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Jarry, lirremplacable (3), le surale de lettres (4), or the creator
of thc College de Pataphysigue (5) is mainly known as the author of
Ubu Roi, or rather Ubu Roi himself. Jarry appeared on the literary
sccne in 1896, just at thefn de siecle and right in the middle of what
Professor Roger Shattuck called La Belle Epogue(6). Hence Andre
Breton describcd Jarry as the precusor of thc surrealists(7)and almost all
drama critics regard him as the carliest forerunner of the theatre of the
Absurd. Antonin Artaud found all his theorics in Jarry's writings,
and thus established a theatre after his neme, Jarry's Thcatre in 1927(8).
ArteLd's friend and disciple, Jean-Louis Barrault paid homage to both
writer9.: Jarry and Artaud, by presenting Jarry's works to the stage
in a play called Jarry sur la Butte@9), which was dedicated to Artaud. The
title is in imitation of Jarry's ffth playin Ubu's cycle,Ubu sur la Butte(10).

Andre Lebois, one of the earlicst biographers of Jarry asserted
that most of the material regarding Jarry is bassed on anecdotes.
However, the Expojarrysition, orgaaised by the College de Pataphysigue
in 1953 exhibits Jarry's works,letters and manuscripts, and hence opened
upa mine of knowledge for research. The Catalogue of the exhibition
supplied in itself a fruitful feld of information. The Gallerie Jean
Loize displayed a great number of documents, while the BibLiotheque
Natioal bought a large number of Jarry's unpublished letters. The rest
of Jarry's collection of' manuscripts is available at the Mercure de France.
Thus the researchers have access for researoh;and ever since scholars of
literature in general and drama in particular have been trying to investi­
gate Jarry's life and works. Researches so far have been done either on
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Ubu Roi, the French version and from the French point of view, or on
the Bnglish versions from the English or American views. The most
important studies, and perhaps the latest are Henri BEhar's French
critical study, Jarry le monstre et la marionnette(l1), ad Judith Cooper's
analysis, Ubu Roi : An Analytical Stdy (12). No scholar, however, has
yet attempted a comparative study of French and English versions of
Ubu Roi in assessing Jarry's theatre, in order to fnd out the secret of that
incredible persona, Ubu alias Jarry that has such.a tremendous impact
on the theatre of the world. Jarry dared to put on the stage the "Savage
God'' as Yeats descibes it (13), while Beckett turned it to the invisible
«Godot'(14), nd Vian portreys it in "Schmurz"(15).

Jarry and Ubu have one end the same background; the writer's
formative years work for both creator and created persona. Roger
Shattuck sums up Jarry in one sentence : «His life and his work united
in a single threat to the equilibrium of human nature''.(16).

Laval was Jarry's birth place; in a mocking pronouncement he
boasted of being born on the feast of the Nativity of the Holy Virgin,
September 8th, 1873. Because of the nearnes of Laval to Brittany Jerry
called himself a Breton. In the Bibliographi des auteurs modernes de
langue Francaise (17) Jarry is called Alfred-Honri Jarry. Anselm JarTy,
the father, was a salesman for a wool factory and had to be away most
of the time , and thus saw little of his family. Caroline Ouernest, the
mother, who boasted of her nobler ancestors was not satisfied with
her husband's fortunes or personality. She was the daughter of a
judge in Brittany; well-educated and wes convinced of her own artistic
gifts. Her eccentricitics in appcarance and belaviour as well as her
treatment of her husband and children recall Wilde's mothcr. She
spoilt her son AIfred to a great extent, and treated her daughter Charlotte
as a domestic servant. From an early age Alfred was very much attached
to his mother and sister, while expressing his dislike to his father. The
mother's love had a deep infuence on Alfred's Life and work. It is
interesting to note that the mother and her other: ن were confned part
of their lives for insanity (18). Jarry inherited a good deal from both
parents; as he himself later on described it in the Ubuseque style :

Our father was a worthless jokerwhat you call a nice old
fellow. He no doubt made our older sister, a girl of the '1830
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period who iiked to put ribbons in her hair, but he cannot
have played mu :h ofa rolein the confection of our precious person.
Our moticr wasalady 0f Coutouly anccstry,short and sturdy,
wilfl and full of whimsy, of wlom we had to approve before we
had a voice in the matter.(19)

From tle agc of four and a halfJarry's days were bound by school
discipline. His mother used to escort him to the enfants's class at he
LycEe. Jarry himself describcd those carly days in school in his novelette
L'Amozr absolu (1399) (20). Madame Joseb, i this story represents
Jarry's mother, and Emmenuei, Jarry himself; the main situtations
of the episode are enLircly autobiographical. The daily trip to school,
the strects and their landmnarks through which He, accompanied by his
nothe passed are reorded; the children in his class dressed up like
girls are described,and the dread figurc of Mme Vend is to complet. the
picture. I is tableau vivant of an imaginative, sensitive child in his
woaderland, where everything scemed so chaotic that even language
had overpasscd its convcntional connotation into dark, deep, and far­
fetched mcaning.

JArry's mother immediatc!y after thosc early days left her husband
and took her chidren avay to Saint-Brieuc o1 the Brittany Coast, where
hcr father had rctired. Jarry missed the mncdiaeval atmosphere of Leval,
but fter roamig in thc new placeh began to love it; he ws twelve and
had t0 stay there for thce years. Hc was imnediately enrolled in the
Lyc& Anatole Le Braz; and in addition he had private tuition in both
English and German, showing e fair for langu?ges. His sister was
taught to play the piano. At that timc his maternal grand-mother was in
a mental home; there wasa mental instability in the mother's family.
His uncle also was subject to fits of nervous depression.

Jarry was eventualy transferred to the Lycee proper, where one of
his teachers M. Petit was a friend of the family and Jarry would go
fishing with his son. A picture of the two boys fishing is to be found in
the Mercure de Faace collecticn of Jarry's papers. It shows a genere]
vi w د of le legu, with boats drawn up at the quayside, and the line
of hills enriching tHe river valley of le Gouet. During those years,between
the age of twelve and fftecn, Jerry devoted himseif to feverish litcrary
activity. He wa writing veTses,which later on ere dismissed as Worth:ess
Juvenilia, but Jarry kept all the maauscripts of Saint-Brieuc; they are
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entitled : Saint-Brieuc-des-Choux, Anecdote, Le Choeur et te Taurobole,
L'Antliade, Les Antliaclastes, La Grande Procession du Choeur d'estime,
and Bidasse et Compagnie.

These verses are collected in the Antlia cycle; 'Antlia' is the latin
and Greek equivalent for the Frcnch 'pompe'. Jarry, later on transferred
these witty words into ponpe-&-merdre. Those early writings arc not of
literary value, but they show clearly the genre Jarry chose to treat and to
master. That genre is the invective tradition of Rabelais, and be fore
him Aristophanes. This is the old tradition of 'le grand guignol', instead
of the realistic persona, which is big enough to pour their biting satire in.
That literary weapon was almost forgotten, but Jarry revived and
excelled in it to the extend of the Absurd. The revival of 'ke Grand
Guignol' has bcen alsc taken up by Antonin Arteud in France, and
Edward Craig in England, and later on by most of the playwrights of
the theatre of the Absurd in ordcr to attain their Total Theatre (22).

A month after his fifteenth birthday Jarry got a prize in Latin,
and thus reached a turning point in his life. His mother decided to
uproot herself once more for his sake, and they al moved to Rcnnes,
where they tock lodgings in the Boulevard Laennec. In OctoEer 1888
he entered the LycEe at Rennes, where the Ubu cylce begen. Rennes
is forty miles from Laval, where Jarry's father remained to save
som of his failing fortunes in the woo] business.

At Rennes Jarry was described by one of his scioolmetes as bcig
short, thick-set, a spring-like step and the agility of a cat. He had a
scrunched up little face which was further twisted by a racking cough.
"with his steep brow,keen eyes,and grating voice,'writes Henri Hertz,"he
hewed his own path through the wilderness, running any risk, rebuffng
people fearlessly, his squat torso planted frmly on bandy legs.'(22)

To his enthusiasm for fshing Jarry added cycling; hence his legs
were bowed like those of a cavalryman. His subsequent idiosyncrasies
of costume and behaviours were now in process of formation,so that
at this early stage he already made a fetish of disorder. His jecket was
grey with the dust of weeks or month to the despair of his mother,and the
amazement of his class. It is reported too, that he had surprisingly
soft eyes. Despite his abrupt manner, had a charm which always
disarmed his enemies. Casual frienship did not come easily to him,
but he formed bonds of extreme intimacy with a few schoolmates, parti-
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<cularly with Henri and Charles Morin, with whom he colaboreted in
writing, staging, producing and acting in early versions of Ubu's cycle.

Ubu was originally their professor of physics at Rennes, professor
Hebert, or PEre Heb, or le P.H., or Pere Eb, or Pere EbE, was a well­
meaning, obese, helplessly incompetent teacher such as boys imnmcdiately
recognize as their butt. The main characteristios of Pere Feb were
physical : a giaouille, or belly, of immense proportion; three teeth:
one of stone, one of iron, one of wood;a single, retractable ear; and a
body of misshapen that he could not pick himself up if he fell down-as
he often did.' (23) Many of these characteristics had been used in a play
written by Jarry's friend Henri Morin, in collaboration with his old
brother Charles Morin, entitled Les Polonais,which was the culminating
piece of a series beginning wih Les HEritiers, La Bastringue, La Prise
dIsmail, Le Voyage en Espagne and Don Fernand d'Aragon. Henri Morin

·related the origins of these plays in his letter to Charles ChassE, expres­
sing how Jarry was fired with enthusiasm when he saw the ManuscripT
of Les Polonais in the winter of 1888. Morin Wrote :

La chose Etait facile. Nous habitions cett Epoque une
grande maison qui existe encorc aujourd'hui et dont les combles
immenses se pretaient admirablement a 1'installation d'un thEatre
d'amateurs. Jarry, fort artiste, eut vite fait de brosser !cs
dEcors; et les acteurs (ainsi quc le public se trouverent aiscment
parmi nos camarades de'classe."(24)

This was the beginning of their ThEatre des Phynance; first it was
established in 1889 at Henri Morin's attic with Jarry as Lmprcsario,
scene-painter and star' (24). Secondly in 1890 as a rcsult of the Morins
family's moving to another house, the theatre transferrcd its activities
to the rue BElar, where Jarry installe a mRrionnettte slow, when his
sister Charlotte helped to make the puppets; thirdly a shadow theatre
replaced the puppets bccause it was fcund technically diffcult to
handle thcm efrectively (25).

This was the ur-text of Ubu Iui, the play that shocked Paris six
years latcr. ln theJarry marionnettes were the specialty, amedium
for which Jarry Rever lost his passion. The origin of the name, Ubu,

was Jarry'sinvention;it came from his idle speculation on'theword-sound
variation of EbE-hibou - ybex. Jarry stated in Les Paralipomenes d'Ubu
how in some dim recess ofhis mind hc had entertaincd an association of
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thought with this sound. Je ne sais pas ce quc veut dire le nom d'Ubu,
qui est la dEformation cn plus etcrnal du nom de son accidental proto­
type encore vivant : Ybex peut-&trc, le Vantous. Mais ceci n'est qu'une
des scEnes de son r6le.''(26)

This name, Ubu, which cen bepronounced forward and backward
in the same way; and it sounds like the grumbling, gruntirg echo of a
child; it hase ring of fate about it. Atoncc a challengr and a mentifesto;
a slogan,_a credo. It arouscd all sorts of feelings in thc young and old;
reason plays no part in it. The sound of the name alone captiveted frst
the ear then the intellignce. Jarry and thc Morin brothers oxtendcd their
theatrical activitics to impersonating monks and courtiers in the strcets
and marketp!aces in Rennes, attacking people with sabers raising havoc
iti fearless chemical experiments. They also canoed, boxed, fenccdن 

aid wcre tireless cnthusiasts of cyclists. The bicyle bccame an assoeieted
symbol withJarry as the only means oftransportation.The three important
formative yeers in Jarry's life came to an cndin 1980. In July 1889 he took
the first part of his b?ccalaurEat without distinction; in July 1890 he got
the second part with distinction. Then he joined the premiere superier
of thc LycEe Hcnri IV. In October 1891 Jarry left Rennos for ever, he
was seventcen, he arrived in the Capital -Paris-doubtless by bicycle(27).

In Paris Jarry remained the potache, astonishing his collcagues
with his bufTooneries. He favoured an erormous round felt hat, a
voluminous capE, a purple cravet, and a hooked umbrella. One of his
schoolmatos, C. Gandillon Gens-d'Armcs, gavea very interesting account
of Jarry's life at the LycEe Hcnri IV. He preciscly described an incident
which has obviously lcft an indelible mark on his memory. At that time,
during the mid-day hour of recess, new students were asked to improvise
a specch on the most unlikely topic that could be drcamed up. Jarry's
performance beceme the talk of the school; the subject assigned to him
was Turkistan. C.G. Gens-d'Arme descriEed the onc-man show as­
follows:

«Turkistan just the ubject I know best. The Orient, my friends,
the urfathomable Orient...'' Ln a minute he was talking about the
Turks, Istanbul, Pierre Loti, AziyadE. He was recalled to the subject.
«THe subject' he said. "What else am I talking about ? Sice
when is a digression out of order ? Cicero himself in Pro Milone
...22 The audience was submerged. The bell rang and .Jarry
concludcd, " My friends, we heve treated as best we could the
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frst pArt of this ve5t subject. We shall take it up again tomorrow
at the point wherc this idiot bell is forcing us to stop.''(28).

That was the time, es Jarry himself wrote, «when a (revelation) took
place''، In Renncs Jarry hd alrcady developed interest in Latin and
Greek literaturc, and he also became acquair'ed with the revolutionary
doctrines of Kierkgaard end Nietzsche from Professor Bourdon, even
before those existentialists were translated into Frcnch. At the Lycee
Henri IV Jarry met Profcssor Honri Bcrgson et the time when hc was
introducing his theories of comedy and laughter. In addition to that was
popular at thetime such as the risc of the Russian novel with its anarchism,
occultism aDd symbolism Jerry hed his own interests in Rabelais, Shake- .
spearc, Poe, De Ouinccy, Coleridge, Greck and Latin tcxts, heraldry and
the Cabala. Gradually he geve up thc idea of going to Ecole Normale
and dccided to become an homme de lettres. During this time he had
no financiel dificultics, for his fether kept him adequatcly supplied with
funds, and his mother could be rclied on to help whenever she visitcd him.

The centrc of students activities at that time was the Closerie des
Lilas, around which there were hundreds of cafEs and bistros whereJarry
spent his fther's hard-carned money. Anarchism was the fashion in
politics, art and love. Georges Remond, in his «Souvenirs sur Jerry et
Autros"(29), describes their lives in the Closerie des Lilas. Hc gives a
detaied eccount of Jarry's relationships, pointing out that Jarry was
exceptional in that hepossessed nopetitefemme' to cook for and cuckold
him, as it was th fashion of the time. Jarry's closest fricnd, as Shattuck
asscrts, was LEon-Peu! Fargue, who was also writing verses and looking
for a placo in the litcrary world. According to Fargue, Jarry "created
a senation with his hooded provincial cape and his stovepipe hat which
wa5 tellcr then he was and glistencd like a barished metal''.(30)

In 1893 Jarry and Fargue made friends with Louis LormelG31),
and Marccl Schwob, the cditor of the literary supplement of L'Echo de
Paris (32). Schwob recognized Jarry's talent, as did the writcrs Octave
Mirbeau, Catulle Mendes and FElix FEneon who worked on thc same
paper. arry attended several of MallarmE 's last Tuesday soirEes in the
Rue de Rome, where he met Alfred Vallete, editor of the Mercure de
France, and his wife, Rachilde, who was a prolific novelist. These two
became his life long friends, even in his poverty-stricken years. Jarry's
steady attachement to Madame Rachilde perhaps was the nearest
itimavy Jarry every had. As a school boy 'Jarry used to boast abcut
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being to brotk:cls, but later on thcre wcrc rumours that he bad becn sccn
with friends of Oscar Wildc and Lord Alfrcd Douglas. Ln the various
tcxtS of Les minutes de sable memorial he wrot f homosexual lovo in a
tone of dark meditaticn of some cmotional disturbance. Such unbalanced
behaviour cost him Gourmont's friendship, because Gourmonts

mistress, Madame Borthe de CourriErc had a crush on that young poet,
. Jarry, when JeAn de Tinan played a joke by telling her that Jarry was

burning with passion for her; she believedjit. The story roached Gour­
momt's eArs, whilc Jarry did not oblige hor. He expresscd his bitter
disillusionment in Lamour en wisites.

With Remny de Gourmont as collaborator and co-editor Jarry
foundcd in October 1894 a Literary revicw, I'Yagier. After the
ffti number Jarry brokc uج with gourmont and in 1896 started ano­
ther magazine cntirely on iis own, Perhinderion (33). This paper how­
ever, cxhausted his fortne after thc second issue. During this time
Gourmont introduced Jarry to a number of literary peoplc, btt h
never lost touch with his schoolmate Henri Nforin, who was studying at
the Polytechnique. Jarry also saw a lot of LEon-Paul Fargue,{Madame
Rachildc, Vallettc and meny literary pcople.

During thcsc years Jarry livcd oTT thc Bouicvard ds Port-Royal; im
a kind of a cell which ie called his 'Dead Man's cavalry. Hs mother
visited him frequcntly in his ccll. Jarry wRs ceught in the infuenz8
epidemic, and his mother looked after him tiil he was recovcred. Unfor­
tunatcly shc herselF fEll ill and died soon after. The same epidemic
carried ofT the father within a week. The mother's dcath spoil this
pleasure of sceing his first piece of writing in print. The Echo de
Paris had organised a literary competition which Jarry entered. On
23rd April 1893, just seventccn days before the mother's death . the
Echo de Pris published Jarry's Guignol. He was awarded a prix de
pr0se, and also obtained a poetry prize for the same paper with three
prosc poems. Along with MallarmE, Gide, Remy de Gourmont, and
Fargue, Jarry bccame a contributor to Lormel's L'Art Litterature, wher>
he published two articles (34).

In the Guignol Jarry's Ubu made his first bow as Monsieur Ubu.

After publishing a number of literary works, on 3rd April 1894
Jarry bccame a share-holder in the Mercure de France. Gourmont,
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as R. Shuttuck stated, had been one of his most .sympathetic admirers,
reviewed his first book in the Mercure, and planned an article on him for
le Livre des Masgue.

Shattuck asscrts that Jarry had becn called up for millitary service
in November 1894, but Geroy, in his hilarious article on Jarry as a
soldier gives the date a year later in November 1895(35). Howevcr the
importAnt issue is thAt how Jerry's cccentricities got him out of it.
Jarry actuelly rcported to the Corbincau barracks at Laval, And was
enrolled in the tenth Infantry Rcgimnent. He could not put up with the
pcttiness, stupidity and degradation of day-to-day barrack life. GEroy's
account is most intercsting; it describes Jarry's first'day in the barracks
when he was assigned to a hlf-human corporal by the name oT Boailly,
who made a fEtish of discipline and sct out to break this stuntcd long-ا -

haircd recruit to any !ife. Jarry was alays polite, but he was comic by
nature particularly ir his outsized uniform. In a matter of weeks he
wvas releascd for health reasons, because his behaviour had turned the
whole barracks into a stage of ferce. The Comision de reforme had
him relcased on the grounds of "imbtcillittغ prEcoce''. Jarry'5 svcond
return to Paris brought him to the threshold of 1896; the ycar of his
literary glory and fame was at hend.

The year }896 was undoubtedly the most important ycar in the
literary career of both Jarry and Ubu. In April and May the complete
play, Ubu Roi ou les Plolomais, appcared in two installments in Paul
Fort's Le Livre d'At. It was then published in book form by The Edit­
ions du Mercure de France on June II. The subtitle exprssed Jarry's debt
to the schoolboy experiments in Rennes: «Drame cn cinq actes cn prose''
Restiruc en son integrite/tel qu'il a €te rEpresentE par/Les Marionnettes
du Theatre des Phynances en 1888.2 On Deccmber 10, Ubu Roi fnally
reccived its first perfcrmance. From that day on A!fred Jarry and Ubu
have become classical fgures in the World Theetre.

Early in 1896, by ٤ stroke of luck, Jarry was invited by LugnE-Poe
to become secretaire-regisseu of the ThEAtre de 1'Oeuvre, the most
avande-garde theatrical group in Paris at the time. Jarry ofercd Les
Polyedres and Ub Roi as well as his own adaptation of Ibsen's Peer
Gynt for presentation. Lugne-Poe was rathcr hesitant and thus he
wrote about Ubu Roi: ... "il m'avait communique no achEve Ubu Roi,
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qucje ne savais par qucl bout prcndre pour le realiscr la خ scene'' (36).
Jarry who had not forgotten his experiences with marionncttes in the
attic at Rennes, realized that there was only one suitable ،way to stag0
UBu Roi, and that was en guignol.

In January 1896 Jarry wrote a letter to LugnE-Poc; this long letter
was later published as a prcface to the play, giving his idcas on the way
to produce it :

Cher Monsicur,

... Ub Roi vous a plu et forme un tout, si ccla vous convenait,
je pourraisle simpLifier un peu, ct noas aurion un chosc qui

serait d'un efrct comiquo sir, puisque, a une lecture non
prEvenue, elle vous avait paru tcl!c.

Il serait curieux, je crois, de pouvoir moDtcr cvtte
chose (sans aucun frais du rcstc) dans le goit cuivant :

1. Masque pour le pcrsonna.ge principel, Ubu, lrguo]
masque je pourrais vous procvrer au besion. Et puis je
crois que vous Etes occupE vous-mEmc de la Guetion
masqu%s.

2. Une tete dc cheval en certon qu'il se pendrait eu cou,
comme dans I'ancicn thEatre anglais, pour 1s deux sculc
scenes Equesters, tout dEtails qui Etaient dans l'csprit dc la
piece, puisque j'ai voulu faire un 'guignol'',

3. Adoption d'un seul dEcor, ou mieux, d'un fond uni,
supprimant les levers et baissers de rideau pendant l'acte
uniquE. Un personnage correctment vEtu viendrait, comme
dans le guignol, accrocher une pancarte signifante le lieu de
la scene (Notez queje suis certain dc la supErioritE "suggestive''
dela pancarte Ecrite sur le decor. Ur decor, ni ane figuration,
ne rendraient 'I'armEe polonaise en marchc das IUkraine).''

4. Suppression des feules, lesquels sont sovent
mauvaises a la scene et genent 1'intelligence. Ainsi, un seul
dit : "Ouel tas de gens, quells fuite, etc.".

5. Adoption d'un accent cu mieux d'une ''Voix'' spEcial
pour le personnage principal.
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6. Costumes aussi peu coulcur 'locale ou ;chronologi­
ques que possible (ce qui rcnd mieux lidEe d'une chose
6ternelle', moderne de prifEerence puisque !a satire est mo­
derne, et sordide parce que le dramelen paraft plu5 miErable
et horrifgue' (37).

·Obviously in this addrcssJarry 5tresscd the guignolesgue apccts of th٤
play. His ideas on theatrical techniques wcre discussed further in
another article, «De 1'inuilite du ThEatre au ThEAtre" (38), in which he
eliminatcd complcte!y the conventional scts as "decor'', in his view, is
hybrid, noithr enuirely maturalistic nor cntire!y artifcial'. He rcasce­
rted hi3 belief in masks, which convey, 'a character's eternal quality',
Jarry carcfully defined "universal gesture' as opposed to ordinary pan­
tomiNhc, which cries out for words. Ther the voicc, shouid be that of a
puppct.

Jarry had his own way with the frst performance of Ubu Roi; a
detailed description of the premiere is worth quotod :

Before thc curtain went up, a crude table was brought
out, covered with a picce of old sacking. Jarry eppeared,
1ooking dead whitc, for he had madc himsclf up likc astre­
etwalker to face the footlights. Nervously sipping from a
glass, he spokc in his fattest, most chippcd ton:s. For ten
minutes, he sat in front oF the explosive crowd, thanking
the pcoplc who had helpcd in the prouciion, referring
briefly to the traditions of the Guignol tbcater, and men­
tioning the masks the actors would were and the fact that the
first thrce acts would be performed without intermission. He
coacluded in a more properly Ubuseque vien.

«In any case we havca perfect decor, for just as onc good
way 0f sctting a play in Eternity is to have revolvers shot of
in thcycar 1000, you will sec doors opcn oa felds of snow
under blue skies, fire-places furnished with clocks and swinging
at thefoot of a bed so that little elephants standing on book­
shelves can browse on them.

«As to the orchestra, there ispnone. Oaly its volume and
timbre will be missed, for various painos and precussion wil
<xecute U buc3yueت themes from backstage. The action whici
is about to begir takes place in Poland. (39).
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Jarry vanished with his table, the curtain wcnt up on the sct-the
handiwork of Jarry himself, aidc by Pierre Bonnard, Vuillard, Tou­
louse Lutrcc, and. Serusier. Like evcry other feature of this perfor-­
mence. the set has becn describcd coutless times. Arthur Symons, one
of the fcw Englishmcn present at this "sympbolist farce'' as he calls
it recallcd every detail.

،. the scenery was painted to repregent, by a child's conve­
ntions, indoors and out of doors, and evon the torrid, tcmpre-.
rate, and arctic zones at once. Opposite you, at the back­
of the stage, you saw applc trecs in bloom, under a blue sky,
and against the sky a small closcd window and a fire-place ....
through the very midst of which ... troopcd in and out the.
clamorous and sanguinery persons ofthe drama. On the left
was paintcd a bed, and at the foot of the ted plamtrce6 ..a
door opened agairst the sky, and beside the door a skelcton.
dangled. A venerable gentlemnan in evening dress, trotted
across the stage on the points of hi5 tces between every. scene­
and hung tlc new placard on its nail. (40).

Als0 present in the theatre was WiIem Butler Yeats, his dEsc­
riptin of the performance is also worth quoted :

1 g0 to tho 1st performance of Jarry's Ubu Ror, at tHe Theatre
d¢ L'Oevre, with Rhymer who had been so attractive to tHe
girl in the bicycling costumE. THe audience shake their fsts
at one another, and Rhymer whispers to me « Thcrc are
oftcn ducls after theso performances'', and explains to me
what is happcning on the stagc. The players arc suppoed
to be dolls, toys, marionnettes, and now they are all hopping
1ikc wooden frogs, and I can see for myself that the chief
personnage, who is some kind of king,'carries for asceptrea
brush ofthe kind that wc use to clean a closct. Fceling bcund
to supporءt thclmost spirited parvy,,we have shouted for tHe play,
but that niglt at the Hotel Corncille I am very sad for crcdy
objcctivity, has displayed its growing power once more I
say. After S. MallarmE, after Verlaine, after G. Moreau,
after Puvis de Chavannes, after our own verse, after tEe faint
mi.ed tints of Condor, what more is possible ? After ws the
Savage God. (41)
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Obvious!y as Roger Shattuck asserts « No event marks more clearly
than thi; the close of one era and the imminence of another.. This
singlo performanze assvred Jarry's celebrity far bcyond Literary
circles. (42)

Ln Octobcr, 1897, the Editions du Mercure de Franco pblished an
«e1iti1 f%-simila atographique' of Uby Roi that included the music
whicH CIae TErrasse hadcomposed for the original production of the
play. (43). Ne2rly ayear lat6r, in Jaauary 1898, Ubu Roi wes performed
bv marionaettes at the'ThEatre dos Pantins, which was actually the stu­
dio 0f Cla:de Terrasse. The marionnettcs belonged to Picrre Bonnard.
Louisc Franc, the origina! MEre Ubu, was the voice of Mere Ubu. One
membcr of the aulicncc later reportcd tht Jrry himself wv5 thc voice
of Pere Ubu. (44)

Ln 1899, Jarry wrote a third Ubu play etitle Ubد enchainE as a
.cotre-partie of UbuRoi. Ubu has decided to mend his wickcd wvays and
to bcco=o a lave. But his idcs of servitudo are just as strangs as ii6
idcas 0f kingships. He forccs his scrvicos on a young lady and hor uncle,
and completcly disrupts the household until he is thrown in prison
.and finally cndcmncd to be at galley slav. He accepts his fate wvith
great courago, and looks forward to ncw adventures in now lands.
01g pد rticulary cfvctive sccnc prescnts "les Trois Hommes Libres'
and their c0-pral who gives them cmm2nds which thcy nver obey
in orde to prove that they are freemen. Thcir motto is "L'idiscipline
،aveugle et de tous les instants fait la force principale dcs hommes
Jibres?(45).

The following yoar, a shortencd version of Ubu Roi, eatitled Ubw sur
la Butte, was presented at theOuat'ZArts,4a caberet in Montmarte, by
the mzrtionnettos of theTheatre Guignol des Gucu!es de Bois with the
partioipation of Anatole from the Guignol des Champs-ElysEcs.This was
the last pcrforance of any of the Ubu plays during Jarry's lifetime.

Topay homagc t0 Jarry, Jean-Louis Barraultin 1970 prescnted allJarry's
writings and theories in a play cAlled Jarry sue la Bute (46). Ubu sur la
B»tte was not published until five years later in 1906 by Sansot in a
·cllection ctitled 'Tieatre Mirlitonesque.' It was supposed to be
followe by the publioAtion of Ubu Cocu, which never appeared.
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On November 1st 1908 AIfrcd Jarry dicd at the age of thirty
four. He had lcft an indcliblo mark on the thoatre of the world. In.

March, 1908,Ubu was -rcvived at the Theatre Antoine with somcwhat
more success than the original production; Firmin Gemir rc-created
the title role. Then Ubu fell into odlivion for severel ycars.

It was rot until 1921, fourtcen years after Jarry's death, that
there was a revival of interest in Ubu Roi which resulted in e sccond
critical battle over the play. It was occasioned by the publication of
a pamphlet entitlcd Sous le Masgue d'Alred Jarry? Les Sources dUbu٠
Roi, in which Charlcs Chasse contested Jarry's authorship. of thc play.

In February 1922 there was arother revival of Ubu Roi at the
ThEatre de [Oeuvrc, directed by LugnE-Poe himself and feeturig Rene
Fauchois and Jane Picrly as Pere and Mere Ubu. Unforunately this
production, though"Lugn6-Poe cxpccted it to be "Le Triomphe dUbu''
turned out to be a failure. (47).

In 1926 Antonin Artaud established Alfred Jarry Theatre and
for three seasons Ubu Roi appcared on the stege agein. There Were n0.
further productions till 1937, when in September, Ubu EnchainE, fnally
reccived its frst pcrformance by the «compagnie du Diablc Ecarlate?'
at the Comedie des Champs-Elys€e.

In the spring of 1945, Ubu Roi was revived at another of the
avant-garde theatrcs, the Vieux-Colombier. Again the production wes
less than a success. In 1947, UBu Roi was rc-editcd in Paris by Marcel
Sautier. Pcrhaps an even more important evcnt in tlie cerecr of Jerry
and Ubu took place :n 1948 and 1949, the founding of the College de
Rataphysique whose mcmbcrs are dcdicated to popularize the works
and theatrical tcechings of Jarry in their Cahiers and Dossiers.

Ubu Roi was also beginning to attract attention outside of France.
In 1942, VVV,a surealist megezine in New York cdited by David Harc,
Andre Breton, and Max Ernst, published a translation of parts of
«Guignol"". In December, 1954, e translation of Acts I and II of
Ubu Cocu by Cyril Connolly apreared in Horizon. Connolly called
Ubu «the Santa Claus of the Atomic Age.' The frst English

88



translation of Ubu Roi, by Barbara Wright, was published in 1951 in
London by the Gaberbochus Press and in NewYork by New Directions.
The translation itsclf is quitc pcdcstrian; it had several reprintings. The
ycar 1952 saw performanccs of Ubu in both London and New York.
THe London production, directed byWilliam Jay, uscd Barbara Wright
trenslation. The masks and progrmmc wcrc dcsigncd by Themerson.

- The New York production at the Cherry Lane Theater in August uscd
an unpublishcd trenslation orcdited ،to Jane Warren and Arnold
Dcorce, supposed to Ee thc pen namcs of Judith Malina and Julian Bcck.

One of the most stcccssful productions of Ubu was thc one givcn
in Paris by the ThEatre National Populaire directed by Jean ،Vilar; it
combined Ubu R.i, Ub enchainE, end Ubu sur la Bute. In 1962 the
Librarie Cenerale Franceisc published in a Livre de Poche edition
Tout Ubu, which included all JaIry's writing and so fer thc mnost rcliable
cditicn.

Anothcr Engliah translation of the play, cntitlcd King Turd, by
Bcvcrly Keith and G. Lcgman was publishcd by Bo%r's Hcd Books
in Nw York in 1953. Michael Bcnedikt ard Guorge Wellwrrth hare
also translatcd Ubu Roi, simply as iing Ubu, which is inciudd in their
edition of Modern French Teater, published in NewYork y ا E.P. Dutton
and Co. in 1964.·

Growing intcrest in Jarry's work promnptcd the Evergreen Review
to dcvoto a complcte issue, cntitlcd 'Patephyics is thc oniy Scionce',
appcarcd in May-June, 1960, for Jarry and his followers in the Colcgo
de Pataphysiquc. It was cditcd by Roger Shattuck and Simon Watson
Taylor. In 1965, Sh2ttck and Taylor cdited Selected Worls of
A/fred Jarry, which was also published by Grove Press. Finally in
1968, Grove Press publishcd Te Ubu Plays, cdited by Cyril Connoly
and Simon Wetsoa Taylor, which I am using in this study. Ht contains
translations of all thrcc of the Ubu pleys; and thcy arc tho best transla­
tion so far. A close comparison, howcvcr, would show.،how much the
play has lost in tie process of translation, and also how difficult to
translate such a work.

Uba Roi was again prcscnted in London in the summer of 1966
at thc Royal Court Thcatr in an adaptation by Ian Cuthbertson. The
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most notable aspcct of this production was tle fact that Mere Ubu
was playcd by a man, like the Dar.e part in pantomime.

The lasting qualities of UBu and thc growing recognition of'
Jarry as akey fgurc in modern French literature were well demonstreted
during the Parisian theatrical season o£ 19701971. In October 1970
there were both the opening of a revival of Ubu Roi and the opening of
a new production, written, produced, and directed by Jean-Louis Bar­
rault, cntitlcd Jarry ،swr la Butte, which was a tribute to Jarry as a
Iitcrary figure. (48).

In 1978 Londo1 sew anothcr production of Ub Roi in French
by theYoung VicCompany, which cnjoyed a long run and had an cxci­
ting rcception. U5u Roi will continue eftrecTiig tl:e tHcatre-goers as.
it is a classicel satire of tFe univcr:c.

PART I.

"LA FANTAISIE VERBALE»

... L fantei:::E vcrEe'c ... constittc un jcu liEErE cu ovci de٠
la signifcation ct plzct oUs ؟ 'e sigre d ،le gratuitE. Preti­

qvcr.cnt, i] y afanteisie 1ertclc des qve le rlz.isir d'asccm­
blcr !es mots ct de jo:rr arcc cux prcnd l0 ps sur la vo­
lontE de signiicr ... un tcte qui fait la part tel!e A la fentaicie
verbale pett fort bion signific quclqUe chocc; mais l sens
ainsi foarni ene pour bien Reu dans 1'efTet comiat produit
sur le 5prcteteur .{49).

«La fantaisie vcrEale'' is, rcrhaRs, the most appropriat cescri­
ption of Jerry's langavgc. As M. RoLert Garapon defres it in the
atore qUotation; yHat kccame kr:OWn as "}e parler Ubu' is madc up
of a varicd and piqueIt 1ocaEuler!y tl:at ircludes numLerous rcolo­
gisms and archaisms es well es musical variations of slang, scetology,
jargons, andcoired expresions, that are based on sound efrect rether
than any signifcncc. Jerry proved a master in using evory tcchnique
of the burlesque style of all agcs ftom RaEelais to the poetes maudits;
the use cf reRetitions, e.ccumulatiors, exaggerations, building-up jar­
gon5, unusual puns, and rHetorical patterns. Jarry, likewi±e SHeridan's.
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Malapropisp, and Wide's Banbarism created what the Parisian literary
«circlcs dubbcd "le parler Uhu'.

The language of Ubu Roi is second in 'importance only to the
fgure of Ubu himself, and in fact dramatically linked to his character.
Howewor, in certain sconcs the cmcdy of langu?ge seems to takepre­
cendcace, at least momeatarily,ovcr the comcdy of charactcer and situa­
.atio. Certain 'mot'' like the opening one 'Merdre'' which first shocks,
threatens and insults, thea tickles, gets hold of all the action, even­
tually becomes the dominant themc through its rhythmic cffect.
Jarry "fantaisie verbale'' does not only enhanc6, but it adds anothcr
dimension; it has a symbolic as well as a functional aGpcct as part of
the whole satire. Jarry cxcelles' all his predecessors in his pure verbal
virbosity; he thus provides thc playwrights of tHe thcatre of the Absurd
with a fruitful sourcc for tleir 'gmes of words'', with their inco­
hercnce, disintegration, and silly platitudes, as representcd in the style
of writcrs from Artaud to Beckett.

The language of Ubu Roi simply refects Jarry's vicw of the human
soul as grotesque and absurd. Ubu': pompous vcrbosity which usually
re2ches its summit, sudd.•nly brcaks down or runs awAy 0ut of control
likc a mchinc gonc mad. This tcchniguo is used elahorately by inesco
in The Blad Prima Donna, aad Beckett in Waiting For Godot, particularly
in thero!es of the fouc main characters in the former and Lucky in the
latter. "Le parler Ubu'' is only a distorted version of our 'own language

.and that of our most sacred institutions. Like all the satirists before

.Jarry, and the avaat-garde writers after him, language is not only a
mirror of a certain society; it is an outward manifestation of man's
basic nature. The initial word, Medre, in Ubu docs indeed sct thc tone

·for all that is to follow in the world modern thcatre. The audience of
that performance reactcd to it, as if it were a battle cry. In a way it
was a cry for a complete change in the. theatre.

I ht sن part my attempt is to examine Jarrry's language lingui­
stically and dramaticaliy from thc French and English points of vicw,
·tطrough a close comprEtive-study of the origina! Ub and the latcst
.and perheps the most reliable translation of UbPlays by Cyrill Connolly
.and Simon Watson Taylor.(50) The translators as3ert that "Jarry's
.use of language in the Ubu playsis asة unusual as the evcnts he recounts.
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The schoolboy jargon, the changes in pace end style betwcen staccato،
repartEe and mock-Shakcspearian heroic dcclamation, the puns and
obscure jokes all prcsent their particular problems. And then thore ar6
the ingenious vcrbal'inventions. The highly suggcstive oaths (merdre,
cornegidouille, cornephynance), insults (bouffresquc, salopin, bourrique)
and anatomical references (bouzinc, giborgne, oneilles) which abound,
particularly in the two carlier plays, derive dircctly from tbeaccumulated
repertory of slang 0f thc HELertiquo saga of Rcnes, end chellenge one
to find suitable cquivalents in English. Howis one ،to duplicate the
m3;e3tic, tonguc-rolling orority ؟ of the wت rd merdre, given only our
bleek, unhcroic "shit' to work on ? THe aerated hiss of "pschlitt"
provided som6 labial setisfaction but can only be considcred the best
of several ihadcqu?tc altcrnativc. On the other hnd, Cyril Connolly's
tTiumphant conversioa of cornegidouille into hornstrumnpot gave the
English languegc a ncw cxpletive when in 1945 He first presented his
version of Ubu Cocu in the pagos of Horzon.'' (51).

Tranalating sد nh !enguge i5 rcally e "challengc', Lccaure the
sound 0f words pleys 2 mjor ro!0. TEe sownd is to providc mrcering,
cfvct, rhythm, parody aad rhyme. Jarry UGes all kinds of tricks, dis­
torting, invcnting, buiiding-up words and cxpressions of pompous
sound-cfrccts, thet ct!d be casily blGwn up or broken down; and to be
picked up by another charectcr to play with and on, cxploiiiig, exha­
ustirg and throwing eway. Such words become alivc objccts at
ccrtein . moments thAt thcy control tho characters And thcir ction م
insteAd of Ecing controllcd;tFcy become the min themes; they provide
tl:c main parody; in fact they are tle comedy of lerguaEe.

It is intcresting t6 analyse the title-role which became synonym
with its crea!or. Jarry himself asserts in his article, "Les Paralipo­
menes d'Ubu", in his mysterious manner hcw he arrived at that nene;

"Jc nc sais pas ce que veut dirc le nom d'Ubu, qui est la
dEformation en plus &ternal du nom de son acoidcntal prototypc cncore
wivant; Ybex Peut-Etre, le Vautor.' (52)

Later in the same articlc Jarry compared Ubu to "la bEte marine
la plus esthErtiquenent horrible, la limulo." A. Carey Tayor,
in his article on "Le Vocabulaire d'Alfrcd Jarry," points out that Jarry's-
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emphasis on words like Ybex and limule suggests that : "Jarry tendait
a croirc que le voyelle w (quisc trouve, par cxample, dans le verEe huer}
etait mieux fairc que toute autre pour cxprimer cc qu'ily a deimEpriable
dans le veule pcrsonnagc auquel il donnait sa formc defnitive.' (53)

Obviously the repctition of the singlc vowe ·u'', the explosion
f the consonant, and the brevity of the word which can be pronounced
backwerdly end forwerdly in thc semc way create an imprcssion of
ridiculousness., Thus th،: shapc and sound of thc name bar thc grote­
squeness and absurdity of the charactcr. Once one gets femliar with
Ubu no onc can be surpriscd at characters like Godot. '.

J. H. Sainmont hes suggestcd thAt Jarry chose thc vowcl «u' in
order to creetc an interncl rhymc in the choras line of the Chenson
du deccrvcla.g0 :

Hourre, corncs-a-ul, vive le Pere Ubu. (54)

The &ddition of the popular fo-m of address, Pere, to the name Ubu
I think is : highten the imprvssion of vulgcity. The name Merc Ubu
is an echo of Pere Ubu,%hich rendcrs her a complementeTy character.
Then the gran:iosc vit!e Roi is to juxtepose witi the ridiculous neme
U!:1; thus the title comtains the whole parody of the play.

Thc most important cherectcr after Perc and Mere Ubu is Capteine
Bordure, their fEllowc.nspiator who bctreys him. The name Bordure
is Jarry's invention. It is a term in heraldry in which Jarry was very
intercsted. He and Remy de Gourmont made extcnsive use of heraldic
fgures and terms in their art review, L Hmagir. Heraldry was also a
dominnt theme 0f CEsar-Antechrist, in which «L'Acte Terrestre'?
consists of a shortened and sightly modifed version of Ubu Ro. (55).

ln the name Bordure again there is a combination 0f .vowels and
consontants that produces a wulgar and rude sound.ln partciular the'r''
sound which ends each syllable created an impresion of grumblimg
tune. Carey Taylor asserts that"Nous sommes tentEs decroir e quela rime
riche que ce mot fait avec ordure n'est pas une simple coincidence.''(56).

THe three Palotins, Giron, Pile, and Cotice, Ubu's henchmen,
sound more like the names of objects than people, and are therefore
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quite apporpriate for the mechnical puppets they play. Taylor suggets
that the namne Palotin itself came from the "perhEberuique' lgcnd of
Rennes and that it was "un croisement amusant de paladin, palatin,
et salopin.(57)

An ther theatrical group of names consists of those which have a
Slavic sound. The play is supposcdly set in Poland and it retains as its
subtitle Les Polowais. 'The most important of tlzesc PoLish names are
those of the king,Venccslas, and lvis three sons, Boleslas, Ladislas, and
Bougrelas. All but the last name were common names of the kings of
Bohemia and Polaad. Jarry comments on this fact in his programme :

«Fort tard aprEs la piece Ecrite,on est' ؟ apcrgu qu'ily avait eu en de
temps anciens, au pays ou fut promier roi Pyast, hommc rustique, un
certain Togatka ou Henry au grand ventre, qui succEda a un roi Vence­
slas, et aux trois fls dudit, Boleslas et Ladislas, le troisieme n'Etait pas
Bougrclas.. Nous nc trouvons pas honrable de construire de piece histo­
riaves. (58).

The sound of the nAmcs sccms to bc of primary importance
rather than any spccific'hitorical referencc; it brings about the parody
of all historical dramas. Thc most important character of the four is
Bougrelas, whose name is nothing more than a derogato-y epithet qwith
Slavic-sound cnding (las). The first syllablc, Bougre, is t0 ryhme with
merdre. The other characers with Polish names play minor roles; some
of thcm wcre taken from history. For cxamplc, Stanislas Leczinski,
the pcasant from whom Ubu tries to collect texes in Act ILl, sc. iv., was
the name of the King of Poland in thc first half of the eigitecnth century
and was also ruler of Bar and Lorraine. Their nemos add to the Slavic
favour of the play.

Cyril Connelly and Simoa Watson Taylor kept most of thc names,
obviously realizing the dramatic importance of the title-rolc UUu. They
change Roi to Rex, for no reason; and Pere and Mere to Pa and Ma,
again to keep the degree of familiarity. The Polish names are given
English pronunciation, but tie tlree Palotins are changed to Gyron
instead of Giron, Heads and Tails which indicate their mcchanical
roles in the play. The name of Captaine Bordure is also changed to
Maonure, which is pronounccd most of the time M'nure. The only justi-
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fication here is that "M'nure'' is associated with flth and dung which
pcrhaps matches Ubu's regular oath 'Psehi+492.

However, it is intcresting to trece briNy thc original rames end
parts of Ubu's henchmen, the Palotins. They were a treditional part
of Ubu's entourage from the earliest of the Ubu cyclos in Renncs.
Their mejor role wes to extract «finance'' from Ubu's victims and to
carry out his thrcats. They play thc part of the Greek Satyr-Chorus.
Their original names refec!ed their wicked naturc : Mouchedgog,
Merdanpot, and Ouatrezoneilles. The mumEer rccalls the, three witches
in Macbeth; sound includcs the two theme-sounds of Merd and eilles
which run throughout thc play. The namcs wcrc changed to Giron,
Pile, and Coticc, and thcir roles havc bccn modifed too. Whie at times
they do cArry cut their normal functions as 'grippe-sous'' and strong
men, at othcr times they scem almost human. But they 2re no better
than Ubu and are eatrircly bound to him; they arc cven called
«Le3 Ubus'

The lingwistic pattern, which Connolly and Tayor fe!low is indi­
catcd in their tr:1sletion of the Dedication. It is a pettern which consi­
sts of ound and shape to producc the mximum effect; thcir method is
to add an cxtrc notc or two at thc beginning or the end of thc word.
Jarry's Dedicetion to Marcel Schwob is a a spcimcn of his style :

Adonc le Pere Ubu hoscha la poire, dont fut depuis conmc
par le3 Anglois Shakespcare, et avEz de lui sous ce nom
maintes belles tragoedies par escript.(59).

In English it appears :
Thcreatte Lord Ubu shooke his peare-head, whencc he is by
the Englysshe yclept Shakespeare, and you have from him
under thatte neme many goodlie tragedies in his own hande.(60)

Here the oponing word "Adonc'' which is arcbaic is transleted to
««Theratte' by adding the sufhx "atte'', instead of the additional «A'>
in French; thus the new word is two syllables with the roling" R'' in the
middle to allow an emplatic prolongation to introduc Lord Ubu.
Lord is used instead of Pere for exaltation. The Fronch verb "hoscba'
in its cightecnth century spelling with the extra letter «S" is turned
to shooke'' to.lengthen the word in imitation of the French ending

95



vowel. "La poire'' which is refcrring to Ubu's head had to bc explai­
ned, because 'poire" in French can be used metaphorically in relation
to head, but not in Bnglish. Here the translators faccd a linguistic
problem of a cultural aspect. The word Anglois is tumned to Englysshc,
which is a coined adjective on the same pattern and sound of tEeFrench.
The verb «nomme'' is changed to ths archaic verb "yolept'; the
original stem is «clepe'' which mcans «calR'' Following the same
pattern «ce'' is translated into "thatte'' with an additional «t' and a
vowel for strcss, and "belles" into "goodlie'' and the fnal 'esprit''
into "hande' with a tress on the ending vowel.

The 3ound of the additional vowel «'e'' at the end of seven words
in a short dcdication of one sentcne doos bring about a rhythmical tune
of emphatic nature, which is of a child's chanting manner or a ptppet's
talk rather than a poet's or an actor's spcech. Jarry's technique is to
combine fantazy and reality in the style as part of the characterization
of his dramatis personae. Jerry uses literary style, some of which is
old French (61), and some colloquail cxpressions with thc intention of
bringing about thc dramatic irony,upon which the burlesque of thc whole
play is based. The efTect of this style is rctained to its utmost by means
of its phonetical rendcring. Jarry's personac are far from being realistic  ؟
they arc human bcings playing puppcts, not the other way round. Ubu
is thc super-marionnctte -le grand guignol of all tragic heroc of all
classical and Shakesperean dramas.

Howfar were the translators of Jarry's work aware of this tcchniquc?
The English tcxt is the bcst answcr. The Dedication shows that Con­
noly and Tayior are eware of the over-cmphasis which brigs outRthe
puppct-like pTonunciation, to which they add a rhytmical tune. Secondly
they capture the archaic sound by using old words like "yclept'' instead
of simply "called'' for the verb "nomme'.

The dramatic persona is to be dcalt with within the text, but still
one has to remember that Jarry's characters are created through their
verbal context. The French critics Pierre Larthomas (62), Carey Taylor
(63). and Henri Behar (64) have come to the conclusion that the word
in Jarry's style is "Le maitre mot''. In my view the key-words have
leading roles; they have dlmatic control over theporsonae, motivate,
accelerate and advance action and plot. Henri BEhar asserts that "e
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langage cxclamatif, disant les rEactions primaires. paraitcommodc, facile
et naturel; il est une rEalitE en soi. Voyons lcs caractercs de cette
crEation verbale.' (65).

Ubu Roi opens with the word whicl crcates the biggcst tumult
in the history of thc stagc. Critics, playwrights, audicncc and journe­
Jists fllcd up books end papcrs with talks and criticism on Jerry Eccause
of this word, Merdre. Jarry adds the rolling sound "r' not only for
emphasis, but to give the frst and leading pcrsona, Ubu, the child's
prolonging note of grumbling. Such as inarticulate sound gives the
murmuring, growling, and rumbling manncr of complaining. The addi­
tional r makes.it nccessary to roll the middle «r' in the original word,
hcnce the efTect is doubled.

Thc translators usc the original vulgar word «shit' ina compound
- thrce - syllable form (Pschitt). The beginning sound of «PSch"
can be initially aspirted in a stresscd syllable. The sytlabic structure
in English docs not usually allow thE scqucnce"Ps' or 'Psc" 1o be
initially prcnounced in 8 word; the "Ps in "Psycology' is rarely prono­
unccd in English, while it is articulated in French. The sound 'P'' in
thc beginning and the double 'T'' at the end give this key-note of the
play a clippcd-edgc tone. The gencral tone can be relatcd to children
pronunciation or a ventriloquist manner.

Howevcr the grumbling murmurring cfect is lost; instccd therc
is the swearing and cursing eflect only. The French critic Pierre
Larthomas points out that "la valuer particuliere de la lettre R qui,
comnue dans la bellade de Villon, exprime la colere, l'iRpatieice, l
miechanccte; Ubu IafTcctionne (Rastron, bcufTre, bougre ..." (65) Tiis
initial word is used thirty-threetimes in tho play nd thcrefore invitc: eli
sorts of interpretations and comments. BEhar collcctcd some of the
contemporary comments, and came to the conclusion that "Deformer
un mot c'est lecreer a nouveau.''(67).

The Word Merdre does not only set the tone of the piece, but it
has become the main antithesis of the drama; it represents the contra­
dictory aspects of the blowing up of the words to the extent of rupture.

Jarry uses this technique throughout his theatrein terms of sounds, words,
characters, action and setting. The repetitive variation of certain words
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1n their cxaggerating or distorting form brings about their double signi­
fcance of negetion and affirmetion. They form e thematic, structural
rofrein that coitrols the EeHeviour of tle charactcrs through thcir obsse­
ssion. The contradictroy cfTect brings to the fore thE genr of burlesque.
Thesc words such es 'Merdre, phynance, oneille' havc becomc alive sym­
bols in the Surrelistic mnrc: of Vitrac and Apollineire; thcsc : rds
are Iike thc balloons which arc used instead of thc female bre?tsts in
The Breasts 5f Tireseas (68), whose infation and dcfation symbolize
the stcrility and fertility of wvomcn. Alive words a such are uscd like
alive object by Fonesco in TTe Bald Prima Domna whEn the characters
lose control, anc thus thc dieloguc Ureaks down t nonsensciel sounds. ",

The importence of sound, rather than thE actual, conventional
word, is c!car; thi is what HvrriBehar descriEes la" ج3 fantaisie graphic6-
phonique'. (69) Thc titlc ro!¢, Ubu, is thie key word; though origi­
nelly t2ken from tlc Lyc:c de Rennes, its final shape is establishcd by
Jarryto givc the vcnting scud of booing and to be pronounced thesare
w2y beckwardly nd. ج forwardly with one consonant in the ccntre, which
incrc%se5 thc protruding of the lipذ , in thc mcncr of children or puppcts.

Mere Ubu's ,msvcr ج which is ctua'ly thc Leginning of the dia­
i2gUE, 5cts the pattcr! of 5٤y' style, that is an intcgrel pcrt of his
gene;al char?ctcrizeiv;1.

Mere U!u: Oh! V:olA du joli. Pere Ubu. vous estes un fort
grand voyou.(70). Hiere thc cxclematcry ound ؟ «Oh' cxprcscs hcr
surprise; while the rcst of the enswcr points out hcr edmiretion and
pride cf her great scoundrsl 0f a husband. Jarry uses tke old Iiterary
sTyle, suitable for Mere Ubu as a complementary charecter to Pero Ubu.
The itony adds meaning and colour to both charecters. In the English
version this line spoiled thc keynote of the play; Ma Ubu answers: "Poh:
Wiat a nasty word. Pa Ubu, you're a dirty old old man.' (71). First
it is not the right translation; sccondly, it is a difTerent style. The
lengthening- of the exclamatory sound is only vulger; the change of
"joli'' to 'nasty' seems like a rupture in the grand effect; partiularly
when followed by 'a dirty old old man' instcad of ' fort grand voyou'.
It secms that the translators meant to explain the opening word Pscitt',
but the whole meaning is changcd, the character of Mere Ubu is
disfgurcd, and the dramatic irony is lost.
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Pere Ubu's answer is on the same lines

Pere Ubu : Oue nc vous assom' jc. Mere Ubu :(72) The English
line is

Pa UBu : Watch out I don't bash yer nut in, Ma Ubu.

Obviously, the French answer is literary, precise, and formel;
Jarry uses "vous'' and the opening"que' as anadvcrbialexclamation is
not at all thc same as "Watch out....4Yer nut is a collquail expression
of e low class which is not equivelant to the respectable pronouR''vous''.

The following line is evcn worse; the translators took much more
iberty in the use of colloqueism and additionel expressions.

Mere Ubu : Ce n'est pas moi. Pere Ubu, c'est un autre qu'il
faudrait assassiner. In English it is charged to :4It 's not me you should
want to do in, Old Ubu. Oh, no ! There's someone else for the high
jump.''(73) The French vcrb «assassiner'' is a literay one,used as part
of the formidable, elcveted style. The English expression "do in'' is
slang for kill.

After the initial word, "Merdre'' the thunder-bolt butto Jarry
it is an oath, perhaps a preycr, hc docs not intend to use eny slang
language .as the main characters are parcdying thc high style of Kings
and Oueens. The English additions of «Old, Oh, no!' and «for the
high jump'' did add neither meaning nor effect. «The high jump'
echoes Shakespeare's image of the «swelling act' (74), and perhaps
the translators have Macbeth in mind. Jarry, like achild,parodies through
exaggeration and manipulation many classical works from Racine's
Andromague to Shakespeare's Macbeth, Juluis Caesar, and Hamlet.
Jarry also does not intend too much mystery; Pere Ubu and Mere Ubu
are like two children talking mischief.

Pere Ubu answer3 : De par ma chandelle verte, je ne comprends
pas.' The first part is to be uscd as an oath-refrain throughout the play,
،and the rest is a straightforward, literary style. Again the English line
is rather colloguail; 1'm not with you ' (75). Obviously the English
writers are trying to kecp up the colloquail streak; hence they have
missed the main clue in Jarry's style, which is the mixing of hight-fown
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1anguage, childish jrgons, and coined-colloquailism. It is intcrcsting
to compare closely at lcast th first part, in order to see how much the
original work hes lost in th process of tranlation.

Ubu's oftcn-uscd oath "de par me chandelle verte'' is suppoccd
to have come from an earlier play which did not survivc; Cherles Morin,
Jerry': schoolmatc in Rcnncs, asserts that "La chandelle vertc Etait un
signal quc le PH. mettait a safenEtre pour corrospondre avec ses acco­
mplices, durant les cxpcditions nocturncs de ceux-ci.''(7:) However,
it seems to me that it echocs the Shakespearcan image of the candle.

In Pere Ubu's fourth speech he works himslcf up and thus he
begins his enswer with his two oaths : "De par me chandelle verte,
merdre, madamc,ccrtes oui, jc suis contcnt. On le scrait A moins :
capitaine de dragons, oficier de confiance du roi Veccslas, dccore de
1'ordre de 1'Aigle Rouge de Polognc.ct anc:cn roi d'Aragon, que voulcz­
vous de micux ?''(77)

In English the opcning part is turrcd to : «By ny grccn cendlc,
pschitt, Madam. Ycs, by Cod, Im perfectly satisfcd ...22 'By Ced',
herc has no p!ecc, as Ubn hAs alrcady uscd his two catch-phrescs in a
manncr cf sweering. Thc rest of thc spcech cchcs Macbeth, intrcdu­
cing himsclf in the opcning sccz.

After Ubu's self-introduction, boastfully naming ell lis lcding
posts, which is repcated by his wife to tempt him to kill for cvcn e highcr
post in the manncr of lady Macbcth, Perc Ubu still could not under­
stand her intemtion says : «Ah ! Mere Ubu. jc nc comprcnds ricn de
ce que tu dis.'' Thus Mere Ubu loses her temper for the frst time and
says :22 Tu es si bEte'. These two short speeches arc drematicelly
necessary to give chance to Ubu to think and the audience to guc3s. At
the same time it is a kind of a dramatic pause, before the coming scenes
of tension and violence.

Again the exclamatory sound «Ah'' is changed to "Huh", which
gives a diferent expression, without any reason.

Jarry comes closer to Macbeth in Ubu's next answer : •. Leroi
Venselslas est encore bien vivant ..., which is taken directly from 'The
Thane of Cawdor lives' (78). Here the English writers should have
used Shakespeare's words, and the parody would have been brought to
the fore. Lnstead the Line is turned to a fAt statement, endig with a tag
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9uestion:"King Wenccslas is still alive, isn't Hs?2The rect of this speech
ha5 even a worcc luck in the hands of the English translators. This
spccch i5 worth qucted es a wholc as well as its translation; it shows
whcrs the translators went entirely off the track.

Pere Ubu: De par me chendclie vcrte, le roi Wcncesles cst cncore
b:cn vivant; ct meme en admcttant qu'i meure, n'e-t-il pes dc3 icgions
d'enfants?

Merc Ubu : Oui t'empcchc de Iassecrcr toutc Ia famille et dc te
mettrc a leur place ?(7)

The English trenslation reads as follows :

Pa Ubu : By my grccn candle, King Wenccslas is still alivc, isn't
he ? And evcn if he docs kick the buckut, h3sn't he mzssus of childfren ?
Ma Ubu : Why shoulda't you fnish ofF thc whole bvnch and put yourself
in their place ? (80).

his srccch is good ج examplc cf Jarry'5 sty!e; H¢-c !:0: prc!ical!y
bale.nce hE tlrcC-part 5pccch by using thc tvo Vcrb5 (vivant md. ع edmo­
ttant) in thc subjunctiv, tHcn cnds it with 8:٤ Uxclm3:.tmiy guery for
nmphasis And surprise. THe last part cchnes {4cLctt!': comr:cnt on
BaGto's sons, as thcy 2.ppcar in a show of Eigl:: Fings,tl:e iEst witil
glass in his hand which doubl the refcction'. I Englisi! t!:e main part
of the scne i5 turred to a mystcrious colloqusI c;prcssion "kick the
bucket'. This is reel!y Ecyond any explaration xcUEt tHe انت} scke
of wulgar cxcentricity. Ma Ubu's answer has lso ؟ th 3emc fevour
of co!!oquilism; 'toute la femille' is changcd uh' ا0 who!e buncl',
just to kcep up the colloquaii rcrtdering.

P3re Lba's anGwer is the retort of e child, passi:.g hi,: 5pontencous
punishment over his puppct or pet : «Ah ! Mere Ubu, 1os me feites
injure et vous allez passcr tout a Iheure par le casscrole. 'In English
it takes a realistic tone : "He. Madam, now you have gone too far, and
shall very shortly be beaten up good andproper'. THe inversion of the
sound "Ah'? is of no significance, and the use of Medamc instead of the
actual name is unnecesSary.

ihe ن و٨ لا٠٩ ن French scene continues in the same childish manner with
Mere Ubu coaxing and Pere Ubu resisting a little, thcn getting excited,
particularly when she mcntioned that he would eat «fort souvent
de l'andouile'. «Landouille' is another key-note; it has become the
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mein stcm of a whole group of neologisms such as'boudouille, gidouille
and corncgidouille...'. This word is translated into «bengers'', which
is a coincd word of very littlc signifcance. Pere Ubu, in his cxcitement
chants 'is fevourite oath, Mcrdre, with an additional parellcl, Bougre,
to intc.ify its cffect an: to rlyme with it too.'... Bougre dc mcrdre,
merdre de bougre, rhyme childishly togethcr; and thus th whole scene
takes the shae of a puppet show. The English translators changc it
to "Psclittabugger ad buggerapschitt', which sounds harsh, vicious,
and vulegar.

Jarry parod:ss some Shakcspcerc's ؟ imnages in Macbeth; frst
the image of w¢ د g:rments; sccondly the dark mig!its a5 appropriatc
tims for n:r:ir, and the siailic of thc cat in the d2ge,that vents to cat
thic fish without gctting wct. Mere Ubu cchocs Lady Mecbeth':
threat :«Whcn you durst do it, thon you werea men'; and thus shc says:
"Ah ! bicn. Per Ubu, tc voila deven un veritable homm.'' The scenc
ends witil Mere Ubu alone giving hr soliloquy in the manner of Lady
Macbcti, and thus thc parody is comp'ete.

M4&re Ubu : seule : Vrout, mncrdre, il a EtE dur a la detcnte, mais
vrout, mcrdrc, je crois pourtant 'avoir Ebranlc. Gracc a Dieu ct  خ
mci-memne, pcut-Etre dens huit jours crai-je ؟ rcinc de Polognc. (8!) It
sounds Like Lady Macberh's preycr to €voke the dcvil. The ropc­
tition of Vrout and merdre stresses the rhythm and brings out the parody.
ln English a coined word, symetrical with pschitt, is used, followed by
a difercnt translation of the Frnch line, "What a stingy bastard'.
The direct translation is simply 'it was dificult to convince him'. Herc'
the translators find it natural to call Pere Ubu a stingy bastard, because
in the beginning of th sceae thcy call him 'a dirty old man'.

Therefore the English scene is differcnt from the oIiginal; .it lost
tho jaxtaposing aspect in appearance, languagc and style. Jarry's techni­
quc consist of opposite clemcnLs, which contradict, clash with each
othcr; inflatig and defaLing word: to bring about the dramatic irony
through tHc rupture efcct. All this, unfortunately, is lost in the
English version; the result is a fat style of vulger, coined words; and Pere
and Mere Ubu are another Punch aad Judy shoW.

The main action of the play parellels many Shakcspearean
trgedies. Ubu, like Macbeth, is tonpted o his crime by lis ambitious
wife; Bougrelas looks lik a mock-heroic counterpart of Hamlet, specially
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in the scene in which Bougrelas is cncitcd to vcngencc by thc ghosts
of his femily. As in Juluis Caesar tle qucen has e foreboding drcam
the night before the assassination and pleads with her huoband not to
attcnd the military review; but Venceslas, likc CAesar, rcfuGcs to heed
her waTning.

Perody covers all apccts in the play; it is prccent on ell levels : in
tEe basic plot, in evcry episodc, in thc action of every individual scenc,
in characterizAtion, and in style. In thc most basic plot whicl is the
assassination of a a king by an evil usurper and the usurper's downfall
is obviously thc parody of e typicel plot cf an Aristotlian tregcdy.
The parody in individual episodes and scne3 such as the benquRt sccne,
during which the conspiracy takes placc, thc conspirecy sccrc, the asse­
ssination with Merdrc as 2 signel word for thc conspirators to kill the
king, thc sccnes of torturE and killing of the noblc, till the end of the
pley, completcly rcmove the play from the rcalm cf cerious drar.a,
Eecause of its slapstick, bufrooncry, absurd dialogue, endl gignolcGquc
2ction. OtHer traditiona! scencs that are parodicd include tHe militery
review, the bettlcs and hand-to-hand combats, Ubu' drcam, tic fight
with the bear, and tHe voye.ge by wAtcr with which tlae pl?y erds. THe
parody provides the dramatic irony as wcll as the comic cfct; .Jarry
uscs all the stock dcvices from pantomim to slapstick, vulger threats,
violencc and chasing. The dinncr scene in act l. is a god cxamp!e;
the mcnu refects thc farcical tonc of th cpisode : «SougE poloneisc,
ctes de rastron, veau, poulet, pate de chien, croupions dc dindc, char­
lottc ruse, bombe, salade fruits, dcsscrt, bouilli topinambotrs, choux­
feurs a 1a merdre.' (82) Bcfore thc arrival cf the gucsts Ubu pleys all
sorts of tricks :o steal some food from tHe table. The conspiretors arrive
in the middle of thc quarrcl bctween Ubu and his wifE. During the
prty the guests behave in thomanner of children in a tca party; rathcr
than actually eat the food, thcy only taste caci dish, making rude com­
ments as they do so, such as "Bougre, que cest mauvais.' o٤ Il est
tres bon, j'ai fni'. As usuel, it is Pere Ubu who interjccts the most
vulgar note of all. In the middle of the meal, he disappears from the
room to return with "un balai innommeble'', throws it on the tAble,
and invities all to "Goutez un peu". After bcating somc of the gucsts,
who are supposed to have fallen dead, he dismisses them all except
Captaine Bordure : «A la porte tout le monde. Captaine Bordure,

ai a vous parler'. WhHen they all refuse because they hevc not fnishedز' 
their dinner, He begins to hurlc6tes de rastron at them, accompanicd by
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his fevourite oath, Merdre, chasing them out. The ebsurdity of the
entire situation brings the parody to ifs peak.

The pRrody is also representcd in the language. of Ub Roi, it is
actually «la fenteisie verbale''. The aim of the burlcsque style is to
shock the eudiencc into leughtcr by the conttedictory clements of
cxprcssions and rlctorical pattcrns. The sccond aim of parody is to
ridicule thc principal charecters by putting into their motths words
that are inappropriate to their station or situations in hife. The languagc
of Ubu Roi is an intcgral part of the characterization. Hn tHis «fantei­
sie verbale'' thorc ere thrc distinguishcd grcups of ncologi:ms; cech
group has e. certain thcme-tunc, which can bc intcnsificd by mcens o؟ 
rhytmice.l rcpetition, and blown tp to the cxtent of ruIptur: for ll ج kinds
of ofccts.

Thc first gronp is that of the initial word, Mcrdrc; its rhyming
variations arc words lik «bougre", and "boufre'. Thcs words and
their dcrogatory sounds can bc inflatcd and dcatcd according to thc
difTerent occesions; they can be used as cnduaring words for effction or
grufT tcrms of kingship. As an explctive of cursc they arg uscd in difo­
rent combinations : "Bougre dc mcdrc, merdre de bougre' (83), end
«do p?r ma merdre (84). Mcrdre is uscd as thc signal to bcgin thc attack
on the king. Ft is also used as a. dcrogetory epithct, as whcn Mcrc U!u
calls Pere Ubi 'Grosse mcrdre'. In some cascs it bccomcs almost an
endcaring term of affection, as whcn Ubu 1calls his wifE 'Madamc de
ma merdre' or when he calls Nicholas Rensky "Garcon de m8
merdre' (85). Sometimcs it takos on the meaning of «royal'' or «ofi­
cial"; hence Ubu calls his arms sabrc a merdrc, crcc a merdrc, or
·ciscau a merdre''.

The sccond group builds up on Gidouillo which prescnts the most
important aspect in his physical chacaterization. Ubu frcquently
swcers upon his gidouille, to which he often adds the prcfix ''corne',
and both rhyme with L'andouille. The themo-tune hcre prcscnts glut­
tomy; the big gidouile perodies the physical faw of tregic-herccs.

.Jarry presents "la gidouile' asan Ubucsquc thcme; it is used in anothcr
play in the cyclc, entitled Les Andouille, de Pere Ubu which is supposcd
to take place inside Ubu's cnormous gidouille, where the Palotins wcre
performing a "ncttoyage interne'' necessitatcd by the fact thet Ubu
had as usual consumcd too many andouilles. The same idea is also
used in another old piece callcd Cornes du Pere'Ubu, "ou Madame Ubu
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accouche d'un archeopteryK, qui a EtE jouEe en ombres, ct dont le scene
est I'inerieur de la gidouille (d'Ubv):'. (86)

It is intersting to point out the difTiculty that feced the translator
herc; in English Gidouille is turrcd to "strumpot'' and L'endouille to
fat saussagv, and therefo:e the rhythm is brokcn and the themc-tune
is lost. In fAct such words and their variations arc untrensleteable. I٢
they do nat ft in the Engiish text, other cquivelant of tl:c same ture
Efcct houid ؟ be uscd inthis musical "fantaisie verba!e''. Tle word
in Jarry's wUrk is trcetcd s a kcy-note, that lcnds itsclf cesily to veri­
etions, rcge.rd'ess its conventional rcaning. It is the scund and its
echo that m=.rter. THe gidouille ead thc andouilles echo RAEclis's
godebillios which GrAndgousicr and Gergmclle Ate end the result wes
the bogctting of their grand son, G?rgentue. (87)

Like merdrc, gidouile, andouillc, boudouille erd corncgidouille,
Jarry distorted other words to rhymc such es oncillc instcad of oreille.
The third group of ncologism turns reund thc sound rastrcn whic! first
appears in the burlcsquc dinncr scenc. Thc cotes de rastron wcrc part
of the bizerre renu prepercd by Mere Ubu, and Pere Ubu uscs thcm to
throw t his ± .sts تتن Jarry givcs A ifcrent cxplanetion, a fctionel one,
of theorigin f thc semc word in his novel L'Amour absolu. Rastron wes
ome of thc -mcs Emmanuol, thc mein charecter in thc novcl, gevo to
thc animls in his Noah's Ark wln he wes e child : "Rchirs ٢t rastron
furcnt lcs pius bc?u, dont EmmanLcl lui-mEmc oub!ie lc scns .."(68)
Thc origin of the word, howcver, i5 not es impcrtent es thcperiicular
usc made of it in the play, 2gain it ia thn sound thet dctcrmircs thc ne.ture
of the cfTcct. Esscntielly it is thc word rat with e sufix - stron whose
combinetion cf consonan:s and ti:¢ !c5el on serve to infate thc word
and giveit crudcly comic cfTcct. From the sound of thc word, rastron
scems to bc e funy enimel. And c6tes de rastron sccm aS grotrsqwe
2s grasshopprs 'knccs or toads' tcv. Another veriation on th ene ؟
theme is the word"borgne'which besicclly means "having only onc eye'',
thus possibly suggesting Ubu's singular "gidouill'. THe sound of
the word suggests the grotc5qucncss of the thing it dcsignates. Another
term for the samc object i bouzine. Cerey Taylor suggests that Jarry
might have drewn .this ord from Rabclais, who 'employait cc mnot
dans le sens de cornemuse, instrument dont la forme rappelle sufsament
la gidouille dUbu'. (89)
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There is anothcr group of words like fnanccs or phynances and
physiquE; in this cese it is not so much the sound of eech word as the
particular use made of thm which is important, but the rhythm is
kept up. Ticse terms also form a thcme-tunc; they indicate any kind
of wealth o; moncy. As soon as Ubu has bccomc a king, he kills the
Ministers of Finance and appoints himself Maitre des Finances. This
title is much more valid than the titlv Roi both as a symbol of his grecd
and as a descriptior o nis actions. Mere Ubu, therefero, becomes
Madame la Financiere (90). Cercy Taylor poiRts out that : LE termc
Maftre dos Financcs dcvicnt bicntdt le titre officiel par excEllence_ de
H'usurpatcur, comne les titres de Fwhere ou de Duce plus tard, ct l'xpre­
ssion dfnasces prend le sens dc "royal ou d'Ofciel ' ... (91).

As Ubu sets out to collcct taxes from villagc to vilage, hc tckes
witt Aui tho ج voitui & phynances and the salopins defnance (92). Latvr
whci h go05 to war, hc rides the cheval d phnance, wears a casgue d
fnances,.arms himself with a croc d fnances and a pistoloet & phynancEs.
And, during the short interval bcfore the battle with the Russians, Ubu
asks his soldiers to sing.Whcn Ubu gocs round collccting taxes, he com­
mands his subjcts to produce their fnance and not thcir argent. Ln giving
a"fn%ncial'', in its double meaning, report to his advisors, he speaks of
«do3 gcns pliaht sous l poids de nosphynances''(93). Late in thesamnc
sccnc, whcn Ubu lcarns that Boredurc and Czar havc joined forccs to
dcfezt him, he ttempt5 to btibe thc saints to help him with offers of
phynence: "Sint Antoine et tous les saints, protegez-moi, je vou5
donrcrei dc la phynance et je brulerai des cicrges pour vous' (94).
Obvious!y Jnances is sometimcs written phynances as in Le Theatre des
Phynanccs, the name given to th attic in Rennes whore Ubu receivcd
its first pctformance. Carey Taylor suggests that this spelling like the
term bouzinE, was based on the high-school students' study of Rabclais
and other Writers of the Ronaissancc.

Several other archaisms or pscudo-archaisms are to be found in
the play; estes (L., i.vi); Monsieuye (IV. v, vi.); par conseiguent de
guoye (IV., v, and V., vii);ji tou tue (Ill., viii); ji lon mets dans ma poche
(IV, vii); andji lonfous a la poche (IV, v). Inafew cases only the spclling
is 2rchaic and does not cfect the sound, but in many cases the spelling
doos infuence tho sound, and thus like the »kinds of neologisms, their
oddity gives thcm special meaning and cxctra-ligDuistic efect.

Like merdre Ubu has other favouritc curses and intcrjections
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such as swearing "e par m candelle verte' and "je te poche avec
decollation et torsion des jamEes''. Lapoche is 2 large sac which Ubu
drags behind him and into which he stufs all the phynance Hc is eble
to steal. Whatever the origin of such interjcctions they add colour to
Ubu's fantaisie verbale, particularly when he joins these words together
in a rhyming form.

These groups of neologisms have tke function of tkcn:e-tunes,
which run throughout the play. THe rerdre group represcnts dcfiance;
the gidouille group dcsignates greedirss, the rastron group indicates
childishness and mock-violence; the phynance combinations signify
surpatior, moncy and wealth. THesc terms are untranlatab!e because
tbcy are not included within thc linguistic fiame of any langui%.ge; they
have an cxctra-liguistic dimension, based on their sound-efTcct. They
should be translated as musical notcs, according to sound rAthcr than
meaning. The sounds that rhyme togcther and form a mtsical structure
which functions as an intgrel part of the plot, action, end characteri­
zation. Agocd equivelant 0f a certein word, like Pschit for Merdrc is
appropriate in istself, but it dccs not function within the totel structure
of thc play. In fact, like tle titlc-ro!e, Ubu, these tcrms shou}: Le
kcpt as thcy arc; or to bc translated to cquivelants that hcld togcther
ir a £imiler linguistic-structure with that extradimcnsion of sound efTEct.

AIfred Jarry who is rcgardcd as one of the most eccentric figure
among thc poets maudits of Frcnch litcraturE, madc his nemc ove night
by Ubu Roi, the performancc thet inspircd a havoc of criticism. Such
grotcsguo work has Eccn cxerting 8 tremcndous impect and growing
infuonce ever since Jarry's dcath, on pleywrights of ll nation:.litics.
As it is shown in this study it is dificult to rela.tc Jarry to 2 ccrtein lite­
rary school or trend; but hc may Ec pl?rcd in thc school of RaLrla.is's
wild, cxTravagant and scatological imginction and verbosity. Jarry
ows much to Arisophancs, th Commcdia dclle'erte, end Shekcsrcere.
In addition to the pccts meudits from Comte de Leutrcemcnt (9),
to Verlaire, Rimbaud and abovc ell MellarmE, who dcmaRded 8. tHcatre
of nyth that would te un-French in its irretionality; with a story "frecd
of place, time, known cheractcrs ... for the century, or otr country
that exalts it, has dissolved thc myths by thought. Let us rcmeke
them". (96).

In Ubu, Jarry crcated a ncw Univcrsal Tyrant; tHe monstrous
and grotesque figure of Perc Ubu includes all the fundamcntal e!emcnts
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and forms of tragcdyard comcdy -atotel thcere of tHe AEsurd,which com­
binos thc hcro-villain, the tragic-comic, thc poetic-imege of a savegc
God in a patephysical marionnette. Ubu Roi provides thc playwrighs
of all succeeding schools from thc tum of the century till today
with dramatic imagcs, thcatrical techniques, grotesquc charecters, and
all linds of Ubuesque dramatic ert, which is based on the Guignol
Theatre. In his article on the thcatre Jerry points out thc main itcms i
his techniquc; tho usc of a mask for the main character, rHc adoption
of a spccial acccnt or voice by the actor who playcd this role, d thg
use of cardboard horsus hcads in the cquestrian sccncs. Jarry stated that
one of the main purposes of a drmatic work was to prcsent ne%humen ج
typc. Hc cvcn wUnt so fr as to say : Si 1on ne peut absolumct crEer,
c'est-a-dire faire nature un €te nouvcau quon se tienne tranquilke(97).

AImost all the themcs ed techniqucs and linguistic ccentricitiv:5
that w0re present in Ubu Roi, or that Jarry discusscd in his writings on tEc
tho?tre have become imporetnt aspccts in modern art and literature and
spccially in thc contcmporery thcatre of the Absurd. The figurc of tle
puppct or clown has bccome a symbolic figuic of the character of thc
Absurd theatrc. It is the imagc that contains multiple allusions, on th
surfacc they look mcaninglcss, and thc more you think about then
the more meaningful they bccome. The mechanical puppct is the bcst
imagc of men in his present state of helplcssness, with no control over
himsclf or the circumstanccs surrounding him. As in Beckett's Waiing
For Godot, the two c!owns, Estragon and Vladimir, the ring master,
Pozzo, and the puppet slave, Lucky, all rrescnt the lost being, who is
faced, witl th absurdity and mcaningles of life. AnotHer important
fector is that the character-puppet can incorportrate clements of tra-.
gcdy and comody. Ln modern drama, which is a mixture of evcrything
the anti-hero is best represcnted by a puppct. In fact the puppct cha­
ractcr embodies all tho olements of tragcdy and comedy; and with the
dominant aspcct of violence the best solution is the puppet which could
be cut up, stufred in a sac, or thrown into the sea.

Another aspect which has gained increesing signifcancc in modcrn
theatre and is related to the puppet in some respects is the use of mask.
Following the example of Ub Roi and the suggestions.of Jarry, the mask
has beon often used by a kind of inverse logic as a physical means cf
refecting the inner rcality of a char ،cter through the cxeggeretion o!
crysteListion of a singlc character trait. An interesting examplc of the
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use of the mnask can he found in Luigi Pirandelio's Naked Masks, or
Genet's Les Negres, when the ectors can changc roles during the play
by essuming, removing, or exchangirg masks.

Viokence, in all its forms from actual fighting to severed Limbs and
heads has bccome a major aspect in modern drana; good cxamples
can be found in Beclett's Endgame, and Joe Orton's Funeral Gam2s.

In addition to certain techniques and aspects the modern thcatre
inheLitd the gcncral atmosphere, which combines fantazy and night­
marish reality, a kind of hallucinatory atmosphere, dcliberetely far
from any conventional naturalism. The disinegration of the charec'er
is accompa.nicd by a disintegration of the language; on the surfacr it
looks like a dia!oguc, but in fact the language of the tleatre of the Absurd
consists of snatchcs at random from old memories, sometimes reaches
a vcrbal fantasy, and sometimes it is shcer nonesense, and completely
meeningless. Jarry succecdcd in presenting the world of absurdity
itscIf : character, piot, action and word went through a process 0f infa­
tion aad deRation, and thecrux marks the central conflict of the play.
The Grand Guignol is the principal character, the anti-hcro who paro­
dies the tragic hcro2s and thcir counterpart the clowns. Ubu with
his big gidouillc is mu! larger than any of his original modeis that
it rcprescnts e Total burlcsquo theatre of the Absurd. One should no
forgct thc pcrsonality of thc euthor, Jarry, who kept right through his
lifc the "roaring boy' attitude to evcrything, hovering like a foating
shadow over a!l ':i5 hiterary works. When Jarry died on Novcmber
1st, 1907, Apollinairc wrote in Les SoirEes de Paris :

Ubu Roi a cncore quelquc chose qui cn feit une ceuvrc
art n'ayant d'analogue dans aucune littErature. Cc quelque;ن 

ciose Etait I'exceptionclle pesronalitE dc notrc pauvre ami.
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1. Jarry is called ALfred- Hemri Jarry in the Bibilographie des auteurs
modernes de langue francaise, Vol 9, p. 127.

2. All references to Jarry's works would refer to Tout Ubu, Le Livre
Poche, Libreirie Gencrale Francaise, 1962.
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du Livre 1950.
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New York, 1955.
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se, 1973.

12. Cooper, Judith, Ubu Roi : An Amalytical Study, Tulane Studies in
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13. Yeat9, W. B., Autobiographies (London, 1955), pp. 348-9.

14. Beckett, S., Waiting for Godot,.. N. Y. 1954.

110

 و

 و م
 و
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16. Shettuck, R., 1bid., p. 189.
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24. Shattuck, R., p. 191.

25. Chasse, Charlcs, Dans !es coulisses de la gloire : d'Ubu Roi «u
Douanier Rousse3u, cd. dc La Novelle Rewe Critiqwe,1947,p.34.

26. Tout Ubu, p. 165.

27. Caliers de College de ' Pataplysigue, No. 20.

28. «AIfred Jrry au Lycee Henri IV', Les Marges, 15th Jan., 1922,
also quotcd by R. Shattuck, ibid., pp. 192-3.

29. An article in Mereure ،de France, March-April 1955.

30. Quoted by Slattuck, p. 193, without giving the source.

31. L، Lormel was an auctioneer and horse dealer who publishcd a
small literary review, L'Art Litteraire ;and with marcel Schwob,
the editor of the litrary supplement of L'Echo de Paris.

32. In 1896 Jarry dediceted a copy to Schwob thus : "Jus! as the book
is dedicatcd to him, this copy is ofTercd to Marcel Schwob
because his writings are among thoseL have admired the longcst'

33. This name came from a Breton word, meaning pilgrimagc.
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34. Twvo art chroniclcs : one on Gauguin and RousRceu, who wes an
old ftiend from Laval; and the other thc drama CEsar-Anteclrist.

35. Geroy's article, «AIfred Jarry soldat de 2° classe", in Aspects,
7th July, 1944.

36. Lugne-Poe, Rarade : Acrobaties (Paris : Gallimard, 1931), p. 160.

37. Tout Ubu, "Letties a Lugn6-Poc, 8ian., 1989 pp. 132-3.

38. ibid., pp: 139 = 145.-

39. Shattuck, R., IBid., p. 206.

40 Symons, Arthvr, Studies in Seven Arts (N.Y., 1907), qucted
by R. Shattuck, Ibid., p. 207.

41. Yeats, W.B., Aurobiagraplies. The Trembling of the Veil,
pp. 348-9.

42. Shattack, R., lbid, p. 209.

43. Boissard, Maurice, «Chromique Drametiue : ThEatre de L'Oeuvre:
Ubu Roi d'AIficd Jarry,' Nouelle Rewue Francaise, 18, No. 104
(Jan.- June, 1922), p. 593.

44. Ibia.

45. Tout Ubu, Ubu Enchai&, Act, I, sc. ii, p. 234.

46. Creetion par la Compagnie Renard-Barreult prEwue 127 Oct., 1970
a IElysEe-Montartrc.

47. See Ruth B. York, «Ubu Revisitcd, Reprise of 1922, • in Frenich
Rewiew, 25 (1962), pp. 408-411, for a complete list of rovisions
based on e copy of te play labeled "Conduite-Mise-cn-scene'
and 2nnoteted in Lugne-Pce's hand- writing.

48. The tex: of tlis production with notes indicating the manner of
staging was published in 1970 y ا Gallimard, Paris.

Part II
"La Fantaisie Verbale''
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