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The article examines graphostylistics as a linguistically relevant level of stylistic organisation in
English poetry. While traditional linguistic stylistics has focused primarily on phonological, lexical,
grammatical, and semantic levels, the graphic dimension of written language has often been
marginalised or treated as secondary. This study argues that graphic form constitutes a systematic
set of stylistic means that actively participate in meaning construction and textual organisation in
poetic discourse.

The research adopts alinguistically grounded approach to graphostylistics, treating graphic features
not as isolated visual effects or instances of formal experimentation, but as structured devices that
interact with other stylistic levels. The analysis draws on poetic texts representing different historical
stages of English poetry, including early pattern poetry, modernist experimentation, and postmodern
poetic practice. Particular attention is paid to such graphostylistic means as lineation, spacing,
punctuation, and page layout.

The results demonstrate that graphostylistic devices perform a range of semantic and pragmatic
functions, including the regulation of reading pace, the foregrounding, and the disruption of linear textual
progression. The analysis shows that iconic spatial organisation, syntactic fragmentation, and non-
standard page orientation represent recurrent and functionally distinct models of graphostylistic
organisation. These models reveal stable patterns of interaction between graphic form and verbal
language as opposed to purely author-specific strategies.

The study confirms that graphostylistics should be treated as an integral component of stylistic
analysis within the linguistics of text. The article contributes to the expansion of linguistic stylistics
by clarifying the status of graphostylistic means and demonstrating their functional role in English
poetry. Additionally, it provides a framework for further research into graphic organisation in poetic
and literary discourse.

Key words: graphostylistics, English poetry, poetic text, graphic organization, stylistic levels,
visual foregrounding, textual organization, stylistics of text.

Mopo3oBa NanuHa
cTapLuui BUKNagay kadegpm cBiToBOI NiTepaTypu
KuiBCbKkuiA CTONNYHMI YHIBEPCUTET iMeHi bopuca MpiHveHka

FTPA®OCTUNICTUKA B AHTTIOMOBHIN MOE3II

Y cmammi po3anisiHymo epagbocmusicmuky 5K fliH28ICmMuUYHO periegaHMHUU pieeHb CMUTiCMUYHOI
op2aHisauii aH2sIoMOBHO20 Moemu4YHo20 mekcmy. Y Mexax mpaduuitiHoi liHagicmu4HOI cmunicmuku
OCHOBHa yeaca 3a3euyal npudinsiemscsi (OOHONIO2IHHOMY, JIEKCUYHOMY, 2pamamuyHoOMY
ma ceMaHmu4HoOMy pieHsM, modi ik epacghiyHa hopMa NUCbLMOB020 MOBITIEHHS Yacmo mpakmyemasCsi
K 0oriomixHa abo mexHiyHa. 3anpornoHosaHe A0CIOXEeHHST 06rpyHMOoB8Ye MOMOXEHHS NPO me, W0
epachiyHa opeaHizauis noemu4yHo20 meKcmy cmaHo8UMb CUCMEMHUU KOMIIeKC CmuslicmuyYyHUX
3acobis, siki 6epymb 6e3rocepedHto y4acmb y hopMysaHHi CMUCIy ma op2aHi3auyji YumaHHs.
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LocnidxeHHsi rpyHmMyembCcs Ha niHzgicmu4yHomy nidxo0di 00 aHanisy epaghocmurnicmuyHux 3acobie
I posansdae ix He SIK i3071b08aHi 8i3yaribHi ehekmu 4Yu rposisu ¢hopMaribHO20 eKcriepuMeHmy,
a AK cmpyKmypHO 3Haqywi enemMeHmu, wo 83aemMo0litomb 3 JIEKCUYHUM | CUHMAaKCUYHUM PIBHAMU
mekcmy. Mamepianom aHanidy criy2yroms [M0emuyHi meKkcmu pPi3HUX iCmOopuyHUX rnepiodie
aHa/1oMOBHOI Moesil, wo 00380JI5IE€ MPOCMEXUMU €80T 2paghocmurniicmuYyHUX cmpameaid.

Y pesynbmami aHarnisy ecmaHoeneHo, wo maki epaghocmunicmuyHi 3acobu, sK niHiUHICMb
i po3miuweHHs psdKie, MPOCMoposi po3pusu, HecmaHdapmHa nyHKmyauiss ma opaaHizauis CmopiHKU,
BUKOHYIOMb HU3KY CeMaHmu4HUX I rpazMamuyHux yHKUil. BoHU peayrnoromb meMr YumaHHS,
3yMO8JTI0IMb Ce2MeHmauito mekcmy maMoxymb rnopywysamu fiHitHy nocnioo8Hicme CrpUUHIMMA.
BuokpemneHo Kinbka cmilikux modenel epagocmusicmuyHoi opaaHisauii, 30Kpema IKOHIYHe
rpoCmMopo8e CMpyKmypyeaHHsl, CUHMAaKCU4yHy ¢hpaeameHmauito ma padukarbHy mpaHcghopmayiro
opieHmauii mekcmy Ha cmopiHui. OmpumaHi pe3yribmamu rnomeepoXxyrmb OOUIIbHICMb BKITIOYEHHS
epagbocmunicmuku Ao cucmemu fiHe8iICMUYHO20 aHarsisy noemu4yHo20 mMeKCmy ma OKPEC/IOHMb
nepcrnekmusu nodanbwux 00cnioxeHb epaiyHOI opeaHi3auii nimepamypHo20 AUCKYpPCY.

Knrovoei cnoea: epagocmunicmuka, aHalloMOBHa roe3is, rnoemu4Huli mekcm, epadghiyHa
op2aHisayisi, cmunicmuyHi pieHi, Cmusicmu4yHe 8UOKPEMIIEHHS, op2aHidauis mexkcmy.

Introduction. In linguistic stylistics, written texts are traditionally analysed on a set
of interrelated levels that include phonological, lexical, grammatical, and semantic. While all
these levels are interrelated and equally important to stylistic analysis, the visual arrangement
of a written text is usually treated as a secondary quality, especially within linguistically oriented
studies. In poetry, however, graphic form is an equally important carrier of information along with
lexical, grammatical, etc. The graphic form of the text is not only a neutral carrier of the content.
It is also a valuable resource that contributes to textual meaning and influences the interpretive
process and the reader’s understanding. Spacing, punctuation, lineation, font, and arrangement
on the page contribute to meaning alongside lexical and grammatical constructions, especially
in poetic discourse.

This article addresses this issue by looking into graphostylistics and its specific set of stylistic
means that create the graphical level of written language. This study examines graphic stylistic
features of English poetry, identifying linguistically relevant devices that create a visual effect
and its interaction with other levels of text analysis. English poetry provides a vast field of study
for such an analysis and demonstrates many possible means of graphostylistics, from its early
forms to modern poetic practices. The material for the article includes poetic texts with vivid
visual organisation.

The aim of the article is to define the place of graphostylistics within the system of stylistic
devices and to demonstrate its functional role in English poetic texts from a linguistic perspective.
The article seeks to clarify the status of graphostylistic means by distinguishing them from broader
notions of visual poetry and situating them within the framework of linguistic stylistics. The novelty
of the study lies in its systematic treatment of graphostylistics as a linguistically grounded
category and in its focus on the interaction between graphic form and other stylistic levels in
English poetry. By doing so, the article contributes to a more comprehensive understanding
of how visual encoding operates as an integral component of poetic language and expands
the analytical toolkit of linguistic stylistics in relation to written literary discourse.

Literature Overview. In linguistic stylistics, the analysis of written texts has traditionally been
based on a multi-level model that includes phonological, lexical, grammatical, and semantic
levels. In this framework, the visual form of written language has often been regarded
as secondary. It served mainly as a technical means of transmitting the text rather than as
a stylistically meaningful resource. Nevertheless, a growing body of linguistic and semiotic
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research demonstrates that graphic form constitutes an integral part of written language
organisation and may perform distinct stylistic functions, particularly in literary discourse.

A linguistic foundation for the analysis of graphic form is provided by studies of writing sys-
tems and graphology. Crystal defines graphology as a component of linguistic description that
includes spelling, punctuation, and layout conventions, emphasising that graphic variation may
carry stylistic and communicative significance [2, pp. 248-252]. Coulmas approaches writing not
simply as a representation of speech. According to him, it is an autonomous semiotic system,
with its own structural principles and meaning-making potential [1, pp. 1-7]. From this perspec-
tive, graphic form can be understood as a linguistically significant domain of analysis, rather
than being reduced to a technical tool or an aesthetic supplement.

The graphological level within stylistic analysis has been further developed in works on lin-
guistic stylistics. Leech explicitly recognises graphology as one of the levels at which stylistic
deviation and foregrounding may occur, particularly in poetic texts where visual arrangement
interacts with verbal meaning [6, pp. 39—41]. This position is reinforced by later stylistic frame-
works, which emphasise that textual meaning emerges from the interaction of multiple linguistic
levels, including those encoded visually [11, pp. 51-53; 6, pp. 18-21]. Wales’s terminological
overview further consolidates this perspective by defining graphological and typographic fea-
tures as legitimate stylistic means within linguistic stylistics as opposed to marginal textual orna-
ments [12, pp. 181-183].

The semiotic dimension of graphic form has been explored in studies situated at the inter-
section of linguistics and poetics. Poetic texts are complex semiotic structures in which spatial
organisation and visual patterning function alongside verbal signs to produce meaning. Devel-
oping this line of inquiry, Ellestrom introduces the concept of visual iconicity, arguing that visual
features in poetic texts may establish motivated relations between form and meaning without
collapsing poetry into purely visual art [4, pp. 439—445]. This distinction is particularly impor-
tant for maintaining a linguistically grounded approach to graphostylistics and for differentiating
it from broader notions of visual or concrete poetry.

Multimodal theory provides an additional perspective for analysing the role of graphic form
in written texts. Kress conceptualises written discourse as a multimodal ensemble in which
layout, spacing, and typographic choices interact with verbal language to construct meaning
[7, pp. 79-83]. Although multimodality is frequently applied to contemporary media texts, its
principles are also applicable to poetic discourse, where graphic form has long functioned as
a stylistic resource rather than a mere visual embellishment.

The material and historical dimensions of textual form are foregrounded in research on textu-
ality and media. McGann demonstrates that visual presentation is inseparable from interpreta-
tion and states that textual meaning is shaped by the material conditions of textual production
and transmission [9, pp. 3-7]. In a related vein, Perloff emphasises the increasing significance
of graphic and typographic strategies in modern and postmodern poetry, situating them within
broader changes in poetic form and media environments [10, pp. 3-6]. While these approaches
provide important insights into the medial and cultural dimensions of graphic form, they do not
consistently address its status within the system of linguistic stylistic devices.

Against this background, the present study adopts a linguistically grounded perspective on
graphostylistics and focuses on the functional role of graphostylistic means in English poetry.
The analysis is directed towards identifying recurrent types of graphic organisation and clarifying
their interaction with other stylistic levels of the poetic text. This approach allows graphostylistics
to be examined as a distinct set of stylistic devices operating within linguistic stylistics, rather
than as an exclusively literary, visual, or media-oriented phenomenon.
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Results and Discussion. The analysis confirms that graphostylistic means in English poetry
constitute a structured set of stylistic devices operating at the graphic level of textual organisa-
tion. In line with the level-based approach to stylistics, graphic form functions alongside lexical
and syntactic structures rather than outside the linguistic system [8, pp. 39—41; 12, pp. 181-183].
The examined material demonstrates that graphostylistic devices are systematically involved in
meaning construction and cannot be reduced to decorative or purely visual effects.

An early and systematic manifestation of graphostylistic organisation is found in George Her-
bert’s poetry, where graphic form functions as an integral component of text structure. In poems
such as Heaven and The Temple, spatial arrangement and visual symmetry reinforce textual
organisation and semantic coherence. The visual configuration of the poetic text establishes
a relation between graphic form and linguistic structure. They guide interpretation through spa-
tial patterns, not only through verbal description. In this case, graphostylistic organisation oper-
ates as a structuring principle that precedes interpretative processing and exemplifies an early
model of iconic graphostylistics in English poetry (see Figure 1).

Heaven.
Who will fhow me thole delights on high?
Ecbe, 1.
Thoa Echo,thou art mortall, all men know.
Ecbe. No.
Wert thou not born among the trees and Jeaves?
Ecbe. Leaves.
And are there any leaves, that il abide?
Ecbe. Bide.
What Jeaves are they? impart the matter wholly.
Ecbe. Hely.
Are holy leaves the Echo then of blifie?
Ecbe. Yes.
Then tell me, what is that fopreme drliiht?
Ecbe. ight.

Lighe

Fig. 1. Iconic graphostylistic organisation in George Herbert’s poetry (The Temple)

Among the most stable graphostylistic mechanisms is lineation, which in poetry fulfils not
only a rhythmic function but also structural and semantic ones. Variations in line length, the use
of enjambment and syntactic breaks across line boundaries create points of stylistic prominence,
guiding the reader’s interpretation through visual segmentation of the text. Such deviations
gain prominence precisely because they disrupt expected structural patterns [11, pp. 51-53].
In shaped and pattern poetry, including the works of George Herbert, spatial organisation rein-
forces textual structure by establishing a motivated relationship between graphic configuration
and linguistic form, rather than by directly illustrating thematic content.

A particularly salient manifestation of graphostylistic foregrounding through spacing and syn-
tactic disruption is observed in the poetry of e. e. cummings. In poem XLI from Complete Poems
1904-1962 [3, p. 351], lexical units are fragmented across the page, conventional word bound-
aries are dissolved, and syntactic relations are visually suspended. The spatial distribution
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of text fragments interrupts linear reading and foregrounds the graphic dimension of poetic
organisation. In this case, spacing functions as a graphostylistic device that restructures syntac-
tic processing and delays semantic integration, demonstrating the interaction between graphic
and syntactic levels within the poetic text (see Figure 2).

XLI

twi-
is -Light bird
ful
-ly dar
kness eats

a distance a

c(h)luck

()ing of just bells (touch)ing
fmind

(moon begins The
)

now,est hills er dream;new
.oh if

when:
&
a
nd O impercept i bl

Fig. 2. Example of graphostylistic spatial organisation
in e. e. cummings’s poetry [3, p. 351]

Beyond individual authorial practices, spatial organisation in poetic texts demonstrates
a broader stylistic function by establishing patterns of visual segmentation that interact with
syntactic and rhythmic structures. Such graphostylistic configurations prepare the ground for
other forms of graphic deviation, including unconventional punctuation practices, which further
modulate reading pace and interpretative segmentation.

Punctuation and its non-standard uses also serve as a graphostylistic device. It regulates
reading pace and interpretative segmentation. From a semiotic perspective, such practices con-
firm that visual features in poetry function as meaningful signs rather than neutral carriers of ver-
bal content.

In postmodern poetry, graphostylistic organisation often extends beyond traditional poetic
conventions by disrupting linear modes of reading. Susan Howe’s poetic practice exempli-
fies this tendency through fragmented layout, list-like structures, disrupted spatial alignment,
and non-standard page orientation. In Concordance, the visual organisation of the text imitates
lexicographic and archival forms. They simultaneously undermine the principles of coherence
and order. This strategy corresponds to what Ellestrom defines as visual iconicity, where graphic
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form establishes motivated relations with meaning without transforming the poetic text into
visual art [4, pp. 439-445].

A more radical example of this graphostylistic strategy can be found in The Nonconformist’s
Memorial, where parts of the poetic text are printed upside down, requiring the reader to physi-
cally reorient the page in order to access verbal meaning (see Figure 3) [5, p. 6]. This deliber-
ate inversion brings the graphic level of organisation to the foreground and temporarily disrupts
linear syntactic processing. Visual disruption thus precedes semantic interpretation and restruc-
tures the reading process itself, demonstrating that graphic form operates not as a supplement
to verbal meaning but as a primary organising principle of the poetic text.

In Peter she 1s nameless
[EaPI SUIYIOU PLIOM JENDY

.'Il‘.:l!‘dflll]u anarchy Ihlh;:;?:[\
SANELIEU JO pR2Ay) Opaus

She was coming to anoint him
ssardoad ¢ 210m ALOISIY ([ 1 SY

Fig. 3. Graphostylistic disruption of page orientation in Susan Howe’s
The Nonconformist’s Memorial [5, p. 6]

The observed patterns confirm that graphostylistic devices can be grouped into recurrent
types according to their dominant functions, including iconic structuring, syntactic foregrounding,
and documentary or list-based organisation. These types reflect different models in which
graphic form interacts with other stylistic levels. As McGann argues, textual meaning cannot
be separated from the material and visual conditions in which a text is presented [9, pp. 3—7].
This view is further reinforced by Perloff’'s analysis of graphic experimentation in modern and
postmodern poetry [10, pp. 3-6].

From the perspective of text stylistics, the results show that graphic organisation functions
as a meaningful level of stylistic analysis. Graphostylistic means contribute to textual cohesion,
foregrounding, and interpretative guidance, shaping the reader’s engagement with the poetic
text. Consequently, graphostylistics should be regarded as an integral component of stylistic
organisation in English poetry, rather than as a phenomenon.

Conclusions. The analysis presented in the article highlights the systematic role of graphic
organisation in English poetic texts. The examined material shows that such features as lineation,
spacing, punctuation, and page layout actively participate in the structuring of poetic texts by
shaping reading trajectories and organising textual segmentation. These graphic elements do
not function independently. Instead, they interact closely with lexical and syntactic patterns,
contributing to stylistic foregrounding and influencing the dynamics of interpretation.

The study further demonstrates that graphostylistic organisation in English poetry develops
through arange of recurrentmodels, including iconic spatial arrangement, syntactic fragmentation,
and the disruption of conventional page orientation. These models reflect different strategies of
organising poetic texts and reveal stable patterns in the interaction between graphic form and
verbal language.

ISSN 2412-933X 153



Haykosi 3arnucku bepdsHcbko20 OepxxkagHo20 rnedacoeiyHoe2o yHisepcumemy. @inonoeiyHi Hayku. 2026. Ne 26

Bibliography:

1. Coulmas F. Writing Systems: An Introduction to Their Linguistic Analysis. Cambridge : Cambridge
University Press, 2003. 270 c.

2. Crystal D. The Cambridge Encyclopedia of the English Language. 2nd ed. Cambridge : Cam-
bridge University Press, 2003. 500 c.

3. Cummings, E. E., Firmage, G. J., & Dunn, S. Complete poems 1904-1962. New York : Liveright
Publishing Corporation, 2016. ISBN 9781631490415.

4. Ellestrom L. Visual iconicity in poetry: Replacing the notion of “visual poetry”. Orbis Litterarum.
2016. Vol. 71, no. 6. P. 437—-472. DOI: 10.1111/0li.12112.

5. Howe S. The Nonconformist's Memorial: Poems. New York : New Directions, 1993. 96 p.

6. Jeffries L., Mcintyre D. Stylistics. Cambridge : Cambridge University Press, 2010. 238 c.

7. Kress G. Multimodality: A Social Semiotic Approach to Contemporary Communication. London :
Routledge, 2010. 212 c. DOI: 10.4324/9780203970034.

8. Leech G. A Linguistic Guide to English Poetry. London : Longman, 1969. 216 c.

9. McGann J. The textual condition and the social history of texts. Representations. 1993. No. 41. P. 1-34.
DOI: 10.2307/2928741.

10. Perloff M. Radical Artifice: Writing Poetry in the Age of Media. Chicago: University of Chicago
Press, 1991. 288 c.

11.Simpson P. Stylistics: A Resource Book for Students. London : Routledge, 2004. 262 c.

12. Wales K. A Dictionary of Stylistics. 3rd ed. London : Routledge, 2014. 512 c¢. DOI:
10.4324/9781315837063.

References:

1. Coulmas, F. (2003). Writing systems : an introduction to their linguistic analysis. Cambridge
University Press.

2. Crystal, D. (2003). Cambridge encyclopedia of the English language (2nd ed.). Cambridge University
Press.

3. Cummings, E. E., Firmage, G. J., & Dunn, S. (2016). Complete poems 1904—1962. Liveright Publishing
Corporation.

4. Ellestrom,L.(2016).VisuallconicityinPoetry. OrbisLitterarum,71(6),437-472.https://doi.org/10.1111/
0li.12112

5. Howe, S. (1993). The Nonconformist's Memorial: Poems (p. 96). Published For James Laughlin By
New Directions Pub. Corp.

6. Jeffries, L., & Mcintyre, D. (2010). Stylistics (p. 238). Cambridge University Press.

7. Kress, G. (2009). Multimodality: A Social Semiotic Approach to Contemporary Communication
(p- 212). Routledge. https://doi.org/10.4324/9780203970034

8. Leech, G. N. (1969). A linguistic guide to English poetry (p. 216). Longman.

9. McGann, J. (1993). The textual condition and the social history of texts. Representations, 41, 1-34.
https://doi.org/10.2307/2928741

10. Perloff, M. (1994). Radical artifice : writing poetry in the age of media. University Of Chicago
Press, Cop.

11.Simpson, P. (2004). Stylistics : a resource book for students. Routledge.

12. Wales, K. (2014). A Dictionary of Stylistics (3rd ed.). Routledge.

@ @ [aTta nepworo HagxomKeHHa cTaTTi 40 BMaaHHSA: 19.11.2025
[ata NnpunHATTS cTaTTi 4O APYKY nicnsa peueH3yBaHHA: 10.12.2025

Hata ny6nikauii (onpuniogHeHHs) ctatTi: 17.03.2026

CTaTTs MOLWMPIOETLCS
Ha ymoBax niLeHsii BiAKpMToro gocTyny
(CCBY 4.0)

154 DOI 10.32782/2412-933X



