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ABSTRACT

This paper analyzes the concept of "concept" in language and the concept of

female beauty from a linguistic perspective, exploring the diachronic evolution of

female beauty in British literature and its socio-cultural significance. In comparison

with the original draft, the formulation has been kept close to the initial wording, but

the linguistic focus has been made more precise: the paper studies female beauty as a

concept that is verbalised through lexical, stylistic, syntactic, pragmatic and

conceptual means.

Based primarily on representative literary works such as Jane Eyre from the

Victorian era, Mrs. Dalloway from the modernist period, and Girl, Woman, Other

from the contemporary period, the paper conducts a diachronic analysis of the

physical appearance, inner world and self-awareness of female characters across

different historical periods. The analysis is supplemented with the data-collection

files provided for Mrs. Dalloway and Girl, Woman, Other, which group the examples

according to linguistic level, character, quotation, function and diachronic note.

From a linguistic perspective, this paper mainly analyzes female images

through vocabulary, figurative devices and sentence structure, while also paying

attention to who evaluates beauty and how beauty is conceptually redefined. The

evolution of female beauty from submissiveness and purity to female subjectivity,

diversity and self-definition reflects the changing societal perception of female value

in British literature. This study illustrates the close connection between language,

culture, literature and society.

Keywords: concept; concept of female beauty; linguistic representation;

lexical verbalisation; British literature; diachrony; feminism.
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АНОТАЦІЯ

У цій статті аналізується поняття «концепт» у мові та поняття жіночої кра

си з лінгвістичної точки зору, досліджуючи діахронічну еволюцію жіночої крас

и в британській літературі та її соціально-культурне значення. Порівняно з поча

тковим варіантом, формулювання збережено близьким до початкового, але лінг

вістичний фокус уточнено: у статті досліджується жіноча краса як поняття, яке

вербалізується за допомогою лексичних, стилістичних, синтаксичних, прагмати

чних та концептуальних засобів.

Спираючись переважно на репрезентативні літературні твори, такі як «Дж

ейн Ейр» вікторіанської епохи, «Місіс Делловей» модерністського періоду та «

Дівчина, жінка, інша» сучасного періоду, у статті проводиться діахронний аналі

з зовнішності, внутрішнього світу та самосвідомості жіночих персонажів у різні

історичні періоди. Аналіз доповнюється файлами збору даних, наданими для «

Місіс Делловей» та «Дівчина, жінка, інша», які групують приклади за лінгвісти

чним рівнем, персонажем, цитатою, функцією та діахронічною нотою.

З лінгвістичної точки зору, ця стаття переважно аналізує жіночі образи че

рез лексику, образні засоби та структуру речень, а також звертає увагу на те, хт

о оцінює красу та як краса концептуально переосмислюється. Еволюція жіночої

краси від покірності та чистоти до жіночої суб'єктивності, різноманітності та са

мовизначення відображає зміну суспільного сприйняття жіночої цінності в брит

анській літературі. Це дослідження ілюструє тісний зв'язок між мовою, культур

ою, літературою та суспільством.

Ключові слова: концепція; концепція жіночої краси; лінгвістична репрез

ентація; лексична вербалізація; британська література; діахронія; фемінізм.
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INTRODUCTION

First and foremost, it should be mentioned that beauty has always been a

constantly evolving concept throughout the development of human society. Different

historical periods, social environments, literary trends, and political factors have led

to different understandings and definitions of female beauty.The original idea is

preserved, but the focus is narrowed: female beauty is treated not only as an aesthetic

ideal but also as a linguistic and cultural concept.

The most relevant fundamental question about female beauty is whether it is a

lasting ideal or something that changes according to historical periods. Most scholars

emphasize the variability of beauty. Valerie Steele argues that beauty is not an innate

physiological characteristic but a cultural construct that varies from culture to culture

[13, p. 7]. For this reason, the analysis of female beauty in literature cannot be limited

to external appearance; it must also consider the language that names, evaluates and

constructs beauty.

In the history of English literature, the portrayal of female characters has

always been a crucial theme. Women in literary works not only reflect the social

realities of their time but also represent different historical understandings of female

identity and value. In the Victorian era, women were portrayed as docile, pure, and

expected to sacrifice for their families; during the modernist period, writers began to

focus on the inner world of women, breaking free from the constraints of traditional

societal portrayals; and in contemporary times, female beauty is expressed as diverse

and individualistic, emphasizing the redefinition of women's identity.

Concepts have always been one of the most important areas in linguistics. This

paper focuses on analyzing the concept of beauty, specifically the concept of female

beauty. It also takes a linguistic approach to examine female characters in British

literature, exploring the evolution of female beauty across different historical periods.

By analyzing vocabulary, sentence structures, figurative devices and pragmatic

evaluation in descriptions of female beauty, the study gains insight into the

development of female subjectivity and feminist thought.
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The object of our investigation is the concept of female beauty in selected

British literary texts. The subject of this study is the lexical, stylistic, syntactic,

pragmatic and conceptual representation of female beauty in British literature during

different historical periods, starting from the concept of female beauty in linguistics.

The purpose of the work is to analyze the concept of female beauty from a

linguistic perspective and to trace the development of female beauty in the history of

British literature through comparisons across different eras.

The objectives of the paper are the following:

- to clarify the linguistic terms concept, notion, meaning, conceptual field,

linguistic representation and lexical verbalisation;

- to define female beauty as an aesthetic, cultural and linguistic concept;

- to classify the language means used to represent beauty in English literary

texts;

- to analyse Victorian women's consciousness of independence and the

verbalisation of beauty in Jane Eyre;

- to analyse modernist female consciousness and the verbalisation of beauty in

Mrs. Dalloway;

- to analyse the expression of contemporary female identity and diverse beauty

in Girl, Woman, Other;

- to compare the diachronic development of the concept of female beauty in the

selected texts.

The theoretical and methodological basis of the research includes works in

linguistics, cognitive linguistics, semantics, aesthetics, stylistics, feminist criticism

and literary studies. The research relies on the understanding of language as a system

used for communication and meaning construction [1], on cognitive approaches to

concept and categorisation [2; 3; 4; 5; 6; 7; 8], and on studies of beauty, body image

and feminist critique [9; 10; 11; 12; 13; 14; 15; 16; 17].

The theoretical significance of the paper is to explore the aesthetic standards

of different historical periods from a linguistic perspective and to analyze specific
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vocabulary, stylistic devices and syntactic patterns in literary texts that depict the

beauty of women in different eras.

The practical significance of the work is to compare female characters in

British literature from different periods. This study not only enriches the analysis of

beauty in linguistics but also illustrates the close connection between literature and

social development. Furthermore, it reflects the development of feminist thought and

promotes contemporary society's emphasis on women's subjectivity.

Research material: the research material comprises three selected British

literary works: Charlotte Brontë’s Jane Eyre (1847), Virginia Woolf’s Mrs. Dalloway

(1925), and Bernardine Evaristo’s Girl, Woman, Other (2019). Academic literature,

dictionaries, media sources, electronic resources and physical resources are used only

as theoretical or reference background and are not treated as the primary research

material.

The empirical material consists of linguistic units selected from the three

literary works: adjectives of complexion and appearance, body-part nouns, moral and

intellectual descriptors, figurative images, syntactic patterns of description, pragmatic

acts of evaluation and conceptual oppositions. The thesis also uses the data-collection

files provided for Mrs. Dalloway and Girl, Woman, Other, where examples are

organised according to level, character, quotation, function, interpretation and

diachronic note [54; 55; 56; 57].

In addition to the separate analysis of each literary text, the thesis now

contains a comparative subchapter that examines all three works diachronically

across lexical, stylistic, syntactic, pragmatic and conceptual levels. This addition

makes the empirical section more proportionate to the theoretical part and strengthens

the linguistic character of the research.

In the process of solving the tasks set in this work, both theoretical and

empirical methods of linguistic research are used. The theoretical methods include

the analysis of scientific literature and the systematisation of terms. The empirical

methods include descriptive analysis, contextual analysis, comparative analysis and

continuous sampling of linguistic material from the selected literary texts.
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Structure of the work: the work consists of an introduction, two chapters,

conclusions to the chapters, a general conclusion, references, lexicographical sources,

illustrative materials, empirical data-collection files and a summary.
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CHAPTER 1. THEORETICAL FOUNDATIONS OF THE LINGUISTIC

CONSTRUCTION OF FEMALE BEAUTY

1.1 Key Terms for the Linguistic Analysis of Female Beauty

As in the original draft, the theoretical part begins with the general role of

language in communication and cognition. Modern society is constantly developing,

and people all over the world are learning languages, including languages other than

their native tongues. This global development has also sparked interest in exploring

languages theoretically and practically. People study linguistics from structural,

cognitive, social and applied perspectives. Language allows people to transmit

information, understand the thoughts of others, discuss matters, empathize with

others and act in social contexts.

A precise definition of language is not easy to provide because language is a

complex phenomenon. Fasold and Connor-Linton define language as a finite system

of elements and principles that enables speakers to construct sentences for particular

communicative tasks; they also stress the difference between grammatical

competence and communicative competence [1]. This idea is important for the

present thesis because female beauty is not simply present in a text; it is

communicated and evaluated through words, phrases, sentence structures and context.

Concepts are a very important element in linguistics. The word concept comes

from Latin conceptum, meaning something conceived or grasped in the mind. In

modern linguistics, especially cognitive linguistics, concept is no longer understood

only as an isolated idea but as a systematic mental structure used to organize

experience and meaning. Chomsky connects language with the human mind [2],

while Evans and Green stress that language gives access to rich conceptualisation

rather than expressing thought in its entirety [3, p. 8].

Different linguists have offered other interpretations of the concept. Ogden and

Richards treat the concept as a mental representation connected with meaning [4].

Hampton discusses the relation between concepts and prototypes [5]. Heidegger uses

basic concepts to delimit regions of objects or leading aspects of experience [6].
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Carey emphasises that conceptual categories may have cores and that these cores

influence how people classify entities [7]. Nemickien also notes that the concept is a

complex linguistic term connected with cognition and culture [8].

In general, a concept is a mental representation of things; it connects language,

thought and culture and is one of the foundations for meaning formation. However,

the supervisor's comment requires a clearer distinction between related terms.

Therefore, in this paper concept, notion, meaning, conceptual field, linguistic

representation and lexical verbalisation are not used as synonyms.

A concept is understood as a cognitive and culturally shaped unit of knowledge

that structures the way speakers perceive, classify and verbalise experience. A notion

is a more general idea or abstract understanding, usually less systematically

structured than a concept. Meaning refers to the semantic content encoded by a

linguistic unit and activated in context. Thus, while the concept FEMALE BEAUTY

belongs to the cognitive and cultural level, the meanings of words such as fair, pale,

radiant, plain, beautiful, independent and self-defined belong to the linguistic level of

realisation.

A conceptual field is a network of meanings and associations organised around

a central concept. The conceptual field of FEMALE BEAUTY includes physical

appearance, complexion, body parts, clothing, purity, elegance, moral virtue,

intelligence, emotional strength, agency, identity and diversity. Linguistic

representation refers to the way a concept is presented through language. Lexical

verbalisation is the most concrete level of this representation: it concerns the words

and phrases through which a concept is expressed in a text.

Therefore, the present paper treats FEMALE BEAUTY as a culturally marked

concept whose meanings are verbalised through recurrent lexical, stylistic, syntactic,

pragmatic and conceptual patterns in literary texts.

1.2 Female Beauty as an Aesthetic, Cultural and Linguistic Concept

The original draft asked: what is beauty? This question is retained, but the

answer must be more structured. Beauty is a core concept that is difficult to define in
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a single sentence. Beauty evokes feelings of pleasure; when people see beautiful

things, they often feel inner comfort and call them beautiful. From a philosophical

point of view, beauty has been linked with truth, ideality, divine perfection and the

sensible manifestation of the good [9; 10].

Beauty can be understood as an aesthetic value. In aesthetic theory, beauty is

connected with harmony, proportion, pleasure and judgement. Kant distinguished

free beauty from dependent beauty, and human beauty is often discussed as a type of

dependent beauty because it is evaluated in relation to social and cultural concepts

[11]. Sibley also shows that aesthetic adjectives such as graceful, delicate, elegant,

dynamic or powerful belong to a wide field of aesthetic evaluation [12].

From a cultural perspective, beauty changes with the times, cultural

development and political factors. Female beauty has never been a single, fixed

concept. It is people's evaluation of women's appearance, temperament, behaviour

and overall image under specific backgrounds, eras and cultural practices. Studies of

female beauty systems show that beauty has functioned as a form of social and

cultural capital [14]. Body image research also shows that social standards influence

how women understand and control their bodies [15; 17].

From a feminist perspective, female beauty is also a problem of power.

Standards of beauty may support patriarchal expectations, capitalist consumption and

the male gaze. Baron discusses the legal and cultural construction of female beauty

[16], and Wolf argues that the beauty myth encourages women to treat beauty as a

personal achievement or failure while hiding its connection with systems of power

[29]. Beauvoir's statement that one is not born but becomes a woman is also

important for this thesis because it shows that femininity is socially produced rather

than biologically fixed [30, p. 23].

From a linguistic perspective, beauty is expressed and understood through

language. In English, beauty is presented through vocabulary, rhetoric, grammatical

structure and pragmatic strategies. Dictionary definitions connect beauty with

pleasure, attractiveness, harmony and aesthetic value [47; 48; 49; 50]. In literary texts,

however, beauty is not only named; it is constructed through adjectives, body-part
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nouns, colour terms, metaphors, comparisons, syntactic catalogues and evaluative

points of view.

Therefore, female beauty should be examined as an aesthetic, cultural and

linguistic concept. In literature, it is not only described but also evaluated, idealised,

criticised and redefined through language. This is why the next section classifies the

linguistic means through which female beauty is represented in English.

1.3 Classification of Language Means Representing Female Beauty in English

In the original text, this section already discussed vocabulary, rhetorical

devices, pragmatic evaluation, idioms and grammatical gradability. In order to

answer the supervisor's comment, this material is retained but reorganised into a

concrete classification of language means. The linguistic representation of female

beauty can be analysed at five interconnected levels: lexical, stylistic, syntactic,

pragmatic and conceptual.

At the lexical level, beauty is expressed through words and phrases.

Vocabulary encompasses words, their meanings, usages and forms, and it reflects the

culture and historical development behind a language. In an academic context,

vocabulary is also a core component of academic writing [18]. Beauty is mainly

expressed in English through adjectives such as beautiful, pretty, gorgeous, stunning,

charming, elegant, radiant and graceful. Research on the beauty of words shows that

single words themselves can produce aesthetic effects [21].

For the analysis of literary female beauty, the lexical level includes adjectives

of complexion and colour, such as fair, pale, ruddy, white and dark; body-part nouns,

such as eyes, brow, cheek, lips and hair; and moral or intellectual adjectives, such as

intelligent, benign, clever and sincere. These lexical groups are especially important

in the empirical chapter because they show how external and inner beauty are

verbalised.

At the stylistic level, beauty is expressed through rhetorical devices, such as

metaphor, simile, personification, religious imagery, natural imagery and light

imagery. Rhetoric may intensify beauty and give it aesthetic power [20]. For example,
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female beauty may be expressed through images such as angel, radiance, light, rose,

lily, bird and hyacinth. These images spiritualise, naturalise or idealise women in

different historical periods.

At the syntactic level, the analysis focuses on descriptive noun phrases,

catalogues of body parts, parallel adjective sequences, appositions, comparisons,

negations and contrastive structures. Such structures are important because literary

descriptions of women often present beauty as a list of observable features or as a

contrast between outer appearance and inner value.

At the pragmatic level, practical evaluations in everyday speech also affect

beauty. The original draft discussed praise and politeness; this idea is retained but

made more specific for literary analysis. Pragmatic analysis asks who evaluates

female beauty and from what position: narrator, male character, female character,

society or the woman herself. Beauty in literature is often constructed through gaze,

praise, criticism, self-perception and resistance to external judgement.

At the conceptual level, the analysis studies the cultural oppositions behind the

language of beauty: external beauty versus inner beauty, obedience versus agency,

purity versus sexuality, singular ideal versus diversity, and male gaze versus self-

definition. Adjectives describing beauty are often gradable and can create

comparative or superlative structures [19; 22]. Phraseological expressions also carry

cultural meanings of beauty [20].
Table 1. Classification of language means representing female beauty in English

Level What is analysed Examples Function
Lexical Adjectives, nouns, colour

terms, body-part nouns,
evaluative words

fair, pale, ruddy, white, dark;
eyes, brow, cheek, lips, hair;
intelligent, benign

Names and
evaluates beauty

Stylistic Metaphor, simile,
personification, religious,
natural and light imagery

angel, radiance, light, rose,
lily, bird, hyacinth

Idealises,
spiritualises or
naturalises beauty

Syntactic Descriptive phrases, catalogues,
parallel structures, comparison
and negation

lists of facial features;
contrastive descriptions

Organises beauty
as textual
description

Pragmatic Evaluator, gaze, praise,
criticism and self-evaluation

narrator's view, male gaze,
female self-definition

Shows who
controls the
evaluation

Conceptual Cultural oppositions and
models

outer vs inner beauty;
obedience vs agency; singular
ideal vs diversity

Explains historical
change
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This classification will be applied in Chapter 2 to compare how female beauty

is verbalised in the Victorian, modernist and contemporary literary texts selected for

the analysis.

In addition, the five-level model used in this work can be connected with

established approaches in cognitive metaphor theory, stylistics and functional

grammar. Metaphor is treated not only as decoration but as a conceptual mechanism

that organises experience through source and target domains [33; 34]. Stylistic

analysis makes it possible to examine how vocabulary, imagery, narrative perspective

and syntactic patterning produce literary meaning [36; 37; 38]. Functional grammar is

also useful because it connects language choices with social functions, evaluation and

interpersonal positioning [35]. These approaches support the empirical comparison

conducted in Chapter 2 without replacing the original literary examples.

CONCLUSION TO CHAPTER 1

Chapter 1 has clarified the theoretical basis of the linguistic analysis of female

beauty. The terms concept, notion, meaning, conceptual field, linguistic

representation and lexical verbalisation have been distinguished in order to avoid

terminological confusion. Female beauty has also been defined as an aesthetic,

cultural and linguistic concept that changes across historical periods and is shaped by

social values, gender ideology and discourse.

The chapter has also established the main analytical framework of the thesis.

Female beauty will be studied at five levels: lexical, stylistic, syntactic, pragmatic and

conceptual. This framework allows the empirical analysis to move beyond literary

summary and to identify concrete language means used to verbalise female beauty in

the selected texts.
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CHAPTER 2. DIACHRONIC VERBALISATION OF FEMALE BEAUTY IN

SELECTED BRITISH LITERARY TEXTS

Beauty, as an ancient and complex concept in our society, has long been a

focus of research in philosophy, aesthetics, literature and linguistics. In order to avoid

repetition of Chapter 1, the opening of this chapter is shortened. The following

analysis applies the five-level classification to three selected works: Charlotte

Brontë’s Jane Eyre, Virginia Woolf’s Mrs. Dalloway and Bernardine Evaristo’s Girl,

Woman, Other. The aim is to identify actual lexical patterns, stylistic images,

syntactic forms, pragmatic evaluations and conceptual models of female beauty.

2.1 Victorian Female Beauty in Charlotte Brontë’s Jane Eyre (1847)

Charlotte Brontë’s Jane Eyre was published in Victorian England in the

nineteenth century. This book is a microcosm of the social contradictions of that era

and is also considered one of the representative works of early feminist literature. The

novel tells the story of the growth of the heroine Jane Eyre: she is abused in a foster

family, sent to a boarding school, becomes a governess and meets Edward Rochester

[51].

The original draft included useful biographical, social and feminist comments.

They are retained here but placed under a clearer analytical logic. In Victorian times

women did not have important status, and one of the few acceptable occupations was

teaching or working as a governess. Brontë published under the male pseudonym

Currer Bell. Critics have connected Jane Eyre with women's call for equality,

independence and self-respect [23; 24; 25; 26].

Jane does not fit the ideal picture of a small Victorian girl who was supposed to

be pretty, silent and ornamental. She has a strong sense of justice and questions

authority. Her non-conventionality is important for the concept of female beauty

because the novel does not present beauty only as decorative appearance. Instead,
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Jane's beauty is connected with self-respect, moral courage, independent will and the

ability to preserve her principles in love and social life.

Charlotte Brontë’s Jane Eyre employs a rich array of vocabulary and sentences

to depict women and their beauty. Female beauty in this work is not singular but

multifaceted. Through abundant vocabulary and delicate sentences, the author

portrays several women with distinct personalities and appearances, each possessing

a unique personal charm. The most important lexical patterns include adjectives of

complexion, body-part nouns, moral and intellectual adjectives, and religious or light

imagery.

Helen Burns is depicted as a woman with a noble spirit and a resilient character.

Jane notices Helen's forehead as “large, mild, intelligent, and benign-looking” [51, p.

55]. The adjectives intelligent and benign shift the focus from ordinary prettiness to

intellectual and moral beauty.

Helen's beauty is also expressed through light imagery: “they glowed in the

bright tint of her cheek”, her eyes shone with “liquid lustre”, and her beauty

becomes one of “meaning, movement, radiance” [51, p. 54]. The words glow, lustre

and radiance create a spiritual type of beauty. The comparison to “an angel” [51, p.

50] adds religious imagery and makes Helen's inner strength visible.

Miss Temple is the embodiment of elegance, kindness and reason. She is

described as “tall, fair, and shapely”, with “brown eyes with a benignant light” [51,

p. 34]. She is also called “very good and very clever” [51, p. 38]. In this case the

adjectives fair, shapely, good and clever combine external grace with moral and

intellectual superiority.

Rosamond Oliver represents the conventional Victorian ideal of physical

beauty. The description uses a long syntactic catalogue of body parts: “eyes,”

“eyelash,” “brow,” “forehead,” “cheek,” “lips,” “teeth,” “chin” and “tresses” [51,

p. 283]. The colour and nature imagery of “rose and lily” idealises her complexion,

while words such as regular, delicate, fresh, smooth and ruddy construct her as

visually flawless.
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Blanche Ingram, on the other hand, represents the typical beauty admired by

high society. Her description relies on body-part nouns and aristocratic glamour: “tall,

fine bust, sloping shoulders; long, graceful neck,” “olive complexion,” “large and

black” eyes, “raven-black” hair and jewels [51, p. 120]. This external beauty is

socially powerful but morally limited, because the novel later contrasts Blanche's

appearance with a lack of sincerity.

Although Jane dislikes Georgiana Reed's personality, she still acknowledges

her beauty. Georgiana is described through the lexical field of youth and complexion:

“pink cheeks and golden curls” [51, p. 9], and later as “fair as waxwork,” with

“regular features,” “blue eyes,” and “yellow hair” [51, p. 177]. The contrast

between attractive appearance and negative moral evaluation supports the novel's

distinction between external beauty and inner worth.

As for Jane herself, when she feels loved, she finds herself becoming more

beautiful. Her mirror image has “hope in its aspect and life in its colour” [51, p. 199],

and Rochester tells her, “Jane, you look blooming, and smiling, and pretty” [51, p.

200]. This shows that Jane's beauty is not fixed physical perfection but a

transformation of perception caused by hope, love and inner vitality.

Therefore, Jane Eyre, through observing others and her own experiences,

establishes a set of aesthetic standards that transcend physical appearance. True

feminine beauty stems from inner intelligence, moral courage, an independent soul

and profound emotions. Jane is averse to hypocritical adornment and believes that

beauty lacking sincerity is empty and worthless. In her value system, outward

splendor without the support of a noble soul is only a mask.
Table 2. Lexical and conceptual patterns of female beauty in Jane Eyre

Pattern Examples from the novel Characters Function
Complexion and
colour adjectives

fair, pale, white, ruddy,
dark, rose, lily

Rosamond, Blanche,
Georgiana, Helen

Construct visible
external beauty

Body-part nouns eyes, brow, cheek, lips,
hair, forehead, teeth, chin

Rosamond, Blanche,
Georgiana, Helen

Create catalogues of
observable features

Moral/intellectual
adjectives

intelligent, benign, clever,
good, sincere

Helen, Miss Temple,
Jane

Shift beauty from body
to mind and morality

Religious/light
imagery

angel, radiance, glow,
lustre, light

Helen, Miss Temple,
Jane

Spiritualise female
beauty

Agency and selfhood independent, will, self- Jane Redefine beauty as
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Pattern Examples from the novel Characters Function
vocabulary respect, courage moral autonomy

This section therefore keeps the original examples but reorganises them

according to a linguistic structure. In Jane Eyre, Victorian female beauty is shown as

a contrast between the external lexical field of complexion and body and the inner

field of intelligence, moral courage and self-respect. The novel challenges the

Victorian ideal of chastity and submissive female beauty, arguing instead that true

female beauty is an expression of wisdom and will.

2.1.1 Additional empirical observations on Victorian lexical fields

The first additional point concerns the opposition between plainness and ideal

beauty. The original text of the thesis already emphasises that Jane is not presented as

a conventional beauty. This point is important linguistically because Brontë

constructs Jane through negative or modest external evaluation and then gradually

compensates for it through moral, intellectual and emotional vocabulary. Jane’s own

beauty appears indirectly through vitality and self-respect rather than through a

catalogue of perfect features. In contrast, Rosamond, Blanche and Georgiana are

represented through visible surface signs: complexion, hair, eyes, jewels, height,

shoulders, lips and curls. Therefore, the Victorian part of the empirical analysis

should not merely say that Jane is “inner” and the others are “outer”; it should show

that the novel distributes different lexical fields among different women [51].

On the lexical level, the external beauty of Rosamond Oliver is constructed

through body-part nouns and colour terms. Her description mentions “eyes” ,

“eyelash”, “brow”, “forehead”, “cheek”, “lips”, “teeth”, “chin” and “tresses” [51,

p. 283]. This accumulation of nouns creates a syntactic catalogue. Each body part is

separated and evaluated, so the reader receives beauty as a sum of observable details.

Such a structure corresponds to a Victorian habit of visual classification: the female

body is made readable through individual signs. At the same time, the images of

“rose and lily” associate Rosamond with delicacy, purity and freshness [51, p. 283].

This does not mean that Brontë accepts this ideal completely. The excessive
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regularity of the description makes Rosamond an example of conventional beauty,

but not necessarily the deepest type of female value.

The second lexical field is aristocratic glamour, most clearly represented by

Blanche Ingram. Her beauty is based on height, posture, dark hair, expensive

accessories and social display. The phrase “tall, fine bust, sloping shoulders; long,

graceful neck” produces a line of visual movement from body to social bearing,

while “raven-black hair” and “jewels” add colour contrast and class value [51, p.

120]. The syntax is again cumulative, but the conceptual effect is different from

Rosamond’s: Blanche is not a delicate flower-like figure but a spectacle of rank and

confidence. This is why the pragmatic level matters. Her beauty is evaluated by

society and by male attention, yet Jane’s narrative voice gradually undermines it by

connecting Blanche’s attractive appearance with pride and calculation. The novel

therefore separates aesthetic power from ethical worth.

The third field is spiritual and intellectual beauty, represented by Helen Burns

and Miss Temple. In Helen’s case, the important words are not colour terms alone but

evaluative adjectives such as “intelligent”, “benign-looking” and nouns of light such

as “lustre” and “radiance” [51, pp. 54-55]. The word forehead is also important

because it shifts attention from sexualised or ornamental beauty to the seat of thought

and moral calm. Miss Temple similarly combines visible and ethical beauty: “tall,

fair, and shapely” is balanced by “very good and very clever” [51, pp. 34; 38]. In

both cases, Brontë does not reject physical appearance completely; rather, she makes

physical grace meaningful only when it is joined with kindness, reason and spiritual

authority.

2.1.2 Pragmatic and conceptual levels in Jane Eyre

At the pragmatic level, the question is who has the right to evaluate female

beauty. In many Victorian descriptions, beauty is presented from the outside: society

admires Blanche, Jane acknowledges Georgiana’s prettiness despite moral dislike,

and St. John idealises Rosamond’s appearance. Jane, however, gradually becomes

both the object and the subject of evaluation. When Rochester tells her that she looks
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blooming and pretty, the compliment is not enough by itself; it is meaningful because

Jane has already developed moral self-respect and the ability to reject dependence [51,

p. 200]. Thus, the pragmatic movement of the novel is from external judgement

toward self-recognition.

This is why Jane’s declaration “the more alone, the more friendless, the more

unsustained I am, the more I will respect myself” is central to the linguistic

construction of female beauty [51, p. 200]. The sentence is built on repetition and

gradation: “the more” is repeated three times before the final moral statement.

Syntactically, the structure transforms weakness into strength. Conceptually, the

sentence moves beauty from social approval to ethical autonomy. The beauty of Jane

is therefore not primarily a beauty of colour, hair or body, but a beauty of will.

Gilbert and Gubar’s interpretation of nineteenth-century women’s writing as a

negotiation with patriarchal literary forms is useful here because Brontë’s heroine

gains authority through voice, judgement and refusal rather than through decorative

femininity [39; 40].

Consequently, the Victorian material demonstrates that female beauty in Jane

Eyre is not a single model. It includes at least four competing models: conventional

prettiness, aristocratic spectacle, spiritual intelligence and self-respecting agency. The

empirical value of this section is that these models are visible in language:

complexion adjectives, body-part catalogues, light imagery, moral descriptors and

syntactic repetition. This extended analysis keeps the original examples but makes

them more useful for the linguistic purpose of the thesis.
Table 3. Additional Victorian patterns of female beauty in Jane Eyre

Analytical
level

Main linguistic signals Female figures Diachronic importance

Lexical fair, white, ruddy, dark, rose, lily,
jewels, golden curls, raven-black
hair

Rosamond,
Blanche,
Georgiana

Victorian beauty remains
strongly visual and class-
marked

Syntactic catalogues of eyes, brow, lips,
hair, shoulders, neck, complexion

Rosamond,
Blanche

Beauty is divided into
readable body parts

Stylistic angel, radiance, light, rose, lily Helen, Miss
Temple,
Rosamond

Beauty is spiritualised or
naturalised

Pragmatic social admiration, male gaze,
Jane’s self-evaluation

Blanche,
Rosamond, Jane

External judgement is
challenged by self-respect
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Conceptual external perfection vs. inner
moral autonomy

Jane and all
contrastive
figures

Victorian ideal is revised
from ornament to agency

2.2 Modernist Female Beauty in Virginia Woolf’s Mrs. Dalloway (1925)

Virginia Woolf was born in 1882 into an intellectual family in London. The

original draft described her family background, education and illness; this

information is useful, but it is shortened here so that the analysis focuses on

linguistics. Woolf is a central figure in modernist literature and an important feminist

writer. Mrs. Dalloway presents female beauty through consciousness, memory,

ageing and social performance rather than through stable external description [52].

Mrs. Dalloway details a day in the life of Clarissa Dalloway, an upper-class

woman in post-First World War England. She walks through London, prepares for a

party and remembers her youth at Bourton, including her relationships with Peter

Walsh, Richard Dalloway and Sally Seton. The plot is less important here than the

linguistic representation of beauty through inner perception and stream-of-

consciousness narration.

The concept of female beauty underwent significant changes in the twentieth

century. Compared to the dignified and docile image of women in the Victorian era,

modernist female beauty emphasizes individuality, freedom, female thought and

modern identity. Steiner argues that twentieth-century glamour is connected with

distance and the problem of the beautiful woman in modern culture [27]. Smith,

discussing female beauty in British literature and periodicals, shows that appearance

was tied to changing power relations between the sexes and to anxieties about class

and femininity [28].

The original paragraph on the politics of beauty is also retained in a more

concise form. Wolf argues that female beauty in the modern West functions as a

belief system that helps maintain male dominance [29, pp. 12-13]. Beauvoir's claim

that woman is socially produced rather than simply born supports the idea that

Clarissa's femininity and beauty are shaped by culture, discourse and social roles [30,

p. 23].
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Mrs. Dalloway contains numerous words and phrases describing female beauty.

These descriptions are often linked to natural imagery, especially birds and flowers,

and to inner qualities such as dignity, charm and resilience. Clarissa Dalloway is

described as having “a touch of the bird about her, of the jay, blue-green, light,

vivacious” [52, p. 11]. The nouns bird and jay, together with the adjectives blue-

green, light and vivacious, create a mobile and nervous modernist beauty.

Clarissa also describes herself through self-deprecating imagery: a “slender,

bean-pod-like figure” and a face like a bird's beak [52, p. 16]. The bird imagery does

not simply idealise her; it also reveals anxiety about ageing and social performance.

The dataset provided for the analysis classifies this as figurative and syntactic

evidence of modernist fragmentation.

The mirror scene is especially important. Clarissa is seen “gathering the whole

of her at one point” as she looks into the glass and sees “the delicate pink face” of

the woman who will give a party [52, p. 39]. Her self becomes “pointed; dartlike;

definite” when effort draws the parts together [52, p. 39]. At the syntactic and

conceptual levels, this scene shows that modernist female beauty is connected with

fragmented identity and the effort to become a coherent self.

Elizabeth Dalloway is represented by contrast with the general Dalloway

appearance. While the family is generally “fair-haired” and “blue-eyed,” Elizabeth

is “dark,” has “Chinese eyes in a pale face” and is described as gentle, considerate

and still [52, p. 114]. The description also uses flower imagery: she is compared to “a

hyacinth” sheathed in glossy green [52, p. 114]. This image suggests potential,

seriousness and psychological growth rather than simple physical perfection.

Sally Seton represents the beauty of youthful freedom. She appears in

Clarissa's memory wearing “pink gauze” and seems “all light, glowing, like some

bird or air ball” [52, p. 37]. She is admired for a kind of abandonment, “as if she

could say anything, do anything” [52, p. 35]. Her beauty is therefore verbalised not

only as appearance but as freedom, spontaneity and the ability to resist convention.

Clarissa also admires Lady Bexborough, who has “skin like crumpled leather”

but “beautiful eyes” and slow, dignified manners [52, p. 16]. The pragmatic meaning
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is important: beauty is not youth or delicacy, but public dignity and stoical endurance

after loss. The dataset notes that such examples make modernist beauty a form of

social performance and wartime resilience.

Therefore, the female figures in Mrs. Dalloway present a great diversity and

reflect the transformation of women's status and mentality in British society after the

First World War. Women are represented not only through appearance but also

through behaviour, memory, professional ambition, social role and inner life. The

analysis of the data files confirms that the key lexical field includes charming,

vivacious, light, upright, glowing and beautiful eyes; the figurative field includes bird,

jay, hyacinth, lily and light; and the conceptual field includes invisibility, selfhood,

ageing and social performance.
Table 4. Dataset-based linguistic patterns of female beauty in Mrs. Dalloway

Level Examples Character(s) Interpretation
Lexical charming, vivacious, light, upright,

nice hands and feet, dressed well
Clarissa Beauty as social charm and

poise despite age
Stylistic bird, jay, perched, beaked, hyacinth,

lily, glowing
Clarissa,
Elizabeth, Sally

Beauty as mobility, memory
and natural imagery

Syntactic contrasts between Lady Bexborough
and Clarissa; mirror syntax

Clarissa, Lady
Bexborough

Beauty becomes
psychological and
fragmented

Pragmatic charming woman; held herself well;
admired most

Clarissa, Lady
Bexborough

Beauty as social recognition
and public dignity

Conceptual invisible; unseen; not even Clarissa
any more

Clarissa Beauty shifts to identity,
ageing and consciousness

Thus, in Mrs. Dalloway, modernist female beauty is verbalised less through

fixed bodily perfection than through perception, consciousness, movement and self-

definition. Bird imagery, flower imagery, mirror syntax and social evaluation shift

beauty from the external body to the psychological and subjective self.

2.2.1 Dataset expansion: modernist perception, memory and ageing

The uploaded data-collection files for Mrs. Dalloway make the modernist part

of the thesis stronger because they identify not only isolated quotations but also

recurring linguistic functions. The main dataset groups the examples according to

character, page, linguistic expression, function, beauty type, keywords and diachronic

note [54; 55]. This makes it possible to show that beauty in Woolf’s novel is not a
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stable descriptive attribute. It appears as an impression, a memory, a social

performance, a moment of self-questioning and a contrast between possible selves.

The first dataset example describes Clarissa from Scrope Purvis’s external

view. She is called “a charming woman” and is associated with “a touch of the bird

about her, of the jay, blue-green, light, vivacious” [52, p. 11]. Unlike the Victorian

catalogues of Rosamond and Blanche, this description does not move through stable

body parts. It gives a fleeting impression: charm, colour, movement, posture and age

appear together. The same sentence notes that Clarissa is “over fifty” and has “grown

very white” since her illness [52, p. 11]. Thus, Woolf does not remove age from

beauty; she places age inside the impression of beauty. The result is a modernist

model in which female beauty is fragile but still vivid.

The second example concerns Clarissa’s self-perception. Instead of admiring

her body, she imagines what she might have been: dark like Lady Bexborough, slow

and stately, politically interested and dignified. Against this ideal she places her own

“narrow pea-stick figure” and “ridiculous little face, beaked like a bird’s” [52, p.

16]. This comparison is linguistically important because it reveals self-evaluation as a

form of internalised social judgement. The body is not simply described; it is

measured against an alternative social ideal. In terms of stylistics, the bird image is

ambivalent: from outside Clarissa is jay-like and vivacious, but from inside she is

beaked and ridiculous. The same figurative field therefore produces both charm and

anxiety.

The third dataset example, Lady Bexborough, develops a modernist counter-

ideal. Clarissa admires her because she is “slow and stately”, “very dignified” and

“very sincere” [52, pp. 13-14]. Her skin may be described as crumpled leather, but

her eyes remain beautiful [52, p. 16]. This is an important diachronic development.

Victorian beauty in Jane Eyre often links moral worth with spiritual light or youthful

delicacy. Woolf, however, links beauty with public bearing, emotional endurance and

social authority. The modernist beautiful woman may be marked by age, illness or

grief, but she can still possess dignity and presence.
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The fourth example is Clarissa’s memory of Bourton and the phrase “What a

lark! What a plunge!” [52, p. 3]. Beauty here is not even a body; it is a sensation of

morning air, youth, anticipation and temporal intensity. The dataset classifies this as

ephemeral, sensory and memory-based beauty. This is especially modernist because

Woolf’s stream-of-consciousness technique makes beauty appear through time rather

than through a static portrait. The beautiful moment is recovered as memory, and

memory is linguistic: it returns through exclamations, rhythm, repetition and sensory

metaphors.

2.2.2 Syntactic and pragmatic patterns in Mrs. Dalloway

At the syntactic level, Woolf often represents female beauty through fragments,

appositions and interrupted sequences rather than through orderly descriptive

paragraphs. The mirror scene is a clear example: Clarissa attempts to gather “the

whole of her at one point” and to draw “the parts together” [52, p. 39]. The syntax of

the sentence mirrors the work of self-construction. Modernist beauty is not a

complete image given to the reader from outside; it is a temporary unity formed from

scattered impressions. This is why functional and stylistic approaches are useful: the

sentence does not only describe Clarissa, it performs the act of assembling her social

self [35; 36].

Pragmatically, Mrs. Dalloway changes the position from which beauty is

evaluated. In Jane Eyre, external evaluators often judge women according to

appearance, rank or marriageability. In Woolf’s novel, evaluation moves between

external observers, female memory and interior monologue. Clarissa is seen by

Scrope Purvis, but she also sees herself; she remembers Sally, admires Lady

Bexborough and watches Elizabeth entering adulthood. This multiplicity of

viewpoints is central to modernist narration [38]. It means that beauty is no longer a

single public standard but a shifting relation between observer, memory and self-

consciousness.

Sally Seton’s beauty is particularly important because it appears through

Clarissa’s desire and admiration rather than through the male gaze. Sally seems “all
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light, glowing, like some bird or air ball” [52, p. 37]. She can “say anything, do

anything” [52, p. 35]. The words light, glowing and bird belong to the same

figurative field as Clarissa’s jay-like image, but Sally’s image is less anxious. She

represents freedom, sexual possibility and youthful rebellion. From the perspective of

feminist criticism, this female-to-female evaluation breaks the assumption that beauty

is always organised for male spectators [41; 42].

Elizabeth Dalloway introduces another modernist problem: beauty as

difference. The contrast between the Dalloways’ “fair-haired” and “blue-eyed”

appearance and Elizabeth’s “dark” look, “Chinese eyes in a pale face” and hyacinth-

like image shows that beauty is shaped by family norm, racialised description and

generational expectation [52, p. 114]. The phrase “Chinese eyes” should not be taken

simply as neutral praise; it marks Elizabeth as an object of exoticised perception. This

prepares the way for the contemporary section, where race and identity become

explicit parts of the beauty concept rather than marginal differences.
Table 5. Expanded dataset observations on female beauty in Mrs. Dalloway

Dataset
focus

Linguistic evidence Function Diachronic note

External
impression

charming, jay, blue-green,
light, vivacious, over fifty,
grown very white

Combines charm,
movement and ageing in
one impression

Beauty becomes fleeting and
perceptual rather than fixed

Self-
perception

narrow pea-stick figure,
ridiculous little face,
beaked like a bird’s

Shows internalised
anxiety and fragmented
self-evaluation

The woman evaluates herself
rather than only being
evaluated by others

Admired
maturity

slow, stately, dignified,
sincere, beautiful eyes,
crumpled leather

Constructs dignity and
endurance as beauty

Age and loss do not cancel
beauty

Memory
and youth

lark, plunge, fresh
morning, girl of eighteen

Turns beauty into
sensory time and
remembered intensity

Modernist beauty is
temporal and psychological

Female
admiration

Sally as light, glowing,
bird or air ball

Links beauty with
freedom and female
desire

Challenges the traditional
male gaze

The expanded modernist analysis therefore shows that the empirical part

cannot be limited to three or four beautiful phrases. Woolf’s language builds a

complex field of beauty where age, illness, memory, social class, gendered freedom

and self-perception are all linguistically present. The dataset supports this argument
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by making the examples comparable at different levels: lexical, figurative, syntactic,

pragmatic and conceptual.

2.3 Contemporary Female Beauty in Bernardine Evaristo’s Girl, Woman, Other

(2019)

Contemporary female beauty is multi-dimensional, reflecting various aspects

of true personality rather than merely a single youthful shell. In contemporary British

literature, beauty is increasingly connected with diversity, race, age, body, gender

identity, class and self-definition. Contemporary studies of beauty ideals also show

that women negotiate beauty standards in relation to self-determination, mental health

and social expectations [31; 32]. This original idea is retained, but the section is

reorganised according to linguistic fields rather than as a simple list of characters.

Girl, Woman, Other is a novel published in 2019 by British author Bernardine

Evaristo. It is one of the representative works of contemporary British fiction and

feminist literature and one of the British novels that most strongly represents diverse

female identities [53]. The novel depicts women of different generations, racial

backgrounds and classes. Female beauty is no longer an adornment to please the male

gaze; it becomes an expression of bodily politics, personal subjectivity, resistance and

self-definition.

The data-collection files provided for this section are used to make the analysis

more systematic. They classify examples according to lexical, figurative, syntactic,

pragmatic and conceptual levels and show that contemporary beauty in Evaristo's

novel is intersectional, decolonised, ageing-positive, queer, political and communal.

The first lexical field is self-fashioned and rebellious beauty, represented by

Amma, Yazz and Dominique. Amma's style is described through a vivid list:

“peroxide dreadlocks” trained to stand up “like candles on a birthday cake,”

together with silver hoop earrings, chunky African bangles and pink lipstick [53, pp.

9-10]. The syntactic list transforms appearance into a political and personal statement.

Yazz sees Amma's appearance as “a mad old woman look” and wants her to

dress like normal mothers [53, p. 10]. At the pragmatic level, this is a generational
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evaluation: the daughter judges the mother according to norms of normality, while

the mother's style resists them.

Dominique is described as “über-cool, totally gorgeous,” with “cut-glass

cheekbones” and “smoky eyes with thick black lashes” [53, p. 12]. This vocabulary

constructs beauty as Black lesbian coolness, glamour and bodily confidence. The

dataset interprets this as the reclamation of Black female beauty from colonial and

sexist typecasting.

The second lexical field is professional and disciplined beauty, represented by

Carole, LaTisha and Shirley. Carole's appearance is described through details such as

the balletic slope of her shoulders, a neat martial topknot, calligraphic eyebrows,

pearls and perfect makeup [53, p. 436]. LaTisha's later style includes “pleated navy

blue trousers” and a “crisp white shirt” [53, p. 179]. Shirley's younger appearance

includes perfectly straightened hair and a shiny, composed, neat and nice-looking

face [53, p. 27]. These lexical choices construct beauty as discipline, class mobility

and social respectability.

The third lexical field is embodied and maternal beauty, represented by Bummi.

In her youth she is called “a very pretty girl” [53, p. 153], but her adult beauty is

described as rich and sensual, with “generous folds of flesh” and “luxurious breasts”

[53, p. 170]. This representation resists narrow thin-body ideals and connects female

beauty with abundance, maternity and bodily presence.

The fourth lexical field is ageing and mature beauty. Winsome's later life in

Barbados is associated with sunlight, lyrical movement and radiance [53, p. 224].

Penelope is remembered as a glamorous beauty with “strawberry-gold curls” and a

summer glow [53, p. 266], but at eighty she has fierce eyes [53, p. 460]. Hattie is tall

and strong, with wiry grey hair [53, p. 460]. The conceptual meaning is that old age

can become vitality rather than loss.

The fifth lexical field is gender-fluid and diasporic beauty. Megan/Morgan is

once described through “blonde corkscrew curls” [53, p. 314], but later Morgan's

head is shaved smooth and shiny, and flame tattoos are visible under rolled-up white

shirt sleeves [53, p. 329]. Grace has a “lovely caramel face” and spiral curls that
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shine like dewdrops [53, p. 381], and is also called an Ethiopian beauty with

mysterious eyes [53, p. 411]. These examples show how contemporary beauty is

verbalised through gender expression, diasporic memory and natural imagery.

In Bernardine Evaristo's writing, beauty ultimately transcends the rhetoric of

the physical body. Feminine beauty is performative and protective. This aesthetic no

longer seeks only external approval but originates from resilient will, political

awakening and the right to define oneself. Every seemingly eccentric or conservative

aesthetic choice is a way for these women to define themselves, declaring that even

on the edge of multiple identities, they still possess the power to define their own

beauty.
Table 6. Dataset-based linguistic patterns of female beauty in Girl, Woman, Other

Lexical field Characters Examples Conceptual meaning
Self-fashioned
rebellious beauty

Amma, Yazz,
Dominique

dreadlocks, bangles, lipstick,
mad old woman look, über-
cool, gorgeous

Beauty as resistance
and self-styling

Professional
disciplined beauty

Carole, LaTisha,
Shirley

topknot, pearls, crisp white
shirt, neat, composed

Beauty as class
mobility and
respectability

Embodied/maternal
beauty

Bummi pretty girl, sensual beauty,
generous folds, luxurious
breasts

Beauty as body
presence and
maternity

Ageing/mature
beauty

Winsome,
Penelope, Hattie

radiant, fierce eyes, tall, strong,
wiry grey hair

Beauty as survival
and vitality

Gender-
fluid/diasporic
beauty

Megan/Morgan,
Grace

shaved head, tattoos, caramel
face, spiral curls, Ethiopian
beauty

Beauty as identity
and diversity

Thus, in Girl, Woman, Other, female beauty is verbalised through lexical fields

of hairstyle, clothing, body shape, skin colour, age, professional style, gender

expression and ethnic identity. Unlike Victorian beauty, which often depends on

moral purity and external delicacy, and unlike modernist beauty, which is centred on

consciousness and self-perception, contemporary beauty is plural, performative and

self-defined.

2.3.1 Dataset expansion: intersectional lexical fields in Girl, Woman, Other

The uploaded data for Girl, Woman, Other makes the contemporary section

broader and more empirical because it records linguistic material connected with race,
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age, sexuality, class, body shape, hair, clothing and self-presentation. In comparison

with Jane Eyre and Mrs. Dalloway, Evaristo’s novel does not simply replace external

beauty with inner beauty. It multiplies beauty standards and shows that each standard

is connected with a specific social position. This is why the contemporary concept of

female beauty is best described as intersectional: gender cannot be separated from

race, class, sexuality, age and cultural memory [45].

Amma’s appearance is the clearest example of beauty as self-fashioning. The

dataset records her “peroxide dreadlocks” standing up “like candles on a birthday

cake”, silver hoop earrings, chunky African bangles and pink lipstick [53, pp. 9-10].

This is a syntactic list similar in form to Victorian catalogues of beauty, but its

function is completely different. Rosamond’s catalogue produces conventional

perfection; Amma’s list produces deliberate eccentricity, Black feminist style and

political visibility. Yazz’s phrase “a mad old woman look” [53, p. 10] adds a

pragmatic conflict: the daughter judges the mother’s style, while the mother treats

ageing and nonconformity as freedom.

Dominique’s description uses direct aesthetic praise and physical catalogue:

she is “über-cool, totally gorgeous”, with “cut-glass cheekbones” and “smoky eyes

with thick black lashes” [53, p. 12]. Yet the conceptual context changes the meaning

of these words. Dominique’s beauty is not passive admiration; it is a challenge to

racist casting practices that imagine Black women only in subservient roles. In Black

feminist criticism, the politics of looking is inseparable from racial representation,

because visual culture often decides which bodies are considered beautiful,

respectable or desirable [44]. Evaristo reverses this pressure by making Black queer

beauty powerful, glamorous and self-aware.

The intergenerational dimension appears in Amma’s memory of feeling ugly

until African men told her she was not. The expression “African hips and thighs” [53,

p. 10] can be read in two opposite ways: as a racist and sexist stereotype when spoken

by a director, but as a reclaimed bodily feature when reinterpreted by Amma and her

community. The dataset describes this as racial, intergenerational and reclaimed

beauty. Unlike the Victorian body-part catalogue, which separates and idealises,
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Evaristo’s body vocabulary exposes the social history behind aesthetic judgement.

The body is not neutral; it carries colonial memory, gender stereotypes and

possibilities of resistance.

Ageing is another essential field. Amma is “in her fifties” and wants to

celebrate getting older because ageing is “a privilege” [53, pp. 10-11]. This reverses

both Victorian and modernist anxieties. In Jane Eyre, external beauty is often

connected with youthful complexion; in Mrs. Dalloway, ageing creates anxiety and

self-fragmentation. In Girl, Woman, Other, ageing can become survival, pleasure and

collective belonging. Ahmed’s work on emotion is helpful here because the affective

value of ageing changes: shame is replaced with joy, gratitude and resistance [46].

2.3.2 Syntactic, pragmatic and conceptual pluralisation

Syntactically, Evaristo often uses long accumulative structures, lists and

rhythmic sequences. These lists resemble the catalogues found in Victorian

descriptions, but they are less hierarchical and more expansive. They do not arrange

the female body according to a single ideal; they collect clothes, hair, body parts,

gestures, cultural signs and social meanings. The absence of conventional

punctuation in many parts of the novel also changes the rhythm of beauty description.

Instead of a closed portrait, beauty becomes flowing, spoken, communal and unstable.

Stylistically, this supports the contemporary concept of plurality: beauty is not one

harmonious image but a series of self-made signs.

Pragmatically, the key difference is that many women define themselves or

evaluate one another from within female, queer, Black or diasporic communities.

Beauty is not only given by male observers. It is negotiated by mothers and daughters,

friends, lovers, colleagues and communities. This is why Butler’s idea of gender

performativity is relevant: identity is not merely possessed but repeatedly performed

through clothing, gesture, speech and social practice [43]. Evaristo’s women perform

beauty through dreadlocks, tattoos, professional clothing, makeup, movement, ageing

bodies and refusal of respectability norms.
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Professional beauty is also complicated. Carole’s neat topknot, pearls, perfect

makeup and disciplined presentation construct beauty as social mobility [53, p. 436].

LaTisha’s later “crisp white shirt” and professional neatness [53, p. 179] show the

language of competence and respectability. Shirley’s straightened hair and composed

face [53, p. 27] reveal another side of the same field: the pressure to appear

acceptable in institutional spaces. Therefore, professional beauty is both empowering

and restrictive. It helps women enter social institutions but may also reproduce class

and racial expectations about respectability.

Gender-fluid beauty appears through Megan/Morgan. Earlier “blonde

corkscrew curls” [53, p. 314] give one gendered image, while Morgan’s shaved

smooth head, tattoos and rolled-up shirt sleeves [53, p. 329] create another. The shift

is not merely a change of hairstyle. It verbalises the movement from assigned

femininity to self-defined gender expression. The conceptual contrast with Jane Eyre

is strong: Jane’s beauty becomes independent within the category of womanhood,

while Morgan’s beauty questions the stability of the category itself.

Diasporic beauty is represented through Grace and other figures whose

appearance carries memory of migration, ancestry and cultural mixing. Grace’s

“lovely caramel face” and spiral curls shining like dewdrops [53, p. 381] combine

colour terminology with natural imagery. Yet unlike the rose-and-lily imagery of

Victorian beauty, these images are connected with Black and diasporic identity. The

same linguistic device - nature imagery - changes its cultural meaning across time. In

Brontë, flowers often idealise delicacy; in Evaristo, natural imagery can affirm ethnic

difference, family memory and embodied history.
Table 7. Expanded contemporary linguistic fields in Girl, Woman, Other

Field Examples Level Function
Black feminist
style

peroxide dreadlocks, hoop
earrings, African bangles, pink
lipstick

Lexical /
syntactic

Turns appearance into
political self-fashioning

Queer glamour über-cool, totally gorgeous, cut-
glass cheekbones, smoky eyes,
living goddess

Lexical /
pragmatic

Reclaims Black lesbian
beauty from typecasting

Ageing-
positive beauty

in her fifties, privilege to get older,
celebrate ageing

Conceptual /
affective

Replaces shame with
survival and joy

Professional topknot, pearls, perfect makeup, Lexical / Shows mobility,
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beauty crisp white shirt, composed face social respectability and
institutional pressure

Gender-fluid
beauty

shaved head, tattoos, rolled-up
sleeves, former curls

Lexical /
conceptual

Moves beauty beyond
binary gender norms

Diasporic
beauty

caramel face, spiral curls,
Ethiopian beauty, mysterious eyes

Stylistic /
cultural

Connects beauty with
ancestry and cultural
memory

As a result, the contemporary empirical material shows not one evolution but

several simultaneous expansions: from white to Black and diasporic beauty, from

youth to ageing, from heterosexual femininity to queer and gender-fluid identity,

from body size discipline to body presence, and from male evaluation to communal

self-definition. The language of Girl, Woman, Other is therefore not simply more

“modern” than the earlier texts; it is structurally more plural. It contains more

evaluators, more identities, more bodies and more competing standards of beauty.

2.4 Comparative Diachronic Analysis of Female Beauty Across Multiple

Linguistic Levels

The supervisor’s recommendation to add a subchapter comparing all three texts

diachronically across multiple levels is addressed in this part. The purpose of this

subchapter is not to repeat the analysis of Jane Eyre, Mrs. Dalloway and Girl, Woman,

Other separately, but to compare them through the same five-level framework

introduced in Chapter 1: lexical, stylistic, syntactic, pragmatic and conceptual. Such a

comparative section strengthens the empirical part of the thesis because it shows that

the selected examples are not isolated observations. They form a chronological

pattern in the linguistic construction of female beauty.

2.4.1 Lexical level: from complexion and delicacy to identity and style

At the lexical level, the most visible diachronic change is the widening of the

vocabulary through which beauty is named. In Jane Eyre, many markers of

conventional female beauty belong to complexion, hair, eyes and bodily proportion:

fair, white, ruddy, pink, golden, blue, dark, olive, regular, delicate, shapely and

graceful. These lexical units do not merely describe appearance; they activate

Victorian cultural expectations about delicacy, purity, class and feminine decorum.
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The recurrent body-part nouns eyes, brow, cheek, lips, hair, forehead, shoulders and

neck organise the female body as a set of visible features. This vocabulary

corresponds to a culture in which female beauty is strongly connected with

recognisable external signs [51].

In Mrs. Dalloway, the lexical field becomes less stable. Words such as

charming, vivacious, light, upright, glowing, delicate, pointed, dartlike, stately and

sincere do not form a single catalogue of perfection. They move between appearance,

posture, emotional energy and social role. The word charming is especially important

because it is not purely physical. It includes social effect, manners and the impression

created on an observer. Similarly, upright describes posture but also suggests social

composure. Woolf’s modernist vocabulary therefore connects beauty with presence

and perception rather than with fixed physical proportion [52; 54].

In Girl, Woman, Other, the lexical field expands even further. Beauty is

expressed through hairstyle, clothing, body type, race, age, gender expression and

class performance: dreadlocks, bangles, lipstick, trainers, harem pants, afro,

cheekbones, smoky eyes, topknot, pearls, crisp white shirt, tattoos, shaved head,

caramel face, spiral curls and wiry grey hair. Many of these words would not function

as traditional beauty markers in Victorian discourse. Their importance lies in self-

fashioning and social identity. Beauty is no longer only named by adjectives such as

beautiful or pretty; it is built by concrete cultural signs.
Table 8. Lexical diachrony of female beauty in the selected texts

Period / text Dominant lexical
fields

Typical units Conceptual effect

Victorian / Jane
Eyre

complexion, body
parts, moral
descriptors

fair, white, ruddy, eyes,
brow, lips, hair, intelligent,
benign

Beauty divided between
outer delicacy and inner
virtue

Modernist / Mrs.
Dalloway

impression,
movement, age,
posture, memory

charming, vivacious, light,
upright, glowing, stately,
sincere

Beauty as perception,
social performance and
consciousness

Contemporary /
Girl, Woman,
Other

race, style, body,
age, clothing,
gender identity

dreadlocks, afro, bangles,
tattoos, crisp shirt, caramel
face, wiry grey hair

Beauty as plural self-
definition and identity
performance

The lexical comparison demonstrates that the concept FEMALE BEAUTY

becomes less dependent on a narrow visual ideal and more connected with social

identity. This does not mean that appearance disappears. It means that appearance
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begins to carry more cultural information. Hair, skin, clothes and posture become

signs of race, class, age, sexuality, politics and self-definition. The movement is

therefore from external description to socially meaningful embodiment.

2.4.2 Stylistic level: from idealising imagery to fragmented and political imagery

The stylistic level shows another important transformation. In Jane Eyre,

beauty is often supported by religious, natural and light imagery. Helen’s radiance

and angel-like quality spiritualise her beauty; Rosamond’s rose-and-lily imagery

naturalises and idealises her complexion; Blanche’s dark colouring and jewels

dramatise her aristocratic glamour. These stylistic devices elevate female beauty, but

they also classify women according to familiar symbolic models: angel, flower, jewel,

lady. Metaphor theory helps explain this process because the source domains of light,

flowers and religion organise the target domain of female value [33; 34].

In Mrs. Dalloway, the dominant imagery is more unstable. Bird imagery

describes Clarissa as light, jay-like and perched, but also as beaked and ridiculous.

Flower imagery describes Elizabeth as a hyacinth not yet exposed to the sun. Light

imagery surrounds Sally as glowing and free. Unlike the Victorian image, the

modernist image is not always idealising; it can be self-critical, fragmentary and

ambivalent. Woolf’s imagery does not simply beautify women; it records the

instability of perception and memory. The same bird image can express vitality from

one perspective and anxiety from another [52; p37].

In Girl, Woman, Other, imagery becomes more openly political and identity-

based. Amma’s dreadlocks stick up like candles on a birthday cake; Dominique

becomes a living goddess; Grace’s curls shine like dewdrops; body size, hair texture,

clothing and colour terms become culturally charged signs. These images are not

universal decorations. They are attached to Black British, diasporic, queer and ageing

identities. The stylistic shift is therefore from idealisation to affirmation and

resistance. Beauty imagery no longer hides power relations; it exposes and reworks

them [44; 45].
Table 9. Stylistic diachrony of female beauty
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Text Main imagery Function Historical meaning
Jane Eyre angel, radiance, rose, lily,

jewels, light
Spiritualises or idealises
female beauty

Victorian beauty is
morally and symbolically
elevated

Mrs.
Dalloway

bird, jay, beak, hyacinth, air
ball, light

Makes beauty fleeting,
fragmented and
psychological

Modernist beauty is tied to
perception and memory

Girl,
Woman,
Other

dreadlocks like candles,
living goddess, curls like
dewdrops, tattoos

Turns beauty into
identity performance and
resistance

Contemporary beauty is
plural, racialised and self-
defined

This stylistic comparison is useful because it prevents the empirical analysis

from becoming a simple list of beautiful women. The important question is not only

which women are described as beautiful, but what images make them beautiful and

what cultural meanings those images carry. The same general stylistic resources -

light, nature, body imagery and comparison - remain present across periods, but their

functions change. In the Victorian novel they often support moralised idealisation; in

modernism they produce ambivalence; in the contemporary novel they become tools

of self-assertion and cultural critique.

2.4.3 Syntactic level: from catalogues to fragmentation and accumulative

plurality

The syntactic level reveals how descriptions are organised. In Jane Eyre,

conventional beauty is often built through catalogues. Rosamond and Blanche are

described by sequences of features: eyes, brow, forehead, cheeks, lips, teeth, chin,

hair, shoulders, neck and complexion. This structure gives the impression that beauty

can be assembled from separate visible parts. The catalogue is orderly and

classificatory, which corresponds to the Victorian desire to define and evaluate

femininity according to recognisable standards.

In Mrs. Dalloway, syntax becomes less stable. Woolf often uses interruptions,

parenthetical reflections, appositions and rhythmic fragments. Clarissa’s mirror scene

is syntactically significant because it describes the act of drawing parts together. The

sentence itself performs the effort to collect a fragmented self. The modernist syntax

therefore shifts from describing a completed image to recording the process of
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perception. Beauty becomes something momentarily assembled by consciousness

rather than something simply possessed by the body.

In Girl, Woman, Other, syntax becomes accumulative and plural. Evaristo’s

lists of clothes, hairstyles, accessories and bodily details can look similar to Victorian

catalogues at first glance, but they function differently. The Victorian catalogue often

measures a woman against an ideal; Evaristo’s lists create multiplicity and social

texture. They include everyday brands, ethnic markers, political styles, professional

uniforms and bodily features. This syntax is democratic and expansive: it allows

several kinds of beauty to exist in the same textual space.

From a functional perspective, these syntactic changes show that grammar is

not a neutral container for meaning. It shapes how female beauty is perceived. A

catalogue can objectify or classify; a fragmented sentence can express insecurity or

consciousness; an accumulative list can produce identity and social diversity [35].

Therefore, the syntactic level confirms the diachronic movement from fixed

description, through psychological fragmentation, to plural self-fashioning.

2.4.4 Pragmatic level: from external judgement to self-definition

The pragmatic level asks who evaluates beauty and for what purpose. In Jane

Eyre, many evaluations come from social standards, male expectations or narrative

comparison. Blanche is admired by society; Rosamond is described as a conventional

ideal; Georgiana is beautiful even when morally shallow. Jane’s own voice, however,

challenges the authority of these judgements. Her development turns the pragmatic

centre from being judged to judging and choosing. This is why her plainness is not a

weakness in the structure of the novel. It allows Brontë to detach female value from

external admiration.

In Mrs. Dalloway, pragmatic evaluation becomes multiple. Clarissa is seen by

Scrope Purvis, remembers Sally, compares herself with Lady Bexborough, imagines

how others see her, and worries about her role as hostess. Beauty is therefore a social

event. It is created between observer and observed, between public performance and

private insecurity. The modernist woman is not free from judgement, but she is aware



38

of judgement and often participates in it. This awareness creates the psychological

depth of modernist female beauty.

In Girl, Woman, Other, pragmatic evaluation is plural and communal. Beauty

is evaluated by daughters, mothers, lovers, friends, colleagues, communities and the

women themselves. This weakens the dominance of the male gaze as the main

evaluating position. Mulvey’s concept of the male gaze is important as a background

because earlier visual cultures often organise female beauty as spectacle for

masculine looking [42]. Evaristo’s text, however, multiplies looking positions: Black

women look at themselves and each other, queer women desire each other, older

women reinterpret ageing, and gender-fluid characters define their own presentation.

The pragmatic shift may therefore be summarised as follows: Victorian female

beauty is negotiated against social and male judgement; modernist beauty is filtered

through self-conscious perception; contemporary beauty is increasingly produced

through self-definition and community recognition. This does not mean that external

pressure disappears in the contemporary text. Racism, class judgement, sexism and

respectability politics remain. However, the linguistic representation gives women

more positions from which to answer and reinterpret those pressures.

2.4.5 Conceptual level: the diachronic transformation of FEMALE BEAUTY

At the conceptual level, the three texts show a clear but not simple

transformation. In the Victorian text, the dominant opposition is external beauty

versus inner beauty. Brontë does not reject beauty; she reorders it by placing moral

courage, intelligence and self-respect above decorative perfection. Jane Eyre

therefore moves the concept FEMALE BEAUTY from ornament toward moral

agency. This is why the plain heroine can become the central figure of beauty in a

linguistic and ethical sense.

In the modernist text, the central opposition is stable appearance versus

fragmented consciousness. Mrs. Dalloway does not present a single ideal of female

beauty. Clarissa, Sally, Elizabeth and Lady Bexborough each represent a different

relation between body, memory, age and social role. Beauty becomes psychological
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and temporal. It exists in the moment of being seen, in the memory of youth, in the

anxiety of self-perception and in the dignity of social performance. The concept

therefore moves from moral essence to subjective process.

In the contemporary text, the central opposition is singular ideal versus

plurality. Girl, Woman, Other does not simply add more beautiful women to the

tradition; it changes the conditions of beauty. Race, age, sexuality, gender identity,

body shape, hair, clothing and class become part of the concept itself. The beauty of

Amma, Dominique, Carole, Bummi, Winsome, Morgan and Grace cannot be reduced

to the same standard. This corresponds to intersectional feminist thinking, which

argues that women’s experiences are shaped by overlapping structures of gender, race,

class and sexuality [45].
Table 10. Comparative diachronic model of FEMALE BEAUTY across five levels

Level Jane Eyre Mrs. Dalloway Girl, Woman, Other
Lexical fair, pale, ruddy, eyes,

brow, lips, hair;
intelligent, benign

charming, light, vivacious,
upright, glowing, stately

dreadlocks, afro, tattoos,
bangles, topknot, caramel
face

Stylistic angel, radiance, rose, lily,
jewels

bird, jay, hyacinth, light, air
ball

candles, goddess,
dewdrops, tattoos,
professional style

Syntactic ordered catalogues of
body parts and features

fragments, mirror syntax,
interior apposition

accumulative lists of
clothes, body, hair and
style

Pragmatic social/male judgement
challenged by Jane’s self-
respect

multiple viewpoints and
self-conscious evaluation

self-definition and
communal evaluation

Conceptual beauty as inner virtue and
moral autonomy

beauty as consciousness,
memory and social
performance

beauty as plurality,
identity and agency

Overall, the comparison proves that the diachronic evolution of female beauty

in British literature is visible at every linguistic level. It is not only a thematic

development from “old” to “new” images of women. It is a change in vocabulary,

imagery, syntax, evaluative position and conceptual structure. Victorian beauty is

moralised and partially spiritualised; modernist beauty is psychological, unstable and

memory-based; contemporary beauty is intersectional, embodied and self-defined.

This new subchapter therefore directly expands the empirical part of the thesis and

answers the supervisor’s request for a comparative diachronic analysis across

multiple levels.
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CONCLUSION TO CHAPTER 2

The empirical chapter has been substantially expanded in order to provide a

fuller linguistic analysis and to answer the supervisor’s request that the empirical part

should be closer to fifteen pages. The added material keeps the original examples

from the three novels, but extends their interpretation through dataset-based

observations and a new comparative subchapter across lexical, stylistic, syntactic,

pragmatic and conceptual levels.

The empirical analysis of the three selected texts has shown that the concept of

female beauty undergoes significant diachronic transformation. In Jane Eyre, beauty

is structured through the contrast between conventional external perfection and inner

moral or intellectual strength. The most important lexical patterns are adjectives of

complexion, body-part nouns and moral/intellectual descriptors.

In Mrs. Dalloway, the dataset-based analysis shows that modernist female

beauty shifts from stable external description to consciousness, ageing, perception

and memory. The lexical field includes charming, vivacious, light, upright and

glowing; the figurative field includes bird, jay, hyacinth and light; and the conceptual

field includes invisibility, selfhood and social performance.

In Girl, Woman, Other, the dataset-based analysis shows that the concept

becomes plural and intersectional. Lexical fields of Black style, hair, clothes, body

shape, age, colourism, queer community and professional respectability create a

broad contemporary understanding of beauty. This contemporary model treats beauty

as self-definition, resistance, community and identity.

Table 11. Diachronic movement of the concept FEMALE BEAUTY in the

selected texts

Period Text Dominant linguistic pattern Conceptual model
Victorian Jane Eyre complexion adjectives, body-part

catalogues, moral/intellectual adjectives,
angel/light imagery

Beauty as morality,
intelligence and self-
respect

Modernist Mrs.
Dalloway

bird/flower imagery, mirror syntax,
social evaluation, ageing vocabulary

Beauty as consciousness,
memory and social
performance

Contemporary Girl,
Woman,
Other

hairstyle, body, clothing, race, age and
gender-identity vocabulary

Beauty as plurality,
identity, resistance and
self-definition
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CONCLUSION

In modern linguistics, concept is a complex and central term. It is connected

with cognitive psychology, cognitive linguistics and cultural linguistics. The analysis

has shown that female beauty is not merely a simple aesthetic idea but a lexical,

cultural and social construct. From a linguistic perspective, people's understanding

and expression of female beauty are conveyed through vocabulary, sentences,

rhetorical devices, pragmatic evaluation and conceptual structures.

An analysis of British literature from different periods reveals that the concept

of female beauty has been constantly evolving. During the Victorian era, due to social

circumstances, descriptions of female beauty in literature emphasized moral

standards such as purity, gentleness and obedience. In Jane Eyre, these stereotypes

are challenged through Jane's self-respect and Helen Burns's noble spirit.

In the modernist period, the focus shifted to the inner world and spiritual realm

of women, and female beauty gradually moved from external appearance to

psychology and subjective consciousness. Mrs. Dalloway showcases the development

of female subjectivity. Clarissa Dalloway, Sally Seton, Elizabeth Dalloway and Lady

Bexborough are represented not simply as beautiful bodies but as figures of memory,

freedom, ageing, dignity and social performance.

In contemporary British literary history, female beauty has become more

diverse and individualized. Girl, Woman, Other emphasizes individuality, identity

and the breaking away from a single aesthetic standard. Contemporary female beauty

is connected with race, age, class, body type, gender identity and self-definition. The

data-collection files used make these patterns clearer by organising the examples into

lexical, figurative, syntactic, pragmatic and conceptual levels [54; 55; 56; 57].

Therefore, from a linguistic perspective, the concept of female beauty is

constantly being redefined with the development of society and culture. Concepts in

language are influenced by the times, historical background and cultural values.

Studying these concepts helps us understand the female images created in literature

and the influence of language on concepts.
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In conclusion, studying the concept of female beauty in British literature across

different periods helps us understand the development of British literature and the

evolution of feminist thought, and further illustrates the close connection between

language, literature and society. Literature, as a tool of language, continuously

expands and reshapes the space of female value.
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SUMMARY

На сучасному етапі лінгвістичних досліджень значну увагу приділяється

взаємодії між мовою, мисленням та культурою. Одним із ключових понять у

когнітивній лінгвістиці та культурній лінгвістиці є «концепт», оскільки він

відображає те, як певна спільнота конструює досвід та виражає знання про світ.

У цій статті використовуються три британські літературні твори — «Джейн

Ейр» Шарлотти Бронте, «Місіс Делловей» Вірджинії Вулф та «Дівчата, жінки

та інші» Бернардін Еварісто — як матеріали для дослідження концепції жіночої

краси з діахронічної точки зору.

Об'єктом цього дослідження є концепція жіночої краси в британській

літературній культурі. Зміст дослідження охоплює лексичні, стилістичні,

синтаксичні, прагматичні та концептуальні вираження концепції жіночої краси

у вибраних текстах.

У першій частині з'ясовуються основні теоретичні терміни: концепт, ідея,

значення, концептуальне поле, лінгвістична репрезентація та лексичне

вираження. Жіноча краса вважається естетичною, культурною та лінгвістичною

категорією. У статті також пропонується п'ятирівнева лінгвістична

класифікація: лексичний, стилістичний, синтаксичний, прагматичний та

концептуальний рівні.

У другій частині аналізуються три літературні твори. У *Джейн Ейр*

жіноча краса виражається через контраст між зовнішньою привабливістю та

внутрішньою моральною силою. У *Місіс Делловей* модерністська краса

асоціюється з пам'яттю, віком, самосвідомістю та образами співу птахів і

запашних квітів. У *Дівчата, жінки та інші* сучасна краса постає як

різноманітна, міждисциплінарна, расова та гендерно-специфічна, і пов'язана з

такими факторами, як тіло, вік, стиль, професійна кваліфікація та

самовизначення.

Крім того, у цій статті також проводиться діахронічне порівняння цих

трьох творів на рівнях словникового запасу, стилю, синтаксису, прагматики та
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концепцій. Це дозволяє нам продемонструвати перехід від моралізованої та

частково екстерналізованої естетичної моделі вікторіанської епохи до

модерністської психологічної моделі, а потім до сучасної моделі

різноманітності, ідентичності та автономії.
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