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The article reveals the peculiarities of imagery representation of spatial and natural concepts in poetic
discourse of Percy Bysshe Shelley through the analysis of author’s individual stylistic preferences, manner and
regularities of imagery patterns, motives, and compositional lines development. It defines the systemic ways
and principles of symbolic and associative parallelism development between natural elements and versatile
aspects of existential notions and phenomena. The achieved results allow establishing the most conspicuous
features of author’s poetics, typical metaphoric models, in which natural elements and phenomena constitute
source and target domains of metaphorization, and the spectrum of their symbolic meanings. Reconstruction
of author’s artistic conceptual model is based on the assumption about the essential feature of poetic language,
its imagery-symbolic and lexical semantic potential as the main means of literary concepts verbalization,
their cognitive, aesthetic and emotional-expressive embodiment.
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Introduction. Modern approach to the study of poetry from cognitive, cultural and
semiotic perspectives manifests a deep shift in the treatment of the category of text — from a
purely lingual fact created according to a set of constructive rules to a complex sense generating
entity [9]. Any literary text represents both author’s worldview and the system of national
imagery conventions embodied in a culture-specific picture of the world that constitute the
basis of artistic communication. Thus, informative, conceptual and verbal dimensions of a
literary text are a synergy of author’s subjective, individual and collective, national cognition.
Literary text, therefore, develops as a link of literary-aesthetic communication which results
in the formation of the holistic idea about author’s conceptual system as integral unity of
logical, notional, evaluative and ethical manifestations in their inseparable connection to
national culture and mentality as well as in the context of dominant philosophical theories,
and impact of conventional artistic patterns.

This paper aims at revealing the peculiarities of imagery representation of concepts
SPACE and NATURE in poetic discourse of Percy Bysshe Shelley through the analysis of
author’s individual stylistic preferences, types and regularities of imagery patterns, motives,
and compositional lines development. The study of individual poetic system is based on the
sophisticated analysis of different manifestations of author’s intellectual creative activity to
provide an insight into the poet’s conceptual picture of the world, and his system of values
and principles.
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Theoretical background. Shelley’s poetic heritage has been addressed in a great number
of researches. Scholars focus on its versatile aspects, among which the problems of Shelley’s
poetic reinterpretations and reconsiderations of different philosophic, social, political, and
aesthetic doctrines, reception of theological and scientific ideas concerning the universal
principles and fundamentals of human existence, and comprehension of physical natural world
dominate [1; 3; 8; 12]. Scholars vigorously discuss Shelley’s special place in the English
literature and his almost mythological status informed by the poet’s striving to explore the
quintessence of poetry. According to Michael O’Neill, recent literary criticism of Shelley’s
poetry has affirmed “Shelley’s many-sidedness and the many dimensions of his achievements
as well as the reception to different approaches and possibilities” [7:11] which opens diverse
analytical perspectives [2; 4; 5; 6]. However the exaggerated attention to philosophical and
social contexts and ideological and religious vectors in contemporary researches on Shelley
overshadow the issues of lingual and aesthetic peculiarities of his works as well as the
consideration of poetic means for depicting a human being and the scope of his existential
problems — life, soul, natural and civilized environment — which makes it possible to reveal
culture-specific features of poetry and the dynamics of poetic forms within the boundaries
of a national type of Romanticism.

Methods. The theoretical background of the presented research is based on the works
of native and foreign scholars in the field of lingual poetics (V. Vinigradov, R. Jacobson,
O. Potebnia), cognitive poetics (M. Turner, R. Tsur, L. Talmy, A. Palmer, R. W. Langacker,
G. Lakoff, Z. Kovecses, M. Freeman, G. Fauconnier, L. Belekhova, O. Vorobyova),
stylistics (O. Malenko, O. Matsko), and literary criticism (U. Eco, O’Neill, R. G. Woodman,
D. Nalyvayko, S. Pavlychko, L. Nieupokoyeva), which are characterized by a synthetic
comprehension of text, in particular literary/poetic text, as a polyaspectual, polymorphic, multi-
level verbal entity, which is both a completed result of individual poetic and aesthetic creativity
and a product of artistic communication, open for the unlimited number of interpretations,
between the author and the reader. It also applies the theories in the fields of linguacultural
and linguaconceptual studies (Y. Stepanov, S. Vorcatchov, V. Maslova, E. Vereshchagin,
V. Kostomarov) that determine the anthropocentric approach to the language as a product
of individual and collective consciousness and a cognitive instrument of representing the
national picture of the world.

In the paper we use the term of literary concept which we define as linguacognitive
representation of poetic artistic world on a general cultural plane and on the plane of expressing
the uniqueness of creative personality and, simultaneously, the result of penetration into the
semantic space of literary text and its cognitive processing and aesthetic comprehension by the
recipient, represented in the concentrated form. Thus, literary concept is a bilateral dialogic
lingual, cognitive and aesthetic unity emerging in the process of constant dialogue between
the author and the reader that occurs in certain artistic forms within a certain culture and time.
In this paper we, following the thematic principle of concepts classification, acknowledged in
modern linguistics, concentrate on those literary concepts in Shelley’s poetic discourse that
are defined according to their semantic correlation with thematic groups of space and nature.

Penetration into the processes of literary semantics rests upon the comprehension of the
unity between form and content, or meaning and sense of a poetic text. The fundamental quality
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of artistic merit lies in the correlation of internal and external planes of the text as a possibility
of embodying similar content in different verbal shapes and vice versa. Consequently, the
analysis of poetic text’s semantics means the reconstruction of factors that create its sense
[10, p. 97; 13; 14, p. 4344, 273-274, 290-291]. The reconstruction of the author’s artistic
conceptual model is based on the assumption about the essential feature of poetic language,
its imagery-symbolic and lexical semantic potential as the main means of literary concepts
verbalization, their cognitive, aesthetic and emotional-expressive embodiment.

In this research we apply the methods of metadescription developed by Y. S. Stepanov
several decades ago as an efficient tool of “working out” the poetic sense from the mass of
typical poetic images — from a single poetic fact or image (selected by a researcher as a starting
point of analysis) to a set of images on a higher level, metaimages, macroimages, key textual
theme, and a dominant idea of author’s world outlook [14, c. 289-292]. This methodology
is highly productive and is applied in modern studies of artistic conceptualization, enriched
by theoretical ideas of different humanitarian disciplines aimed at revealing the uniqueness
of collective and individual literary consciousness.

Proceeding from the understanding of a multifaceted nature of text semantics, the analysis
of text conceptual structure as a stable invariant, or a pivoting point of sense-generating
processes, rests upon the following: the consideration of style and genre characteristics of
the text in order to delineate possible interpretations on logical, social and historic planes;
extralingual factors of text creation; possible psychological aspects of creative activity. The
analytical procedures include the study of lingual stylistic, cognitive, functional, and semiotic
features of the text by means of stylistic, semantic, and semiotic analyses. The consideration
of the role of pragmatic factors in verbalization of axiological aspects of poetic concepts, in
particular, social and contextual determination of verbal images and the development of their
meaning within social semiotic systems requires the application of pragmatic, contextual and
discourse analyses. In order to reveal the aesthetic qualities of the poetic text it is essential to
resort to the analysis of stylistic resources and compositional and narrative patterns in their
correlation with the stages of national literary cognition evolution.

The above listed parameters of the research involve the symbiosis of different
methodological models that address the problem of textual meaning not as a static internal
feature but as a dynamic result of literary discursive practices and provide an unlimited range
of analytical activities, choice of research vectors, and flexibility of research systems stages
and procedures.

Results and Discussion. A specific character of Shelley’s interpretation of the
environment, both physical and social, lies in the transposition of general romantic correlation
model “nature — human soul” into “nature — human will, cognition, mind” one, with the
attention to transitory states of nature and human psyche that exceed the boundaries of the
visible and comprehensible. Shelley’s poetic space is a space of cosmic freedom, which
encompasses the motion of celestial bodies, wind, storms, and unrestricted flood of energies.
Shelley’s figurative language consists in the arbitrariness of phantasmagoria, endless surge
of metaphors, similes and epithets, often contradicting and highly unpredictable, organized
without any logical restriction. It is as if split between two poles —ideal and formal complexity
and irresistible striving for harmony, clarity, transparency, which add elitism and intellectual
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beauty to his poetic discourse. These shifts in artistic cognition, intellectualization of poetic
expression, innovation of poetic word and its refinement represent an obvious tendency
towards modernization of poetic thesaurus. They manifest themselves in the actualization
of spatial concepts HEAVEN, LIGHT, WIND, SPACE, INFINITY, MOTION as extremely
generalized notions close to philosophic abstractions. In their representation the author
gives preference to the motives of fantastic, “tempestuous” landscapes, to the motive of
communication between the rational essence of the nature and thinking “ego”.

National toponymy, flora and fauna, are sporadically and superficially represented in
Shelley’s poetry. National landscape seldom constitutes a self-contained poetic motive,
with the exception of the poem The Isle which, according to the mode of poetic elements
organization and development, can be related to the notion of “ideal landscape” [15, p. 126]
displaying all corresponding attributes — delicate flowers, richness of colours, soft wind,
sunshine, the vastness of perspective, completeness, and harmony.

Most plots of Shelley’s lyrical poems include idealized landscapes to highlight the
contrast between the beauty of nature and sufferings of human soul, earthly troubles and
pain, realization of the impending death, or attenuation of love: Come, be happy!—lie
thee down/On the fresh grass newly mown,/Where the Grasshopper doth sing/Merrily—one
Jjoyous thing/In a world of sorrowing! (Invocation to Misery). Or, on the contrary, the nature
may oppose positive human feelings by darkness, coldness and distortions. The protagonist
and the environment are as if involved into a secret struggle that makes human feelings and
emotions stronger, more perceptible, and insuperable. Semantic structure of such poetic
microcontexts develops due to the words-symbols, whose semantic potential is practically
unrestricted (names of colours, words of sense perception, and words with the meaning
of motion, change, state or static character), organized on the basis of antithesis. The poet
deepens and modifies the existing romantic tradition of text creation in which the semantic
syncretism of natural and spatial images-symbols determines corresponding psychological
and intentional direction of their interpretations. This textual semantics development is aimed
at “artistic representations of persona’s existential reflections whose lonely and tired soul
strives for, yet seldom finds, an internal and external concord with the world of nature” [11,
p. 300], as in the poems Despair and Remorse.

The poet seldom resorts to the practice of “socialization of landscape” as a conventional
way to make contrast between idyll of nature and social injustice (the poem Summer and
Winter). In most poems, where the national landscape — either generalized or specific natural
region description — serves as an introduction to the development of a lyrical plot, Shelley
exceeds the bounds of artistic device of psychological substantiation of nature and space,
breaks the principle of equivalence between landscape and feelings or reflections, and endows
the landscape with new poetic functions. These individual devices include the transference
of ideal landscape to the plane of a dream, fantasy, myth (poems The Aziola, Arethusa, The
Woodman And The Nightingale, Hymn Of Apollo, Hymn Of Pan), transformation of landscape
into the “portal” through which it is possible to communicate between the real and unreal,
supernatural worlds.

In Shelley’s poetic discourse, natural images represent the comprehension of metaphysical
foundations of existence, pure abstract natural elements devoid of any concrete relation to
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a defined area. Forms of national landscape representation are overshadowed by primordial
natural powers, idealized in their manifestations, as a gravitation point that attracts doubting
human thought and tormented soul “on the false earth’s inconstancy, amid the varied
multitude” through space and time. This extreme abstractness and timelessness in artistic
representation of nature determines the ways of natural phenomena poetic embodiment and
symbolization. Natural elements and phenomena become the symbols of universal notions
— liberty, life, death, good, evil, creativity, cognition, love, beauty. Among different natural
elements the preference is given to the images of air and fire that represent spatial poetic
concepts WIND, CLOUD, SUN, MOON, STARS, HEAVEN, SPACE (poems The Cloud,
Ode To The Western Wind).

In Shelley’s poetry, the imagery conceptualization of the cloud is endowed with a specific
evaluative ambivalence, embodying both positive, life giving and negative, destructive
notions, which on the textual level are reflected in a high density of anthropomorphic images
and mythological allusions aligned in a complex of metaphors — either trite, traditional,
revived by the novelty of poetic expressions or genuine, loaded with an outstanding aesthetic
importance due to direction of thought towards unexpected, latent feature of source and target
domains: “Cloud — the source of moisture — life” (I bring fresh showers for the thirsting
flowers — From my wings are shaken the dews that waken The sweet buds every one). “Cloud
— abode of thunder and lightning” — “ lightning — pilot”— “cloud — celestial ship” (Sublime
on the towers of my skiey bowers, Lightning, my pilot, sits; Over earth and ocean, with gentle
motion, This pilot is guiding me). “Cloud — celestial cover, roof” (my tent s thin roof; my wind-
built tent; Sunbeam-proof, I hang like a roof) “Cloud — banner” (the whirlwinds my banner
unfurl). “Cloud — a horse ridden by the Sun” (The sanguine Sunrise, with his meteor eyes,/
And his burning plumes outspread, Leaps on the back of my sailing rack, When the morning
star shines dead). The metaphor “cloud — bird” realizes occasional association (bird — nest)
rather than traditional (bird — flight) one: With wings folded I rest, on mine aery nest,/As
still as a brooding dove. There are cases of so called “interiorization” of natural phenomenon
where the latter is used for metaphorization of human intellectual abilities — the metaphor
“cloud — thought: When silvery clouds float through the wildered brain.

Clouds that create oppressive, dangerous, mysterious atmosphere symbolize

sorrow, grief, misfortune, fear — with emotional and expressive saturation of
context by complex allegories and hyperboles (AWAY! the moor is dark beneath
the moon,/ Rapid clouds have drunk the last pale beam of even (Remorse)
From a single cloud the lightening flashes,/ Whilst a thousand isles are illumined around
(Liberty) supported by expressive emotional epithets (Rough wind, that moanest loud /
Grief too sad for song;/Wild wind, when sullen cloud/Knells all the night long, Driven like
a homeless cloud; If I were a swift cloud).

The other natural power engaged in spatial imagery is the wind. In the development of
“wind” images Shelley preserves a general romantic tradition of representing human existence
through nature; however, his poetic associations are more intellectualized and sophisticated.
Natural phenomena represent intimate, personal, social and spiritual concepts related to a
human being as “activators” of social-historic or intellectual changes. The content of the
literary image is enriched due to the activation of lexical-semantic and associative aspects
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of contextual elements as well as the reinforcement of mythological subject or parabolic
schemes. For example, the introduction of the well-known Shelley’s poem Ode To The West
Wind contains the actional scheme “wind that carries and sows the seeds”, its finishing part
— the actional scheme “wind that penetrates human body, soul and mind” correspondingly,
which create associative connections between the wind and intellectual power (Be thou, Spirit
fierce,/My spirit! Be thou me, impetuous one!/Drive my dead thoughts over the universe/Like
withered leaves to quicken a new birth!). The activation of imagery-associative lines based on
conventional mythological content “lyre singing to the wind — poetic creativity — prophecy”
makes the wind a symbol of poetry and art: Make me thy lyre.../ And, by the incantation of
this verse,/Scatter, as from an unextinguished hearth/Ashes and sparks, my words among
mankind!/Be through my lips to unawakened earth/The trumpet of a prophecy!

An important place in Shelley’s poetic thesaurus belongs to cosmic images — the
Sun, the Moon, the sky, stars, light and colours, fire, rays, irradiation, whose lingual and
aesthetic development manifests the dynamics of expressive means of the national language,
actualization of aesthetic and cognitive functions of poetic language ranging from typical,
stereotyped, adopted by the previous literary experience imaginative schemes (smile of the
sun, sunny bird, wandering moon: When will the sun smile on the bloodless field; Wandering
companionless) to specific individual discoveries projected by artistic intentionality, author’s
system of values, priorities of his worldview. For example, he sky is both — the idea of
universality, infinity and roof of the earth, its cover, dome, protection (7he pavilion of Heaven;
Palace-roof of cloudless nights, Presence-chamber, temple, home, Ever-canopying dome, Of
acts and ages yet to come!); the sky as eternity, blessing, or paradise is traditionally opposed to
the hell. The sky is the source of goodness, freedom and at the same time the aim of achieving
freedom, the center of purity, innocence, love, the power directed to the earth in order to
liberate it from the sin, evil and hatred. Visual imagery of the sky and celestial objects is
created on the basis of colour, fire and light symbolization which fill the context with aesthetics
and desirable emotional effect — elevation and solemnity (red, blue, gold, silver, white, nacre,
burning, shining, irradiation); or, on the contrary, oppressiveness, dullness, depression
(black, pale colours, indefinite colouring and shades, crimson): Heaven s ebon vault,/Studded
with stars unutterably bright; The sanguine Sunrise, with his meteor eyes,/And his burning
plumes outspread; And pallid Evening twines its beaming hair/In duskier braids around the
languid eyes of Day.

Motion as an integral aspect of space, the characteristic of life, matter and human being,
and of the dynamics of material, spiritual, psychological and intellectual manifestations
is one of the most elaborated categories in Shelley’s poetics, especially when we consider
its role in the representation of natural and spatial concepts — absence of defined territorial
dominance, the beginning and end, and low frequency of static landscape subjects. Poetic
actualization of the category of motion manifests itself in typical tropes, mainly metaphors
based on the metaphoric models — celestial body/object — traveller/bird (Art thou pale
for weariness/Of climbing heaven and gazing on the earth;, Moon, thou pale and gray/
Pilgrim of Heaven's homeless way); anthropomorphic and zoomorphic metaphors created
on the ground of verbal semantics, symbolism and associativity, related to the direction
and character of the motion (the lingering beam of day, Cloud upon cloud, in dark and
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deepening mass,/Roll o’er the blackened waters, Tempest unfolds its pinion o ’er the gloom/
That shrouds the boiling surge).

Shelley’s poetic imagination is able to reach cosmic energies and motion of cosmic
objects endowed with specific characteristics — colours, purpose, and sound: (4bove, below,
around,/The circling systems formed/A wilderness of harmony,;/Each with undeviating aim,/In
eloquent silence, through the depths of space/Pursued its wondrous way; the Hall of Spells;
that unearthly dwelling; The light and crimson mists,/Floating to strains of thrilling melody).

Shelley frequently resorted to the artistic device of depicting the flight of
the soul into extraterrestrial spheres as a way to comprehend, in poetic forms, the
essence of human existence and to reveal the highest reality of spiritual worlds
is harmoniously interconnected with aesthetic representation of real earthly
landscapes: There, far as the remotest line/That bounds imagination’s flight,
Countless and unending orbs/In mazy motion intermingled; sphere of earthliness;/Where
silence undisturbed might watch alone-/So cold, so bright, so still. This interconnection
constitutes a specific view as if simultaneously from inside and outside, of the beauty and
perfection of the Universe. This poetic perspective considerably modifies a semantic scope
of'the literary concept SKIES/HEAVENS which means both the atmosphere of the earth and
the space, where the earth as an object of poetic depiction is displayed in its versatile aspects.

Mutability, beauty, unattainability and, at the same time, intimacy in the comprehension of
celestial bodies, the light that they irradiate, their reflection in the space and play of shadows
make them “programmed” to create symbolism and complex ideological values. Highly
productive typical spatial images based on the corresponding concepts as source or target
domains are used to express different existential notions, for example, the Moon represents
incomprehensibility of death: HOW wonderful is Death,/Death, and his brother Sleep!/One,
pale as yonder waning moon/With lips of lurid blue, purity, calmness: the moon s pure beam;
fluctuation, instability or, on the contrary, stability, a pivoting point of life: We are as clouds
that veil the midnight moon, / How restlessly they speed, and gleam, and quiver, / Streaking the
darkness radiantly! Stars represent renovation: Those who have struggled, and with resolute
will/Vanquished earth's pride and meanness, burst the chains, / The icy chains of custom,
and have shone/The day-stars of their age,; freedom: Can the daystar dawn of love,/Where
the flag of war unfurled / Floats with crimson stain above / The fabric of a ruined world?
A meteor represents the flash of life: Is the flame of life so fickle and wan/That flits round our
steps till their strength is gone. The earth as a planet represents fragility, vulnerability: There
was a little light/That twinkled in the misty distance, fluidity, predestination, fatality: The last
of the flock of the starry fold; woman, deity endowed with sensitivity: Mother Earth?; Thou
wert warming thy fingers old/O er the embers covered and cold/Of that most fiery spirit.

The universe of the nature not only irradiates colours and light or is shrouded by shadows;
it is filled with sounds, whose acoustic characteristics in their poetic realization encompass
low registers and serve as an accompaniment of so-called “tempestuous” landscapes:
December is howling; the wild waves are rolling, the thunder peals rattle Fierce roars the
midnight storm; The whirlwind is rolling,/The thunder is tolling,/The forest is swinging,/
The minster bells ringing; Ghosts of the dead! have I not heard your yelling/Rise on the
night-rolling breath of the blast; And all around,/With a chilling sound,/From caves of ice
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and fields of snow/The breath of night like death did flow/Beneath the sinking moon; a
thrilling sound,/Half sense half thought, among the darkness stirs. This manifold acoustic
accompaniment pertains to the reflections over the sense of life and human existence,
fate, secrets of life and death and reveals the hidden senses for a sensitive heart: Ghosts
of the dead! have I not heard your yelling/Rise on the night-rolling breath of the blast;
Silence and Twilight, unbeloved of men,/Creep hand in hand from yon obscurest glen./They
breathe their spells towards the departing day,/Encompassing the earth, air, stars, and sea;)
Light, sound, and motion, own the potent sway,/Responding to the charm with its own myste
(4 Summer Evening Churchyard, Lechlade, Gloucestershire).

The acoustic aspect of the spatial images in Shelley’s poetic discourse is one of the
multifold forms of the anthropomorphism of natural elements as a leading principle of
cognitive and lingual-aesthetic representation of nature in Romanticism. The nature is not
only able to produce sounds but also to communicate meaning and to commence a dialogue
responding to human needs. Numerous poetic contexts include expressions with different
communicative meanings, addressed to nature — dialogues between a human being and nature
(poems Lines Written On Hearing The News Of The Death Of Napoleon, On The Dark Height
Of Jura ta The World's Wanderers).

Shelley’s spatial-landscape imagery system in poetic works that belong to different genres
— landscape, intimate, civil poetry, epic poems — is an organic embodiment of the unity of
philosophical thought, aesthetics of emotions and richness of sense perceptions enabling to
encompass the motion and interaction of natural and social elements and powers.

Using his poetic word, Shelley responds to and polemicizes with his brothers of the
quill, “charging” traditional, frequently reconstituted natural and spatial romantic images
with new conceptual content. Applying the traditional romantic literary device of endowing
the natural universe with psychological features, the poet strives to intellectualize the
powers of nature, displaying them not only as the cause of feelings and the source of lyrical
reflections but as a thinking substance, an impetus of cognitive and creative activity of
a thinking subject. Human mind is, therefore, the center of energies interaction, able to
cognize, to renovate, to discover the new, the secret, tending to creative life asserting activity,
whereas the nature itself is a thinking creative energy, able to saturate human cognition:
The everlasting universe of things/Flows through the mind, and rolls its rapid waves...
The source of human thought its tribute brings/Of waters — with a sound but half its own, ...
Dizzy Ravine! and when I gaze on thee/l seem as in a trance sublime and strange/To muse
on my own separate fantasy,/My own, my human mind, which passively/Now renders and
receives fast influencings,/Holding an unvemitting interchange/ With the clear universe of
things around ... (Mont Blanc: Lines Written In The Vale Of Chamouni).

The cited poem Mont Blanc: Lines Written In The Vale Of Chamouni confirms the
above mentioned tendency towards the transformation of traditional imagery system, its
complexification, and revivification of polyphonic semantic streams. The imagery network
of'this poem is based on the development of the following semantic and associative shades:
“river — irrepressible flow of energy — extremely abstract mystic power — inspiration”; “the
nature — container of all controlling force — abode of power and thought”; “wind — all-
embracing, universal mind — insurgent of cognitive vigour — an instrument of extracting



REPRESENTATION OF NATURAL AND SPATIAL CONCEPTS... 121
ISSN 0320-2372. IHO3EMHA ®UIOJIOTTA. 2019. Bumyck 132

and scanning the sacred senses in natural manifestations (sounds and fragrances), reviving
creative potential”.

Specific semantic and associative-symbolic transformations of dominant romantic images
are reflected in Shelley’s addressing the image of skylark. Whoever of the world’s romantic
poets eulogizes this little bird, they choose as a key poetic meaning the ethical and aesthetic
ideals, harmony and beauty, and poetic inspiration. Following in his poetry the traditional
imagery associative line “skylark — symbol of poetry and poesy,” Shelley enriches the content
of the image by new meanings: “skylark — center, point of intersection of natural powers
of fire, earth, air — celestial azure” (From the earth thou springest Like a cloud of fire). The
skylark is the source of infinite joy (Like an unbodied joy whose race is just begun) and the
life-giving energy which is nourished by the beauty of nature and invigorates the creative
potential of a human being itself. Compared to the sacred spirit of nature, the skylark is able
to rise over the dark side of mundane life (Shadow of annoyance; loves sad satiety; scorn/
Hate, and pride, and fear), representing the human ideal defined as a mission to achieve
natural harmony and sociable justice as an unavoidable and irrefragable stage of human
history evolution.

Conclusions. The uniqueness of Shelley’s poetic cognition, analyzed in this article from
the perspective of the poet’s approach to actualization of natural and spatial literary concepts,
consists in his desire to encompass and reveal, through their symbolism, different notions
and phenomena of individual and social existence. Nature in Shelley’s poetic discourse is
represented in its most abstract and universal forms.

Aleading place among versatile literary and aesthetic devices of Shelley’s poetics belongs
to allegories and complex compositional metaphors developed on the basis of universal
symbolic and associative parallels between nature and human being, nature and society.
While modeling corresponding literary concepts, these devices allow revealing fundamental
universal existential principles, complexity and interaction between human psyche, soul,
creativity and cognition. Timelessness and lack of specific historic and locational definiteness
in the process of poetic concepts modeling allow the author to recreate the universal idea of
struggle between the good and evil.

The complex semantics of natural images serves as a source of poetic symbolization of
interrelation between a human being and environment. Natural elements in Shelley’s poetry
are endowed with intellect, vigour of creativity, joy and poetic polyphony which influence
the “plasticity” of poetic language organization.

The greatest achievement of Shelley’s poetry consists in overcoming the characteristic
trend of Romantic thinking, that of “the world sorrow and disillusion”, its dominative motive
of “escape to the nature”, “reflexivity and psychologism” of the romantic landscape poetization
by disclosing intellectual and cognitive potential of nature. Consequently, the optimistic
prophetic essence of Shelley’s poetry lies in his belief in absolute freedom and harmony
reigning in the nature, which must serve as an example of harmony, freedom and justice in
the ideal future state of the humankind as its primordial fundamentals.

In this paper, an attempt was made to perform a complex analysis of the representation
of natural and spatial concepts in Shelley’s poetry through the system of poetic images and to
define the systemic ways and principles of symbolic and associative parallelism development
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between natural elements and versatile aspects of existential notions and phenomena. However,
due to the unfathomable depth of Shelley’s poetry, the questions about semantic and symbolic
potential of natural and spatial images has not been and could not have been completely
exhausted. The establishment of their role in the poet’s and national conceptual picture of
the world is the next topical issue of further investigations.
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3OBPAKEHHSA ITPUPOJHUX I TPOCTOPOBUX KOHIEIITIB
Y NOE3Ii NEPCI BIIII HIEJLII
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VY cTarTi pO3KPUTO 0COOIMBOCTI 0OPA3HOTO BTLICHHS ITPOCTOPOBUX 1 IPUPOAHUX XYITOXKHIX KOHIIETTIB
y moetnyaoMy nuckypei [lepci bimi [lenni nuisxom aHamisy aBTOPCHKHUX 1HIMBITYaNbHUX CTHIICTUYHUX
npedepeHIliii, THITOBUX YaCTOTHHX 00pa3sHHX Mojelel, MOTHBIB, KOMIIO3UIIIHHUX CTPYKTyp. BusHaueHo
OCHOBHI CIIOCOOW Ta MPUHIUIN CTBOPEHHS! CUMBOJIIYHOTO Ta aCOLIaTHBHOTO MapayellizMy MK IPHPOLI-
HHMHU €JIeMEeHTaMH i pi3HOMaHITHUMH €K3UCTCHI[IHHIMYI (eHOMeHaMH Ta MOHATTIMU. OTpHMaHi pe3yiib-
TaTH Jal0Th MOKJINBICTh BU3HAYUTH JOMIHAHTHI PHCH aBTOPCHKOI IIOETHKH, TUIIOBI MeTaOpUIHI MOelIi,
y SKHX Ha3BH NPUPOJHHUX CTHUXiH Ta SBHII CIYTYIOTh IKEPENIOM i MeTOl MeTadopu3alii, CIeKTp ixHix
CHMBOJIIYHUX CMHCIIIB. PEKOHCTPYKLis aBTOPCHKOT XYJI0KHBO-KOHIIENTYalbHOI CUCTEMH CIIUPAETHCS Ha
PO3YMiHHsI CYTHICHOI crienu(iky MoeTHYHOI MOBH, ii 0OPa3HO-CHMBOJIIYHOIO Ta JEKCHKO-CEMaHTHYHOTO
MOTEHIlIATy K OCHOBHOTO 3aco0y BepOaizallii XyJI0KHIX KOHIIEMTIB, BiMOOpaKEHHS XHiX KOTHITHBHHUX,
€CTETHYHUX Ta EMOLIHHO-EKCIIPECHUBHUX ACIIEKTIB.

VHiKaNbHICTh TOETUYHOTO MUCTeHHS [1lemni B acnekTi miIXxoxiB, sIKi aBTOpP 3aCTOCOBYE JI0 ITOETHIHOL
aKTyasi3alii IpoCTOPOBUX Ta MPUPOTHUX KOHIICTITIB, TIOJISATAE y TIParHeHHI OXOIMHUTH Ta BUSABHUTH y IXHil
CUMBOJIILI TOHATTS Ta SBUIA iHAUBIAYaJIBHOTO Ta KOIEKTHBHOTO OyTTa. OcHOBHE Micue y moetui Llemi
MOCiIat0Th aneropii Ta KOMIO3HULiHHI MeTadopH, 1110 PO3rOPTAIOTHCS HA OCHOBI YHIBEpCaIbHOTO CUMBOJIIY-
HOT'0 Ta aCOLIaTHBHOTO ITapaJellizMy MixK IPUPOJIOIO0 Ta JIFOANHOIO, TPUPOIOIO Ta CYCIUIECTBOM. Y TpoIieci
HOETUYHOT'O MOZICJTIOBAHHS JOCIIIKYBAHHUX XyHAOXKHIX KOHIIEITIB I1i 3aCO0H Jal0Th 3MOTY PO3KpHUTH (yHIa-
MEHTaJIbHI €K3UCTEHIIIHHI TIPHHIIHITH, CKIIaIHICTh B3a€EMOJIIT JIFOICHKOT IICUXIKH, TYIIIi, TBOPYOCTI Ta KOTHIILIT.

MeTo010TiYHy OCHOBY JOCIII/DKEHHS! CTAHOBHUTH PO3YMiHHS TEKCTOBOTO 3HAYEHHS HE SIK CTaTHYHOI,
BHYTPIIIHBOT O3HAKU TEKCTY, a K TUHAMIYHOTO PE3yJbTaTy XyIOXHbOI KOMYHIKaIlii, pO3KPHUTTS SIKOTO
BUMAarae IMPOKOT0 CIIEKTPa Pi3HOMaHITHUX AOCIIIHHUIBKIX METOAIB i IPHIHOMIB, BHOOpPY BiIMOBiIHOTO
JIOCJTi THUI[PKOTO BEKTOPA, THYYKOCTI MPOIISAYP Ta eTariB aHai3y. JlocikeHHs iHAUBI1yaaIbHOT TOSTHYHOT
CHCTEeMH Iependadae NONIHOICHUH aHajli3 pi3HOMaHITHHUX NPOSIBIB aBTOPCHKOI IHTENEKTyalbHOI Ta Kpea-
THBHOI AiSUTBHOCTI 3a]1J1s1 IPOHHKHEHHS B 0COOIMBOCTI MOETOBOI KOHLIETITYaJIbHOI KADTHHHU CBITY, CHCTEMH
LIHHOCTEH 1 CBITOIIATHHUX MPIOPUTETIB.

Knouosi cnosa: noesis, pomantusm, Ilepci binti [emni, XynoxHil KOHIENT, XyI0XKHIH TUCKYpC.



