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ABSTRACT: The New Poetry Movement is a brilliant achievement of Vietnamese poetry with
significant innovations, getting rid of the Tang poetry and marking the beginning of the national
poetry’s modernization process. That innovation is expressed not only in poetic pictures, but also in
rhythm, rhyme, and other aspects of the direction of liberalization and modernization. The seven-
syllable form, which is a common peotic form of New Poetry Movement, accounts for a large
number and is a typical poetic form of the New Poetry Movement. In the scope of this paper, the
writers apply combination of quantitative and qualitative methods to synthesize and analyze the
rhythmic pattern of the seven-syllable poem in Han Mac Tu. Therefore, the paper generalizes the
poetic characteristics of the seven-syllable poetry in general and the seven-syllable poetry of Han
Mac Tu in particular. The research results of this paper help to provide more evidence for confirming
literally the theory of poetic tone of Vietnam seven-syllable poetry.
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1. Introduction

In 1960, Roman Jakobson's article “Closing Statement: Linguistics and Poetics” was published.
He presented that poetic theory and linguistics are a part of linguistics specializing in solving the
poetic function in relation to the other functions of language. Roman Jakobson's article was
extremely convincing by its directional generalist. Despite paying attention to the literary works’
language, most researchers fiercely focused on discovering the order of words, the setting of
sentences, the application of rhetorical strategies and rhetorical figures, ect., while payingless
attention to the phonetic structure of poetry - a fundamental feature that distinguishes poetic language
from prose language. It is the main reason for the emergence of poetics - a new discipline of poetry
yet based on the field of linguistics which specializes in analyzing profoundly the phonetic structure
of poetry. Therefore, the scope of the study of poetic art is narrowed and the specific color of
language (specifically, the organization of sound and rhythm of poetry is emphasized).

New Poetry Movement is a brilliant achievement of Vietnamese poetry with strong innovations.
That innovation is not solely reflected in the poetic statue and in the rhythm of liberalization and
modernization. According to the statistics in Tuyén tdp Tho Méi 1932-1945, tic gia va tac pham,
2001, (A collection of new poems 1932-1945: authors and works), the seven-syllable poetry form
accounts for a very large number, including 456/1017 articles, accounting for 44%. Hoai Thanh
(2005, p.49) commented: "Seven-syllable and five-syllable poetries were very popular (...) Seven-
syllable and five-syllable poetries were stretched and low-pitched by the impact of Tang Poetry at
that time so they were more melodious.". The specific opion of Hoai Thanh is a suggestion for
searches on the seven-syllable New Poetry Movement rules, examining the inheritance and
innovation of poets in the form of poetic expression. In particular, Han Mac Tu's seven-syllable
poetry stands out in terms of ideological content and breaks through the limits of Tang Poetry. The
purpose of this study is to evaluate the poetic qualities of seven-syllable poetry in Han Mac Tu's
poetry using poetic theory in order to better comprehend the value of Han Mac's poetry and to
provide additional evidence for justifying the significance of poetic theory.

2. Some theoretical issues about rhythm and seven-syllable poetry
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2.1. Rhythm-concepts and classifications

The rhythm of a poem is poetry. In order to comprehend the theory of rhythm, the following
issues should be fully understood: the notion of rhythm, rhythm categorization, and the foundation
for defining the rhythm of the poetry.

2.1.1. Concept of rhythm

“Tir dién tiéng Viét” (The Vietnamese Dictionary) defines rhythm as "the periodic recurrence of
powerful and soft sounds in a certain sequence and way" (2007, p.789). According to Nguyen Hoai
Nguyen "rhythm, in the broadest sense, is the periodic repeating of sounds and music structured in
certain forms. Poetic rhythm is defined as the periodic repeating of poetry's sound arrangement.”
(2007, p.4). In this paper, the writers based on Ly Toan Thang’s viewpoint: "Rhythm is a gentle,
continually changing sound movement of the passages formed by the regular pause between lines or
at the conclusion of each line." (2015, p.167).

Because the rhythm of the poem is an emotional beat, an expression of different emotional levels,
the verse pause is not just a symbol of form, but it also adds to communicating what the author
intends to say. Rhythm is a "echo of meaning" (according to Thang, L.T. 2015, p.187). In poetry,
rhythm has an artistic quality, as it is constructed by individuals to communicate thoughts and
feelings, "actually, rhythm, regardless of the unit, is closely associated with emotions and thoughts
expressed via poetry” (p. 275).

2.1.2. Classification of rhythm

Lines of seven syllables are classified as follows: Poetry with 2 beats/1 line, 3 beats/1 line, 4
beats/1 line, 5 beats/1 line, 6 beats/1 line, and even 7 beats/1 line. Each person's perception of rhythm
differs at times. This effect is referred to in poetry as the production of rhythm in the receiver. The
writers rely on the following bases for determining rhythms in order to maintain consistency in the
pacing of lines in a poem as a whole (see more Thang, L.T, 2015). The basis for recognizing the
rhythm of seven-syllable lines of poetry as follows:

a. On the basis of grammatical signals: On the basis of punctuation ; On the basis of the border of
sentence components; On the basis of phrase boundaries;

b. On the basis of rhetorical means and rhetorical measures: On the basis of the phenomenon of
inversion; On the basis of the repetition phenomenon; On the basis of the object structure; On the
basis of the phenomenon of magnetic separation; On the basis of the clauses in the comparative
sentence;

c. On the basis of the word: On the basis of the sentence before or after the word connection;
Compound words are based on compound words; Based on the phrases in each pair of relations
starting with "have...to, if...is, yes...then, though...that, because...so,..."; Using chants, exclamations,
and adverbial adverbs such as "eh, who cares, not to mention, that's it, eh hay,...";

d. Based on other signs: On the basis of the narration and the quoted phrases; On the basis of
semantics.

2.2. About seven-syllable poetry in the Vietnamese New Poetry Movement and in Han Mac
Tu's poetry

Seven-syllable poetry is the form of poetry used most often by the poets of New Poetry
Movement. The cadence of the seven-syllable poetry in the New poem is rather varied. The amount
of lines in the poem varies, as does the number of paragraphs in the poem. The New Poetry
Movement has fully innovated in terms of ideological substance, but it has not produced a significant
breakthrough in terms of poetic form. New poets continue to employ traditional poetry styles. It is
worth mentioning that, while composing poetry in the conventional form, poets have attempted to
reinvent the poem's rthythmic structure, thyme, poetic grammar, and composition. The poetic rule, the
number of lines, the rthyme, the rhythm, the structure of the verse, the poem, and so on have all
changed in New Poetry. In terms of rhythm, the seven-syllable in New Poetry is generally
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unchanged, still using most of the traditional rhythms, such as the even beat before the odd beat (4/3)
and vice versa (3/4), and commonly a rhythm mix of the two types. There are, however, some very
distinct ways to break the rthythm (2/5, 5/2, 1/1/5, 5/1/1, 2/3/2, 2/2/1/2,...).

Most of Han Mac Tu's poems are seven-syllable poems. Specifically, in the poem collection Gdi
qué with a total of 23 poems, there are 18 poems in the seven-syllable form, the poetry collection
Dau thuwong has 21/44 seven-syllable poems, and the collection of poems Xudn nhu y has 4/16 seven-
syllable poems, the poetry collection Thuong thanh khi has 4/11 seven-syllable poems. Almost all of
Han Mac Tu's seven-syllable poems were warmly received by readers, that demonstrates his skill in
composing this kind poetry.

3. Survey data sources and research methodologies

The paper aimed to use a combination of quantitative and qualitative methods to count the number
of poems and rhythms, then classify and model the kind of rhythms, describe the pacing options
(traditionally or according to the number of beats) of Han Mac Tu's seven-syllable poems, and
analyze the data to determine the value of each kind of rhythm in Han Mac Tu's seven-syllable
poems.

The topic's source material is Han Mac Tu's seven-syllable poems from the following poetry
collections: Gdi qué, Dau thuwong, Xudn nhuwy, Thwong Thanh Khi (Han Mac Tu - Tho va Doi. Nxb
Van hoc. Vietnam: 2003).

4. Research results

4.1. Rhythmic structure of Han Mac Tu's seven-syllable poems

Through corpus processing, the writers have compiled a total of 19 underlying rhythms, of which
2 beats/line with 4 kinds, 3 beats/line with 9 kinds, 4 beats/line with 4 kinds and 5 beats/line (1 type)
and 6 beats/line with one type. The 4/3 rhythm has the greatest number of appearances, followed by
2/5, 3/4, 2/2/3, and the rest (5/2, 2/3/2, 1/3/3, 4/2/1,...). And it can be seen that the frequency of
recurrence of various sorts of rhythms is considerably different in the 19 underlying rhythms of the
658 lines described above. 4/3 (471 times), 2/5 (59 times), 3/4 (50 times), 2/2/3 (45 times) are the
rhythms with a significantly high frequency. According to our findings, the 4/3 rhythm appears with
4/3 (471 times), 2/5 (59 times), 3/4 (50 times), 2/2/3 are the rhythms with a significantly high
frequency (45 times). According to our findings, the 4/3 rhythm appears with a large percentage
(71%) of the time, which is understandable given that this sort of rhythm was nearly exclusively
utilized in Tang poetry in the past.

The type of rhythm 2/5 (9.0 percent) is most likely due to the distribution of even rhythms
initially, followed by odd rhythms. The 3/4 rhythm has a higher frequency (7.6 percent) than the
other types of rhythm because it appeared in the previous period in the poetic form Song thdt Luc bdt,
which consists of a quatrain consisting of a couplet of two seven-syllable lines followed by a Lucc
bat couplet (a six-syllable line and an eight-syllable line). Finally, the 2/2/3 rthythm (6.8 percent) may
be due to the separation from the 4/3 rhythm, which has a smooth tone; also, it is impacted by the
dual rhythm phenomena of the literary form Luc bat (six-eight meter).

The remaining 15 underlying rhythms have a relatively low scale (5/2, 4/2/1, 4/1/2, 1/2/4, 1/1/5,
3/2/2,1/3/1/2, 1/2/1/3, 1/1/1/4 accounted for 0.2 percent, 2/2/1/2 accounted for 0.3 percent, 1/1/1/1/3
accounted for 0.5 percent, 2/3/2 accounted for 0.6 percent, 2/1/4 accounted for 0.8 percent, and 1/3/3
accounted for 1.1 percent). Perhaps because these are novel and uncommon rhythm patterns, poet
Han Mac Tu employed them infrequently in his poetry. Although these rhythm patterns appear
infrequently, they contribute greatly to giving Han Mac Tu's seven-syllable poems a new and distinct
aspect. The rhythm kinds of the seven-syllable lines of Han Mac Tu's poems are listed below.

Table 4.1. Rhythm of seven-syllable lines in Han Mac Tu's poems

Numerical . . Total
Order Quantity of Rhythm | Rhythm kinds Quantity | Ratio
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(%)
1 4/3 471 71,0
g 2 rhythms (4 kinds) ;75‘ 28 ;:g
4 5/2 1 0,2
5 2/2/3 45 6,8
6 2/3/2 4 0,6
7 1/3/3 7 1,1
8 4/2/1 1 0,2
9 3 rhythms (9 kinds) 2/1/4 5 0,8
10 4/1/2 1 0,2
11 1/2/4 1 0,2
12 1/1/5 1 0,2
13 3/2/2 1 0,2
14 2/2/1/2 2 0,3
e P - i
17 1/1/1/4 1 0,2
18 5 thythms (1 kind) 1/1/1/1/3 3 0,5
19 6 rhythms (1 kind) 1/1/1/2/1/1 3 0,5

4.1.1. Rhythm kinds with two beats per line

(i) 4/3 rhythm: The 4/3 is a fixed rhythm kind, which is commonly employed in practically all of
Tang's works. As a result, in Han Mac Tu's seven-syllable poems in particular, the 4/3 rhythm
accounts for the greastest number, substantially overpowering the remaining rhythm kinds (71.0
percent). Here are some particular examples:

Vieon ai mudt qud, / xanh nhie ngoc; triic che ngang / mat chit dién. [Day thén Vi Da]

(i1) 3/4 thythm: The 3/4 rhythm is a reversal of the 4/3 rhythm. When compared to other rhythm
kinds, the 3/4 rhythm has a higher frequency of 3rd position occurrence (50 times, accounted for 7.6
percent). As an example:

Puing khéng xa,/ sao ngé hitng ho; Anh st rudt/ muén kéu: “Em” qud! [Cudi xuan, cudi vo]

(iii) 2/5 thythm and 5/2 rhythm: The 2/5 rhythm accounts for a significant amount, placing second
in the number of rhythms occuring in Han Mac Tu’s seven-syllable lines, accounting for 9.0 percent,
such as:

DPém qua/ a Chirc voi chang Nguu [Tinh thu]; Khdch xa,/ gap luc mua xudn chin [Mua xuén chin]

The 5/2 rhythm is a substitution for the 2/5 rhythm, with the lowest frequency (1 time),
accounting for just 0.2 percent of the total.

Ra di voi cdi mong/ chwa thanh [Doi phiéu lang]

(iv) Kind of rhythm with three beats each line: Poetry rhythms with three beats per line appear 66
times, accounting for 10.3 percent of the total. The underlying rhythms are as follows: 2/2/3, 2/3/2,
1/3/3, 4/2/1, 2/1/4, 4/1/2, 1/2/4, 1/1 /5, 3/2/2.

Xudn tré,/ xudn non, / xudn lich sy [Gai qué] (2/2/3)  MG& lé ddu vé/ xdt nhé,/ to [Hai dau] (4/2/1)
Buén buon/ ta muon vé,/ trang héi [Tinh thu] (2/3/2)  Ta/ thich ngéi mo/ dwdi goc da [Mo] (1/3/3)
Sot soat/ gid/ tréu ta do biéc [Mua xuan chin] (2/1/4)  Anh/ dd ngdam/ va da thudc lau [Luu luyén]
Bat!/ Bdt!/ Tho bay trong gié loan [U6c ao] (1/1/5)  (1/2/4)

In which rhythm 2/2/3 is accounted for the most (45 times, accounting for 6.8 percent), rhythm
2/2/3 is accounted for the second most (7 times, accounting for 1.1 percent), and rhythm 2/1/4 is
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accounted for the third most (5 times, accounting for 0.8 percent), followed by rhythm 2/3/2 (4 times,
0.6%). In a total of 658 lines, the remaining underlying rhythms appear just once (0.2 percent).

(v) Kind of rhythm with four beats each line

Poetry rhythms with four beats per line appear just five times, accounting for 0.9 percent of the
total. There are four underlying rhythms with four beats each line: 2/2/1/2, 1/3/1/2, 1/2/1/3 and
1/1/1/4, such as:

May luot/ mong chang, / chang/ biét khéng? [Mét duyén] (2/2/1/2)
Em/ di nghe qua/ em/ da hay [Luu luyén] (1/3/1/2)
Anh/ lai ddy/ t6i/ thoi chir tho [ Trang vang trang ngoc] (1/2/1/3).

The majority of the above-mentioned rhythm patterns appear just once or twice times in 658 lines
of poetry. The rhythm 2/2/1/2 appeared twice, accounting for 0.3 percent and the remaining beats
appeared once, accounting for 0.2 percent of the total.

Kind of rhythm with five beats each line: Only one of the total of 19 kinds of verse has 5
beats/line, appears 3 times and accounts for 0.5 percent of the total.

Kind of rhythm with six beats each line: Like the underlying rhythm of the poem, which has five
beats per line, the stanza with six beats per line contains just one kind of rhythm, 1/1/1/2/1/1 e.g.
Trang,/ Trang,/ Trang!/ La trang,/ trang,/ Trang! [Trang vang trang ngoc], which appears 3 times
and accounts for 0.5 percent. As can be observed, the seven-syllable rhythm in Han Mac Tu's poetry
is split into groups of two beats per line, three beats per line, four beats per line, five beats per line,
and six beats per line, having a distinct number of occurrences and a very big gap between the 4/3
rhythm and other rhythms in the same group of two beats per line, as well as between the group of
two beats per line and other groups. Each of these patterns has led to the development of a different
element in Han Mac Tu's seven-syllable poetry.

4.2. The rhythmic features of Han Mac Tu's seven-syllable poems

4.2.1. Traditional rhythms predominate

Results of statistics show that Han Mac Tu's seven-syllable poems have 471/658 lines with 4/3
rhythm, accounting for 71.0 percent of the total. That represents a very high proportion of the 19
underlying rhythms. Another indication that the tradition is kept in Han Mac Tu’s seven-syllable
poems is that he employed a huge quantity of two beats per line (581/658 lines, accounting for 87.8
percent) whereas 3 beats/line, 4 beats/line, 5 beats/line, and 6 beats/line account for just 0.5 percent to
10.3 percent. This demonstrates that, while the poet Han Mac Tu produced many diverse rhythms, he
mostly construted the kind of 2 beats/line.

Chart 2.1. The percentage of rhythm kinds in Han Mac Tu's
seven-syllable poems

0,9%— 9%~ 0,5%

M 2 beats/ line
W 3 beats/ line
4 beats/ line
5 beats/ line
B 6 beats/ line

Many factors can help to explain why the 4/3 rhythm dominates over other kinds of rhythm in the
seven-syllable line, first of all, it is constrained by poetic genre. For example, Tang poetry breaks the
rhythm in "opposite forms" - even before and after (4/3 or 2/2/3) and frequently finished in an
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unusual beat (see Khanh, T.T). The patterned syllables of the poetic form heavily impact rhythm in
seven-syllable poetry; readers frequently do not pay much attention to the syntax or meaning of the
lines, but instead follow the general impulse to disrupt the lines. Futhermore, the 4/3 rhythm, which
emerges at an extraordinarily high rate, is influenced in part by medieval poets’ philosophy and
aesthetic point of view of, namely the beauty of balance and harmony. Although the 4/3 rhythm
creates little uniqueness, freshness, breakthrough and emotionel representation of the lyrical theme, it
has a peaceful and soft tone. Besides, the poets have used the 4/3 rhythm model to adhere to the
traditional rhythmic guideline of Tang poetry; the 4/3 rhythm model is the "restricted model", which
is the primary foundation of seven-syllable poetry. From this backdrop, poet Han Mac Tu with his
infinite inventiveness created many various sorts of rhythms that the paper provided above, paving
the way for future generations. The creation of different rhythm patterns from the traditional 4/3
rhythm is made the pattern of Han Mac Tu’s seven-syllable poems reached a diversity and richness
worthy of recognition.

4.2.2. Rhythm in poetry lines is varied, rich, and inventive

The results of statistics demonstrate that Han Mac Tu's poems with seven-syllable line have had a
significant and distinctive innovation in the rhythmic structuring of poetry lines. If there are only two
basic rhythms in Tang seven-syllable poetry, 4/3 and 3/4, the writers shall notice the appearance of
19 various rhythms in Han Mac Tu's seven-syllable poetry. The rhythm of the seven-syllable line is
no longer determined by old clichés, but by variety, resulting in different and rich rhythmic patterns
based on the poet's emotional circuit. As a result, the seven-syllable line in Han Mac Tu's poem
balances tenderness and mellowness with decisiveness and urgency. Rhythm is a component that
allows us to quickly identify the mood and attitude of the lyrical theme in a poetic work.

Han Mac Tu's poetry has a seven-syllable rhythm that is not only wide and rich, but also
incredibly original and innovative. Han Mac Tu courageously split the poetry line into four, five, and
even six beats with a new source of power and energy, it is a clearer and more persuasive proof than
ever for the poet's daring breakthrough, clearly demonstrating his individuality and boldness in the
creative process.

4.2.3. Lines and stanzas are carefully matched with rhythm

The seamless rhythmic combination is initially presented in the verse by combining various
underlying rhythms. As is common in Tang poetry, there is just a 4/3 thythm throughout the whole
stanza, if not the entire poem. However, because the length of the stanza is extended in Han Mac Tu's
seven-syllable poem from the New Poetry period, there is more or less a mixture of different sorts of
rhythms in the same stanza.

The writers discover that within a stanza of a poem, there are paragraphs with only one type of
rhythm (4/3), and some stanzas with two kinds of rhythm (4/3 and 2/2/3, 4/3 and 2/5, 4/3 and 3/4...),
with sections consisting of three kinds of rhythm (4/3, 1/3/3 and 2/2/3; 4/3, 2/2/3, 2/5;...), and four
kinds of rhythms (2/2/3, 4/3, 2/3/2 and 2/2/1/2; 4/3, 3/4, 3/2/2/, 2/3/2), e.g. Tinh c¢ hém dy,/ chang
qua lai, (4/3) Cam trdi mia roi,/ hét ca ngon (4/3) (Trdi miia). The survey results are shown in the
table below:

Table 4.2. The amount of underlying rhythms in Han Mac Tu's poetry’s seven-syllable stanza

Numerical Rhythm
" ! Patterns Quantity | Ratio | Rhythm kinds
Order
per Stanza
1 rhythm
1 pattern/stanz 56 34,4% | 4/3 & 1/1/1/2/1/1
a
) 2 thythm 7 44.1% 4/3 & 2/5; 4/3 &3/4; 4/3 & 2/2/3; 4/3 & 2/3/2;
patterns/stan 0 473 &1/3/3; 43 & 2/1/4; 413 &1/1/5; 3/4 & 2/5;
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za 4/3 & 1/2/4; 4/3 & 1/1/1/4
3 thythm 4/3, 1/3/3 & 2/2/3; 4/3, 2/2/3 & 4/2/1; 4/3, 2/2/3
3 patterns 2% 16.0% &2/5;4/3, 1/3/3 &2/5; 2/2/3, 3/4 &2/5; 4/3, 3/4
Istanza ’ & 2/5; 2/5, 4/3 &4/1/2; 4/3, 3/4 &1/1/1/1/3; 4/3,
3/4 & 2/2/3; 2/1/4, 5/2 &4/3
2/5, 4/3, 2/32 & 2/2/3; 2/1/4, 4/3, 1/3/3 & 2/2/3;
1/1/1/2/1/1, 3/4, 4/3 & 1/2/1/3; 1/3/1/2, 2/5,
4 rhythm 1/1/1/1/3 & 4/3; 2/2/3, 4/3, 2/3/2 & 2/2/1/2;
4 patterns/stan 9 5,5% | 1/1/1/2/1/1, 1/1/1/1/3, 4/3 & 2/5; 2/2/1/2, 2/1/4,
za 2/2/3 & 4/3; 1/1/1/2/1/1, 1/1/1/1/3, 4/3 & 2/5;
2/2/1/2,2/1/4, 2/2/3 & 4/3; 4/3, 3/4, 2/5 &2/2/3;
4/3,3/4,3/2/2 & 2/3/2
Total 163 100%

The frequency of recurrence of groups declines and is inversely related to the number of rhythm
patterns each stanza, as seen in the quantitative statistics table. The groups of rhythm patterns/stanzas
1 and 2 account for the greatest number, the group of 3 types of rhythm patterns/stanzas accounts for
the relative number, and the group of 4 rhythm patterns/stanzas accounts for the least number.
However, the ultimate goal of this partnership is to reflect the poet's spiritual life's depth, diversity,
and complexity.

4.2.4. Rhythm is a semantically symbolic element

The rhythm of each poem is regarded as the work's spirit. The rhythm changes constantly to fully
reflect the author's thoughts and feelings.Some rhythms become symbolic as a result of this change.
The traditional 4/3 rhythm is a typical pattern, frequently connected with poetry about ordinary life or
used to express the poet's feelings. The distribution of even rhythms initially, followed by odd
rhythms (4/3) demonstrates balance, tenderness, and mellowness. From the perspective of the stanza,
even the entire poem utilizing only one form of rhythm (4/3) will provide a gentle tone, e.g. Mo
khach dwong xa,/ khach dwong xa, Ao em trdng qud/ nhin khéng ra...Unlike the 4/3 rhythm, the 3/4
style generally has a powerful and definite tone, e.g. 77 vau lich su/ tém moi hai ho. DPuong trai then/
nén khong dam ngo. (Cudi xudn, cudi vo).

In Han Mac Tu's poetry, the writers observe a 2/2/3 rhythm, which is also symbolic like a 4/3
rhythm, and is commonly used to create contrast, softness, and melody in poetry. In addition to the
symbolism of certain common rhythms, the rhythm 2/5 mixed with 4/3 or other rhythms has the
effect of carrying specific symbolic meanings, which are frequently related with changes in emotions,
perceptions, and sentiments Hom nay/ con mot nika trang théi, Mot niva trang/ ai cin vé roi! Ta nhé
minh xa/ thirong dirt rudt, Gié lam nén t9i/ budi chia phéi! (Mét nira tring)). Not only that, but it is
vital to have distinct original rhythms in order to represent the altering of feelings. These are
variation rhythms (4 beats/line) and break rhythms (5 beats/line, 6 beats/line) that portray passionate,
overflowing emotions.

4.2.5. Rhythm is closely related to the number of lines in a stanza/ poem
"Rhythm is generally regulated by the amount of lines in a poem," writes Nguyen Thi Hong Sanh
(2020). The rhythm is easier when the stanza contains four lines, and it becomes more diverse when
the stanza has more than ten lines.". This makes perfect sense when the paper examines the rhythm of
the seven-syllable line in Han Mac Tu's poetry. The proof is that in some poems with 4 lines per
stanza of Han Mac Tu, the number of underlying rhythms is usually very small with simple beats like
4/3,2/5, 2/2/3, such as:

Cam héo/ long em/ ciing héo hon; Pén nay/ em di cé chong con.
Tinh co hom éy,/ anh qua lgi, ; Cam trdi mua réi,/ hét ca ngon. [Trai mua]
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In the scope of the poem, the number of beats is also governed by the number of lines per poem.
The more lines a poem has, the more underlying rhythms it has. However, there are some exceptions,
the poem consists of only 4 lines but has up to 4 different tempo, each line is a type of rhythm.

4.2.6. Rhythm is frequently denoted by punctuation

The paper seldom saw that the appearance of punctuation in Vietnam poetry that made according
to the genre of Tang poetry because its rhythm is fixed at 4/3. With their liberal and daring souls, the
artists of the New Poetry Movement have devised a variety of rhythms in order to clearly express
their feelings. As a result, the usage of punctuation marks is critical in order for readers to experience
the precise rhythm of the poetry. The employment of punctuation marks, on the other hand, creates a
difference in terms of poetic form.

The paper discovered that in Han Mac Tu's seven-syllable poetry, there are seven forms of
punctuation marks used to indicate how to break the rhythm of the poem, including (,), (.), (), (?),
(...), (). (¢). Those sorts of punctuation have varied pauses, and the capacity to communicate
emotions is also diverse, which contributes to the poet's presentation of various emotions. The use of
punctuation marks in the same line/stanza or poem, in particular, will help to expand the diversity in
the emotional circuit, allowing readers to sense that each poem is a concern, a separation, and a
restlessness. In the poetry Trang vang trang ngoc, for example, there are two kinds of punctuation
marks/ lines used to denote the rthythm of 1/1/1/2/1/1. The diversity of punctuation marks and the
complexity of rhythm express love and reverence for the moonlight “Trang,/ Trang,/ Trang!/ La
Trang,/ Trang,/ Trang!”.

As can be seen, Han Mac Tu used the majority of the punctuation marks to indicate the end of a
poetic line. Using a statistical technique, we discovered that up to 41/46 poetry employ punctuation
marks to indicate a thythm break. Han Mac Tu has employed the majority of the punctuation marks
to signal the break in the rhythm of the line, allowing readers to readily distinguish the surface of the
sentence structure and the content of expression.

4.3 The poetic features of the seven-syllable line in Han Mac Tu's poetry

Each type of poetry frequently employs one or more distinct rhythmic patterns: six-eight meter
poetry frequently employs an even rhythm of 2/2/2 for six-word verse and 2/2/2/2 or 4/4 for eight-
word distich verse, Tang poetry prefers 4/3 rhythm, while five-syllable poetry is popular with 3/2
rhythm, and six-syllable poetry frequently employs 2/2/2 or 4/2 without the caesurae 3/3 rhythm...
However, each poet has produced for himself unusual and fresh rhythms in the process of creating,
which may be recognizable or never seen in any poem. This has contributed to each poet's own style.
In other words, the personality and style of each author has a direct impact on the rhythm used in the
construction of literary works.

Most poets in the New Poetry Movement, notably Han Mac Tu, tended to uphold conventional
poetic principles. However, poets throughout the New Poetry period were motivated not only by a
desire to preserve, promote, and respect the nation's ideals, but also by a desire to make their imprint
in thythm composition. Han Mac Tu's style was also affected by his use of the conventional 4/3
rhythm in the majority of his seven-syllable lines. Furthermore, Han Mac Tu, like other poets of the
time, was always inventive and ingenious in establishing many new unique rhythms. There are
rhythm patterns in Han Mac Tu's seven lines that do not occur in other poets' seven-syllable lines,
such as 1/1/1/2/1/1, etc. Although Han Mac Tu's life was brief and his time spent on poetry was
insufficient, he established himself as a one-of-a-kind author with mystery poetic spirit. It must be
stated that the phenomena of Han Mac Tu has gone beyond the framework, escaped the
commonplace, become unusual, and stepped out of the human world.

5. Conclusion

On the basis of the traditional rhythm of Tang's seven-word poetry, the rhythm of the seven-
syllable line in Han Mac Tu's poetry has had a strong innovation when creating 19 underlying
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rhythms diversity and abundance. In which, the rhythm of a seven-syllable line is extraordinarily
diversified and deep. In which the style of two beats per line dominates, followed by three beats per
line, four beats per line, five beats per line, and six beats per line. The traditional 4/3 rhythm is still
preferred by Han Mac Tu.

Furthermore, this paper notices that the diversity, depth, and uniqueness of Han Mac Tu's lines'
seven-syllable rhythm is targeted at the ultimate objective of portraying all feelings as well as subtle
changes in the author's inner life. Since then, this has helped to confirm Han Mac Tu's ongoing
ingenuity in building the nation's seven-syllable poetry.
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9]

Thi diéu trong tho bay am tiét ciia nha tho Han Mic T

Tém tit: Tho M6i 1a mot thanh tuu ruc rd cia tho ca Viét Nam véi nhitng cach tdn manh még,
thoat khoi thi luat Puong thi va 1a diém khoi dAu cia qua trinh hién dai hoa nén thi ca dan toc. Sy
cach tan éy khong chi thé hién ¢ hinh tuong tho ma con ca vé nhip di€u, cach gieo v?m,... theo
khuynh huéng tu do héa, hién dai hoa. Tho méi c6 nhiéu thé loai, trong d6 thé tho bay 4m tiét chiém
s6 luong 16n va 1a thé tho tiéu biéu cta phong trao Tho Méi. Trong pham vi bai viét ny, chung toi
van dung thi phap théng ké, phuwong phap mé ta va thu phap phan tich dé tong hop, phén tich khuén
nhip diéu ctia bai tho bay am tiét trong tho Han Mic Tu. Tir d6 khai quat nén dic diém thi diéu cua
thé tho bay 4m tiét noi chung va tho bay am tiét cia Han Mic Tir noi riéng. Két qua nghién ctru cia
bai viét ndy nhim cung cép thém minh ching cho viéc xac nhan y nghia cua li thuyét vé thi diéu va
gitip nguoi doc hiéu sau hon vé thé tho bay am tiét trong tiéng Viét.

Tir khoa: thi di¢u; tho bay am tiét; Han Mac Tu; phong trao Tho Mdi; hinh thic tho.



