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Jarry, lirremplacatle (3), le surmale de lettres (4), or the creator
of the Cellége de Pataphysique (5) is mainly known as the author of
Ubu Roi, or rather Ubu Roi himself. Jarry appeared on the literary
scene in 1896, just at the fin de siéele and right in the middle of what
Professor Roger Shattuck called La Belle Epogque(6). Hence André
Breton described Jarry as the precusor of the surrealists(7)and almost all
drama critics regard him as the carliest forerunner of the theatre of the
Absurd. Antcnin Artaud found all his theories in Jarry’s writings,
and thus established a theatre after his name, Jarry’s Theatre in 1927(8).
Artaud’s friend and disciple, Jean-Louis Barrault paid homage to both
writers. : Jarry and Artaud, by presenting Jarry’s works to the stage
in a play called Jarry sur la Buite(9), which was dedicated to Artaud. The
title is in imitation of Jarry’s fifth play in Ubu’s cycle,Ubu sur la Butte(10).

Andié Lebois, one of the earliest biographers of Jarry asserted
that most of the material regarding Jarry is bassed on anecdotes.
However, the Expojarrysition, organised by the College de Pataphysique
in 1953 exhibits Jarry’s works,letters and manuscripts, and hence opened
upa mine of knowledgefor research. The Catalogue of the exhibition
supplied in itself a fruitful field of information. The Gallérie Jean
Loize displayed a great number of documents, while the Bibliothéque
Natioal bought a large number of Jarry’s unpublished letters.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 research;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 English versions from the English or American views. The most
important studies, and perhaps the latest are Henri Béhar’s French
critical study, Jarry le monstre et la marionnette(11), ad Judith Cooper’s
analysis, Ubu Roi : An Analytical Study (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 find 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), and Vian portrays it in “Schmurz”’(15).

Jarry and Ubu have one and the same background; the writer’s
formative years work for both creator and created persona. Roger
Shattuck sums up Jarry in one seatence : “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 8¢h, 1873. Because of the nearness of Laval to Brittany Jarry
called himself a Breton. In the Bibliographi des auteurs modernes de

langue Francaise (17) Jarry is called Alfred-Heari Jarry. Anselm Jarry,
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 Quernest, 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 was convinced of her own artistic
gifts, Her eccentricitics in appearance and behaviour as well as her
treatment of her husband and children recall Wilde’s mother. She
spoilt her son Alfred 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 influence on Alfred’s life and work. It is
interesting to note that the mother and her v:uther were confined part
of their lives for insanity (18). Jarry inherited a good deal from both
parents; as he himself later on described it in the Ubuséque style :

Our father was a worthless joker—what you call a nice old
fellow. He no doubt made our older sister, a girl of the 1830
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period who liked to put ribbons in her hair, but he cannot
have played mu :k of a role in the confection of our precious person.
QOur mothier wasalady of Coutouly anccsiry,short and sturdy,
wilful and full of whimsy, of whom we had to approve before we
had a voice in the matter.(19)

From the age of four and a half Jarry’s days were bound by school
discipline. His mother used to escort him to the enfants’s class at he
Lycée. Jarry himself described those early days in school in his novelette
L’ Amour absolu (1899) (20). Madame Joseb, in this story tepresents
Jarry’s mother, and Emmeanuel, Jarry himself; the main situiations
of the episode are entircly autobiographical. The daily trip to school,
the strects and their landmarks through which he, accompanied by his
mother passed are recorded; the children in his class dressed up like

" gitls arz described,and the dread figure of Mme Vend is to complet2 the
picture. Iv is tableau vivant of an imaginative, sensitive child in his
wonderland, where everything seem‘ed so chaotic that even language
had overpassed its conventional connotation into dark, deep, and far-
fetched meaning,

Jarry’s mother immediately after those early days left her husband
and took her children away to Saint-Brieuc on the Brittany Coast, where
her father had retired. Jarry missed the mediaeval atmosphere of Laval,
but after roaming in the new place he began to love it; he wes twelve and
had to stay tihere for three years. He was immediately enrofled in the
Lycéc Anatole Le Braz; and in addition he had private tuition in both
English and German, showing a flair for languages. His sister was
taught to play the piano. At that time his maternal grand-mother was in
a menial home; there wasa mental instability in the mother’s family.
His uncle also was subject to fits of nervous depression.

Jarry was eventually transferred to the Lycée proper, where one of
his tcachers 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 France collection of Jarry’s papers. It shows a general
vizw of le légus, with boats drawn up at the quayside, and the line
of hills enriching the river valley of Je Gouet. During those years,between
the age of twelve and fifteen, Jarry devoted himseif to feverish literary
activity. He was writing verses,which later on were dismissed as worthicss
Juvenilia, but Jarry kept all the manuscripts of Saint-Brieus; they are
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entitled : Saint-Brieuc-des-Choux, Anecdote, Le Choeur et le 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 French ‘pompe’. Jarry, later on transferred
these witty words into pompe-a-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 thec invective tradition of Rabelais, and be fore
him Aristophanes. This is the old tradition of ‘le grand gunignol’, 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 ‘ie Grand
Guignol’ has becen alsc taken up by Antomin Artaud in France, and
Edward Craig in England, and later on by most of the playwrights of
the theatre of the Absurd in order 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 all moved to Rennes,
where they tock lodgings in the Boulevard Laenncc. In Octoter 1888
he entered the Lycée at Rennes, where the Ubu cylce began. Rennes
is forty miles from Laval, where Jarry’s father remained tc save
some of his failing fortunes in the wool business.

At Rennes Jarry was described by one of his schoolmates as beilig
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, rcbuffing
people fearlessly, his squat torso planted firmly on bandy legs.”’(22)

To his enthusiasm for fishing 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 jacket 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 collaborated 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 Pére Heb, or le P.H., or Pére Eb, or Pére Ebé, was a well-
meaning, obese, helplessly incompetent teacher such as boys immediately
recognize as their butt. The main characteristics of Pére Heb were
physical : *° a gidouille, or belly, of immense proportion; three teeth:
one of stone, one of iron, one of wood;a single, retractable car; 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

tother Charles Morin, entitled Les Polonais,which was the culminaiing
piece of a series beginning wih Les Héritiers, La Bastringue, La Prise
d’Ismail, Le Voyage en Espagne and Don Fernand d’ Aragon. Henri Morin
‘related the origins of these plays in his letter to Charles Chassé, expres-
sing how Jarry was fired with enthusiasm when ke saw the Manuscript
of Les Polonais in the winter of 1888. Morin wrote :

La chose était facile. Nous habitions & cettc époque une
grande maison qui existe encorc aujourd’hui et dont les combles
immenses sc prétaient admirablement & [’installation d’un théitre
d’amateurs. Jarry, fori artiste, eut vite fait de brosser les
décors; et les acteurs (ainsi que le public se trouvérent aisement
parmi nos camarades de’classe.’’(24)

This was the beginning of their Thédrre des Phynance; first it was
established in 1889 at Henri Morin’s attic with Jarry as lmpresario,
scene-painter and star’ (24). Secondly in 1890 as a result of the Morins
family’s moving to another house,the theatre transferred its activities
to the rue Bélar, where Jarry installe a marionnettte show, when his
sister Charlotte helped to make the puppets; thirdly a shadow theatre
replaced the 'puppets because it was found technically difficult to
handle therm effectively (25).

This was the ur-text of Ubu ius, the play that shocked Paris six
years later. In the Jarry marionnettes were the specialty, a medium
for which Jarry never lost his passion. The origin of the name, Ubu,
-was Jarry’s invention;it came from his idle speculation on the word-sound
variation of Ebé-hibou - ybex. Jarry stated in Les Paralipomenes d’Ubu
how in some dim recess ofhis mind he had entertained an association of
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thought with this sound.** Je ne sais pas ce que veut dire le nom d’Ubu,
qui est la déformation en plus eternal du nom de son accidental proto-
type encore vivant : Ybex peut-&tre, le Vantous. Mais ceci n’est qu’une
des scénes de son réle.”’(26)

This name, Ubu, which can be pronounced forward and backward
in the same way; and it sounds like the grumbling, gruntirg echo of a
child; it has a ring of fate about it. At once a challenge and a mentifesto;
a slogan, a credo. It aroused all sorts of feelings in the young and old;
reason plays no part in it. The sound of the name alone captivated first
the car then the intellignce. Jarry and the Morin brothers extended their
theatrical activitics to impersonating monks and courtiers in the streets
and marketplaces in Rennes, attacking people with sabers raising havoc
with fearless chemical experiments. They also canoed, bc;xed, fenced
and were tireless enthusiasts of cyclists.  The bicyle became an associated
symbol with Jarry as the only means of transportation. The three important
formative years in Jarry’s lifc came to an end in 1980. In July 1889 he took
the first part of his baccalauréat without distinction; in July 1890 he got
the second part with distinction. Then he joined the premiére superiér
of the Lycée Henri IV. In October 1891 Jarry left Rennes for ever, he
was seventeen, he arrived inthe Capital -Paris-doubtless by bicycle(27).

In Paris Jarry remained the potache, astonishing his collcagues
with his buffoonerics. He favoured an enormous round felt hat, a
voluminous cape, a purple cravat, and a hooked umbrella. One of his
schoolmates, C. Gandillon Gens-d’Armes, gave a very interesting account
of Jarry’s life at the Lycse Henri IV, He preciscly described an incident
which has obviously left an indelible mark on his memory. At that time,
during the mid-day hour of recess, new students were asked to improvise
a speech on the most uanlikely topic that could be drecamed up. Jarry’s
performance became the talk of the school; the subject assigned to him

was Turkistan. C.G. Gens-d’Armes descrited the onc-man show as.

follows:

“Turkistan just the subject I know best. The Orient, my friends,
the unfathomable Orient...”” In a minute he was talking about the

Turks, Istanbul, Pierre Loti, Aziyadé. He was recalled to the subject..

“The subject’” he said. “What else am I talking about ? Since
when is a digression out of order ? Cicero himself in Pro Milone
..”> The audience was submerged. The bell rang and Jarry

concluded, “ My friends, we have treated as best we could the-
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first part of this vast subject. We shall take it up again tomorrow
at the point where this idiot bell is forcing us to stop.”’(28).

That was the time, as Jarry himself wrote, “when a (revelation)took
place’’. In Rennes Jarry had alrcady developed intcrest in Latin and
Greek literaturc, and he also became acquair::ed with the revolutionary
doctrines of Kierkgaard and Nietzsche from Professor Bourdon, even
before those existentialists were translated into French. At the Lycée
Henri IV Jarry met Profcssor Henri Bergson at the time when he 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 and symbolism Jarry had his own interests in Rabelais, Shake- .
speare, Poe, De Quincey, Coleridge, Greek and Latin texts, heraldry and
the Cabala. Gradually he gave up the idea of going to Ecole Normale
and dccided to become an homme de lettres. During this time he had
no financial difficultics, for his father kept him adequately supplied with
funds, and his mother could be rclied on to help whenever she visited him.

The centre of students activities at that time was the Closérie des
Lilas, around which there were hundreds of cafés and bistros where Jarry
spent his father’s hard-earned money. Anarchism was the fashion in
politics, art and love. Georges Remond, in his “Souvenirs sur Jarry et
Autres™(29), describes their lives in the Closérie des Lilas. He gives a
detailed account of Jarry’s relationships, pointing out that Jarry was
exceptional in that he possessed no‘petite femme’ to cook for and cuckold
him, as it was the fashion of the time. Jarry’s closest friend, as Shattuck
asscrts, was Léon-Paul Fargue, who was also writing verses and looking
for a plac: in the literary world. According to Fargue, Jarry “created
a senation with his hooded provincial cape and his stovepipe hat which
was taller than he was and glistened like 2 barnished metal”’.(30)

In 1893 Jarry and Fargue made friends with Louis Lormel(31),
and Marcel Schwob, the editor of the literary supplement of L’Echo de
Paris (32). Schwob recognized Jarry’s talent, as did the writcrs Octave
Mirbean, Catulle Mendés and Félix Féneon who worked on the same
paper. Jarry attended several of Mallarmé ’s last Tuesday soirées 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
intimacy Jarry every had. As a school boy Jarry used to boast about
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being to brothels, but later on there were rumours that he had becn seen
with friends of Oscar Wilde and Lord Alfred Douglas. In the various
texts of Les minutes de sable memorial he wrote f homosexual love in a
tone of dark meditaticn of some emotional disturbance. Such unbalanced
behaviour cost him Gourmont’s friendship, because Gourmont’s

mistress, Madame Berthe de Courriére 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 believediit. The story reached Gour-
mont’s ears, while Jarry did not oblige her. He expressed his bitter
disillusionment in L’amour en visites.

With Reiny de Gourmont as collaborator and co-cditor Jarry
founded in October 1894 a literary review, [’Ymagier. After thc
fifth number Jarry broke up with gourmont and in 1896 started ano-
ther magazine cntirely on his own, Perhinderion (33). This paper how-
ever, cxhausted his fortunc after the second issue. During this time
Gourmont introduced Jarry to a number of literary people, but he
never lost touch with his schoolmate Henri Morin, who was studying at
the Polytechnique. Jarry also saw a lot of Léon-Paui Fargue,AMadame
Rachilde, Vallette and many literary pcople.

During thesc years Jarry lived off the Bouicvard d: Port-Royal; in
a kind of a cell which he called his ‘Dead Mau’s cavalry’. His mother
visited him frequently in his ccll. Jarry was caught in the influenza
epidemic, and his mother looked after him till he was recovered. Unfor-
tunately she hersclf fell ill and died soon after. The same epidemic
carried off the father within 2 weck. The mother’s death 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
23cd April 1893, just seventecn days before the mother’s death . the
Echo de Paris published Jarry’s Guignol. He was awarded a prix de
prose, and also obtained a poetry prize for the same paper with three
prose poems. Along with Mallarme, Gide, Remy de Gourmont, and
Fargue, Jarry became a contrlbutor to Lormel’s L’ Art Littérature, wherz
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 Dbecame 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 Masque.

Shattuck asscrts that Jarry had been called up for millitary service
in November 1894, but Gé:oy, in his hilarious article on Jarry as a
soldier gives the date a year later in November 1895(35). However the
important issuc is that how Jarry’s eccentricities got him out of it.
» Ja.rry actually reported to the Corbincau barracks at Laval, and was
enrolled in the teoth Infantry Regiment. He ‘could not pit up with the
pettiness, stupidity and degradation of day-to-day barrack life. Géroy’s
account is most intercsting; it describes Jarry’s first 'day in the barracks
when he was assigned to a helf-human corporal by the name of Bouilly,
who made a fetish of disciplinc and set out to break this stunted long-
haired recruit to any life. Jarry was always polite, but he was comic by
nature particularly in his outsized uniform. In a matter of wecks he
was releascd for health reasons, because his behaviour had turned the
whole barracks into a stage of farce. The Comision de reforme had
him relcased on the grounds of ““‘imbécillitté précoce”. Jairy’s sccond
return to Paris brought him to the threshold of 1896; the year of his
literary glory and fame was at hand.

The year 1896 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 Plolonais, appeared in two installments in Paul
Fort’s Le Livre d’Art. It was then published in book form by The Edit-
jons du Mercure de France on June II. The subtitle expressed Jarry’s debt
to the schoolboy experiments in Rennes : “Drame en cing actes en prose’”
Restiruc en son integrité/tel qu’il a été répresenté par/Les Marionnettes
du Théitre des Phynances en 1888.”” On Dececmber 10, Ubu Roi finally
reccived its first perfermance. From that day on Alfred Jarry and Ubu
have tecome classical figures in the World Theatre.

Early in 1896, by a stroke of luck, Jarry was invited by Lugné-Poe
to become secrétaire-regisseur of the Théitre de ’Oeuvre, the most
avande-garde theatrical group in Paris at the time. Jarry offercd Les
Polyédres and Ubu Roi as well as his own adaptation of Ibsen’s Peer
Gynt for presentation. Lugné-Poe was rather hesitant and thus he
wrote about Ubu Roi: ... “il m’avait communique non achéve Ubu Roi,
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que je ne savais par qucl bout prendre pour le realiser & la scéne’. (36).
Jarry who had not forgotten his experiences with marionncttes in the
attic at Rennes, realized that there was only one suitable .way to stage
Ubu Roi, and that was en guignol.

In January 1896 Jarry wrote a letter to Lugné-Poc; this long letter

was later published as a preface to the play, giving his ideas on the way
to produce it :

84

Cher Monsicur,

_«.. Ubu Roi vous a plu et forme un tout, si ccla vous convenait,
je pourrais le simplifier un peu, et nous aurions une chosc qui

serait d’un effet comique sir, puisque, a uns lecture non
prévenue, elle vous avait paru tclle.

Il serait curieux, je crois, de pouvoir monter cotte
chose (sans aucun frais du restc) dans le gofit suivant :

1. Masque pour le personnage principal, Ubuy, lequel
masque je pourrais vous procurer au besion., Et puis je
crois que vous &tes occupé vous-méme de Ja question
masques.

2. Une téte de cheval en carton qu’il se pendrait au cou,
comme dans I’ancien théitre anglais, pour 1's deux seulcs
sceénes équesters, tout détails qui étaient dans 'csprit de la
piéce, puisque j’ai voulu faire un “‘guignol”,

3. Adoption d’un seul décor, ou mieux, d’un fond uni,
supprimant les levers et baissers de rideau pendant I’acte
unique. Un personnage correctment vétu viendrait, comme
dans le guignol, accrocher une pancarte signifiante le lieu de
la scéne (Notez que je suis certain dc la supériorité “suggestive”’
de la pancarte écrite sur le décor. Ur décor, ni une figuration,
ne rendraient “I’armée polonaise en marche das I'Ukraine).”

4. Suppression des foules, lesquels sont <onvent
mauvaises 4 la scéne et génent 'intelligence. Ainsi, un seul

dit : “Quel tas de gens, quells fuite, etc.”.

5. Adoption d’un Accent cu mieux d’une “Voix”’ spécial
pour le perscnnage principal.



6. Costumes aussi peu coulcur ‘locale ou schronologi-
ques que possible (ce qui rend mieux I’idéz d’une chose
éternelle), moderne de préférence puisque la satire est mo-
derne, ot sordide parce que le drameten parait plus misérable
et horrifique’” (37).

“Obviously in this address Jarry stressed the guignolesque aspects of the
play. His ideas on theatrical tochniques were discussed further in
another article, “De< 'inuilité du Théitre au Théaire>’ (38), in which he
eliminated completely the conventional sets as ‘“décor’”, in his view, is
hybrid, neither entirely naturalistic nor entirely artificial”’. He rcasse-
rted his belief in masks, which convey, “a character’s eternal quality”’,
Jarry carefully defined “universal gesturz’ as opposed to ordinary pan-
tomirhe, which cries out for words. Ther the voice, shouid be that of a

puppet.

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

Before the curtain went up, a crude table was brought
out, covered with a picce of old sacking. Jarry appeared,
looking dead white, for he had made himself up like a stre-
otwalker to face the footlights. Nervously sipping from a
glass, he spoke in his flattest, most clippcd tonzs. For ten
minutes, he sat in front of the explosive crowd, thanking
the people who had helped in the produciion, referring
briefly to the traditions of the Guignol theater, and men-
tioning the masks the actors would were and the fact that the
first three acts would be performed without intermission. He
concluded in a more properly Ubuseque vien.

“In any case we have a perfect decor, for just as one good
way of sciting a play in Eternity is to have revolvers shot off
in the year 1000, you will see doors open oa fields of snow
under blue skies, fire-places furnished with clocks and swinging
at the foot of a bed so that little elephants standing on book-
shelves can browse on them.

““As to the orchestra, there is,none. Oaly its volume and
timbre will be missed, for various painos and precussion will
execute Ubucsque themes from backstage. The action which
is about to begin takes place in Poland. (39).

85



Jarry vanished with his table, the curtain went up on the set — the:

handiwork of Jarry himself, aided by Pierre Bonnard, Vuillard, Tou-
louse Lutrec, and, Serusier. Likc every other feature of this perfor--
mance. the set has been described countless times. Arthur Symons, one
of the few Englishmen present at this “sympbolist farce® as he calls.
it recalled every detail.

. the scenery was painted to represent, by a child’s conve~
ntions, indoors and out of doors, and even the torrid, tcmpre--
rate, and arctic zones at once. Opposite you, at the back:
of the stage, you saw apple irecs in bloom, under a blue sky,.
and against the sky a small closed window and a fire-place ....
through the very midst of which ... trooped in and out the-
clamorous and sanguinary persons cf the drama. On the left
was painted a bed, and at the foot of the ted plamtrces .. a
door opened against tke sky, and teside the door a skelcton
dangled. A venerable gentleman in evening dress, trotted
across the stage on the points of his tces between every scene-
and hung the new placard on its nail. (40).

Also present in the theatre was William Butler Yeats, his desc~

riptin of the performance is also worth quoted :

86

1 go to the 1st performance of Jarry’s Ubu Roi, at the Theatre:
de L’Qeuvre, with Rhymer who had been so attractive to the-
girl in the bicycling costume. The audience shake their fists.
at onc another, and Rhymer whispers to me ¢ There are:
often duels after these performances’, and explains to me
what is happening on the stagc. The players arc supposed
to be dclls, toys, marionnettes, and now they are 2ll hopping
like wooden frogs, and I can see for myself that the chief
personnage, who is some kind of king, carries for asceptrea
brush of the kind that we use to clean a closct. Feeling tcund
to support-theimost spirited party,we have shouted for tke play,
but that night at the Hotel Corncille I am very sad for ccredy:
objectivity, has displayed its growing power once more I
say. After S. Mallarmé, after Verlaine, after G. Moreau,
after Puvis de Chavannes, after our own verse, after tke faint
mixed tints of Conder, what more is possible ? After us the
Savage God. (41)



‘Obviously as Roger Shaituck asserts “ No event marks more clearly
than this the close of one era and the imminence of another.. This
-single performanze assured Jarry’s celebrity far beyond literary
circles. (42)

In October, 1897, the Editions du Mercure de France published an
<“giitioa fas-simila autographique’ of Ubu Roi that included the music
‘which Claude Terrassc had composed for the original production of the
play. (43). Nearly a year later, in Jaauary 1898, Ubu Roi was performed
bv marionaettes at the'Taédtre des Pantins, which was actually the stu-
-dio of Claude Terrasse. The marionnsttes belonged to Picrre Bonnard.
Louisc France, the original Mére Ubu, was the voice of Mére Ubu. One
member of the andicace later reported that Jarry himself was the voice
-of Pére Ubu. (44)

In 1899, Jarry wrote a third Ubu play eatitled Ubu enchainé as a
.contre-partie of UsuRoi. Ubu has decided to mend his wicked ways and
to become a slave. Bat his ideas of servitudc are just as strange as his
ideas of kingships. He forces his services on a young lady and her uncle,
and combpletely disrupts the household until he is thrown in prison
aund finally condemned to be at galley slave. He accepis his fate with
great courage, and looks forward to new advantures in necw lands.
0.1 particulary effective scenc prescats “les  Trois Hommes Libres™
and their corporal who gives them commands which they never obey
in order to prove that they are free men. Their motto is “L’indiscipline
aveugle et de tous les instants fait la force principale des hommes
libres™’(45).

The following year, a shortened version of Ubu Roi, entitled Ubu sur
da Butte, was presented at the'Quat’Z’Arts,ta cabaret in Montmarte, by
the martionnettes of theTheatre Guignol des Gueu'es de Bois with the
participation of Anatole from the Guigno! des Champs-Elysées. This was
the last perforance of any of the Ubu plays during Jarry’s lifetime.
"Fo pay homage to Jarry, Jean-Louis Barraultin 1970 presented all Jarry’s
writings and theories in a play called Jarry sue la Butte (46). Ubu sur la
Butte was not pablished until five years later in 1906 by Sansot in a
collection catitled “Theatre Mirlitonesque.”” It was supposed to be
followed by the publication of Ubu Cocu, which never appeared.
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On November 1st 1908 Alfred Jarry died at the age of thirty.

four. He had Icft an indeliblc mark on the theatre of the world. In.

,Mgrch, 1908,Ubu was -revived at the Theatre Antoine with somewhat

more success than the original production; Firmin Gemir rc-created
the title role. Then Ubu fell into odlivion for severzl years.

It was rot until 1921, fourtcen years after Jarry’s death, that
there was a revival of interest in Ubu Rei which resulted in 2 sccond
critical battle over the play. It was occasioned by the publication of”
a pamphlet entitled Sous le Masque d’Alfred Jarry? Les Sources d’Ubu:
Roi, in which Charles Chasse contested Jarry’s authorship, of the play.

In February 1922 there was another revival of Ubu Roi at the
Théatre de I’Ceuvre, dirccted by Lugné-Poe himself and featuring Rene
Fauchois and Jane Picrly as Pére and Mére Ubu. Unforunately this
production, though Lugné-Poe expected it to be “Le Triomphe d’Ubu’’
turned out to be a failure. (47).

In 1926 Antonin Artaud established Alfred Jarry Theatre and
for three seasons Ubu Roi appeared on the stage agein. There were no-
further productions till 1937, when in September, Ubu Enchainé, finally
reccived its first performance by the “compagnie du Diable Ecarlate’
at the Comeédic des Champs-Elysée.

In the spring of 1945, Ubu Roi was revived at another of the
avant-garde theatrcs, the Vieux-Colombier. Again the production was
less than a success. In 1947, Ubu Roi was re-edited in Paris by Marcel
Sautier. Perhaps an even more important event in tle carcer of Jarry
and Ubu took place in 1948 and 1949, the founding of the Collége de
Pataphysique whose members arc dedicated to popularize the works
and theatrical teechings of Jarry in their Cahiers and Dossiers.

Ubu Roi was also beginning to attract attention outside of France.
In 1942, VVV, a surealist magazine in New York cdited by David Hare,
Andre Breton, and Max Ernst, publisked a translation of parts of
“Guignol”. In December, 1954, a translation of Acts I and II of
Ubu Cocu by Cyril Connolly apreared in Horizon. Connolly called
Ubu “the Santa Claus of the Atcmic Age.”” The first English
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‘translation of Ubu Roi, by Barbara Wright, was published in 1951 in
London by the Gaberbochus Press and in New York by New Directions.
The translation itself is quitc pedestrian; it had several reprintings. The
year 1952 saw performances of Ubu in both London and New York.
The London production, directed byWilliam Jay, used Barbara Wright
trenslation. The masks and prog-~~me were designed by Themerson.
The New York production at the Cherry Lane Theater in August used
an unpublished translation credited to Jane Warren and Arnold
Dcorce, supposed to ke the pen names of Judith Malina and Julian Beck.

Onc of the most successful productions of Ubu was the one given
in Paris by the Théitre National Populaire directed by Jean -Vilar; it
combined Ubu R .i, Ubu enchainé, and Ubu sur la Burte. In 1962 the
Librarie Generale Francaise published in a Livre de Poche edition
Tout Ubu, which included all Jarry’s writings and so far the most rcliable
editicn.

Another English translation of the play, entitled King Turd, by
Beverly Keith and G. Legman was published by Boar’s Head Books
in Now York in 1953, Michael Benedikt and Goorge Wellw~rth have
also translatcd Ubu Roi, simply as King Ubu, which is inciuded in their
edition of Modern French Theater, published in NewYork by E.P. Dutton
and Co. in 1964."

Growing interest in Jarry’s work promptced the Evergreen Review
to devotc a complete issue, catitled “Pataphysics is the oniy Sciznee’,
appeared in May-June, 1960, for Jarry and his followers in the College
de Pataphysique. It was cditcd by Roger Shattuck and Simon Wgtson
Taylor. In 1965, Shaituck and Taylor ecdited Selected Works of
Alfred Jarry, which was also published by Grove Press. Finally in
1968, Grove Press published The Ubu Plays, edited by Cyril Connolly
and Simon Watson Taylor, which I am using in this study. It contains
translations of all three of the Ubu plays; and they arc the best transla-
tions so far. A close comparison, however, would show.how much the
play has lost in the process of translation, and also how difficult to
translate such a work.

Ubu Roi was again prescnted in London in the summer of 1966
at the Royal Court Theatre in an adaptation by Ian Cuthbertson. The
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most notable aspect of this production was tke fact that Mére Ubuw
was played by a man, like the Dame part in pantomime.

The lasting qualities of Ubu and thc growing recognition of
Jarry as a key figure in modern French literature were well demonstrated
during the Parisian theatrical season of 1970—1971. In October 1970
there were toth the opening of a revival of Ubu Roi and the opening of”
a new production, written, produced, and directed by Jean-Louis Bar-
rault, entitled Jarry sur la Butte, which was a tribute to Jarry as a
litcrary figure. (43).

In 1978 Londous saw aprother production of Ubu Roi in French.
by theYoung Vic Company, which enjoyed a long run and hed an cxci-
ting reception. Udu Roi will continue attracting the theatre-goers as.

it is a classical satirc of the univer:ie.

PART II.
“LA FANTAISIE VERBALE”

. La fantaiiin verke'c ... congstitte un jeu liké:é cu rorci de-
la signification ct plecé sous le sigre de Je gratuité, Prati-
quement, il y a'fanteisie vertele dés que le pleisir d’ascem-
tler les mots ¢t de joucr avec cux prend Je pes sur la vo-
lonté de significr ... vn texte qui fait la part Eellc & la fantaisie
verbale peut fort bicn signifier quelque chose; mais lo sens
aingi fourni ent-e pour bien ren dans 'effet comique produit
sur le spectateur .{(49).

“La fantaisie vertale” is, perhaps, the most appropriate cescri-
ption of Jarry’s lanpavge. As M. Rotert Garapon defines it in the

atove quotation; what tccamre known as “le parler Utu” is made up-

of a varicd and piguert vecatularly that ircludes numlbcrous reolo-
gisms and archaisms 2s well as musical variations of slang, scatology,
jergorns, and coired expressions, that are based on sound effect rather
than any significance. Jarry proved a master in using every tcchnique
of the burlesque style of all ages from Rabelais to the poetes maudits;

the use cf repetitions, accumulations, exaggerations, building-up jar--
gons, unusual puns, and rhetorical patterns. Jarry, likewize Sheridan’s.
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‘Malapropisp, and Wilde’s Banbarism created what the Parisian liferary
circles dubbed ““le parler Ubu’.

The language of Ubu Roi is second in ‘importance only to the
figure of Ubu himself, and in fact dramatically linked to his character.
However, in certain sceaes the comeédy of language seems to take pre-
cendeace, at least momeatarily,over the comedy of characteer and situa-
.atioa. 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 theme through its rhythmic cffect.
Jarry “fantaisic verbale’ does not only enhance, but it adds another
dimension; it has a symbolic as well as a functional aspect as part of
the whole satire. Jarry cxcelles’ all his predecessors in his pure verbal
‘virbosity; he thus provides the playwrights of thie theatre of the Absurd
with a fruaitful source for their “games of words’’, with their inco-
hercnce, disintegration, and silly platitudes, as represeated in the style
of writers from Artaud to Beckett.

The language of Ubu Roi simply reflects Jarry’s view of the human
soul as grotesque and absurd. Ubu’s pompous verbosity which usually
reaches its summit, sudd.nly breaks down or runs away out of control
likc 2 m~shine gonc mad. This technique is used elaborately by Ionesco
in The Blad Prima Donna, aad Beckett in Waiting For Godot, particularly
in the roles of the four 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 avaunt-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 does indeed sct the tone
“for all that is to follow in the world modern theatre. The audience of
“that performance reacted to it, as if it were a battle cry. In a way it
was a cry for a complete change in the theatre.

In this part my attempt is to examine Jarrry’s language lingui-
stically and dramatically from thc French and English points of vicw,
‘through a close compraiive-study of the original Ubu and the latest
-and perhaps the most reliable translation of Ubu Plays by Cyrill Connolly
-and Simon Watson Taylor.(50) The translators assert that “Jarry’s
-use of language in the Ubu plays is as unusual as the eveats he recounts.
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The schoolboy jargon, the changes in pace and style ‘betwcen staccato
repartée and mock-Shakespearian heroic declamation, the puns and
obscure jokes all present their particular problems. And then there are-

- the ingenious verbal inventions. The highly suggestive oaths (merdre,
cornegidouille, cornephynance), insults (bouffresque, salopin, bourrique)”’
and anatomical references (bouzine, gitorgne, onreilles) which abound,
particularly in the two carlier plays, derive directly from the accumulated
repertory of slang of the Hétertiquc saga of Rennes, and challenge one-
to find suitable cquivalénts in English. Howis one to duplicate the
majestic, tonguc-rolling sornority of the werd merdre, given only our
bleak, unhcroic “shit’’ to work on ? Tke aecrated hiss of: “pschlitt®’
provided some labial satisfaction but can only be gonsidered the best
of several ihadequate alternatives.  On the other hand, Cyril Connolly’s
triumphant conversion of cornegidouille into hornstrumpot gave the
English language a new cxpletive when in 1945 e first presented his
version of Ubu Cocu in the pages of Horizon.”” (51).

Translating such langu~ge is really & “challenge’, because the
sound of words pleys 2 major ro'e. The sound is to provide meaning,
effcct, rhythm, parody aad rhyme. Jarry uses all kinds of tricks, dis-
torting, inventing, buiiding-up words and expressions of pompous
sound-cffeets, that could be casily blawn up or broken down; and to te
picked up by another character to play with and on, exploiting, exha-
usting and throwing away. Such words become alive objects  at
certain - moments that they control the characters and their @ction
instead of teing controlled jthey become the main themes; they provide
ilic main parody; in fact they arc the comedy of larguage.

it is intcresting to analyse the title-role which became synonym
with its creator. Jarry himself asserts in his article, “Les Paralipo-
meénes d’Ubu’, in his mysterious manner how he arrived at that name;

“Jc nc sais pas ce que veut dirc le nom d’Ubu, qui est la
déformation en plus éternal du nom de son acoidental prototype encore
vivant; Ybex peut-étre, le Vautor.” (52)

Later in the same article Jarry compared Ubu to “la béte marine:
Ia plus esthértiquement horrible, la limule.”” A. Carey Tayor,
in his article on “Le Vocabulaire d’Alfred Jarry,”” points out that Jarry’s.
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emphasis on words like Ybex and limule suggests that : “Jarry tendait
a croire que la voyelle u (quisc trouve, par cxample, dans le verte huer)
était mieux fairc que toute autre pour exprimer ce qu’il y a deiméprisable
dans le veule personnage auquel il donnait sa forme définitive.”” (53)

Obviously the repetition of the single vower -u”’, the explosion
of theconsonant, and the brevity of the word which can be pronounced
backwardly and forwardly in thc same way create an impression of
ridiculousness,  Thus the shape and sound of the name bear the grote-
squeness and absurdity of the character. Once one gets famliar with

N

Ubu no one can be surprised at characters like Godot. °.

J. H. Sainmont has suggested that Jarry chose the vowel ““u”’ in
order to create an internal rhyme in the ¢horus line of the Chanson
du décerveiage .

Hourra, cornes-au-zul, vive le Pére Ubu. (54)
The addition of the popular form of address, Pére, to the name Ubu
I think is zo highten tnc impression of vulgrity. The name Mére Ubu
is an echo of Pére Ubu,which renders er a complementery character.
Then the grandiose iitle Roi is to juxtapose with the ridiculous name
Uk thus the title coniains the whole parody of the play.

The most important character after Pérc and Mére Ubu is Captaine
Bordare, their {ellow conspirator who betrays him. The name Bordure
is Jarry’s invention. It is a term in heraldry in which Jarry was very
interested. He and Rémy de Gourmont made extensive use of heraldic
figures and terms in their art review, L’ Ymagir. Heraldry was also a
dominant theme of César-Antechrist, in which “L’Acte Terrestre””
consists of a shortened and sightly modified version of Ubu Roi. (55).

«

In the name Bordure again therc is 2 combination of vowels and
consoatants that produces a vulgar and rude sound.In partciular the“r”’
sound which ends each syllable created an impression of grumblimg
tune. Carey Taylor asserts that““Nous sommes tentés de croir € que la rime
ricke 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. Faylor suggets
that the name Palotin itself came from the “perhéberiique’ lcgend 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 supposedly set in Poland and it retains as its
subtitle Les Polonais. "The most important of thesc Polish names are
those of the king,Venceslas, and Lis three sons, Boleslas, Ladislas, and
Bougrelas. All but the last name were common names of the kings of
Bohemia and Poland. Jarry comments on this fact in his programme :

“Fort tard aprés la piéce écrite,on s’est apercu qu’il y avait eu en de
temps anciens, au pays ou fut premier roi Pyast, hommc rustique, un
certain Togatka ou Henry au grand ventre, qui succéda a un roi Vence-
slas, et aux trois fils dudit, Boleslas et Ladislas, le troisiéme n’était pas
Bougrelas.. Nous nc trouvons pas honrable de construire de piece histo-
rigues. (58).

The sound of the names seems to be of primary importance
rather than any specific hitorical reference; 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 ending (las). The first syllable, Bougre, is to ryhme with
merdre. The other characters with Polish names play minor roles; some
of them were taken from history. For cxample, Stanislas Leczinski,
the peasant from whom Ubu tries to collect taxes in Act III, se.iv., was
the name of the King of Poland in the first half of the eigliteenth centery
and was also ruler of Bar aad Lorraine. Their names add to the Slavic

flavour of the play.

Cyril Connelly and Simon Watson Taylor kept most of the names,
obviously realizing the dramatic importance of the title-rolc Ubu. They
change Roi to Rex, for no reason; and Pére and Mére to Pa and Ma,
again to keep the degree of familiarity. The Polish names are given
English pronunciation, but tihe three Palotins are changed to Gyron —
instead of Giron, Heads and Tails which indicate their mechanical
roles in the play., The name of Captaine Bordure is also changed to
Macnure, which is pronounced most of the time M’nure. The only justi-
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fication here is that “M’nure’’ is associated with filth and dung which
perhaps matches Ubu’s regular oath “Pschi*t”.

However, it is interesting to trace briefly the original names and
parts of Ubu’s henchmen, the Palotins. They were a traditional part
of Ubu’s entourage from the earliest of the Ubu cycles in Rennes.
Their major role was to extract “finance’’ from Ubu’s victims and to
carry out his threats. They play the part of the Greck Satyr-Chorus.
Their original names reflected their wicked naturc : Mouchedgog,
Merdanpot, and Quatrezoneilles. The numter rcealls the, threc witches
in Macbeth; sound includes the two theme-sounds of Merd and eilles
which run throughout thc play. The names were changed to Giron,
Pile, and Cotice, and their roles have been modified too. While at times
they do carry cut their normal functions as “grippe-scus’’ and strong
men, at other times they scem elmost human. But they are no better
than Ubu and arc eatrircly bound to him; they arc cven called
“Les Ubus™.

The lingnistic pattern, which Connolly and Taylor fellow is indi-
cated in their transization of the Dedication. It is a pattern which consi-
sts of sound and shape to produce the maximum effect; their method is
to add an extro note or two at the beginning or the end of the word.
Jarry’s Dedication to Marcel Schwob is 2 a spcimen of his style :

Adonc le Pére Ubu hoscha la poire, dont fut depuis comme
par les Anglois Shakespcare, et avez de lui sous ce nom
maintes belles tragoedies par escript.(59).

In English it appears :

Thereatte Lord Ubu shooke his peare-head, whence he is by
the Englysshe yclept Shakespeare, and you have from him
under thaite name many goodlie tragedies in his own hande.(60)

Here the opening word “Adonc’” which is archaic is translated to
“Theratte’’ by adding the suffix “atte’’, instead of the additional “A’>
in French; thus the new word is two syllables with the rolling“R’’ in the
middle to allow an emphatic prolongation to introduce Lord Ubu.
Lord is used instead of Pére for exaltation. The French verb “hoscha’
in its cighteenth century spelling with the extra letter “S’’is turned
to “shooke” to.lengthen the word in imitation of the French ending
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vowel. “La poire’” which is referring to Ubu’s head had to be explai-
ned, because “poire” in French can be used metaphorically in relation
to head, but not in English. Here the translators faced a linguistic
problem of a cultural aspect. The word Anglois is turned to Englysshc,
which is a coined adjective on the same pattern and sound of tkeFrench.
The verb “nomme” is changed to the archaic verb “yclept’”; the
original stem is “‘clepe’” which mecans “call”, Following the same
pattern “ce’’ is translated into “thatte’”> with an additional “t”’ and a
vowel for stress, and “belles’ into “goodlie’’ and the final “esprit™
into “hande’” with a tress on the ending vowel.

The zound of the additional vowel ¢¢>* at the end of seven words
in a short dedication of one sentence does bring about a rhythmical tune
of emphatic nature, which is of a child’s chanting manner or a puppet’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. Jarry uses literary style, some of which- is
old French (61), and some colloquail expressions with the intention of
bringing about the dramatic irony,upon which the burlesque of the whole
play is based. The eilect of this style is retained to its utmost by means
of its phonetical rendering. Jarry’s personac are far from being realistice
they arc human beings playing puppets, not the other way round. Ubu
is the super-marionnette — le grand guignol of all tragic herocs of all
classical and Shakespeican dramas.

How far were the translators of Jarry’s work aware of this technique?
The English text is the best answer. The Dedication shows that Con-
nolly and Taylor are aware of the over-cmphasis which brings out}the
puppet-like pronunciation, 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 dealt with within the text, but stiil
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 Béhar (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 d.aimatic control over the personae, motivate,
accelerate and advance action and plot. Henri Béhar asserts that “ce
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langage ecxclamatif, disant les réactions primaires, parait commode, facile
et naturel; il est une réalité en soi. Voyons locs caractéres de cette

création verbale.”” (65).

Ubu Roi opens with the word which croates the biggest tumult
in the history of the stage. Critics, playwrights, audicnce and journa-
lists filled up books and papers with talks and criticism on Jarry Eccause
of this word, Merdre. Jarry adds the rolling sound “r’” not only for
emphasis, but to give the first and leading persona, Ubu, the child’s
prolonging note of grumbling. Such as inarticulate sound gives the
murmuring, growling, and rumbling manner of complaining. The addi-
tional “r>> makes it nccessary to roll the middle “r* in the original word,
hence the effect is doubled.

The translators usc the original vulgar word “shit’” ina cempound
— three — syllable form (Pschitt). Thke beginning sound of “Psch’’
can be initially aspirted in a stressed syllable. The syllabic structure
in English does not usually allow the sequence“Ps> or “Psc’” 10 be
initially prcnounced in a word; the “Ps in “Psycology’’ is rarely prosno-
unced in English, while it is articulated in French. The sound “P’’ in
the beginning and the double “T** at the end give this key-note of the
play a clippcd-edge tone. The gencral tone can be related to children
pronunciation or a ventriloguist manner.

However the grumbling murmurring cffect is lost; instead therc
is the swearing and cursing effect only. The French critic Pierre
Larthomas points out that “la valuer particuliére de la lettre R qui,
comnic dans la bellade de Villon, exprime la colére, Uimpatierce, la
mechancete; Ubu Paffcctionne (Rastron, bouflre, bougre ... (65) This
initial word is used thirty-three times in the play and therefore invites &li
sorts of interpretations and comments. Béhar coliected some of the
contemperary comments, and came to the conclusion that “Deformer

un mot c’est le creér 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 theatre in terms of sounds, words,
characters, action and setting. The repetitive variation of certain words
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in their cxaggerating or distortiing form brings about their double signi-
ficance of negation and affirmation. They form a thematic, structural
refrain that controls the behaviour of the characters through their obsse-
ssion. The contradictroy effcct brings to the fore the genre of burlesque.
These words such as ‘Merdre, phynance, oneille’ havc Eecome alive sym-
bols in the Surrealistic manrer of Vitrac and Apollinaire; these .. ords
arc like the ballooms which are used insicad of the female brcatsts in
The Breasts of Tireseas (68), whose inflation and dcflation symbolize
the sterility and fertility of women. Alive words as such are used like
alive objects by Ionesco in Tlie Bald Prima Donna whén the characters
lose contrel, and thus the dialogue breaks down to nonsenscial sounds. -,

The importance of sounds, rather than the actual, conventional
word, is clear; this is what HonriBéhar describes as ““la fantaisie graphico-
phonique™. (69) The title role, Ubu, is the key word; though origi-
nally taken from the Lycée de Rennes, its final shape is esteblished by
Jarry o give the venting sound of boeing and to be prenounced the same
way backwardly and forwardly with one consenant in the centre, which
increases the protruding of the lips, in the meancr of children or puppets.

Meére Ubu’s answer, which Is actually the teginning of the dia-
logue, sets the pattern of Tairy's style, that is an integral part of his

Mére Uby : Oh 1 Viola du joli. Pére Ubu. vous estes un fort
grand voyou.(70). Herc the exclamatory sound “Oh’ cxpresses her
surprise; while the rest of the answer points out her admiration and
pride of her great scoundr:l of a husband. Jarry uses the old literary
style, suitable for Mére Ubu as a complementary character to Pérc Ubu.
The izony adds meaning and colour to both characters. In the English
version this line spoiled the keynote of the play; Ma Ubu answers: “Poh:
What a nasty word. Pa Ubuy, you’ré a dirty old old man.’ (71). First
it is not the right translation; sccondly, it is a different style. The
lengthening- of the exclamatory sound is only vulgar; the chenge of
“joli”’ to ‘nasty’ seems like a rupture in the grand effect; partiularly
when followed by ‘a dirty old old man’ instead of * fort grand voyou’.
It seems that the translators meant to explain the opening word Pscitt’,
but the whole meaning is changed, the character of Mére Ubu is
disfigured, and the dramatic irony is lost.
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Pére Ubu’s answer is on the same lines :

Pére Ubu : Que ne vous assom’ jc. Mére 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 formal;
Jarry uses “vous’” and the opening*“que’’ as an adverbial exclamation is
not at all the same as “Watch out...”.“Yer nut’ is a collquail expression
of a low class which is not equivelant to the respectable pronoun‘vous’’.

The following line is even worse; the translators took much more
liberty in the use of colloquaism and additional expressions.

Meére Ubu : Cec n’est pas moi. Pére Ubu, c’est un autre qu’il
faudrait assassiner. In English it is changed to : “It ’s not me you should
want to do in, OId Ubu. Oh, no ! There’s someone else for the high
jump.”’(73) The French vecrb ““assassiner™ is a litera1y one,used as part
of the formidable, elevated style. The English expression “do in’’ is
slang for kill.

After the initial word, “Merdre”’ the thunder-bolt — but to Jarry
it is an oath, perhaps a prayer, he docs not intend to use any slang
language -as the main characters are parcdying the high style of Kings
and Queens. 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 a child,parodies through
exaggeration and manipulation many classical works from Racine’s
Andromaque to Shakespeare’s Macbeth, Juluis Caesar, and Hamlet.
Jarry also does not intend too much mystery; Pére Ubu and Mére Ubu
are like two children talking mischief,

Pére Ubu answers ;  ‘De par ma chandelle verte, je ne comprends
pas.” The first part is to be used as an oath-refrain throughout the play,
-and the rest is a straightforward, literarystyle. Again the English line
is rather colloguail; 9°’m not with you * (75). Obviously the English
writers are trying to keep up the colloquail streak; hence they have
missed the main clue in Jarry’s style, which is the mixing of hight-flown
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language, childish jargons, and coined-colloquailism. It is interesting
to compare closely at least the first part, in order to see how much the
original work has lost in the process of tran:lation.

Ubu’s often-uscd oath “de par ma chandelle verte’’ is supposed
to have come from an earlier play which did not survive; Charles Morin,
Jarry’s schoolmatc in Rennes, asserts that “La chandelle vertc était un
signal que le P.H. mettait & safenétre pour correspondre avec ses acco-
mplices, durant les expeditions nocturnes de ceux-ci.’’(7!) However,
it seems to me that it echoes the Shakespearcan image of the candle.

In Pére Ubu’s fourth speech he works himslef up and thus he
begins his answer with his two oaths : “De par ma chandelle verte,
merdre, madame,certes oui, je suis content. On le scrait & moins :
capitaine de dragons, officier de confiance du roi Veccslas, decore de
I'ordre de I’Aigle Rouge de Pologne-et ancien roi d’Aragon, que voulcz-
vous de mieux ?°’ (77)

In English the opening part is turrned to : “By my green candle,
pschitt, Madam. Yes, by God, I’'m perfectly satisfed ...>* ‘By Ged’,
here has no place, as Ubu has a!ready used his two catch-phrascs in a
manncr of swearing. The rest of the speech echees Macbketh, intredu-
cing himself in the opening scens.

After Ubu’s self-introduction, boastfully naming all Lis lcading
posts, which is repcated by his wife to tempt him to kill for cven 2 higher
post in the manner of lady Macbeth, Pére Ubu still could not undeér-
stand her intention kays : “Ah ! Mére Ubu. je n¢c comprends rien de
ce que tu dis.”” Thus Meére Ubu loses her temper for the first time and
says :”” Tu es si béte””. These two short speeches arc dramatically
necessary to give chance to Ubu to think and the audience to guess. 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 different expression, without any reason.

Jarry comes closer to Macbeth in Ubu’s next answer : ... Le roi
Venselslas est encore bien vivaat ..., which is taken dircctly 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. Instead the line is turned to a flat statement, ending with 2 tag
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question:“King Wenceslas is still alive, isn’t ke?” The rest of this speech
has even a worge luck in the hands of the English translators. This
speech s worth quoted s a whole as well as its tranclation; it shows
where the translators went entirely off the track.

Pére Ubu : De par ma chandclie verte, le rc-i Vencesles est encore
bicn vivant; ¢t méme en admettant qu’il meure, n’a-i-il pas des Iegions
d’enfants?

»

Meére Ubu : Qui t’empeche de massacrer  toute la famille et de te
mettre 3 leur place ? (7 )

The English translation reads as follows :

Pa Ubu : By my green candle, King Wenceslas is still alive, isn’t
he ? And even if hc does kick the bucket, hasn’t he masses of childfren ?
Ma Ubu : Why shoulda’t you finish off the whole bunch and put vourself
in their place ? (8).

This speech is a good cxample of Jarry’s style; he-c Le peetically
balance the thice-part speech by using the two verbs ( rdvant end adme-
ttant) in the subjuactive, then ends it with an cxelamatniy  guery for
emphasis and surprise. The last part cchoes Biocketi’s comnient on
Banquo’s sons, as they appear in ‘a show of Eigii Kings,ihe iast with a
glass in his hand which double the reflcction’.  In English the mein part
of the sccne is turned to a mystcrious colloquaii ¢ pression “kick the
bucket’. This is really bcyond any explanation vxceni {oi the sake
of vulgar cxcentricity. Ma Ubu’s answer has also the same flavour
of colloquailism; ‘toute la famille’ is changed to “the  whole bunch’,
just to keep-up the colloquail rendering.

Pére Ubu’s answer is the retort of 2 child, passing hi: spontancous
punishment over his puppet or pet : “Ah ! Mére Ubu, vous me faites
injure et vous allez passcr tout & I’heure par la casserole. *’In English
it takes a realistic tone : “Ha. Madam, now you have gone too far, and
shall very shortly be beaten up good and-proper’. The inversion of the
sound “Ah” is of no significance, and the use of Madame instead of the
actual name is unnecessary.

The French 'scene continues in the same childish manner with
Mere Ubu coaxing and Pére Ubu resisting a little, then getting excited,
particularly when she mentioned that he would eat “fort souvent
de I’andouille®’. “L’andouille’ is another key-note; it has become the
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main stecm of a whole group of neologisms such as““boudouille, gidouille
and corncgidouille...”’. This word is translated into “bangers”, which
is a coined word of very little significance. Pére Ubu, in his cxcitement
chants his favourite oath, Mcrdre, with an additional parallel, Bougre,
te inteasify its effect and to rhyme with it too. ... Bougre de merdre,
merdre de bougre, rhyme childishly together; and thus the whole scene
takes the shape of a puppet show. The English translators change it
to “Pschittabugger and buggerapschitt’, which sounds harsh, vicious,
and vulagar.

Jarry parodiss some of Shakespearc’s images in Macbeth; first
the image of new garments; socondly the dark nights as eppropriate
time for murder, and the similic of the cat in the adage,that wants to cat
the fish without geiting wet.  Meére Ubu echoes Lady Macbeth’s
threat : “When you durst do it, then you werea man’; and thus she says :
“Ah ! bien. Pére Ubuy, tc voila devenn un véritable homme.” The scene
ends witii Mére Ubu alone giviag her soliloguy in the manner of Lady
Macbotiy, and thus the parody is complete.

Mére Ubu : seule : Vrout, merdre, il a été dur 4 la détente, mais
vrout, merdre, je crois pourtant I’avoir ébranlc. Grace a Dicu ot a
mei-méme, peut-éire dans huit jours scrai-je reine de Pologne. (81) It
sounds like Lady Macberh’s praycr to evoke the devil. The repe-
tition of Vrout and merdre stresses the rhythm and brings out the parody.
In English a coined word, symetrical with pschitt, is used, followed by
a different translation of the French line, “What a stingy bastard™.
The direct translation is simply ‘it was difficult 1o convince him’. Herc’
the translators find it natural to call Pére Ubu a stingy bastard, because
in the beginning of the scene they call him ‘a dirty old man’.

Therefore the English scene is different from the oiiginal;.it lost
the jaxtaposing aspect in appearance, language and style. Jacry’s techni-
que consists of opposite clements, which contradict, clash with each
other; inflating and deflating word:. to bring about the dramatic irony
through the rupture effcct. All this, unfortunately, is lost in the
English version; the result is a flat style of vulgar, coined words; and Pére
and Meére Ubu are another Punch and Judy show.

The main action of the play parallels many Shakespearean
tragedies. Ubu, like Macbeth, is temipted to his crime by his ambitious
wife; Bougrelas looks liks a mock-heroic counterpart of Hamlet, specially
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in the scene in which Bougrelas is encited to vengence by the ghosts
of his family. As in Juluis Caesar the qucen has 2 foreboding drcam
the night before the assassinetion and pleads with her husband not to
attend the military review; but Venceslas, likc Caesar, refuses to heed
ker warning.

Parody covers all apects in the play; it is precent on all levels : in
tke basic plot, in every episode, in the action of every individual scene,
in characterization, and in style. In thc most basic plot which is the
assassinaticn of a a king by an evil usurper and the usurper’s downfall
is obviously tke parody of z typical plot of an Afistotlian tragedy.
The parody in individual episodes and scenes such as the banquet scene,
during which the conspiracy takes place, the conspiracy scer.c, the assa-
ssination with Merdre as 2 signal word for the conspirators to kill the
king, the scenes of terture and killing of the noblee, till the end <f the
play, completcly rcmove the play from the realm of cerious drama,
tecause of its slapstick, buffoorery, absurd dialogue, and guignolesque
action. Other traditional scenes that are parodicd include the military
review, the battles and hand-to-hand combats, Ubu’s dream, the fight
with the bear, and the voyage by water with which the play ends. The
parody provides the dramatic irony as weil as the comic cfiuct; Jarry
uses all the stock devices from pantomime to slapstick, vulgar threats,
violence and chasing. The dinner scenc in act 1. is a good cxample;
the menu reflects the farcical tonc of the cpisode : “Sournc polonaise,
coOtes de rastron, veau, poulet, pite de chién, croupions de dinde, char-
lotte ruse, bombe, salade fruits, dessert, bouilli topinambours, choux-
fleurs & |2 merdre.”’ (82) Before the arrival of the guests Ubu plays all
sorts of tricks 1o steal some food from the table. The conspirators arrive
in the middle of the quarrel between Ubu arnd his wife. During the
party the guests behave in the manner of children in a tea party;rather
than actually eat the food, they only taste each dish, making rude com-
ments as they do so, such as “Bougre, que c’est mauvais.”” or “Il est
trés bon, j’ai fini’>. As usual, it is Pére Ubu who interjects the most
vulgar note of all. In the middle of the meal, he disappears from the
room to return with “un balai innommable”, throws it on the table,
and invities all to “Goutez un peu”. After beating some of the guests,
who are supposed'to have fallen dead, he dismisses them all except
Captaine Bordure : “A la porte tout le monde. Captaine Bordure,
j’ai a vous parler”. When they all refuse because they have not finished
their dinner, ke begins to hurl cétes de rastron at them, accompanied by
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his favourite oath, Merdre, chasing them out. The absurdity of the
entire situation brings the parcdy to its peak.

The parody is also represented in the language. of Ubu Roi, it is
~actually “la fantaisic verbale’’. The aim of the burlesque style is to
shock the audience into laughter by the contradictory clements of
cxpressions and rhetorical patterns. The sccond aim of parody is to
ridicule the principal characters by putting into their mouths words
that are inappropriate to their station or situations in life. The language
of Ubu Roi is an integral part of the characterization. In this “fantai-
sic verbale” there are three  distinguished groups of neologisms; cach
group has a certain theme-tune, which can be iniensificd by means of
rhytmical ropetition, and blown up to the extent of rupture for 21l kinds
of cffcets.

The first group is that of the initial word, Merdre; its rhyming
variations arc words likc “bougre”, and “boufire’’. These words and
their derogatory sounds can be inflated and deflated according to the
different occasions; they can be used as endearing words for affiction or
gruff terms of kingship. As an expletive of cursc they ace uced in diffe-
rent combinations : “Bougre de medre, merdre de bougre’ (83), and
“dc par ma merdre (84). Mcrdre is used as the signal to tegin the attack
on the king. It is also used as a dcrogatory epithet, as when Mere Uba
cails Pére Ubu ‘Grosse merdre’. In some cascs it becomes almost 2n
endearing term of affection, as when Ubu ycalls his wife ‘Madame de
ma merdre’ or when he calls Nicholas Rensky “Garcon de ma
merdre’ (85). Somectimes it takes on the meaning of “royal’” or “offi- -
cial’’; hence Ubu calls his arms sabr¢ 4 merdre, crcc a merdre, or
*‘ciscau a4 merdre’’.

The second group builds up on Gidouille which presents the most
important aspect in his physical chacaterization. Ubu frequently
swears upon his gidouille, to which he often addsthe prefix “cornc”,
and both rhyme with L’andouille. The theme-tune here presents ghut-
tony; the big gidouille parodies the physical flaw of tragic-herces.
Jarry presents “la gidouille’ asan Ubuesque theme; it is used in another
play in the cycle, entitled Les Andouille, de Pére Ubu which is supposcd
to take place inside Ubu’s enormous gidouille, where the Palotins were
performing a “ncttoyage interne’” nccessitated by the fact that Ubu
had as usual consumed too many andouilles. The same idea is 2lso
used in another old piece called Cornes du Pére Ubu, <“ou Madame Ubu
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accouche d’un archeopteryx, qui a été jouée en ombres, et dont la scéne
est ’inericur de la gidouille (d’Ubuj™’. (86) :

It is intersting to point out the difficulty that faced the translator
here; in English Gidouille is turced to  “strumpot’ and L’andouilie to
fat saussage, and therefore the rhythm is broken and the theme-tune
is lost. 1In fact such words and their variations arc untransleteable. If
they do not fit in the English text, other cquivelant of il:c same tune
cffect shouid be used inthis musical “fantaisic verbale”. Tle word
in Jarry’s work is treated es a key-note, that lends itsclf easily to vari-
ations, regard'ess its conventional meaning. It is the sound and its
echo that mziter. The gidouille end the andouilles ccho Rakelais’s
godebillios which Grandgousicr and Gargmelle ate and the result was
the begetting of their grand son, Gargantua. (87)

Like merdre, gidouille, andouilie, boudouille and cornegidouille,
Jarry distoried other words to rhyme such s oncillc instead of orcille.
The third group of ncologism turns round the sound rasiren which first
appears in the burlesque dinner scene.  The cotes de rastron were part
of the bizerre ricnu prepared by Mére Ubu, and Pére Ubu uses them to
throw at his zucsts. Jarry gives a diflcrent cxplanation, 2 fictional one,
of theorigin of the same word in his novel L’ Amour absolu. Rastron was
one of the nzmes Emmanucl, the main character in the novel, gave to
the animals in his Noah's Ark wi.cn he was 2 child : “Rehirs ot rastron
furent les plus beaux, dont Emmanuc! lui-méme oubliz lc sens ..”°(68)
The origin of the word, however, is not as important as the pariicular
usc made of it in the play, again it i5 the sound thet determires the nature
of the cffect.  Essentially it is the word rar with a suffix — stron whose
combination of consonan:s and the nzsal on serve to inflate the word
and give it a crudcly comic effect.  From the sound of thc word, rastron
scems to bc @ funy animel. And céres de rastron scem  as grotesque
as grasshoppcars ‘knecs or toads’ tces.  Another variation on the semce
theme is the word“borgne’*which basically means “having only one eye”’,
thus possibly suggesting Ubu’s singular “gidouilic’. Tke sound of
the word suggests the grotesquencss of the thing it designates. Another
term for the same object is bouzine. Carey Taylor suggests that Jarry
might have drawn .this word from Rabclais, who ‘‘employait ce mot
dans le sens de cornemuse, instrument dont la forme rappelle suffisament
la gidouille d"Ubu’. (89)
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There is another group of words like finances or phynances and
physique; in this case it is not so much the sound of each word as the
particular use made of them which is important, but the rhythm is
kept up. These terms also form a theme-tunc; they indicate any kind
of wealth or money. As soon as Ubu has become a king, he kills the
Ministers of Finance and appoints himself Maitre des Finances. This
title is much more valid than the titlc Roi both as 2 symbol of his greed
and as a description o1 nis actions. Mére Ubu, thcreferc, becomes
Madame la Financiere (90). Carcy Taylor points out that : “Le terme
Mzaiire des Finances devient bientot le titre officiel par excéllence de
PPusurpateur, comime los titres do Fuhere ou de Duce plus tard, ct ’xpre-
ssion @ finances pread le sens de “royal ou d’Officiel > ... (91).

As Ubu sets out to colléct taxes from village o village, he takes
with fum the voiturin & phiynances and the salopins de finance (92). Latcr
when he gocs to war, he rides the cheval a phynance, wears a casque a
JSinances,.arms himself with a croc & finances and a pistoloet a phyrances.
And, during the short interval before the battie. with the Russians, Ubu
asks his soldiers to sing. When Ubu goes round collecting taxes, he com-
mauds his subjcts to produce their finance and not their argent. In giving
a“financial”, in its double meaning, report to his advisors, he speaks of
“des gens pliant sous le poids de nos phynances®(93). Late in the same
scene, when Ubu learns that Boredure and Czar have joined forces to
defeat him, he zttempts to bribe the saints to help him with offers of
phynance: “Saint Antoinc et tous les saints, protegez-moi, je vous
donrcrai de la phynance et je brulerai des cicrges pour veus’ (94).
Obviously finances is sometimes written phynances as in Le Theatre des

Phynances, the name given to the attic in Rennes where Ubu received-

its first performance. Carey Taylor suggests that this spelling like the
term bouzine, was based on the high-school students’ study of Rabelais
and other writers of the Renaissance. '

Several other archaisms or pseudo-archaisms are to be found in
the play; estes (L., i.vi); Monsieuye (IV.v,vi.); par conseiquent de
quoye (IV., v, and V., vii); ji tou tue (XI1., viii); ji lon mets dans ma poche
(IV, vii); and ji lon fous a la poche (IV, v). Ina few cases only the spelling
is archaic and does not cffect the sound, but in many cases the spelling
does influence the sound, and thus like the 'kinds of neologisms, their
oddity gives them special meaning and cxctra-lignuistic effect.

Like merdre Ubu has other favourite curses and interjections
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such as swearing ‘‘de par ma candelle verte’ and “je te poche avec
decollation et torsion des jambes’.  La poche is a large sac which Ubu
drags behind him and into which ke stuffs all the phynance ke is able
to stezl. Whatever the origin of such interjections they add colour to
Ubu’s fantaisic verbale, particularly when he joins these words together
in a rhyming form.

These groups of neologisms have the function of theme-tunes,
which run throughout the play. The merdre group represcnts defiance;
the gidcuille group designates greediness, the rastron group indicates
childishness and mock-violence; the phynance combinations signify
usurpaticrr, money and wealth. These terms are untranlatable because
they are not included within the linguistic frame of any languace; they
have an exctra-liguistic dimension, based on their sound-effect. They
should be translated as musical notes, according te sound rather than
meaning. The sounds that rhyme together and form a musical structure

"which functions as am intgral part of the plot, action, and characteri-
zation. A gocd equivelant of a certain word, like Pschit for Merdre is
appropriate in istself, but it dces not function within the total structure
of the play. In fact, like the title-role, Ubu, these terms shouid te
kept as they are; or to be translated to equivelants that held together
ir a similer linguistic-structure with that extra dimension of sound effect.

Alfred Jarry who is rcgarded as onc of the most eccentric figure
among the poets maudits of French literature, made his name over night
by Ubu Roi, the performance that inspircd a havoc of criticism. Such
grotesque work has tccn exerting a tremendous impact and growing
influcnce ever since Jarry’s dcath, on playwrights of all nationrlities.
As it is shown in this study it is difficult to rclatec Jarry to a certain lite-
rary school or trend; but he may ke placed in the school of Ratelais’s
wild, cxtravagant and scatological imegination and verbosity. Jarry
owgcs much to Arisophancs, the Commedia delle’arte, and Shekespeare.
In addition to the pcets maudits from Comte de Lautrcamoent (9%),
to Verlaire, Rimbaud and above all Mallarmé, who decmarded a theaire
of myth that would te un-French in its irrationality; with a story “frecd
of place, time, known cheracters ... for the century, or our country
that exalts it, has dissolved thc myths by thought. Let us remeke

them’”. (96).

In Ubu, Jarx-'y created a new Universal Tyrant; the monstrous
and grotesque figure of Pérc Ubu includes all the fundamental ¢lements
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and forms of tragedy and comedy -a totel theatre of the Atsurd,which com-
bines the hero-villain, the tragic-comic, the poetic-image of a savage
God in a pataphysical marionnette. Ubu Roi provides the playwrights
of all succeeding schools from the turn of the century till today
with dramatic images, theatrical techniques, grotesque characters, and
all kinds of Ubuesque dramatic art, which is based on the Guignol
Thezatre. In his article on the theatre Jarry points out the main items in
his technique; the use of a mask for the main character, th.c adoption
of a special aceent or voice by the actor who played this role, ad the
use of cardboard horses heads in the equestrian scenes. Jarry stated that
one of the main purposes of a dramatic work was to present & new human
typc. He cven went so far as to say : Sil’on ne pzut absolument créer,
¢’est-a-dire faire nature un &tre nouvcau qu’on se tienne tranquills(97).

Almost all the themes 21d techniques and linguistic ccentricitivs
that wore present in Ubu Roi, or that Jarry discussed in his writings on the
theatre have become imporatnt aspects in modern art 2nd literatare and
specially ip the contemporary theatre of the Absurd. The figure »f the
puppet or clown has become a symbolic figuic of the character of the
Absurd theatre. It is the image that contains muitiple allusions, on the
surface they look meaningless, and the more you think about them
the more meaningful they become. The mechanical puppet is the best
image of man in his present statc of helplessness, with no control over
himself or the circumstances surrounding him. As in Beckett’s Waiting
For Godot, the two clowns, Estragon and Vladimir, the ring master,
Pozzo, and the puppet slave, Lucky, all rresent the lost being, who is
faced, with the absurdity and meaningles of life. Another important

factor is that the character-puppet cun incorportrate clements of tra-.

gedy and comedy.  In modern drama, which is a mixture of everything
the anti-hero is best represented by a puppet. In fact the puppet cha-
racter embodics all the clements of tragedy and comedy; and with the
dominant aspect of violence the best solution is the puppet which could
be cut up, stuffed in a sac, or thrown into the sea.

Another aspect which has gained increasing significance in modern
theatre and is related to the puppet in some respects is the use of mask.
Following the example of Ubu Roi and the suggestions.of Jarry, the mask
has been often used by a kind of inverse logic as a physical means cf
reflecting the inner reality of a char cter through the cxaggeration of
crystalistion of a single character trait. An interesting example of the
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ure of the mask can he found in Luigi Pirandelio’s Naked Masks, or
Genet’s Les Negres, when the actors can change ro}e., during the play
by essuming, removing, or exchangirg masks.

Violence, in all its forms from actual fighting to severed limbs and
heads has become & major aspect in modern drama; good cxamples
can be found in Beckeit’s Endgame, and Joe Orton’s Funeral Gamzs.

In addition to certain technigues and aspects the modern theatre
inheri¢tcd the general atmosphere, which combines fantazy and night-
marish reality, a kind of hallucinatory atmosphere, deliberately far
from any conventional naturalism. The disinegration of the character
is accompanicd by a disintegration of the language; on the surface it
looks like a dialoguc, but in fact the language of the thcaire of the Absurd
consists of snatches at random from old memori:s, sometimes reaches
a verbal fantasy, and sometimes it is sheer nonesense, and completely
meaningiess. Jarry succeeded in presenting the world of absurdity
itsclf : character, plot, action and word went through a process of infla-
tion and deflation, and the crux marks the central conflict of the play.
The Grand Guignol is the principal character, the anti-hero who paro-
dies the tragic herozs and their counterparts the clowns. Ubu with
his big gidouille is muzh larger than any of his original models that
it represents a total burlesque theatre of the Absurd. One should not
forget the personality of the author, Jarry, who kept right through his
lifc the “roaring boy’” attitude to everything, hovering like a floating
shadow over all *%is literary works. When Jarry died on November
Ist, 1907, Apollinairc wrote in Les Soirées de Paris :

Ubu Roi a encore quelque chose qui en fait une ceuvre
& part n’ayant d’analogue dans aucune littérature. Ce quelque
chnose était 1'cxcéptionclle pesronalité dc notre pauvre ami.
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