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The Musical Tradition in Poetry

by

Keturah Kiehl


What is poetry?  When faced with this question, Samuel Johnson is said to have replied, "Why, Sir, it is much easier to say what it is not.  We all know what light is, but it is not very easy to tell what it is."
  Defining a kind of literature that defies definition has been a challenge from the time when Greek philosophers first found it necessary to try.  But in a time when lines as puzzling as the following are published as poetry I think it is again necessary to make the effort.  


Consider Jody Gladding’s “For Piano and Strings” from a recent issue of Poetry magazine (see Appendix).  The first thing one notices is lack of the punctuation that would mark pause in the syntax.  The only pauses are at the line-ends.  The next thing one notices is that thought is interrupted and incomplete.  The thought “grief is that high note” is interrupted by the fragment “the bows drawn slower than healing.”  The second thought “so many little steps,” after a delaying adverbial clause “at the broken surface” and its modifying relative clause, proves to be a fragment as well, having a subject but no verb. The brevity of the lines breaks up thought further, shattering the fragments into smaller pieces, all of which are uneven.  Syllables wander from one to six, eventually happening upon all the numbers in between.  Of course these numbers and line divisions are not random, though they do not make a pattern.  Line-end and thus pause after “note” and “sustained” delays resolution and keeps the note hanging in the air.  The four syllables of “then descending” gives the sense of movement that the word “descending” denotes.  Farther down the “so many little steps” are reflected in the line’s six light syllables.  The enjambment between “broken” and “surface” does make a break in the thought.


Certainly Gladding is playing poetic games here, but there is something distinctive and perhaps disturbing about them.  First of all, there is the shattered thought.  It is hard for the brain to make sense of such tiny fragments.  There is no clear idea for the brain to grasp, so it is left with a jumble of unconnected thoughts and images.  Secondly, the brain is bereft of one of its strongest allies in poetry: the ears.  This poem depends on the brain alone, something that has not been done in our poetic tradition starting with the Greeks.  Modern English poetry is relinquishing the riches of its classical tradition, and I think it proper to consider just what it is giving up before it does so for good.


Perhaps the best place to start is etymology.  Our word "poetry" ultimately derives from the Greek verb , which means to make or do something.  SYMBOL 86 \f "Sy is the process of making,  the thing made, and  the skill of making it.  This is about as vague a definition as one will ever find.  What one is making is the real question. 


Poetry began in the classical (and perhaps any) tradition as song.  From Homer onwards, Greek poets were composers of poetry and music both,
 a practice that has fluctuated in popularity over the centuries but has never quite dropped out of the classical tradition.
  Like their Near-Eastern neighbors, Greeks explained the way of things and taught proper behavior through stories called myths.  Myths explained not only who one was but what one should (and should not) be, so they were handed down through the generations and retold many times.  Though they did not have spiritual authority like that of the Bible, myths were vital to cultural preservation, and they were more than simple campfire tales.  Homer’s use of the word ( in Book 1 of the Odyssey carries the gravity that our word “story” lacks.  In line 28 the word is used, as might be expected, to describe Zeus’ tale about Agamemnon’s murder by adulterer Aegisthus and the revenge exacted by Agamemnon’s son Orestes.  Zeus tells the story to the other gods because it will be their job to make sure that it does not happen again to Odysseus.  Zeus’ tale was a ( because it was intended to have an effect on future events and the gods and men that brought them to pass.  Athena does her part by advising Odysseus’ son Telemachus to take his place as head of the house.  These words of counsel and command are  (271, 273).  Telemachus accepts her counsel and with a ( commands his mother to attend to her woman’s work (361) and orders the suitors to leave (367).  Because  had the air of authority about them, it was fitting that when Homer related them, he did so in the heightened language of poetry and sound of music.  Classics scholar Albin Lesky agrees.  “To say that literature, as something written down, is not found before Homer is not to say that there was no poetry before that time.  Myths may certainly have been circulated in bald prose; but it is reasonable to suppose that their true medium was epic poetry.”


Myth may also have found its way into Homer’s epic song because Homer’s was an oral culture that had only just (re)discovered writing and was still largely dependent on mnemonic devices.  Song is one of the most powerful of them.  Speech is such an impermanent means of communication—in the air one moment and gone the next—that a reliable means of preserving it is essential.  Song is much more mnemonic than speech and thus a much better means of passing down myths.  In a culture of the spoken word, song would have been the best way of preserving this tradition.  One catches a glimpse of the importance of song to preservation in the Odyssey.
  The Phaeacian bard Demodocus does just what Homer is doing, retelling myths in song, when he sings about the quarrel between Odysseus and Achilles (8.74-82) and the Trojan horse (8.500-520).  It has been less than ten years since Troy was taken, and already Demodocus is memorializing the people and events leading to its downfall.  Phemius did the same in Odysseus’ house on Ithaca, singing about the homecoming of the Achaean warriors (1.326-327).  


Besides being sacred and mnemonic, music is just plain fun and makes great entertainment.  As riveting as a great orator can be, he cannot match the appeal of music.  The archaic Greeks did not, like moderns, see the need to develop the arts of language and music separately.  The more arts the merrier the gathering.  Even today, more people go to rock concerts than to lectures.  In Greek poetry it was not a question of whether poetry should be written with or without music; it was a question of which kind of music best fit the kind of poetry one wanted to write.

There are some distinctive characteristics about oral poetry that need noting.  The oral poet is not expected, like modern literate poets, to say something new. Parry explains, "One oral poet is better than another not because he has by himself found a more striking way of expressing his own thought but because he has been better able to make use of the tradition.  He strives not to create a new idea in poetry but to achieve that which everyone knows to be the best."
  Not only is he not expected to use any but the traditional words and phrases, but he also does not have time to invent new ones.  The oral poet, who puts his poem together as he performs, does not get much time to choose his words, so he must rely on a stock of ready-made expressions for his words; his artistry is instead displayed in how he puts those expressions together.
  Additionally, with a means of communication so impermanent as speech, which is heard one moment, gone the next, and interrupted at any time;
 memory is vital.  Framing one's story in forms and expressions well-known to the audience makes the story not only more intelligible but also more easily remembered.  Others can remember the song because they are accustomed to the same words and elements.
  These practices ensure that these poems are passed down and the oral culture survives.

Epic poetry is the earliest kind of extant Greek poetry but certainly not the only kind. Hesiod was seen by the ancients as the originator of poetry that focused on the trivial rather than the grand.  The Works and Days is Hesiod’s work composed in the dactylic hexameter and high language of epic but concerned with the details of the poor farmer's life (the stereotypical lot of men in Hesiod’s native Boeotia).  Hesiod has adapted his knowledge of daily life in the country to the epic composition learned from the rhapsodes known as “Homeridae,” the “sons of Homer,” who wandered Greece singing epic poetry.
  But this “manual of instruction in verse"
 (60) has a higher purpose than getting the crops in on time; Hesiod’s instruction is moral as well as technical. As translator Athanassakis comments, "Even this section--the most technical in the poem--is interspersed with moral exhortations."
 (62)  Perses must learn not only the proper ways of farming but also the proper ways of living.  Hesiod’s use of Homeric forms and language to give moral injunctions is an archaic Greek version of Eastern wisdom literature like that of the Bible’s Proverbs.  More importantly for the Hellenistic scholars was Hesiod’s focus on trivial rather than grand matters, a focus those poets exploited in their own poetry.  

Thus Hesiod can be seen as a transition to the lyric poetry that first appears in our record in the seventh century B.C.  Much like near-contemporary Homer, Hesiod sang his verse; he even boasts of winning a song contest on the island of Euboea (Works and Days 657).  But the content of the poetry had changed.  Those whom Hellenistic scholars dubbed “lyric” poets because they accompanied many of their works on the lyre
 differed from their epic counterparts not only in the smaller scale of their poems’ subjects but also in their poems’ music.  They used everything from the most straightforward dactyls and iambs to the complexities of Sapphic and Alcaic stanzas.  Lyric poetry had three sources: cult-song or hymn, work-songs, and folksongs.
  Music has been a part of worship from time immemorial: songs celebrating certain aspects of the deity(ies), songs of supplication, songs for festivals.  Folksongs will always be there because life will always need explaining, diversion, outlet, and levity.  The "whistle while you work" idea still appeals to many people, as does singing in the shower.  Greek lyric poetry developed these themes and forms to a more sophisticated level.  Lesky suggests that lyric poetry actually pre-dates Homer, in the Mycenaean Age of which Homer sings.  "[T]he Homeric evidence points that way, since we learn that marriage and funerals, dances and celebrations of victory, the worship of the gods and indeed everyday work were all accompanied by songs…"
  But none of this poetry survives; the first literary lyric comes slightly after Homer.

What is called Greek philosophy had its start while the archaic lyricists flourished..
  As this period waned and the philosophers’ purpose was to work open the minute fastenings of a complicated universe, prose proved the better medium and began to wax eloquent alongside poetry.  Some philosophers began to consider not only the nature of the universe but of civilization.  With literature one of civilization’s hallmarks, it, too, fell under their scrutiny, producing some interesting ideas.

There was always the idea that poetry was inspired—after all, to whom do Homer and Hesiod direct their requests for song but the Muses.  Similarly, Phaeacian Demodocus is stirred to sing by a Muse (Odyssey 8.73).  The Greeks recognized that song-making required special ability.  But Plato plays a strange variation on this theme in the Ion.  When Socrates asks some questions about the extent of his rhapsodic prowess,  Ion says that he is only skilled in reciting and interpreting Homer; the other poets put him to sleep.
  He seems not to even take the time to study the other poets because he sees them as far inferior to Homer.
  Since a skilled person ought to be able to interpret and explain both the good and bad, so that he can distinguish what is good from what is bad and why, Socrates concludes that "not from art and knwledge comes your power to speak concerning Homer.  If it were an art that gave you power, then you could speak about all the other poets as well."
  Socrates then remarks how curious it is that this extreme form of specialization does not seem to occur in other arts like painting, music, singing, or even with other practitioners of Ion’s art.
  Ion acknowledges the curiosity but insists that such is the way with him—a true phenomenon.  To explain to Ion why this is so, Socrates develops the metaphor of the magnet and the chain.  "This stone does not simply attract the iron rings, just by themselves; it also imparts to the rings a force enabling them to do the same thing as the stone itself, that is, to attract another ring, so that sometimes a chain is formed, quite a long one, of iron rings, suspended from one another.  For all of them, however, their power depends upon that loadstone.  Just so the Muse."
  The Muse is the magnet and the poets the links of the iron chain.  Poetry depends on her inspiration, and she inspires each in a different way, producing the various kinds of poetry. Thus poets, like prophets, are interpreters of divine utterances.
  What distinguishes an art or skill from prophecy is knowledge.  An artist gets knowledge about a certain field through learning and practice; a prophet gets it from the gods and really does not know what he is doing or saying.  Ion has not been trained in the pursuits of Homer’s characters, so he must have gotten knowledge of them through inspiration.
  And so, Plato concludes, poetry must be inspiration, not art, because art requires knowledge.  Plato mocks the traditional idea as he confirms it.  This inspiration is a cover for the ignorant, the kind of people for whom he has no use.  Of course he has no use for the products of these ignorant people either, so Plato turns against poetry as well.

Student Aristotle apparently wants to keep poetry, so he sets about saving it with his Poetics.  To counter Plato’s argument that poetry should be done away with because it is the product of ignorance, Aristotle treats poetry as a skill requiring knowledge.  The Poetics describe the best and the worst of the poetic art.  The best kind of poetry, he says, is a type of SYMBOL 86 \f "S, which is an imitation of real life through visible and/or audible means.
  This term refers primarily to drama and, inasmuch as there are dramatic elements in it, to epic.  Lyric does not qualify.  Mimesis is a natural activity and the most basic way of learning.
  People like learning and mimesis (and therefore the arts) because they like figuring out what they are seeing.
 Different combinations of visual and audible elements make for different kinds of mimesis: colors and figures make painting, rhythm makes dance, harmony and rhythm make music.
  Poetry seems to be a combination of rhythm and speech, though Aristotle curiously downplays the former while expounding on the latter.  Aristotle summarizes poetry thus: 

For, since the poet is an imitator, just as if he were a picture painter or some

 
other maker of images, it is necessary that he always imitate some one of three 

things in number; for he must imitate either what sort it was or is, or what sort 

they say it to be or it seems to be, or what sort it should be.  And these are repor-

ted in a talk in which there are foreign words, metaphors, and many modifications 

of talk.  For we allow these things to the poets.

Like the visual artist, the language artist works in the realm of imagination, not simply representing objects but elaborating, improving, or conjecturing about them; and just as the visual artist uses certain tools to turn ordinary matter into a visual delight, so the language artist has certain devices at his disposal to turn ordinary talk into an auditory delight.  Unlike Plato, Aristotle sees nothing prophetic or ignorant about poetry: as with any other skill, its tools must be systematically acquired and mastered in order to produce good poetry.  

One of those tools, though Aristotle makes it clear that it is only one of many, is poetry’s musical element, meter.  Though the previously elaborate dramatic choruses had seen gross simplification in the fourth century, the rules of quantitative prosody remained stiffly in place in Greek poetry.  And so, as Gilbert Murray says, Aristotle "assumes, as a matter of course, that the rules of the metre in which he writes will be known and unerringly observed by the poet; he assumes also that the quantity of every syllable—long, short, or doubtful—will be definitely known, and that, whatever variety of metrical effect the poet will produce or aim at, it must always be a variety inside the rules of the art."
  One of these “rules of the art” was that the proper meter be used for the type of poetry one writes.  For example, dactylic hexameter, “the most stately and weighty of meters,”
 the one that altered the regular patterns of speech the most,
 and "especially welcomes foreign words and metaphors" (as befits the oddness of narrative, he says),
 was the meter appropriate for epic.  The iamb and trochee, the "meters of motion," were appropriate for acting and dancing.
  Aristotle says that certain meters attached to particular genres of poetry because "nature itself teaches us to choose what fits."
  The fact that poetry is composed in meter seems to Aristotle to be more coincidence than artifice.

Because meter is coincidental, a poet cannot lean on meter alone to make his writing poetry.  To show the insufficiency of meter alone to make good poetry, Aristotle compares Homer, maker of epics, with Empedocles, maker of natural philosophy, both of whom wrote in dactylic hexameter.  “But nothing is common to Homer and Empedocles except the meter.  Hence it is just to call the one poet, but to call the other, rather than poet, one who gives an account of nature.”
  Since meter is not exclusive to poetry, it can be used for any kind of writing.  Not only has it been used for epic and philosophy, but Aristotle also thinks it could very well be used for Herodotus' history.
  Content seems to be more important to Aristotle than form.  In fact, form is so insignificant in Aristotle’s reckoning that he says that language "has the same power both in meters and in speeches."
  

That rhythm has no effect on language is a pretty bold claim, and one that murders form for the sake of content.   If rhythm were such an ineffective device, poets would have relinquished it long ago.  Instead, the best poets perfected and exploited it; and even the prose stylists incorporated it (to a lesser degree, of course) in their compositions.  Top stylist Isocrates noted, 

The poets compose all their works with meter and rhythm, while the orators 

do not share in any of these advantages; and these lend such charm that even 

though the poets may be deficient in style and thoughts, yet by the very spell 

of their rhythm and harmony they bewitch their listeners.  The power of poetry 

may be understood from this consideration; if one should retain the words and 

ideas of poems which are held in high esteem but do away with the meter, they 

will appear far inferior to the opinion we now have of them.

The steady rhythm of meter is one of poetry’s top appeals; it can make the worse poetry sound the better like no other literary device.  Every poetic tradition has some kind of consistent organizing principle that governs line and establishes rhythm.  Greek poetry’s organizing principle is an auditory one that arranges long and short syllables into patterns called lines.  There is no way that a Greek (or any) hearing audience would fail to notice that there is an arrangement of sounds that repeats itself.  Such consistent patterns do not fail to have an effect.

Though drawing on Greek ideas, Roman poet Horace comes up with something a bit different.  Just like Hesiod's Works and Days, Horace' Ars Poetica is a handbook in epic meter.  Like Aristotle, Horace uses painting as an analogy for poetry, though not as closely as Aristotle.  He uses bad art as a negative example to illustrate the importance of unity and good order.  "'Painters and poets,' you say, 'have always had an equal right in hazarding anything.'  We know it: this licence we poets claim and in our turn we grant the like; but not so far that savage should mate with tame, or serpents couple with birds, lambs with tigers" (9-13).
  Though visual and language artists alike have a quite a bit of freedom in their arts, they should not use their freedom as a license for nonsense.  Horace the stereotypical Roman urges temperance and propriety.  Like Aristotle, Horace also reviews the conventional meters for each genre: Homeric hexameter for "the exploits of kings and captains and the sorrow of war," elegiacs for laments and prayers, active iambics for invective and drama, and musical meters for lyric poetry (73-85).  But Horace' list is more fulsome than Aristotle's, since Horace includes not only epic and dramatic poetry but also various forms of lyric poetry, of which Aristotle made no mention.  Horace' "definition" of poetry seems broader than Aristotle's.  The poet that proves timeless and best, Horace says, is he "who has blended profit and pleasure, at once delighting and instructing the reader" (343-344).  Tradition is more prominent in Horace’ account of the effective poet.  It is both easier and more promising of success to lean on models when one is learning.  "It is hard to treat in your own way what is common: and you are doing better in spinning into acts a song of Troy than if, for the first time, you were giving the world a theme unknown and unsung" (128-130).  Greek verse provides the best models; Horace urges, "handle Greek models by night, handle them by day" (268-269).  Horace's last advice is to the poet is to get his work read by a good friend with good taste, for "An honest and sensible man...will force you to flood the obscure with light, will convict the doubtful phrase..." (445-449).  So, according to Horace, poetry should be a sensible, ordered, laboured effort at producing an imitation of life in traditional terms.  Very much unlike Aristotle, Horace thought that form was just as important to poetry as content.  Horace asks, "If I fail to keep and do not understand these well-marked shifts and shades of poetic forms, why am I hailed as poet?  Why through false shame do I prefer to be ignorant rather than to learn?...Let each style keep the becoming place allotted to it" (86-88, 92).


The chorus’ entrance in Aeschylus’ Seven Against Thebes is one example of what the ancients could do with the musical elements of their poetry.  The chorus enters at line 78 with Aeschylean fanfare: loud-voiced, long-winded, high-minded, but rough around the edges.  This ode is 102 lines running and riddled with dochmiacs,
 transgressing normalcy in length and meter.  Yet no wonder, for these are trying times.  Lord Eteocles has just given a rousing speech encouraging the citizens of Thebes, both “you still something short / of your young manhood and you whose time of youth / is gone, your body grown to its full bigness” (10-12),
 to come to the defense of the city, which, as he has learned from a seer and a scout, is about to be attacked by a host of haughty Achaean warriors.  Even now, the spy says, “I left them casting lots / how each should lead his regiment against your gates” (55-56).  This news is doubly frightening to the chorus, since not only is there the prospect that the city will be destroyed, but as young, unmarried women they also face conjugal captivity at the hands of the conquerors.  Thus the meter reflects an onslaught of dochmiacs, a type of metrical foot whose name,  literally means “runs askew.”
  In tragedy it is used to express strong emotion in dire situations.
  The glimmers of metric variation lie in interspersed instances of syncopated
 iambic metra, particularly cretics and bacchiacs.
  Yet these feet have a feel so similar to that of the dochmiac that movement between the two types of feet is seamless,
 yielding a largely unified rhythm.  This constant unsettled rhythm is certainly a far cry from the steady, regulated anapaestic dimeter (and its variations) that would be more typical for an entering chorus
 and indicates high emotion and disorder in this chorus.

An instructive exception to the frantic iambo-dochmiac meter is the surprise appearance of iambic trimeter at lines 100, 103, 106, and 119.  In 100 and 103, the chorus claims to have detected signs of the approaching army: “Do you hear or do you not the rattle of shields?” and “I see the sound!  No one spear rattled so.”  These aural perceptions appear amidst a swirl of frightening images of the advancing hordes and desperate pleas to heaven.  It is almost as if the chorus has stopped its clamour for a moment, craned its ears to listen, then whispered, “Do you hear that?” wide-eyed with terror.  Then the frightened exclamations continue.  In lines 106 and 119 the chorus cries to golden-helmed Ares and all-powerful Zeus to “look down upon us / look down” and  “Let us not fall into the hands of the foeman!”  After a somber address to Ares in which the lines are slowed by long anceps, line 106 resolves twice in a row after the caesura with ’ , recalling the urgency of the dochmiacs.  Corresonding line 119 is a similar call for assistance, but it lacks the resolution of its counterpart.
  The chorus remains in dire straits, but there are hints of a calming turn the chorus’ prayer becomes measured rather than frantic.


Several features of the choral passage that follows show changes in the chorus’ attitude.  The advent of strophic form at 151 does not go by unnoticed, though the meter remains largely dochmiac and is interrupted by appeals to gods.  Here, too, are the beginnings of what will prove in succeeding strophes to be an iambic coup: though resolved twice, the last lines of the first strophic pair do scan iambic rather than dochmiac.  The lines of the second strophic pair show a stronger tendency towards iambics, as there are four iambic to three dochmiac lines.  The continued profusion of resolution in both the iambics and the dochmiacs obscures the distinction between the two, yet it seems probable that the audience would detect some kind of rhythmical transition.  While the chorus began with almost overwhelming emotional energy, it seems to have expended much of it by the end of this first lyrical passage; the lyric began in full astrophic dochmiac stanzas and ended in short strophic stanzas with interspersed iambics.


Yet the chorus is not comforted.  Against it Eteocles levels his biting comments about the insufferability of womenfolk who shatter the soldier’s courage in time of war and the husband’s peace when war is not.  Turning grave he declares the current crisis off-limits to the women and in line 201 orders them, under pain of death, “within doors do no mischief!”
  In the interchange that follows, the chorus protests Eteocles’ rough treatment, citing all the frightening sounds of an approaching armed horde and its pious pleading with the gods for succour.  The choral rejoinders (in three short strophic pairs) to Eteocles’ strict three-line iambic trimeter are defensive, and the meter shows them to be flustered as well.  There are several varieties of the ever-present dochmiac, including, in 204 (=212) and 233, dochmiacs completely resolved into short syllables,
 and some complementary paeonics
 in 205 (=213) and 207 (=215).  The overabundance of short syllables in these metra suggests a rapid, agitated style, a style that persists throughout the chorus’ replies.  The chorus is already frightened out of its wits; now it is lambasted for its fear, making it defensive.  Aeschylus introduces the ibycean in 205 (=213) and 222 (=229), an asymmetric metrical phrase,
 or colon (pl. cola), of blended dactylic and iambic ancestry used by the Dorian lyric poet Ibycus.
  T.B.L. Webster suggests that this colon has loose kinship with the dochmiac.
  With this new variation on an old theme the meter remains as energetic and panicked as ever.  As this confrontation progresses, however, the chorus sings fewer lines at a time: the first strophic pair contains five lines; the second, four; the third, three.  Soon the dialogue on both parts has been reduced to one-line stichomythia, and the lyric meter has been tempered to spoken iambic trimeter.  While the chorus still fears, it finally assents to Eteocles’ orders, pleas, exhortations, and admonitions and in 263, with the promise that “with others I’ll endure what is fated,” the chorus falls silent.  Eteocles has finally succeeded in calming the chorus down, a fact confirmed by the scarcity of dochmiacs in the chorus’ following ode.

The meter used in the song and speech of Aeschylus’ chorus of young women in the Seven Against Thebes has some dazzling effects.  It reveals moments of calm among the chaos and charts the women’s progression from panic to resignation as Eteocles wears them down.  Because classical poetry had such a strong musical connection not only through the rhythm we perceive in meter but also in the lost instrumental accompaniment, it was able to work such miracles with the rhythm of sound.  Since the triumphal entry of free verse, English poetry has lost much of its magic of sound.  Meter has suffered increasing disregard as a poetic device too constraining, old-fashioned, and “sing-song.”  Many modern English poets, like Jody Gladding in “For Piano and Strings,” have abandoned meter’s rhythmical patterns of sound in favor of eye and brain games.  While there is nothing inherently wrong with visual and cerebral frolics, poetry dwelling entirely inside the head seems pitifully bereft of one of its most powerful charms: sound.  Modern English poetry is falling silent; and for an art based on speech, this is the beginning of the end.

Appendix

For Piano and Strings

By Jody Gladding

(Poetry, Vol. 183 No. 6 (15 Mar. 2004): 320)

In G minor

grief

is that high

note

sustained

then descending

the bows drawn 

slower

than healing

meanwhile

at the broken

surface where business

must go on

so many little steps

for the restless

hands.

Metrical Appendix

Metra

Anapaestic ◡◡ ─ ◡◡ ─ (anapaestic dimeter consists of two of these)

Bacchiac ◡ ─ ─
Cretic ─ ◡ —

Dochmiac ◡ ─ ─ ◡ ─


N.B. Dochmiacs are notoriously variable.  Any or all of the longs may be resolved

 into two shorts, and each short is really an anceps; thus a dochmiac may be five 

longs or eight shorts in a row or anything in between.

Iambic x  ─ ◡ ─ (iambic trimeter consists of three of these)

Paeonic ◡◡◡ ─ (resolved cretic)

Colon 

(Aeolic)

Ibycean ( ◡◡ ( ◡◡ ( ◡ (
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