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Introduction
	During the years of Independence of the Republic of Uzbekistan put forward a new plan and the historical task in the sphere of cultural and social to the formation of spiritually rich and morally whole harmoniously developed personality with an independent outlook and independence of thought, which is based on the invaluable heritage of our ancestors and human values [1,15]. Because the national program for the preparation of the Republic of Uzbekistan provides for staff to achieve a high level of education and the education of the people, the growth of its intellectual and moral capacities, comprehensive humanization of the whole system of public education of its radical renewal on the basis of advanced teaching technologies, the development of science in all its directions.
	 In addressing these challenges facing the society of the Republic of Uzbekistan, considerable attention is paid to learning a foreign language. In this regard, given the importance of foreign language skills of Uzbekistan Islam Karimov, President of the Republic has repeatedly pointed out that at present in our country attaches great importance to the study and teaching of foreign languages. And it is certainly not accidental. Today it is difficult to overestimate the importance of perfect knowledge of foreign languages ​​ because our people see the country seeks to take its rightful place in the international community[4,32]. 
	According to a great future, cooperation with foreign partners and further specifying the task, Islam Karimov writes: “We it is necessary to quickly prepare a methodology to accelerate the learning of foreign languages, based on the national characteristics of Uzbek society and commitment to human values” [4,79].Well-known fact that the language has two main functions: it is the average human mind and human instrument of communication with each other. And the language itself can exist and develop only because he  simultaneously performs both the functions. In modern linguistics  examines the problem of the dominance of a national language  the conditions of development of human society, when the national language of the our case, English is becoming the lingua franca and promising instrument for the development of human thought. 
	Actuality of the research . Romantic imagery represents a gradation from the  closest union of emotion and image to a certain divergence between them, which at its farthest approaches allegory. The images studied here are those that arise from emotion, suggestive and symbolic, in the five most important representatives of the Romantic period.
	 Visual images may be used as directly arousing an emotion, as for example those in natural scenery, yet have no further suggestion. Those however, are not within the limits of this work. 
	The mastery of creating poetic imagery is shown in the use of recurrent images, through which the imagination is stirred without even realizing the presence of any symbols. These images bear a connection with the predominant passion or idea of the whole work. They are symbolic of the whole, repeated as a leitmotiv, running as a nerve, carrying essence of the passion, which manifests itself in its frequent overflow.
	Symbolic presentation of ideas is certainly not a novelty    in English literature. The Romantic  images have bearings on literary traditions  but at the same time they are relevant to contemporary ideas. Springing from new visions these images become the suitable expression of a new outlook. 
	The new Romantic estimate of  humanity led to a widening of the scope of literature , so that simple elements in nature, familiar to men  of the soil , or the emotions of common people became possible subjects for poetry. As a revolt against the restraint and  stateliness of former ideals, the new poetry asserts freedom, sincerity and self- expression. The Romantics naturally sought for utterance in distant images, ideal beauty and nature, being dissatisfied with present conditions, with what immediately surrounded them.  The ideas and subjects of their poetry are not  cut off from real life, they arise  mostly from an attitude of revolt  and discontent, from visions of a glorious future, from sympathy with  the emotions of common people or for humanity in general. The  means of presenting these ideas, however,  are not taken from the reality which we  might call every- day life; the Romantics  bent their imagination towards  the distant and the infinite.                                                                                                                                                                                             	Degree of study. The subject of the  Romantic images has not  been treated  in a way  which can bring out both the typical  Romantic view of life and the individual character of each poet. Wilson Knight in his study of some Romantic images has an entirely mystic approach [32:305].  He becomes aware not of the images themselves   but of the background, on which  he confers a purport of mysticism: the  caves in  Kubla Khan the starlit dome in Queen Mab, the womb of the earth in Prometheus Unbound and  in  Endymion are all linked together by the author  on moment of darkness before birth. This shows an interesting point of view, but a mystic apprehension of the world  can hardly  be said to  dominate Romantic poetry. 
	 Studies of the Romantic poets and movement  have not been infrequent, yet the emphasis in these is not on the imagery, and therefore their rhythmic recurrence  has not been brought out as  essential and   inherent feature. 
	 Elistratova   in her detailed work  on  the heritage of English Romantics and modern times lays stress on the source  of all  fantastic  visions, myths and pantheistic animation of nature in contemporary philosophic and aesthetic concepts, representing a definite stage in their  historic development. The importance attached to their toric  relevance shows the role of images in this particular period of English  poetry and literature [7:728].
	 The symbolism of many poems  has been interpreted in studies and analyses such as  C. Baker’s Shelley’s Major Poetry  approaching it from a philosophical point of view[10:432]. The concrete images, however, have not been shown to have sprung with the conception of the poem, and the thought and ideas alone would mean much less if we did not reveal their motive power, supplied by the freshness of the Romantic imagery. We can owe our linguistic  approach to Professor    Mincoff’s  Survey of English  Literature  ,and the abundance of the material, knit so systematically into an artistic network, has convinced us of its primary aesthetic value [40:367].  Also we can mention such authors as J.R. Barth   who  worked on the symbolic imagination and analyzed Coleridge’s  poetry and the Romantic tradition , C.N.Coe  who analyzed    the poetic works by Wordsworth and the literature of travel,  Mc Farland who wrote about Romanticism and about  Wordsworth’s and Coleridge’s creative work , L. Newlen  who analyzed the language of allusion   in the poetry of the Romantic Period ,T. Rafan , whose interests concerned especially the  discourse of Romanticism  and others[11:259, 16:248, 36:692,41:400,44:125]. 
	The aims of the research.  The present study of the Romantic suggestive imagery might be one of the ways to penetrate to the core of Romantic art, to reveal by what means the Romantics succeeded in moving our imagination so irresistibly. In noting and studying the imagery and the emotions they convey, we are inevitably drawn nearer the world which was more concrete to the poet. There is a vital link between the poet and the choice of image, so that this study may equally mark the individual characteristics of the author. The images of burning, flame and fire in Byron speak of his violent passions. A study of the images in a   poet reveals an essential feature of his style and language, the field from which he draws his images – whether they are from nature, science, everyday life, etc. , and the atmosphere they inevitably create. It shows a literary technique , a taste in the choice of images, particular interests and the outlook on life and the world. The emotion, being so closely connected with the image, will naturally emerge more clearly. More than that , images may help one to explain the meaning of the whole work. The imagery of the poem expresses best its spirit, and approaching it from the side of its style , the essence of its content will be seen in its artistic fusion with the expression.
	The tasks of the research. The tasks of the research are the following: analysis of recurrent images in the poetry of the Romantics, classification of the recurrent images into groups, according to the associations they evoke, proving the fact that Romantic  imagery represents a gradation from the closest union of emotion and image to a certain divergence between them, which at its farthest approaches allegory, identifying the images that recur constantly in the poetry: light, wind , water, moon; analyse the peculiarities of the images which reflect the poet’s mind, his visions and outlook on things which stir in him powerful emotions.
	The object of the research  is the Romantic poetry of the early nineteenth century.
	The subject of the research  concerns the recurrent images of the poetry in the Romantic period. Recurrent images in Wordsworth’s, Shelley’s, Coleridge’s poetry are analysed.
	Methods of inquiry.   The following methods of inquiry were used in this final qualification work. They are: descriptive method, lingvostylistic method and  structural method.
	The novelty of the research.  The essential feature of the poetry in the Romantic period is that the ideas and emotions are conveyed to us by means of suggestions and symbols, unlike the method of direct expression of the eighteenth century poets. The style of the Romantics is under the influence of an emotional and imaginative predominance, and the images we meet are more often described not for themselves, but for the feelings and idea they convey.		Images, therefore, may be classified into two groups: those described for their own sake with no further suggestion, and those used for the emotions they evoke, bearing a number of associations implied in them though not stated. The latter are the subject- matter of this work.
	The practical significance of the research  is that the given analysis of usage of recurrent images in poetry of the Romantic period can be used while studying and teaching the courses of discourse analysis, lingvostylistics, practical and theoretical stylistics, lexicology, English and American literature and theory and practice of translation.
	Theoretical significance of the research.  Wordsworth distinguishes between ‘imagery’ , which, he says, represents objects really existing or felt to exist, and may form the material of a descriptive poem, and ‘ imagination’ which for him is a term referring to images blended with emotions and given as they appear to the mind of the poet. In the Preface to Lyrical Ballads he states the object, method, and aim of the new poetry presented in the revolutionary volume . ‘ The principal  object, then’, writes Wordsworth, ‘ proposed in these poems was to choose incidents and situations from common life and to relate or describe them throughout , as far as was possible, in a selection of language really used by men, and at the same time throw over them a certain colouring of imagination’ [60, 62]. In the statement that the language used is that of conversation, and further that there is no essential difference between the language of prose and that of metrical composition, he obviously means that the new style proposes to cast off ‘ the gaudiness and inane phraseology of many modern writers’, and adopt that of truth and sincerity. The old diction of the classical school became powerless to convey new emotions and the various abstractions made by the use of capital letters were incapable of exciting and imagination.
	Another point concerning the style of the Romantics, treated in the Preface  to Poems of 1815, is the difference between imagination and fancy. Imagination , according to Wordsworth , has no reference to images that are merely a faithful copy of objects but is a word denoting ‘ operations of the mind upon those objects and processes of creation of a composition governed by certain fixed laws’[ 61, 34]. He finds that the poet and objects around him act and react upon each other, and the poet’s contemplation is accompanied by initiative associations, casting their colouring on the objects. I t confers additional properties upon an object or takes away some of those which it actually possesses, thus reacting upon the mind. An example of this he shows in the image of his Leech Gatherer, an image of an old, motionless man:

As huge stone is sometimes seen to lie
Couched on the bald top of an eminence
Wonder to all who do the same espy
By what means it could thither come, and whence
So that it seems a thing endued with sense,
Like a sea – beast crawked forth, which on a shelf
Of rock or sand reposeth, there to sun himself.
	
Here the comparison of the animated stone to the reposing, motionless sea- beast brings out the lifeless state of the old man in the mid point between the two.
	Fancy, on the other hand, does not, according to Wordsworth, change the materials by its touch. The effects are surprising, playful, amusing, depending more on the outline of form rather than on internal properties. For the working of fancy he adduces an example – a conceit , whose effect is only playful:
………………………………………………………………………………………
The dews of the evening most careful shun,
They are the tears of the sky for the loss of the sun…( Lord Chesterfield) 
and which may be contrasted to the lines in Milton, where the very same ideas are linked, but with a deep emotional effect:
Sky lowered, and muttering thunder,
some sad drops
Wept at completion of the mortal sin.
Here the sky is animated by human attributes, and the sad water drops stir one with their suggestion of human  grief and nature’ sympathy.
	Coleridge too, in his Biographia Literaria  speaks of these images. He observes that they become of higher worth when they mould and colour themselves to the circumstances , passion and character present in the mind of the poet. However beautiful and faithfully copied from nature, says Coleridge , images are not of themselves characteristic of power and excellence. They become proof of poetic genius only as far as they are modified by a predominant passion; or by associated thoughts or images awakened by that passion; or lastly , when a human and intellectual life is transferred to them from the poet’s own spirit [18:982] .
	Thus when an object has a number of associations, it moves the imagination with its suggestions and conveys a deeper emotion than if described objectively , or something different from what it can intimate through another emotions. When, for example, Wordsworth  in his sonnet Milton – 1802 compares the sound of Milton’s voice to the sea – ‘ Thou hadst a voice whose sound was like the sea’ , it is something more than descriptive simile, for the image of the sea suggest vitality, immensity, force, depth – all associated with Milton’s poetry, whose power, Wordsworth feels , England needs again, being  then in his eyes ‘ a fen of stagnant waters’ to which the freshness and vital movement of the sea forms a contrast.
	Another instance of the suggestive imagery may be presented by Shelley’s poem Autumn,a Dirge. The heavy feeling at the death of nature is conveyed not directly by the sight of falling leaves, the ‘ bear’  and ‘ sepulchre’ of the year and the gloom they inevitably evoke, being all associated with death.
	Sometimes an image recurs as a leitmotiv. These images spring from the predominant passion of the poem, they act on the imagination, impressing their systematic repetition on the mind of the reader and marking a rise of the feeling. For example, the recurrent images of ice and snowy avalanches melting into running streams in the lyrical drama Prometheus Unbound , are associated with the glorious regeneration of humanity. When an idea is wholly expressed by means of an image, it is a pure symbol of a Romantic kind, as for instance the moon in Endymion , a symbol of beauty , the poet’s passionate yearning.
	Romantic symbolism and suggestive imagery expect a vivid imagination on the part of the reader. They require a certain contemplation and the more sincere and naturally they spring in the mind of the poet, the more easily they impress their suggestion on the reader. The suggestions are usually something wider , vague, embracing a more complicated idea that can evoke a mood or emotion spontaneously, without the effort of the mind, as in the case of allegory. A Romantic symbol springs from easily perceived associations, unlike the far – fetched parallels of the later symbolists, chiefly in France, for whom an object may have an extremely individual meaning and colouring.
	The relation between the poet’s emotion and the image is variable. The difference between a symbol and allegory is the degree of their associations or closeness to the idea, rather than in the nature of the image.  The same is true of the purely symbolic image and a suggestion, the latter being so intricately, subtly and inseparably interwoven with the feeling, that we only feel its power but hardly notice it at first. A symbol differs from a simile or metaphor in having more than one analogy with the object compared and therefore in possessing numerous ways of evoking an emotion. But both of these figures of style may sometimes have the power of suggestion when they are not merely descriptive of outward qualities, but have a host of stirring overtones, and may be likewise treated as symbolic.
	The structure of the research.  The represented final qualification paper consists of introduction, three chapters, conclusion and references.
	The introduction presents the general theoretical positions, the main problems touched in the research, the observations of usage of common recurrent images  in Worsworth’s, Shelley’s and Coleridge’s poetry.
	The first chapter “ Recurrent Images in Wordsworth’s Poetry” deals with the analysis of recurrent images in Wordsworth’s poetry, which impress us with their harmony and balance, tranquility in his recollections of emotions.
	The second chapter “ Recurrent Images in Shelley’s Poetry” deals with symbolic images which are moving and intangible.
	The third chapter “ Recurrent Images in Coleridge’s Poetry” deals with the description of images in Coleridge’s poetry, which present an essential element in his poems. Mostly they refer to something magic, supernatural and strange.
	The conclusion deals with the final observations of the peculiarities of images of the Romantic period.
	The list of used literature – references – includes 61 titles of linguistic publications on the interpretation of the text, analysis of repetitions,   literature of the Romantic period. 


Chapter I
Recurrent Images in  Wordsworth’s
Poetry                   
        	Wordsworth, being the first of romantic poets one might start with following up the variety of these images in his shorter and longer poems. They can give picture of the poet’s associations and working of the emotions colouring what stands on their way. 
This connects Wordsworth with the other poets of the period and distinguishes him from earlier poets of the Romantic revival.

1.1 The Image of the Sunset
The splendor of the world in conveyed by the repeated images of brightness and gorgeous hues. The green colour is rich, the meads are seen as ‘emerald’, the moss is ‘of gloomy green’, the leafy shade-illumined with ‘sparkling foam’ and the light itself is green on the moss. Further, the brooks are ‘liquid gold’, and the latest rays ‘of the seen are of burning red’. These repeated gorgeous colours and the sparkling lights of the sunset and the moon latter, convey an impression of brilliance and glory, associated with hope and youth. The intensity cast over the usual colours turns the yellow and green to gold and emerald just as youth and hope change the world to a happier place.

1.2 The Image of Water  
In a poem To H.C.-Six Years Old, the images of clear water are associated with the purity of a child. The poet’s young fancy travels, far, and he calls the child a voyages, whose boat floats ‘in such clear water’ that it seems ‘suspended in a stream as clear as sky’. The child in its frailty is also ‘a morning dew drop ‘and ‘a gem that glitters while in lives’. All these images call up the idea of crystal purity, associated with the taintless innocence of the child and convey the poet’s delight in its happiness and fear for the future.
.
The he devices his daughter to follow the flowing river, her end will be ‘the mighty gulf of things’. These water images show clearly the way objects act on the mind of the poet, and how they become modified by his contemplation. The objective image soon becomes blended with the poet’s thoughts on life and eternity.


1.3 The Image of the Moon
	In Strange Fits of Passion Have I Known, the repeated image of the moon in five of the seven stanzas of the poem, is a symbol of something fateful, something terrible that is going to happen, sharpening our expectation.
The poet, riding to the cottage of Lucy, has his eyes fixed on the moon, until the anxiety, created by the image of the moon, reaches the rhythmic movement of hoofs-
Hoof after hoof
He raised and never stopped.
Another image of the moon appears in The Idiot Boy, where it recurs throughout its length, stressing the insanity of lunatic condition of the boy. Being sent to call for the doctor for a sick neighbor, the boy is led by his feeble mind astray and rooms the whole night under the bright moonshine. In this scene the moon appears as a motionless, frozen sphere, shedding its cold light as if being fixed in the sky:
The moon is up-the sky is blue,
The owlet in the moonlight air,
He shouts from nobody knows where,
and further:
The moon that shines above his head
Is not more still and mute than he.
Through its immobility it conveys sense of mingled stillness, stupor, even dullness and coldness, freezing the mind into morbid inertness. Together with the owlet’s hoot, the images express distraction and lunacy. They speak to us of human suffering.

1.3 The Images of Light and Twilight
Recurrent images are something presented as a vision. Light and twilight in the poem She Was a Phantom of Delight, are related to Wordsworth’s first deep impression of his wife and his later admiration of her. The vision of mellow light is produced by the interchange of brightness and shade. At first she ‘gleamed’ upon the poet’s sight, and later she appears as darkened or gentle light:
Her eyes as stars of twilight fair;
From May-time and the cheerful dawn.
These are ‘angelic light’ in the last line create a feeling of gentleness and calm, coming from the woman whom the poet loves for her beauty, wisdom and tenderness.

1.5  The Image of Golden Daffodils
The vision of golden daffodils (I Wandered Lonely as a Cloud) produced a picture of an extensive, endless plain, sprinkled with numerous flowers. This infinity of sight is created by recurrent images suggesting numerousness. As a crowd or toss their heads and dance; and this vitality falls back on the poet, whose heart dances with the daffodils thus adding active joy to the delight.

1.6 The Images that Stress Physical Link between Poet and Nature
The sensations which Wordsworth has in the open air are felt as physical experience in .They likewise speak of the way the poet responds to the beauty and objects around him through direct perceptions and sensations they create lasting emotions, felt with physical intensity.




1.7 The Image of the Clouds
The thronging, thunderous clouds in To the Clouds are animated by images picturing the clouds as an army, suggesting their unburst power and the poet’s thoughts awakened by them. At first the clouds come as an army and ‘winged Host of troops’, marching to overtake the enemy. Their movement and crowded numerousness speak to the poet of coming thunder, which he associates with the violent collision of armies. 

1.8  The Image of Light as a Symbol of Infinity
The vision of light as the glory of youth and childhood is most clearly and systematically repeated in the Ode an Intimations of Immortality. F.W.Bateson in his interpretation of Wordsworth regards the process of  recreating within oneself the experiences of childhood as a cure of melancholia, brought on by the difficulties and complexities of human relationships. ‘The poem is moving however he says because of the intensity of Wordsworth’s longing for the impossible’[13,102]. In another place of the same study he notes that can be applied to the Ode, in which Wordsworth utters a strenuous yearning for the infinite that only half slakes the Romantic zeal and sense of the irrevocable[13,115]. The child sees the world in splendor: the earth and every common sight seems to him ‘ appareled in celestial light’ ;the spirit of man comes as a star, or a trailing cloud of glory from God – its infinite home, bringing light from there. Soon, however as the boy grows up this primary radiance is shaded by wordly cares, taking  man into darkness. Yet, the recollections of infancy and youth spread this bright influence in later life. 
 The systematic repetition of images in the figures of celestial light, glorious birth of sunshine, our life’s star, light, glories, embers, fountain-light, radiance, splendor  and the brightness of a new born day, marks the development of the emotion and emphasizes the idea of infinity and intense yearning.

The Image of Doe Clothed in Light 
1.10 
		Another recurrent image of light appears in The White Doe of Rylstone. The image of the doe is clothed in light: she is an incarnation of a mother’s grief. Lady Eliza has lost her noble son, drowned in the Wharf’s abysses  when all is hushed in the chapel and the priest recites the liturgy, or when no living creature is seen in the open fields, the solitary doe passes in light: ‘ Comes gliding in with lovely gleam ‘ Further, she appears still brighter in the sunshine and even her presence fills the damp, obscure recesses ’ with lustre of saintly show’, shedding sunny liveliness on the flowers. She is called also ’ a radiant Creature’ or simply ‘ bright’, often seen to glide over the earth like an angel of light: The recurrent images intimate that some supernatural power presides over the forests of Rylstone. It  can  soothe and sorrow of people. It speaks of something legendary, of noble deeds and feelings which leave a trace for future generations. 
   
1.10 Water Images
  		 In The Excursion along with the passage, describing of running stream, associated with the course of human life, there are a number of water Images, eschiliting  a ceaseless and regular motion, which for the poet is the essence of life. Here some examples: the troubles of this world seem ‘as vain billows in a tossing sea’ (Book II, The Solitary) ; the Solitary, accompanying his guests to some distance from his cottage, wishes to retire to his home ‘as a billow, heaved upon the beach, rolls back into the sea ‘(Book V, The Pastor) . 
 In another place life is associated with a flood, in which man launches his bark: or it is like a stream, bearing man forward to the calm waters of a lake or the depths of a gulf. Wordsworth is extremely sensitive to the movement of water and the motion, presented in his images  is regular harmonious and rhythmic. It is displayed in the heaving and tossing waves or in the images, and everywhere it is felt to be the essential motion of the universe.  
1.11 The Images of Light  and Motion
	 The awareness of motion is poems, but it is strongest in The Prelude where the poet catches the subtle movement of things which appear solid and stable to the ordinary felling. As a boy he loved the sun not for its bounty, but for the beauty it laid on hills and mountains. For the same reason the moon, too, was dear to him. Being with nature, he feels some light coming over his mind  -                                           
An  auxiliary light
Came from my mind, which on the setting sun
Bestowed  new splendor, (Book II)
	Some other images of light are connected with the brightness of a summer noon (Book IV)or the splendor of the moon ‘ couched among the leaves of a tall ash’( Book IV), or the glory of the morning -   
Magnificent
The morning rose in memorable pomp
Glorious as e’er  I had  beheld (Book IV )
	As a boy  the poet felt an overflow of happiness when ‘Life is   morning radiance hath not left the hills ‘(Book IV). The rest of the 26  images of light in the poem have a similar radiance, connected with the poet’s fresh perceptions of the world in his youth and his striving to reach the sphere of the infinitive. Even the miseries and sufferings of the poet have their part in this complex whole and assist in making up the ultimate calm. In sound, too, the  poet notices first the motion rather than their music among the solitary hills he hears sounds of ‘undistinguishable motion’. 
         One evening, the poet on the heaving   waters of the lake , looks at a huge peak and striking the oars, the black shape of the peak impresses him like a living thing, following in a measured motion (Book I). Wordsworth becomes aware of a universal spirit breathing ‘an everlasting motion’ and believes that this very motion has helped him to from his passions. In his remembrance of childhood he has noticed a wheeling and rolling motion in what seems still and stable to the ordinary eye. It gives a sense of regular and measured motion, recalling the swing of a heavy pendulum. Further in the same passage the universe is shown as swifter motion and its speed forms elements which move: the star flies before him, the banks come ‘sweeping’ with a rapid motion, and the poet reclining back from its sliding feels the cliffs wheel by him, while the earth rolls visibly before his sight. Time too, has for the schoolboy a kind of rolling motion:
The year span round
With giddy motion. (Book II)
	On summer nights, the poet watching the moon in splendor, sees it  
‘rock with every impulse of the breeze’ (Book IV) where the swinging movement adds some heaviness to the moon and measure to its movement. The poet himself, too, moves along with the other elements of nature –
I passed
In motion without pause ,
or another time: like a breeze, or as a bird, or fish, or simply moving from ‘day to day’.  The world around him moves in an endless stream of images, everywhere exhibiting the same continuous and regular motion. This continuity and order confer on Wordsworth’s poems their typical calm. They speak of the poet’s balanced emotions, where to the part of a perfect harmony, where the turbulence in man and nature is soon engulfed by a higher low of regularity that reigns in the world. The idea of ‘emotion recollected in tranquility ‘ formulated in the Preface to the second edition of Lyrical Ballads, 1800 applies  to The Prelude rather than to the poems of the first volume and Wordsworth’s reconciliation with the world as it was in his later life, in conflict with his earlier revolutionary enthusiasm, seems to be the main spring of emotional tension and images of motion in the poem.

                                                           









Chapter II
Recurrent Images in Shelley’s Poetry                 
 	         Rich examples of recurrent images strew Shelley’s poetry. Their rhythmic repetition and connection with the essential idea of the whole work reminds one of Shakespeare’s profuse succession of imagery. 
2.1 The Image of Light
	 In The Daemon of the World the poet’s imagination seems to get more and more  intense with the blaze and splendor of light.  Thoughts on the world’s progress and the poet’s imagination have been fused to represent a panoramic vision. It carries the sleeping maid over -it takes her into the past, present and future. The shape within the chariot is ‘bright   and beautiful’ with reins of light. The Daemon  of the world gazing at the sleeping Ianthe, is pictured so bright that he seems hanging like a mist of light, the image presenting light  as if it were a thick and condensed substance. The blue vault, through which the chariot moves, is studded with stars:  there blaze the flaming sparkles and the burning wheels and spokes, all in a restless, never ceasing motion . The  brilliant sky, reflected in the ocean as in a huge mirror produces an impression of infinite splendor. It is in this glorious vault of brilliance where all the spheres  and constellations roll, and light, that the Chariot leads the spirit to the  temple of the mightiest daemon. The poet gives an idea of its beauty  in the picture of the glorious sight of sunset behind the western edge of the sea, for there one might feel his imagination soaring with the burning clouds. Yet the temple has more to offer. Its experience of the imagined sunset, the reader’s senses are stirred to expect even greater majesty than the poet has described. The vault with the bright constellations has already awakened the reader’s mind to feel  the infinity of Shelley’s yearning. The emotion is conveyed by the vastness of the dome and sublimity of the lofty voyage amidst the constellations of space.
	The Poet’s  course in Alastor passes under the radiance  of light, intermingled with dark shades, and this use of contrast becomes the key-note of the poem. It is related to the violent  contradictions between ideals and their frustration in solitude.  His boat pursues the wonderings comes the beams of sunset penetrate through the shade of branches,  canopying his way. Twilight  comes ‘entwined  in duskier wreath’ and when daylight shines on the gloomy river again, it is overshadowed by mighty trees: the sun shines over the forest as one vast mass of mingling shade”. Looking into the stream, the poet sees the wan light of his eyes in the lustruous  gloom or the river, and perceives a reflection of his own turbulent spirit and life. Like the course of his life the river  flows in a winding path of light and shade, gloom predominating. His life in solitude becomes meaningless and sad, reaching black gulfs and yawning caves. This is the final disappointment in his restless life, which has passed in seclusion. Despair and early death is the inevitable end of the lonely poet. His visions and ideals, however, are bright:  


By solemn vision, and bright silver dream,                                                                      His infancy was nurtured.
 or :
Obedient to the light
That shone within his soul,
         The poet pursues his way, and  later again ‘driven by the bright shadow of that lonely dream’ he proceeds in the night. But at the end the feeble light of his being is engulfed in the eclipse of gloom and death. He vanishes in the utterly black shades as a vapour ‘ fed with golden beams’. The ideals and visions that the poet has in his mind are soon overcome and blasted by disappointment , for hi is doomed to misery in his separation from human society. He is overcome by Alastor, the avenging spirit of solitude.



2.2 Ideas and Passions  Embodied in Concrete Images  of                                                                         Nature            

                              
 In The Revolt of Islam the ideas and passions are embodied in concrete images and manifestations of nature. Storms at sea and in the air, light and lightning, clouds,  mists, flame, darkness and sweeping blasts combine to express the  tumult of the world, Shaken by new ideas of liberty. The images flow. They spring out of a  passion for freedom, the storms are related to the struggle against tyranny and images of light are linked with ideas of love, goodness and truth, coming to govern the moral world, as it. The revelation  of the idea of liberty, the fervent passion and hope  of the world’s regeneration are expressed in terms of light. The poet remembers the moment when he first heard the woes of the, against tyrants: it was ‘ a fresh May down’ his spirit was shaken as if from sleep. His spirit despair when the hope of France had failed turned to enthusiasm and new visions, he saw  
the golden down break forth and waken                                                                     Each cloud, and every wave.
     The following lines are a perfect example of the comprehensive struggle going on in the sky, intimating human struggle: 
Hark !‘this the rushing of a wind  that sweeps
Earth and the Ocean. See! the lightning yawn                                               Deluging, and the lashed deeps                                                  Glitter and boil beneath: it rages on                                                                                             One mighty stream, whirlwind and waves upthrown,
Lightning, and hail, and darkness eddyind by
(Canto I, III)                                                                                                                

The images of a storm and the  hill ready to burst forth are associated with the world’s awakening and the coming revolution. A great fire will be kindled, which will involve men like a forest set on fire – 
fire which not the loosened fountains                                                                           of broadest  floods might quench (I, 1072)
 The mighty streams and flood, together with the storm in the sky convey a sense of vastness and are blended in the poet’s vision with the idea of a universal revolution and liberation from tyranny.
 The poet’s  love – a  friend – a  friend and companion in his lofty real is seen clothed in light. In the poet describes her as ‘a lamp of vestal fire burning eternally ‘  her presence is like a bright spring on his ’wintry heart’; free from all prejudice, she walks  ‘as free as light the clouds among’. In the images of the same radiance she turns into the heroine of the poem. Cythna moves on earth  ‘a shape of brightness’ , ‘like some radiant cloud of morning dew’, ‘like a bright shade of some immortal dream’ clothed in undissolving radiancy’, etc.  
The vision of the morning star, a symbol of goodness, is also a vision of light. The fane of the  Great Spirit  is in gorgeous brightness, the roof of moonstone, glimmering on every side. In the hall the roof  is ‘diamand - which had drunk the lightning’s sheen’ are seen in quivering light. The throne where the Great Spirit sits is a cone or a pyramid ‘like sculptured flame’. All these glamorous images are attributed to everything beautiful, good and free in the, freedom and love are of similar brightness in the poem. Truth , for instame, is expressed in these images: ‘Truth’s arising day’,Truth its radiant stamp has fixed ‘, Laon points to ‘the unrisen sun’ etc. The future  liberation is awaited as ‘ a broad sunrise’ ( Canto IX) and in the land of freedom, science and poetry ‘shall clothe in  light the fields and cites of the free ‘ ( Canto V). The  expected day of liberation is’ life’s sunny day’ while the joy in liberty resounds over mountains, leaping on ‘ beams of Morning’s  birth’ ( Canto IX).    









2.3 The   Image of Flame
 Another recurrent image in the same poem (‘Dedication to Mary’ ) is that of flame associated with extreme anguish. It is the painful feeling of the people when misery and tyranny reign: myriads came  
Seeking to quench the agany of the flame
Which raged like poison through their bursting veins;
 and further, when the sun rises over the devastated land , it rolls out ‘like fire’ with a fierce shine, ripening with its flame a few ears of corn.
 These images of light are characterized by their continuity, richness of perceptions and intensity. They, freedom, love, goodness, and  imply a passionate devotion to  the cause of  liberation from tyranny. Their continuous succession throughout the twelve cantos creates a visionary flow of the scenes. Light appears in a great variety of forms and their profusion is parallel with the stream of passion storms.             

                                                                          

  2.4. The  Images  of Storms, Winds and Hurricanes
 Storms and winds reflect a kind of turbulence in the world,  but their effect is not wakeful and restless, but takes the poet or the reader into a  trance :                                                                                                          
sent  its foul dreams to sweep                                                                              With whirlwind switftness - a fall far and deep
                            A gulf, a void, a sense of senselessness. 
                                                                          ( Canto III)                                                                 
 
  Sometimes a hurricane lifts the spirit in a dark dream - the dream resembles the tumult of whirlwinds ‘ whose firce blasts and waves and cloud confound’,  (Canto IV ) and they continue to toss the soul of Laon in his painful dreams. Images of whirlwinds produce an effect of shaking with the result of an overpowering trance. They give a sense of vision and irreality, but   at the same time they present dreams of truth and prophecy. 



               2.5 Recurrent Images in Shelley’s Prometheus Unbound 

               2.5.1 The Images of the Melting Icy Streams and Snows
 	The richest and most stirring and effective images in Shelley are those of the lyrical drama Prometheus Unbound. They    arise from dominating passions as other recurrent images, but they are also remarkably parallel  and consistent with the development of the idea and the change of emotions.
	The exuberant flow of water is an impressive image of the glorious regeneration of humanity, bearing a suggestion of growth, freshness and new life, intensified by the recurrent images of greenery.
 In the  first scene the mountain where Prometheus is bound, is wintry, bare and lifeless, and the precipice is of icy rocks. Tyranny with barrenness in nature, the mountain is ‘black, wintry, dead, unmeasured, without herb’ .In his torture Prometheus  thinks of the sea, for it might alleviate his agony, the lively water being a contrast to around him:  ‘Have its deaf waves not heard my agony? ‘ The pain which he suffers is conveyed with its physical intensity through  images of coldness-cold chains and ice:  
The crawling glaciers pierce me with the spears
Of their moon –freezing crystals, the fright  chains
Eat with their burning cold into my bones.
                                                                              ( Act I,1.31)  
                               
2.5.2 The Images that Suggest Slavery, Misery and Tyranny
Besides these images of freezing and immobility, there are others interchanging with them, expressing heaviness, slow burdensome movement and crawling - images  in harmony with the Lifelessness  of frozen nature. They suggest slavery misery and tyranny. The allusions are images of the crawling glaciers, the ‘knee –warship’ of the slaves, the night slowly climbing the leaden- coloured  east, leading the wingless, crawling hours; then again the stagnant frozen spring appear creeping, they vibrate only at the voice of Promotheus; the chained Titan states that an hour will come which drag the cruel tyrant to kill  the blood of his feet ‘ if they disdain not such a prostrate slave’  all these suggestions of creeping and crawling  present a visual image of slavery and humiliation. 
The Earth, melancholy at the  suffering of Humanity, tells Prometheus  that her ‘ stony veins ‘ and ‘frozen air’ were warmed with joy into life when he, the enemy of Tyranny, arose from her bosom:
 Joy ran, as blood within a living frame.
 The stony  veins speak of  barrenness and lifelessness because  of the association with the word stony,  at the same time  the idea of veins implies that the earth is a living thing, frozen  by tyranny and warmed at the sign of liberation of full life, expressed  in the image of blood. 



2.5.3 Water Images
When the almighty Tyrant chained Prometheus, plague and famine spread  on earth. Then joy was  driven away, so that only the streams rivers, mountains and caves preserved  it is a secret, in them was embodied this spirit, this secret  joy which would pour  forth its life when the time  comes. It is embodied also in the picture of clouds as well as in the green colour  of pines.
  The  presence of Asia brings  warmth and light, she is described as a radiant spirit that brings beauty and life to nature.  Her love bursts from her as ‘the sun’s fire’ it feels the caves and ocean, kindles the  cold air and turns the shades  into brightness. Apart  from her associations with light, Asia is related to a number of water images. In her song (Act II, SC. V) she feels  her spirit as an enchanted boat, floating on silver waves, the boat is further compared to a floating swan, she also like one borne in slumber to the ocean. Later, the spirits sail, driven by Panthea, they are called ‘most beautiful of pilots’ . 
The images cited show how frequent and  consistent  they are, and what a rich variety of related imagery centers round the same idea.
The presence of Asia, a broad symbol of intellectual beauty, turns the frozen desolate ravines into a vale of rich growth and flowing waters. In the opinion scene of the second act in the Indian vale of the Caucasus, she hails the coming of Spring. The hardness of  glaciers and barren nature melts into joy. In the second Scene (Act III) when Panthea  and Asia pass  through the cedar and pine  forest, a chorus sings that the spirits, bearing the secret joy of life, are driven on their way as fast as if boats are carried to the ocean :  
                                                                                                                                          As  inland boats  are driven to Ocean
Dawn streams made strong  with mountain thaw.
The inevitable and  irresistible which  ocean  is symbolic of the power bringing regeneration to humanity in its happy reunion with Asia. Human beings will be awakened to new life after a long period of slavery and suffering.


   
2.5.4 The Images of Icy Crests and Avalanches

	Delighted by the glory of the Earth  and the new spirit coming over it, Asia sees the icy crests and avalanches rushing down, being melted by the sun. The recurrent images have their rise and ebb, and water-mark. The beginning was the frozen stagnancy  of ice, then they change to thoughts and dreams of water until the moment of thawing and rushing dawn with all the loosened force of the streams:
 a howl
Of cataracts from their thaw-cloven   ravines ,
Satiates the listening wind.
and also, in another glimpse of melting:    
Hark! The rg snow!
The sun –awakened avalanche!
	These images contain intense life and energy, inherent  in the regenerating world.   The gathered snow is compared to thoughts, which heap up gradually  as flakes, until the sun, as the eternal truth, loosens it to flow freely. This is one of Shelley’s characteristic images, where suggestions and images appear reversed, a concrete object like snow is compared to human thoughts, but the suggestion is once more carried to the central idea

 of the poem.

                                          2.5.5 The Images of Green Colour   
          		Another thing to note in the water images is the tremendous moving force that is implied besides the suggestion of new. Images of green colour come again : when Hercules unbinds Prometheus , the Titan is set free from a union with Asia. He wishes for a simple dwelling with her in a cave, overgrown with leaves and paved   with ‘veined emerald’, with a fountain nearby. Besides   the impression of growth and freshness, produced by the green colour and water, the imagination is stirred by   the epithet of veined with its suggestion  of life.







2.5.6 The   Images that are Characterized by Vitality
When the Earth feels the liberation of Prometheus, joy brings warmth and life to her icy frozen frame- to her ‘adamantine   central   gloom’    and  ‘ marble nerves’. The metaphors imply that the earth and the world are full of energy, but are temporarily frozen and petrified when tyranny reigns.
When the earth overflows with infinite joy triumph (Act IV)  the  Moon, too, feels the warmth in her happiness  with the rapid motion of her fountains and ocean waves.
Ha!  Ha! The caverns    of my hollow mountains,
My  cloven    fire- crags, sound  exulting  fountains                                                              Laugh  with a vast and inextinguishable laughter .
          		The laughter  and merriment come from a regenerating humanity and the water  becomes more vigorous and refreshing, more lively and moving.  The Moon ‘drinks’  beauty and  love  which fall on her as ‘ the brackish cup Drained by desert troop ‘ and, she like the Earth,  feels her snows melt into living fountains.  The breath of love penetrates  deeper  into the ‘ granite mass’ of the Earth, and it is filled with the tangled roots of plants. Life in her is so intense   that  it even  makes in ‘ the forgotten dead’.
         		The joy that he may  feel at the sight of its beauty  energy and freshness after a long stagnation refers to the idea of human happiness in the relation of man to society. 

  
2.5.7 The Images of  Thunder,  Lightning and Earthquake
          		Another recurrent image  is that  of thunder, lightning and earthquake. It is related to the splitting  and cleaving  of  rocks  and trees,  even to their  very  roots.  This  alludes to the  conflicting powers shaking the earth  at the time  when the mighty tyrant  is doomed  to fall:  
How will sky  soul  cloven to its  depth with terror,                                                                   Gape like a hell  within!
          exclaims Prometheus in the first scene referring  to  the cruel  sovereign, while in a few other places  the cleaving appears  in rocks  sometimes split by the rushing springs or in the huge cedar, or in cloud  ‘river in half ‘ by lightning. The coming of the new spirit at the end is accompanied by whirlwind, earthquake and thunder (Act IV ).   


2.5.8 Images  of  Blood
 Images of blood suggest  at the beginning the suffering of humanity, and later – the  agony of dying tyranny.  A  voice of  the spring  says that their  waters  are ‘stained with  bitter  blood’ ,  and they  grow  silent  amidst  the shrieks of slaughter. Another voice describes the darkness  in the world  to be ‘ like blood’ . Prometheus  has kindled in man  a thirst   for knowledge,  and has come smiling  ‘on a sanguine earth’.  Drops of ‘ bloody   agony ‘  flow from his  brow  and when Jupiter  falls, the terror  in his eyes illumines the sky with sanguine light  ( Act III, sc. III ). The  images of blood, though few in number, convey a sense of pain and  suffering, which  end with the agony of the tyrant. 


2.5.9  Images  of  Wine and Vines  
 Images of abysses and gaping create  a feeling  of dread,  fear, immensity. Vines and wine are  associated with the influence  of  Asia on Prometheus, stressing her animating and  intoxicating power over men. Her love is sent to bind – 
The disunited tendrils of that vine
Which bears the wine of life, the human heart;
Asia is also like a ‘ golden chalice to bright wine’ for Prometheus.


2.6 Images that are Associated with Vitality  in  The   Witch of Atlas     

	The attraction  of water for Shelley is  obvious in other  poems as well. In  The Witch  of Atlas water and green colour the wonderful  creature of spirit  called the witch Atlas. She is presented as bringing light  by her presence  but the more frequent  images are not  of light. 
 The existence of the witch is connected with water:  she lives sometimes within  a fountain, has a boat  which she drives  down the stream,  the water  moving swiftly in cataracts and with roaring  waves. Man’s life is like a sea,  or lake of’ liquid surface’, and men are mariners of that  wide lake, sailing over the ruffled  waters. But the Witch of Atlas lives in the  calm depth, ‘ beneath the  weltering of the restless tide’, where immortal forms exist and she remains untouched  by the troubles and blasis of life.  The fountain  impresses one with the idea of gushing  and springing,  as a source of something that would spread  its beneficial power into  many streams  just as the Witch helps men  in different ways: she heals the  sick  spirit to a happy sleep, changes  death into a night, brings wonderful visions, shows the inner beauty of men. Her healing influence is exhibited by the  constant association with water and green,  the colour of growth in nature. 


2.6 The Images of Light in  Association with Love in Shelley’s  Epipsychidion

	Epipsychidion has images of light, arising from the poet’s passionate outpouring of love Emily, an incarnation of intellectual love, with  her angelic  attributes , is seen as a luminous  being, just unveiled from still stronger and brighter:   
Veiling  beneath  that radiant form  of Woman
All that  is unsupportable in thee                                                                                    Of light, and  love and immortality
	She is also ‘ Veiled  Glory  of this lampless Universe ‘  or a moon  behind  the clouds, implying  the same  idea  of veiled   light. Remembering his youth , love at that time had been seen through obscurity-  ‘thru’ wintry wilderness of thorns’,  she comes to him with the  ‘ noonday down’ and Morn and the final unveiling of the vision, compressed in the following lines, is magnificent:  
I stood   and felt the down of my long 
 Was  penetrating me with living  light  :
 I knew  it was  the vision veiled from me                                                               So many years- that  it was Emily.
At the end the images turn to  flaming meteors and flame, and the  passion  rises  with such  tension that it reaches  a  state of emotional  panting  and exhaustion:                                                               ‘ I pant, I sink, I  tremble, I  expire’.

2.8 The Images of Light in  Association  with Immortality in Shelley’s  Adonais

      		The  images of  light in Adonais are   linked with the  immortality of Keats’ genius, a variant of the universal  idea  of intellectual beauty and  love. 
	It will burn  and beam ‘ consuming the last  clouds of cold  mortality’.  Shelley’s  grief  on the death  of Keats  turns to an ode on the  immortal  beauty  created  in Keats’  poetry.  Both the dead  poet  and the universal  spirit  of which Keats  becomes a part are seen  as light,  symbolic of lasting beauty  and  art.  Hellas and The Eugenean Hills have  images of light for liberty.  The short poems, too, have a number of recurrent images, marking  the central emotion.   
                                                                                                                                                                                                                                                                                 
2.9  Images of Death in Shelley’ s   Autumn, a Dirge

           	In  Autumn, a Dirge  the mood  of gloom comes at the sight  of dying nature. The  presence of death is evoked  by the picture  of dying  flowers, the shroud of dead leaves, covering the earth as a death- bed for  the Year, and the months  following  this bier to her  sepulchre. The images remind use of death and evoke a picture of  a  funeral procession – the   months following the year.  They implicate the idea of the months rolling away one after another and something dying with each of them.  The mood created is deep gloom.   

2.10 Images Related to the Idea  of Thirst in Shelley’s  Music

 	In the  poem Music  the  poet’s yearning after some undefined idea like the Witch of Atlas, which would give life to a herbless plain or water to a withered violet, is expressed  as thirst. These images are related to the intensity of Shelley’s yearning.  For the passion itself is not clearly delineated, but is suggested by the thirst of a dry plant for water, or by the eagerness  of one under the enchantment of magic love and charmed wine.  Thus, the music for which Shelley longs is defined by means of other emotions, similar in nature and intensity to his own passion.









Chapter III
Recurrent  Images in Coleridge’s Poetry
          	       Coleridge, too, has a number of recurrent images;  most of them  tend to produce  the effect of a certain  atmosphere or mood. They stir one with their suggestion  of supernatural  haunting, with their unusual colour, sometimes  implying a feeling of heaviness or even thickness. Like Wordsworth    he has some images   of light, springing in his visions of man’s imagination or of the Supreme Being. The images arise from a basis of idealistic view of life. Escape to visions of eternal light is contrasted with the world of struggle, bloodshed and sacrifice in the name  of freedom.  

3.1 The  Images of Light

                   	         In  Lines on an Autumnal Evening  the poet invoking the mistress of his love- Imagination in the first  draft and a Maid in the second- sees her in the rich overflow of light: in the ‘ rich amber- glowing flood of light’, or when the sun  sheds its  brilliance, she aids the poet’s dreams. At the end, he quits these scenes of light reluctantly, until the dark, moonless night falls. It is clear that light  appears of light, sprinkling the poem in the common  stream of other Romantic images such as wings, clouds, storms, wind and others, mark a heightening of the emotion.


3.2 The Images that Refer to Man’s Struggle for Freedom 
            In The Destiny of Nations Coleridge contemplates in a vision the fate of man on earth, man’s long and painful struggle for freedom. It is steeped in mystic conceptions of a  predestined future and pantheism. What is freedom, the poet asks. It is                                                                              
The unfettered use
Of all the powers which God for use had given.
Manifestations of this eternal power  are secondary, as idealism professes just as clouds veil the real ‘ blaze’ : we in this world are placed ‘ with our back to bright Reality ’and the infinite love is a veiled light:  
Though with retracted beams, and self- eclipse                                                                       Veiling revealest thine eternal Sun.
The struggle for freedom is reflected in the reddening shapes of  clouds and a storm in the air. Images of red, the colour  of blood, awake a dismal and portentous  feeling of approaching war, of bloodshed and sacrifice, coming to redeem freedom. The intimation of sacrifice and painful  struggle comes from such lines as: ‘ Nor did the  large blood- drops fall from heaven ‘ , or ‘The Sun that rose on Freedom, rose in blood’.  The coming day of liberty is again expressed in       terms of light:  
Soon shall Morning struggle into Day,                                                                                           The stormy morning into cloudless Noon.
 	 	Its very existence is a pledge for the final possibility of rendering the veil which obscures this eternal light. So freedom must come as the predestined future of nations.
3.3 The Images that Produce an Impression of  Supernatural Presence, Magic, Suspense and Fear
         	 	Coleridge’s skill in conjuring up a strange atmosphere is felt in the Rime of the Ancient Mariner, where he sweeps us into an imaginary world.  There is a variety of images here, yet all tend to produce a single impression, that of a supernatural presence, of magic, suspense and fear.
                     The sweeping spell of the first part, taking us straight into the story of the Ancient Mariner, is conveyed through the quick, abrupt movements, as of dropping or striking,  displayed in the following  lines:   
Eftsoons his hand dropt he,
Merrily did we drop;
	
motion on the ship. The floating ice is  ‘ green as emerald’ and the glimmer of the moon is white, both changing the usual colour of these objects, hinting at the green reflection of the sea and the pleness of the moon just before a storm.   
 The second part  has also images of this abrupt motion, as for example in these lines:  
We were the first that ever burst  
 Into that silent sea.  
	 There is also a feeling of heaviness in the picture of the copper sky, in the motionless scene of ‘ a painted ship  upon a painted ocean’, in the crawling slimy things upon the ‘ slimy sea’ and in the description of the water burning green, blue and white ‘ like witch’s oils’. The images stir one both with their unusual colour, as that of  cooper or oil, and with the suggestion of touch, the water feeling thick, stagnant and sticky, as if being painted, the Albatros is hung on the neck of the Ancient Mariner. 

	Later in the poem, this feeling of heaviness continues to torment him. It turns into weariness, expressed in the image of the sea and the deck looking ‘rotting’ the sea and sky lying like ‘ lead ‘ on his eyes. 

	In Part IV  the charmed waters burn with ‘ a still and awful red’, and this description of the sea contains more life than the burning green of the second part, for the magic soon turns to the breaking of the spell. The angelic spirits, driving the ship with supernatural motion appear also in crimson colour.
	The image of the moon adds to the ominous atmosphere, carried or even in the day-time, when
the bloody sun did stand                                                                                                                    No bigger than the moon.
  	 In its immobility the sun  is part of the motionless picture of the painted ocean and ship. The sailors curse the Ancient Mariner by ‘the star- dogged Moon’, and further, the dead men, brought back to life, give a groan ‘ beneath the lightning and the moon’, or fix on him their stony eyes, glittering in the moon. 
The skeleton of the ship, which the Ancient Mariner sees ( in Part III ) with its ribs looking like bars against the sun, evokes a strange atmosphere, in which the presence of death seems near. This prepares us for the  for the coming of Life-in- Death personified .For a second time in Part VII, the ship appears as a skeleton when it approaches the shore and strikes  the Hermit, who sees it coming, as  a thing so strange that nothing could be compared to it except ‘ Brown skeletons of leaves ‘, having a fiendish look. The ship sinks into the ocean waters with an abrupt movement, characteristic of the whole poem, conveying a sense of  dropping of a great weight:   
The ship went  down like lead. 
  The images of the poem create an effect of supernaturally  swift motion, unusual  immobility and haunting. But also of  heaviness, of something sluggish and thick, or even of the oily taste that it may occasionally imply.  Thus, it acts at once on the different senses. The picture of the  ‘painted  ship upon the painted  ocean ‘ presents not only a motionless scene, but through the repetition we see both the ship and sea, stuck to a point of lifelessness, giving a sense of supernatural immobility.













3.4 The Image of the Moon


          	In Christabel  the moon is an essential part of the supernatural atmosphere connected with the evil spirit haunting the wood, where Christabel prays for her lover. The moon appears motionless and cold: ’looks  both small and dull’.  Christabel and Geraldine pass through the hall of the castle and it is gloomy there, while the moon outside is dim. The moon appears either dull, cold or dim, implying in this image mystery and magic.  

3.5 The Images Related to the Rite of Worship 
          		The predominant emotion in the Hymn before Sunrise is that of  adoration. It is expressed in a free outpouring of the poet’s worship, reaching the state of trance. He calls it also ‘a  co-herald’ of the dawn  and urges it to wake and utter praise. Praise comes from all nature around, while the mount incarnates his highest adoration, and the poet exclaims:     
Rise, O ever rise,
The magnificent peak and the beauty of the whole  vale of Chamonix with the conspicuous torrents that have their sources at the foot of Mont Blanc, rouse a deep extasy in the poet, and the Romantic tendency to  pantheism shapes his final utterance of worship: 
Great Hierarch! Tell thou the silent sky,                                                                                   And tell the stars, and tell yon rising sun                                                                                   Earth, with her thousand voices, praises God.
  The images related to the rite of worship recur systematically, and they lead us into the calm of shrine, the trance of prayer and worship and the fragrance of incense, lending sublimity, majesty and awe to the emotional experience. There are other images as well, expressing vastness, which emphasize the feeling of wonder and awe: Mont Blanc rises from the ‘ silent sea of pines ‘, while all around is ‘ dark, substantial, black, An ebon mass’. The mount pierces it as with a wedge, and this gives us some idea of its loftiness and immensity.  


3.6 Images of Immensity


Images of immensity are employed in the visionary fragment of Kubla Khan. The sacred river runs through caverns ‘ measureless to man’, leading ‘Down to a sunless sea’ implying the darkness of unknown depth and  infinity. The ground of the palace and the walls around-though measured here ‘ twice five miles’.It is emphasized by the  ‘mighty ‘ fountain, ‘Huge fragments vaulted like rebounding hail’, and the five miles of the river, meandering until it reaches the tumult of the ‘lifeless ocean’. This consistent  vision of vastness, length and depth springs with Oriental exuberance in the poet’s mind. Nature appears in its unusual elements and power, obvious  in the forms of chasms, caverns and the water of  ceaseless turmoil. The imagery suggests power, wild and  untrammeled power. They  awake a feeling  of dread before the mighty  despot, who had built  the stately  palace. They convey also the strangeness of the place, the tumult in nature and  perhaps the wrath of Kubla Khan in his desire for more power. 
3.7 Images, Expressing Coldness, Freezing and Ghostly Appearances


	Recurrent images, expressing coldness, freezing and ghostly  appearances, hold the suspense in the ballad of The Three Graves. The monk sees the colour of blood  reflected on flowers and  rocks:      
     Why must  the rock, the margin of the flood, 
                                          Such sad resemblance wear?  
         	 There is again a red gleam flashing from the clouds, and even the sun, sinking in west, torments him with its crimson colour:
Oh, let him cease for ever to diffuse 
 Those crimson spectre hues!








Conclusion
	The employment of recurrent images in Romantic poetry shows great mastery. Powerful emotions manifest themselves in the undulating flow of images, with their rise and ebb or rhythmic repetition. Their quick succession marks the movement of the emotion, for they vary in their power, intensity and frequency and run as a bright fibre, symbolic of the whole.
	Wordsworth’s recurrent images produce an impression of harmony and balance. This is felt in the vision of the golden daffodils, in their movement of tossing and dancing, in the images of the clouds creating a lively calm, in the movement of waves, and most clearly in the regular motion of solid nature. Light appears in splendour, the radiance is magnificent and glorious, without being dazzling, and this, too, has something of Wordsworth’s tranquility. All these images, particularly those of light, are symbolic of infinity, they express the Romantic longing for the infinite, and at the same time bear the poet’s individual stamp.
	Shelley’s recurrent images have been poured out with unusual profusion. They show a rhythmic rise and ebb parallel with the emotion. Their recurrence has a definite system, a remarkable development heavy with meaning and passion. It is most conspicuous in the longer poems like Prometheus, Epipsychldion and Adonais. The flow of images runs as a nerve, bearing a relation to the main conception of the work and their tracing throws light on the content and ideas, being inseparable from their metaphoric expression.
	As in other poems Shelley is aware of a tremendous energy in the elements of nature. It is inherent in the melting snows and rushing streams, and their rapid flow is unlike Wordsworth’s regular motion, nor is it like Byron’s turbulent and restless waves. Shelley is extremely sensitive to movement, the elements in his poetry are vibrant with life, a vital spirit penetrates nature even when it is frozen and made barren by winter. The joy in life is expressed in the quick growth of plants and roots when they are warmed by the radiance of spring. The intense feeling for the life of things is apparent in other images too, such as cleaving or splitting of rocks, or in the wine of love. So, the meaning of the myth is intensified by the continuous symbolic parallel in nature.
	Shelley’s images are drawn from nature, and they impress one not only with a temporarily perceived likeness, but with deeply rooted similarities, such as the rushing mountain waters, animated in spring, associated with the regeneration of humanity. The predominance of light is a suitable expression of what Shelley terms intellectual beauty, of lofty ideals and passions that concern the human race. The water images exhibit tremendous energy, and the idea of new life is associated with most of them, as well as with the images of green colour, which in importance come after those of light and water. 
	Most of Coleridge’s recurrent images tend to create an atmosphere, and they take the reader’s imagination directly into the mood of his poems. They stir one with their suggestions of supernatural power, of magical presence. The effect is often achieved by sudden and abrupt movements, by conferring supernaturally fast motion on usual objects, or by presenting a motionless picture to the point of lifelessness and unnatural immobility. Another time the images are associated with magic and demons, such as the skeleton of the ship or the witch’s oils. Images of immensity give a vision of distant times, of depths unknown to man, of strong passions and a tyrant’s power. The atmosphere, however, appears not so much as a background, but as an essential emotional element. A striking thing in Coleridge’s imagery is the simplicity and economy of language and style, the suggestion being often compressed in a verb, or a single concrete image. 
	Recurrent images show the working of the poet’s mind, his visions and outlook on things which stir in him powerful emotions. Wordsworth’s images impress us with their harmony and balance, felt most in the regular and measured motion which he perceives in the universe.	Shelley’s key-note is the life of the elements in nature, symbolic of a new impulse that he longs for, while the beauty that appeals to Keats is full, ripe and intense. 
They stir us with their suggestions of magic and enchantment, supernatural motion and supernatural stillness, or with their unusual colours and strange substance. Measurelessness — in length and depth — forms the ground of his vision in Kubla Khan, exhibiting a desire to penetrate into the innermost imaginable depths of earth and space.
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