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OTAKAR THEER A N D T H E BEGINNINGS OF 
C Z E C H A C C E N T U A L VERSE 

I 

Theoreticians of poetics have frequently sought the reason for the wealth 
of the verse system used within a specific literature. This had led to the illusion 
that a rich and fully developed literature must have many systems of verse 
and many different forms, and it is from this angle that specialists have regarded 
verse. For example, in 1935 the Polish authority of poetics, F . Siedlecki, wrote 
that the phonological method, by its thesis „o rownozgloskowym fundamencie 
wersyfikacji polskiej implikuje jej krancowe ubostwo", and concludes that this 
is in contradiction to the facts, since Polish versification is on the contrary very 
rich, perhaps the richest of all systems of versification.1) I believe that such 
a position is factually incorrect, even if it is comprehensible as an attitude of 
defence (in reaction against tendentious theories whose purpose is to denigrate 
certain literatures). To evaluate versification according to its richness is as if to 
assess the perfection" of a language according to the number of its grammatical 
forms. The richness of a language depends rather upon its capacity for expres
sion, which is no way bound up with the number of its grammatical forms, but 
with the extent of its vocabulary and its stylistic capacity. Wi th regard to the 
theory of verse it is more useful to associate morphology with an examination 
of the semantic value of verse; so far as the description of verse forms is con
cerned, it is preferable to seek the common denominator of al l the known verse 
varieties rather then split the picture of the verse system into a number of 
categories, which may be nothing more than a mere logical fabrication: 

As far as Czech verse is concerned, I have already explained elsewhere that 
it would be possible to seek the common basis of all the varieties in the segmen
tation of the linguistic expression2) and to consider the various so-called systems 

*) FranciBzek Siedlecki : Z dziejdw naszego wiertza, Skamander, I X (1935), p . 422. 
2) [The Retrogrestive Theory of Verse] (Teorie verge I, B r n o 1966, 9—21), p. 17: "It seems 

lo me that fundamental feature of verse as opposed to 'unbound speech' lies i n the specific 
d iv is ion of the l inguist ic utterance (in the particular method of segmentation). I suggest that 
varieties of veree might be classified according to the manner of segmentation; sometimes 
smaller units appear than the l ine, and we arrive even at feet; sometimes alongside the 
lines there exist larger units, for example i n O l d Czech literature the couplet, elsewhere 
slunzas. W e must then always have i n m i n d that whi le the l ine is a k i n d of 'natural ' unit , 
the basic one, i t is not however the on ly uni t ; there may exist both smaller and larger 
units. F r o m this point of v iew the analogy of the sentence, the phrase and the paragraph 
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as the various means by which segmentation is carried out. Here, however, the 
important theoretical question arises of where to seek and how to designate 
the borderline between the different types of verse and systems of verse. I consider 
that only objectively and statistically ascertainable data do not suffice; we shall 
have to take into account the standpoint of the audience. The point is that we 
must ascertain which of the observed elements was in actual fact felt, which 
of them were in truth relevant. This strikes us for example when we are fixing 
the borderline between purely syllabic verse and accentual-syllabic verse. Here 
we must decide where the regulation of the word stress was a purely stylistic 
fact and where it took on the character of a metrical norm; the mere quantity 
of elements here is not sufficient. The existence of certain forms does not indicate 
that they were indeed felt as a special metrical quality and not merely as a sty
listic variant. For example, K . Horalek ascertained that the accentual-syllabic 
line existed in Czech literature even before the debut of the Puchmajer school.3) 
It is, however, another question whether in fact it was felt to be a special 
quality. Since Dobrovsky does not write about it and, further, V . Stach ignores 
it in his polemics with Dobrovsky, I conclude that its specific quality was not 
felt, even though poems did objectively exist whose verse can be fitted into the 
frame of the norm valid for accentual-syllabic verse.4) 

The example quoted is at the same time an example of the fact that a single 
form can be interpreted in different ways, even if there is only one objective 
description of it (othervise it would not be objective). Is it possible, however, 
to deduce from this that the theory of verse can find itself on the uncertain 
ground of presumption? I do not think this is the case. We do have some 
support, namely in the evidence of contemporaries. The concept of literary 
background is also important, a concept introduced into literary theory by the 
school of Russian formalism. The point is that every form is perceived against 
the background of other forms existing in the consciousness, forms whereby 
it is measured. If, for example, there exists in the consciousness a purely 
syllabic system of versification, then even accentual-syllabic verse acquires 
against this background the features of a syllabic verse; in other words, the 
syllabic aspect is in the foreground, and a greater or lesser regularity in the 
distribution of word stresses is taken for a stylistic feature within the bounds 
of syllabic verse. (For this reason, for example, some types of Polish 'syllabic* 
verse are from the accentual point of view perceived by the Czech reader as 
accentual-syllabic.) Conversely, against the background of accentual-syllabic 
verse we are apt to perceive a composition written in purely syllabic verse as 
accentual-syllabic verse with a certain number of stress irregularities. 

For these reasons, we must always take into account the context in evaluating 
verse forms. The literary background is, of course, a subjective matter, but we 
must reckon with all the subjects who form the general literary consciousness. 
What is decisive for the interpretation of the verse of a particular period must 

-suggest themselves; the l ine w o u l d then no rma l ly appear as a stylisation of the sentence 
and the numerous varieties of l ine wou ld correspond to the types and forms of sentences. 
A specific characteristic of l ine structure wou ld — to car ry on the analogy — then be 
above a l l the fact that the i n d i v i d u a l possible constructions could be reduced to norms and 
the normal iz ing process could deal even w i t h smaller or larger units than the sentence 
•(division of lines into syntagms — the combinat ion of lines into stanzas)." 

3) Pocdtky novodeskiho verse (Praha, 1956) (Acta Universi tat is Carolinae, Philologica), 47. 
4) Z probUmu ieskiho verle (Praha, 1964), 67—80, 
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then be the way in which the public of the time accepted this verse. We must 
approach verse from the viewpoint of the audience, after we have given its 
objective description. This approach is crucial especially where a new form 
is in the process of acceptance. Typical in modern literatures are the efforts 
of theoreticians to lend support to new forms, i.e., to affect their subjective 
conscious acceptance. This postulate is important both for Czech accentual-
syllabic verse and purely accentual verse. 

II 

A c c e n t u a l verse has a standard number of metrical stresses, but the 
number of unstressed syllables between the individual metrical stresses is 
variable. On the other hand s y l l a b i c v e r s e has a standard number of 
syllables in the line, while the stress aspect is irrelevant (with the exception 
of the close of the lines and, in longer lines, the close of the half-line as well). 
In its extreme, exclusive form, the accentual line is defined as a line with 
a fixed number of syllables in the line (the 'purely accentual' line). This is the 
definition of this verse which is given for Czech literature by myself,5) by 
F. Siedlecki 6) and M . Dluska 7) for Polish literature, and by L . I. Timofejev for 
Russian.8) According to this definition pure accentual verse is the antithesis of 
pure syllabic verse not only from the aspect of the regulation of metrical 
stresses, but also from the aspect of the number of syllables in the line, in 
as much as the number of syllables in the line is always changing, or is irrelevant 
in pure accentual verse. The opinion of K . Horalek is somewhat different, and 
he writes of the changing number of unstressed syllables in the whole line; 9) 
it follows from this that he does not consider the changing length of the line 
(or the irrelevance of the number of syllables) to be a relevant feature of 
accentual verse. He later worked out this opinion more explicitly and I shall 
return to it. 

In Czech literature the first documents of purely accentual verse are found 
in the Ohlas plsni ruskych by F . L . Celakovsky, published in 1829. In this 
collection various verse types are represented, especially the syllabic line, and 
another type of line usually characterized as a line with a changeable number 
of syllables and a fixed number of metrical stresses.10) This line with the irre
gular number of syllables is sometimes interpreted so that the number of 
metrical stresses is not preserved with absolute consistency, but is felt as a very 
strong tendency, capable of awaking a metrical impulse. 1 1) As an example I give 
a fragment of the concluding poem, „Ilja Volzanin", namely lines 189—200; 

») Vvod do teorie verie, 3rd ed. (Praha 1964), 96. 
*) 0 nowych badaniach nad budowq wiersza, J ezyk polsk i , X X V (1945), 53—60 and 69—78, 

p. 38. 
*) Prdba teorii wiersza polskiego (Warszawa, 1962), 234; System wersyfikacyjny, i n : 

Wiersz , Podslawowe kategorie opisu I (Wroctav—Warszawa—Krak6w, 1963), 41—72, p . 52. 
') Zdklady teorie literatury (Praha, 1965), 300. 
') Poidtky novoleskiho verie, 19. 
I 0 ) K a r e l Hora lek : Poidtky novoceskiho verse, 19; K a r e l Hora l ek : Zarys dziejow czeskiego 

wiersza (Wroclaw, 1957), 48; J a n M u k a f o v s k y : Kapitoly z ieske poetiky, II (Praha, 1948), 62. 
u) Poidtky novoieskeho verie, 19. 
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the number of syllables varies from 10 to 12, and there are regularly four 
metrical stresses: 

Jede on Ilja po sirem po l i , 
i zachteio se mladenci stranou dat i , 
rodnou matiftku v domg navStivi t i , 
pok lonu bohate vdove u & n i l i , 
Mar fS Andrejevnfi mnohorozumne. 
A c h , jake zmeny na svate Rus i , 
jakez to b i d y po rodnem k r a j i l 
K d e mfisto stalo, kde d u m mati£ky, 
kamen od kamene, sut iny puste, 
a sut iny t rn im, h loz im zarostle; 
kde ul icemi skakal Iljugka, 
hadina se p laz i po tmavem b y l i . 

The source of this line is usually seen in the Russian models, but attention has 
also been drawn to the connection with the verse of the Rukopis krdlovedvorsky 
and Rukopis zelenohorsky and with the stressed hexameter, which was at that 
time cultivated in Czech literature.1 2) The points of contact are really very 
obvious here, and this also appeared in the manner in which this verse was 
received in the Czech milieu. 

Ohlas pisni ruskych appeared at a time when the literary background of Czech 
literature was a very complex one with regard to verse form. This background 
was formed by poems composed according to the strictly regular accentual-
syllabic prosody of J . Dobrovsky, and by the poems of the Rukopis krdlove
dvorsky and Rukopis zelenohorsky, where in places the line with an irregular 
number of syllables was used, and by quantitative poems, and finally by stressed 
imitations of the hexameter. In this situation it necessarily followed that the 
demand for a firm number of syllables in the line (the syllabic principle) was 
decreased, and so was the demand for a regular succession of stressed and 
unstressed syllables in the line. For this reason too it appears that the verse 
of the Ohlas pisni ruskych with its irregular number of syllables was felt to 
be a kind of 'free' verse in the manner of the verse in some of the compositions 
of Rukopis krdlovedvorsky and Rukopis zelenohorsky. Similarly some of the 
contemporary writers imitated the supposedly Sanscrit quantitative meter; others 
composed lines with an irregular alternation of feet, as the stressed imitations 
of the hexameter. It was in short assigned to the already existing verse forms, 
and apperently without difficulty. The changeable number of unstressed syllables 
between the metrical stresses was probably not felt as being completely without 
a standard regulation, but as a special example of division into feet. In other 
words, the segmentation of the line was considered to be one of the possible 
types of division into feet. 

This is shown not only by the reactions of contemporaries, but also by the 
later interpretations. It is a striking fact that we have no contemporary theore
tical explanation which would point to the accentual quality (or to any other 
specific character) of this verse. As far as the later classical metrics are con
cerned, it is interesting that not even the spokesmen of this theory considered 
it to be accentual verse, as we may see from the remarks made on this verse 

1 2 ) K . Hora l ek : Vers Celakovskeho pfekladu a ohlasii ruskych pisni, Casopis CS1, I, (1956), 
3 6 5 - 4 0 2 , p . 375. 
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by J . Kra i in his work on Czech prosody. 1 3) Finally, it is significant that this 
type of verse did not continue to be cultivated. The Czech consciousness of verse 
regarded it as something exceptional and it had no possibility of gaining a foot
ing without theoretical support. It remained an attempt without any further 
results, because in the literary context of the time its accentual elements did not 
appear as a really new metrical quality. 

The verse of Erben's Zdhofovo loie is an indirect indication of this. The last 
version calls to mind verse structure with an irregular number of syllables, 
such as Celakovsk^ introduced into Czech literature in the Ohlas pisni ruskych, 
but it would seem that in its own day no direct relationships were sensed here. 
In any case I am not aware that they were discovered by older theorists. Horalek 
recently interpreted this verse anew as accentual.1 4) 

The verse of some other poems of Erben's Kytice (1853) raises a special 
problem. Erben has always been a difficult problem for the theory of verse 
and comparatively much has been written about his verse in Czech literary 
theory. Recently K . Horalek opened up the question of his verse once more, 
pointing out that in Erben we find lines with a fixed number of syllables (i.e., 
syllabic verse), in which the number of stresses is regulated, but not their 
position. In this way, for example, Horalek interprets the eight-syllable line 
as a line of three stresses, and all the other lines of the first part of the poem 
„Stedry den" as four-stress; cf., the beginning of the composition: 

Tina jako v hrobe, mraz v okna duje, 
v svgtnici teplo u kamen ; 
v k r b u se sv i t i , stara podfimuje, 
devia ta pfedou m S k k y len. 

„To6 se a vrf , muj ko lov ra tku ! 
ejhle, adventu j i z na kra tku , 
a b l izko , blizoufcko stedry den!" 

Mflotfi devceti pfis t i , m i lo 
za smutnych z i m n i c h veCeru; 
neb nebude darmo jej i dflo, 
l u pevnou chova duveru. 

Horalek suggests for this line the term 'tono-syllabic line' 1 5 ) and he polemicized 
at length on this question with J . Levy . 1 6 ) Horalek here is particularly concerned 

u ) Josef K r a i : 0 prosodii 6eske", I, ed. J a n Jakubec (Praha, 1923); passim (see index) . 
") Slabiiny veri v slovanski HdovS poezii, S lav ia , X X X I I (1963), 54—69, p . 64. 
u) Ibid., 63 (On the verse of the poem "St£dry den") and 55 (general statements). 
*) J i f i L e v y : V e r i deske lidove poezie a jejich ohlasu, S lav ia , X X X I (1962), 242—256: 

K a r e l Hora lek : Slabidny veri v slovanske lidovi poezii, S lav ia , X X X I I (1963), 54—69; L e v y : 
Jeiti jednou k verii ieske lidove poezie a jejich ohlasu, Ceska literature, X I I I (1965); H o r a 
l ek : Veri feski folklorizujlci poezie, Nase fei, X L V I I I (1965), 2 9 1 - 3 0 2 ; L e v y : Jeiti jednou 
k verii Erbenovy Kytice, Slovo a slovesnost, X X V I I (1966), 53—56; Hora lek : Doslov k odpo-
vidi Leviho, Slovo a slovesnost, X X V I I (1966), 53—56. — Here a l l the previous important 
treatments of this problem are quoted. Of special relevance among them is Vozndmky k dilu 
Erbenovu II. — O verii b y R o m a n Jakobson, Slovo a slovesnost, I (1935), 218—229, where the 
author examines the accentual interpretation of Erben 's verse, advocated b y A n t o n i n G r u n d 
i n his book Karel Jaromlr Erben (Praha, 1935). 
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about a rather different conception of the accentual principle of verse than that 
of which we have spoken above. We must pause at this question. 

From the purely theoretical point of view is of course the possibility of 
a combination of the strict syllabic principle (only the number of syllables 
in the line is regulated) with the strict accentual principle (only the number 
of metrical stresses is regulated), in such a form that the number of stresses 
would be standardized (but not their position), while at the same time the 
number of syllables in the line. It is, however, uncertain, how such a type of 
line would be felt — whether as a variant of syllabic verse, or as a variant 
of accentual verse (with many deviations) — or as a special formation. Hitherto 
Erben's verse was for the most part been explained within the framework 
of the accentual-syllabic or syllabic principles. 1 7) Horalek supports a different, 
specific solution. And it is just here that the possibility arises of two or even 
more interpretations of one and the same verse text. 

How should we approach the question in this case and which possibility 
should we prefer? And is it at all possible to reach an objective explanation 
and not allow oneself to be deceived on the one hand by subjectivism and on 
the other by statistical data which neglect the perceiving subject? I believe 
that it is possible. If we consider a certain phenomenon of language and describe 
and explain it linguistically (and Erben's verse is such a phenomenon), the 
related literary-historical problems are still not thereby solved. From the literary-
historical aspect we must take into account how this fact was perceived and 
evaluated in its own time, i.e., in what form (or perhaps rather ' in what inter
pretation') it entered the consciousness and how it made itself felt in further 
development. 1 8) For this purpose it is of course necessary to follow its genesis, 
too. The best starting point here is the reconstruction of the literary background 
and the examination of the opinions of contemporary theoreticians and critics. 
So far this method has been commonly used in the field of stylistics; e.g., the 
expression 'the sun rises' is from the linguistic point of view a metaphor, but we 
cannot attribute to it the stylistic value of a metaphor, because this metaphor 
is so far accepted into the vocabulary that we do not perceive it as a metaphor. 
I think it would be useful to take an analogous view of the audience in the 
investigation of verse, as well. 

The literary background in this case is beyond all doubt. Erben's verse with 
its fixed number of syllables was perceived as the point of intersection of two 
contexts: on the one hand against the background of the 'literary' verse written 
according to the prosody of Dobrovsky, and on the other against the back
ground of the verse of folk song (deviations from 'literary' verse were at the 
same time motivated by the authority of folk song). Was, however, the verse 
of folk song then felt to be a special metrical system? The opinions of the 
theoreticians of the time do not give much support to this. So far as Erben's 
verse is concerned, it is surprising that — just as with Celakovsky's Ohlas pisni 
ruskych — contemporaries and immediate successors made no attempt to explain 
Erben's verse theoretically as a special new quality, or as an application of 

1 7 ) Cf. the papers quoted i n 5—8. 
1 8 ) This is an analogue and a special case of what i n l i terary theory is known as 

'realization of a l i terary work ' . Cf. on this problem F e l i x V o d i c k a : Literdrnihistoricki studium 
literdrnich del, Slovo a slovesnost, V I I (1941), 112—132. 
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a special metrical principle. The attitude of J . K r a i to Erben's verse 1 9) is ana
logous to his attitude to the verse of Celakovsky: Kra i conceives Erben's verse 
to be a kind of accentual-syllabic verse. 

On the other hand the position of Erben's verse in development of Czech 
verse is a characteristic one. Here the key significance is held by the verse of 
the „May" poets, who through the mouth of Neruda ranged themselves with 
their program on the side of Erben. 2 0) What, however, did the M a y poets 
select from Erben's verse and what did they develop further? J . Mukafovsky 
gives an answer to this in tracing the development of the dactylo-trochee in 
the May poets:2 1) clearly, what the May poets based their work on was not 
an accentual principle. In the same way the line of development can be traced 
backwards from Erben's verse, namely to the verse of Macha; 2 2) here it can be 
seen that Erben himself works with a line which is fundamentally accentual-
syllabic. The features of his verse — taken genetically — spring organically 
from an older stage. I consider that Erben was not subjectively concerned 
to create a revolution which would have produced a new quality; neither did 
bis verse objectively achieve any revolution in development of verse. 

Here too I could repeat what I have already indicated with regard to the 
verse of Celakovsky's Ohlas plsni ruskych: a new verse form must in modern 
literature have theoretical support if it is to be perceived and further developed 
as an innovation. (It is analogous to the situation with regard to literary trends. 
A new literary trend can only originate when its creators and their public 
understand it to be a trend; isolated works bearing the characteristic features 
of a certain trend do not alone create such a trend.) We can find examples in 
perhaps every modern literature. This was the case, for example, in Czech 
literature when the quantitative line was being introduced at the time of human
ism and during the National Renascence (the publication of the Poidtkove ces-
Mho b&tnictvi) ,2i) or in the course of acceptance of the accentual-syllabic 
principle of Dobrovsky and the demand for acceptance of the free verse of the 
Generation of 1914, to whom Theer also adhered; 2 4) in French literature it 
suffices to mention as an example the role of the theorists in the acceptance 
of free verse in the period of symbolism, 2 5) etc. Since such theoretical works 
were lacking both for the verse of Celakovsky and for that of Erben in their 

") 0 prosodii ieski, I , passim. 
2 0 ) J a n N e r u d a : Hrbitovnl kvlti (Praha, 1858); i n the last cr i t ical edit ion (Spiiy J ana tie-

rudy, I : Bdsni I, P raha 1951), 41. 
") Kapitoly z ieski poetiky, I I (Praha, 1948), 68—70. 
") Ibid., 6 3 - 6 8 . 
*') PoUtkovi ieikiho bdtnictvi, obzvUiti prozAdie (Bratislava—Praha, 1818); the last 

cr i t ica l edit ion was published i n Brat i s lava , 1961, w i t h a preface b y Miku laS BakoS. 
M ) Dobrovsky stated his views i n a synthetic manner i n "Bdhxnische Prosodie", publ ished 

as a postscript to the book Grundsdtze der bohmischen Grammatik b y Josef Pe l c l . F o r the 
latest information see Dijiny ieski literatury, I I (Praha, 1960), 70—72. — A m o n g the man i 
festoes of the generation of 1914 see Otakar Fischer : O volnern verii, Na rodn i l is ty , L I I I 
(1913), No . 104, 1 (17th A p r i l 1913); Stanislav K . N e u m a n n : Volny vers a nova poesie, Scena, 
I/II (1913-1914), 1 2 5 - 1 3 0 ; K a r e l Capek: Ibid., 2 1 2 - 2 1 5 . 

M ) Cf. Gustave K a h n : Premiers poemes, avec une preface sur le vers libre (Paris, 1897); 
the same: Le vers libre (Paris, 1912). — F o r more detailed bibl iographical references see 
Hector Talvar t et Joseph P lace : Bibliographie des auleurs de langue (raneaise (1801—1949), X 
(Paris, 1950). A l so cf. R e m y de Gourmont : Esthetique de la langue franchise (Le vers libre, 
251-269) (Paris, 1905). 
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own time, it seems that no accentual principle was felt in them as a special 
quality, and their verse was fitted into the framework of the existing verse 
forms of the time. The frontier between accentual prosody and other verse 
structures does not then run through their poetic works — even although they 
wrote works in which some theorists see elements that in a different literary 
context would appear as elements of accentual verse. 

I l l 

The first attempt at introducing into Czech literature pure accentual verse 
as a program is bound up with Otakar Theer's drama Faethon, which was first 
performed in Prague in 1917. Theer was inclined towards French culture and 
influenced by the practice of the French symbolists, and tried to achieve a new 
poetics. He expressed this both in his poetry 2 6) and in a theoretical work. 2 7) 
In the above-mentioned drama he created a 'free verse' based on the accentual 
principle. The hero of the play speaks in lines which have five metrical stresses, 
but at the same time a free number of syllables in the line. Thus the number 
of non-stressed syllables between the syllables carrying the metrical stress 
is inconstant, as is the length of the line. As an example I quote a passage 
from Act One: 

Faethon: C e m y Epafos, rohate loje syn — 
trojhlavy kez shltne jej pes! — davno, 
ze 12u, f i ka , bozsky m i up i ra puvod . 
„ J a , " f i ka , „Diuv jsem syn . Jen v p a v i chvost popatf! 
T a oka z A r g a jsou Ti tana. P i n viecek b y l oci 
po celem tile, k d y z za straice i a r l i v a Hera 
matce me jej urc i la . Neb l o j u s l icnou 
v k r a v u tehdy zacarovali , a k r u t y stfecek j i Stval 
zrs zeme do zemfi. Pf i le t pak Hermes, posel D i i i v , 
a Okace uspal a z a b i l . . . A z zemfes', Faethonte, 
jen k ra lovsky bude t i napis. M n 8 vSak: b y l z boha, 
bohu otce b y l s y n . . . " J i i i me bratry, 
sestero bratru m y c h ziskal . „Co se pySnfS?" pravi , 
„stejnf jsou nam rodice, Meropos vladce, 
K l y m e n e etna; ze stejneho jsme I o z e . . . " Tat idku! 
Us t r i i se nade m n o u ! Vys lyS mne! UCi i i , all vf id l ! 
P f e d tvaf i v§ech mne v y z n e j ! 

Helios: Tak budiz! 2 ' ) 

If this line was to be unterstood as a special metrical form, it required theoretical 
support; otherwise the public would not have realized its specific character. 
It is characteristic that it was dramatic verse in question, that is, verse intended 
for speaking aloud, and on whose delivery the author had a direct influence. 
Besides, the basis of the line 'on the ictus principle' was explained in the daily 

x ) The poem „Ma poe l ika" i n the volume Vsemu na vzdory (Praha, 1916). — In the 
cr i t ica l edit ion (Dilo Otakara Theera, I, Bdsnicke spisy, Praha, 1930), 121—124. 

") VSstnik Ceske akademie, 1916, 399. I n the review which he himself wrote of his book 
Viemu na vzdory (to w h i c h a pr ize from the M . H a v e l k a foundation was awarded), 0 . Theer 
stated among other things: "Lea rn to look at life w i t h y o u r own eyes; i f y o u are a poet, 
y o u ought to devise a verse pattern w h i c h w i l l b r ing order into your chaos." 

2e) Dilo O. Theera, I (cf. note 26), 155-156 . 

38 



press,29) and the verse aroused the critical and polemical reaction of the leading 
worker in the field of metrics, J . Kra i . 3 0 ) 

This verse uses not only word stress, but also sentence emphasis. For this 
reason complete words are sometimes neutralized in it with regard to stress 
(in the quoted passage cf. for example the line 'v kravu tehdy zacarovali, a kruty 
stfefiek j i Stval'). It is in this that the greatest 'freedom' lies, because it permits 
several interpretations and thus gives particular possibilities for artistic rendering. 
This was precisely the point which K r a i most disliked, for he could not find 
in the linguistic material any indubitable signals of the stresses. K r a i quotes 
as an example three lines and adds a commentary. Since this is a very signi
ficant point, I print it in its entirely: 

N o r wi th other lines of the poem do I know how to scan them i n order to achieve on ly 
five stresses; e.g., i n the l ines : 

Pohledem posiLfi mne! Necht moudre otcovske s i ly 
znameni dej usmevu, at vSe v u k o l jasem zazaf i ! 
A n i ty, takto k d y z pfed tebou stojim, neznaS mne, nesmrtelna? 

Here indeed i t would be necessary for the poet to mark i n some w a y those syllables i n his 
poem which he considers important and stressed, so that they could be read and listened 
to according to his intentions. F o r both reader and listener w i l l register i n these and i n 
other lines a greater number of stresses. The real r h y t h m is, however, capable of being 
perceived without such aids. If they are required, i t is incontrovert ible evidence that r h y t h m 
is achieved not b y some objective means of d iv i s ion , but b y a completely subjective one, 
which can be used b y anybody according to his w i sh and mood. 0 . Fischer too already 
objected to this practice of 0 . Theer i n his article , ,Divadeln i studio" (Osv&ta, 1917, no. 6, 
358), i n which he gives an opin ion on the whole favourable to the poet's verse and speaks 
of the 'captivating' power of its r hy thm, saying, w i t h complete truth (p. 359): „With more 
than one l ine i t requires a certain goodwi l l before I can count just these five stresses." H e 
also rightly complains that Theer's lines, i f wri t ten consecutively l ike prose, can ha rd ly be 
distinguished as lines, m a k i n g i n fact the same complaint as I have above. 3 1) 

Kra i completes his arguments thus: 

A series of diss imilar sections, d i ss imi la r ly d iv ided , w i l l never give the impression of 
a rhy thmic series. W e need not then wonder that at least some reviewers after the first 
performance of this l y r i c poem about Phaethon felt that the poet's verses were heard b y them 
at times as unbound speech! 

In the time of cubism, futurism, and other -isms i t is understandable that poets too wou ld 
l ike to gain fame b y the discovery of some new rhy thm. B u t this is a labour of Sisyphus. 
N o new r h y t h m can be found, since r h y t h m is something wh ich was, is and always and 
everywhere w i l l be the same. Therefore i t is also difficult to f ind some new, rea l ly 
rhy thmica l l ine. H e who seeks to do so w i l l never f ind anyth ing but a- rhythmical i ty ; even 
should he adorn it w i th the false name 'free rhythm' . 3 2 ) 

a) Venkov, 23rd M a r c h 1917, N o . 3. — The essential part of it reprinted i n : Josef K r a i , 
0 prosodii ieske, I, 690. 

30) Novy rhythmus, Listy filologicke, X L I V (1917), 342—348. — Repr in ted i n : 0 prosodii 
ieske, I, 688 -695 . 

31) 0 prosodii 6eske, I, 694. 
") Ibid., p . 695. 
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It is clear from the quotation that Kra i took his stand consistently on the side 
of accentual-syllabic verse, which he considered to be the only correct and 
possible one for Czech literature. I have no intention of analyzing his opinions 
here; I am merely intending to demonstrate that it was precisely because of 
its theoretical accompaniment that Theer's verse was felt to have a special 
quality which could not be forced into the framework of accentual-syllabic verse 
with various licences and 'faults' — and even the older metrics had to accept 
the challenge. 

In what do I see the significant features by which the structure of Theer's 
verse differs from the structure of Celakovsky's verse with its changing number 
of syllables, or from the type of verse of Erben above quoted? It is mainly in 
two things: in the form of the segments of the line and in the variability as 
far as the position of the metrical stress is concerned (and in connection with 
this, in the simultaneous variability as far as the limit of the segments is con
cerned). 

As regards the form of the segments of the line, characteristic here is the fact 
that there are more possibilities than in the older types of verse in which we 
find traces of the accentual principle. Certainly it was bound up with the literary 
background too: in the time of Theer there already existed a fair amount of free 
verse which had rejected division into feet, while in the time of Celakovsky the 
greatest part of the literary background was formed by verse divided into feet. 
And so, whereas in the so-called accentual verse of Celakovsky or Erben 
segments appear which were usually capable of being fitted into the framework 
of the traditional feet, so that these lines could find a place in the traditional 
versification (it was usually a case of dactyls and trochees), in the verse of Theer 
the picture is more varied. Segments appear both one-syllable, und also com
paratively long. For example in the line 

sestra tva, Eirene, brzo vys l e " ) 

the word 'tva' is an independent segment (i.e., a one-syllable 'foot'): when it is 
realized acoustically there are two stressed beats (two metrical stresses) next 
to each other, which are not divided by any unstressed syllable. Similar lines 
of course can be found in Celakovsky, hut there it is rather a case of a variant 
in the number of metrical stresses than any peculiarity in the manner of stress
ing. For example the second to the last line of the above-quoted passage from 
,.Ilja Volzanin" 

kde u l icemi skakal I l j u i k a 

could be explained according to Theer's poetics by saying that one metrical 
stress falls on the word 'kde' and the second on the word 'skakal*. But, as has 
already been said, in the accentual line of Celakovsky the number of metrical 
stresses is purely a metrical tendency, so that this line was probably read as 
a three-beat one (the word 'kde' being unstressed). In Theer on the other hand 
the number of stresses is the only signal of metre (and we must not forget this 
was dramatic verse, where the entirity of the line could not be expressed graphic
ally) and therefore metrical stress had sometimes to be placed where in normal 

3 3 ) Ac t I. - DUo O. Theera (cf. note 26), 153. 

40 



pronunciation it would be suppressed (in the phrase 'sestra tva', the word 'tva' 
is stressed). 

Long segments often have variable limits, just as the position of the metrical 
stress is variable. As an example I quote the line: 

Pfed t v a H vSech jsem trpel, p fcd tvaf i v i c c h at' j sem pomsten 3 4 ) 

Here the second half-line can be interpreted either as: 'pfed tvafi vsech | at 
jsem pomsten' or 'pfed tvafi vsech at jsem | pomsten' (with special emphasis 
on 'pomsten'). The dual interpretation is possible because the line is not per
ceived on the basis of division into feet. 

The variability of the limits between the segments is — to speak generally — 
caused primarily by the variability of the position of metrical stress. The same 
line often permits more than one interpretation, and considerable freedom 
exists. Thus it may even happen that the same group of words is interpreted 
in one way at one time and elsewhere in a different way. It suffices to compare 
the two half-lines of the last-quoted line: one of them has three heavy stresses 
and the second only two, but in both the same expression 'pfed tvafi vsech' 
occurs, and this of course must in each half-line be metrically interpreted differ
ently. (Theoretically, of course, this line could be explained as a six-stress line, 
which would be comprehensible in its position at the end of a speech, but in this 
way the basic metrical rule of Theer's verse would be interrupted without regard 
for the fact that the two-stress interpretation of the second half-line corresponds 
well to the sense with its stress on the words 'vsech' and 'pomsten'.) Since the 
place of the metric stress is not signalized unambiguously, the limits of the 
segments are also unfixed; the line loses the character of being divided into 
feet, which could be ascertained in the accentual lines of Celakovsky and of 
Erben. These accentual lines of Celakovsky and Erben could then be fitted into 
the traditional lines divided into feet. 

I consider that it is precisely these two characteristics which are distinctive 
in Theer's verse and wihich make it so distinctively different from all older verse 
types. We see in it an attempt at creating completely new metrical standards, 
that is, an entirely new type of verse. 

It still remains to determinate where the genetic roots of this line lie. It is 
striking that Theer, who devoted himself so largely to French literature, did 
not make use of free verse as it was first worked out in French literature, but 
endeavoured to find his own prosodic type. There was here evidently some 
connection with the theme of his composition. Since in the Czech rhythmic 
consciousness the idea of verse with a firm number of metrical stresses and 
a changing number of syllables in the line was bound up with the conception 
of the verse of antiquity, Theer evidently wanted to suggest by means of this 
verse the atmosphere of the ancient world. At the same time it is of interest 
that he considered his attempt to be completely new and revolutionary — and 
himself found no connection with Celakovsky and Erben. Evidently he did not 
observe the accentual elements in their verse. 

In conclusion I should like to draw attention to one further thing: Theer's 
verse shows that the accentual principle can be used in a Czech literary context 

M) Ibid., p. 158. 
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only when extra-linguistic means draw attention to its metrical properties — 
in the case of Theer, performance on the stage and theoretical explanations. 
This opinion is supported also by the graphic realization of this verse type 
in contemporary poetry, for example in Taufer's translations of Majakovskij. 

1967 

O T A K A R T H E E R A Z A C A T K Y £ E S K £ H O T 6 N I C K £ H O V E R S E 

Teore t ickym vychodiskem stal i je nazor, ze hranice mezi j e d n o t l i v y m i v e r f o v y m i typy 
a ruznotvary nelze urfiit pouze na zaklad£ objekt ivnich statist ickych udajii , ale ze je nutno 
brat zfetel k subjektivnfmu cini te l i , t j . ze relevantnost p r v k u usystemizovanych ve verSi neda 
se urJi t jen kvantitativnfi . V y r a z n y m pf lk ladem muze by t hranice mezi fistS s y l a b i c k y m 
a sy labo t6n ickym v e r i e m ; na p r v n i pohled se zda, Je jde prost£ o m i n i , do jake je uspofa-
dana distribuce s lovnich p f i z v u k u , ve skutecnosti vSak m u l e mi t v e r i Cist6 sy lab icky v n£-
kterych pf ipadech vyhranenejSi podobu co do pravidelnost i ve stf idani slabik pfizvu£nych 
a nepf izvudnych nez v e r i gylabotonicky. V t akovych pfipadech je nutno odhalit , kde jde 
o prvek s ty l i s t icky a kde jde o prvek met r icky , a t u se nemuieme obejit bez svSdectvi v n i -
matelu. 

Otazku, do jake m i r y jsou subjektivne poci tovany metr icke kva l i ty , kter£ objektivnS 
existujl ve ver iovanein projevu, sleduje dale autor na ccskem v e r i i cistS t6nickem (tj. na 
v e r i i , v nemz je nonnovan pouze pocet t ezkych dob, n i k o l i v l a k jejich mis to). Z a b y v a se 
ver iem, k tery uvadel do ceeke l i teratury Celakovsky v nfikterych basnfch Ohlasu p isn i rus* 
k y c h , a v e r i e m nSkterych basnf Erbenovy K y t i c e . Vyvozu je , i e nova ve r iova forma musi 
mft v modern! literature teoretickou oporu, aby mohla by t poci tovana Jtenafstvem jako 
nova k v a l i l a ; bez teoretickg opory b y mohla by t nova ve r iova forma chapana jako ruznotvar 
(zpravidla jako „chybn^" ruznotvar) forem existujicich jit v povedomf a tvoHctch l i terarni 
pozadi . 

Skutecne teoreticke opory se dostalo v ceske literature tonickemu v e r i i az na pocatku 
dvacateho stoleti, k d y ho pouz i l v dramatfi Faethon Otakar Theer a k d y doslo k diskusi 
o charakter tohoto metrickeho typu . U i i t i teto fo rmy by lo podporovano dvSma faktory: 
(1) Slo o drama, p f i jehoz realizaci se muselo dostat hercum instrukce, jak tento v e r i recito-
vat, takze p f i jeviStnim provedeni b y l jeho charakter jednozna£n$ ur£en. (2) V ieskem po
vedomf se vers se s ta lym po£tem tezkych dob a p r o m e n l i v y m poftem slabik asocioval s pM-
zvu£n£ napodobovanym £asomernym ve r i em an t i ckym, ktery b y l v TheerovS dob£ dosud 
v z i v e m povf idomi; t im by lo uvedeni ciste t6nickeho verse v Theerove hfe do jisle m i r y mot i -
vovano. 

OTaicap Taap H s a p o v K ^ e H i i e q e m c K o r o T o m m e c K o r o C T H X A 

T e o p e T H q e c K O H H C X O R H O H T O H K O H H a c T o n m e H C T H T L H H B J I H B T C H M H e r n i e , H T O H e j i b S H o n p e -
HeJ iHTb r p a H H i r y M e w j r y oTAej ibiuiMH C T H X O B U M H T B U B M H H H X P B S H O B H A H O C T H M H n u m b Ha 
OCHOBe 0 6 l > e K T H B H U X C T a T H C T H i e C K H X flaHHUX. H e o 6 x O f l H M O C H H T a T B C H C G y 6 l 9 K T H B H U M 
(faKTopoM. 3Ha<iiiTenbHOCTb ajieMeHTOB, c n c T e M a T u s H p o B a H H b i x B c T n x e , H e j i b 3 n o n p e « e j i H T b 
j i amb KOJiHiecTseHHo. H p K i i M n p u M e p o M MoweT n o c n y w H T b p a 3 , i H q n e M e w a y I H C T O C H J I -
j ra6HiecKHM H cHjixia6o-TOHHHecKHM C T H X O M . Ha n e p B U H BarjiHfl KaJKeTCH, wto p a a n E i n e 
M e w a y H H M H aasHCHT O T cTeneHH pacnpe^eneHHH C J T O B 9 C H U X yaapeHHH. Ha C B M O M flene, 
l e p e f l O B a H H e y f l a p H e M w x u 6 e 3 y a a p u b i x c . ioroB B C H ^ . i a o H i e c K O M c T H t e M O W e T 6 u T b HHorfla 

, 6 o n e e p e r y j i H p H i a M , lets, B CHJina6o-TOHHiecKOM cTwxe. Torjta H e o 6 x o « H M o ycTaHOBHTb, 
HMeeT J I H flaHBUH a n e M C H T C T H J I H C T Q H C C K H H H J I H M e T p n q c c K i i i i x a p a K T e p . B T a K O M c j i y ^ a e 
HejitBH oSoHTHCb 6es CBHfleTejibCTBa iHTaTe . i e i i . 

Ha o c H O B e aHajiH3a q e m c K o r o I H C T O T O H H i e c K o r o C T H X H a B T O p c i a T b H nbiTaeTCH oTBeTHTb 
Ha Bonpoc , B K a K o f i CTeneHH o m y m a K T C H M e T p n i e c K H e K a i e c T B a , O 5 T . 6 K T H B H O cymecTByio-
iUHe B C T H X O T B O P H O M BbipaweHHH. M a T e p H a j i O M H J I H auaJiH3a c n y w H T e M y C T H X , BBefleHHHH 
B q e n i c K y i o J iHTepaTypy < D p a H T H m e K O M H e n a K O B C K H M ( 1 7 9 9 — 1 8 5 2 ) B H e K O T o p u x C T H X O -
T B o p e H H H X e r o c o o p n a K a „ O T r o J i o c o K p y c c K H X necen" ( 1 8 2 9 ) , a TaKHte B otnenhaax C T H X O -
T B o p e H H H X c6opHHKa , , B y K e T " ( 1 8 5 3 ) Kapjia HpoMnpa 3p6eHa ( 1 8 1 1 — 1 8 7 0 ) . A B T O P cTaTbH 
n p H X O ^ H T K 3 a K J I K ) i e H H K l , HTO HOBaff C T H X O B a H (JlOpMa COBpeMCHHOK J I H T e p a T y p U flOJDKHa 
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o n u p a T t c H H a TeopeTHHecKHH 6 a3HC, 6e3 K O T o p o i o O H a He MoweT Boc.npHHHMaTi.CH <raTa-
T e j i H M H B K a i e c T B e H O B o r o H B J i e H H f l . H o B a n CTHxoBan (JopMa 6e3 T e o p e T H i e c K o r o 6a3Hca 
pHCKyeT 6 u T b BocnpHHHMaeMon K a K p a B H O B H f l H o c T b <|iopM ( K a K npaBHJio, K a K , ,o inH6oHHafl" 
p a s H O B H f l H O C T b ) , c y m e c T B y r o m a x B c o a H a H H H H H T B T O J I G H H co3 f l aK>mHx j i H T e p a T y p H t i i i $ O H . 

H e m c K H H T O H H i e c K H H C T H X n o n y i H J i TeopeTHiecKHfl 6 a 3 H c T O J I B K O B Hanane X X B e K a , 
a H M C H H O B n p a M e . . O a a T O H " O T a K a p a Taapa. B S T O B p c M H p a s r o p a i i H C b n p e H H H o x a p a K T e p e 
3Toro M e r p u i e c K o r o T H n a . H c n o j i b s c m a H H i o H M C H H O S T O H ipopMhi cnocoocTBOBajrn asa $ a K -
T o p a : 1. npaMa, H J I H peannaani iH K O T o p o i i a K T e p u n o j i y i a n n yKaaaHHH, K a K fleKjiaMHpoBaTb 
ee C T H X ; T B M C B M U M onpenej iH . i cH y w t e a a p a H e e x a p a K T e p SToro CTHxa A - I H c n e H H q e c K o r o 
HcnojiHGHHfi; 2. C T H X c p e r y j i n p H U M H H C J I O M ynapneHbix c j ioros H H e p e r y j i a p H t i M I H C J I O M 
c n o r o B c6jiHJKaJicfl B l e m c K O M C O 3 H 8 H H H C B H T H ^ T H L I M M e T p u i e c K H M C T H X O M , H C H B D I H M eme 
B C 0 3 H 8 H H H C O B p 6 M 6 H H H K O B T33pa. 3 T H M H M O T H B H p O B a j I O C b 0 T 1 8 C T H HCnOJIb30B8HHe 1 H C T 0 

T O H H q e c K o r o c x a x a B m>ece Taapa. 
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