
  
    
      
    
  



Robert E. Howard


THE CTHULHU MYTHOS – Complete Collection

Enriched edition. Tales of Cosmic Horror and Mythological Creatures
In this enriched edition, we have carefully created added value for your reading experience.

[image: ]

Introduction, Studies and Commentaries by Callum Farrowly
Edited and published by Good Press, 2023


goodpress@okpublishing.info



    EAN 8596547810421
  


    Table of Contents

    
    
        Introduction

    

    
    
        Author Biography

    

    
    
        Historical Context

    

    
    
        Synopsis (Selection)

    

    
    
        THE CTHULHU MYTHOS – Complete Collection: The Children of the Night, The Black Stone, The Thing on the Roof, The Challenge From Beyond & The Fire of Asshurbanipal

    

    
    
        Analysis

    

    
    
        Reflection

    

    
    
        Memorable Quotes

    

    


Introduction




Table of Contents




    This volume assembles a focused suite of Robert E. Howard’s Cthulhu Mythos–related fiction, bringing together five tales that exhibit his distinctive approach to cosmic horror. Rather than presenting his full body of work or a comprehensive genre survey, the collection concentrates on stories in which Howard engages directly with the shared mythology associated with H. P. Lovecraft and their contemporaries. Its purpose is twofold: to showcase Howard’s specific contributions to that evolving myth-cycle and to illustrate how his vigorous, adventurous style adapts the atmosphere of cosmic dread to settings of archaeological mystery, frontier peril, and the haunting persistence of the ancient in the modern world.

The pieces gathered here are prose short stories and novelettes, originally written for the popular genre magazines of the early twentieth century. They are unified by subject and mood rather than by length or series continuity. The collection includes individual tales conceived and completed by Howard, alongside one collaborative round-robin story to which he contributed a concluding section. There are no poems, essays, letters, or diaries included; the emphasis remains firmly on narrative fiction. Readers will therefore encounter compact, self-contained works that can be read independently while still conversing with a wider lattice of names, places, texts, and ideas within the Mythos.

Best known for creating Conan, Howard was also a central figure in the Weird Tales circle, corresponding with Lovecraft and exchanging themes, lore, and inspirations across stories. These cross-currents are visible here: ruins, forbidden books, and nameless survivals mirror the era’s fascination with deep time and lost civilizations. Yet Howard’s voice is unmistakable. Where Lovecraft often emphasizes scholarly paralysis before the infinite, Howard injects immediacy, conflict, and physical consequence. This interplay—bolts of action flashing through a sky of cosmic indifference—animates the collection, revealing how a shared imaginary can hold multiple temperaments without losing coherence.

The Children of the Night frames its unease in the informal arena of discussion and inquiry, where antiquarian speculation collides with something older and less accommodating. What begins as reasoned debate tilts toward a revelation that feels both intimate and primordial, touching on memory, lineage, and the uneasy suspicion that the past is not past. The story exemplifies Howard’s ability to pivot from scholarly tone to visceral immediacy without breaking the spell of brooding dread. Readers can expect a compact study in contrasts: civilized surroundings and unsettling claims, intellectual assurance and sudden violence, all underwritten by the weight of prehistory.

The Black Stone stands among Howard’s most influential contributions to the Mythos. A traveler’s pilgrimage to a remote monolith becomes a case study in how curiosity opens onto suppressed histories. The tale weaves travelogue detail with archival research, gradually tightening its hold until the landscape itself seems to carry memory. Notably, Howard introduces the infamous forbidden tome Nameless Cults (Unaussprechlichen Kulten) and its author, Friedrich von Junzt—elements that would reverberate well beyond this story in later Mythos writing. The result is a model of accumulating unease: a careful approach, a stark object, and the sense that recognition is itself perilous.

The Thing on the Roof explores the perils of acquisition: the urge to possess a relic that ought to remain buried. Through letters, confidences, and the quiet pressure of a private obsession, Howard narrows the distance between scholarly intrigue and the personal cost of trespass. The setting contracts from distant ruins to familiar rooms, yet the sense of exposure increases, as if the far-off and the domestic share a dangerous corridor. Themes of avarice, rivalry, and the heedless pursuit of knowledge resonate here, connected to the wider Mythos by allusions to proscribed research and the recurring penalties of forbidden discovery.

The Challenge From Beyond is a collaborative round-robin written by several authors, with Howard supplying the concluding segment. The piece shifts registers as each contributor advances the scenario, moving from speculative wonder toward imminent peril. Howard’s portion displays his signature decisiveness and momentum, harnessing the inherited setup to drive toward action and consequence. For readers, the story offers a glimpse of the era’s cooperative creativity: a shared stage on which individual voices reveal themselves in continuity and contrast. Its inclusion underscores the Mythos as a living conversation, flexible enough to accommodate differing temperaments within a single, unfolding narrative.

The Fire of Asshurbanipal fuses desert adventure with encroaching horror, following seekers who enter ruins in pursuit of treasure and confront something older than legend. Howard’s fascination with remote landscapes and contested frontiers is on full display: the sand, the wind-scoured stones, the precariousness of life at the edge of maps. Yet the tale’s true direction points inward, toward the moral calculus of risk and reward and the dawning awareness that some prizes are themselves a snare. The story shows how Howard’s adventure fiction naturally interfaces with cosmic horror, as ambition meets the inhuman patience of buried antiquity.

Across these works, unifying themes emerge: curiosity as both engine and snare; the persistence of the archaic within the modern; the presence of forbidden texts, artifacts, and rituals that survive suppression; and a worldview in which human projects brush against impersonal immensities. Howard’s protagonists—whether scholars, collectors, or adventurers—approach the unknown with vigor, only to find that vigor tested by scales of time and agency beyond their reckoning. The collection thus maps different routes to the same precipice, where recognition becomes a form of exposure and the past reveals itself less as backdrop than as active, unsettling force.

Stylistically, the stories display hallmarks that distinguish Howard within the Mythos. His prose couples atmosphere with drive: descriptive passages render place and artifact tangible, while sentences frequently accelerate into action. He balances documentary gestures—letters, catalogues, and citations—with a physical immediacy that refuses to stay in the study. Settings range from Central Europe to deserts and distant ruins, but the tone remains consistent: taut, lucid, and edged with fatalism. That signature blend lets the cosmic register as felt experience rather than mere abstraction, imbuing archival clues and travel details with the momentum of impending, often inescapable, consequence.

As a whole, the collection is significant for how it expands the Mythos’ vocabulary and reach. The Black Stone’s introduction of Nameless Cults (Unaussprechlichen Kulten) and its author provided future writers with a flexible, ominous touchstone. The other stories reinforce a vision of the Mythos not confined to a single geography or temperament, but adaptable to ruins, jungles, and studies alike. They also demonstrate how collaboration and correspondence incubated a shared imaginary, one that could absorb Howard’s kinetic temperament without losing its cosmic chill. In this sense, the book documents both literary influence and creative reciprocity in action.

Readers new to these tales can approach them in any order, as each stands alone while echoing concepts found elsewhere in the set. The emphasis is on tone and theme rather than puzzle-solving, with initial premises serving as doors into atmosphere and implication. Expect travel and research, but also sudden turns where certainty gives way to revelation. Expect artifacts and texts that promise knowledge at a cost. Most of all, expect Howard’s particular balance of momentum and menace. Together, these works offer a coherent portrait of his Mythos contributions: vivid, energetic, and shadowed by immensities that will not be named.
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    Robert E. Howard (1906–1936) was an American pulp writer whose work helped define the sword-and-sorcery subgenre. Writing primarily during the late 1920s and early 1930s, he produced a vigorous body of adventure, fantasy, horror, and western fiction for the popular magazines of his day. Best known as the creator of Conan the Barbarian, he also devised a constellation of vivid heroes and invented detailed pseudo-histories to frame their exploits. Based in Texas for nearly his entire life, Howard combined a regional sensibility with global settings, crafting stories that balanced relentless action with brooding atmosphere and a stark, often fatalistic view of civilization.

Howard grew up amid small towns and boomtime camps in Texas, an environment of hard labor, sudden prosperity, and frequent violence that left a lasting mark on his imagination. A dedicated reader from childhood, he resolved early to become a professional writer. By his late teens he was mailing stories to pulp editors and, after many rejections, began selling in the mid-1920s. Weird Tales became his most important venue, publishing his fantasy and horror fiction and introducing him to a national audience. The magazine’s readership responded to the momentum and muscularity of his prose, encouraging him to develop linked cycles of tales.

His formal education was conventional for the time, but his real schooling came from voracious, self-directed reading in history, folklore, and popular adventure. He admired writers such as Harold Lamb and Jack London, absorbed the momentum of magazine adventure fiction, and studied chronicles of the ancient and medieval worlds, especially Celtic and frontier histories. Correspondence with contemporaries, most notably H. P. Lovecraft, sharpened his ideas about culture, decay, and the uses of the weird. He experimented with frameworks to unify his settings, culminating in the Hyborian Age, a fictional deep past that let him blend historical color with imaginative freedom.

Across the late 1920s and early 1930s, Howard launched enduring protagonists. The grim Puritan wanderer Solomon Kane roamed a haunted early modern world; King Kull brooded within antediluvian courts; Bran Mak Morn embodied defiance among the Picts; and Conan the Barbarian surged through the Hyborian Age with indomitable will. These series appeared chiefly in Weird Tales and allied pulps, earning him a loyal readership. His style—swift, image-rich, and physically immediate—set him apart from contemporaries, and he often structured tales as episodes within larger cycles, giving a sense of continuity without requiring novel-length narratives.

Howard was far more than a fantasy writer. He produced humorous first-person boxing yarns—especially the Sailor Steve Costigan series—for fight and sports magazines; frontier and comedic westerns, including the Breckinridge Elkins stories; eerie “weird Westerns”; and high-adventure tales set across North Africa and Asia, featuring figures like El Borak and Kirby O’Donnell. He also wrote poetry that reveals a persistent tragic sensibility. His professional life depended on the pulp economy: fast production, adaptable genres, and attention to editorial tastes. Within those constraints he pursued worldbuilding, most visibly in essays and notes that mapped his invented ages.

Recurring themes knit his varied output. Howard often contrasted vigorous “barbarism” with decadent civilization, a motif he explored in fiction and debated in letters, notably with Lovecraft. Fatalism, personal honor, and the costs of violence run through his work, as do images drawn from the American Southwest and from studies of ancient peoples. His stories also reflect attitudes of his era, including racial and cultural generalizations now widely critiqued; scholars contextualize these elements while tracing his craft and myth-making. The result is an oeuvre that fuses momentum with melancholy, testing individuals against corrupt institutions and implacable fate.

Howard spent most of his adult life in the small Texas town most associated with his name, writing at a demanding pace to support himself. He died by suicide in the mid-1930s at age thirty, leaving a substantial corpus of published and unpublished work. Posthumous editions in the later twentieth century renewed interest, and Conan, especially, moved into other media, from comics to films and games. New scholarly editions have sought to present accurate texts and restore authorial ordering. Today he is recognized as a foundational voice in modern heroic fantasy, his tales read both for sheer narrative drive and for their restless, mythic vision.
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    Robert E. Howard (1906–1936) wrote during the turbulent interwar years, a period marked by the aftermath of World War I, the Roaring Twenties, and the Great Depression. Born in Peaster, Texas, and raised largely in Cross Plains, he produced an immense body of fiction for pulp magazines before his death on 11 June 1936. The five tales in this collection—appearing between 1931 and 1936—belong to the shared fictional cosmos later termed the Cthulhu Mythos. Howard blended frontier vigor with antiquarian speculation, using global settings and deep-history motifs to reflect interwar anxieties about modernity, social upheaval, and the fragile veneer of civilization.

The pulp magazine economy shaped Howard’s career and these stories’ emergence. Weird Tales, founded in 1923 and edited by Farnsworth Wright from 1924 to 1940 in Chicago, was the principal venue for American weird fiction. Low pay, unpredictable acceptances, and tight editorial expectations encouraged writers to mix popular adventure with horror and the occult. Distribution networks spanning rail and newsstands created a national audience hungry for sensation. Within this system, Howard honed a brisk, vivid prose that could carry both antiquarian detail and violent momentum. The pulps’ demands for novelty and recurring motifs fostered a creative exchange among authors that underwrote the Mythos’ intertextual design.

Howard’s long correspondence with H. P. Lovecraft (1890–1937) from 1927 to 1936 supplied a crucial intellectual framework for his weird tales. Their letters debated barbarism versus civilization, regional identity, and the scale of cosmic time. The informal “Lovecraft Circle”—including Clark Ashton Smith, Frank Belknap Long, and others—traded names, deities, books, and places that recurred across the group’s stories. Howard’s contributions emphasized vigorous action and historical speculation, yet he adopted the Circle’s cosmic indifference. The collaborative culture culminated in round-robin experiments such as The Challenge From Beyond (1935), which showcased a collective method that wove disparate voices into a unified, ominous imaginative space.

These five stories were published at key moments in Howard’s late career. The Children of the Night and The Black Stone appeared in 1931; The Thing on the Roof followed in 1932; the multi-author The Challenge From Beyond was published in Fantasy Magazine in September 1935; and The Fire of Asshurbanipal appeared posthumously in Weird Tales in December 1936. The sequence traces Howard’s sustained engagement with the Mythos alongside other cycles (Kull, Bran Mak Morn, Conan). He reframed cosmic horror through antiquarian quests, ancestral memory, and treasure-seeking narratives, while reinforcing the Mythos’ network of forbidden knowledge, blighted landscapes, and survivals from deep time.

Global archaeology in the 1920s and 1930s supplied vivid backdrops and a rhetoric of discovery. Howard wrote amid the Tutankhamun sensation (1922), Sir Leonard Woolley’s excavations at Ur (1922–1934), renewed work at Nineveh and Nimrud, and James Henry Breasted’s Oriental Institute projects in the Near East. Reports in newspapers and National Geographic translated academic digs into popular adventure. Fictional ruins, tablets, idols, and monoliths acquired plausibility from this media environment. For Howard, the excavation trench suggested a portal: relics linked modern seekers with primordial forces. The public’s appetite for exotic antiquity, coupled with fears of cursed finds, underpinned his ruins-haunted narratives.

Post–World War I Central and Eastern Europe also haunted the Anglo-American imagination. The collapse of the Austro-Hungarian Empire in 1918, followed by the Treaty of Trianon (1920), left Hungary and its borderlands symbolically charged as sites of loss, ethnic tension, and folk mystery. Travel writing emphasized the Carpathians’ remoteness and survivals of archaic custom, feeding a gothicized ethnography of the region. Howard’s European-set horrors drew on this climate of fractured sovereignties and deep-rooted traditions. Imagined villages, rites, and stones became emblems of a continent where history seemed to break down, leaving exposed strata of elder, unassimilated cults and immemorial fears.

Concurrently, American expeditions in Mesoamerica fueled fascination with jungle cities and pre-Columbian relics. The Carnegie Institution’s work at Chichén Itzá (1924–1931) and projects at Uaxactún and Copán entered the popular sphere via photographs, guides, and lectures. The idea of sealed chambers and idol-guarded sanctuaries migrated into pulp adventure, merging scientific reportage with lurid imagination. For Howard, such contexts validated the notion that an artifact extracted from a ruin might carry the burden of an older cosmos. The ruin became a moral testing ground: curiosity, greed, and skepticism collided with the possibility that ancient pacts still held dreadful force.

The Near East and Central Asia, long romanticized by imperial literature, provided Howard with a stage where archaeology, tribal warfare, and legendary kings intersected. Assurbanipal, the Assyrian ruler (reigned 669–ca. 631 BCE), had become synonymous with royal libraries and arcane texts since Austen Henry Layard’s nineteenth-century discoveries at Nineveh. In the interwar period, renewed attention to Assyriology reinforced images of buried palaces and fire-scarred vaults. Popular histories and museum exhibitions in London, New York, and Chicago turned cuneiform tablets into emblems of remote wisdom. Howard’s interest channelled these currents, making the contested desert ruin a nexus of greed, memory, and cosmic dread.

Interwar debates on race, ethnology, and prehistory permeated mass culture. Concepts drawn from eugenics and diffusionist anthropology—then mainstream despite later discredit—encouraged speculation about vanished peoples, cultural survivals, and relict tribes. The U.S. Immigration Act of 1924 intensified nativist discourse and pseudo-historical hierarchies. Scholars and popularizers argued over the Picts, Celts, and Indo-European migrations, with archaeology, philology, and folklore often entangled. Howard repurposed this ferment into mythic prehistory and ancestral memory. His narratives invoked deep lineage and the endurance of archaic cults, while positioning modern protagonists as latecomers wandering amid strata of civilization whose foundations were older and far more alien.

Howard’s Texas milieu contributed an ethos of immediacy and stoicism. Cross Plains experienced an oil boom after nearby strikes around Ranger (1917–1919), producing boomtown volatility and a folklore of sudden wealth and violence. Amateur boxing, frontier history, and gunfighter legendry entered his prose rhythms. The juxtaposition of small-town isolation with global news via radio and newspapers gave Howard a telescopic imagination: he could leap from a Texas street to a Hungarian valley or Afghan ruin in a paragraph. This environment reinforced his instinct to press antiquarian wonder into the service of hard-edged action, producing horror-adventure hybrids with kinetic momentum.

The Great Depression, beginning in 1929, sharpened the practical realities of pulp writing. With money scarce and markets contracting, Weird Tales and allied magazines remained precarious, often paying late. Howard diversified across genres—adventure, boxing, historical, and weird—to stabilize income. Editorial direction by Farnsworth Wright favored memorable shocks, brisk pacing, and atmospheric menace. These constraints prompted structural choices: hook-laden openings, swift transitions from research to peril, and endings that reasserted danger’s scale. In such conditions, cosmic horror integrated readily with treasure-seeking plots, because both rewarded rapid escalation from curiosity to catastrophe and foregrounded the peril of knowledge treated as commodity.

Howard’s weird sensibility formed within a literary lineage that included Edgar Allan Poe’s claustrophobic dread, Arthur Machen’s numinous terror, Lord Dunsany’s dream-fantasies, and Robert W. Chambers’s decadent enigmas. He absorbed these currents through magazines, reprints, and library volumes, then braided them with frontier vernacular and historical romancing. Where Lovecraft pressed toward impersonal cosmicism, Howard often retained a humanly responsive narrator or man of action, yet he accepted the premise of a universe indifferent to human meaning. The result was a mode that could invoke the beautiful and the baleful in equal measure: haunted stones, forbidden rites, and sudden, violent revelation.

A signature feature of the Mythos milieu is the fictional “forbidden book.” Howard’s addition—a German compendium of esoteric lore often rendered in English as Nameless Cults by the imaginary scholar Friedrich von Junzt—functioned as a trans-authorial device akin to Lovecraft’s Necronomicon and Clark Ashton Smith’s mythography. Such volumes created documentary texture, allowing protagonists to consult bibliographies, editions, and annotations, and to misread them at peril. The trope drew strength from real antiquarian catalogs, museum guides, and occult handbooks then circulating in English and German. It offered a bridge between the reading public’s taste for scholarship and the narrative’s plunge into the uncanny.

Letter-writing and fan networks enabled collaboration at distance. Howard and Lovecraft exchanged essays and story fragments across thousands of miles from Texas to New England, while fanzines and semi-professional venues such as Fantasy Magazine (edited by Julius Schwartz and Mort Weisinger in the mid-1930s) facilitated experiments like The Challenge From Beyond (September 1935). The round-robin method foregrounded collective world-building: each author extended a shared premise while preserving their voice. This infrastructure—postal services, typewriters, mimeograph presses—supported an early form of transmedia storytelling, where recurring names, places, and books constituted a recognizable system that readers could track across authors and issues.

Popular media in the 1920s and 1930s blurred boundaries between reportage, science, and sensation. National Geographic, newspaper syndicates, and travel memoirs delivered images of remote mountains, jungle idols, and desert ruins, often framed by colonial adventure. Spiritualist aftercurrents from the late nineteenth century persisted in séance culture and occult publishing. Simultaneously, scientific rhetoric of deep time and evolution (filtered through museum displays and school texts) fostered awe mixed with anxiety. Howard’s fiction metabolized these cross-pressures: the modern reader, armed with magazines and guidebooks, becomes the story’s investigator; yet knowledge proves treacherous, as if every footnote concealed a door onto prehistoric immensities.

Weird Tales’ Chicago base exemplified the era’s cultural geography. A Midwestern publishing hub broadcast dreams and nightmares to a national audience, aided by rail distribution and newsstand culture. Cover art by illustrators such as Margaret Brundage (from 1932) magnified the lurid allure that drew readers to tales of ruins and rites. Reprints in British and American anthologies extended the afterlife of Howard’s stories beyond the pulps’ ephemeral paper. This circulation fostered a dispersed yet cohesive readership attuned to recurring Mythos signals, enabling stories set in Hungary, Central America, or Central Asia to resonate as chapters of a single, vast, unsettling chronicle.

The collection’s tales crystallize interwar preoccupations: the fragility of modern knowledge, the seduction of antiquity, and the fear that excavation—literal or scholarly—might awaken something irreversible. From 1931 to 1936, Howard adapted cosmic horror to the pulse of adventure, and filtered global headlines through a Texas-born sense of grit and fatalism. After his death, mid-century editors and small presses, notably Arkham House (founded 1939 by August Derleth and Donald Wandrei), preserved and reframed this corpus, ensuring its integration into the broader Mythos tradition. Read together, these stories are historical artifacts themselves—products of a world racing forward while staring into the abyss.
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    The Children of the Night
After a blow to the head, a scholar experiences a visceral ancestral memory of humankind’s clash with a subterranean, inhuman race, casting suspicion and dread over his present-day circle of occult-minded friends.
The Black Stone
A researcher journeys to a remote Hungarian village to examine a sinister monolith linked to forbidden lore, glimpsing traces of an ancient rite and a nonhuman presence.
The Thing on the Roof
An antiquarian who acquires a relic from a Central American ruin finds himself hunted by an unseen entity, with the mounting peril revealed through secondhand accounts and grim aftermaths.
The Challenge From Beyond
A strange crystalline artifact swaps a man’s mind into an alien body on a distant world, forcing a struggle against vast, inimical intelligences in a collaborative, round-robin tale.
The Fire of Asshurbanipal
Two adventurers seeking a fabled gem in a buried desert city uncover an artifact whose power awakens ancient forces, turning their treasure hunt into a fight for survival.
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THERE WERE, I remember, six of us in Conrad's bizarrely fashioned study, with its queer relics from all over the world and its long rows of books which ranged from the Mandrake Press edition of Boccaccio to a Missale Romanum, bound in clasped oak boards and printed in Venice, 1740. Clemants and Professor Kirowan had just engaged in a somewhat testy anthropological argument: Clemants upholding the theory of a separate, distinct Alpine race, while the professor maintained that this so-called race was merely a deviation from an original Aryan stockpossibly the result of an admixture between the southern or Mediterranean races and the Nordic people.

"And how," asked Clemants, "do you account for their brachycephalicism? The Mediterraneans were as long-headed as the Aryans: would admixture between these dolichocephalic peoples produce a broad-headed intermediate type?"

"Special conditions might bring about a change in an originally long- headed race," snapped Kirowan. "Boaz has demonstrated, for instance, that in the case of immigrants to America, skull formations often change in one generation. And Flinders Petrie has shown that the Lombards changed from a long- headed to a round-headed race in a few centuries."

"But what caused these changes?"

"Much is yet unknown to science," answered Kirowan, "and we need not be dogmatic. No one knows, as yet, why people of British and Irish ancestry tend to grow unusually tall in the Darling district of AustraliaCornstalks, as they are calledor why people of such descent generally have thinner jaw-structures after a few generations in New England. The universe is full of the unexplainable.[1q]"

"And therefore the uninteresting, according to Machen," laughed Taverel.

Conrad shook his head. "I must disagree. To me, the unknowable is most tantalizingly fascinating.[2q]"

"Which accounts, no doubt, for all the works on witchcraft and demonology I see on your shelves," said Ketrick, with a wave of his hand toward the rows of books.

And let me speak of Ketrick. Each of the six of us was of the same breed that is to say, a Briton or an American of British descent. By British, I include all natural inhabitants of the British Isles. We represented various strains of English and Celtic blood, but basically, these strains are the same after all. But Ketrick: to me the man always seemed strangely alien. It was in his eyes that this difference showed externally. They were a sort of amber, almost yellow, and slightly oblique. At times, when one looked at his face from certain angles, they seemed to slant like a Chinaman's.

Others than I had noticed this feature, so unusual in a man of pure Anglo- Saxon descent. The usual myths ascribing his slanted eyes to some pre-natal influence had been mooted about, and I remember Professor Hendrik Brooler once remarked that Ketrick was undoubtedly an atavism, representing a reversion of type to some dim and distant ancestor of Mongolian blooda sort of freak reversion, since none of his family showed such traces.

But Ketrick comes of the Welsh branch















































































OEBPS/Images/cover.jpg
THE CTHULHU
MYTHOS -

=g =

Collection





OEBPS/Text/GP_Logo.png





