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INTRODUCTION
Cognitive linguistics (from English cognition «knowledge», «cognitive ability») considers language functioning as a kind of cognitive activity, and studies cognitive mechanisms and human consciousness structures through language phenomena. 
The purpose of cognitive science is to trace the processes of perception, categorization and comprehension of the world [3, p.8]. The complexity of cognitivism consists in the following: thought processes are not data of the researcher in direct observation; linguists, structuring conceptual models in their intelligence, make conclusions that often remain hypothetical. Modern cognitive science focuses on problems that are associated with the systematization of information flow. The focus is on features of the process of knowledge, analysis and synthesis of received information [18, p.3]. Of particular interest are the processes of categorization, classification of the world, as well as systems that provide various types of activities with information.

In modern linguistics, the term "conceptual analysis" has spread relatively recently (primarily in the writings of  Y.Apresyan, N.Harutyunova, M.Johnson, V.Kononenko, O.Kubryakova, J.Lakoff, O.Selivanova, B.Uspensky), but today it is considered as one of the leading method of research in various humanities - cognition, philosophy, linguistics, gender science, cultural studies, the theory of intercultural communication, sociology, and psychology. According to O.Kubryakova, this is a "method of cognitive science, consisting in an attempt to combine the data of various sciences, to harmonize and to find meaning in their relations". According to O. Selivanova, it is based on the methodology of rationalism and functionalism, general scientific procedures of formalization, idealization and modeling [66, pp.194-197].

Nowadays the notion “concept” is connected not only with the linguistics and language development, but with the philosophy, logic, cultural studies and different other aspects of our life. That makes it evident that the research within the means of linguistic representation of different concepts, the structure and national peculiarities of the concept’s content, modeling the conceptual and language picture of the world are definitely up-to-date areas of linguistic research.
The relevance of the research topic of the master's work is due to the fact that cognitive science has recently become widespread. We notice the phenomenon when we change the system-structural paradigm in linguistics, where language is interpreted as a kind of strictly organized system, in which each phenomenon has its value depending on the place in this system, and where clear boundaries were drawn between linguistic synchrony and diachrony, language and speech, sound and phoneme, morph and morpheme, word and lexeme, meaning and meaning, expression and sentence, etc., came cognitive linguistics, which regards language not as a system in itself and for itself, but in connection with a person without which occurrence and the operation of this system would be impossible. 
Among the problems of cognitive linguistics, namely the study of the processes of production and understanding of natural language, the principles of linguistic categorization, types of conceptual structures and their linguistic correspondences, cognitive-semantic supercategories, the study of spatial relations of types of conceptualization of movement in language, the physical basis of human consciousness, metaphysics and metonymic relations in language the leading role belongs to the study of concepts.
The research material is a dictionary definition and interpretation of the mind substantive, its synonyms and antonyms as well as their linguistic usage in the English idioms.  Our study focuses on the conceptual sphere of English-language novelty discourse and the definition of the concept Beauty in O. Wilde's novel The Picture of Dorian Gray.
That's why the aims of master's work is to review the concept Beauty in the novel of O. Wilde “The Picture of Dorian Gray”.
The objective of research of master's work is determination of the concept Beauty in English conceptual system. 

The subject of master's work is the novel of O. Wilde “The Picture of Dorian Gray”.
The aim of our investigation causes the necessity of solving the followings tasks:
· to research the theoretical foundations of the concept in novelistic discourse;

· to explore the conceptual system and conceptual picture of the world in Terminology of cognitive linguistics;
· to determine the definition of concept;
· to characterize the concept  Beauty in English linguistics;
· to conduct a practical research of discursive measurement of verbalization of concept  Beauty;
· to review the сreativity by Oscar Wilde;
· to analyze the concept  Beauty in the novel of O. Wilde  “The Picture of Dorian Gray”;
· to make up the кendering adjectives of lexico-semantic group human appearance and beauty in the Ukrainian translation of “The Picture of Dorian Gray” by Oscar Wilde.

Theoretical and methodological bases of research are scientific publications about concept  Beauty, materials research conferences, official websites on the Internet and practical materials, periodicals: “Stylistic studies”, “Philology”, “Current Issues of Foreign Philology”, “Language and Culture”, “Problems of semantics of words, sentences and text”, “Linguistic Bulletin”, “Current Research on Foreign Philology”, “New pedagogical ideas” and others.
The study used theme of methods, including:

−  general methods of analysis, synthesis and systematic approach to clarify the inner essence and nature of the concept  Beauty;

− methods of linguistic analysis, clustering, comparison and classification of concept  Beauty in the novel of O. Wilde  “The Picture of Dorian Gray”.
The goal of our research is to analyze the concept  Beauty in the novel of O. Wilde  “The Picture of Dorian Gray”.

We can achieve a goal with the help of sketchy description method.
The structure of the master's work.  The investigation consists of the Introduction, Chapter 1, Chapter 2, Chapter 3, General Conclusions and References. 
The first section reveals the theoretical foundations of the concept in novelistic discourse. The second section characterizes the concept  Beauty in English linguistics. The third section analyzes a practical research of the concept  Beauty in the novel of O. Wilde  “The Picture of Dorian Gray”. 
While doing the linguistic research, the following methods have been used: method of contextual analysis, distributive method, the method of dictionary definitions analysis.
CHAPTER 1. THEORETICAL FOUNDATIONS OF THE CONCEPT IN NOVELISTIC DISCOURSE.

1.1. Conceptual system and conceptual picture of the world in Terminology of cognitive linguistics.
The referential approach to a language sign has dominated in linguistics throughout the 20th century. Interpretations of concept and meaning were introduced in accordance with the classical way of categorization, independently of human mind and linguistic usage.

The shift to cognitive and functional perspective of linguistic knowledge in the 70s of the 20th century shaped the linguistic science closer to human thinking and goals of communication. Linguistics became anthropocentrically oriented, psychologically grounded and aimed at discursive mechanisms interwoven with interlocutors’ understanding of the world. Concept in cognitive linguistics is defined as “an operative unit of consciousness” [10] corresponding to a particular sign, it refers to categorization and conceptualization in the on-going process of interaction.

Concept in Cognitive-communicative Terminology is presented as an unstable knowledge entity potentially reified in the new communicative situation. General and specialized knowledge evolving in professional discourse are biased with cognitive mechanisms and embodied cognition of an individual. The variability of concepts in specialized discourse is underlined by human intentions, type of discourse and contextual grounding.

A linguistic meaning and a concept are regarded to be the central issues in the language science. The efforts to treat them in every detail are associated with the desire to reveal their peculiar nature and to construe the existing body of content according to the intellectual movement in the history of linguistic thought.

Cognitive Linguistics is an approach to the analysis of natural language that originated in the late seventies and early eighties in the work of George Lakoff, Ron Langacker, and Len Talmy, and that focuses on language as an instrument for organizing, processing, and conveying information. Given this perspective, the analysis of the conceptual and experiential basis of linguistic categories is of primary importance within Cognitive Linguistics: the formal structures of language are studied not as if they were autonomous, but as reflections of general conceptual organization, categorization principles, processing mechanisms, and experiential and environmental influences.

Because Cognitive Linguistics sees language as embedded in the overall cognitive capacities of man, topics of special interest for Cognitive Linguistics include: the structural characteristics of natural language categorization (such as prototypicality, systematic polysemy, cognitive models, mental imagery, and metaphor); the functional principles of  linguistic organization (such as iconicity and naturalness); the conceptual relationship between syntax and semantics (as explored by Cognitive Grammar and Construction Grammar); the experiential and pragmatic background of  language-in-use; and the relationship between language and thought, including questions about relativism and conceptual universals.

Crucially, there is no single doctrine according to which these research topics are pursued by Cognitive Linguistics. In this sense, Cognitive Linguistics is a flexible framework rather than a single theory of language. In terms of category structure, we might say that Cognitive Linguistics itself, when viewed as a category, has a family resemblance structure: it constitutes a cluster of many partially overlapping approaches rather than a single well-defined theory.

The recognition that Cognitive Linguistics has not yet stabilized into a single theory should not prevent us from looking for fundamental common features and shared perspectives among the many forms of research that come together under the label of Cognitive Linguistics. An obvious question to start with relates to the “cognitive” aspect of Cognitive Linguistics: in what sense exactly is Cognitive Linguistics a cognitive approach to the study of language?

Against the background of the basic characteristics of the cognitive paradigm in cognitive psychology, the philosophy of science, and related disciplines, the viewpoint adopted by Cognitive Linguistics can be defined more precisely. Cognitive Linguistics is the study of language in its cognitive function, where cognitive refers to the crucial role of intermediate informational structures in our encounters with the world. Cognitive Linguistics is cognitive in the same way that cognitive psychology is: by assuming that our interaction with the world is mediated through informational structures in the mind. It is more specific than cognitive psychology, however, by focusing on natural language as a means for organizing, processing, and conveying that information. Language, then, is seen as a repository of world knowledge, a structured collection of meaningful categories that help us deal with new experiences and store information about old ones.

From this overall characterization, three fundamental characteristics of Cognitive Linguistics can be derived: the primacy of semantics in linguistic analysis, the encyclopedic nature of linguistic meaning, and the perspectival nature of linguistic meaning. The first characteristics merely states that the basic function of language involves meaning; the other two characteristics specify the nature of the semantic phenomena in question. The primacy of semantics in linguistic analysis follows in a straightforward fashion from the cognitive perspective itself: if the primary function of language is categorization, then meaning must be the primary linguistic phenomenon. 

The encyclopedic nature of linguistic meaning follows from the categorial function of language: if language is a system for the categorization of the world, there is no need to postulate a systemic or structural level of linguistic meaning that is different from the level where world knowledge is associated with linguistic forms. The perspectival nature of linguistic meaning implies that the world is not objectively reflected in the language: the categorization function of the language imposes a structure on the world rather than just mirroring objective reality. Specifically, language is a way of organizing knowledge that reflects the needs, interests, and experiences of individuals and cultures. 

The idea that linguistic meaning has a perspectivizing function is theoretically elaborated in the philosophical, epistemological position taken by Cognitive Linguistics. The experientialist position of Cognitive Linguistics vis-à-vis human knowledge emphasizes the view that human reason is determined by our organic embodiment and by our individual and collective experiences.

Cognitive  Linguistics  is  a  new  approach  to  the  study  of  language  which  views    linguistic knowledge  as  part  of  general  cognition  and thinking;  linguistic  behavior  is  not  separated from  other  general  cognitive  abilities  which  allow  mental  processes  of  reasoning,  memory, attention or learning, but understood as an integral part of it. It emerged in the late seventies and  early  eighties, especially  through  the  work  of  George  Lakoff,  one  of  the  founders  of  Generative   Semantics,   and   Ronald   Langacker,   also   an   ex-practitioner   of   Generative Linguistics.  As  a  consequence,  this  new  paradigm  could  be  seen  as  a  reaction  against  the dominant generative paradigm which pursues an autonomous view of language. 

Some of the main assumptions underlying the generative approaches to syntax and semantics are not in accordance with the experimental data in linguistics, psychology and other fields; the  “generative  commitment”  to  notational  formalism,  that  is  to  say  the  use  of  “formal grammars”  which  view  languages  as  systems  of  arbitrary  symbols  manipulated  by mathematical rules of the sort first characterized by Emil Post, is employed at the expense of descriptive adequacy and psychological realism. What G.Lakoff refers to as “non-finitary phenomena” [19, p.43], mental images, general cognitive processes, basic-level  categories,  prototype  phenomena,  the  use  of neural  foundations  for  linguistic  theory and so on, are not considered part of these grammars because they are not characterisable in this  notation.  It  is  from  this  dissatisfaction  with  the  dominant  model  that  Cognitive Linguistics was created.
1.2. Definition of concept.
The  theory  and  description  of  concepts  must  separate  the  contents  and  the  structure  of  a  concept. The concept structure includes the basic structural components of various cognitive natures that form the concept – the sensual image, the informational and interpretational fields.  The  concept  structure  is  described  as  a  series  of  cognitive  attributes  which  belong  to  each  of  these  constituents  of  the  concept.  The  content  of  the  concept  is  formed  by  cognitive attributes which reflect individual properties of  the conceptualized object or phenomenon and is described as a combination of these attributes. The contents of the concept is structured and based on the field pattern – the core and the center, remote and extreme peripheries.  Appurtenance  to  a  certain  content  zone  is  determined, primarily,  by  brightness  of  the  attributes  in  the  consciousness  of  the  respective concept  bearer.  Description represents ranging of the attributes from the core to the periphery from a much to a less clearer attribute.

The concept has a relatively orderly internal structure and represents the result of cognitive activity of the person and the society. It bears comprehensive encyclopedic information about the reflected object or phenomenon, about interpretation of such information by public consciousness and about the attitude of the public consciousness to a certain phenomenon or object. The concept may reflect the level of public perception of  a specific phenomenon or an  object,  but  belonging  exclusively  to  individual  consciousness,  being  a  certain  quintessence  of  individual  cognitive acts, the concept sometimes may not include such information.

In the 90s of the past century, quite a few theories emerged. Along with “concept” [31], they provided for active studies of “linguocultureme” [31], “mythologeme” [31], “logoepisteme” [31] and other similar phenomena. Often the concept was identified  as  the  representation  and  was  interpreted  as  “algebraic  expression  of  the  meaning” [38],  “culture  keyword” [38], “culture  cluster  in  human  consciousness” [38],  “a  bunch  of representations,  notions,  knowledge,  associations,  feelings  which accompany the word” [38], “the main culture cell in the human mental world” [45], “knowledge about the signified in all its links and relationships” [45]. A meaningful memory unit represents structured knowledge quanta of  the language sign meaning, named “the seed of the primary meaning” [46], “semantic embryo” or “notional gene” [46], “lexeme meaning invariant” [46],  “aggregate  complex  of  attributes  that  is  used  for  description  of  the  world  fragment  or  a  part  of  such  fragment” [46] etc.

As  we  can  see,  some  of  the  above  mentioned  terms  cannot  be  deemed  as appropriate, for  example,  “lexeme  meaning invariant”. This term provokes a few objections.  Firstly, which meaning is the concept (direct, metaphoric, metonymic etc.) and why the same form stands for several concepts?  Secondly, if the concept by definition includes all knowledge about the object, why is it invariant? The genetic  metaphors  like  “gene”  or  “embryo”  cannot  be  deemed appropriate either, because the concept may include quite a complete scientific knowledge about an object or a phenomenon. The term “culture keyword” transfers us from the world of concepts, i.e., ideas, to the world of language. It is obvious, that the concept becomes clear only through the language, but from our point of view, the concept has yet mental nature and is actually nonobservable.  Words,  word  expressions,  expanded  sentences  and  descriptions  act  as  means  of  objectivation  and  verbalization  of  concepts  in  case  of  communicative  necessity.  If  certain  concepts  are  communicatively  relevant  and  become  subjects  of  regular  public  discussion,  they  obtain  a  standard  language  unit  for  verbalization.  If  not,  then  they  remain  nonverbalized,  and  when  necessary, they  get  verbalized  by  descriptive  tools. The  complexity  of  the  concept  means  that  there  is a bilateral  link  between  the language and the consciousness, since the categories of consciousness are realized in language categories and are at the same time determined by them.

However, the concept is multidimensional, and this enables different approaches to the definition of its essence and structure. In addition to the notional base, it includes the social-mental-cultural part, subjective associations, emotions, assessments typical for a person. Lack of unity in understanding the term “concept” is linked with the lack of affinity of the methodological and theoretical orientations of the cognitive schools. Overall, one can define four principal approaches to the cognitive paradigm essence: culturological, semantic, mental and sociobiological. Undoubtedly,  the  common  point  for  these  approaches  is  the  affirmation  of  the  undisputable  connection  of  the  language,  the  consciousness  and  the  social  environment (culture). While studying the concepts, it is impossible to ignore the culturological factor, as well as the fact that one can get access to the contents of the concepts, mainly, via the language.

From the linguistic philosophy point of view, the concept is the idea of the word, its eidos, the substantial inner form of the word that motivates all its uses [27, p.311]. It appears that this is not quite true, because, the eidos in its classical interpretation does not include, and rather excludes the emotional evaluation and connotative components.  On the contrary, they are widely present in the concept, along with various subjective additions. The concept is neither equal to the idea of  the word, as seen by E.Rivelis [27], because  usually  the  word  semantics  is  much  narrower  than  the  content  of  the  concept.  In  terms  of  communication  the  concept  is  a  cognitive  model  which  determines  in  which  way  the  speaker  should  use  a  certain  language unit; in other words – it is a structured fragment of the language community's experience of perceiving its lifeworld that is symbolized by such language unit [32, p.43].

As is well known, the traditional viewpoint on the relations between some referent, designation and its concept was formulated by the German philosopher Gotlieb Frege and later developed in linguistics as a referential approach to a language sign. Such a description takes into account the conventional relationship between an object in reality, a symbol and its form in accordance with the semantic triangle schema relations. This framework presupposes an objective world, on the one hand, and human thinking, on the other, that is described as a system of logical relations between various notions (“ponyatiye”) in the Russian logico-philosophical tradition and concepts in the Western tradition. 

The concept is the basic phenomenon represented symbolically inside the mind of a human being and contrasted to a language unit (see Picture 1) [11]. The abstract character of the meaning and concept is defined as a set of features according to a classical principle of categorization.

[image: image1]
Picture 1. The abstract character of the meaning and concept.
For example, the meaning of the word “cat” is intended by denotation and refers to “any cat” or “the class of cats” outside the particular context. This guiding principle can be illustrated by a set of features associated with the separate image. These features include the relatively fixed and stable descriptions of fur, paws, whiskers and tail as elements of our knowledge of the particular referent. 

The definition of the word in the dictionary as “a small domestic animal with soft fur kept as a pet and used for catching mice” also penetrates into the object function and anchors the word within the class of particular objects. Figure 1 depicts a bundle of semantic features also called semantic markers that are able to penetrate into our understanding of a cat as a unique entity belonging to a class of cats. It occurs that it is difficult or even impossible to adequately characterize some particular sense of a linguistic expression based on such features in a particular contextual environment. Moreover, this approach presupposes singleness in concept – word and word – thing correlations. Moreover, some scholars try to avoid the Saussurian belief that “an objective world” is independent of and regardless of human observation and experience.

A  large  portion  of  concepts  has  an  emotional,  expressive,  evaluative  halo.  Thus,  concepts  mean  linguistic  expression  of  concentration  of  sympathies  and  antipathies  that  causes  collision  of  thought,  i.e.,  emotional  and  connotative essences. To a certain extent, culture determines the concept, while the concept is a mental projection of the  culture  elements.  On  the  other  hand,  adapting  to  the  environment,  the  subject  that  operates  linguistic representations can provide different descriptions of  the same phenomenon depending on his/her experience, as well as on different conditions and opportunities of  interaction with the environment. Over time, thanks to the influence of a series of factors of the ever changing environment and the experience of interaction with the latter, the person’s conceptual system undergoes modifications, updating the new areas of concepts.

1.3. “Concept” in Modern Linguistics.
The development of  humanitarian knowledge puts forward a dilemma to work out a new term which would adequately indicate the content of the linguistic sign, which would remove the functional limitations of  traditional sense and meaning, and which would organically merge logical-psychological and linguistic categories. Any science possesses the concepts that on the one hand, do not have a clear, precise and universally accepted definition; on the other hand the term is “approximately” clear to all professionals in this field of research. Otherwise stated, this is due to the fact that each researcher provides his/her understanding of the ultimate elements on the basis of which the theory is developed, however, a number of terms introduced by individual experts, for some time becomes very popular, and the frequency of use creates a certain “visibility” of clarity and transparency of their meaning. 

The increasing demand of the unit gave the emergence to a number of competing nominative units. However, this unit has neither one generalized definition, nor a single term, at least in some countries. In the Russian science, for instance, the term “concept” is not monosemantic and the competition of the terms, such as “concept” [51] “linguoculturema” [51], “mythologema” [51], “logoepisteme” [51] continues since the early 90’s. However, during the recent years it becomes apparent that the term “concept” according to its frequency of use is much ahead of all other coinages. The notion of “concept” has been borrowed by linguists from mathematical logic. 

The meaning of “concept” is explored in cognitive science, metaphysics, and philosophy of  mind. The term “concept” is traced back to Aristotle’s “The classical theory of  concepts” definition of  terms [1]. The next scholar worth mentioning is a language philosopher Gottlob Frege. In 1892 he defined distinction between the concept and object in the language philosophy. According to G.Frege, any sentence that expresses a singular thought consists of  an expression that signifies an Object (it can be a proper name or a general term with the definite article) together with a predicate that signifies a Concept. 

This term is employed actively by the cognitive linguistics in its categorical apparatus as a missing cognitive “link” in the content of which the associative-figurative evaluations and understandings are included in addition to that notion. 

Thus, “concept” in linguistics is both an old and a new term. The word “conceptus” is a Latin  medieval  formation,  derived  from  the  verb  “concipere  –  concapere”  which means “conceive”. In  classical  Latin  the  word “conceptus” had  the  meaning  “pond”, “inflammation”,  “impregnation”  and  “germ” [63].  The  word  “concept”  together  with  its derivatives  entered  all  the  Romanic  and  Germanic  languages  (French concept  - concevoir,  Italian concetto  -  concepire,  Spanish concepto  -  concebir,  Portuguese  conceito - conceber, English concept - conceive). 

Like  most  new  scientific  notions,  “concept”  was  introduced  with  a  certain  degree  of  pathos and sometimes through a cognitive metaphor: it was called “a multi-dimensional cluster  of  sense” [4],  “a  semantic  slice  of  life”  [4], “a  gene  of  culture”  [31], “a certain potency of meaning” [52], “a unit of memory” [6], “a  quantum of  knowledge” [4],   “a   germ   of   mental   operations”  [52] and   even   “a   misty   something” [37].  Today, the  term  “concept”  is  widely  used  in various  fields of  linguistics.  It  has  entered  into  the  notional  system  of  cognitive,  semantic,  and  cultural linguistics [6].

The  study  of  the  concept  in  modern  linguistics  is  of  the  paramount  importance. However,  any  attempt  to  comprehend  the  nature  of  the  concept  is  associated  with  a number of  the most diverse points of  view. The intensive research of it in the field of cognitive  linguistics  has  demonstrated  a  great  disparity  in  the  understanding  of  the term   “concept”.   Discrepancies   cause   ambiguity   and   terminological   confusion. 

Thus  the  term  “concept”  is  an  umbrella  term  for  several  scientific  directions:  first  of  all  for  cognitive  psychology  and  cognitive  linguistics,  dealing  with  thinking  and cognition,  storing  and  transforming  information,  as well  as  for  cultural  linguistics, which  is  still  defining  and  refining  the  boundaries of  the  theory  formed  by  the postulates and basic categories. We can assume that as in mathematics, the concept in cognitive  science  is  the  basic  axiomatic category which  is  undetectable,  intuitively understanding; the hyperonym of the notion, ideas, frame, script, gestalt etc. [51].

The content of the concept is divided into linguistic meaning and cultural sense. That is  why  it  is  often  called  a  unit  of  knowledge,  an  abstract  idea  or  a  mental  symbol.

Concepts  as  elements  of  consciousness  are  quite  independent  in  the  language. According to V. Evans, concepts   are intermediaries between the words and extralinguistic reality [11]. Only those phenomena of the reality can become a concept, that are relevant to and valuable for a particular culture, which has a large number of  linguistic units to commit themselves in that culture, which are the subject for proverbs and sayings, poetry and prose. They are a kind of symbols or emblems, specifically pointing to the text, situation or knowledge that created them [56].

At present stage of  linguistics, several approaches to the concept understanding can be identified. Researchers of different countries treat the concept as a linguistic-cognitive/psycholinguistic/linguistic-cultural/cultural/ or linguistic phenomenon.  Each approach,  on  the  grounds  of  certain  features,  highlights  the  specific  margin  of  the concept. There are two approaches that are based on the role of language, shaping the concept and showing the bonds between language and culture.

The first approach considers the concept as a cultural phenomenon.  “Concepts are self-organizing, integrative, functional systemic, multidimensional, idealized formations based on the notional (pseudo or pre-notional) basis and which are fixed to the meaning of a sign: the scientific term or word (phrase) of everyday language, or more complex lexico-grammatical and semantic structures, or non-verbal subjective image, or action” [52].

A.Vierzbicka states that the  “concept” is  an object from the  “ideal” world which has the  name  and  reflects  the  people’s  cultural  understanding  of  real  world [35].  Concept  describes  typical  situations  of  culture  and  is  the  subject  of  cultural science studies.

The notion  of  “concept”  corresponds  to  those  senses,  which  a  man  operates  in  the process  of  thinking  and  the  senses  which  reflect  the  content  of  experience  and knowledge,  the  content  of  results  of  all  human  activities  and  the  learning  processes  of  the world in the form of some “quanta” of knowledge. A concept is a kind of algebraic expression of meaning, which a man operates in his written speech [51].

According to the linguistic-cognitive understanding the relation of the concept is related with verbal means of expression.  Language does not form concepts, but serves as the means of the exchange of them and for the discussion in the process of communication. Concepts exist in the real mentality of an individual, thus, to communicate they have to be verbalized, that is, to be expressed by language means. In the language the concept can be verbalized both by individual words and phrases and by sentences and the entire texts, which determines the concept itself. The choice of the verbal form depends on the personal meaning, mental representation and the internal lexicon of the speaker, which are interconnected.

The scholars consider the concept as a multidimensional mental unit where the evaluative element predominates. The concept groups around some “strong” point of consciousness, from which associative vectors diverge.  Most relevant associations to native speakers constitute the core of the concept, the less significant -  the periphery. According to them, the concept has not any clear boundaries, while receding from the nucleus the associations are gradually fading. A nucleus language or speech unit is called the concept. Concept manifests itself in the mind with the help of language units. The entrances to the concept may belong to different levels of language.  To appeal to one and the same concept lexemes, idioms, collocations, and sentences, and texts can be used.
CHAPTER 2. CHARACTERIZATION OF CONCEPT  BEAUTY.

2.1. The concept Beauty in English literature.
Beauty as a complex and multi-dimensional phenomenon of not only  physical  but also emotional and mental life of a man, is one of the central concepts in many human sciences such as anthropology, art history, social studies, philosophy, ethics, aesthetics and others. In linguistics, the researches of the linguistic expression of the term “beauty” were conducted by the researchers as Arutyunova (1988), Dem’yankov (2001), Mescheryakova (2016), Okuneva (2009) and others.
The concept “beauty” in modern English is expressed with the word “beauty” (Cambridge Advanced Learner's Dictionary, 2003; Hornby, 2005; Kahn, 1989). “Beauty” came to the medieval English from the medieval French which borrowed it from Latin “bellus” the roots of which go back to the word “bonum” which had the meaning of “good” (Kipfer, 2002; Kertesz, 2004; Talmy, 2003). So, the idea of beauty is the specification of the general assessmentof the positive features (Crawford, 2000). In this case it should be noted that the semantic convergence of general positive assessment and positive aesthetic assessment is the natural assessment qualification of objects and this qualification is realized in the shuttle mode: good – beautiful – good (Zwaan, 2004).
The phenomenon of beauty has been elucidated through various aspects in different pieces of literary artwork including poetry, painting and writing etc. Various intellectuals have described beauty with different approaches, some has taken visual aspects to explain beauty, whereas, some have gone rather abstract and taken intangible emotion, traits, uniqueness and individuality as the actual beauty. 
In general, beauty is the intrinsic characteristic of any individual or place, which gives insightful experience of contentment and pleasure. Beauty is perceived when an individual interpret some person, place or thing in balance with the harmony in the nature. However, beauty is a subjective understanding, which is why it is said that “beauty lies in the eyes of the beholder”.
This composition will enlighten the concept of beauty as portrayed in English Literature. The continuum of English literature is quite extensive. Several era and ages have come and gone, which brought various authors, play writers, poets, dramatist etc. Every individual possesses its unique style of representation, and every individual has different understanding and approach of explaining and sensationalizing the notion of beauty. 
The depiction of beauty in literature is fundamentally an important aspect, and almost every genre of literature integrates this belief into practice. While considering beauty in literature, the first thing that comes to our mind is romance. Beauty and romance can never be treated as two separate passions. Drama, Folklore, Romance and Realistic fiction are considerably the vastly beauty portraying genre of English literature. There are several novels, poems and plays that can be considered while discussing the phenomenon of beauty in literature.
Beauty as an aesthetic is usually associated with woman. In majority of the literary work, women are considered to be prime aspect of beauty. However, some authors described beauty as internal traits of any individual, but most authors associated beauty with external appearance, or even sexuality.
Vladimir Nabokov was a French-British novelist, who wrote various literary works during his life span. “Lolita” is amongst the most famous novel of Nabokov. This novel is principally about a controversial sexual relation between a stepfather and his daughter. In this novel Nabokov has presented beauty as physical, which has made this name an iconic character in the world of literature. Lolita was describes as a slim, white girl with blonde hair and dark eyes, who is a sexually attractive girl of age between 9 - 14 years. Whiteness is always associated as the symbol of beauty. Even in this contemporary era, beauty is associated with whiteness. It is merely because of the presentation of this whiteness as beautiful in the early media of print and literature. Like the most common type of beauty portrayal, Nabokov also uses physical aspects to sketch beauty. According to Nabokov, bring slim and tall is also a fundamental characteristic of beauty.
2.2. Metaphoric Representation of the Concept «Beauty» in English Proverbs.
In the following subchapter we’ll try to find out the meaning of the concept «beauty» in the English language and its metaphoric presentation in proverbs as it will help us to understand the peculiarities of this concept in the given language.
At first we referred to the dictionaries. We found out that the concept «beauty» in Oxford dictionary has the following meanings:

1. a combination of qualities, such as shape, colour, or form, that pleases the aesthetic senses, especially the sight I was struck by her beauty | an area of outstanding natural beauty.

2. a combination of qualities that pleases the intellect; denoting something intended to make someone more attractive beauty treatment [https://referat.bookap.info, 29].

3. a beautiful or pleasing thing or person, in particular; a beautiful woman a blonde beauty .

4. an excellent example of something.

5. the pleasing or attractive features of (something)

6. the best aspect or advantage of something.
According to Collins English Dictionary beauty is:

1. the combination of all the qualities of a person or thing that delight the senses and please the mind.

2. the state or quality of being beautiful.
So, as we can see in English consciousness «beauty» is connected with excellence, pleasure, grace, loveliness, health; both animated and inanimated things can be beautiful. Beauty is the quality which brings some aesthetic pleasure.
We studied English proverbs and made a conclusion that beauty can be internal and external. The concept «beauty» is metaphorically represented through such concepts: soul, face, clothes and actions. Internal beauty is the beauty of soul and external — the beauty of clothes, face and actions.
We classified the proverbs which we had analyzed according to the internal and external beauty.
The first group includes proverbs which express external beauty:
a. represent beauty through the concept clothes:

Good clothes open all doors.

Fine feathers make fine birds.

The tailor makes the man.

According to these proverbs clothes are the part of the external beauty, they can make people look better; clothes play one of the main parts in connecting people’s relationships, especially in modern life. Person’s clothes can say a lot about his social status, job, etc.
b. represent beauty through the concept face:

A good face is a letter of recommendation.

The face is the index of the mind.
These proverbs show us that appearance is also a part of beauty, sometimes it can help person to reach some success, to attract people.
c. represent beauty through the concept action:

Handsome is that handsome does.

A tree is known by its fruit.
These proverbs express the idea that beauty is not only face or clothes, but also person’s actions. It is very important to do beautiful things which speak well of the person as there are many cases when people with good face and clothes do bad, harmful things which destroy their reputation. So, person’s actions tell about his nature.
The second group contains the proverbs expressing internal beauty:
a. representing beauty through the concept soul:

A little body often harbours a great soul.

A rich heart may be under a poor coat.

Heart rather than appearance.
These proverbs show the inner beauty, person’s soul. Often people with simple appearance have great soul, reach inner world, they are kind and do good things. So, people shouldn’t underestimate persons who are not good — looking. Especially in our modern life we are convinced that pretty face, good figure and expensive clothes are the most important things, and unfortunately, people forget about the beauty of human’s soul.
There are a number of proverbs in English that express the concept «beauty» from the other point of view. In this proverbs beauty is represented as something deceptive, changeable and temporal; a feature which, in fact, hasn’t any great value.

Appearances are deceitful.

Never judge a book by its cover.

You cannot judge a tree by its bark.

These proverbs represent beauty as something that people shouldn’t relay on as it is deceitful. One mustn’t judge a person only by his appearance, as it can’t give real information about him. It often happens that people like someone or something which seems to them rather attractive at first sight but then they become disappointed. And in contrary, people sometimes can think badly about others by their appearance without taking into consideration their inner world.
A fair face may hide a foul heart.

Fair without, foul within.

Many a fine dish has nothing on it.
According to these proverbs person’s heart and soul are considered as the more important thing than face or appearance. These set of proverbs prove again that good — looking people can have evil heart, dark soul and remind us that one mustn’t judge person by his appearance, as it can be deceiving.

After analysing all these proverbs we can say that the concept «beauty» has a wide meaning in the English language, as it isn’t only loveliness, excellence, and grace. The concept beauty is metaphorically represented through other notions, ideas, which open the depth of beauty from different views and help to understand its peculiarities in the given language.
Good clothes open all doors.

A good face is a letter of recommendation.

Handsome is that handsome does.

A rich heart may be under a poor coat.

Beauty is also represented in the negative meaning as well as in positive, because it is considered as something deceitful, which has no great value. Person’s soul and heart are still more important. People shouldn’t judge from appearance.
Appearances are deceitful.

You cannot judge a tree by its bark.

A fair face may hide a foul heart.

So, we can see that the concept «beauty» is wide spread in English proverbs, maybe, because people pay it great attention, and it is also of some value for them. But beauty is represented from different points of view. From one hand it is important and plays a great part in people’s life, but from the other hand, the beauty of soul and heart are of greater value, as loveliness is something temporary and changeable.

So, due to the metaphoric representation of the concept «beauty» in proverbs, we can understand what it means in English consciousness, how they understand and perceive beauty, and what their real attitude to this concept is.
CHAPTER 3. PRACTICAL RESEARCH OF THE CONCEPT  BEAUTY IN THE NOVEL OF O. WILDE  “THE PICTURE OF DORIAN GRAY”

3.1.
    Creativity by Oscar Wilde.
Oscar Wilde, the Irish playwright, novelist, poet, and critic, was born in Dublin on October 16th, 1854. At that time, Ireland belonged to, and was ruled by, Britain. Wilde’s parents were part of the Protestant ruling class in Ireland, rather than the mostly Catholic ‘native’ Irish people. Oscar’s father was an important doctor in Dublin and his mother was a well-known literary host – she was famous for giving parties for the writers and artists of the city. 
In 1884, Oscar married a rich Irish woman called Constance Lloyd, and the couple had two sons. After this, Oscar edited a popular magazine called Women’s World for two years. However, he gradually lost interest in being a professional adviser on fashion. After 1888, he spent nearly all his time writing the works for which we now remember him. He wrote two books of fairy stories for his children, The Happy Prince and a House of Pomegranates, and then a book of short stories – Lord Arthur Savile’s Crime. He also wrote a famous novel called The Picture of Dorian Gray.
The Picture of Dorian Grayis about a wicked man whose face remains young and beautiful while the face of his portrait, hidden in his house, gets older and uglier with each wicked thing he does. The Picture of Dorian Gray was first serialised in a popular magazine. When it was later published as a book, in 1891, Oscar had added some new chapters and a revenge subplot. Though he probably did this simply to extend the book’s length to that of a normal novel, some critics believed that these extra chapters had weakened the story. Most readers, however, preferred to argue to the book’s morality. Suddenly, many people wanted to believe that Oscar was as wicked as his character.
Through Dorian's tragic fate, Wilde portrayed what could happen to someone who cannot control his evil impulses. However, the press at the time attacked the novel for being blatantly immoral. Wilde then decided to tell the same story, only this time in the guise of a comedy. The play, Lady Windermere’s Fan (1892), proved to be much more palatable to his Victorian public, and the play was a success.
Between 1892 and 1895, Oscar returned to writing plays. One of these, Salomé, from the Old Testament story of St John the Baptist, was written in French and was intended for the famous actress, Sarah Bernhardt. The other four plays, Lady Windermere’s Fan, A Woman of No Importance, An Ideal Husband, and The Importance of Being Earnest, are comedies. They are very witty plays, full of short, memorable sentences. All these plays were very successful in London, but in the year that The Importance of Being Earnest was first produced, Oscar suddenly fell from public favour.

Today, Oscar is probably best remembered as asocial commentator. His novel, The Picture of Dorian Gray, is still read and admired. Many of his stories and plays are also still greatly enjoyed. But of all his work, it is his last play, The Importance of Being Earnest, which remains a masterpiece of nineteenth century theatre. Like his earlier plays, The Importance of Being Earnest is full of witty and clever sayings, but everything in the middle class society it describes is mocked. It is wonderfully funny and touchingly close to the real life-story of this brilliant, but tragic, writer.
3.2. The Picture of Dorian Gray: art, ethics and the artist

Dark desires and forbidden pleasure are at the centre of The Picture of Dorian Gray. Greg Buzwell examines the interplay between art and morality in Oscar Wilde’s novel, and considers its use of traditional Gothic motifs as well as the theories of the new aesthetic movement.
Oscar Wilde’s only novel, The Picture of Dorian Gray (1891), is a superb example of late-Victorian Gothic fiction. It ranks alongside Robert Louis Stevenson’s Strange Case of Dr Jekyll and Mr Hyde (1886) and Bram Stoker’s Dracula (1897) as a representation of how fin-de-siècle literature explored the darkest recesses of Victorian society and the often disturbing private desires that lurked behind acceptable public faces. The novel also examined the relationship between art and reality, highlighting the uneasy interplay between ethics and aesthetics as well as the links between the artist, his or her subject and the resulting image on canvas.
The idea of a double life – of outwardly playing a respectable role while inwardly pursuing an existence that crossed the boundaries of acceptable behaviour – is central to the plot of the novel. Dorian Gray, once he becomes aware his portrait will bear the scars of his corruption – thus leaving his actual appearance unstained – feels free to ignore the pious morality that pervaded the Victorian era. Rather like Dr Jekyll in Stevenson’s Strange Case of Dr Jekyll and Mr Hyde, Dorian is able to pursue his debauched activities knowing his respectable appearance and unblemished looks will shield him from accusations of depravity. His ability to have the best of both worlds – the continued acceptance of his peers and the ability to fulfil his basest desires – becomes in itself an important part of his fascination with events. When attending a society gathering only hours after having committed a murder we are told Dorian ‘felt keenly the terrible pleasure of a double life’ (ch. 15).
Dorian’s friend Lord Henry makes this link between the criminal and the respectable citizen clear when he observes: ‘Crime belongs exclusively to the lower orders. I don’t blame them in the smallest degree. I should fancy that crime is to them what art is to us, simply a method of procuring extraordinary sensations’ (ch. 19). Dorian, with his visits to opium dens and his delight in high culture combines the criminal and the aesthete – the very definition of ‘decadence’ distilled into a single person and a disturbing example of the split between the wholesome public persona and the furtive private life.
While much of The Picture of Dorian Gray delights in the beautiful and the intoxicating indulgence of the senses – the novel’s opening paragraph for example describes the heady pleasures to be derived from the scents of roses and lilacs – it can be argued that Wilde intended his book neither as a celebration of decadence nor as a fable about the perils of its excesses. As Wilde states in the preface to the novel ‘There is no such thing as a moral or an immoral book. Books are well written or badly written. That is all’. In other words, any moral disgust or vicarious pleasure derived from the book reflects more upon us as readers than it does on the novel itself. The book is a tale, pure and simple. It is we, the readers, who force it to bear the weight of a moral dimension.
The idea lying behind Aestheticism, the controversial theory of art that was newly fashionable at this time, was that art should be judged purely by its beauty and form rather than by any underlying moral message (‘art for art’s sake’). This is exemplified in the novel by the dandyish Lord Henry Wotton. Lord Henry advocates the hedonistic pursuit of new experiences as the prime objective in life. In his view, ‘one could never pay too high a price for any sensation’ (ch. 4). Dorian, although seduced by Wotton’s poisonous whisperings, is increasingly interested in the moral consequences of his behaviour. He stands before his decaying portrait, comparing the moral degradation as depicted in oil with his unblemished innocence as reflected by the mirror. The contrast gives him a thrill of pleasure: ‘He grew more and more enamoured of his own beauty, more and more interested in the corruption of his own soul’ (ch. 11). Dorian – via his wish to remain handsome, while the painting bears the weight of his corruption – muddies the boundary between art and life, aesthetics and ethics. The painting is made to serve a moral purpose, being transformed from an object of beauty into a vile record of guilt, something ‘bestial, sodden and unclean’ (chapter 10). This tainting of the picture perhaps constitutes, for the aesthete, Dorian’s greatest crime – namely the destruction of a beautiful artwork.
The Picture of Dorian Gray provides both a standard ‘Gothic’ account of Dorian’s actions – the supernatural picture and the lascivious ancestors gazing from their portraits – but also a forward-looking scientific rational for his depraved desires, namely the importance of inheritance in determining behaviour. Dorian resembles his mother physically, inheriting from her ‘his beauty, and his passion for the beauty of others’ (ch. 11), while, as his corruption accelerates, the twisted portrait in Dorian’s attic increasingly resembles his wicked grandfather. This latter idea suggests Dorian is a scientific case study, as well as a moral one. Throughout the book Lord Henry treats Dorian as a beautiful subject upon which to experiment – partly via his encouragement of Dorian to pursue a philosophy of pleasure, and partly through a call to social evolution – a wish to abandon the restraints of Victorian morality on the grounds that sin and conscience are outmoded primitive concepts to be swept aside in the pursuit of new sensations. Lord Henry locates progress in the overcoming of hereditary fears: ‘Courage has gone out of our race … The terror of society, which is the basis of morals, the terror of God, which is the secret of religion – these are the two things that govern us’ (ch. 2). His call to youth is a call to courage. Dorian’s ultimate failure to live up to Lord Henry’s ideals is due to his inability to escape his conscience as depicted in the portrait. By attempting to destroy the painting, and thus free himself from the constant reminder of his own guilt he, ultimately, manages only to destroy himself.
3.3. The Picture of Dorian Grey Analysis

Wilde, in the novel, revealed that pleasure was the main driver of the characters in the novel, and Dorian is no exception. Leading a hedonistic life is not always bad when done under norms and morals, however, in the case of Dorian, the search for pleasure is fatal when taken in his hands. In the novel, it is clear that Dorian changes his opinions about leading a pleasurable of hedonistic life, with aesthetics being the major driver of his decisions. His opinions pertaining to pleasure, which were largely contributed by Lord Henry made him o escape reality. Wilde introduces Dorian as a young and innocent man. In the novel, Wilde describes him as a person who “had kept himself unspotted from the world” (Wilde, 18). As such, it can be derived hat Dorian had no let aesthetics rule his life before, and thus, he had not let the environmental evils affect his innocent and moral nature. However, a portrait that depicts his handsomeness and beauty, not only in the outer appearance, but also his very soul, he realizes that, as Wilde (18) pointed out, he “would grow old, horrible, and dreadful” while his portrait would always remain beautiful and reveal his young nature. The beautiful portrait fully transforms Dorian. He begins to desire the thought of forever being young, by adopting the frozen appearance that was engulfed in his portrait in his life while the portrait would take on his aging nature and the suffering of his soul. As such, he wanted to be young and the portrait to age and encompass his suffering soul. In effect, after he wished this, Dorian experienced substantial corruption of innocence and morality that was shown in the portrait rather than his own bodily appearance. His immoral acts turn him into an ugly person, but he physically appeared immortal and youthful while his soul suffered. The suffering was shown in the portrait.
In essence, through his attractive physical appearance, as well as personality because he does not age, Dorian easily dominated any room he entered. He is handsome and he struck his immediate audience as charming, polite and personable. In essence, these inviting attributes of his mental and physical well-being allowed him to easily manipulate the individuals he encountered, which caused him to build supremacy and power. Wilde (18) depicts him as wonderfully handsome and had scarlet lips that perfectly complemented his blue eyes and crisply gold hair. In addition, Wilde (131) describes Dorian as graceful and charming. Lord Henry also influenced his belief that he had supreme beauty and youth that was not easily altered, and thus, this was the reason why he started becoming ignorant. Dorian’s innocent beauty and youth caused people to question how he was lucky enough to escape the stain of aging. With his comprehension of his power emanating from the appealing personality, as well as well as his physical qualities, came hand in hand with the transformation from morality to immorality via leading an aesthetic life that consequently brought doom in their life. Dorian committed various horrible crimes, which apparently were inhuman and evil, that what he did took a toll on his internal soul appearance, and caused gruesome transformation.
Dorian’s changes were gradual and the entire transformation and the resulting downfall can be seen as a series of events. It is clear that his character was slowly deteriorating and can be described as a continuous downward spiral, which emanated from poor decision-making that he believed fulfilled his aesthetic living. For instance, Wilde (132) clearly articulates that Dorian had hunger for living an aesthetic life that grew more ravenous everyday as he sought to feed them. In essence, the hunger was the sinful decisions he made. In essence, Wilde’s novel asserts that Dorian had no conscience for all the bad things he did and said. Even though he had been taught different lessons by his friend Henry that began changing his personality, the act that first tainted his personality was murdering Sybil Vane, the beautiful actress. Lord Henry was highly opinionated, and Dorians listens to his ideas about holding a hedonistic view of the world. Dorian drastically begins thinking that beauty is a life’s aspect that is worth pursuing. Its influence is what first makes Dorian to wish that his portrait image would age instead of him. In essence, it can be derived Henry had wrongful, delightful, and rather poisonous theories that changed Dorian. He is a charming talker and of brilliant intellect, and it is for this reason that Dorian falls under his spell. However, his theories are radical and aim a attempting to topple the already established notions of truth, but in the end, it is proven that he was naïve and he fails to realize the implications of what he says to Dorian. In essence, as opposed to Dorian, Lord Henry has a static character and does not change much and has the same dry wit as the novel ends. He spoils Dorian because he advocates equal pursuit of both morality and immorality. Even though he attends theatres and parties, he rarely indulges in immoral behavior, which is unlike Dorian. His philosophy is detrimental to Dorian and he does not know the extent of damage he has on Dorian. For instance, he claimed that Dorian was incapable of murder because he posited that crime only belonged to lower orders, which demonstrates the fact that he has limited understanding of the human soul. As such, it is for this reason that he does not appreciate the meaning of Dorian’s downfall.
3.4. The analysis of concept  Beauty in the novel of O. Wilde  “The Picture of Dorian Gray”.
Physical appearance was extremely important in the Victorian era. The one’s dress signaled aboutoccupation andstatus in the society. What concerns toa face and stature, for Victorians they  were  the  main  indicators  of  the  unspoken  reflections  and intentions  of  a  person.Victorians trusted in physical appearance. They believed that one’s face and figure are able to disclose inner intentions and emotions of the person as accurate as attire reveals one’s occupation. This belief is easy observable in the literature of the period.American journalist and poet John Reed declares, “Victorian literature abounds with expressions of faith in physiognomy”. (Reed 1975:336).
Emphasis on appearance is also reflected in Wilde’s novel as being one of the main preoccupations of the society. Beauty rules through the whole of the novel. The society in The Picture of Dorian Gray adores beauty, putting youth and physical appeal at the top of the main values. At the very beginning of the novel, the main character does not yet realize his attraction and does not take it serious.
In Oscar Wilde's novel, The Picture of Dorian Gray, beauty is depicted as the driving force in the lives of the three main characters, Dorian, Basil and Lord Henry. Dorian, the main character, believes in seizing the day. Dorian is described as an addict, having mad hungers that grew more ravenous as he fed them. Basil, the artist, admires all that is beautiful in life. Lord Henry accredited one's physical appearance to the ability of achieving accomplishments in life. 
"Lord Henry's moral position in Dorian Gray is akin to that of the devil; he is the initial serpent in the Garden, and continues to coax Dorian to evil throughout the novel."

Beauty ordains the fate of Dorian, Basil, and Lord Henry. The novel embodies the relationship of beauty and morality. Beauty is not based on how attractive an object is to everyone, but how attractive it is to one. This story describes how the external attractiveness of a person can influence people's behavior and can corrupt their inner beauty. Dorian Gray's life is dictated by his physical appeal: "extraordinary personal beauty". His beauty lies within his youth. Dorian's perception of beauty allows him to love. He is convinced that his beauty allows him to accomplish anything he desires regardless of the consequences and still be loved by his friends. He uses his beauty to mitigate his evil actions.
Dorian says, “I don't wish to know anything about them. I love scandals about other people, but scandals about myself do not interest me. They have not got the charm of novelty”. Youth and beauty are the most precious things to Dorian. In his life, beauty is of utmost importance. Then he sees the picture of himself, painted by Basil, absorb his sins and this changed his view: “I hope it is not about myself. I am tired of myself tonight. I should like to be somebody else,” Dorian said. Dorian's features retain their youth and purity, while his deepening moral corruption caused by his narcissistic worship of the beautiful is made visible only in the portrait. Dorian sets his conscience aside and lives his life according to a single goal of acheiving pleasure. His painted image, however, asserts itself at his conscience and hounds him with the knowledge of his crimes. He aspired to have had a good life rather than one filled with artificial meaning. 
The image of Dorian reflects his conscience and his true self, and serves as a mirror of his soul. The moral beauty of Dorian lies within the portrait of himself. The portrait imitated his life. He finally realized that beauty couldn’t help him escape his evil actions. He deeply lamented his wish that the portrait bore the burden of his age and sin. He finally realized there is no way to undo the effects of age or of sin on a soul. Dorian tries to destroy the picture, so he will no longer be reminded of the evil that beauty has caused him. However, as he destroys the picture, he kills himself, and the picture is cleansed and beautiful again. Dorian gives nothing less than his soul for the mistakes that he made. The price that one must pay for their discrestions is exceedingly high.
Basil's life is also driven by beauty. He is infatuated with Dorian's beauty in the beginning. He appreciated Dorian's beauty but did not wish to possess it for himself. Basil exclaims: “When our eyes met, I felt that I was growing pale... I knew that I had come face to face with someone whose mere personality was so fascinating that, if I allowed it to do so, it would absorb my whole nature, my whole soul, my very art itself”.
His love for Dorian changed the way he perceived art by defining a new school of expression for him. Basil eventually paints a portrait of Dorian to capture his beauty forever. Basil’s portrait marks a new phase in his career. Once he has painted Dorian, he fears that he has put too much of himself into the work. Basil reluctantly introduces Dorian to Lord Henry, who he fears will have a damaging influence on Dorian. He admits: “Yes, that is his name. I didn't intend to tell it to you”. Basil is later envious of the relationship between Lord Henry and Dorian. Lord Henry upsets Dorian with a speech about the transient nature of beauty and youth. Basil, wishing to protect and defend him, voices his objection to Lord Henry’s influence over Dorian.

Dorian felt Basil had come to realize his true personality and that he would bring it to someone's attention. Basil is murdered by Dorian. The murder of Basil marks the beginning of Dorian's end. He cannot overcome the realization that he killed his friend. The fear that Dorian expresses when viewing the painting, and the emotions that he seeks to escape through sin, drug addiction, and even murder, might be considered an expression of his own self loathing rage.
Dorian's love of the young actress nearly leads him to stop following Lord Henry. Dorian eventually breaks Sybil’s heart, which propels her to suicide. "But while Lord Henry is constantly associated with the word sin, he is never once referenced as being evil."

Beauty, therefore, is the main force of Dorian, Basil, and Lord Henrys' relationships. Dorian's life is ruled by beauty and the act of seizing the day. Basil is infatuated by Dorian's beauty and the beauty of life. Lord Henry believes appearance is everything in life and that it gives one the ability to achieve anything in life. Hopefully, readers would learn from this novel that beauty is not the most important aspect in life. Society today emphasizes the beauty of one's outer facade. The external appearance of a person is the first thing that is noticed. People should look for a person's inner beauty and love the person for the beauty inside. Beauty, a powerful aspect of life, can draw attention but at the same time it can hide things that one does not want disclosed. Beauty can be used in a variety of ways to affect one's status in culture, politics, and society. Beauty most certainly should not be used to excuse punishment for bad deeds. Beauty is associated with goodness, but that is not always the case. The external attractiveness of a person can influence people's behavior and can corrupt their inner beauty. The Picture of Dorian Gray needs a solid conception of “good” as its “backdrop”.

Beauty is expressed explicitly, for this purpose the lexemes: beautiful, pretty, wonderful, handsome, marvelous, smart, nice are used. Traditionally, in English, the beauty of a man and a woman is contrasted, which is manifested in the use of different lexical units in describing appearance. However, O.Wilde partially erases this line, expanding the nominative ability to describe the male appearance. If for English speakers, the usual attributes of being a good man are handsome, good-looking and attractive. Oscar Wilde uses a number of additional descriptives, such as beautiful, wonderful, charming, fascinating, marvelous, pretty, delightful: beautiful creature, wonderful young man, charming boy, how proud and handsome he was, how fascinating the lad was, graceful young man, a good-looking chap, a marvelous type, a pretty boy, you were splendid, how delightful you looked, the one so charming and graceful.
His masculine beauty is indicated by his tenderness, elegance, smoothness of lines, forms and movements. The author draws attention to the beauty of individual features of the face (eyes, lips, nose, chin), hands, skin, posture and gait, which together make up the image of the Magic Prince: a wonderfully beautiful face, his finely-curved scarlet lips, his frank blue eyes, his crisp gold hair, delicate hand, gracious and comely form, fine lines of the mouth, finely shaped fingers.
This image is fully in line with the ideals of ancient beauty, which are guided by the principles of golden section and Pythagorean proportions: with the help of antonomasia the author holdsparallels with the gods of ancient Greek mythology Adonis - the embodiment of beauty and youth, Paris - the embodiment of gentle and graceful beauty and Narcissus, representing the "cold" and "impregnable" beauty and narcissism. In addition, this stereotype - blond hair, big blue eyes, smooth nose, slender figure - meets the north-western European appearance and English beauty standards: 

Grace was his, and the white purity of boyhood, and beauty such as old Greek marbles kept for us [9: 36].

… this young Adonis, who looks as if he was made out of ivory and rose-leaves. Why, my dear Basil, he is a Narcissus [9: 3].

The dominant areas in assessing the qualification of a woman's appearance are the face, hands and figure. The attractiveness of a woman Oscar Wilde sees in her weakness, fragility, femininity: 

She lacks the indefinable charm of weakness [9: 189].

Based on this belief, he compares beautiful women with fragile and delicate flowers and plants (rose, white narcissus, white lily, spray of jasmine), frightening but graceful animals (fawn), gives childlike features (emphasizes their fragility) (little, flowerlike face) and defenselessness. In addition, a positive assessment of the author is caused by plasticity and grace of the body (the curves of her throat were the curves of a white lily), the smoothness of movements (her body swayed… as a plant sways in the water).
Female beauty is represented by the attributes beautiful, wonderful, charming, lovely, marvelous and divine. With bright artistic means (eyes that were violet wells of passion, lips that were like the petals of a rose; a little, flowerlike face; red-rose lips) the author creates an image of pure, angelic beauty.
The metaphor violet wells of passion, which is used to describe a girl's eyes, conveys both their depth, color saturation, and liveliness of look. Comparing the lips with rose petals, the author shows their tenderness and brightness, and the comparison of the face with the flower shows its fragility and fondness. The feminine beauty thus reminds the beauty of the child with its naturalness, immediacy, tenderness and naivety. All of the above features in a concentrated form are conveyed by the token lovely (the loveliest thing, one of the loveliest creatures, lovely to look at). It expresses not so much the amazing beauty of the object, but its ability to evoke pleasant feelings - admiration, joy, etc.
The relation "beauty" - "human" can be considered on the other side, where the person is not a bearer of beauty, but his contemplator and is able to evaluate it. Because the perception of beauty is subjective, the response to it causes depends on the recipient. The most typical reaction to the beautiful is the fascination (fascinates, had so fascinated), pleasure (lovely to look at, sense of pleasure, I delight in it), wonder (wondering at its beauty), charm (charm, charming), adoration and worship (adoration, admiration, idolatry, worship), love and affection (I couldn't help liking, I am in love with it).
At the same time, beauty is capable of evoking feelings that are negative connotations: jealous (I am jealous of everything whose beauty does not die), hate (Then he loathed his own beauty…), fear. The fear here is not connected with the image of the beautiful, but with its power, power, it is the fear of being subdued, absorbed by the beauty: 
A curious sensation of terror came over me. I knew that I had come face to face with some one whose mere personality was so fascinating that, if I allowed it to do so, it would absorb my whole nature, my whole soul, my very art itself [9: 6].

The above examples show that in some cases beauty is an active start and attracts the eye, fascinates (fascinates, charming), and in others - turns into a passive object of action that you can admire, which you can love or hate. 

The activity/passivity of beauty with respect to the subject of contemplation is expressed in the form of a verb (form of active / passive state), as well as in the syntactic role played by the lexeme for the designation of beauty (subject or appendix).
Examining the connection of the concept of "beauty" with human activity, they found that in the individual-author's picture of the world, interpretations of the concept partly coincide with his understanding in the linguistic picture of the world, and partly fill the concept with new, individual meanings.
Both in the linguistic and the author's picture of the world, the connection between beauty and wealth, beauty and love is emphasized, the fluidity of beauty and its powerful power is emphasized, the importance of clothing in creating a good appearance is recognized.
Distinctive features are manifested in several aspects. In the world-wide picture of the world, beauty is viewed in relation to utility and morality, with the latter being preferred over choice. In O. Wilde's novel, beauty is an end in itself; it is "detached" from morality and good and is devoid of any content.
In the linguistic picture of the world, it emphasizes the deceitfulness of appearance and sounds a warning against superficial judgments, emphasizes the incompatibility of beauty and reason, the mind is recognized as more important. The author also identifies the appearance as the main feature by which to evaluate the objects; in the statement of incompatibility of mind and beauty, priority is given to the latter. In Oscar Wilde's novel, the mystery is considered one of the conditions of attraction, recognizes the divine beginning of beauty, combined into one whole beauty and sin, beauty and tragedy. The peculiarity of the concept of "beauty" in the work is the extension of the nominative circle of designation of beauty of а men, which is quite limited in the common picture of the world.
The interpretation of the concept in the individual author's picture of the world has both common and distinct features with its understanding in the common linguistic picture of the world. In order to get a more holistic view of Oscar Wilde's concept of beauty, we compared the features of linguistic representation of the concept in the individual-author and common-linguistic picture of the world. As a result, the following similarities were highlighted:
· Objects of beauty can be human, nature, places or objects of the material world.
· Hedonistic motives – the ability of beauty to bring sensual or aesthetic pleasure.
· The semantic features of lexemes to denote the beautiful: intensity of expression; the activity of the subject of aesthetic evaluation; grace; harmony; naturalness/artificiality; impeccability; no defect; emphasis on the power of attraction; shine, light.
· The use of lexemes for the designation of beauty in general value.

· Communication of beauty and wealth.

· Communication between beauty and love.

· Emphasis on the flow of beauty.

· Emphasis on the power of beauty, the opportunities it affords its master.

· Recognizing the importance of clothing in emphasizing or enhancing beauty.
Distinctive features can be represented as follows:
· More opportunities for nomination of male persons on the basis of "beauty".

· Beauty is seen as an end in itself; denying its connection with utility and morality, depriving it of any meaning.

· Appearance is the main reason why you should evaluate a person or thing; beauty is given priority.

· Incompatibility of mind and beauty, which takes hyperbolic form; preference is given to beauty.

· Incompatibility of mind and beauty, which takes hyperbolic form; preference is given to beauty.

· Combination of beauty and sin, beauty and tragedy (suffering, death) into one.
3.5. Rendering adjectives of lexico-semantic group human appearance and beauty in the Ukrainian translation of “The Picture of Dorian Gray” by Oscar Wilde.
Conceptual analysis of linguistic categories connected with the class of adjectives, like their lexico-semantic features should be held taking into consideration the functional aspect of the phenomena, i.e. the function of the inner form of adjectives. The theme is topical because of the tendency in modern linguistics of holding research at intersection areas, i.e. by joining and re-conceptualizing the data of different sciences or branches and approaches within a science. By transposing a morphological notion of classes of words into the sphere of interest of functional linguistics, text and discourse linguistics and linguoculturology we might find new aspects for analysis. The outcomes of the research seem even more promising if further insight is taken into differences between the original and the translation.
According to S. Mironova if we adopt an approach based on semantic re-conceptualization, adjectives would be the least researched class of words [7, p. 6]. The reasons for this are suggested by A. Ufimtseva. According to the scholar, one of significant features of adjectives is the broad volume of their sense. And, as she states, it is understandable, since there are much more properties, qualities, emotional evaluations in the objective, social and spiritual spheres etc than there are objects which they described or to which they are ascribed [8, p. 197].
This area seems very promising, as many lexico-semantic groups of words with rich range of shades of meanings might be distinguished within the wide class of adjectives. Taking into account the ability of adjectives to render expressiveness, evaluation and emotiveness their functional potential cannot be overestimated. There are no unified criteria of defining the types of adjectives, as well as there is no a unified classification of them. Accordingly, there exist different classifications with different constituents [2, p. 3]. However, the scholars do agree on the major lexico-semantic groups of adjectives if it comes to describing a human being. Traditionally such groups like human appearance, human character, human activities etc are distinguished.
The definition of translation does not cause much of argument. We follow the definition suggested by I. Korunets: translation as a term and notion is of polysemantic nature, its common and most general meaning being mostly associated with the action or process of rendering/expressing the meaning/content of a source language word, word-group, sentence or passage (larger text) in the target language or with the result of the process/action of rendering [6, p. 10].
Translation is also a kind of bilingual and bicultural communication. It can be viewed, and analyzed from different points of view: according to correspondence of translation and original, the communicative effect of the translation, its pragmatic adequacy etc.
Therefore, our aim is to analyze the English adjectives belonging to the lexico-semantic group HUMAN APPEARANCE from structural, semantic and functional view and to contrast them with the Ukrainian adjectives used by translator, R.Dotsenko. The findings of the research, though rather narrow in significance, may contribute to the more general analysis of divergences and convergences between the English and Ukrainian languages and, thus, cultures. Also, the research aimed at establishing the translation techniques most often applied by the translator. The methods used for analysis included componential, contextual and contrastive analysis.
For our analysis of the methods of rendering adjectives into Ukrainian we have chosen to use the model developed by V.Komissarov, who distinguished equivalence, grammatical substitution, concretization, generalization, sense modulation, compensation and explication [5]. As the analysis has shown, there is a comparatively large number of adjectives which are rendered with the help of their equivalents. Here it should be mentioned that we are not talking about formal equivalence, but functional equivalence. It means that the translation of the adjective “beautiful” as “прекрасний” is considered equivalent, though semantic structures of these adjectives are slightly different. However, some remarks should be made as to which pairs of adjectives are considered equivalent.
Special attention should be paid to the translation of sets of words synonymic with “beautiful” and “ugly”’. These words play an important part in the novel, and are directly connected with ideational and thematic layer of the text. As the analysis has shown, in total 15 adjectives synonymic to “beautiful” were used by Oscar Wilde. They are: “beautiful”, “charming”, “delightful”, “fascinating”, “exquisite”, “marvellous”, “good-looking”, “extraordinary”, “pretty”, “refined-looking”, “smart”, “dainty”, “delicate”, “fair”, and “winsome”.
The analysis of their dictionary definitions and also the contextual analysis show that there is a set of semes which are present in the semantic structure of each of them. These semes are: “human appearance”, “attractive appearance”, “bringing pleasure”, and “attracting sight”.
Analogously, we have written out and counted all Ukrainian translations of the above mentioned set of adjectives. There are 17 of them (for the purpose of analysis we have changed the forms from three genders into one, masculinum, as this is the form usually presented first in dictionaries): “прекрасний”, “вродливий”, “прегарний”, “привабливий”, “принадний”, “чарівний”, “витончений”, “граціозний”, “досконалий”, “чудовий”, “гарний”, “захопливий”, “блискучий”, “ладний”, “гожий”, “принадний”, “бездоганний”. In the analysis, it was taken into account that the words should describe human appearance, so that we could make a grounded comparison.
The results of componential analysis prove that despite certain differences between semantic structures of the adjectives and their collocational differences, all of them share the same integral semes as the adjectives from the corresponding group of English adjectives. So, we can say that the lexico-semantic subgroup “adjectives denoting attractive appearance” is rendered by way of finding partial equivalents each of which has the same 4 integral semes as any of the English adjectives from the subgroup.
The same may be said about the counterpart group, i.e. the group of adjectives denoting unattractive appearance. Their number is 9: “ugly”, “hideous”, “monstrous”, “terrible”, “horrid”, “uncomely”, “foul”, “sordid”, “vile”. The integral semes which all of them share are “human appearance”, “non-attractive experience”, “causing disgust by one’s look”. These adjectives are translated into Ukrainian with the help of the equal number of adjectives: “бридкий”, “відразливий”, “потворний”, “моторошний”, “гидкий”, “мерзенний”, “страхітливий”, “огидний”, “мерзенний”, and all of them share the three integral semes correspondent with their English counterparts.
The percentage of equivalent renderings varies depending on the subgroup. It is the highest for the subgroups “adjectives denoting attractive appearance” and “adjective denoting unattractive appearance”. The adjectives from the first subgroup are translated by using the equivalent in 94% of cases, from the second subgroup – in 84% of cases. The remaining substances were translated using grammatical transformation, namely grammatical substitution (changing the part of speech: e.g. “ugly” – “потвори”) giving 6% for the subgroup “adjectives denoting unattractive appearance: and 16% for the subgroup “adjectives denoting unattractive appearance”.
The adjectives of these groups sometimes share only one or two integral semes with those in the nucleus, and, accordingly, they have more differential semes. Also, they are members of other lexico-semantic groups, and often are closer to the nucleus there. It is also worth noticing that the adjectives with contextual meanings require elaborated translation. For example, in the following passage several translation methods had to be used in order to render the richness of sense and connotations of the original:
Harry, imagine a girl, hardly seventeen years of age, with a little, flowerlike face, a small Greek head with plaited coils of dark-brown hair, eyes that were violet wells of passion, lips that were like the petals of a rose [10, p. 34].
Гаррі, уявіть собі дівчину літ сімнадцяти, обличчя в неї – наче квітонька, голівка грекині, а на голівці тій вінок темно-каштанових кіс. Очі її – немов бузкові плеса пристрасті, а вуста – пелюстки троянди... [4, p. 50].
The first pair “flowerlike” – “наче квітонька” is translated with the help of grammatical transformation (changing a compound adjective into a word combination) and also sense development (“flower” belongs to neutral vocabulary, while “квітонька” is diminutive and brings about richer sense which includes semes “small”, “slender”, “young”, “causing tenderness” etc.
The second pair has to be analyzed in complex, since the sense is distributed among part of the combinations in different ways: “small Greek head” – “голівка грекині”. The adjective “small” is omitted, and the technique of compensation is used in a different part of the sentence – the neutral noun “head” is translated by the diminutive “голівка”. 

The second adjective “Greek” is translated by way of grammatical substitution by a noun. The third pair of adjectives “dark-brown” – “темно-каштанових” is translated by way of concretization. The adjective “brown” belongs to the group of primary colours in the lexico-semantic group COLOUR ADJECTIVES, while “темно-каштановий” is more concrete in its meaning – not just brown, but brown in a way that chestnuts are. It is also situated further from the nucleus of the lexico-semantic group of colour adjectives in the Ukrainian language. 

The fourth pair of adjectives “violet” – “бузковий” is translated by way of sense modulation (the adjective in the source text belongs to the group of primary colours, while the Ukrainian correspondent belongs to the group of secondary colours, and denotes a lighter colour.
The lexico-semantic group HUMAN APPEARANCE consists of several subgropus: “adjectives denoting attractiveness” and its counterpart “adjectives denoting unattractiveness” (they are the largest groups), “adjectives describing physical manifestation of positive inner features” and the counterpart group “adjectives describing physical manifestation of negative inner features”, and a set of microgroups comprising adjectives used to describe different body parts: face, lips, eyes, figure/build, hair, skin and eyebrows. These groups possess the smallest number of adjectives. structurally, the first two groups are closest to the nucleus of the group, while the latter are the farthest because often the only integral seme uniting them with the nuclear lexeme(s) is “human appearance”.
Adjectives of lexico-semantic group HUMAN APPEARANCE are translated by employing various methods. The tendency has been observed that the method of translation depends on the closeness of the adjective to the nuclear part of the lexico-semantic group and on the number of integral semes corresponding with the nuclear adjectives.
The most frequent ways of rendering adjectives of this group include finding the equivalent, sense modulation and grammatical substitution. Analysis allows making interesting conclusions. It was observed that the closeness to the nucleus of the group and the number of integral semes is proportionally connected with the possibility of finding the equivalent. It means that the general ideas about human appearance in the English and Ukrainian languages are rather similar, while the additional associations are rather different.
Such approach, if generating extensive research allows making conclusions about differences in conceptual and linguistic pictures of the world. It would be too ambitious to aim at such aim in a narrower research, but it allows developing the methodology for contrastive analysis of adjectives belonging to other groups, and then, with enough material, may be a very useful basis for establishing similarities and differences between the two languages and cultures.

CONCLUSION
The structure of Dorian Gray is balanced between Lord Henry's early influence on Dorian (the first ten chapters) and Dorian's life as an adult (the last ten chapters). Each section begins with an expository chapter. Wilde uses devices such as dinner parties to provide temporary relief from intense action. Note also that Wilde's talents as a dramatist often are applied to the novel.
Major symbols in the novel include the portrait, which dominates the story as it reflects Dorian's increasing fall into debauchery. The "yellow book" reflects Lord Henry's continuing influence and seems to be a demonic force of its own. The theater run by Mr. Isaacs is a fantasy world for Dorian, who seems incapable of dealing with Sibyl as a real person. The white narcissus reflects Dorian's adoration of self. Lord Henry plays Dorian like a violin, which is mentioned early in the book and becomes a symbol of manipulation. The opera, where the singer Patti performs, is the essence of Aestheticism, while Daly's opium den represents the depths of depravity and excess.
Major themes include the Faust legend, the balance of body and soul, the dual nature of man, self-discovery, narcissism, friendship, the fall of man, sin and redemption, and the dangers of personal influence or manipulation. Beyond all of these critical approaches, the story can simply be enjoyed on its own as a well-written tale of suspense and surprise.
Oscar Wilde’s “The Picture of Dorian Gray” raises a question concerning the balance between the concepts such as morality, beauty, and the narcissism. Not only does this particular work of Wilde questions the necessity of the coexistence of those ideas, but it is observing a relevant issue of the ability to harmoniously combine them in the human nature. The personality of Dorian Grey consists of the goodwill carefully hidden under the desire to fulfill the never-ending need of the pleasure. Wilde’s vision of spirituality and righteousness in “The Picture…” can be interpreted as the obligation to re-establish the balance between the ethics and aesthetics, and refuse to acknowledge the fact that they are mutually exclusive.
The coexistence of two different concepts, that is, ethical decisions and the desire to live a joyful life, in Dorian Gray himself, may be observed as Wilde’s attempt to examine two most contradictory ideological ideas: the human soul which is driven solely by its desire to procreate and reach the most comfortable being, and the soul which is driven by the pure spirituality. Carroll states, that this particular assumption can be interpreted as follows: “Christianity and Darwinism share certain concepts of the human moral and social character, but they couch those concepts in different idioms, and they would invoke wholly different causal explanations for how human nature came to be the way it is” (Carroll 2). The author is incorporating two different understandings of the soul into his analysis of Wilde’s work. He also claims that Wilde did not use the language (Carroll 2), specific to those theories in his works, but he inevitably developed an idea of the human, whose existence is defined by concepts such as both beauty of the soul and the beauty of one’s appearance. The portrait of Dorian Gray, made by a painter Basil Hallward is an embodiment of the idea of the spoiled spirituality, an example of what may happen to a person if he or she would not choose the righteous path. The main idea of Christianity, which is that a person will always be punished for the improper behavior, is expressed by Wilde in this symbolic element. Additionally, the Darwinism (Carroll uses this term not in order to claim that the “Picture…” actually reflects the ideas of this doctrine, but to define the most suitable opposition to the values of the Christianity) is described in the Grey himself, mainly because he has some narcissistic needs and immediately tries to fulfill them, not bothering with the damage that they might do to his troubled soul.
Wilde’s novel reflects the idea of instability and the relatability of morality. As the views of the concepts are likely to change continuously, Gray sees this issue as something not worth being taken into account. The particular episode of “The Picture…” supports the previously stated point: Gray questions the morality and the divinity-driven existence of a person: “Modern morality consists in accepting the standard of one’s age. I consider that for any man of culture to accept the standard of his age is a form of the grossest immorality” (Wilde). The character is expressing the thought that the morality is a relatable idea, which can only exist in the particular context. Wilde disagreed with the point when made Dorian to destroy the portrait to end the ongoing corruption of his soul, which ended up for him in the actual death. The author is making a point that ethics and aesthetics should not be mutually exclusive.
Aestheticism can only be beneficial when accompanied by the morally acceptable behavior. Duggan states that “Rather than an advocate for pure aestheticism, then, Dorian Gray is a cautionary tale in which Wilde illustrates the dangers of the aesthetic philosophy when not practiced with prudence” (Duggan 62). There was previously stated, that Dorian Gray’s path reflects the impossibility to avoid the punishment for choosing the life full of pleasure over the righteousness. Wilde also seems to support the point. He suggests that art and aestheticism, which both were cherished by the fin-de-siècle philosophy (Duggan 61), are undervaluing the morality, and, conclusively, should not be acceptable for a human being. “The Picture of Dorian Gray” shows the peculiarities of the moral corruption of the time, and emphasizes the importance of being fully responsible for the self-destruction. The main character, Dorian Grey, can be observed as a typical fin-de-siècle-personality, who has successfully ruined the sanctity of the moral values. Manganiello states that this person can be described as the one who has to cope with “the consequences of substituting an aesthetic for an ethical conscience” (Manganiello 25). When Dorian Gray literally kills his portrait, and makes the transition from the being an embodiment of the pure beauty to the complete ugliness (which seems to reflect the consequences of his life choices), it becomes clear, that Wilde’s work carries a clear moral message to the reader concerning the importance of the righteousness.
So, Wilde’s “The Picture of Dorian Gray” is criticizing the most vicious flaw of his time: cherishing the beauty of the appearance regardless of receiving punishment for the sinful and morally unacceptable behavior. The primary idea of the novel can be interpreted as follows: the cherishing of the aestheticism has advanced to the state when one cannot observe the consequences of the self-destruction. Wilde does not deny the necessity of the joy, nor does he states that the beauty and the moral values are mutually exclusive. When creating the Dorian Gray’s character, he was criticizing the eagerness of the fin-de-siècle philosophy to deny the possibility of the harmonious coexistence of the morality and joyful living.
As it was previously mentioned, Dorian Gray’s personality can be examined as the reflection of the two contradictory doctrines: Darwinism and Christianity. The author created a picture of both instincts-driven person and the one that is following the divine and moral guidelines. The main character of Wilde reflected those views, and was eager to satisfy all his desires, regardless of the consequences. Wilde sees it as the significant flaw of his time, as in the cherishing of the beauty there is a great ugliness, which the author tries to point out. The understanding of the morality as a relatable and unstable concept is a way to refuse the ethics completely and substitute it with aesthetics. “The Portrait of Dorian Gray” explores the peculiarities of the spoiled soul, which chose a life path full of momentous joy and pleasure. The ending of the novel can be interpreted as Wilde’s way to express his disagreement with the point that was stated earlier by Dorian Gray concerning the obsolete morality. Wilde’s “The Picture of Dorian Gray” observes morality as the way to keep the balance between ethics and aesthetics.
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