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Frie vers  

(_litterær_praksis) Den franske dikteren Jules Laforgue begynte på 1880-tallet å 
skrive frie vers, der verselinjene kunne ha alt fra 2 til 19 stavelser og uten rim 
(Nicolas 1972 s. 70). Laforgue var “one of the inventors of vers libre (“free verse”).” 
(https://www. britannica.com/biography/Jules-Laforgue; lesedato 06.06.18) 

Versene “kan gjøre bruk av klang- og rytmeeffekter som det kan være rimelig å kalle 
musikalske, men felles for disse formene er at de har forlatt den systematiske rytmiske 
stiliseringen av språkstoffet i bestemte takter som tradisjonelt er blitt forbundet med 
sangbarhet. […] Når vi kommer til det frie verset, har det opprinnelige versets 
standardiserte verdier forsvunnet helt. Det som videreføres, stammer snarere fra 
skriftlige enn fra muntlige vers, nemlig den motiverte linjedelingen” (Janss og Refsum 
2003 s. 17-18). 
 
Slike vers “vrager et fast, metrisk mønster, vælger éngangsformen i stedet for 
gentagelsesformen. […] Optisk kan den spille på de klassiske strofers synlige 
fremtræden og her skabe betydningsfulde og sindrige associationer.” (Fafner 1989 s. 
196-197) “[N]år rim og metrum falder bort, vokser skriftbilledets betydning.” (Fafner 
1989 s. 59) 
 
“De moderne frie vers er også på den måde frie, at de prioriterer det frie skift mellem 
forskellige linjelængder – og, selvfølgelig, frie enjambementer.” (Fafner 1989 s. 234) 
Enjambement innebærer at noe som i prosa ville blitt uttalt uten pause, blir fordelt på 
to verselinjer (“run-on lines” i motsetning til “end-stopped lines”). 
 
“Alltsedan den fria versen började göra sig gällande har den mötts av anklagelsen att 
endast vara vanlig prosa godtyckligt uppdelad på kortare rader, I vissa fall kan 
kritiken vara berättigad. Både fri och bunden vers kan vara tekniskt dålig och poetiskt 
misslyckad. Den bundna formens största fara ligger i en alltför mekanisk och taktfast 
rytm, den frias i det alltför prosaiska och orytmiska. Men misslyckanden och avarter 
säger inget om värdet av en form som sådan.” (Bergsten 1994 s. 87) 
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“I nyere lyrik forløber udviklingen af de frie vers i to faser. Den ældre fase er, under 
navn af freie Rhythmen, et tysk bidrag til den poetiske formhistorie. De frie rytmer 
sætter an med Friedrich Klopstock i fx “Die Frühlingsfeier” (1759), dyrkes af Johann 
Wolfgang von Goethe i 1770’erne i bl.a. “Wanderers Sturmlied”, “Prometheus”, 
“Harzreise im Winter”, af Friedrich Hölderlin, Novalis mfl. Stiltonen er højlyrisk, 
undertiden hymnisk; versformen som sådan får kun ringe udbredelse. Den yngre fase 
er modernismens frie vers. Som det ældste eksempel regner man Arthur Rimbauds 
“Marine” fra 1872. De moderne frivers adskiller sig fra de ældre ved at holde følelsen 
og den store, deklamatoriske gestus ironisk på afstand. De spænder over hele 
stilregisteret fra absurd dunkelhed til sansemættet saglighed.” (Jørgen Fafner i https:// 
lex.dk/frie_vers; lesedato 26.03.26)  
 
“I 1886 ble de første moderne frie versene publisert på fransk (Arthur Rimbauds 
“Marine” og “Mouvement”), og utviklingen av det frie verset fortsetter den 
problematiseringen av tradisjonelle sjangerkonvensjoner som prosadiktet startet.” 
(Janss og Refsum 2003 s. 230) 
 
“The term free verse is a literal translation of vers libre, which was employed by 
French Symbolist poets seeking freedom from the strictures of the alexandrine. It has 
antecedents in medieval alliterative verse, in highly rhythmic and rhymed prose, in 
Milton’s liberated blank-verse lines and verse paragraphs. But the greatest antecedent 
is the King James versions of the Psalms and the Song of Songs, based in part on the 
original Hebrew cadences. […] William Blake, whose long-lined visionary poems 
have the power of prophetic utterance; and Walt Whitman, the progenitor of 
American free verse, who hungered for a line large enough to express the totality of 
life” (Edward Hirsch i https://poets.org/glossary/free-verse; lesedato 02.06.26). 
 
Det som på fransk ble kalt “vers libre” var en “19th-century poetic innovation that 
liberated French poetry from its traditional prosodic rules. In vers libre, the basic 
metrical unit is the phrase rather than a line of a fixed number of syllables, as was 
traditional in French versification since the Middle Ages. In vers libre, the lengths of 
lines may vary according to the sense of the poem, the complete sentence replaces the 
stanza as a unit of meaning, and rhyme is optional. […] Vers libre appears to have 
been the independent invention of several different French poets in the late 1880s. 
Among its early advocates and theoreticians were Gustave Kahn, Jules Laforgue, 
Francis Vielé-Griffin, and Édouard Dujardin. The use of a free prosodic structure in 
French poetry was not entirely new: it had antecedents in the poems of the 
Symbolists, the prose poems of Rimbaud, and, much earlier, in the metrical 
experiments of Victor Hugo. But the widespread adoption of vers libre at the end of 
the 19th century influenced poetic trends in other countries, so that verse patterned on 
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irregular metrical designs has become a tradition in the modern poetry of all Western 
nations. […] It is “free” only in a relative sense. It does not have the steady, abstract 
rhythm of traditional poetry; its rhythms are based on patterned elements such as 
sounds, words, phrases, sentences, and paragraphs, rather than on the traditional 
prosodic units of metrical feet per line. Free verse, therefore, eliminates much of the 
artificiality and some of the aesthetic distance of poetic expression and substitutes a 
flexible formal organization suited to the modern idiom and more casual tonality of 
the language.” (https://www.britannica.com/art/vers-libre; lesedato 26.03.26) 
 
“Marie Krysinska (1857-1908) was a Symbolist poet, novelist, and musician. She was 
born in Warsaw, Poland, and went to Paris at the age of sixteen to study musical 
composition at the Conservatoire. An important pioneer of vers libre, and rightly 
regarded as its inventor, she published three volumes of verse, Rythmes pittoresques 
(1890), Joies errantes (1894), and Intermèdes, nouveaux rythmes pittoresques 
(1903).” (Brian Stableford i https://asterismbooks.com/product/the-path-of-amour-
marie-krysinska; lesedato 05.05.26) 
 
“[T]he term is loosely applied to the poetry of Walt Whitman and even earlier 
experiments with irregular metres […] Free verse became current in English poetics in 
the early 20th century. The first English-language poets to be influenced by vers libre, 
notably T.E. Hulme, F.S. Flint, Richard Aldington, Ezra Pound, and T.S. Eliot, were 
students of French poetry. The Imagist movement, started in England in 1912 by 
Aldington, Pound, Flint, and Hilda Doolittle (“H.D.”), was concerned with more than 
versification, but one of its principles was “to compose in sequence of the musical 
phrase, not in sequence of the metronome.” Almost from the beginning, the free-verse 
movement split into two groups, one led by Amy Lowell and a more formal one led 
by Pound. Eliot’s early experimentations with free verse influenced the loosening of 
formal metrical structures in English-language poetry. Carl Sandburg, William Carlos 
Williams, Marianne Moore, and Wallace Stevens all wrote some variety of free verse; 
the versification of Williams and Moore most closely resembles that of the vers libre 
poets of France.” (https://www.britannica.com/art/vers-libre; lesedato 26.03.26) 

Laforgues venn Gustave Kahn publiserte i 1887 en diktsamling med frie vers, 
Nomadiske palasser. Frie vers var utprøvd av dikteren Arthur Rimbaud over ti år 
tidligere, blant annet i diktet “Bevegelse”, men disse diktene var ikke kjent i 1887 (de 
ble publisert i 1895). Den amerikansk-franske dikteren Francis Vielé-Griffin brukte 
frie vers i sin diktsamling Gleder (1889) og forsvarte også i artikler bruken av dem 
(Nicolas 1972 s. 86). I forordet til Gleder skrev han at “Dikteren skal lystre sin 
personlige rytme”. 
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“The emergence of vers libre (free verse) occurred in 1886, in the pages of the review 
La Vogue, edited by Gustave Kahn, where in rapid succession were published 
Rimbaud’s free-verse Illuminations ‘Marine’ and ‘Mouvement’ (1872-3), translations 
of Whitman by Laforgue, poems by Kahn later to be published in his Les Palais 
nomades (1887), the first collection of vers libre, ten of Laforgue’s own free-verse 
poems (to be collected in his Derniers Vers, 1890) and other specimens of the new 
verse by Jean Moréas and Paul Adam. To this list of initiators, Jean Ajalbert, Édouard 
Dujardin, Albert Mockel, Francis Vielé-Griffin, Henri de Régnier, Adolphe Retté and 
Maurice Maeterlinck added their names in the years immediately following.” (Clive 
Scott i Prendergast 1990 s. 254) 
 
Amerikaneren Walt Whitman “skrev sine dikt på frie vers, noe som fikk stor 
litteraturhistorisk betydning når vi tenker på hvor mange etterfølgere han har fått. 
Diktene er likevel tydelig rytmisk stilisert ved hjelp av fonetiske, grammatikalske og 
semantiske parallellismer.” (Janss og Refsum 2003 s. 269) 
 
“The writing style – popularized in the 19th century – has grown to become the type 
of poetry most commonly published today. Simply put, free verse poetry resists the 
constraints of form and meter. And while free verse poetry often experiments with 
sound play, it typically doesn’t adhere to a set, regular rhyme scheme. The 
spontaneous and inventive poetic approach has gained traction and acclaim from 
readers since the publication of Walt Whitman’s Leaves of Grass [1855] […] 
Whitman pioneered the free verse movement and is even referred to today as the 
“father of free verse.” […] Leaves of Grass, a compilation of nearly 400 poems, 
stands out as Whitman’s life’s work, which he spent decades revising. Though the 
classic work is now frequently taught in English classes, at the time of its publication 
it scandalized audiences for its unabashed lack of form and its sensual, homoerotic 
themes.” (Kara Lewis i https://www.readpoetry.com/a-brief-history-of-free-verse-
poetry/; lesedato 02.06.26) 

“Rhythm was until now only the beatings of a dried-up heart” (dadaisten Tristan 
Tzara sitert Caws 2001 s. 307).  

“Vers libre can claim, with some justification, to have ‘psychologized’ verse-
structure, to have made the act of writing apparently simultaneous with the changing 
movements of mind […] By allowing the aleatory and the improvised to inhabit verse, 
by exploiting the psychological layering produced by variable rhyme-interval and 
variable margin, by locating verse at the intersection of multiplied co-ordinates 
(rhyme, rhymelessness, repetition, the metrical, the non-metrical, etc.), by using 
linguistic structures to attract and activate paralinguistic features (tempo, pause, tone, 
accentual variation, emotional colouring), vers libre established its affinities with the 
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stream of consciousness of contemporary fiction and proposed a stream of 
consciousness of reading.” (Clive Scott i Prendergast 1990 s. 255) 
 
Sigbjørn Obstfelder på slutten av 1800-tallet “skrev frie vers. Han følte at tradisjonelle 
versemål ikke var egnet til å fange den rytmiske kompleksiteten og sammenhengen i 
livet og universet, og at den grove skjematiseringen mellom betonte og ubetonte 
stavelser virket begrensende på diktets uttrykk.” (Janss og Refsum 2003 s. 73) 
 
Noen mener frie vers oppstod på 1700-tallet. “Ved deres fremkomst i Tyskland i det 
18. århundrede blev de frie vers betegnet som freie Rhythmen, “frie rytmer”. De er, 
som flere gange sagt, kun “frie” i forhold til en metrisk ramme. Det er her på sin plads 
at citere T. S. Eliot’s “Reflections on vers libre” (1917): “No verse is free for the man 
who wants to do a good job … Vers libre is a battle cry of a freedom and there is no 
freedom in art.” ” (Fafner 1989 s. 203) 
 
“Some critics have not been able to accept free verse at any price. G. M. Young called 
T. S. Eliot’s verse “a gash at the roots of our poetry.” G. K. Chesterton snorted: “You 
might as well call living in a ditch ‘free architecture’.” The justification of free verse 
is usually much the same as the justification of cubism in art, or the “stream of 
consciousness” in such novels as James Joyce’s “Ulysses” or Virginia Woolf’s “The 
Waves”: that the ‘fragmentation’ of life in the 20th century, caused by faster transport 
and by the disruption of society by World War I, the Russian Revolution and the 
Depression, demanded a new kind of artistic and literary expression. The symmetry of 
heroic couplets and the tameness of villanelles were inadequate for conveying shell-
shock, airplane flight or the scenes racing past an express-train window.” (Bevis 
Hillier i https://www.latimes.com/archives/la-xpm-1986-05-11-bk-5319-story.html; 
lesedato 09.08.22) 
 
“The 20th century saw the rise of the modernist movement in poetry, which helped to 
elevate free verse to its current status. Poet Ezra Pound – who counted Walt Whitman 
among his most significant influences and famously dubbed Whitman “America’s 
poet” – continued his idol’s tradition by committing to “breaking the pentameter.” 
Pound vowed to focus on honest, emotional depictions within his poetry, catering to 
an outpouring of feeling rather than form, sound, or style. […] Pound praised the 
work of T. S. Eliot, another free verse poet who famously argued that the fluidity of 
free verse mirrored the constant, ever-changing nature of daily life. Eliot’s iconic texts 
“The Love Song of J. Alfred Prufrock” and “The Waste Land” mirror this belief, 
achieving an ambitious, emotion-driven balance between the poetic and the narrative. 
While Eliot’s work could often stretch into epic poetry, William Carlos Williams, 
another beloved figure in the free verse movement, showed how free verse could 
powerfully intersect with conciseness and minimalism. Beloved Williams poems, like 
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the popular “This Is Just to Say” and “The Red Wheelbarrow,” often illuminate a 
singular image in a few unexpectedly short, striking stanzas.” (Kara Lewis i https:// 
www.readpoetry.com/a-brief-history-of-free-verse-poetry/; lesedato 02.06.26) 
 
“I believe in an absolute rhythm. I believe that every emotion and every phase of 
emotion has some toneless phrase, some rhythm-phrase to express it. [...] This belief 
leads to vers libre and to experiments in quantitative verse.” (Ezra Pound sitert fra 
Davie 1955 s. 128)  
 
“Free verse is poetry not dictated by an established form or meter and often influenced 
by the rhythms of speech. […] A poetry of organic rhythms, of deliberate irregularity, 
improvisatory delight. […] “As regarding rhythm,” Ezra Pound writes in “A 
Retrospect” (1918): “to compose in the sequence of the musical phrase, not in 
sequence of a metronome.” Free verse is often inspired by the cadence – the natural 
rhythm, the inner tune – of spoken language. It possesses visual form and uses the 
graphic line to differentiate itself from prose. “The words are more poised than in 
prose,” Louis MacNeice states in Modern Poetry (1938); “they are not only, like the 
words in typical prose, contributory to the total effect, but are to be attended to, in 
passing, for their own sake.” ” (Edward Hirsch i https://poets.org/glossary/free-verse; 
lesedato 02.06.26) 

Den amerikanske dikteren Allen Ginsbergs essay “When the Mode of the Music 
Changes, the Walls of the City Shake” (1961) formulerer kjennetegn ved hans og 
mange andre modernisters poesi: “Trouble with conventional form (fixed line count & 
stanza forms) […] it’s too symmetrical, geometrical, numbered and pre-fixed – unlike 
to my own mind which has no beginning and end, nor fixed measure of thought (or 
speech – or writing) other than its own cornerless mystery … always bearing in mind, 
that one must verge on the unknown, write toward the truth hitherto unrecognizable of 
one’s own sincerity, including the unavoidable beauty of doom, shame and 
embarrassment, that very area of self-recognition … which formal conventions, 
internalized, keep us from discovering in ourselves and others … the mind must be 
trained, i.e. let loose, freed – to deal with itself as it actually is, and not impose on 
itself, or its poetic artifacts, an arbitrarily preconceived pattern (formal or Subject) …” 
(sitert fra Häublein 1978 s. 12-13) 

“Free verse proliferated in the twentieth century because it was ‘modernistic’, secular 
and easier to write, but it moved poetry closer and closer to prose until it reached the 
point when it was no longer possible to tell the difference when read aloud. Poetry 
moved inexorably towards what I call prosetry, which remains the default setting 
today. Free verse looks different from prose on the printed page, in that it’s laid out in 
lines (often quite arbitrarily), but it usually sounds exactly the same as prose when 
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spoken – this when a major difference between prose and poetry ought to be that 
poetry must be heard. Called vers libre by the French since the late nineteenth century, 
free verse means there is no particular structure, no regular rhyme, metre or line 
length, no fixed stanza pattern, in a poem, the form depending rather on natural 
speech rhythms and the counterpoint of stressed and unstressed syllables. Its 
popularity in the twentieth century developed initially from the desire on the part of 
certain poets to free themselves from conventional patterns which they felt, at least for 
the time being, had outlived their usefulness. Traditional forms were to be displaced 
in what was a century of displacement. The definition of, and expectations about, 
poetry were changed irrevocably. It was a breakdown in discipline – notwithstanding 
the compromises achieved in half-rhymes, internal rhymes and inspiration found in 
the rediscovery of sprung rhythm – that also led to an exponential growth in the 
number of people, at least in the English-speaking world, choosing to write poetry. 
Unsurprisingly, writers took to free verse and free-form lyrics in droves.” (Geoff 
Ward i https://geoffjward.medium.com/when-poetry-became-prosetry-a-brief-history-
of-free-verse-33958a5e03fc; lesedato 26.03.26) 
 
“Some of Whitman’s international progeny include the following poets: Guillaume 
Apollinaire (France), Fernando Pessoa (Portugal), Federico García Lorca (Spain), 
César Vallejo (Peru), Pablo Neruda (Chile), Octavio Paz (Mexico), Jorge Luis Borges 
(Argentina), José Martí (Cuba), Rubén Darío (Nicaragua). Whitman leads a long line 
of visionary poets, such as Hart Crane and D. H. Lawrence, Galway Kinnell, Gerald 
Stern, and Muriel Rukeyser. […] Whitman stands behind the improvisatory free-verse 
rhythms of such poets as Langston Hughes, Philip Levine, and Michael Harper, all 
influenced by jazz, and such New York poets as Frank O’Hara, John Ashbery, and 
James Schuyler, all influenced by abstract expressionism. Jazz and action painting are 
two good American analogues for modern free verse. […] The free-verse poem fits no 
mold; it has no preexistent pattern. The reader supplies the verbal speeds, intonations, 
emphasis. Or as Frank O’Hara says: “You just go on your nerve.” ” (Edward Hirsch i 
https://poets.org/glossary/free-verse; lesedato 02.06.26)  
 
“It’s difficult to choose the best free verse poets writing today, as this genre now 
stands out as the most commonly published type of poetry. Chances are that if you 
pick up a leading journal, like Poetry Magazine, Ploughshares, or Prairie Schooner, 
most pieces will be written in free verse. While Whitman’s experiences show how the 
poetry world previously resisted and decried free verse, nowadays its widely awarded 
– free verse poet Courtney Lamar Jackson has won a Pushcart Prize, Best of the Net 
award, and Ruth Lilly fellowship, while recent Nobel Prize winner Louise Glück 
represented free verse poetry on a revered global stage.” (Kara Lewis i https://www. 
readpoetry.com/a-brief-history-of-free-verse-poetry/; lesedato 02.06.26)   
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“The danger comes when the freedom of free verse gets out of hand, and the so-called 
poetry begins to resemble prose arbitrarily chopped into lines.” (Bevis Hillier i https:// 
www.latimes.com/archives/la-xpm-1986-05-11-bk-5319-story.html; lesedato 09.08. 
22) 

 
Litteraturliste (for hele leksikonet): https://www.litteraturogmedieleksikon.no/gallery/litteraturliste.pdf  
 
Alle artiklene i leksikonet er tilgjengelig på https://www.litteraturogmedieleksikon.no   
 


