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ABSTRACT

This article examines the linguistic and stylistic mechanisms
through which Jane Austen constructs the image of the “new
woman” in her major novels, with particular attention to Pride
and Prejudice, Sense and Sensibility, Emma, and Persuasion.
The study focuses on the relationship between language,
characterization, gender, and female agency. The research
investigates such features as irony, free indirect discourse,
dialogue, evaluative  vocabulary, —modality, politeness
strategies, forms of address, and syntactic organization. The
analysis demonstrates that Austen’s female protagonists are
represented not merely through explicit authorial description
but primarily through their speech, thoughts, communicative
choices, and interaction with other characters. The findings
indicate that linguistic independence functions as an important
component of female agency in Austen’s fiction. Through witty
dialogue, ironic expression, indirect resistance, and the
representation of female consciousness through free indirect
discourse, Austen challenges conventional representations of
women in early nineteenth-century English society. The study
concludes that the “new woman” in Austen’s fiction is
constructed through a complex interaction of linguistic,
stylistic, pragmatic, and narrative devices.
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agency, linguistic features, irony, free indirect discourse,
dialogue, gender, poetics.
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INTRODUCTION

Jane Austen occupies a distinctive position in English literary
history because her novels combine social observation,
psychological characterization, irony, and linguistic sophistication.
Although her works are frequently associated with romantic
relationships and marriage plots, Austen’s fiction also provides a
complex representation of women’s social position and their
search for intellectual, emotional, and personal autonomy.

The female protagonists of Austen’s novels differ
considerably from the stereotypical female characters of their
historical context. Elizabeth Bennet in Pride and Prejudice,
Elinor and Marianne Dashwood in Sense and Sensibility, Emma
Woodhouse in Emma, and Anne Elliot in Persuasion
demonstrate different forms of female consciousness and agency.
Their individuality is expressed not only through their actions but
also through their language.

The concept of the “new woman” in this study does not refer
exclusively to the late nineteenth-century literary and social
movement commonly associated with the term. Rather, it denotes
an emerging female character who demonstrates independent
judgment, intellectual self-awareness, emotional autonomy,
resistance to restrictive social expectations, and an active voice in
interpersonal communication.

Austen’s linguistic choices are particularly significant in
constructing such characters. Female protagonists frequently
participate actively in conversations, challenge male and social
authority, express disagreement, evaluate social norms, and
formulate independent opinions. Their language therefore
becomes an important means of representing female subjectivity.

Jane Austen's six completed novels, produced between 1811
and 1817, represent one of the most studied corpora in the
English-language literary tradition. The scale of scholarly
attention is itself instructive: over two centuries, criticism has
moved from treating the novels as pleasantly domestic
entertainments to recognising them as technically sophisticated
interventions in the history of narrative form and in the social
history of gender. Yet this extensive international bibliography
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sits in sharp contrast to the near-absence of systematic Austen
scholarship within Uzbek literary studies. Individual chapters in
general English-literature survey courses briefly note Austen's
name; one or two novels have been translated into Uzbek; but no
dedicated monograph or dissertation has yet subjected her artistic
method to rigorous analysis in the Uzbek scholarly tradition.
First, it contends that Austen's most significant artistic
contribution is the systematic deployment of free indirect
discourse, which positions the female consciousness as the
primary epistemological site of realist fiction. Second, it argues
that her social critique-especially of the marriage market and
class stratification-operates not through authorial declaration but
through narrative architecture. Third, it traces the genealogical
line from Austen's method to the "Austen School," a tradition
running through George Eliot, Henry James, and Virginia Woolf.

SOCIO-HISTORICAL CONTEXT, WOMEN IN LATE GEORGIAN AND
REGENCY ENGLAND

This project focuses on examining the gender roles and
expectations assigned to women during the 19th century,
specifically drawing parallels with her work Emma. This
approach allows for an analysis of the established social structure
and the challenges women faced during that historical period.

It is worth noting that, although English society underwent
significant changes during this era, such as the Agricultural
Revolution and the emergence of the concept of public welfare,
women saw no corresponding progress. While a formal education
system did not yet exist, upper-class girls were educated by
governesses, leaving the rest in a state of limbo where their
education relied on Sunday schools. The patriarchal system
maintained not only that women were irrational beings but also
that they required the care and protection of men to guide them
along the proper path; this fostered a profound gender inequality
that persisted into subsequent centuries.

Any adequate reading of Austen's fiction must begin with the
legal and social world it represents. In late eighteenth- and early
nineteenth-century England, a woman's identity was, in the eyes
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of the law, almost entirely derivative of the men to whom she
was attached. The doctrine of coverture, codified in Blackstone's
Commentaries on the Laws of England (1765-1769), held that
upon marriage a woman's legal personhood merged with that of
her husband: she could not own property in her own name, enter
into contracts, or sue in court (Shanley 1989; Stone 1977). The
entail system, whereby estates descended exclusively through the
male line, meant that daughters were structurally dependent on
the marriage market for economic survival — a point dramatized
with striking clarity in the situation of the Bennet family in Pride
and Prejudice.

The "separate spheres" ideology that dominated Regency
society assigned women exclusively to the private realm:
domestic management, child-rearing, and the cultivation of
accomplishments designed to enhance their value in the marriage
market. Upper- and middle-class girls were trained in French,
music, drawing, and dancing not for intellectual development but
for social display (Vickery 1998; Davidoff & Hall 1987). The
Victorian ideal of the Angel in the House (Patmore 1854-1862)
extended this model, constructing the ideal woman as passive,
selfless, and morally irreproachable — while men were subject to
no equivalent standard.

These constraints are the material conditions that Austen's
fiction both represents and, through irony and narrative form,
critiques. The socio-historical context is not background; it is the
substance of the social analysis that runs through every Austen
novel. As Wollstonecraft (1792) argued in A Vindication of the
Rights of Woman — a text that was circulating during Austen's
formative years — women's apparent irrationality was the product
of an education designed to cultivate ornament rather than
reason. Austen's response to this argument is, characteristically,
novelistic rather than polemical: she creates female characters
whose reason and moral intelligence are the narrative's primary
evaluative instrument.

Austen further distinguishes Elizabeth through her handling
of the marriage market. Elizabeth's refusal of Collins—a refusal
that her own mother and father initially receive with alarm, given
the economic stakes — constitutes a declaration of principle: she



LINGUISTIC FEATURES OF JANE AUSTEN’S WORKS 1229

will not exchange her inner life for financial security. This
refusal carries more weight when we recall that, under the entail,
the Bennet women face genuine destitution after Mr. Bennet's
death. Elizabeth's idealism is therefore not a luxury of position—it
is a form of existential courage. Her eventual acceptance of
Darcy is carefully structured to preclude any suspicion of
economic motivation: she accepts him only after he has
undergone genuine moral transformation, and only after she has
refused him once. The final marriage is presented as a union of
intellectual equals and moral peers.

Emma Woodhouse is a different kind of heroine. Where
Elizabeth Bennet's intelligence is directed outward — reading
others, evaluating society Emma's is turned inward upon an
endlessly elaborated fiction of herself as social choreographer.
The novel's famous opening "Emma Woodhouse, handsome,
clever, and rich, with a comfortable home and happy disposition,
seemed to unite some of the best blessings of existence" is
simultaneously a declaration of privilege and an ironic
announcement of the novel's central subject: the gap between
seeming and being (Austen 1815/2008: 1). Emma seems to unite
these blessings; whether she does is what the narrative
investigates.

The key to Emma's characterisation is that her social and
economic freedom — she is not compelled to marry, she is not
financially dependent — paradoxically produces the novel's
central moral problem. Without the external pressure of
economic necessity that shapes the choices of Jane Fairfax and
Harriet Smith, Emma's intelligence has no natural check. She
applies it to the management of other people's romantic lives,
constructing narratives about them that are driven more by her
own imaginative desires than by accurate observation. Her
misreading of Mr. Elton's intentions, of Frank Churchill's
character, of her own feelings for Knightley—are not failures of
intelligence but of self-knowledge, which Austen consistently
treats as a different and higher faculty.
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DIALOGUE, FREE INDIRECT DISCOURSE, AND INTERIOR
MONOLOGUE

Mikhail Bakhtin's theory of the dialogic imagination holds that
every utterance is simultaneously addressed to a speaker and a
listener, and that the collision of different social voices is the
constitutive principle of the novel form (Bakhtin 1981). Austen's
practice anticipates this theoretical formulation in striking ways.
In her novels, dialogue is not primarily a vehicle for plot
information; it is the primary instrument of characterisation.
What a character says, how they say it, to whom, and in what
register — these factors constitute personality in Austen's fictional
world more definitively than authorial description or the
judgments of other characters.

This principle is visible in the contrast between Elizabeth
Bennet's dialogues and those of the novel's less admirable
characters. Collins's proposal speech is a tour de force of comic
characterisation: his elaborate enumeration of the reasons for
marrying, his repeated insistence that Elizabeth's refusal must be
a conventional display of modesty, his failure to register her
actual words—all of this is rendered entirely through dialogue,
without authorial comment. The reader understands Collins's
moral and intellectual deficiency through the texture of his
speech alone. Elizabeth's reply is equally revealing: "I am very
sensible of the honour of your proposals, but it is impossible for
me to do otherwise than decline them" (Austen 1813/2008: 108).
The sentence's formal courtesy is a stylistic form of self-
assertion: she will not be misread.

In Emma, dialogue serves the additional function of
dramatising the processes of self-deception. Emma's
conversations with Harriet about Robert Martin are a sustained
exercise in manipulation that Emma herself does not recognise as
such; her warmth, her apparent concern for Harriet's happiness,
and her genuine good nature coexist with her unconscious project
of making Harriet an instrument of her own romantic fantasies.
The dialogue conveys both layers simultaneously, which is why
these scenes reward rereading: the first time, the reader shares
Emma's perspective; on subsequent readings, the manipulative
structure becomes visible.
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The consequences of this technique for the representation of
female subjectivity are profound. Earlier novels that attempted to
render female interiority had two basic options: the epistolary
novel (Richardson's Pamela, Clarissa), which gives women a
first-person voice but at the cost of severe structural constraint;
or the omniscient narrator, which reports on women's
consciousness from the outside and thereby renders them objects
of observation. FID gives Austen a third option: we inhabit
Elizabeth's or Emma'’s consciousness from within, sharing their
perceptions and misperceptions, while the author's ironic distance
— enacted through subtle discrepancies between the character's
register and the narrator'sremains available to attentive readers.
The result is that the female mind becomes simultaneously the
novel's subject and its primary cognitive instrument.

Emma perfects this technique. The novel is narrated so
closely through Emma's perspective that the reader is, for large
stretches, as deceived as Emma herself. We are told that Frank
Churchill is "so very good-humored himself, that it was
impossible for him to dislike any one" (Austen 1815/2008: 224)
but this is Emma's assessment, colored by her liking for Frank,
and the novel gradually reveals its inadequacy.

MARRIAGE, CLASS, AND THE LIMITS OF FEMALE AGENCY

Austen's social critique operates not through authorial
denunciation but through the careful organization of contrasting
narrative outcomes. Marriage in her fiction is simultaneously the
most intimate of personal choices and the most consequential of
economic transactions, and the novels refuse to resolve this
tension into a simple hierarchy. The opening sentence of Pride
and Prejudice — which Johnson (1988) has analysed as an
example of Austen's "tactical irony" — frames the entire novel:
the "truth universally acknowledged" that a wealthy man must
want a wife is not presented as nature or divine ordinance but as
social convention, and conventions can be questioned.

Lydia's elopement with Wickham represents the opposite
failure mode: pure appetite unchecked by social judgment. The
consequences — near-ruination of the family's social standing, the
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necessity of a bribe to secure a marriage that Wickham would
otherwise not have contracted-dramatize what unchecked
impulse costs in a society governed by reputation. Elizabeth and
Darcy's union, by contrast, is constructed as the synthesis: a
marriage founded on genuine mutual respect, preceded by
reciprocal misunderstanding and growth, and conditioned by
genuine economic reality (Darcy's Pemberley is both a romantic
and an economic fact).

The class analysis in Pride and Prejudice is equally
systematic. The novel maps multiple forms of distinction:
hereditary aristocracy (Lady Catherine de Bourgh), landed gentry
(Darcy, Bingley), professional middle class (the Gardiners), and
the more precarious gentility of the Bennets. Darcy's initial pride
is not merely a personal failing; it is an ideological disposition
produced by and sustaining a system of hereditary privilege. His
transformation—his willingness to act against class interest on
behalf of Lydia, his acceptance of the Gardiners as Elizabeth's
relationsthus simultaneously a romantic and a social event.

THE "AUSTEN SCHOOL" IN VICTORIAN AND MODERNIST FICTION

F. R. Leavis's The Great Tradition (1948) established the
canonical genealogy: Austen — George Eliot — Henry James —
Joseph Conrad. This lineage has been contested — most obviously
in its exclusion of Dickens, the Bronte’s, and Hardy — but it has
proved durable as an account of one central strand of the English
novel: domestic scale, moral seriousness, psychological depth,
and the subordination of plot to consciousness. The term "Austen
School" captures this tradition's essential features without
prejudging its boundaries.

George Eliot is Austen's most important Victorian successor.
Middlemarch (1871-1872) deploys the social realism of Austen's
method — the close observation of a provincial community, the
analysis of marriage as both personal and economic institution —
and extends it in two directions: towards a broader social canvas
that includes the professional middle class and the working poor,
and towards a more explicitly philosophical register. Dorothea
Brooke is an Austen heroine raised to a higher pitch: her
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intelligence, her moral seriousness, her capacity for self-delusion
are all Austenian properties, but she inhabits a world where the
constraints are not just social but metaphysical.

Charlotte Bronté's relationship to Austen was explicitly
antagonistic: she found Austen's novels cold, deficient in passion,
excessively concerned with social surface. Yet Jane Eyre (1847)
reproduces several of Austen's structural commitments: the
intelligent, self-respecting female protagonist who refuses to
subordinate her moral principles to social or economic
advantage; the love relationship structured as an equality of
minds rather than a hierarchy of beauty and wealth; the insistence
that marriage must be founded on mutual respect rather than
economic calculation or social propriety.

Virginia Woolf's essay on Austen in The Common Reader
(1925) is the most perceptive single account of Austen's technical
innovation. Woolf identifies what she calls Austen's
"transparency" — her ability to conceal her art so completely that
the reader experiences not writing but life — as the defining
quality of her genius. Woolf's own stream-of-consciousness
technique in Mrs Dalloway (1925) and To the Lighthouse (1927)
can be read as the logical terminus of Austen's FID: where
Austen merges narrator and character while maintaining a
palpable ironic distance, Woolf dissolves that distance entirely,
submerging the reader in the uninterrupted flow of
consciousness. The "Austen School” tradition thus runs, through
James and Woolf, from the Regency drawing room to the heart
of literary modernism.

DISCUSSION

The findings reported in this article support a reading of Austen
as a foundational figure in the history of the English novel not
despite the smallness of her social canvas but because of the
depth at which she excavates it. Three dimensions of this
contribution deserve particular emphasis.

First, Austen's narrative poetics constitute a genuine
technical innovation. Before Austen, the novel could either give
women a first-person voice (at the cost of structural constraint) or
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observe them from the outside (at the cost of reducing them to
objects). This innovation did not go unnoticed by Austen's
successors; it became the technical foundation of the
psychological novel.

Second, Austen's social critique of the marriage market and
class structure operates at a level of precision that is inseparable
from its narrative form. She does not denounce the entail system
or coverture; she shows, through the detailed representation of
individual choices and their consequences, what these structures
cost in human terms.

Third, the concept of the "Austen School" provides a
productive analytical framework for understanding the genealogy
of British literary realism. The five defining principles —
domestic scale as epistemological choice; the female character as
the novel's moral and cognitive centre; psychological depth over
plot event; irony as a mode of social perception; and character
growth through self-knowledge rather than external adventure—
constitute a coherent literary tradition that can be traced from
Austen's Regency novels through Victorian fiction to high
modernism. This genealogy is not merely academic; it is also a
history of the ways in which the novel has represented and
interrogated the social experience of women.

CONCLUSION

This article has argued that Jane Austen's contribution to English
literary history is threefold: technical, social, and genealogical.
Technically, she invented and systematized free indirect
discourse as a means of rendering female subjectivity from
within, creating the narrative infrastructure that would sustain
British psychological fiction from the Victorian period through
literary modernism. Socially, she embedded a sustained critique
of the marriage market, the entail system, and class stratification
within comic narrative structures, making social analysis
inseparable from formal pleasure.

Elizabeth Bennet and Emma Woodhouse remain compelling
characters two centuries after their creation not because they are
romantic heroines in any conventional sense but because they
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embody a form of intelligence that the novels consistently validate:
self-critical, socially observant, capable of error and of recovering
from error. Their particular form of intelligence is also a feminist
proposition: not programmatic or polemical, but structural. By
making the female mind the primary instrument of moral and
social knowledge in her fiction, Austen wrote the argument for
women's intellectual equality into the form of the novel itself.

For Uzbek literary studies, Austen's work represents a still
largely untapped resource for comparative, narratological, and
gender-critical analysis. Future research should prioritise three
areas: the translation studies dimension (how FID is handled in
Uzbek translations); the comparative dimension (Austen and
Russian realism; Austen and early Uzbek women's writing); and
the pedagogical dimension (how Austen's novels can be used to
introduce students to the analytical categories of narrative poetics
and gender studies simultaneously). The present article is offered
as a contribution to opening these questions within the Uzbek
scholarly community.
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