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If not asked, I know; If you ask me, I know not, —oj#& o#] 7} St. Angustinec] @
olth, Bl By Bge] Wy AL2A7t oldel & EAE S35 7 o] o}7] o},

et GEL Tl ?y Ba s AEo] 2T 4 FFY 2R Aok, oA $4
< Angustine® 148 ¥ 8% 45} g ¢ Aol=t,

He 9 £ Hfmacl. A9, @& ThlE HRon 310, Y FHE= Fgol=
A 3 g EEA Yobe Aol BE EHE Bt 23€ A43e BBREY 23
2E ¥H = s} odal WK kTS AL AES Aolet. walalel M AEEMA
8 €5¢ AA Tt dPa g, AL Foe Fdg olokr]s} obd 4 g}, a7
Rl #FHob A D & HRES ¢ b2 ackete] 2 definitiond 4] 5H7] @ o $ g
+ 4eol+.

7t ob53) o BRe 2H ma P XFEe A gL AdsolA gdHAAHY o
Tl ol=sl 7z, e AT HFKS Y3te] o EFFRAF WA $ut. 25N ALAE,
BY 34, 293 Fel Y BRY F2o) U g Hel 283 Aoljemz R 2o
ZAolet. a8} a2 gL olw o uo) 4 (H7F Bl v HEE A9+ REY =7
7h obvlel, ol %™ A4, AL =F2 st WEES Susla, AES XXl FHY XA

— 5 —

\ g
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49 % ob2dA, ==t rhythmel 4014 Wds 2ejF+ techniquedzta st& H& 9 A
axstn 9x A ek BehA GEAL A8 Aol FHE EAste o giel, A A
8 Aol A4} £Mste] WASE BES e 42 ¥H A4yt A chaos &
B, o Wee TR AL wAR, AR el BAAE T, BH HHY XWREE
wale qold LeAge W8 I voltaged] mxrt EREE AAHE Aol ¥ F U+ o
A4 AL dolE fEEY W2E S o a2 ANEH EAL. wIAA el &
FEANE RBo] 51119 Holnz, AxE 2EEE A4, 2 018 Fgel 24 4
3¢ gAQ olr Fxz WEsSE 7HE Agden ¥ a4 Hepd dele a9
WAE D23 AEMer HES AT =T7st ok, a8 WRes 2SRAE AAA
A, 949 1R X ¢ (image, rhythm, meaning) & LB A7+ Fifor4 FH cosmosE
RAASL HAAAA, gAMoL EAsea wrh. 2:d 9t A4S Add FEsAT
B dodE 948 Ahe] E&3i=A obvzl, Aoz WAL R4E filste ZAolth )
A, B -EAC BE AAE ackdA 2 = Qe Aol H FEa A3e] 2UA 2

oA EEE, oy HEYEBLEA Ve BA, RESY A4E 2ok fiRctd ®HY
oSl & Fx, =3 £x9 BIFE Feltuslz il

Poetry, says Johnson, is “metrical composition”sit is “the art of uniting
pleasure with truth by calling imaginaticn to the help of reason”; and its
“essence” is “invention.” “What is poetry,” asks Mill, “but the thought and

words in which emotion spontaneously embodies itself ?” “By poetry,” says

Macaulay, “we mean the art of employing words in such a manner as
to produce an illusion on the imagination, the art of doing by means
of words what the painter does by means of colours.” Poetry, declares Carlyle,
“we will call Musical Thought,” Poetry, says Shelley, “in a general sense may
be defined as the expression of the imagination” 3 it is, says Hazlitt, “the
language of the imagination and the passions”; says Leigh Hunt, “the embodying
and illustrating its conceptions by imagination and fancy, and modulating its
language on the principle of variety in unity.” In Coleridge’s view, poetry is
the antithesis of science, having for its immediate object pleasure, not truth 3
in Wordsworth’s phrase, it “is the breath and finer spirit of all knowledge,”
and “the impassioned expression which is in the countenance of all science.”
According to Matthew Arnold, it “is simply the most delightfull and perfect
form of utterance that human words can reach” ; it is “nothing less than the
most perfect speech of man, that in which he comes nearest to being able to

utter the truth® ; it is “a criticism of life under the conditions fixed for such
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a criticism by the laws of poetic truth and poetic beauty. ” According to Edgar Allan
Poe, it is “the rhythmic creation of beauty” ; according to Keble, “a vent for

overcharged feeling or a full imagination,” It expresses, says Doyle, our
“dissatisfaction with what is present and close at hand.” Ruskin defines it as

“the suggestion, by the imagination, of noble grounds for the noble emotions” 3
Prof, Courthope, as “the art of producing pleasure by the just expression of

imaginative thought and feeling in metrical language®; Mr, Watts-Dunton, as
“the concrete and artistic expression of the human mind in emotional and
rhythmical language, ™

------ “Prose,” declared Samuel Taylor, “consists of words in their best order,
Poetry consists of the best words in the best order.” Matthew Arnold
put the same idea somewhat differenently ; “Poetry is simply the most
beautiful, the most impressive, and the most effective mode of saying
things.” “Poetry is the record of the best and happiest moments of the best
minds,” wrote Percy Bysshe Shelley : “a poem is the very image of life
expressed in its eternal truth,” ---.-. Robert Frost says that a living poem is “a
reaching out toward expression, an effort to find fulfilment, A complete poem
is one wherc an emotion has found its thought and the thought has found the
words, ” Recognizing that it is a combination of romantic beauty and everyday
realism Carl Sandburg writes : “Poetry is a synthesis of hyacinths and biscuits,*

It is obvious that interpretations differ 5 there is no final all-inclusive
definition of poetry, Technically, it might be summarized this way : Poetry is a
rhythmical pattern of words expressing deeply felt emotion and/or experience
and/or imagination, The greater the combination of emotion, experience,

and imagination, the greater the poem.?

BLESI A ol el a}3t9] o]ob7] & %ol makvh. Louis Untermeyerst x1dsta g %o] 8|
§ interpretationo] 7] vlzrle AL & 4 Yok, oYzl o]H Y TET BEY Add =
FTERL, Folalh 2 Adol 523 9t FEA A4L, FHE A9y (RAYE SEE %3}
9 e (BReoe sdsn Yetxn st Aolvh, B3] oAny Y4e Yoy I |
BEL 942, 22 prosec] A gt thE, e 299 HEo) I8 Aoz s AE A=Y

+ vk 23 LEY el 1: uhe o],

“metrical compositions modulating its

language on the principles the most perfect speech of man;the rhythmic creation of beautys

1) W. H. Hudson, An Introducton to the Study of Literature, (London, George G, Harrap

& Co., 1958), pp. 64~65.

2) L. Untermeyer, The New Modern American & Brilish Pcetry, (New York, Harcourt,

Brace Company, 1950), pp, XXiX~XXX.
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thought and feeling in metrical language; emotional and rhythmical language: the best
words in the best orders the most effective mode of saying thingss a rhythmical pattern
of words” ~8l7h 1AS & A9 A F2 ek

#HE olxy FAL RN E d o 248 FHEFHE TEUT 2 A3 ERolzti
e e FHoz S otk 1AL MEMNY AL TE UL, FE H kol = 3 ke
24 Yy s sch, oidE, 2 o149 BRA, 53 #f (Rhythm—metre, rhyme) ¥
2AL B9 Fan —mEeld. b EEM W4 R4 AnsRA RESE BRFEA ol
284, 4 X EEMET T Tadel A= st Agto] dgxle mEY EE
gy A BRE BB o4, BESE BaEEd A B3 201 delsh 2
@A Aukdow rhythmol o3 ERM £3 wrhs, imaged] WK o ¢ WAL ZHE &
A SR, MR S AAZ Y EEAY AAZ Sobha e AL Aol dd
o %a @il BEE Eass] AdAE AFAA Ao ¥ H RAL Vet
o3, @ KBlozA #Fd oA 44 24+ FdH R AAEAA, 2o AAe FiR
¥ imaged] Fiio] AzHn & AAelsh. v 2z ZL @R BHE Hriste 2
o olygwt, 2edon WY FAClRR EAHE Aa FHY THES FA e Aol
obvlz}, sbdl rhythme) 43 A& rhythme] s Adsta sle 4ol He Aol

iy

o}, o} %2 WY ALl imaged] £EE F48 R rhythme ¥4t -7 ste sl =,
thythm& eais] 2¥stx o] 3§ol =eh $Ech. A, HY Gk Fzdl slol4 #5H
BE), BB Fzd g4 Ekel BROE HAHU etk

ax=z, 4 XFY Hx:AL BA T.S.Eliot 44, o9 #H& dod ¢ F 9x0l,
image?] Azol=t #4sta AR Aol otz FE| Mk v Toz o] A2
rhythm®] R z4stx dgeh. 2= “The Music of Poetry”o 4], “There are poems in
which we are moved by the music and take the sense for granted, just as there are
poems in which we attend to the sense and are moved by the music without noticing it, ”9
" g&7}, =X “l know that a poem, or a passage of a poem, may tend to realize itself
first as a particular rthythm before it reaches expression in words, and that this rhythm
may bring to birth the idea and the image "z} sti gleH, 299 o7 essayEol QL
AE HY THMS FHH styled) HEES Fzsda Y& TH ok, old Rt

3) Poetryel 3114 metre(id)S} rhyme(iFil) & RAlel He AolA, 9474« o/AEE 2F
aFse Adez4 gvis 2 (rthythm)ojsa s Fi,

4) John Hayward, ed., T, S. Elfot: Selected Prose, (Faber and Faber, 1965), pp.53 —54.

5) mid., p.63.
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“auditory imagination”o] 2 w7tz & Aasia gt AL 2 5 Yr}
£+, Wi sh= AL, 2 rhythm 2 imagesl 4, o197} Ml e BRE T4}

o A7l %8 Fzol: dola, =g ojAe] FHY AEM 24 E R JAL Az %

B 4% 9Eeld,
Stel, Aol A+ oleld 1) Fo9 —HA rhythm, %5 THH o149 ABRE B

B ddoz 43 e Aole, volsla HEFel Q1A e WBERA do149 #
ol 2 FAY oY FEEN KFAS AL Q=0 e AL Adugn 3= Ao
2, He MEEL FHo $EMez tach HA Greeceisl Y HES, Latinig
7t B RIS FYo= dln sled Hile, B o KE- T %@ o, 44
‘stress system’ % . o stn gch a2 wuld] WEES, F- b - *- A8 mRe x
WP Foz dta gt PEAES BHAE 2 HEY ot Jdws weizd BEBEL,
A 2 dialect® AYsta IFEHQ AL H4on ¥ o, 99 oy Aolefd 2:A 2
€ BE- RE- BB T4 249402 22 Reix gt = sheio] ok Aojdt. u} 2} 4
§o AR Faol QAME 2d G dold YA HEPe A wx 2L = g 3z e}
HE dolrh. 2=z MEFol BEIFS 29 ddeld AV wulolul, HY L, L)

®R, B3 BEERY #Ee 2esA wtadd Ao,
olZE Kl dRdete AL, va TS dn, 2 oS o Aol A, Ho

B4 AT Qe AdosAt A3 ABY 4R 4L WY Baold, =@ aze] A
A FYPIT g obd Aol 4Ass s et

I & BX

FERSS Hol A= g vio go], WM G519 e rhythme BRE A5 # = BN
S FEeR TEY 47 A& Aok MWME ol 2v HEl4 2ol Metreojsl, ML
Rhymeol=}. Al o2 SEMHRS Lol 24, S4 AAY RR/ESS HEHR
e}, A0y HHL BEHY M| chyme) BRE A8 TS24 v},

A, %KAM

(1) Simple Alliteration
(2) Double Alliteration
(3) Triple Alliteration
(4) Vowel Alliteration
(5) 8479 Alliteration
(6) Complicated Devices

1. Alliteration
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2. Assonance

8. Consonance
Q) By o1 3.
4. End-rhyme | (2) Efigel 9¢ A.
(3) BafrEq 93 A.
a. 1508
@ EFE+ABRYEE
@ RTE+REBNBE+RTH
b. 2EHH
(1) Perfect Rhyme ® BFE+RAENBE+REED

@ APES+ABEBETATETRABER
c. 3EHA
® ATE+ARSRE+ATEABEH+
1) WAt ABEE
a. Identical Rhyme
b. Eye Rhyme
\(2) Imperfect Rhyme! c. Obsolete Rhyme D RESLE

d. Forced Rhyme @ BEHY RTE
e. Approximate Rhyme ® BELY REBE

l @ FTEHS REM
® BEHY RTHE
(1) Masculine (Male, Single, Monosyllabic) Rhyme
.a. Double Rhyme
b. Triple Rhyme
(2) Feminine (Female) Rhyme | ¢. Quadruple Rhyme
® 2= 3IBE
d. Broken Rhyme ok
® 2474 AA #|Y
xRS E

2) WM

/ (1) End-Rhyme
a. Leonine Rhyme

b.‘ Sectional Rhyme { @ fFRWTER

3) REMR (2) Interna me c. Folding Rhyme

(3) Tail Rhyme
\ (4) Rhymed Tag
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2. AER (AW —EEH: KABR Yo o4 ﬁﬁﬁ- 7hAl 3 B YA sixq,
HEFE ARRY #idd4 #4d %Y 339402 —ge #
ol Tolsx o REMS ZErh®

I #fpe Hh#

1. Metre

gol g whoh go], HEE stressE Yoz & clolth. o} systemE W A
£ Qo] goizt $o FFeiote Pol, BE Yy Y= Tl ek Aok FEM ALE
73 g WA 2 Aolth, 1AL T accentzst s3], o accent AEES i
9 A% £47HA9% HAE PeloA Uoh. Y4 GEAE FEMo S primary accent,
8econdary accent, tertiary accent, weak accent$ W 7}x] o] 3 sbxl T M 45 2] 4, ol 9l
14+ o}l accented syllable, unaccented syllable, =€ u%9 stressed syllables}
unstressed syllable®] ¥ s}z f#o g FHRc}, 294 XBLE ol o3 dele] ®Aal stress
system (& stress timed rhythm) € o] -§3te] $¢] pattern® & 435z, -2 stress9 A
Myl wkHel fste] @Y rhythmo]l Yojupi: Heolwh., 74 WASE ¥+&¢& prose
rhythme] $3te] verse rhythmoletnxe Y23 gl #ol o4 o9y HAIMes o

6) N WA (BEXK), BXBAM(2ERE) SR.
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 verse rhythm< T ##E metregtn stz gl&dl, Avlds 43T i:F- 3 Ry 1
a7 e B wEs Qoz FHe @ el ol FolAA Heh 2 A 1348 Foot k- H
- 50 - £BH) A 2395 Line ($& verse: F#f7) A 324 € Stanza (B~ g o= A
4kl wra e glo] @ WO Bl Holwh wehA o £ERE A BT JHa
Gedch, = HES BEY S£4ERES 2 Bl dud #R@E e FAd %E =4
HES AEo Wl

A3 2AES A 2 &% 2,

. Monometer (1#HMH)
. Dimeter (2 )
. Trimeter (3 # )

1. Iambus—Iambic (§G#&)

2. Trochee—Trochaic (&%)

3. Anapaest—Anapaestic (%#& &)
4 . Dactyl—Dactylic (3R5E%#)

. Tetrameter (4 »
. Pentameter (5 #
. Hexameter (6 »
. Heptameter (7 »
. Octameter (8 7

. Nonameter (9 #

© O -3 O N W W N =
— N o

. Amphibrach (FFR%5)

. Amphimacer (#2555

. Spondee (¥35R)

. Pyrrhic (§%3)

. First paeon (R%5535%)
10. Fourth paeon (333 #H%)

© 0 3 O O

slo] = 10669 #W Hed, A2 Hfe&m ARE F3ld +HE JAste AEARHLE E
458y rising metred] FEAL BHBA, 22 2 falling metres] HMHRS maEEmY 430
g1 % 4 ged, Rft: fFFE =t &4 EH o e HWER FHEezA B
AR Ao, 2d @ WAL thed e HE AR & 7 =

[ X X ] X 1 X ] x I
O, for/a draught/of vin/tage ! that/hath been

] X X [ X X 1 ' X :
Cooled a /long age/in the /deep del/ved earth,
' X X ’ X X ' X '
Tasting /of Flo/ra and/the coun/try green,

] x X X ' X N b4 !
Dance, and/ Proven/c?l song, /and sun/burnt mirth!

7) John Keats, Ode to a Nightingale, st. 2.
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’ X X I ? x 1 [
O for/a beak,’er full/of the/warm south,
. X X [ x ' X ’ X ’
Full of/the true, / the blush/ful Hip/pocrene,
X ] x ] X [ x [] x ]
With bea/ded bub/bles wink/ing at/the brim,
X ' X ’ X ’
And pur/ple-stai/ned mouths
x 1] X ' x ] b4 [ X [
That I/might drink, /and leave/the world/unseen,
X 4 X ) X r X ¢ X ) X '
And with/thee fade/away/into/the for/est dim.

R £HF|st iambic pentameter (FR/AEMEIZA 3 stanzaz} 10f7o& oA  Ten-
line stanza®] ojc}. 18 A 7)ol trimeters} hexameterg ¥o} wsles Fa g3, BFY
&7l trochaic meterg Fole] 3¢ 35¢ zAstm 9o, BT ol #BhEEQ
spondees} pyrrhic® 714 Wel rhythm® F8g 235 ojz# F3 g FL dlz & Aol
L

AT Dbl 4 £ ubs 2ol ozt AYa gk elold FHL o) fate, ZEEHL ¢
T W RRE VIO Aok 2w G BEY B 94 @aFoldt Ay g AddH
Aoz Prickel, Kol ¥ 4+ gt A 2L BRY BFE o A 2@, =3
WAz P BH 4995 dad. 99 wgr wEwEAY Wate] Exe I&F
M RELFA. Hehy $Fo1: @ Hfiel & 5% b= WEB S tone languaged). o]
tone$| E4po| o] &w} JUEo|r}, pysge., accentz} glo] Z-& Fiiz A W &, accent
7t BRE ol oA Y2 g LR, accentz} #REAC] A ol = WP} e =r £
B BREAA 34 2 ARSE 2 Aoy, (MEEIDNAS, (FR—-TEEER Lk
R-EWEE, 2%--SUEEY A¥--ERaSKkB)SoE RUstn gz, A EF
= ol E 4tonest) “ES HES Aol Y FREYOE Kol AL o 5 9o, &5
L] AZ@OY LERGUNA 2E MES 55 o) e o9 Aola @ 2ol e},

8" #2 AF HE oA ash 9 HE BEY metredkol] gate o]z 3] e,
theh, HAS WEERHNA »: Ak BUEEDY, B-E-F- £ L(RK), =& A
ek AL BEFEROES 4 FEAS AL 9 Bojrt. aAe el A =
A ik o] Aok sbAln gk kol Ylalste Aotk BA K ATEAL I
A $E RBsle] cheT Fo] wa Mo gln}.

8) frav kol ol MM FRBE (F), LAY =ge K)oz —EHs] 2oz},
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BEAe RESN EBEF (BERY AL e & oded FH k=
o]s BiEgo v BHRE £ HEQ] 41 d& ¢ 2 2% H4 ¢35 F
ol Aol o]E Hi@e TAvL obF e AL ohdsh RiE= BHEE HSEs e
W gty wolrt. ad=Ez geoz $HY st A=E EA ¥RoE 54 ghep
52 RETHY $FE A¥E S A& Aelvh ¥

AAA S99 Fol: BEY REClY BEA AW e 4 g, v od A9 K
gol w4 Wi B£ES Aol & wAY Bolth

A8, 359 =&EAd gdel4, TH FFF A% RS 27 % vagstd, ot ¥
A8 HEBolgn st ol A8 metrest %A B foord i) H8A74 T
= Ao] olylst e}, risingolnt fallingd] 4= stressed+unstressedst & A< ETRET
W4o] obuel, stresst §lAw, thuk £ footst= Fol thaz At P/ AT
AAsn P2 23%E e 9 e A4, olzul %24 AEAA BAG 27 ®E
o) 4 Rold 4 Y= LA @M == =0 A58 FEFAA obudst ek A,
@I HHRe Ttk b 2aA o et el v oA A" FAIA A
G E 0] gL skl webd by Zsh vedEche Acleh, Falhztd R4
Ha A A A scansiond 2s53kxlgk, reading E& recitingd Az #
scanninge] 7t5% +x ke wolvh AT 1A %o g BF2AY rhythmo]l -1
o A aE F e, BEEEY XOH S FAD BEg o2 ERlelzslnE 2 5
4}

HLe Wdels Ak 98 ol

Bk B 2E FHiliolok MEEI

#Ak= FLE FUA $Hd st
(REE

4 2717 4A 9
T LIRS
Fgto} me] mu=a et

8o Bl
ASAFE

9) AKX, W HE, (FEX{bit, 1959, p.177.
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obE weh A4 el Fe)$-elch,

e AeAL
¥ 2 S
A28 z9 ga {44

Bzt 49
4 el &
Folx oh] £E ¥9594,

(@FEA - ATAE)

A BFHY SFEAY FHAA 27 T4 2& F de 2L FHeld, J3) A
LHEL 27t £5) BASHE LARA G4 2o & Bl o]y AFL =34
€+ T YdE T4 dxAd EFFHoc},

awdH #HZel o4, g EAlel Aol ZL ¥ B @FAY P Fsle H2E
WRHEoZ ¢ 44 AED Aol dot. 3 Avgde Aelzz a2 3 HHe 45 v
£ 335,

EBEAL 29 (HAHR)N4, T8 F® +474 Spectrographe} Mingograph& o] &
o A 2EE RRAHST b 2 F3 % A9 G EAd BAFAA A A
€ o4 259 HEHQ RS A4 ¥ B4 B2 sld 2 289 AmMe A 25t
ToAR A12 Y SFEAS ABARIL & o] BAHYG W

7H)+& Morphological segmentationo] », 1}) = Rhythmical segmentation °]t},

H 4 =As A7 4/

1) na  bo giga jok'je wo

A AL delw/

— v - v w

W) ga Jil t'ae nump

10) o BRE WK(7-88—15%), il (7-80)—I5F), BIH(8-TH—15F), M 45572 o] Fol]
€A 2 EHolqt, o] FMMpal T Fo T a2 wA g+l
11) ML, oW, (EIFHEE, 1969), p.p.156—159.
—_ 61 —
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7 mglel o] 3y =¢ et //
1}) ma:rap, fi go:i bo nse dwri uri da

PEe 3 B 4 2 A, 2 2E $4¥A% £ie theel 2e v Ao

% ' 4 % A
1 w— ] = | Ky W

2 — | = Ky K

3 —w = o = | e Ke Kiall Ko XK. 10
4 — | = K2 K

5 — | = v, S S

6 —vl—\/l-——\_/]-——vl—u]—uv K K K Ko Ko Ke 10
7 —_r | = | —— K Ky Ky

8 —_ | A1 W,

9 — | = e o X, K1 K Ky Ka 10
10 o | — [ o— Ky W

11 — | = K1 Ka

12 —v o= | | e | Ka all Ky Ki &K 10

—\ a A (K) g—22

249 YA ——v TAAR (K 11

o— A 3G =4 7 10
w—— AnA Ol F— 3

= AR 2, KM (2] AAAALN A4 FAPAE he AW

[ —_\ a A (Ky) ¥—39
—o TAA (Ke) B—20
229 74 w—— ARLA () F— 5

...... 71

—— A 3z D F—5
—_—— A3 (7w HF—1
—_— 2 o3& ¥

12) Ibid..p.167,
—_— 52 —
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olgt 2 4L FHA, 2t AR 19 28 e} (2AY)Y Sdoz o Felx std4,

*3] 25 14 59 Adol4 2AY HAUAAE QA Hgbe: Aok =, nAY F
&5 g4,

1. & &4 R4 F4dd & FowAel 2T + gir).

2. BEG A F Aol ¥ e gadwst g 5 et

3. F4 =% A £2o Any w—o] £AHA}.

4. AAA—~F EFo] AAYE 5 At}

5. de G a0 448 ——o] 3 4HT},

B PE, oG 28 242 g Feis Q¢ 2ak ohel, a9 BHEAYs el
FA= &g,

Tyl glolA e foot] W, =& FEE K- 1A % 992 3¢ 2olx g Ao
Bzl Aot AL AASn, AW 27} Spectrogram°]l+ Mingogramell }e}r} accents
ZIEo 2 dle ofdd ¥4 HAE AL et Ao 2, 1 BEL (4T 3IU4T gy
FEA T oM@ 2ol $BE WAGL BFglo] AFEE A A Y5 L & FEE
+% 2434 48 &34 P4 QL) Holg= A g}

FA FEF MR EY SHoln W] on Hr IZEAold FUY Ads} Hu A
o f¥el AR, obfe FAE Fix G& Af2 e VY A3 2L A Feol4
Aol Agletn FAete 270] dvht HFAG AHolx, DL HEol& A oo x 9 E
9 a2l toneolmta & Fot QLI s R} 2 A4 BMEES 232 4gel
b Eqozd HES BHY F & 449 o), "T'EIEM]E K] metrepkolc} A4
AR T4 dAdeste A AAE, FoAduos 3 @ fo WP BEEY 40 T
AstA BAES debe Aolch. BE AR AL AF free verseo| 1 7+ 27} o} 7 4] ul,
FRY A& —BY €2 24Y THHUIUE, 99 L4364 v vl Fo] REY
foots} #Akstz] XY metred 2ejFa gt Holeh. FAAw HAIFMo HEHH] BA
A, LR TRMAS 71AY, 3z 44527 @ oz 2= T7t dE AL ol
o A% 284 £RE A BEY F g FeAAe o= deA #HHc. dH,
ol 3 @M Mb WO A Aoz AATAY Ao] ¥ 4 g4 FAL&t e A
olet. o] sl = ¥ AA] =3y o5t Y= Aoz FFHc)
o BB £ V)] RS Lachd, @IMAS BRI Qe vt Fol,
ﬁ}‘i‘——] Holle F4&] A28 de & B ohvg, @FA% Greek, Latin® classico] 1}

13) Iid., p. 159.
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EE X ASAY S4EE AT WYL 448 ol 2ia, B Bk He W
H0] pEAbolL} REAHEY BEfEo] Slshel BUELE #3R EACS, ok stress® FASL, FWH
o mLHEe Prow, BEHY 4L 949 footd] Bol 4T metrest AT BBY +
g EA bzt Az

2. Rhyme
1) Alliteration

Alliteration& Old English® =% %9 22¢ 3% Middle Englishd] Fel4= FTad
WL A el
The language which the Anglo-Saxons spoke differed in many ways from modern
English. It was a language strong stresses and many consanants. Their poetry was
not rhymed but alliterative. Each line had a.number of stressed syllables which be-
gan with the same consonants or vowels. ¢
Anglo-Saxon &2 epic, ‘3eowulf’ o4 3 HEe ve e alliterationo] FE=#HAA 1}
UL e A4E ¢ 5 Ao

Sceal se hearda helm hyrstedgolde

feetum befeallensfeormynd swefasd,

pa de beadogrfmah bS;wan sceoldons

g;. swylce, seo herep?xd. s10 @t hilde gebad
ofer borda gebrzc bite Irena,

bronsnad fter beorne. Ne meag byrnan hring
=fter w;gfruman wide feran,

halednm be healfe. N=s hearpan wyn,
gomen glgobgames, ne ggd hafoc

geond szl swinged, ne se swifta mearh

14) J. Mulgan and D, M, Davin, An Introduction to English Literature, (London, Oxford
University Press, 1961),p. 2.
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e 15
burhstede b;ateb. 15
o] 8 & alliterative verse= William Langland o] %+ o1 @S 83 Bt a4e g
A AU, szl HREYG AR oA : gEHigol HBRY 24 oy g,
rthymes} o %o 3Tl WA Y $2L wa FEYA 248 Fa, ks wAg
\—
B3N WL 2249710,

2HA 2AY g So FE@EY Y4y e IR ge) e

@® Simple alliteration

a. And you may gather garlands there,
{Scott:The Outlaw, 3.)
L ]
b. And singing still dost 30ar, and Soaring ever singest.

(Shelley:To a Skylark, 10, >
@ Double alliteration

a, A li'ttle m(')re than k'in. and léss than k'ind.

(Shakespeare : Hamlet, [ . ii. 65.)

b. 1 sli'p, I sl'ide, I glé)om. I gla‘mce.
(Tennyson:The Brook, 41.)

® Triple alliteration

a. Breath and bl'_‘)OI'n. shade and sh;ne, —wonder, w:ealth.

{Browning: Summum Bonum, 4.)
b. We have dn’mken of thlings Lethéan, and féd on the flillness of déath.

{Swinburne:Hymn to Proserpine, 36.)

15) Cit. Pid., p.2. (cf. Modernized. )

The trusty helm lose its golden ornaments and plating; the men who used to burnish the

battle-visor are laid to rest: and the coast of mail, which in battle oft withstood the sword-

stroke mid the clash of shields-it too will perish when its wearer’s gope, The ringmail
that should guard a warrior’s side cannot follow him on his far journey. There comes no

melody from the harp, nor pleasure from the gleewood. No more does the good hawk
flap about the hall, or the swift stallion prance in the courtyard,

16) Scanningsi Sle1, M 94 arsisolal ¢ /)& ¥l £},
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@ Vowel alliteration

a, Al'ltumn is o'ver the lo'ng leaves that léve us.
{Yeats:The Falling of the Leaves, 1.>

b. If aught of oaten stop or pastoral song

May h(;pe, O pensive Eve, to scl)othe thine e'ar.
{Collins:Ode to Evening, 1—2.>

® RFM2| alliteration
1] ’ ’ '
a, But there was neither sound nor sight

1 1 [
To serve them for a guide.

{Wordsworth:Lucy Gray, 35—6.>
b. The i'ce was he're, the i'ce was the're,

’ ’ L]
The ice was all around,

{Coleridge: The Rime of the Ancient Mariner, 59—60.>
® Complicated Devices

—Fierce Phlegethon,
Whose w‘aves of t:)rrent fi’re infl'ame with ra‘ge.
Far ‘off from thése, a slow and silent strea'xm,
Le'the, the river o'f obli(tion, ro'lls
Her wz;terv lz;.byrilnth, where (')f who dri'nks

Forthwith his fo’rmer sta{te and b:aing forgéts.
{Milton:Paradise Lost, 1I.580—5,>'"

$19 ool 4 vedz, HHY EHES, @ BN 24 =E 2 o] words BEED
o] B =t 2L FHoE AIA: 4L Bt A=A, voweld A¥= REEL 4
Hoz s} 2L /Y= A4, consonants] A%E 1 FH gl O BEC L&A
Ao e M, FA— BHTANA LAt Aol 23l A2t v lined A—3¥dz 4

17) o] S3Mo) A+ alliterationo] FHficl ¥si= 429 A%, assonance% 3 R3] &84 HY
oujggel vjEg 23HE ol F1 UdE 2ot
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44%#L9ULﬁﬁté;ﬁﬂ%ﬂ%zﬂ.ﬁmﬁﬁ%*ﬁw“ﬂ%ﬂiﬂﬁ.
ﬂﬂzmhﬁﬁwﬂéiﬂ"4+ﬁﬂﬂﬂx‘°Y§Aw4ﬂqwh-%%azﬂﬂgﬁ
ﬂﬁ°/WMﬂIHLﬂﬂ{J
REF] 914 Jmae, 28 BHua s B2, AT WABRANAL vl A1}

AH BT Ml MEMOE ML F—EE AT Yok AN AT F—2H o
T AL EBEG AN Ak Aol o, B BECELE WEA FH 00 9L
HEAZ Al ek AFAY FEEAT] Lol SFAY FERMES 2L Ae FRS o
AL o2 T2 A9, 2 el 29 we R, 203 G WL TR,
B FORE, AM, BHAEL £STY Be A5d AEdE $43 ynum gee @ &
AT chlEl i alliterationd 3% BAKIAE £3) Bold + gr A,
BES B4 n A 28 AT FHHE 44D AT 2 44 90,

e e £22 A4 B4 FEMos o2t v}

e ¢ AHA A9 Bz TAREUT
4 BEL AL AEE AN B4 W SeiZeuc

7
53
203
rio
w
i

D el BES L 23 B hgo] Holq A9 Toz Selgsv

2e 3 bl e BEe s gy ot

2o 2 MBS 40 9 ola s Reld RED 45 geun,
(BT - R

TEAS BB SRk
(2 egtc}l 2 2o)HEslo)

B RBAT Ay e,
B R¥ =T Ataaee.,
B RE=Tckre e,
UL R e R4tz e,
- SOC R AR B RO R i

RAGRHEeFAd a8,
BLYRFETArlaaz e,
FAYRE=FAlaae]e,
BRYRBEETAlaae e,

— 67 —



18 = ¥ 4 A 3 4

#FHORFETAGnE L,

#H+—g ZBb T4t e,

g+ RE=TActnaz e,
%+EQ%&£%ﬁﬁilﬂi.+EAQ%&%%H%%E%%4%ﬂ%%&ﬂl%ﬂ%ﬂ
294, (remFegeAcl et wd)

arpel] A8 REAFATRER=F L.
ol ZAY REATAEREL EF L.
2| A REMFA LS RBEG=F L4
ool —~ A REATA A ERBEFHEF £,

(2LEAT I = FEHL)
+Z A REBE B EED A ot el 2 F 4.
B BBRE- #F HE-

WFSY FES oMY FHY HEgcl st A AL BAS Folid=t 2= B3
A8 HEEs AFAAY BEHA BRAAA EH#H, 2 A2 g 44 Rl
ojord Aoz urh w7 nthk, od ¥F Y Hely obF ¥y A= Hiel AEd 3
o, 2ol fE%st Eawes RESL AR AdA, F2 EEHrpol 45 2 A
A ﬁﬁiﬂlﬂi,%iﬂﬁﬂﬁEWﬁ%%Qﬁﬂ%?ﬁhlﬂ%ﬂﬁﬁ%ﬂﬂﬂ-ﬂ
3, %% end-rhyme®} o] ¥ 7t#l rhyme schemed 7bA 3 BE%Y Egd A 440", &
Ll A8 2uex & £ 0 Aol

@ FLEREN o2z ofxFel &
@R Aol A%Y =T,
EEF slolezt olxPole
HEF Aeold A% =E.
Bol 7 Aed A Sl
Mol ol o] 3o e2A
ERolst A7 A ePeld
Wioldl ohxl %ol Mol e=x
CRIERE - obx %ol

® GAF A=Al
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BEEE A EL
X gzt g8 Fa,
NEu%

A EF oo,

Aol Aubzto]
2dEE Agee
LELEREEES
LEEE

Z2AETE 3L E.

KR = =4
EES TS ES
$Es Fyyy

KRILE Euold,
(LR dLex)

w2 WA,

& ER.

debst A=l F2 @i,
Fepe 504 F2 BA.
BEL tHYvg

TELE 280}

BRL 014 oJ23gyce,
BEL 5238 A¢¢ AU
U tse) & =g 2

oJFL He o Sox

F& Thol

& B0 &

b
Ja
o

o §4,
o $s,

gfo

HL BA.
& BER
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Wbl whebee A A

H
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AEALs Fela g,
A el Feta A,

& BE.

FE BA.

1} e & 25 XY
¥z BAL MY
¥& mige mETU L.

(BFA - AP

® a9,
A,
F4d,
BRI EE EL
AW ¥Rz B4,

2o} g, Bol £
WEGE Bl Az,
ol g, Lol gl
LIl = ZA ol
(@RA - &R

fol4 @& a b, ¢ d9 459 #8257} doublez }Ebd couplets, @ abccad]l #HA o
2 g% enclosing, @2 aa¥ £ aaaa® couplete] quadruple7ztzl eyt g s}, o &
v B B s EHa weS std FEeln Jod, @x couplet S abcb3y 4 ¢}
intermittent rhyme< 7b&t 3 enclosinge] 221& = HEd g FHEWY Aot

%9 FHe o4t

OIAIOF: Mol AW @eh 1dm Wg chzdd,

ure OpAORY) PH o] Sola ORAIOM: el BXeldh.

OIAOFS] We XiES Holch ORAIOH: o) ZRaHolst.
£ ORAJOLY EfFA EEolwt,
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ORAlOt: 2 o] Yol A Folx},
< OIMOME =191 F Aol e Fholst.
OFAIOHE o &9 He] frel: vete fitfio]s),
CRAAE « obA oke] whxl ot R

elziclobrz #fE 49 Fch. (olAobyst (4ol BHEY FEL internal-rhymeo] 4
£ Aol Helokd AojAwl, ¢4 EEE ¥ ¥ 4, 249 #|Es} THA ababz ZES
ol SheAA, £§] K HEE A B cross thymeS § 44 lx, EFA Hd F—TAel
—Ho2 ¥ o] double rhymeo] 1elr} glow, =2 o= vowel alliteration® BSR4
alliteration7tz) = BAAA gleh. o]d AL = fEHe Bl = F5] & 5 gx & 4ol o},

e B RO REASG T2 22, 29 AWM Hol oo & WY ke @
oivtzt YA xeoz 28 Y RBE St gt IEHQA FAO T}

€< 4ol o okr]ste,

a7t & Fo &€ e

2 vetel = dest g2 7ol ol
2 vt Eopd AER

2E Zo] oAl

27 el A
ezl iy,

e EZo) e
TN ojy

TEo] why,

B¥S dd 2449 9,

2ojdl R

FTAY A=A,

A LS EelsbEA

AA v AeAl 2] ok et

Tz #8 - B —8p>

a9 FHE FImose YA, o] =Fo=z g Eeksl Bfsd fiMsis, BRY
pattern®] HE= = 2 9+ AL ¥A @ Aol

ade= E73a, WY HUEH Tt BHEHARIAL ofy ojdy EAd YA n
—_171 —
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A e A Adelst. oA nw, Fob old HES REAA MBS AREA A= B
Rl slel, 28 M 2ol A BAH WR 29 A2LA ZEGE AL =4 St .
g, o ¥de] A= EHifiol WRA s KES 2o, 23 BRY ARER
v fEEEo] 20 Mt FALHA WM T+ dE FAS AW

U

B

BEAA X, Hol oA HEAMEE 2 BERES dAEd ZALA 4+ Fad #
SREs Aot fich weby A2 #EE dess SES ez 243 EHS BEF,
F3] ¢ FHY HRS K BHAdE 2L, h4 Tk g NE oy Al Lo
A=}

AAL, BRAA LAt 28T 8BS 14

2 FA449 A7 gol webrpsfol Al AL
HAE, &7z BED HHOA FE 200
& BEFE oiok Helete Aol

o] Wik, Bx 2T AL NP A B Mo, o THEES I AN & Aol &
Ach, BoAwd LA HAEKRS ST HAWA T FMES 2R E3F Aol

BES Y, ARl AS 3% metredt alliterationd fh.po 2, #F HAY —#E 452 Ad
M, &5 Hol YA rhymed) =oh}e) Fo 22 WE  [EndThymeyl s K
€ 2eishy E&kal wag s

, Fodalst o] el A &x%d A
7A A=k o7 R *
ARG, #H & 42 AR
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— Summary —

A Comparative Study on Rhythm
of English and Korean Poetry

Kang Tong-won

In the study of poetry, as in the study of all other kinds of literary genre, we
must direct our attention to the poet himself, to his personality and outlook upon
the world, But there are many other matters which are equally deserving of atten-
tion. That is of his work itself, and problems of its form and matter.

Poetry has some essentials. They are rhythm, rhyme, imagery, meaning, thought,
feeling, sense, diction, figure, and so on. These elements, of course, must never
be permitted to slip out our sight,

However, the study of the metrical side, I think, does not exhaust the interest of
poetry, as of the significance of the music of poetry much has been discussed up to
the present age from olden times.

And so in this article I have treated with rhythm and rhyme, one chief element
in poetry, Especially, this article has an aim in comparison of poetic formational
structure between English and Korean poetry, and then metre and alliteration of
them has been compared. The rest, for instance, studies on end-rhyme, assonance,
consonance, and others will be published on other journal hereafter,
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