare baby” would be more in place in this cont®dcondly, the third sentence of the
fragment “Morbid art...” contains an inconsistemeyterms of tense, as the structures in
present simple are transformed into past tenselist? A following revision could be
suggested in place of the above translation “dyaldos posiada geniusz, jaki posiadat
Pickman, uwaam za zaszczyt moc go Znaiezalenie od kierunku, w jakim idzie jego
tworczai¢”. There is also the question of the final sententdéhe fragment. In the
original it is not obvious what is meant by “Mincat him”. It could be interpreted as
“abandoned” in reference to Pickman or as “attackath something sharp” in
reference to the painter. Lediyov inteprets it in the second way and specifiesttiod
used, a knife. As it is rather an over-interpretatia correction of the last fragment to
“To witasnie wtedy, jak pamtasz, Minot go poel” or “... Minot odciat si¢ od niego”
should the abandoning interpretation be chosentbediteral meaning of “cut”.

Ledwazyw displays a tendency to omit certain fragmentsraginal sentences,
ignoring some of the complex descriptions, as enftllowing fragment where Thurber
expresses his inability to talk about Pickman'sksaon detail.

There’s no use in my trying to tell you what thegre like, because the awful, the
blasphemous horror, and the unbelievable loathsesseand moral foetor came from
simple touches quite beyond the power of wordslassify. There was none of the
exotic technique you see in Sidney Sime, none efttans-Saturnian landscapes and
lunar fungi that Clark Ashton Smith uses to freettee blood. (Lovecraft,
http://www.hplovecraft.com/, PM)

The above fragment is translated as:

Nie ma potrzeby, abym probowat ci opowiedzél czego to byto podobne, gdigrak

mi stow zdolnych opisa ten straszliwy, blénierczy horror i niewiarygodn

obrzydliwas¢. Nie byto tu niczego z egzotycznych technik, jakiezesz zobaczyu

Sidneya Sime'a, niczego z pozasaturskich krajobrazéw i ksizycowych grzybow

Clarka Ashtona Smitha, ktére miaty mrékirew wzytach. (Lovecraft 2007:76 [1963])

Right at the beginning of the sentence, the meaisishanged as “need” is used
instead of “use”. Then, Ledwyw translates “what they were like” to “do czegdodo
podobne” instead of “jakie byly”. Right after thgsart of the sentence, the translator
procedes with a quite radical simplification of Lovaft's style, as Thurber states that he

is lost for words to describe that terrifying, lhemous horror and incredible
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monstrosity. Instead, in order to be accurate fitse sentence of this excerpt could be
translated as “Nie ma sensebym probowat opowiedzieci, jakie bylty, gdy ta
okropna, ta bltzniercza groza i niewiarygodna obrzydli§oi moralny fetor jakie
tchrety z lekkich ruchow pdzla wykracza poza mbiwosci jezyka”.

The next quote presents Ledww's attempt to be too accurate, bordering on
absurdly literal. Omission is another phenomenoes@nt in the translation of this

fragment.

Now, Eliot, I'm what the man in the street wouldlldairly “hard-boiled”, but I'll
confess that what | saw on the walls of that ro@wegme a bad turn. They were his
pictures, you know—the ones he couldn't paint cereghew in Newbury Street—and
he was right when he said he had “let himself gtére—have another drink—I need
one anyhow! (Lovecraft, http://www.hplovecraft.corBM)

Eliocie, bylem, jakby to powiedziat cziowiek z ufic'ugotowany na twardo". Musz
przyznd&, ze to, co zobaczylem ri@ianach, wstrzsreto mma. To byly jego obrazy - te,
ktérych nie mogt wystawina Newbury Street. (Lovecraft 2007:76 [1963])

The conversational insert “now” at the beginningtlté sentence is missing in
the Polish version. What is, however, perhaps tlestrprominent ambiguity of this
sentence, is the phrase “hard-boiled” translatetugstowany na twardo”. In order to
preserve the direct and informal language of Thisbenonologue the word
“zahartowany” could be used an idiomatic equivaleht*hard-boiled”. Ledwayw
finishes his translation of the sentence after isireNewbury Street” and the part that
follows is completely omitted. Therefore an additf “i miat racg, gdy powiedziate
'pofolgowat sobie'. Masz — napij¢sjeszcze — w kalym razie ja i tak musg?’ is
suggested, along with the corrections mentionedrbef

The final quote mentioned in the initial analysfghis story concerns sentence
logic as well as a slight mood-alteration.

That nauseous wizard had waked the fires of hgbigment, and his brush had been a

nightmare-spawning wand. Give me that decantent!Eli
(Lovecratft, http://www.hplovecraft.com/, PM)

Ten wstetny czarownik obudzit w farbach ognie piekielnejego mdzel byt ré&dzka
zrodzor, przez koszmary... Podaj mi, preskarafle... (Lovecraft 2007:77 [1963])

Ledwazyw states that Pickman's brush was a “nightmaressed wand”, which
is in contradiction to the original sentence, inichhLovecraft clearly states that it was

the painter who “had waked the fires of hell inmpant” and not the other way around.
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The expressiveness of Thurber's exclamation isdtalmevn to a polite request for the
decanter, whereas in the original the speaker setembe increasingly excited,
particularly when speaking about Pickman's art.

The initial analysis ofPickman's Modelpresents a number of various
inaccuracies in translation. The evaluation of Leziw's translations is continued with

the next story.

3.6.2 “The Dream-Quest of Unknown Kadath*

According to Joshi (1999:113) “The Dream-Quest oikibwn Kadath* was written
after Lovecraft, having returned from New York, ekpnced an intense surge of
inspiration. In the quote “energies were not omeased but his work gained in depth,
substance and maturity” (113). This novella preséiné journey,that Randolph Carter,
who is an experienced dreamer, undertakes, in dadmnd the legendary city of
Kadath, where the gods dwell. As a part of the Dréaycle, “The Dream-Quest of
Unknown Kadath*combines the elements of horror with fable-likectpiesque
landscapes and creatures out of this world, deraingj the power of Carter's
imagination and in turn, the capabilities of humaagination in general.

The title of the story was translated as “W Poszakiiu Nieznanego Kadath”.
Here, Ledwayw omitted the word “dream” completely, despite tea of dreaming
being essential to the story. Perhaps the titlddcbe changed to “Sen w Poszukiwaniu
Nieznanego Kadath”, since “Sen-Wyprawa do Nieznankgdath” as a more direct
translation seems to be rather clumsy. The nousligery rich in its imagery, with
complex, at times overwhelming sentences and ewémgic proportions.

Ledwazyw demonstrates inconsistency in relatively simpigtters such as the
grammatical gender of Kadath. As it is an unknoviyy @ most cases, it is treated as a
neuter noun, as in “Teraz zrozumizag przodujce nad wszystkim Kadath” (Lovecraft,
2008:256 [1963]). On the next page, however, Legmwoproposes a sentence such as
“Bogowie Zewrtrzni byli obecni i z pewngia Kadath daleki byt od stanu
opustoszenia” (Lovecraft, 2008:257 [1963]).
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Throughout the translation, there are fragmentsclvidisplay a rather poor
sentence construction. Mostly contradictory orgital, the examples of such sentences

include the following fragments:

When for the third time he awaked with those fliglstill undescended and those
hushed sunset streets still untraversed, he prayedand earnestly to the hidden gods
of dream that brood capricious above the cloudardmown Kadath, in the cold waste

where no man treads. (Lovecraft, DQ)

The above fragment is translated as:

Gdy obudzit st po raz trzeci, nie zszedtszy tymi schodami naecictzachodzie stza
ulice, ktérymi take jeszcze nie szedi, modlitesdiugo i zarliwie do tajemniczych
bogébw ze snu, ktorzy przebywaj kaprgni — nad chmurami wiszymi nad
nieznanym Kadath w lodowatym pustkowiu, gdzie néda ludzka stopa. (Lovecratft,
2008:162 [1963])

This sentence seems to lack both cohesion and emteer the use of the
adverbial participle “nie zszediszy” paired withetHurther phrase “ktérymi tak
jeszcze nie szedt” as a translation of “undescehded “untraversed” respectively,
creates a sentence difficult to comprehend and isggmimpossible to enjoy when
read. The use of the adverbial participle couldabgay to translate the non-standard
word order in the sentence. Revised,the fragmariticead as follows:

Zbudziwszy si po raz trzeci, pgdd schodow jeszcze niezdobytych i cichych ulic o
zachodzie shica, nieprzemierzonych, modlitesttugo i zarliwie do ukrytych bogow
snu, ktérzy dumaj kapryni, ponad chmurami na nieznanym Kadath§r@d zimnego
pustkowia, nie tkritego ludzly stom

Ledwazyw does not preserve the original sentence lengihdavision and some

of his lexical choices seem to be dubious.

Carter, however, had no fear; for he was an oldmer and had learnt their fluttering
language and made many a treaty with them; (Lo¥eDQ)

The above fragment is translated as:

Carter jednak i nie bat, gdy byt dowiadczonym marzycielem. Nauczytgsich
trzepocacej mowy i zawart z nimi wiele uktadéw. (Lovecra2008:164 [1963])

Here, one sentence becomes three (the final fraigofethe sentence is not
qguoted, for the sake of brevity). The term “hadnegheir fluttering language” becomes

“[n]Jauczyt sk ich trzepocacej mowy”. The original word evokes associationshva
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language which is light, and as it is earlier maméid that the beings Carter meets, the
zoogs, are “furtive and secretive® (Lovecraft, D@Q)could be thus suspected that their
speech is rather hushed and discreet, thereforevtind “zwiewna” could be used
instead of “trzepocaca”, which would be more associated with avian tones.

In terms of words describing sound and speechetiseanother fragment, in the
climax of the story, where Carter, having reaché@ ftity of Kadath, faces

Nyarlathothep, one of the gods, in his human fdrhe deity addresses the dreamer.

Watchers have spoken of this thing, and the OtleetsGiave grunted as they rolled and
tumbled mindlessly to the sound of thin fluteste black ultimate void where broods
the daemon-sultan whose name no lips dare speaét.dloovecraft, DQ)

The above fragment is translated as:

Straznicy powiedzieli mi o tym, a Bogowie Zewmzni chrzkali, przetaczaic Sk i
koziotkujac bezrozumnie w strgndzwicku fletbw w czarnej ostatecznej otchtani, w
ktérej ma swe gniazdo Bestia Nuklearnego Chaostrektimienia nie odwaz sie
wymowi¢ niczyje wargi. (Lovecraft, 2008:259 [1963])

The most unfortunate lexical choice of the fragmenhe word “chrzkali” as a
translation of “grunted”. The Other Gods are unimagle, monstrous and rather
tenebrous and it is ambiguous whether they woultplsi “clear their throat” at the
news of an intruder in their domain. Perhaps thedwbonamrotali”, “charczeli”
“powarkiwali” or even “wydali pomruk” could be a ther choice to translate “grunted”.
Ledwazyw insists to translate “the daemon-sultan”, whlnerely one of the epithets
of another god, Azathoth as “Bestia NuklearnegodSha In fact, the deity is known
under a variety of names and, “the Nuclear Chats Haemon-sultan” or “the Blind
Idiot God” are amongst them. Here “suttan demon@atld be sufficient, as in the
original text there is not a single instance of therd “nuclear”, whereas there are five
phrases “the daemon-sultan”, four of which inclutie name Azathoth. A revised

version could be thus proposed:

Straznicy mowili o tym, a Bogowie Zewatrzni mamrotali, kgcac se i kiebiac
bezrozumnie przy aliekach cienkich fletbw w czarnej, ostatecznej pustggzie
dumny suttan demondw, ktérego imienia nie ogiwsie wymowic zadne wargi.

Some of Ledwayw's inaccuracies concern major alterations of dhniginal

lexemes and the sentence structure.
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The dead temples on the mountains were so plaegdttby could have glorified no
wholesome or suitable gods, and in the symmetifitiseobroken columns there seemed
to lurk some dark and inner meaning which did neité solution. (Lovecraft, DQ)

The above fragment is translated as:

Opuszczondwiatynie na szczytach gor byly umieszczone w taki 8ppse nie mogty
wychwala wiasciwych czy normalnych bogéw, a w symetrii ich potmgch kolumn
wydawalo st, ze jest cé ciemnego, jakie wewretrzne znaczenie, ktére nie chciato
wyciagniecia naswiatto dzienne. (Lovecraft,2008:175 [1963])

First of all, the word “dead” could be translated“amarte” for more accuracy.
Secondly “were so placed” translated as “byly umiesne w taki sposobhe” seems to
be redundant and unnecessary, as a simpler, arel acourate “byty tak umieszczone,
iz” would be sufficient. Furthermore, the “dark amthér meaning which did not invite
solution” is translated as “é@iemnego, jakiewewretrzne znaczenie, ktdre nie chciato
wyciagniecia naswiatto dzienne” is yet again a rather redundant amdggerated
structure. A revision of the above sentence coald b

Umarteswiatynie na szczytach gor byly tak umieszczoneié mogtyby stawd bogow
zdrowych czy widciwych, a w symetrii ich rozbitych kolumn zdawale szat jakies
mroczne, wewgtrzne znaczenie, ktdre nie zamierzato p@dsl@zrozumieniu.

Ledwazyw presents a tendency to create tautological oactgdns in some of

the sentences, while the original sentences aredvar their vocabulary.

Reflecting upon these things, he was staggeririgstéeet in the midst of his nightmare
company when there rang without warning throught thale-litten and limitless
chamber the hideous blast of a daemon trumpet.edraift, DQ)

The above fragment is translated as:

Zastanawigc sk nad tymi rzeczami, zachwiatesha nogach podd swej koszmarnej
kompanii, gdy w blado dwietlonym i nieskdczonym pomieszczeniu rozlegtog si
potworne tgbienie jakiej demonicznej tiby (Lovecraft, 2008:257 [1963])

Here the phrase “potwornalienie jakie§ demonicznej tiby” is an example of

a rather repetitive and poor lexical choice. Adaling revision could be proposed:

Rozmylajac nad tymi rzeczami chciat ¢sina nogach pwméd swego koszmarnego
towarzystwa, gdy rozbrzmiat pginie, bez ostrzeenia, przez ow blado @wietlona i
nieskaiczory komnag, potworny odgtos demoniczneplty.

Another tautology appears on the following pagehefttanslation.
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Then down the wide lane betwixt the two columnsel figure strode; a tall, slim
figure with the young face of an antique Pharaaly, \gith prismatic robes and crowned
with a golden pshent that glowed with inherenttlighovecraft, DQ)

The above fragment is translated as:

Potem, z szerokiego przeja midzy dwiema kolumnami wyszta poétawysoka,
szczupta, z mlogltwarz antycznego faraona, w jaskrawych, pryzmatycznyeiash,
ukoronowana ztatkorora, bltyszcaca w niespéjnymswietle.

(Lovecraft, 2008:258 [1963])

The phrase “ukoronowana zotkororg” could be translated directly as
“ukoronowana ztotym pszentem” since at the veryitn@gg of the story, in the
fragment “Ci potrzsali przybranymi w pszent gtowami i przygali, ze bedzie to
oznaczatamier¢ dla jego duszy” (Lovecraft, 2008:162 [1963]) thé&sean annotation,
explaining that “pschent” is the Double Crown ofofent Egypt. Thus, Ledwyw
could use the word “pszent” again, as it was preslipexplained in the course of the
story, avoiding this tautology.

The story concludes in Carter's return to his hameNew England, after
Nyarlathothep makes him realise, that it is notdheamlands, but the reality, where he

grew up, that he cherishes.

Scent of the sea and fragrance of the fields; spfethe dark woods and joy of the
orchards and gardens at dawn. These, RandolphrCarte your city; for they are
yourself. New-England bore you, and into your sské poured a liquid loveliness
which cannot die. (Lovecraft, DQ)

The above fragment is translated as:

Zapach morza i pél, czar tajemnych laséw i &gdmrodéw oswicie. Tam, Randolphie
Carter, jest twoje miasto, gdyest ono samym tab Zrodzita cé Nowa Anglia i w
twoja dusz wlewa ptyn mitgci, ktéra nie mae umrzé. (Lovecraft, 2008:261 [1963])

Ledwazyw translated “liquid loveliness” as “the liquid @ve” which is by no
means accurate and instead of inspiring warmth heopek, this fragment seems to be
rather ridiculous, not even amusing. What is maespite the use of past simple in
Lovecraft's sentence, Ledwgw used a continuous, imperfect form of presentdeAs
following revision of the final sentence could beogosed, including an attempt to
preserve the alliterative qualities of the origiphlase: “Zrodzita G Nowa Anglia i w

twoja dusz wlata ptynne pikno,ktore nie mge umrzé”.
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Finally, in the penultimate paragraph of the st@gyter is transported back to
the real world, as the day begins. This fragmena iBuly Lovecraftian paragraph,
containing florid descriptions, intentional repetit of the beginning of the phrase,
inversion as well as alliterations. The paragraphendered by Ledwgw with a quite

disturbing inaccuracy:

Stars swelled to dawns, and dawns burst into fausitaf gold, carmine, and purple,
and still the dreamer fell. Cries rent the aettseribbons of light beat back the fiends
from outside. And hoary Nodens raised a howl efrph when Nyarlathotep, close on
his quarry, stopped baffled by a glare that seaisdormless hunting-horrors to grey
dust. Randolph Carter had indeed descended athestide marmoreal flights to his
marvellous city, for he was come again to the few England world that had wrought
him. (Lovecraft, DQ)

The above fragment is translated as:

Gwiazdy nabrzmiatyswit wybucht fontannami zlota, karminu i purpury,nzarzyciel
ciagle spadat. Krzyki rozdarty eter, gdy wgt swiatta przegonity diably z zewatrz.
Ochrypty Nodens rykat tryumfalnie, gdy Nyarlathothep, bliski pochwycanswej
zwierzyny, zatrzymat siskonfundowany przegwiatto, ktére spalito jego bezksztaltne,
polujace przeraenia na szary pyt. Randolph Carter istotnie zszedtkoncu
marmurowymi schodami do swego cudownego miastaz gaycit znéw do piknej
Nowej Anglii, swiata, ktéry go wykut. (Lovecraft, 2008:267 [1963])

The initial phrase is simplified, and Lovecraftgentional repetition is omitted,
as is the inversion of “and still the dreamer felthen, the god Nodens is described as
“hoary”, which Ledwayw translates as “ochrypty” instead of using amilaite of old
age. Furthermore “forimess hunting-horrors” becomibezksztaltne polugce
przeraenia’. Lastly, in the last sentence, there is ghslinaccuracy in the phrase “to
the fair New England world that had wrought hims$,the world is moved to a separate

clause. Thus a revision could be proposed:

Gwiazdy nabrzmiaty w zorze, a zorze wybuchly fonmi zlota, karminu i purpury,
gdy marzyciel nieprzerwanie spadatl. Krzyki rozdamyer, gdy wsigi swiatla
przegonity demony z zewtrz. Sdziwy Nodens zawyt tryumfalnie, gdy Nyarlathothep,
doganiagcy swa zwierzyre zatrzymat si, skonfundowany blaskiem, ktéry spalit jego
bezksztaltne polage poczwary na szary pyl. Randolph Carter zaisszet# w kacu
szerokimi, marmurowymi schodami do swego cudownegista, gdy znow powrdcit
do swiata ptknej Nowej Anglii, ktéry go wykut.

As the idea of dream as a narrative experiencedgleeping, as opposed to
daydreaming or fantasising, it could be arguedt presthaps the word “marzyciel” for

“dreamer” is not exactly accurate, despite the giranarzenia senne” being present in
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Polish. A neologismhiciel” could be proposed for the story. This istwated by the
fact that the world presented ithe Dream-Quest of Unknown Kadatha fantasy
setting, full of both fable-like and terrifying @atires.

The initial qualitative analysis provided quite anmber of examples for stylistic
inaccuracies in Ledwgw's translations, including rather poor lexical ices,
alterations of sentence structure, introducing aassary tautologies and grammatical
inconsistencies.

As there seems to be an alarming number of incamgiges and inaccuracies on
the side of the translator. Due to the length efgstory, the enumeration of all possible
fragments where a revision could be proposed wrddire a significant extension of
this thesis.

A fragment from "The Dream-Quest of Unknown Kadath”chosen for the
quantitative analysis in the later part of this ptlea (See Appendix E — Andrzej
Ledwazyw)

3.6.3 Conclusions
Translations of Lovecraft's works by Andrzej Lecwwa seem to be quite inaccurate
due to a number of reasons, which include omissiohsntentional repetitions,

inappropriate lexical choices, often influencing tmood of the story and creating

tautologies or alterations to the sentence stractur
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3.7 The translation by Grzegorz liacaw

lwanciw translated only one of Lovecraft's works, nayri@lhe Rats in the Wallsih its
contemporary Polish editions. The version includedOpowigci o Makabrze i
Koszmarzas a corrected translation of an earlier work bydfrej Ledwayw, which

implies that the latter's translation simply hadéorevised.

3.7.1 "The Rats in the Walls”

This short story was written quite early, in 19R3adopts the first person perspective of
a man from the Delapore family. He moves to the ifelmouse of his ancestors in
England and explores the lore behind the de lasP@e his family was originally
called. He is an ardent lover of cats and soom afteving, both he and his companions
discover the mysteries of the ancestral seat.

Iwanciw is rather careful in his translation, yet thé&ea number of fragments
which alter the original text both in terms of foand content, influencing the mood
significantly. One of these occurs in the firstaggraphs of the story.

Exham Priory had remained untenanted, though lalletted to the estates of the

Norrys family and much studied because of its padyl composite architecture; an

architecture involving Gothic towers resting on @& or Romanesque substructure,
whose foundation in turn was of a still earlier erabr blend of orders—Roman, and
even Druidic or native Cymric, if legends spealytr(Lovecraft, RW)

The above fragment is translated as:

Exham Priory pozostawat niezamieszkany,ch&niej przyhczono go do posiadioi
rodziny Norrys. Cgsto jednak odwiedzano zamek i przaggno mu s z
zainteresowaniem ze waglu na interesuafa architektug, bedaca osoblivg mieszank
réznych stylow. Gotyckie wige posadowiono na gtéwnej bryle budynku w stylu
romaiskim, ktéry z kolei stagt na fundamentach z czaséw rzymskich, czyjak chce
legenda — nawet staroceltyckich. (Lovecraft, 200728 [1963])

First of all, the tautology “przygtiano mu s z zainteresowaniem ze wedlu
na interesujca architektug” is an example of quite poor sentence structespgcially
compared to the original. What is more, the de@iberrepetition of the word
“architecture”, natural to Lovecraft's style is ¢i@il and replaced by sentence division.

The description of the architecture contains numeralterations, including the
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replacement of the final words “Druidic or nativegrxic” are replaced with a single
word “staroceltycki”. It may have been a conscighbsice to update the description to
modern historical knowledge. Possibly, the worduidic” could be a sufficient hint for

the reader, signifying the pre-Roman times in dedbure in England. It is used at the
cost of accuracy. This complex sentence need ndivided and equivalents for all the
words are possible to provide, since it is possibleender its entire content without

sacrificing fluency, as in the revised translato@iow:

Exham Priory pozostat niezamieszkany, €hodzniej przyhczono go posiadiei
rodziny Norrys i sporo badano ze wadll na jego osobliwie zimng architektug;
architektue taczaca gotyckie wiee, oparte o sakégka czy tez romaiska podbudow,
ktorej z kolei fundamentem byta jeszcze waEejszy porzdek, czy te mieszanka
porzadkow — rzymskiego, a nawet druidycznego czy tulsdre starowalijskiego, §é
legendy moéwg prawck.

There is a more substantial fragment containinthé&uralterations, surprisingly,

very heavy in terms of the meaning and logic ofggheagraphs.

The bare statistics of my ancestry | had alwaysaknaogether with the fact that my
first American forbear had come to the colonieseannd strange cloud. Of details,
however, | had been kept wholly ignorant througk tfiolicy of reticence always

maintained by the Delapores. Unlike our planteghleours, we seldom boasted of
crusading ancestors or other mediaeval and Remaisdzeroes; nor was any kind of
tradition handed down except what may have beesrded in the sealed envelope left
before the Civil War by every squire to his eldssh for posthumous opening. The
glories we cherished were those achieved sincentgeation; the glories of a proud and
honourable, if somewhat reserved and unsocial Magdine.

During the war our fortunes were extinguished anat whole existence
changed by the burning of Carfax, our home on ek of the James. My grandfather,
advanced in years, had perished in that incendiatsage, and with him the envelope
that bound us all to the past. (Lovecraft, RW)

The above fragment is translated as:

Od dawna interesowatemeshistora mojego rodu. Wiedziatenze moéj amerykaski
przodek przyjechat do kolonii owiany dziwregend. Nie znalem jednakadnych
szczegotow, gdy Delapore’owie stya z powéciagliwosci i dyskrecji. W odranieniu od
rodzin zamieszkagych gsiednie plantacje, rzadko przechwalady sie przodkami -
bohaterami wypraw krzpwych, czy te innymi herosamBredniowiecza i Renesansu.
Nie bylo tez w naszej rodziniezadnej tradycji przechodeej z ojca na syna, z
wyjatkiem zwyczaju sigajacego rodowodem czaséw sprzed Wojny Domowej, a
polegajicego na przekazywaniu potomkowi zalakowanej kop&ttyra mogt otworzy
dopiero posmierci ojca. Nasz réd piggnowat nowsze, poemigracyjne tradycje -
tradycje dumnego, powanego, ché powsciagliwego i mato towarzyskiego rodu z
Wirginii.

Podczas Wojny Secesyjnej podupsaly finansowo, a cate naszgcie ulegto
zmianie w wyniku pgaru domu rodzinnego w Carfax, nad brzegiem rzekie¥a M¢j
dziad zgint w ptomieniach, a wraz z nim spiga jego koperta, ktéra miata zyzia¢
tradycp kolejne pokolenie naszego rodu. (Lovecraft, 208729[1963])
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One of the most visible changes lies in the verst Bentence of the fragment.
Contrary to Lovecraft's original text, in the triat®n, the narrator states that he had
been interested in the family lore for a long tiared the fact that his ancestor left
England for reasons unknown is one of the basibgrabout de la Poers. The phrase
“‘Nie znatlem jednak...” evidently points out the taxiction created by the

mistranslation of the first sentence. Another fragin “[W] odr&nieniu...” assumes
that American Delapores were planters as wellth@t are only the neighbours of some
planters. Furthermore, “the glories we cherishedtranslated as “tradycje”, whereas
the author seems to mean “chwala ktGic chelpilsmy, byla chwad, ktora
osiagrelismy po emigracji, chwatdumnej i honorowej, i nawet nieco povciagliwej
i nietowarzyskiej linii rodu z Wirginii”. The ternfthe Civil War” is inaccurately
translated as “Wojna Domowa” instead of the esthbll translation “Wojna
Secesyjna’. The latter term is used at the beggointhe next paragraph, where only
“war” is used by the author.

The next fragment contains lexical choices whicé ather unsuitable for a
horror story, especially when they are an inaceuti@nslation in regard to the original

sentences.

| did not draw the curtains, but gazed out at theow north window which | faced.
There was a suspicion of aurora in the sky, andd#leate traceries of the window
were pleasantly silhouetted. (Lovecraft, RW)

Translated as:

Nie zastanialem kotar, aby méc patrzen waskie, potnocne okno, ktére ndigto sie na
przeciwlegtejscianie. W delikatnyméwietle kskzyca gotyckie ornamenty wygdaty
bardzo malowniczo. (Lovecraft, 2007:36)

The Polish version does not mention “aurora” at@dlcondly, Iwaciw used the
adverb “malowniczo” to describe the quality of atldo window at night, whereas the
traceries, “maswerki” in Polish are not translatddrevision of the second sentence
could read as follows: “Na niebie zamajaczyta zoppalejrzenie zorzy, a na jej tle
maswerki okna byty delikatnie zarysowane”.

In the climax of the story, the narrator discovkis terrifying ancestry which
leads him to a temporary state of madness as wellsauggested act of cannibalism. In
his insane raving, he gradually adopts the langudgd! those before him who took

part in the rituals.
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Who says | am a de la Poer? He lived, but my hegl!d . . Shall a Norrys hold the
lands of a de la Poer? . . . It's voodoo, | tellyo. . that spotted snake . . . Curse you,
Thornton, I'll teach you to faint at what my famitio! . . . 'Sblood, thou stinkard, I'll
learn ye how to gust . . . wolde ye swynke me &ilkys? . . . Magna Mater! Magna
Mater! . . . Atys . . . Dia ad aghaidh ’s ad aodann agus bas dunach ort! Dhonas 's
dholas ort, agus leat-sa! . . . Ungl . . . unglrrtlh . . . chcheh . . . (Lovecraft, RW)

The above fragment is translated as:

Kto méwi, ze jestem de la Poer? Qyje, a méj syn umart Norrys zagatrziemie rodu
de la Poer?! To voodoo, méwvam.... ten plamisty &... Niech c¢ diabli, Thornton!
Jak mogté¢ mdle¢ na widok dzieta mojego rodu? Dam ci naugzKTy...
$mierdzielu...ja...krewswinie...co?! Magna Mater! Magna Mater!...Attis! Dia ad
aghaidh's ad aodaun...agus bas dunach ort! Dhosasgholas ort, agus leat-sal...
Ungl... ungl... rrlh... chchch(Lovecraft, 2007:48 [1963], italics original)

The initial utterances are translated accuratelpweéver, further in the
paragraph, the initial accuracy seems to be I@nt ci naucz¥!” is added, perhaps as
an attempt to translated “I'll teach ye how to gustEarlier the translator omits the
phrase “s'blood”, which seems a Middle English eurssed in order not to break the
third commandment. As utterances descend intoeeadnd unknown versions of
English, to Latin and Old Gaelic, there is “co?tisiead of the first unintelligible
fragment. A following revision could be thus propds “Rany paskie, ty psubracie,
naucz ja ck smaku...”

Since the fragment emphasises the increasing inenbe of the utterance, the
parts which are impossible to translate without ¢dbexmand of a language far from
Modern English could be left as in the originalveoraftian prose often contains shouts
in languages unknown to man, particularly in morseftritual ecstasy. The unknown,
menacing cries add to the intensity of the climsvthee suggestion of archaic language
is understandable in the context of the story aé agethe complex architecture of the
cursed house, discussed earlier.

A fragment ofThe Rats in the Walis chosen for further analysis in the later part

of this chapter. (See Appendix F — Grzegorzrigia)

3.7.2 Conclusions

Iwanciw, despite the attempts to accurately translate dtyle of Lovecraft's prose,
seems to take numerous liberties in sentence steyctlivision and also in terms of

minor lexical alterations which are quite unfittifigr a horror story. In some
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paragraphs, the meaning is changed significantlyatis more, some fragments of his

translation present flawed logic and contradiction.

3.8 Conclusions derived from the qualitative analys

Out of the six presented translators of H.P. Loaftctwo groups could be distinguished
after performing the initial qualitative analysi$ their work. The first group are the
translators who are careful in translating Lovetgastyle as accurately as possible,
retaining many of its features and the richnessis Tdare seems to be slightly
exaggerated when the author's style is shiftedher dpeech of his characters is
translated as standard speech, despite the intahtize of dialect, as noted in the
translation of "The Colour out of Spacby Ryszarda Grzybowska. The artificial shift
of Lovecraft's style also includes the insertiormairds such as pronouns or character
names into the sentences in order to improve thereoke of the original sentence, as
seen in the translation of "Nyarlathothep” by Matel®pacz.

The second group of the translators tend to omtimees, significant portions of
entire sentences, or, quite contrary, add redunaards into the sentence, extending it
unnecessarily, as in "The Case of Charles DexterdWaranslated by Michat
Wroczyaski. Manipulating the original text in such way eft results in illogical or
contradictory sentences which are rather diffitalcomprehend and may result in the
readers' rejection of the stories as poorly writhei uninteresting. Inaccuracy is also
illustrated by lexical choices which are by no mneasscommended in the translation of
a horror story, such as the use of diminutives,s@sn in the translation of “The
Nameless City'by Robert P. Lipski. Another example of a rathetages inaccuracy is
the impoverishment of Lovecraft's style throughoabination of syntactical changes
and modest use of synonyms, resulting in tautobdgsentences, as seen in “The
Dream-Quest of Unknown Kadath” by Andrzej Lediw and “The Rats in the Walls”
by Grzegorz Iwaciw.

In both groups there were examples of the translamisunderstanding or
perhaps misreading the original sentences whichltegsin lexical choices that may

need to be revised. One of the recurring featumesboth groups was the
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misunderstanding of the word “lest”, which couldtlenslated as “aby nie” and used in
such a way in the sentence after necessary syntadjtistments.

Another inaccuracy present in translations of lgthups concerns sentence and
paragraph division. Some long sentences are divikiedseveral shorter ones, while
others are amalgamated into very long and comm@exeaces. This may be, however,

connected to editorial limitations.

3.9 The quantitative analysis of selected fragments

3.9.1 The analysis of paragraph, sentence and veanat ¢

A fragment of text representing each translator ekassen for the quantitative analysis.
Initially the number of paragraphs, sentences aortisvin each fragment, both original
and translated, was counted, including the discr@pa in word count, given in
brackets, between the English and the Polish vessidhis provides the basis for
further analysis and shows which translator mayéemed as accurate in preserving
the paragraph layout used by Lovecratft.

Table 2. Number of sentences and paragraphs iorifi@al texts and in translations

The original text The translation
Translated by
Sentences Paragraphs  No. of words Sentences Paragraphsrds W
21 5 739 25 (+4) 9 (+4) 748 (+9 Lipski
19 8 720 19 8 593 (-189) Kopacz
21 4 768 21 4 556 (-212)  Wrocagki
27 4 723 28 (+1) 4 654 (-69) Grzybowska
24 5 808 25 (+1) 5 617 (-191) Ledwpw
34 6 834 37 (+3) 8 (+2) 644 (-190) I\iveiw

The next table shows the compares the averagensenngth in words. It is of
course necessary to consider the use of prepasitigiead of noun cases, and pronouns
instead of verb forms inflected for person, whicltreases the word count of the
original as compared to the Polish versions. Ajufes are rounded where necessary,
discrepancies are given in brackets.
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Table 3. Average sentence length in words

The original text The translation Translated by
35 30 (-5) Lipski
38 31 (-7) Kopacz
37 26 (-9) Wroczyiski
27 23 (-4) Grzybowska
34 24 (-10) Ledwazyw
24 17 (-7) Iwanciw

As can be seen from the above tables, the modtleidifference between the
number of the sentences in the original and thesltated text is displayed in the
fragment translated by Lipski. There are 4 adddl@entences, which means he altered
the original sentences by Lovecraft. Furthermoee divided the original paragraphs,
thus extending them from 5 to 9. On the other hahd, word count in Lipski's
translation slightly exceeds the original word dooh the story; what is more, his
translation seems to preserve the original sentierugh rather closely, being only 5
words less on average than the original sentence.

It seems that the most accurate translation agogitdi Tables 2 and 3 is the one
by Ryszarda Grzybowska. There is only 1 additig&itence in her translation, the
number of paragraphs remained the same as initliaartext, there are fewer words in
her translation than in the original, only 69, heee which is a still significantly
smaller discrepancy when compared to other trarslaGrzybowska is also close to
the original average sentence length, with heresmats being only 4 words shorter,
which is the lowest of all translators.

The remaining translators, apart from fwav with 3 additional sentences and 2
additional paragraphs, preserve the original seetemd paragraph division rather well
and their word count discrepancy oscillates aroR0@. In terms of average sentence
length, the remaining translations vary from 7 (Kop, Iwaciw) to 9 (Wroczyski)

and even 10 (Ledwgyw) words less per sentence.
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3.9.2. The analysis of vocabulary in the selectagrhents

The following tables show a comparison betweennimmbers of style-related words,
which include vocabulary of Greco-Latin origin, edjives, nouns and adverbs which
describe situations, states or attributes evokiegr fin the original text and the
translation. Examples of such may include “fiendjskhideous”, “morbidity”,

“darkness”, “horribly” or “despairingly”. Thus, mercommon words and those which
do not adhere to any of the senses, are neutrakdusively serve to construct the

cohesion of the sentences are not taken into atcoun

Table 4. The comparison of lexical content in ttagiment of "The Nameless City”

The original text ‘ The translation

Unique adjectives

‘ 61(77 including repietits)
Unique nouns

40 (44 including repetitions) ‘ 49 ( 61 including e¢iions)
Unique adverbs

12 (13 including repetitions) ‘ 12 (13 including repens)

50 (55 including repetition)

As could be seen from Tables 2 and 3, Lipski exedbd word count of the
original story, also in terms of uniquely used atljes. This discrepancy increases
when the repetitions of used adjectives and nommg@unted. Data from Table 4 may
suggest that Lipski uses a wide vocabulary to ted@d ovecraft's stories, yet he does
not refrain from frequent repetitions. Adverbs se@mbe used accurately in his
translation. Since the qualitative analysis yieléadmples of additions and omissions
in Lipski's translations it was thus suspected thatay be further exemplified by the
quantitative analysis. The increase in the numbadgctives in the translations can be
at times ascribed to the necessity to translatepoomd nouns as separate words,
adjectives and nouns. An example sentence fronfréigenent shows that Lipski tends

to extend the original sentences quite signifigantl

| dropped prone again and clutched vainly at tberfifor fear of being swept bodily
through the open gate into the phosphorescent afiymgecraft, NC)
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The above sentence is translated as:

Ponownie zlegtem ptasko na ziemi, przywiecajnajlepiej jak potrafitem, do podia,
lekatem s¢ bowiem, ze silny wicher mégtby cisit mnie jak niewakie piorko przez
otwarty brane w glab $wietlistej otchtani. (Lovecraft, 2008:100 [1963])

In the translation, although the adverb is presgna different lexeme is used,
instead translating “vainly”. What is more, “najlepjak potrafitem” and “cisg¢ mnie
jak niewakie piérko” add to the sentence as the passiveewiithe original is changed

to active with the “silny wicher” being the agentthe sentence.

Table 5. The comparison of lexical content in "Wtk Moon Brings”

The original text ‘ The translation

Unique adjectives
44 (52 including repetitions) ‘ 55 (59 including rapehs)

Unique nouns

8 (9 including repetitions) ‘ 8

Unique adverbs
4 | 2

The quantitative analysis of lexical items’Mhat the Moon Bringstranslated
by Kopacz is shown in Table 5. Similarly to Lipsttiere are more unique words in the
translation than in the original, mostly due to gmunding of nouns by Lovecraft. The
number of repetitions, however, is smaller thanrépetitions used by Lovecraft, which
is due to the careful choice of lexemes as theslator wants to avoid repetition and
translate the author's style accurately. What igefnigopacz at times uses adjectives and

other constructions, in turn replacing some ofdhginal adverbs.

Table 6. The comparison of lexical content in ttagment of "The Case of Charles Dexter Ward”

The original text ‘ The translation

Unique adjectives

26 22 (23 including repetitions)

Unique nouns
22 (28 including repetition) ‘ 21 (29 including repietns)

Unique adverbs

1 ‘ 1 (2 including repetitions)
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The fragment ofThe Case of Charles Dexter Wamdnslated by Wroczgki
seems to be fairly accurate in terms of quantitye Word count of the translation is
212 words less than the original version. Wrasky is first of the translators who tend

to simplify the original sentences, at times siigaiftly.

Where the script he had memorised began “Y’ai 'ggim Yog-Sothoth”, this epigraph
started out as “Aye, engengah, Yogge-Sothotha”cwhio his mind would seriously
interfere with the syllabification of the secondrdio(Lovecraft, CDW)

The above sentence is translated as:

Podczas gdy wersja, ktppamktat, zaczynata gi “Y'ai ng'ngah, Yog-Sothoth”, ten
epigraf brzmiat: “Aye, cngengalipgge-Sothotha'wyrazna r&nica w drugim stowie.
(Lovecraft, 2008:417 [1963], italics original)

In translation, the phrase “which to his mind wosktiously interfere with the
syllabification of the second word” is simplified & rather careless manner to “wyra
réznica w drugim stowie”, with the omission of suchmgaex words as “interfere” and
“syllabification” used by Lovecraft in the origindh conjunction with the discrepancy
in the average sentence length in words, which shbet the sentences in Wroazgii's
translation are on average 9 words shorter thardmit's, it may be suggested that he
seems to overly simplify the original text.

Table 7. The comparison of lexical content in ttaggent of “The Colour out of Space*

The original text ‘ The translation

Unique adjectives
32 (35 including repetition) ‘ 33 (34 including repietns)
Unique nouns

20 (21 including repetitions) ‘ 19 (20 including repens)

Unique adverbs
4 | 4

The above table concerning the translation by Grwgka shows that her
translation seems to be as accurate in terms aftigpas it is in terms of quality. The
number of adverbs is preserved and there are mdhfiiéeences between the number of
adjectives and nouns, the latter preserving evemtimber of repetitions in relation to
the original fragment.
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Table 8. The comparison of lexical content in ttegent of “The Dream-Quest of Unknown Kadath*

The original text ‘ The translation
Unique adjectives
58 (60 including repetition) ‘ 40 (46 including repietns)
Unique nouns
44 (48 including repetitions) ‘ 34 (38 including rapehs)
Unique adverbs
6 | 6

As shown by Table 3, the translation by Ledyws 10 less words on average
contains per sentence than the original text. Thmbeu of used adjectives and nouns
seems to be clearly smaller than in Lovecraft'sabotary. Ledwayw used almost 20
less unique adjectives, 14 less when counting itepet. Analogically, there are 10 less
nouns than in the original. The average sentenogtheis smaller, largely due to

simplification, which can be exemplified by thegraent below.

After a few moments he regretted his thoughtlesstehaand wished he had tried to
follow backward the frescoes he had passed on #yinv True, they were so confused
and duplicated that they could not have done hinshrgood, but he wished none the
less he had made the attempt. (Lovecraft, DQ)

The above sentences are translated as:

Po kilku chwilach peatowat swego bezndinego pdpiechu i pomylal, ze powinien
postpowa® za freskami, ktdre mijat i tu. W istocie jednak byly one tak zawite i
pophtane, ze nie na wiele by mu giprzydaty, lecz nie wymgit nic lepszego.
(Lovecraft, 2008:232 [1963])

The phrase “lecz nie wyndlt nic lepszego” is a rather rough translatior‘lofit
he wished none the less he had made the attemp&nWwombined with Ledwgw's
tendency to omit words or create tautological carasions, it may be suggested that his

translation impoverishes Lovecraft's style quigngicantly.
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Table 9. The comparison of lexical content in ttagment ofThe Rats in the Walls

The original text ‘ The translation
Unique adjectives
36 (37 including repetition) ‘ 24 (26 including repietns)
Unique nouns
29 (36 including repetitions) ‘ 24 (30 including rapens)
Unique adverbs
8 | 4

The translation oThe Rats in the Wallsy Iwanciw contains considerably fewer
words (-190) than the original and 7 less wordsgsertence on average. This may be
due to omissions which influence the complexity andod of the sentences, as
illustrated by an example.

The skulls denoted nothing short of utter idioagtimism, or primitive semi-apedom.
Above the hellishly littered steps arched a desicenpassage seemingly chiselled from
the solid rock, and conducting a current of aiovgcraft, RW)

The above sentence is translated as:

Ksztatt czaszki wskazywat na tze szkielety naleaty do pot matp, p6t ludzi.
Z wnetrza wykutego w skale korytarza dochodzit do nawipw powietrza, lecz nie

zakchtego, jak mena by s¢ spodziewd, lecz chtodnego Ewiezego. (Lovecratft,
2007:44 [1963])

Phrases such as “utter idiocy, cretinism, or primaisemi-apedom” or “hellishly
littered” are omitted in the translation, whichadserly simplified, similarly as in the
case of Ledwyw's translation. Curiously enough, it was fheav who translated’he
Rats in the Wallsagain, revising Ledwagyw's work and, unfortunately, displaying
similar tendencies in translation as his predegesso

Table 10. The total number of unique words usedthei repetitions

Total number
— - Word class
The original text The translation
246 (265 including repetitions) 235 (267 includiegetitions) Adjectives
163 (186 including repetitions) 155 (186 includimgetitions) Nouns
35 (36 including repetitions) 29 (32 including rapens) Adverbs
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The above table shows that in general, the traosktcontain fewer unique

adjectives and nouns, yet respectively, a largeceme of repetitions, apart from the
adverbs which are used more scarcely than in igeat texts.

3.9.3 The most frequently used words in differeanslations
Amongst the used lexemes there are some which appeee than once in the

fragments, though no mood-related noun or adjecpmeared more than 7 times in the

fragments altogether. The table below illustrabesrecurring words, starting from those
of highest frequency.

Table 11. Most recurring mood-related words indghalysed fragments

Word Frequency
Horror 7
Unknown (adjective) 6
Hideous 6
Nameless 5
Dead (adjective) 5
Vast 4
Terrible 3
Monstrous 3
Fiendish 3
Unknown (noun) 2

The most frequently used word is the noun “horrdiris translated in a variety
of ways or, at times, omitted or changed in thersewf the sentence. The Colour out
of Spacethe phrase “in horror and nausea” is translatedpasicznie przerzony”,
which may not be overly accurate, yet it rendersfdeting of fear. There are three
instances of “horror” in “The Rats in the Wallst.dppears in the phrases “[there now
lay revealed such a horror as would have overwhelosehad we not been prepared”
and “[h]orror piled on horror” which are respectiwéranslated as “[c]h® bylismy
przygotowani na niespodzianki, to jednak widok,riktgjrzelismy, byt szokujcy” and
“[Kliedy zaczlismy zwiedz& ruiny, potworndciom nie byto kaca” and none of the

translations possess even a trace of the originatlwihe use of “niespodzianki” and
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“widok” or “szokujacy” is by no means accurate in rendering the mddtiesentence.
Lovecraft's intentional repetition of the word imetsecond phrase is also omitted by
Iwanciw. The remaining instances include “cialo wychwgydorror, zanim oczy go
ujrzaty” in “What the Moon Brings®, which is accuea “[zJtowieszczy ksizyc wisiat
nisko ponad tymi koszmarami” where the plural “loosf becomes “nightmares”,
which may be deemed as accurate in terms of mande she text was based on a
dream. In “The Case of Charles Dexter Warttiorror” appears in the phrase “pod
wptywem tego wszystkiego doktora oggenfala grozy”, which is again accurate.

The word “unknown” appears in 5 of the fragmemither as a noun or as an
adjective, most frequently ifihe Colour out of Spada relation to the colour itself and
is consequently translated as “nieznany”’. Wrasky renders “the past and the
unknown” as “minionego i niezghionego” inThe Case of Charles Dexter Wawdhich
could be perhaps translated simply as “nieznanég’is nonetheless quite accurate.
Both Kopacz and Lipski translate their contextSwfknown” as “nieznany/e” whereas
Iwanciw omits the word and renders “unknown fissures™jakies szczeliny”.

One of the more frequent words present in almostyefragment is “hideous”.
In Lipski's fragment this quality is attributed Yoices and translated as “odagce”.
Kopacz in “What the Moon Brings” translates the familiar and hideous” scenes
presented by the moon, uses the words “odpychaj odraajace”. In Grzybowska's
fragment the phrase “hideous unknown blend of a8loubecomes
“nieprawdopodobnym kolorem”, later “the hideousntfii is translated as “ta ohydna
rzecz”, which is more accurate. @w, despite changing the sentence syntax and the
word to which “hideous is attributed”, namely “hales day of discovery” to “ohydnych
odkry¢”, preserves the meaning of the adjective quiteeably. Ledwayw, however,
translates the phrase “in that hideous second'watej straszliwej sekundzie”, which
renders the word closer to “terrible” or “horryfgththan “repulsive” or “revolting”,
which would be the original meaning. It could beadissed that in the generally poetic
language of “The Dream-Quest of Unknown Kadath“hsaa alliterative translation
would be appropriate.

As for the adjective “nameless”, is consequentiwnstated as “zapomniany” in
The Nameless Citiyn Lipski's translation. The issue concerning title tvas discussed

in the earlier part of this chapter. However, whised in the phrase “nameless race”, it
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becomes “nie maga nazwy rag” in Lipski's translation. InWhat the Moon Bringby
Kopacz “the nameless sea” is translated “nienazwamee”, which is accurate.

The word “vast” is used 3 times What the Moon Bringgand once in the
fragment of The Dream-Quest of Unknown Kadatdopacz translated “vast and
nameless sea” as “kolosalnego i nienazwanego mgdhzast reef’ as “obszernej rafie”
and the last “much of the vast reef” becomeszjderes¢ ogromnych raf”. Ledwayw
omits the word in his translation as “[tlhere waslight in this vast and evil-smelling
crypt” becomes “[w] tegmierdzcej ztem krypcie nie byléwiatta”.

The translations of “terrible” range from “potwofna The Colour out of Space
(“something terrible”), and to “przerajaca dolina” in the phrase "terrible valley” in
Lipski's fragment, or to “straszliwa” when descnipia “terrible invocation” inThe
Case of Charles Dexter WardMonstrous” in all instances is translated eitlaer
“potworny” or “monstrualny” and fiendish as “dials&l” or “szataski”, which are both
accurate. The word “potworny” is thus used by défe translators to convey both the
meaning of “terrible” and “monstrous”.

The recurring items of vocabulary seem to be tededl rather consistently,
despite minor deviations, such as the case of “tesgtas “zapomniane” in Lipski's

translation.
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Conclusion

The style H.P. Lovecraft seems to pose a challdogdranslators, since it is not
accurately translated in the recent Polish editminsis prose. Six of his contemporary
translators were analysed: Robert P. Lipski, Maeliepacz, Michat Wroczyski,
Ryszarda Grzybowska, Andrzej Ledsyav and Grzegorz Iweciw. At least one story
translated by each of the translators was subgequélitative analysis, which exposed
Inconsistencies and inaccuracies in their work.

No work was absolutely free from lexical mistakdsiah with varying degree of
gravity. The ambiguities which may require a remisiof the translation included
additions and omissions of essential content, exatjga in the use of adjectives which
exceeded the original text, modifications in theteace structure leading to a change of
meaning or creation of tautological and contradictownstructions, shifting the mood
of the story significantly by use of diminutivesioaccurate lexical items instead of the
original vocabulary.

The most accurate translation, both in terms ofitgjuand quantity, is the work
by Ryszarda Grzybowska, in spite of minor lexicastakes and the normalisation of
dialectical speech, whose content is nonethelemsslated correctly. Grzybowska's
translation is closely followed by the works of Kz, who tends to shift the style of
the author by additions which increase the coherehthe original sentences.

The remaining translators are not quite accuratbeir translations and many of
the aforementioned ambiguities can be found inrtherks. Examples of revised
versions were proposed for certain fragments, amday be necessary to retranslate
some of H. P. Lovecraft's works into Polish againorder to present an accurate

rendition of his style to the Polish readers.

68



References

Primary Sources
Lovecraft, H.P. “The Statement of Randolph Carter”
http://mww.hplovecraft.com/writings/texts/fictiomésasp, DOA June 20, 2011
Lovecraft, H.P. “The Outsider”
http://mwww.hplovecraft.com/writings/texts/fictionasp, DOA June 20, 2011
Lovecraft, H.P. “The Nameless City”
http://www.hplovecraft.com/writings/texts/fiction/rasp, DOA June 20, 2011
Lovecraft, H.P. “Nyarlathothep”
http://mwww.hplovecraft.com/writings/texts/fictionasp, DOA June 20, 2011
Lovecraft, H.P. “What the Moon Brings”
http://mwww.hplovecraft.com/writings/texts/fictionmb.asp, DOA June 20, 2011
Lovecraft, H.P. “The Case of Charles Dexter Ward”
http://mwww.hplovecraft.com/writings/texts/fictiorda.asp, DOA June 20, 2011
Lovecraft, H.P. “The Colour out of Space”
http://mwww.hplovecraft.com/writings/texts/fictiors@sp, DOA June 20, 2011
Lovecraft, H.P. “The Call of Cthulhu”
http://mwww.hplovecraft.com/writings/texts/fictiord@asp, DOA June 20, 2011
Lovecraft, H.P. “Pickman's Model”
http://www.hplovecraft.com/writings/texts/fictiomfpasp, DOA June 20, 2011
Lovecraft, H.P. “The Dream-Quest of Unknown Kadath”
http://www.hplovecraft.com/writings/texts/fiction/dgsp, DOA June 20, 2011
Lovecraft, H.P. “The Rats in the Walls”

http://www.hplovecraft.com/writings/texts/fictiomfrasp, DOA June 20, 2011

69



Lovecraft, H.P. 20070powigci 0 Makabrze i KoszmarzPozna: Zysk i S-ka.
Lovecraft, H.P "Szczury w Murach” (trans. Grzegbkanciw)

in Opowigci o Makabrze | Koszmarze. 27-48

Lovecraft, H.P "Przybysz” (trans. Robert P. Lipski)

in Opowieci o Makabrze | Koszmarze. 60-68

Lovecraft, H.P "Model Pickmana” (trans. Andrzej eakyw)

in Opowigci o Makabrze | Koszmarzg.69-83

Lovecraft, H.P "Zew Cthulhu” (trans. Ryszarda Grayska)

in Opowieci o0 Makabrze i Koszmarze. 120-156

Lovecraft, H.P "Kolor z Przestworzy” (trans. RysdarGrzybowska)
in Opowigci o Makabrze i Koszmarze. 281-314

Lovecraft, H.P. 2008Sny o Terrorze $mierci. Pozna: Zysk i S-ka.
Lovecraft, H.P "Zeznania Randolpha Cartera” (tr&abert P. Lipski)
in Sny o Terrorze $mierci. p.53-60

Lovecraft, H.P "Nyarlathothep” (trans. Mateusz Kopa

in Sny o Terrorze §mierci. p. 83-86

Lovecraft, H.P "Zapomniane Miasto” (trans. RobertLipski) in Sny o Terrorze i
Smierci. p. 87-102

Lovecraft, H.P "Co Sprowadza Ksiyc” (trans. Mateusz Kopacz)

in Sny o Terrorze $mierci. p. 143-146

Lovecraft, H.P "W Poszukiwaniu Nieznanego Kadatindris. Andrzej Ledwio/w)
in Sny o Terrorze $mierci. p. 161-268

Lovecraft, H.P "Przypadek Charlesa Dextera Wartt@h&. Michat Wroczski)

in Sny o Terrorze $mierci. p. 295-438

70



Secondary Sources

Leech, Geoffrey N. and Michael H. Short. 198iyle in fiction.London-New York:
Oxford.

Punter, David. 198The Literature of terrodMNew York: Addison Wesley Longman.
Joshi, S.T. 1980he Weird TaleAustin: University of Texas Press.

Joshi, S.T. 199R Subtler Magick: The Writings and Philosophy oP.HLovecraft.
Gilette: Wildside Press.

Lovecraft, H.P. “Supernatural Horror in Literatuye”

http://mww.hplovecraft.com/writings/texts/essayd/slsp, DOA June 20, 2011

Lovecraft, H.P. “Notes on Writing Weird Fiction”,
http://www.hplovecraft.com/writings/texts/essayswivasp , DOA June 20, 2011

Dictionaries and encyclopaedias

Meroehttp://www.britannica.com/EBchecked/topic/376237fbvke
DOA June 20, 2011
Encyclopaedia Iranicéttp://www.iranica.com/articles/afrasiab-turaniamng|

DOA June 20, 2011

71



Streszczenie

Celem niniejszej pracy jest przedstawienie literagé stylu prozy H.P. Lovecrafta oraz
analiza tlumacae jego utworéw na ¢zyk polski pod wzgldem wierndci
odwzorowania owego stylu.

Praca sklada siz trzech rozdziatdbw. Rozdziat pierwszy zawiera siady
teoretyczne: definicje stylu, cech stylu, stylistgkaz wyznacznikow stylu.

W rozdziale drugim przedstawiona zostaje sylwetk®. Hovecrafta, autorzy
oraz zjawiska ktore wptyy na ksztattowanie jego stylu i zdania krytykow tesnat
typowych dla niecho cech stylistycznych. Dalszas€zozdzialu zawiera teoretyczne
przedstawienie cech jego stylu literackiego.

Rozdziat trzeci skltada iz dwuczsciowej analizy wybranych utworow
Lovecrafta. W pierwszej e%ci, 11 wybranych tekstéw, przynajmniej jeden nadego
Z szdciu wspotczesnych ttumaczy Lovecrafta gayk polski, jest poddanych analizie
jakaosciowej, ktorej celem jest zbadanie wiefoiottumaczenia wzghlem stylu autora ze
szczegblnym uwzgtinieniem tréci, ktore wpltywaj na nastrdj utworu. Niekiedy
podawane g propozycje poprawy tych fragmentow, ktére magymag@ ponownego
przettumaczenia.

Druga czs$¢ rozdziatu trzeciego to analiza dlwowa wybranych fragmentéw z
széciu utwordw, jednego dla kdego ttumacza, ktérej celem jest zbadanie wiérno
tlumaczenia pod wzgtlem ilcsci akapitow, zda, stow, sredniej dtugdci zdania oraz
uzycia stownictwa, ktére wpltywa na nastrgj utworu,tym najczsciej stosowanych
przez autora unikalnych przymiotnikow, rzeczownikoraz przystowkow.

Postawiono hipotez iz styl Lovecrafta mge stanowd wyzwanie w ttumaczeniu
literackim. Obecne w tlumaczeniach niejaSnopotwierdzay owa hipotez. W
ttumaczeniach prozy Lovecraft'a rayk polski za najwierniejszy, na podstawie analizy

jakaosciowej oraz ilgciowej maze zosta uznany przekiad Ryszardy Grzybowskiej.
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Appendix A — Robert P. Lipski

Suddenly there came another burst of that acutewbeh had intermittently
seized me ever since | first saw the terrible yaled the nameless city under a cold
moon, and despite my exhaustion | found myseltisgfrantically to a sitting posture
and gazing back along the black corridor towardttinmels that rose to the outer world.
My sensations were much like those which had madeshun the nameless city at
night, and were as inexplicable as they were paigria another moment, however, |
received a still greater shock in the form of arded sound—the first which had broken
the utter silence of these tomb-like depths. It wateep, low moaning, as of a distant
throng of condemned spirits, and came from thectioe in which | was staring. Its
volume rapidly grew, till soon it reverberated frifyily through the low passage, and at
the same time | became conscious of an increasawgptt of cold air, likewise flowing
from the tunnels and the city above. The touchhisf &ir seemed to restore my balance,
for | instantly recalled the sudden gusts which haen around the mouth of the abyss
each sunset and sunrise, one of which had indeeddsto reveal the hidden tunnels to
me. | looked at my watch and saw that sunrise veas, 150 braced myself to resist the
gale which was sweeping down to its cavern homelzed swept forth at evening. My
fear again waned low, since a natural phenomenaastéo dispel broodings over the
unknown.

More and more madly poured the shrieking, moanimgptavind into that gulf
of the inner earth. | dropped prone again and kkdcvainly at the floor for fear of
being swept bodily through the open gate into thesphorescent abyss. Such fury |
had not expected, and as | grew aware of an adippirgy of my form toward the abyss
| was beset by a thousand new terrors of appretreiasid imagination. The malignancy
of the blast awakened incredible fancies; once rhemnmpared myself shudderingly to
the only other human image in that frightful corrdine man who was torn to pieces by
the nameless race, for in the fiendish clawinghef $wirling currents there seemed to
abide a vindictive rage all the stronger becauswas largely impotent. | think |
screamed frantically near the last—I was almost miadi+ | did so my cries were lost
in the hell-born babel of the howling wind-wraithk.tried to crawl against the

murderous invisible torrent, but | could not everdhmy own as | was pushed slowly
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and inexorably toward the unknown world. Finallasen must have wholly snapped,
for | fell to babbling over and over that unexpktde couplet of the mad Arab

Alhazred, who dreamed of the nameless city:

“That is not dead which can eternal lie,

And with strange aeons even death may die.”

Only the grim brooding desert gods know what redlpk place—what
indescribable struggles and scrambles in the dandured or what Abaddon guided me
back to life, where | must always remember andeshiiv the night-wind till oblivion—
or worse—claims me. Monstrous, unnatural, colosgas the thing—too far beyond all
the ideas of man to be believed except in the tsd@amnable small hours when one

cannot sleep.

| have said that the fury of the rushing blast wdsrnal—cacodaemoniacal—
and that its voices were hideous with the pent-igionusness of desolate eternities.
Presently those voices, while still chaotic before, seemed to my beating brain to take
articulate form behind me; and down there in thavgrof unnumbered aeon-dead
antiquities, leagues below the dawn-lit world ofrmé heard the ghastly cursing and
snarling of strange-tongued fiends. Turning, | sawlined against the luminous aether
of the abyss what could not be seen against the afuthe corridor—a nightmare horde
of rushing devils; hate-distorted, grotesquely p&edp half-transparent; devils of a
race no man might mistake—the crawling reptilethefnameless city.

And as the wind died away | was plunged into theulipeopled blackness of
earth’s bowels; for behind the last of the creauree great brazen door clanged shut
with a deafening peal of metallic music whose rbeeations swelled out to the distant
world to hail the rising sun as Memnon halils it frdme banks of the Nile.

(Lovecraft, NC)
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Nagle poczutem kolejn fale tego dojmujcego &ku, ktéry ogarniat mnie
sporadycznie, odkl po raz pierwszy ujrzatem przeegaca doline i zapomniane miasto
skgpane w zimnym blasku kstyca. Pomimo wyczerpania zatem podnosi Sie
goraczkowo do pozycji siedzej i powrdcitem wzrokiem ku mrocznym tunelom
wiodacym w goe, ku zewrtrznemu swiatu. Ogargto mnie dziwne przeczucie, to
samo, ktore nakazato mi unikamiasta bez nazwy po zmierzchu, | réwnie
niewyjanione, jak przenikliwe. Jednakzjwhwile pézniej przerytlem silniejszy wstrzs,
ustyszawszy wyrany dzwiek — pierwszy, ktory przetamat absolatoisz panujca w
tych niemal grobowych czeloiach. Byt to géboki, niski gk, jakby odlegtego ttumu
dusz pogpionych, dochody ze strony, w ktér patrzytem.

Z kazda chwila odgtos coraz bardziej przybierat na sile, va koncu zaczt
rozbrzmiewd przeraliwym gromkim echem w dolnym korytarzu, a ja rbwnemie
poczutemze nagle zrobito gizimno, jakby od strony tuneli | miasta pasey zrobit s¢
przecag | do korytarzy zac#o wptywat lodowate powietrze. Zupierwszy podmuch
przywrocit mnie do rownowagi, natychmiast bowienzygomniatem sobie burze
piaskowe szalafe u wejcia do czeléci o swicie i zachodzie sitca, owe chtodne
wichury, dzeki ktérym odkrytem wejcie do sekretnych tuneli. Spojrzatem na zegarek |
stwierdzitem, ze swit byt juz blisko, tote zapartem si o sciare, by stawt czoto
wiatrowi, ktory wpltywat na powrot do swej podziempndomeny, ktés opuscit
wieczorem. Strach mG@j znowu ostabt, jake zjawiska naturalne nie pobudzajo
rozmyslan nad nieznanymi fenomenami. Coraz silniejszy | bajdzajadty nocny
wicher wdzierat si, wyjac, jeczac | zawodac w otchtani wrtrza ziemi. Ponownie
zlegtem ptasko na ziemi, przywieqaj najlepiej jak potrafitem, do podia, kkatlem s¢
bowiem,ze silny wicher mogtby cisit mnie jak niewakie pidrko przez otwagtbrame

w gtab swietlistej otchtani.

Nie spodziewatem eitakiej furii zywiotu |1 gdy poczutem,ze wolno, lecz
nieubtaganie przesuwamesv kierunku czeléci, owtadrety mna tysiace nowych
lekow, obaw | imaginacji. Sita | zajadi® podmuchu eywita niewiarygodne teorie |
fantazje — raz jeszcze z dreszczem grozy porownatehie do jedynego wyobtania
istoty ludzkiej w przerzajacym korytarzu, wizerunku cztowieka, ktory zostatdarty
na strepy przez nie maga nazwy ras, w zajadtych bowiem atakach diabelskiej

wichury szalejcej ogtanczo wokét mnie zdawatemesivyczuwa msciwy gniew, tym
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silniejszy, ze efekty jej dzialA wydawaty s¢ znikome. Wydaje mi gj ze pod koniec
krzyczatem — bylem o krok od utraty zmystow — adeeli tak, jezeli rzeczywscie
wytem jak oszlaty, méj wrzask utaehna dobre Wréd zrodzonego w czedaiach piekiet

jazgotu | skowytu powietrznych widm.

Probowatem si czolga&, walcac z morderczym, niewidocznym, znasym
pradem, lecz byt on silniejszy. Nie miatene sizego uchwydi | wolno, nieuchronnie
osuwatem s w strorg nieznanegoswiata. W kaicu musiatem jednak podéasic
obfedowi — zacztem bowiem powtarzg raz po raz, bez kaa, niewyjdniony kuplet
szalonego Araba Alhazreda, ktGmnit 0 zapomnianym migie.

Nie umarto,co spoczywav uspieniu wieki cate mie,

A czasu uptyw w Kau i smier¢ nawet zmge.

Tylko pospni zadumani bogowie pustyni wiegzco s¢ wtedy naprawe
wydarzylo — jakie nieopisane trudy i znoje musiatpokon& pasroéd ciemndci lub
jakiz Abaddon odprowadzit mnie na powrét do kraingjacych, gdzie wspomnienie
tego, co zaszio, nigdy mniezuwie opuci i gdzie dvat bede, stysac zawodzenie
nocnego wiatru, do dnia, kiedy wydam ostatnie tehi@ — lub kiedy — co gorsza — 6w
wiatry zabierze mnie ze s@bTo byto potworne, nienaturalne, kolosalne, wykegxre
ponad wszystko, w co me uwierzy cziowiek, nie licac owych rzadkich cichych,
mrocznych godzin przéditu, kiedy deczy ludzi bezsenrid.

Wspomniatem i, ze furia tej wichury byta scie diabelska, piekielna,
demoniczna, glosy Zaodrazajace i przepetnione ziem i ponadczagsowrogdcia.
Obecnie gtosy te, mima wciaz chaotyczne, zdawalyesdla mego udiczonego mézgu
przyjmow& bardziej zrozumial artykutowan forme. | nagle w czeléciach grobu
umartych cate eony temu prastarych istotbgko pod powierzchai skapanego w
promieniach wstagego stacaswiata ludzi, ustyszatem upiorne przekbtwa, warkot i

zlorzeczenia czartow postugaych s¢ dziwnym gzykiem.

Odwracajgc sk ujrzatem odcinajca si¢ na tleswietlistego eteru otchtani, czego

nie bytem w stanie dostrzec w potmroku korytarzaszkoarm horce pedzacych jak
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szalone diabtow; szczeyzych sé upiornie, typacych nienawistnie wpo6t
przezroczystych czartow naleych do rasy, ktorej cztowiek nie mégtby pondyl
zadrg inng — byly to pelzajce potworne gadzie istoty, mieshk§ zapomnianego
miasta. A kiedy ucicht wiatr, znalaztemeswsrdéd przeraliwej ciemngci, mroku
najgkbszego watrza ziemi, kiedy bowiem ostatnia z kreatur przekwe granie
krainy swietlistego eteru, wielkie magine drzwi zatrzasgy si¢ za ni z ogtuszajcym
metalicznym hukiem, ktéry rozbrzmiewaj dookota gromkim, melodyjnym echem,
przywodzté mogt na myl calemuswiatu odgtos powitania wschogtzego staca, tak
jak niegdy Memnon witat je, stac nad brzegiem Nilu.

(Lovecraft, 2008: 99-102[1963])
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Appendix B — Mateusz Kopacz

| hate the moon—I am afraid of it—for when it slsnen certain scenes familiar and
loved it sometimes makes them unfamiliar and hideous

It was in the spectral summer when the mdmme down on the old garden where |
wandered; the spectral summer of narcotic flowadsteumid seas of foliage that bring
wild and many-coloured dreams. And as | walked liy shallow crystal stream | saw
unwonted ripples tipped with yellow light, as ifose placid waters were drawn on in
resistless currents to strange oceans that aia tie¢ world. Silent and sparkling, bright
and baleful, those moon-cursed waters hurried mknet whither; whilst from the
embowered banks white lotos blossoms fluttered lpnene in the opiate night-wind
and dropped despairingly into the stream, swirlavgay horribly under the arched,
carven bridge, and staring back with the siniséergnation of calm, dead faces.

And as | ran along the shore, crushing stegplowers with heedless feet and
maddened ever by the fear of unknown things andutieeof the dead faces, | saw that
the garden had no end under that moon; for whealgythe walls were, there stretched
now only new vistas of trees and paths, flowers simaibs, stone idols and pagodas,
and bendings of the yellow-litten stream past gréssiks and under grotesque bridges
of marble. And the lips of the dead lotos-facessphred sadly, and bade me follow, nor
did |1 cease my steps till the stream became a,ried joined amidst marshes of
swaying reeds and beaches of gleaming sand the sharvast and nameless sea.
Upon that sea the hateful moon shone, and oveunt®cal waves weird perfumes
brooded. And as | saw therein the lotos-faces aridonged for nets that I might
capture them and learn from them the secrets wthiehmoon had brought upon the
night. But when the moon went over to the west thedstill tide ebbed from the sullen
shore, | saw in that light old spires that the vgaaknost uncovered, and white columns
gay with festoons of green seaweed. And knowingtthéhis sunken place all the dead
had come, | trembled and did not wish again to lspeth the lotos-faces.

Yet when | saw afar out in the sea a blagkdoo descend from the sky to seek rest
on a vast reef, | would fain have questioned hing asked him of those whom | had
known when they were alive. This | would have askid had he not been so far away,

but he was very far, and could not be seen attainshe drew nigh that gigantic reef.
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So | watched the tide go out under that sigkhoon, and saw gleaming the spires,
the towers, and the roofs of that dead, drippitg &ind as | watched, my nostrils tried
to close against the perfume-conquering stenchhefworld’s dead; for truly, in this
unplaced and forgotten spot had all the flesh efdhurchyards gathered for puffy sea-
worms to gnaw and glut upon.

Over those horrors the evil moon now hung vew, but the puffy worms of the sea
need no moon to feed by. And as | watched the egpphat told of the writhing of
worms beneath, | felt a new chill from afar out thier the condor had flown, as if my
flesh had caught a horror before my eyes had s$een i

Nor had my flesh trembled without cause, vitwen | raised my eyes | saw that the
waters had ebbed very low, shewing much of the nesftwhose rim | had seen before.
And when | saw that this reef was but the blaclkalhagsown of a shocking eikon whose
monstrous forehead now shone in the dim moonlight\ahose vile hooves must paw
the hellish ooze miles below, | shrieked and sletklest the hidden face rise above the
waters, and lest the hidden eyes look at me diteskinking away of that leering and
treacherous yellow moon.

And to escape this relentless thing | plungémbtlly and unhesitatingly into the
stinking shallows where amidst weedy walls and sanktreets fat sea-worms feast

upon the world’s dead. (Lovecraft, WMB)
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Nienawidz ksiezyca; wicej — bog sie go, kiedy bowieméwieci, pewne ukochane i
radosne sceny przeradzajc w odpychajce i odraajace widowisko.

Zdarzyto s¢ to w widmowe lato, gdy kekyc oswiecat stary ogrod, po ktorym
czesto wedrowatem; widmowe lato narkotycznych kwiatow i vatgych mérz listowie,
petne dzikich, barwnych snéw. | tak, przekragzaptytki, krysztalowy strumig
zauwaylem na jego toni niezwykte, oblanéttym Swiattem
zmarszczki, jakby te spokojne wody jakiieodparty nurt agnat ku falom osobliwych
oceanow nie z tegéwiata. Ciche i skrace, jasne i batwochwalcze, owe prza&lprzez
ksigzyc wody spieszyty nie wiadomo dadk w tym czasie z przybrzeych wydm biate
kwiaty lotosu trzepotaty w opiumowym, nocnym witrz jeden po drugim opadaty
rozpaczliwie w strumi@ wirujac straszliwie pod tukowym, rzbionym mostem i
spoghdajpc wstecz z pondr rezygnacg malugca sig na spokojnych, martwych
twarzach.

Gdy bieglem, miadzac nieostrana stom Spiace kwiaty, oszalaty ze strachu
przed nieznanym i powabem martwych twarzy, dostexegze pod tym ksizycem
ogréd nie ma kaca; gdzie za dnia staty mury, teraagrily sic nowe perspektywy
drzew i alei, kwiatéw i krzewow, kamiennych idolipagdéd orazz6fto oswietlonego
strumienia za trawiastymi nasypami i pod groteskmwynostami z marmuru. Usta
martwych twarzy lotosu szeptaty ze smutkiem, spagwj ze nie mogtem za nimi nie
pochzac; nie mogtem powstrzynéamych krokow nawet wtedy, gdy strumistat s¢
rzeka i dolaczyt wsrod moczardw kotyscych sg trzcin i plaz migoczicego piasku do
kolosalnego i nienazwanego morza.

Ponad wod swiecit znienawidzony ksizyc, a nad bezgkmymi falami unosity
si¢ dziwne wonie. Spostrzegiszse to wignie w tych toniach rozptywajsic twarze
lotosu, miatem wielk ochot towi¢ je sieciami, méc pochwykii dowiedzi€ sie
sekretow, ktore przyniost ze sphsiezyc pod oston nocy. Kiedy miesic odszedt na
zachad, a fale przyptywu oddalityesiodkrywapc pogpny brzeg, zauwatem, w jego
Swietle stare iglice, odstogtie przez fale prawie catkowicie, a takbiate kolumny
zabarwione festonami zielonych wodorostéw. Wigrglze do tego zatopionego miejsca
udali sk wszyscy zmarli, zadatem i zaniechatem dalszych rozméw z twarzami latos

Ujrzalem wtedy w oddali czarnego kondora szagafio z niebios miejsca do

wypoczynku na obszernej rafie; mogtbym zapyte o tych, ktorzy &dac zywymi,
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duzo wiedzieli. Byt on jednak bardzo daleko, a gdylaszt s¢ w tej gigantycznej
rafie, nie mana by bylo go nawet zobaazy

Obserwowatem wic pod zanikajicym kskzycem, jak oddalaj sie fale
przyptywu, widzialem take migocace iglice, wiee i1 dachy tego martwego,
ociekapcego miasta. | gdy tak patrzylem, me nozdrza pré@bpvprzeciwstawd sie
dominupcemu odorowi martwych tegadwiata; tak naprawg wszelkie ciata z
cmentarze zebraly giw tym nieznanym i zapomnianym miejscu wo#nie dla
pekatych morskich robakéw, by glisty te mogty siasyct.

Ztowieszczy ksizyc wisiat nisko ponad tymi koszmarami, lecz opasterwie
mOorz nie potrzebujksiezyca, by j&¢. Obserwujc zmarszczki na wodziéwiadczce o
wijacych sé pod ni robakach, jednoczeie poczutem inny chtdd z oddali, z miejsca, w
ktore poleciat kondor, tak jakby moje ciato wychwgdorror, zanim oczy go ujrzaty.

Ciato me dry nie bez powodu, wc gdy podniostem wzrok, nie zdziwito mnie,
ze spostrzegtem odptywgle w niewidziala dal wody, odstaniace dua czesé
ogromnych raf, ktérych szczyty widziatem weéaeej. Spostrzegtenre rafa byta czaen
bazaltovg koromp plugawego widma, ktérego monstrualne czoto ukazgtav stabym
swietle kskzyca, a ohydne kopyta grzebaty w mule na mile pedni; wrzeszczalem
przez caly czas, jak tajemna twarz unositar&id wodami, a ukryte oczy patrzyty na
mnie, za&lizgnawszy s¢ ze zdradzieckiegedttego ksgzyca.

Aby uciec od tej bezwzgtinej istoty, zanurzytem irad i zdecydowany w
smierdzice mielizny, gdzie ¥rod zachwaszczonych muréw i zatopionych ulic tluste
morskie czerwieerup na zmartych tegéwiata. (Lovecraft, 2008:143-145 [1963])
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Appendix C — Michat Wroczynski

As the strong Argand blaze lit up the entire chamibe doctor saw that the wall
opposite the door, between the two groups of torguappliances in the corners, was
covered with pegs from which hung a set of shapdlesking robes of a rather dismal
yellowish-white. But far more interesting were tia® vacant walls, both of which were
thickly covered with mystic symbols and formulaaugbly chiselled in the smooth
dressed stone. The damp floor also bore marksreinca and with but little difficulty
Willett deciphered a huge pentagram in the centith a plain circle about three feet
wide half way between this and each corner. In annese four circles, near where a
yellowish robe had been flung carelessly down,efrstood a shallow kylix of the sort
found on the shelves above the whip-rack; andquiide the periphery was one of the
Phaleron jugs from the shelves in the other rodmtag numbered 118. This was
unstoppered, and proved upon inspection to be enfpity the explorer saw with a
shiver that the kylix was not. Within its shallowea, and saved from scattering only by
the absence of wind in this sequestered cavernalaynall amount of a dry, dull-
greenish efflorescent powder which must have bedrig the jug; and Willett almost
reeled at the implications that came sweeping tweras he correlated little by little
the several elements and antecedents of the s€bheewhips and the instruments of
torture, the dust or salts from the jug of “Matérihe two lekythoi from the “Custodes”
shelf, the robes, the formulae on the walls, thesoh the pad, the hints from letters
and legends, and the thousand glimpses, doubtssugmubsitions which had come to
torment the friends and parents of Charles Ward-thale engulfed the doctor in a tidal
wave of horror as he looked at that dry greenisiwdew outspread in the pedestalled
leaden kylix on the floor.

With an effort, however, Willett pulled himEdogether and began studying the
formulae chiselled on the walls. From the stained ecrusted letters it was obvious
that they were carved in Joseph Curwen’s time,then text was such as to be vaguely
familiar to one who had read much Curwen materralelved extensively into the
history of magic. One the doctor clearly recognissdwvhat Mrs. Ward heard her son
chanting on that ominous Good Friday a year befomd,what an authority had told him

was a very terrible invocation addressed to segoes outside the normal spheres. It
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was not spelled here exactly as Mrs. Ward hadt sitwn from memory, nor yet as the
authority had shewn it to him in the forbidden pagé “Eliphas Levi”; but its identity
was unmistakable, and such words  Sabaoth, Metraton,
Almousin,andZariatnatmiksent a shudder of fright through the searcher kadub seen
and felt so much of cosmic abomination just arotlngdcorner.

This was on the left-hand wall as one enténedroom. The right-hand wall was no
less thickly inscribed, and Willett felt a startreicognition as he came upon the pair of
formulae so frequently occurring in the recent satethe library. They were, roughly
speaking, the same; with the ancient symbols oaffon’s Head” and “Dragon’s Tail”
heading them as in Ward’s scribblings. But the Ispeldiffered quite widely from that
of the modern versions, as if old Curwen had hddferent way of recording sound, or
as if later study had evolved more powerful andgoted variants of the invocations in
guestion. The doctor tried to reconcile the cheskllersion with the one which still ran
persistently in his head, and found it hard to \dthere the script he had memorised
began Y’ai 'ng’ngah, Yog-Sothoth"this epigraph started out alye, engengah,
Yogge-Sothotha”which to his mind would seriously interfere witretsyllabification of
the second word.

Ground as the later text was into his congness, the discrepancy disturbed him;
and he found himself chanting the first of the falae aloud in an effort to square the
sound he conceived with the letters he found cawdrd and menacing in that abyss
of antique blasphemy rang his voice; its accenige#eo a droning sing-song either
through the spell of the past and the unknownhawugh the hellish example of that
dull, godless wail from the pits whose inhuman cags rose and fell rhythmically in

the distance through the stench and the darkness.
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Kiedy potzny blask lampy Arganda roZp@it mrok, docieraggc do wszystkich
zakamarkow pomieszczenia, doktor ujrzat,w scianie naprzeciwko drzwi — poruzy
urzadzeniami do tortur — tkwi kotki ze zwieszajcymi sk niedbale szatami w
pospnym, zottawo-biatym kolorze. Ale dwo bardziej interesage okazaty i dwie
pozostate, pusteciany; obie gsto pokryte mistycznymi symbolami | formutami
niezdarnie wykutymi w gtadko wypolerowanym kamieniilgotna podtoga tenosita
slady rytow | Willett rozpoznat ogromny pentagramsmalku oraz cztery okgi o
srednicy trzech stép kay, usytuowane w potowie odlegim miedzy owym
pentagramem a rogami pokoju. W jednym zegkrv, w poblzu owych zawieszonych
niedbalezéttawych szat, stat ptytki kyliks, ktorych tak weeznajdowato sina poétkach
powyzej upiornego stojaka z pejczami. Natomiast e obwodem kota Willett
dostrzegt dzbanek phaleron, pochazz innego kegu, w ktérym zachowato sinieco
suchego, matowozielonkawego, zwietrzatego proskkijlett dostat prawie zawrotu
glowy na myl, co to wszystko znaczy | czym Ow proszek amoby. Pejcze |
urzadzenia do zadawania tortur, kurz lub prochy zeastbjateria”, dwa lektyty z potki
“Opieka”, szaty, formuty nacianach, notatki na papierze, reminescencje zwisto
legend oraz tysce drobnych spostrzen, watpliwosci | podejrzé, ktére tak dgczyty
przyjaciot | rodzicow Charlesa Warda; pod wptywemgd wszystkiego doktora
ogarreta fala grozy | stat, spogllapc nieruchomym wzrokiem na ow zielonkawy
proszek w smuktym, postawionym na podtodze, otowiatkyliksie.

Kiedy opanowat si na tyle, by rozgdnie myle¢, Willett zacat studiowa
wykute w kamieniu formuty. Inkrustowane, niewine litery mowity, ze wzory te
pochodz jeszcze z czasOw Curwena, ale kénkio przeczytat wiele kiego materiatow
| przekopat si przez histog magii, tre&¢ tych formut nie byta catkiem obca. Doktor
rozpoznat midzy innymi t, ktora pani Ward styszata w niepokaly Wielki Piatek, rok
wczesniej. Znawcy twierdzili, # formuta ta to straszliwa inwokacja adresowana do
tajemniczych béstw spoza zwyczajnych sfer. Formehbrzmiaty nieco inaczej, ni
zapamgtata je pani Ward; ity si¢ tez od tekstu na zakazanych stronicd&liphasa
levi, ktére pokazali mu znawcy przedmiotu. Ichzdamd@¢ jednak nie ulegata
watpliwosci, a takiego stowa jak Sabaoth, Metraton, Almortzin Zariatnatmilkécinaty
doktorowi dusz lodem, gdy poczut ju i poznat wiele z tego kosmicznego

obrzydlistwa.
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Inskrypcje pokrywaty zarownéciare po lewej, jak | po prawegce od wejcia.
A na lewostronnej Willett, kiedy sizblizyt, natychmiast odnalazt paformut, ktéra tak
czesto wysepowata w notatkach w bibliotece. Ogodlnie rzecz dgobyty to formuty ze
starazytnymi symbolami “Gtowy Smoka” i “Ogona Smoka” wgtawku. Ich pisownia
jednak roznita si od wersji wspotczesnej, jak gdyby Joseph Curwesigoat inny
sposob konotacji avicku lub tez p&zniejsze studia rozwigy jeszcze silniejsze |
doskonalsze warianty inwokacji, o ktorych mowa. ok prébowat pogodzi
wyrzezbiona wersg z g, ktéra tak uporczywie dryta mu pamgé. Podczas gdy wersja,
ktora pametat, zaczynata gi “Y'ai ng'ngah, Yog-Sothoth”, ten epigraf brzmiahye,
cngengahYogge-Sothotha'wyrazna ré&nica w drugim stowie.

Rozbieznos¢ migdzy dwoma tekstami — tym zapag@nym oraz wykutym w
kamieniu — nie dawata Willettowi spokoju; | naradkoyt, ze spiewa na gtos pierwgz
formule, prébujc zestawd dzwiek, ktéry sobie przypomniat, z wyrytymi n&ianie
literami.Tajemniczo | ztowrogo brzmiat jego gltos tej otchtani stargytnego
bluznierstwa. Grzmiat jego monotonn§piew wzmacniany jeszcze, czy to czarem
minionego | niezgibionego, czy te piekielnym, ponurym | bezlzaym wyciem
dochodzcym z dziur, ktérych nieludzki chor wzrastat | opadytmicznie, docierag
poprzez smrod | ciemié az tutaj. (Lovecraft, 2008: 415-417 [1963)])
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Appendix D — Ryszarda Grzybowska

At this point, as the column of unknown cololaréd suddenly stronger and began to
weave itself into fantastic suggestions of shapeclvidach spectator later described
differently, there came from poor tethered Herohsasound as no man before or since
ever heard from a horse. Every person in that ldehpd sitting room stopped his ears,
and Ammi turned away from the window in horror araisea. Words could not convey
it—when Ammi looked out again the hapless beasthagdled inert on the moonlit
ground between the splintered shafts of the bu@gst was the last of Hero till they
buried him next day. But the present was no timmewrn, for almost at this instant a
detective silently called attention to somethingilide in the very room with them. In
the absence of the lamplight it was clear thatiat fahosphorescence had begun to
pervade the entire apartment. It glowed on the dmanked floor and the fragment of
rag carpet, and shimmered over the sashes of th#-gamed windows. It ran up and
down the exposed corner-posts, coruscated abosh#ieand mantel, and infected the
very doors and furniture. Each minute saw it sttieay, and at last it was very plain that
healthy living things must leave that house.

Ammi shewed them the back door and the pptthtough the fields to the ten-acre
pasture. They walked and stumbled as in a dreamgdiahdot dare look back till they
were far away on the high ground. They were glathefpath, for they could not have
gone the front way, by that well. It was bad enopghsing the glowing barn and sheds,
and those shining orchard trees with their gnarfiesddish contours; but thank heaven
the branches did their worst twisting high up. Theon went under some very black
clouds as they crossed the rustic bridge over ChajgBrook, and it was blind groping
from there to the open meadows.

When they looked back toward the valley ahd tistant Gardner place at the
bottom they saw a fearsome sight. All the farm wslaiging with the hideous unknown
blend of colour; trees, buildings, and even sudisgrand herbage as had not been
wholly changed to lethal grey brittleness. The bwugere all straining skyward, tipped
with tongues of foul flame, and lambent tricklings the same monstrous fire were
creeping about the ridgepoles of the house, bahsheds. It was a scene from a vision

of Fuseli, and over all the rest reigned that abtuminous amorphousness, that alien
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and undimensioned rainbow of cryptic poison from well—seething, feeling, lapping,
reaching, scintillating, straining, and malignly hbiling in its cosmic and
unrecognisable chromaticism.

Then without warning the hideous thing shettically up toward the sky like a
rocket or meteor, leaving behind no trail and dissgping through a round and
curiously regular hole in the clouds before any roanld gasp or cry out. No watcher
can ever forget that sight, and Ammi stared blarddlythe stars of Cygnus, Deneb
twinkling above the others, where the unknown coload melted into the Milky Way.
But his gaze was the next moment called swiftlgdath by the crackling in the valley.
It was just that. Only a wooden ripping and craafliand not an explosion, as so many
others of the party vowed. Yet the outcome was shee, for in one feverish,
kaleidoscopic instant there burst up from that dedrand accursed farm a gleamingly
eruptive cataclysm of unnatural sparks and substdolarring the glance of the few
who saw it, and sending forth to the zenith a bawulibg cloudburst of such coloured
and fantastic fragments as our universe must ngisds/n. Through quickly re-closing
vapours they followed the great morbidity that kadished, and in another second they
had vanished too. Behind and below was only a dm%no which the men dared not
return, and all about was a mounting wind whichhseg to sweep down in black, frore
gusts from interstellar space. It shrieked and bdwand lashed the fields and distorted
woods in a mad cosmic frenzy, till soon the tremgplparty realised it would be no use
waiting for the moon to shew what was left dowrnréhat Nahum’s. (Lovecraft, CS)

87



W tym momencie, kiedy kolumna nieznanego na tywecie koloru rozbtysta
nagle z caf sila i zaczta przybierg najbardziej fantastyczne ksztalty, przekragzaj
wszellg wyobranig, a ktore kady opisywat inaczej, uwzany Mero wydat taki odgtos,
jakiego nikt spé&réd obecnych jeszcze syciu nie styszat u konia, ani przedtem, ani po-
tem. Wszyscy siedzy w tej izbie o niskim putapie zakryli uszy,szZammi odwrdcit se
od okna, panicznie przemany. Stowa nie bytyby zdolne przek@zsgo widowiska - bo
kiedy Ammi wyjrzat znowu przez okno, biedne zwigtezato bezwtadnie naswietlo-
nej kskzycem ziemi pomidzy roztzonymi dyszlami. | tak Hero pozostat, poki nie po-
grzebali go nagpnego dnia. Teraz jednak nie byto czasuwale, bo detektyw zwrdcit
nagle uwag, ze ca potwornego zaczynagsdziat w tym domu. Z chwi przygaszenia
lampy fosforescencja zagia ogarnig cak izbe. Swiecily si¢ szerokie deski w podiodze
I lezacy na niej chodnik, a talk futryny okien z matymi szybkami. Ten dziwny blask
petzat w gog i w dot po wystajcych belkach w rogach izby, skrzyksia péice i ko-
minku, ogarniat wszystkie drzwi i meble. ZAd minut, sic wzmagat, a wreszcie sta-
lo sie oczywisteze zdrowe zywe istoty musz
opuwci¢ ten dom.

Ammi wskazat tylne drzwi $ciezke prowadaca przez pole w kierunku dziesi
cioakrowego pastwiska. Szli potykajsk jak wesnie, nikt nie miat odwagi giobej-
rzet, dopoki nie znaldi si¢ daleko na wzniesieniu. Ucieszylest tejsciezki, bo nikt
nie odwaytby sic wyjs¢ frontowymi drzwiami i przeg koto tej studni. Wystarczago
okropne byto przdgie obok stodoty i szop, obakviecacych drzew owocowych, powy-
krzywianych w szataskie ksztalty; Bogu dzki, ze najgorzej si wykrzywiaty te rosn-
ce wysoko gakzie. Kiedy przechodzili przez drewniany mostek eagiosanych belek
nad Chapman's Brook, ksyc skryt s¢ za czarnymi chmurami i zapanowata taka ciem-
nosé, ze po omacku musieli sobie torosvdroge na rozlegi take.

Tam dopiero odwrécili i zeby spojrzé na dolire i posiadtéé Gardnera, a wte-
dy oczom ich ukazat siprzeraajacy widok. Cata farmashita jakims zupetnie niepraw-
dopodobnym kolorem; drzewa, zabudowania, nawetatria@molne kwiaty, ktére jeszcze
nie catkiem spopielaty i uschlty. Wszystkie gaé wychgaty st ku niebu, a na ich
czubkach migotaty¢gyki ohydnych ptomieni; taki sam monstrualny agigrzesaczat
sig, lizat i pelzat po deskach kalenicy domu, stodalszystkich przybudowek. Byta to

scena widzenia Fuseliego, a wszystkim, co jeszame istniato, zawiladia orgia
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swietlnego amorfizmu, obca, bezwymiarowgZa tajemnej truciznyaszacej st ze
studni - kipaca, wyczuwalna, lepka, ¢gjajpca wszystkiego, iskera s¢, petzmca w
gore i jadowicie bulgogca w swym kosmicznym, zupetnie nieznanym chromaigzm
Wtem, niespodziewanie, ta ohydna rzecz wystrzeligow, prosto w niebo, niczym ra-
kieta albo meteor, nie pozostav@po sobiezadnegdsladu i znikreta w okragtym i za-
dziwiajaco ksztaltnym otworze w chmurach, nim ktokolwiekzad ztapa oddech albo
wykrzykma¢. Kto to widziat, nigdy nie zdota tego zapomhidmmi wpatrywat s¢ pu-
stym wzrokiem w gwiazdy Cygnus i Deneb slag s¢ powyzej innych gwiazd, gdzie
nieznany kolor rozptyst sie poasréd Drogi Mlecznej. Jednak jego wzrok musiat
wkrétce powrdai znowu ku ziemi, gdyw dolinie rozlegt si trzask. Tak wiénie byto.
Tylko tomot i trzask drzewaadnej eksplozji, jak twierdzili cztonkowie tej wigwy.

W kazdym razie rezultat byt taki sam, bo w jednej przej&ej, kalejdoskopo-
wej chwili buchnt z tej skazanej na zagkad przekktej farmy roziskrzony erupcyjny
kataklizm nienaturalnych iskier i jakiegubstancii; élepit tych, ktorzy akurat patrzyli,
a w goe, az do zenitu buchgia taka chmara kolorowych, o niespotykanych ksathit
szcatkdw, do jakich nasz wszedhiat nie mégiby si przyzna. Parod szybko zanika-
jacych oparow pomkgly za schorzat zjawa, ktéra uniosta giw przestworza, po czym i
znikrety bezsladu, | na wzgoérzu, i w dolinie rozlewata sylko ciemndaé, do ktorej nie
mieli odwagi powr6ai, wzmagat si wiatr, ktory zdawat si sptywa czarnym, zimnym
podmuchem z mdzygwiezdnych przestworzy. Gwizdat i wyt, i smagatia i lasy z
oszalad, kosmiczi zaciekidcia, a rozdygotani uczestnicy tej wyprawy zrozumigé,
nie ma sensu czekaa ksg¢zyc, by zobacz§, co pozostato z domostwa Nahuma.
(Lovecraft, 2007: 309-311 [1963])
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Appendix E — Andrzej Ledwozyw

The slant-eyed merchant had now prodded Carterigireat domed space whose walls
were carved in shocking bas-reliefs, and whosereeheld a gaping circular pit
surrounded by six malignly stained stone altara rmg. There was no light in this vast
and evil-smelling crypt, and the small lamp of #ister merchant shone so feebly that
one could grasp details only little by little. Ate farther end was a high stone dais
reached by five steps; and there on a golden trsaha lumpish figure robed in yellow
silk figured with red and having a yellow silken skeaover its face. To this being the
slant-eyed man made certain signs with his hanastlee lurker in the dark replied by
raising a disgustingly carven flute of ivory inksdovered paws and blowing certain
loathsome sounds from beneath its flowing yellowskndalhis colloquy went on for
some time, and to Carter there was something sieggnfamiliar in the sound of that
flute and the stench of the malodorous place. Wertam think of a frightful red-litten
city and of the revolting procession that oncedfiterough it; of that, and of an awful
climb through lunar countryside beyond, before tbscuing rush of earth’s friendly
cats. He knew that the creature on the dais wasoutitdoubt the high-priest not to be
described, of which legend whispers such fiendisth abnormal possibilities, but he
feared to think just what that abhorred high-priagiht be.

Then the figured silk slipped a trifle fromenof the greyish-white paws, and Carter
knew what the noisome high-priest was. And in thideous second stark fear drove
him to something his reason would never have deeattempt, for in all his shaken
consciousness there was room only for one frantidavescape from what squatted on
that golden throne. He knew that hopeless labysiathstone lay betwixt him and the
cold table-land outside, and that even on thaetédid the noxious shantak still waited,;
yet in spite of all this there was in his mind ottt instant need to get away from that
wriggling, silk-robed monstrosity.

The slant-eyed man had set his curious lapgnwne of the high and wickedly
stained altar-stones by the pit, and had moveddamvsomewnhat to talk to the high-
priest with his hands. Carter, hitherto wholly passnow gave that man a terrific push
with all the wild strength of fear, so that thetint toppled at once into that gaping well

which rumour holds to reach down to the hellishl¥aof Zin where gugs hunt ghasts
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in the dark. In almost the same second he seizeththp from the altar and darted out
into the frescoed labyrinths, racing this way analt tas chance determined and trying
not to think of the stealthy padding of shapelemspon the stones behind him, or of
the silent wrigglings and crawlings which must b@ng on back there in lightless
corridors.

After a few moments he regretted his thowggstihaste, and wished he had tried to
follow backward the frescoes he had passed on #yeinv True, they were so confused
and duplicated that they could not have done hinslngood, but he wished none the
less he had made the attempt. Those he now sawewenemore horrible than those he
had seen then, and he knew he was not in the omrigading outside. In time he
became quite sure he was not followed, and slackbi®epace somewhat; but scarce
had he breathed in half-relief when a new perieb&ésn. His lamp was waning, and he
would soon be in pitch blackness with no meansgtit®r guidance.

When the light was all gone he groped slowlyhe dark, and prayed to the Great
Ones for such help as they might afford. At timesfélt the stone floor sloping up or
down, and once he stumbled over a step for whicheagon seemed to exist. The
farther he went the damper it seemed to be, anch\Wwhevas able to feel a junction or
the mouth of a side passage he always chose theviraii sloped downward the least.
He believed, though, that his general course wagndand the vault-like smell and
incrustations on the greasy walls and floor alilewed him he was burrowing deep in
Leng’s unwholesome table-land. But there was ngtvearning of the thing which came
at last; only the thing itself with its terror arstiock and breath-taking chaos. One
moment he was groping slowly over the slipperyifloban almost level place, and the
next he was shooting dizzily downward in the ddmotigh a burrow which must have
been well-nigh vertical. (Lovecraft, DQ)

91



Skasnooki kupiec popchal teraz Cartera w wielk przestrzé nakryt kopuh,
ktOrej sciany rzebione byly we wstrgsapce bas-reliefy, a wrodku ktérej znajdowata
sig otwarta, oksfgta dziura, otoczona ss§@oma koszmarnie pomalowanymi
kamiennymi oftarzami. W tejmierdzcej ztem krypcie nie bytdwiatta - mata lampa
ztowrogiego kupcdwiecita tak staboze poszczegdlne detale zawywé mazna byto z
wielkim trudem. W dalszym ki@u znajdowato si wysokie, kamienne podium, do
ktdrego prowadzito gt stopni; siedziata tam na ztotym tronie pdéstalziana wzotty
jedwab przyozdobiony czerwieniz zOta, jedwabm mask na twarzy. Skénooki
kupiec wykonat pewne znaki swynmgkoma, a czacy sk w ciemndci odpowiedziat
mu, podniosiszy bogato radgiony flet z k@ci stoniowej. Wydat kilka przetajacych
dzwickdw spod swej lznej, z0tte] maski. Rozmowa ta trwata przez pewien czadiaa
Cartera byto céobrzydliwie znajomego walvigku fletu i zapachu tegémierdzcego
miejsca. Sprawitze pomylat o przeraajacym, czerwono swietlonym migcie i o
odrazajacej procesji, ktora kiedymiata tam miejsce. Wiedziate stwor na tronie jest
bez witpienia arcykaptanem, o ktorym legendy glosiye posiada diabelskie i
nienormalne maiwosci, lecz bat si pomysle¢, czym w istocie jest ten przemgacy
arcykaptan.

Nagle posta w jedwabiu wypscita flet z jednej z szarobiatych tap i Carter
wiedziat juz, czym jest tersmierdzcy arcykaptan. W tej straszliwej sekundzie strach
skionit go do czegg na co chtodny umyst nigdy bye¢snie agmielit, gdyz w jego
roztrzaskanegwiadomaci byto miejsce tylko dla gaczkowej ucieczki od tego, co
przycuprto na ztotym tronie. Wiedziake miedzy nim a zimn pustyniy na zewagtrz
rozciaga s¢ kamienny labirynt,ze na pustyni czekajniebezpieczne shantaki, lecz
mimo wszystko w jego undle byta tylko natychmiastowa potrzeba odsuia st od
tej wijacej sk, odzianej w jedwab potworsa.

Skasnooki mezczyzna postawit sw dziwng lampz na wysokim i ztowrabnie
poplamionym kamiennym oftarzu i ruszyt do przodby gporozmawid na migi z
arcykaptanem. Carter, dwpt zupetnie bierny, teraz pciingo z cad damg mu przez
strach s, takze ofiara wpadta do ziggej studni, o ktorej pogtoski méwitye sega do
samych piekielnych Otchtani Zin, gdzie Gugowie paddi w ciemndciach na duchy.

W tej samej prawie chwili porwat z oltarza lagnp rzucit sk w pokryty freskami

labirynt, biegac nim na dlep i usitupc nie mylec¢ o tupocie bezksztattnych tapza gpb
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ani o cichym wiciu si i petzaniu w ciemnych korytarzach.

Po kilku chwilach peatowat swego bezniinego pdpiechu i pomylat, ze
powinien posipowa za freskami, ktére mijat it tu. W istocie jednak byty one tak
zawite i popitane,ze nie na wiele by mu giprzydaty, lecz nie wymghit nic lepszego.
Te, ktére widziat teraz, byly jeszcze bardziej pazaejace niz poprzednie, réwnie
dlatego, ze mowity mu, # nie jest w korytarzach prowagiz/ch na zewsirz. Po
pewnym czasie zorientowatesize nie jestscigany, zwolnit wec nieco kroku, lecz
zaledwie odetchat z ulga, zawisto nad nim nowe niebezpiefagevo. Jego lampa gasta
i wkrotce powinien znale sic w smolistej ciemngzi.

Gdy swiatto zgasto, brgt w ciemndaci, modhc si do Wielkich o tak pomaoc,
jakiej mogli mu udzieli. Czut,ze czasami kamienna podtoga wznosileb opada, raz
potkrat sie o stopi@, ktory, jak s¢ wydawato, nie miat w tym miejscaadnej raciji
istnienia. Im dalej wdrowalt, tym powietrze wydawato¢sby¢ bardziej wilgotne i gdy
tylko czut otwdr bocznego korytarza, wybierat tektpry biegt bardziej w dot.
Wydawato mu s, ze ogolny bieg korytarza prowadzi w dot, a piwniczzgpach i
inkrustacje naliskich scianach i podtodze ostrzegaly g@& pogazyt si¢ juz gigboko
pod potwornym ptaskowem Leng. Mg byto jednakzadnego ostrzeenia przed rzeaz
ktora s¢ w koncu wydarzyta, a ktéra byla przeemiem, wstrgsem i wstrzymujcym
dech w piersiach chaosem. W jednej chwiligbrpo sliskiej podtodze, a w nagbnej
wystrzelit w dét opadajcym prawie pionowo tunelem.

(Lovecraft, 2008: 231-233 [1963])
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Appendix F — Grzegorz lwaaciw

There now lay revealed such a horror as would leaeewhelmed us had we not
been prepared. Through a nearly square openirggitiled floor, sprawling on a flight
of stone steps so prodigiously worn that it watelinmore than an inclined plane at the
centre, was a ghastly array of human or semi-hunasres. Those which retained their
collocation as skeletons shewed attitudes of pieai and over all were the marks of
rodent gnawing. The skulls denoted nothing shotitt&r idiocy, cretinism, or primitive
semi-apedom. Above the hellishly littered step$i@dca descending passage seemingly
chiselled from the solid rock, and conducting arent of air. This current was not a
sudden and noxious rush as from a closed vaultalmdol breeze with something of
freshness in it. We did not pause long, but shiggyi began to clear a passage down the
steps. It was then that Sir William, examining kfesvn walls, made the odd observation
that the passage, according to the direction o$tiokes, must have been chiseliexn
beneath

| must be very deliberate now, and choosevays.

After ploughing down a few steps amidst thheawed bones we saw that there was
light ahead; not any mystic phosphorescence, Hiteaed daylight which could not
come except from unknown fissures in the cliff tbaerlooked the waste valley. That
such fissures had escaped notice from outside a@ylremarkable, for not only is the
valley wholly uninhabited, but the cliff is so higind beetling that only an aéronaut
could study its face in detail. A few steps moneg aur breaths were literally snatched
from us by what we saw; so literally that Thornttime psychic investigator, actually
fainted in the arms of the dazed man who stoodnogehim. Norrys, his plump face
utterly white and flabby, simply cried out inartiately; whilst | think that what | did
was to gasp or hiss, and cover my eyes. The mandete—the only one of the party
older than I—croaked the hackneyed “My God!” in thest cracked voice | ever heard.
Of seven cultivated men, only Sir William Brintogtained his composure; a thing more
to his credit because he led the party and must baen the sight first.

It was a twilit grotto of enormous heightesthing away farther than any eye could
see; a subterraneous world of limitless mystery hodible suggestion. There were

buildings and other architectural remains—in onéfted glance | saw a weird pattern
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of tumuli, a savage circle of monoliths, a low-dahf®oman ruin, a sprawling Saxon
pile, and an early English edifice of wood—butthkkse were dwarfed by the ghoulish
spectacle presented by the general surface of inend. For yards about the steps
extended an insane tangle of human bones, or airieast as human as those on the
steps. Like a foamy sea they stretched, some falpamt, but others wholly or partly
articulated as skeletons; these latter invariablpastures of daemoniac frenzy, either
fighting off some menace or clutching other formthweannibal intent.

When Dr. Trask, the anthropologist, stoopedclassify the skulls, he found a
degraded mixture which utterly baffled him. Theyrevenostly lower than the Piltdown
man in the scale of evolution, but in every cadindely human. Many were of higher
grade, and a very few were the skulls of suprerarty sensitively developed types. All
the bones were gnawed, mostly by rats, but somewhatthers of the half-human
drove. Mixed with them were many tiny bones of +atallen members of the lethal
army which closed the ancient epic.

| wonder that any man among us lived and kepsanity through that hideous day
of discovery. Not Hoffmann or Huysmans could comeela scene more wildly
incredible, more frenetically repellent, or more tidcally grotesque than the twilit
grotto through which we seven staggered; each stognbn revelation after revelation,
and trying to keep for the nonce from thinking bé tevents which must have taken
place there three hundred years, or a thousansothousand, or ten thousand years
ago. It was the antechamber of hell, and poor Ttharfainted again when Trask told
him that some of the skeleton things must haveetetd as quadrupeds through the
last twenty or more generations.

Horror piled on horror as we began to interpthe architectural remains. The
guadruped things—with their occasional recruitsiftbie biped class—had been kept in
stone pens, out of which they must have brokemeir tast delirium of hunger or rat-
fear. There had been great herds of them, evidéatigned on the coarse vegetables
whose remains could be found as a sort of poisoeosgage at the bottom of huge
stone bins older than Rome. | knew now why my aoceshad had such excessive
gardens—would to heaven | could forget! The purpaoisthe herds | did not have to
ask. (Lovecraft, RW)
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Chat bylismy przygotowani na niespodzianki, to jednak widoktory
ujrzelismy, byt szokujcy. Na kamiennych schodach wiggch w dot leaty w
upiornym szeregu szkielety. Wiele z nich zachowsitow catdci, a z ich ulagenia
mozna byto odczyt& wyraz panicznego strachu kos@jch. Na kdciach widniaty
liczne slady zbdw gryzoni. Ksztalt czaszki wskazywat na te, szkielety nateaty do
pot matp, pot ludzi.

Z wrgtrza wykutego w skale korytarza dochodzit do nasipws powietrza, lecz
nie zagchtego, jak mona by s¢ spodziewd, lecz chtodnegodwiezego.

Nie zatrzymywalmy sk na dlugo przy stercie szkieletéw i po chwili
zaczlismy schodzi w dét, torujc sobie drog wsrod zwatdw Kdci.

Wtedy wianie sir William, badajc sciany korytarza, doszedt do wnioskig
zostat on wykuty w skale od strony podziemi.

Posuwajc sk wsrdéd ogryzionych szegkow, zauwaylismy wkrotce jakié
swiatto w kaacu tunelu. Nie byta tazadna mistyczna fluorescencja, lecz tagodnie
rozproszoneswiatto dzienne, ktére musiato dociérprzez jalgs szczelir w scianie
skalnego urwiska, na ktérym stat zamek. Fa&twczdniej nie odkryto tej rozpadliny,
wcale nie dziwi, gd¥ dolina jest niezamieszkana, a urwisko tak wysatgejedynie z
samolotu lub balonu nroa by je doktadnie zbada

Zeszlémy jeszcze rmrej i po chwili zaparto nam dech w piersiach. Thomt
specjalista od zjawisk psychicznych, zemdlat i @assiz w ramiona tego, ktéry stat za
nim. Norrys, z pobladt twarzy, wydat z siebie nieartykutowany okrzyk, a ja
westchatem gitaino i zastonitem oczyekoma. Stajcy za mi profesor, jedyna w tym
towarzystwie osoba starsza ode mnie, wykrzaykiMoj Boze!” tamiacym st gtosem.
Z calej siodemki jedynie sir William Brinton zachalvspokdéj, pomimaze szedt na
przedzie i jako pierwszy ujrzat ten straszny widokd® nami rozeigata s¢ niezwykle
wysoka grota, tak rozlegtaze nie wida bylo jej kaica — podziemnyswiat
niezliczonych tajemnic i potwordoi. Wewmntrz staty rGne budowle i ruiny. Jednym
trwoznym spojrzeniem obfem stare kurhany, magiczny akr skalnych monolitéw,
ruiny z czasbw rzymskich i anglosaskich oraz wcaeasgielslk budowk z drewna.
Wszystko to jednak Zaniewat inny makabryczny widok. U podstaw kamiennych
stopni wyrastata ogromna sterta ludzkich szkieletdt@kim samym rodowodzie jak te

na schodach. Wiele z nich bylo zachowanych w &atav pozach znamionagych
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demoniczny strach i szaleza panike. Niektore z ofiar zastygty w obronnych gestach,
innesmier¢ zaskoczyta w ludeerczym amoku, zgbami wbitymi w ciata towarzyszy.

Doktor Trask, antropolog, postanowit poddalizszym ogédzinom czaszki
zmartych podczas makabrycznego Kkataklizmu. Niebaweanajmit, ze jest
niepomiernie zaskoczony znaleziskiem. D}égo zdaniem wkszog tych biednych
istot pochodzita z ,niskiego szczebla drabiny ewplui byta starsza ni cziowiek z
Piltdown, lecz z cat pewndcia nalezala do rodzaju ludzkiego. Bylo Aewiele
szkieletbw o wyszym stopniu ewolucyjnej doskonétd a kilka z nich nateato z
pewndcia do niezwykle dobrze rozwigtych egzemplarzy homo sapiens. Wszystkie
kosci nosity slady zbow, gtdwnie szczurzych, choniektore z nich zdawaly @i
pochodzé od owych matpoludéw. Wod stosu kéci byto tez sporo matych kostek
gryzoni — polegtychzotnierzy smierciongnej armii, ktora napisata zakczenie
star@ytnego dramatu.

Dziwi¢ sie, ze bedac swiadkami tak ohydnych odkéy pozostamy nadal przy
zdrowych zmystach. Ani Hoffmann, ani Huysmans nidily w stanie wymyli¢
scenerii bardziej nieprawdopodobnej, bardziej otipycej i groteskowej m wnetrze
blado gwietlonej groty, ktdg przemierzalimy teraz w milczeniu, czyst co chwila
nowe odkrycia i stara¢ sk na razie nie m§fe¢ o wydarzeniach, ktére miaty tu miejsce
trzysta, tysic, dwa tysic, a mae i dzies¢¢ tysiccy lat temu. Byt to przedsionek piekia.
Biedny Thornton ponownie zastabt, gdy Trask powigldmnu, ze sidzac po szkieletach,
niektérzy mieszkacy tej groty byli istotami czworormmymi.

Kiedy zaczlismy zwiedza ruiny, potworngciom nie byto kaca. Czworonogi i
ich nieliczni dwunani towarzysze najwyraiej zostali niegdy uwigzieni w
kamiennych celach, sl musieli s¢ uwolnic w ostatnim akcie szalstwa,
spowodowanego gtodem lub strachem przed szczurZastanawiato mnie czym
karmiono te nieszesne stwory, lecz po chwili przypomniatem sobiee moi
przodkowie i ich poprzednicy mieli przegieogromne ogrody warzywne, Kktorych
istnienie zainspirowato liczne plotkisndd okolicznych wiéniakdw.

(Lovecraft, 2007:43-46 [1963])
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