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e BUM3HAYEHHS NPWYMHHO-HACMIOKOBMX 3B'A3KIB Ta NiABEAEHHS MiACYMKIB Ha OCHOBI  0COBMCTOI
iHTepnpeTauii;

e CTBOPEHHS MELiaTEKCTiB, OrONOLWEHb, HAMMCAHHS NPOLOBXEHHS ONOBigaHb abo BNACHOI KiHL|BKK;

e BU3HAYEHHS (haKTy i BUMUCITY, NPOCTEXYBAHHS 3B'A3KIB MiX 3MICTOM NiTepaTypHOrO TEKCTY, 0COBUCTIM
[OCBIOOM Y4HS | peanbHuM CBiToM [1, ¢. 25—26].

PO3BMTOK KPUTMYHOrO MWCIEHHSI MPW BMBYEHHI aHIMINCbKOI MOBW MOTPIGHO posrnsgat B cdepi Moro
niHrBicTMYHMX ocobnueocTen. Ha aymky Burotcekoro J1.C., fymka He NpocTo BUpaxae CnoBa, BOHA iCHYE 3aBAsku iM
[2, c. 98—99].

Cnig 3a3HaunTy, WO CTBOPEHHS KPeaTUBHOTO CepeaoBuLLa BKtoyae B cebe psg enemeHTiB, cepeq sKux:
onopa Ha NPUHLMN KPeaTUBHOCTI, FOTOBHICTb BUMTENSI 0 TBOPYOI AiANbHOCTI, BUKOPUCTAHHS €PEKTUBHIX OCBITHIX
TEXHOMOri, HadaHH] nepesary 3MICTOBHIA OLjHLi B CUCTEMI OLHIOBaHHI pEe3ynbTaTiB JiSNbHOCTI Y4HIB, LUO
CMpUSTIIMBO BMAMBAE HA MOTWBALIIO YYHIB 0 TBOPYOT AiANbHOCTI Ta CTBOPEHHS cuTyaui yenixy [3, ¢. 86—87].

Buknagau moxe cnpustn hopMyBaHHI0 MOTUBALLii BUKOPUCTAHHS KPUTUYHOTO MUCTEHHSI B YYHIB PisHAMM
3acobamu. OgHum 3 Takux 3acobiB € MeTog NpoBreMHO-pPO3BUBAIOYOrO HaBYAHHS. KOXEH METOL MICTUTb CYKYMHICTb
MPUINOMIB 3aMEXHO Bif iX NOEAHAHHS | PO3MILLEHHS HAWNMOBHILLIE BUKOHYE Ty UM iHLLY OYHKLH0. [poTe OKpemo B3STUMM
npuitomMamm Ta MeTogamm HEMOXNMBO CHOPMYBATU | PO3BUHYTWN MOTUBALLiFO, OCKINIbKW KOXHUIA METOZ 34INCHIOE CBIN
BNNMB Ha il po3BuMTOK [4, . 61].

HocnigHnky BUAINAIOTL XapaKTEPHi PUCK YYHS, SIKWiA BONOZIE KPUTUYHUM MUCHEHHSM, a caMe:;

Aa€ OLiHKY TBEPIKEHHSM i NPONOHYE BNACHI apryMeHTy;

npu HeobXigHOCTI BU3Hae bpak iHdhopmallii abo 0OMEXEHICTb CBOTO PO3YMiHHS;

nparHe [0 MOLUYKY HOBUX piLLieHb;

HaMmaraeTbCs AOCTiZKyBaTH AyMKN abo nocTynaTu, siki MICTATLCS B TEKCTI i 3icTaBnse ix 3 haktamu;
Mae NeBHMI Habip KpuTepili HeOBXiaHMX ANs aHaniay igew;

YBaXHO CIyXa€ iHLUMX YYHIB | FOTOBWIA BUCMOBUTY BIAcHY TOYKY 30pY;

LyKae JoKa3mn Ans NigTBepIKeHHs CBOIX ien;

PO3rNsSAae NoLWyK KPUTUYHOT iHopMaLii Sk HEBIA'EMHY YaCTUHY NPOLECY Ni3HAHHS;

BMi€ pOBUTYW NOTiYHI BUCHOBKM HA OCHOBI OTPUMaHOI iH(hopMalLli;

pobpe posyMmie MigTEKCT OKPEMMX TBEPIKEHD | TEKCTY 3aranom [3, 87—88].

[MigcymoBytouM BULLECKA3aHEe 3a3HAYMMO, LLO 3anpOnNOHOBaHI KpeaTUBHO-KPUTUYHI MeToau (popMyBaHHs Ta
PO3BUTKY KPEaTUBHO-KPUTUYHOTO MWCIIEHHS € Nuwe cnpobolo BUATW 3@ pamku TpaguuiiHux ¢opM HaBYaHHS,
peaniayBaTi AaBHE OaXaHHS pO3WMPWTY adanTaLiiHi MOXIMBOCTI MOMOZOI JIIOAMHM, PO3BMBAKOYK ii 0COBUCTICHWI
noTeHLjan i 3aaTHICTb 40 KOMYHIKaTUBHOT iIMNPOBI3aLlil Ta NOKpaLLMTL BaXKIMBI MOKA3HWKM YCMILLHOT YYHIB.
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LloebHs1 M.
Haykoesuti kepigHuk — doy. Losbyw O. I.
THE “CHICK LIT” GENRE THROUGH POSTFEMINIST LENS

Research in postfeminist fiction has been carried out quite recently. The following American scholars were
most interested in the field: R. Bradford, P. Cambell, C. Mazza, J. Drake, A. Phillips, S. Mills, J. Maher, M. Young,
J.R. Mcmillan. The aim of the article is establishment of the main language features peculiar to the novels of “chick lit”
from the postfeminist perspective.

The notion of postfeminism emerged in the 1990s as a result of an avalanche of conceptual conflicts of
feminism in the 1980s and the 1990s. A modern woman deals with contradictory ideologies, thus trying to be
successful. On the one hand, she does her best to advocate her femininity, i.e. to seem kind, friendly, well brought, fair
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and attractive. On the other hand, she longs equality with men, trying to show the best men’s qualities such as
omnipotence, sensibility, self-confidence and power.

Taking into account all the reasons mentioned above, sociologists define a shift in contemporary feminism
from feminism, which deals with equality, to the one, which deals with difference. In short, from feminism to
postfeminism.

Chris Mazza and Jeffrey DeShell were those who coined the term “chick lit’, which was mentioned for the first
time in their anthology of postfeminist fiction “Chick Lit: Postfeminist Fiction” in 1995 [1]. In spite of being made up
completely by chance, the term soon widespread among both critics and journalists, thus it has been frequently used
in the media for defining a new genre of literature. After the first novels, which turned out to be on a roll, were released,
“chick lit" literally became one of the main genres of western fiction. Its long-lasting popularity became more vivid after
successful filming of the most popular novels — “Bridget Jones’s Diary” by Helen Fielding and “Sex and the City” by
Candace Bushnell.

The article with the heading “What is “chick lit"?” was published in 2004. According to the definition given
there, “chick lit” is a modern genre of fiction about single women, who are mostly in their 20-30s, and are in search of
the ideal man. The difference between classical women’s novels lies in the fact that “chick lit” novels describe everyday
life of modern men and women as well as give a fresh interpretation of their relationships [2, p. 26].

R. Montgomery claims that the common belief that “chick lit’ novels are usually failed, funny, unsuccessful,
badly written and have a negative influence on most women is misleading. She treats them as entertaining and
interesting. Besides, a lot of women tend to identify themselves with the heroines [3, p. 26]. It is true due to the
unquestioned popularity of “chick lit” all over the world. There is an enormous range of the novels divided into different
categories based on the target audience: novels about women who are struggling trying to lose weight (Bigger Girl Lit);
literature for women interested in moving up the career ladder (Career Chick Lit); novels for single women living in a
megacity (Single City Girl Chick Lit); stories for retired women (HenChick Lit); for shopaholics (Shopping Chick Lit); for
women with children (Kids Chick Lit); etc.

P. Kophi emphasizes the main qualities of the female protagonists: they are confident, independent,
courageous women, who “take the responsibility for being who they actually are” [6, p. 21]. The woman of postfeminism
wants to achieve everything at once because she is not likely to choose between her feminine and public roles. She
tries to integrate everything in her life: connect her job and materialistic aspect of life with the wish to lead homely
lifestyle; bind her woman’s power and independence with romantic relationships with men as well as simple women’s
jollies. To have everything means to balance between professional success and one’s own failures, between feministic
and merely women'’s rights and opportunities [5, p. 98-99].

Sometimes “chick lit” may be referred to as “chic lit". This form is considered to be apromising brand-new
trend in literature for young women. The success of “chick lit” novels enables us to spot the new tendencies in the
development of contemporary mass fiction for women, which uses strategies of feminist fiction, yet in a simplified way.
In fact, “chick lit” uses motives of protagonists’ trials and transformations taken from a fairy-tale plot, and applies them
to “popular feminism” [2, p. 6]. So, “chick lit” incorporates discourse of a traditional fairy-tale and feminist eloquence in
the context of modern popular culture [2, p. 6]. The genre of “chick lit" is actually a vivid reflection of postfeminist
features of modern western society. The typical characters of the western “chick lit” novels have been firmly established
in popular culture.

Direct, informal style of narration peculiar to “chick lit’ novels is a lot similar to epistolary form, which was so
popular among writers of the 18 century (e.g. Frances Burnie). “Stream of consciousness”, which was developed by
Virginia Woolf and other modernists, is widely used in the “chick lit” novels. All these techniques enable the reader to
immerse into the consciousness of each character, observe his or her perception [4, p. 67].

There are some literary critics who hold the opinion that “chick lit” is also very similar to the genre of modern
glossy magazines for women. The latter attract women'’s attention by caring too much of their appearance, which they
promise to improve, however they do not explain it in a proper way. The same is about the “chick lit” novels that provide
the reader with the world with endless beauty. Admittedly, the distinctive feature of “chick lit’ novels is that heroines
openly talk about their flaws, they even mock over them, in such a way showing that there is nothing perfect [7, p. 61].

Speaking about syntax of both glossy women’s magazines and “chick lit" novels, it is clausal. Sentences
usually begin with participial and prepositional constructions, include gerund and other verb constructions. Passive
constructions are not often observed. Such syntax describes actions, thoughts and feelings but not usually definite
facts [7, p. 4].

As usual, authors of the “chick lit” genre use those language tools which are popular among speakers in their
everyday communication. One of the significant features of modern women'’s fiction is simplicity (in some cases it is
even referred to as primitive) of information presentation — so-called light style which leads to the absence of complex
syntax structures. There are two consequences of this: 1) the readers’ circle has extended; 2) readers’ general level
of culture has been reduced. Usage of slang, conversational (even four-letter words) vocabulary has become part and
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parcel of modern everyday life, that is why writers should take it into consideration. “Chicklit” has to “address issues of
modern women humorously and lightheartedly” as well as be written in the language used in everyday life [7, p. 3].

So, we can present the following features of “chick lit” novels:

the plot of the novels is developed by the first-person narration;

‘happy end” is the main characteristic feature of the novels;

the language of the novels is by and large defined by popular mass culture;

the general slant of the story is neutral, ironical and humorous;

discourse of “chick lit” is the blend of traditional fairy-tale elements and modern feminist features;

the protagonist of the novels is always a modern woman who stands by her social rights and is not afraid
to enter into conflict with merely male, often hostile, world;

7) according to the genetic structure, “chick lit" is an intertextual code of the women’s perception of the

world.

Taking everything into consideration, we can come up to the conclusion that “chick it is a modern literary
genre, which casts light on the life of a modern woman by the woman herself. Despite the fact that a lot of people are
uncertain about the genre, we cannot turn a blind eye to its fast-growing popularity and development. Besides, “chick
lit” has become a subject of investigation by many literary and language studies.
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HakoneyHa H.
Hayk. kepigHuk —dou. Haukig O.1.
EKCIIEPUMEHTAJIBHA INIEPEBIPKA EEKTUBHOCTI METOAUKHW ®OPMYBAHHA
AHI'JIOMOBHOI IEKCUYHOI KOMIIETEHTHOCTI Y YUTAHHI Y CTYIEHTIB
JITHIBICTUYHHUX CIELIIAJIBHOCTEN HA IOYATKOBOMY CTYIEHI HABYAHHA

MoctaHoBka npobnemu. CuctemMa HaBYaHHS CTYOEHTIB BKITIOYAE OBOMOAIHHA HUMK BCiMa BuAAMM
MOBJEHHEBOI AisnbHOCTI. TOMY BNPOAOBX OCTAHHBLOTO AECATUNITTS BiAbOYBaETLCS CTPYKTYPHE Ta SKICHE OHOBIEHHS!
CUCTEMM BWLLOI MeaaroriyHoi ocBiTW. POpPMyBaHHS aHrIOMOBHOI NEKCUYHOT KomneTeHTHOCTi (AJIK) y uuTaHHi €
CKNagHWM, LinecnpsMoBaHuM Ta 6araTorpaHHUM MpOLECOM, SKuMiA NMOBMHEH OyTu UYiTKO CTPYKTYpOBaHUM Ta
HanoBHEHUM rnnMbokuM 3mictom. OcobnmBOro 3HaueHHs HabyBae AOCATHEHHS PIBHS BiflbHOTO BUKOPUCTAHHS IEKCUKM
Ta cnpuUiAMaHHsa JyMku 3acobami iHO3EMHOI MOBM, ake HEAOCTATHbO CCHOPMOBAHI NTEKCUYHI HABWYKM 3AINCHIOOTH
HeraTMBHUIM BNAMB Ha POPMYBAHHS MOBMEHHEBWX KOMMETEHTHOCTEN, NOPYLLYIOUM KLiNNIA MEXaAHI30BaHWIA Nag, XMBOI
MOoBM Ta ii Tpaguyitox [1, ¢. 57].

AHnani3 pocnimkeHb. Fk nokasas aHani3 nitepatypu, NUTaHHA NPO 0COBIMBOCTI HABYaHHS NEKCUYHOTO
acnekTy iHO3eMHOI MOBW OOrpyHTOBAHO y MpausX He NUWeE BiTYM3HAHWX, @ W 3apybikHMX BYEHMX, 30kpema H.
FanbcbkoBoi, b. bensesa, O. TapHononecbkoro, b. Manigyac, C. Wartinos, A. WykiHa, M. M'ypsuya, B. KopoctunboBa,
W. Waring, P. Lorenzen, P. Nation. OgHak, npobnema opmyBanHs AJTK 3anniuaeTbcs HeAoCTaTHLO BUBYEHOMO, LU0
3yMOBWNO HeobXiaHICTb po3pobku okpemoi meToauku dopmyBaHHS AJTK y uyuTaHHi y CTYAEHTIB NIHrBICTUMHUX
cnewianbHocTel Ha noyaTkoBomy cTyneHi HaB4aHHst (MCH) Ta ekcnepuMeHTanbHOT NepeBipky ii ePeKTUBHOCTI.

MeToto cTaTTi € onuc NigroToBkM Ta nepebiry METOANYHOrO EKCNEPUMEHTY, NPOBEAEHOrO A1 BU3HAYEHHS
ehekTUBHOCTI MeToamnkN hopMyBaHHs AJTK y YnTaHHi y CTydeHTIB MIHrBICTUYHMX chevianbHocTer Ha MCH, aHania Ta
iHTepnpeTaLis OTPUMaHUX pesynbTaTis.

Buknapg ocHoBHoro Marepiany. 3 MeTOW MepeBipkM eqeKTUBHOCTI PO3pobneHol Hamu MEeTOAMKM
thopmyBaHHs AJTK'y umTaHHi y CTyAeHTIB NiHrBICTUYHMX cnevianbHocTeit Ha MCH, a TakoxX AOLiNbHOCTI BNPOBagKEHHS
il y HaBYanbHWiA NpoLec Byno opraHi3oBaHO Ta NPOBEAEHO METOAUYHMI EKCNEPUMEHT BiANOBIAHO 4O YNHHMX BUMOT.
EkcneprMeHT NpoBOAMBCS 3rigHO 3 NOCMILOBHICTIO, BU3Ha4eHO M. JlsixoBuuskum [2] | cknapascs 3 n’amu emanie: 1)
OpraHisalisi eKkCnepuMeHTy; 2) peanisauis ekcnepumMeHTy; 3) eTan KOHCTaTauii OTpUMaHuX AaHux; 4) nepesipka
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