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PopoeoTo Hegopalbupare BO
,norpewso pasbpann 36oposn”
(TpeTwor gen og Hefogrocrusaila mechoiliuja
wa Gocoereilo) on Munau Kynaepa

Foye
CMUTEBCHM

MomupyBare Ha HApaTonorKjara
M DEMHHHCTHYHATA KPHTHIKE

Bo mejauuoTo feno Quiyuu na asffiopuilieinocla:
wenuille Ducallieaxu u wapailiuenuotl 2aac (1992),
Cyzan Jlencep (Susan Lanser) ce of/yBa 1a TH DOMHpPH
(PEMHHHCTHYKATA KPUTHEA H HAPATOMOIIKHTE HOrNeH
Hi THTEPATYPATA H IHTEPATYPHATa KPHTHKA. MMajis ro
NpPEefEs)], NapaaoKCaTHHOT ACHeKT Ha HejauuHoT 06Nz,
JleHCED YKa#YBA Ha Toa Aexa ,JopmMatHcTHYKATA
MOETHEA MOMEE T4 HM O YHHH Ha DeMHHHCTENTE HAHBHO
EMUHPHCTHYKA, MACKHDAJEH ja HOSOMOTHJATA KAKO
oOjeRTHREAA RHCTHHA, MPTEVELJKH 0 3HAYERETHO 54
jacHocTa (npeuuanocTa), Ge3 cnocofHOCT 33 CO3TARAEE
obENENA CO MONHTHIKD 3HAYeHke, PeMHHHCTHYKATA
EPHTHEA MOKE Ja HM C2 YMHH Ha HAPATOIOZHTE HAMBHO
cybjeKTHEHA, O TEHIEHITH]A 73 ja APTEYEA NPeIHIHOCTA
B0 MMETO Ha HABJIOTH]aTa, HecnocoDHa 38 COAARANE HA
ofenexja co TexcTyanHo anademe” (Lanser: 4, 5).
JlomHpHATA TOUKA Ha OBHE B3 PAsAMYMHM NPHCTATH HA
awrepatypara G momen aa buge, cnopea Jledcep,
HAPATHEHHOT [JIAC, ZOKOIKY It chaTHME eqHOBPEMEHD
H KAKO HADATWIOWIKH, H KAK0 DOMHTHYEN TepMuH. 38 Taa
men, JleHcep npejnara HAPATABHHOT raac Aa Gupge
COrNMeaan HE3 HETORATA inl{H}rJla.u,Hja BOTPH HAPATHEHHA
momesin. [IPEHoT Mo, ABTOPCEHOT Tiac, Moxe 13 Oupe

G Gender Misunderstanding in
oce ’
Smileveki ‘Words Misunderstood
(third part of the Book of Loughter and
Forgetting) by Milan Kundera
Reconciliation of

Narrative and Feminist Criticism

In her work Fictions of Authority: Women Writers and
Narrative Voice (1992), Susan Sniader Lanser tries to
reconcile the feminist criticism and narratological views
on literature and literary criticism. Being aware of the
paradoxical aspect of her attempt, Lanser points out that
“formalist poetics may seem to ferninists naively empiri-
cist, masking ideology as objective truth, sacrificing sig-
nificance for precision, incapable of producing distinctions
that are politically meaningful. Feminist criticism may
seem to narrators naively subjectivist, sacrificing preci-
sion for ideology, incapable of producing distinetions that
are textually meaningful” (Lanser: 4, 5). The meeting point
of these two different literary approaches could be, ac-
cording to Lanser, the narrative voice, if it is understood
as both & narrative and political term. For this purpose,
Lanser suggests the narrative voice articulate itself in three
narrative modes, The first mode, the authorial voice, can
be found in texts that are *heterodiegetic, public, and self-
referential” (Lanser: 15). The second mode, the personal
voice, refers to “narrators who are self-consciously tell-
ing their own histories (Lanser: 18). The third mode, the
communal voice, refers to texts “in which narrative au-
thority is invested in a definable community and textu-
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.
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HAjfeH RO TEKCTORHTE KOH CE  XeTePOJIHEreTCKH, JakHH,
H asropedepedimjanan” (Lanser: 15). Bropuor Mogen,
AHYHHOT T4c, 08 OJHCCYRA HA  HAPATODHTE KON CAMO-
CRECHO I'H PACKAMYBAAT HHBHWTE CONCTEEHH MHBOTHH
npukazun” (Lanser: 18), Tpernor Moaes, 3aeIHHYKHOT
Tac, ce OIHECYRA Ha TEKCTOBH ,BO KOM DACKAKYBaHKOTO
ABTODCTBO € H3PAZ HA OJPeIeHa 3AeIHHIA H TeKCTORHO
ooprene RAN Npexy MYATHONHIHPAYKH, BIAEMHO
ABTOPHAMPAYKH TJIACOBH MIH NPeKy IMACOT Ha eTHA HH-
AHBHAVAN KOja € OTBOPEHO ABTOPHIMPAHA Off JaeTHH-
para”“ (Lanser; 21).

Moxcehn TOKMY NapagoKCATHHOT ¥ HA HeRO] HAYHH
VTONHCKH DPOSKT HA JTEHCEp 32 TOMBEDYBALE HA HAPATO-
NorHjara i eMHEHHCTHYRATE KPUTHES ME HHCITHPHpPaIe
na ja ynorpefian HejaHHATA TEOPH]A 34 HADATHEHHOT LIac
HA NAPAJ0KCATEH HAYHH — A ja PHMEHAM Ha aBTOD KOj
HE CAMO 110 He € Of MeHCKH 00 (HAawT0BOT Ha KHHraTa
Ha JIeHCEp CYTEPHD#, MAKO HE JTHMHTHpPE, yonoTpeda Ha
TEOPHjATA Ha HADATHRHHOT IIAC HA HeHH-aBTOPER ), TYKY
& BOBIHO MPOGNeMATHIMPAH HETOBHOT OIHOC KAKD HAPa-
TOP KoH #ceHyre.’ Bo HeTo Bpeme, MyBCTHYBAM JICKA MH
LAOMYIITEHO" A MO CTOPaM Toa TOKMY 04 CTpana Ha
Jexcep, Guaejin camaTa Taa ODOTEHIHPa ASKA OMHIIY-
BAjEH ja  KOMIVIEKCHOCTA BO HEKOH J6£J3 Ha WeHH-
ABTOPKH CENaK He 3ar0BAPAM HOKAKOE BHJ Ha ‘asTeH-
THYEH AEHCKH IIAC HHTY HAK JOKEAYEAM 0K HeHHTE
CEKOTAL MHIIYBAAT PAZNHYHG 0 Maxure, Beywnocr,
BEPVBAM JICKa HENPHIHATHTE ARTOPH OJL BATA 03 CE
BIJIVIYBAAT BO PasHH CTPATETHH HA AMANTAUHja H
KPHTHEA IITO T UMHN HUBHHTE Jena aujatorasass’(...)"
(Lanser, B).

KyHAaepa ¥ CO38aBatkbeTo Ha KHWHERHWTE AHHOBK

B o GecMECIEHD IOKOAKY ARTOPOT 6K ce oDmaysan
JIA TO YBEDH YHTATEI0T JEKA HETOBHTE jYHAIH HABHCTHHA

ally inscribed either through multiple, mutually autho-
rizing voices or through the voice of single individual who
is manifestly authorized by a community” (Lanser: 21).

Maybe it was Lanser's paradoxical, and in some way uto-
pian project, to reconcile narrative and feminist eriticism
that inspired me to use her theory on narrative voice in a
paradoxical way. To apply it to an author that is not only
non-female (Lanser’s book title suggests, although does
not limit, applying the theory on narrative voice to
women's writers), but is also highly discussed concern-
ing his narrators’ notions towards the women® At the same
time, | feeel “allowed” to do this analysis by Lanser her-
self, as she points out that describing the “complexities in
some women's writings I am not, however, suggesting any
kind of ‘authentic’ female voice or arguing that women
necessarily write differently to men. Rather, T believe that
disavowed writers of both sexes have engaged in various
strategies of adaptation and critique that make their work
‘dialogical’...]" (Lanser, 8).

Kundera and the Creation of Literary Characters

“It would be senseless for the author to try to convinee
the reader that his characters once actoally lived. They
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souneense. THe He c8 pogeHd off MajuyuHaTa yrpoba; THe
C0 POASHE O €1HA IUTH JBE CYTECTHERHN PEYEHHITH, HAH
), eyiHa ocHoBaa cuTyannja” (Kundera, 1990 : 39).

bi moseno aa ce pede dexa opne 3boposy Ha Kynmepa
I MOSTHOCTAEYBAAT ANXEMHCKHOT OPOLEC Ha co3jaBa-
I HA KHIDKEEeH KK, BH c& COrMACH MeKa HEroROTO
CIAHOBHIITE € NOSIHOCTAEYBAMKD, HO OH 401an geKa Toj
IHOBPEMEHO & 1 Rekpel. H, noxorky caxame ga Gugeme
OCAHOCTARYBAYKH H HOKDETH KOH ABTODHUTE HA HAYHH
ma k0j KyHaepa e 5o 0gHoe Ha COANIABARETO HA THKOBHTE
o1 poMannTe, (0 pexne nexa The (AETODHTE) C8 pogeHy
o1, UoiIuKH eyl MHECATENH — IPETXOMHIIHE, HIH O
DUHOAMU POMAHM HA THE podHTenu-nucaTenu. Ha
npumep, Kyuaepa (Kako nucaren) ¢ pofes o JMeceva-
puifie” ma Xepmau Bpox (Herman Broch) u Josex fea
canjeiliaa on PoGepr Myann (Robert Musil). Kyuaepa
HECOMHeHD 63 JOIA yIITe HeKOTKY KPVIHJATHE ABTODH
(CepranTec, Pafine, JIHApo 1 yIme no HExoj ), HO HETORaTa
PEUeHNTIA Koja ja THTHPABME NOTGPe H Koja ro oGjackysa
HETOBMOT OHOC KOH COBAABAETH HA JHKOBHTE, MOME
fa GEAe MOBP3AHA TOKMY CO JABATA MOTOPE COOMEHATH
pomadH. HerosaTa Teopja, 4EKa THEOEHTE C& KOHCTPYH-
paHH 0f] cTHMyIaTHEHA hipaza, Mose na Guage mospsaHa
oo TpeTHoT Aen o8 Mecevapuilie Ha Bpox, Kaje mmo 8o
elied 01 HAPATHBHHTE TOROBH, Hacroeed FPacoagor Ha
ppegmocTHTe”, Bpox po darnocodexy masup ja ofjaciysa
AnafoxaTa COMjATHE, NCHXOI0IES, 1A B MeTaduandka
NOBAAHHA HA KOjd Cf HACTHRAHH NPHEASHHTE HA HEro-
BHTe AHEOBH, Teopdjara Ha KyHnepa, MCTO Taka, MOwe
Aa Gupe noeps3aHa oo Yoeex Des ceojciiea on Myaws,
sapany weabata Ha Yopux (koja npepaciiyea BO KOMHER)
na ru nedusupa npobnemiTe, A4 ja ofjacHH cHTYaUHjaTa
B0 KO0ja TOj H OCTAHATHTE IHKOBH C& OCTABEHH, 1T BOIH
KoH 0fjacHyBame Ha caMHOT Hero.® Jenbara ua Kyrnepa
Jla TO POAH KHHMEBHHOT JHE Of CTHMYNHpaika (pa3a,
QAHOCHD A 1'0 AeHHHpa IHKOT CO TAKBA dpasa, 1o BogH
YHTATENOT KOH HCTPAMYBAKEG HA HAYHHOT HA Ko
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were not born of a mother’s womb; they were born of a
stimulating phrase or two or from a basic situation”
(Kundera, 1990: 39).

One can say that these words of Kundera are simplifying
the alchemic process of creating a character. I would agree
that he is simplifying the process, but I would add that he
is also honest. And, if we want to be simplifying and hon-
est towards the writers the same as Kundera is towards
the way in which he creates his characters, we would say
that they (the writers) are born out of stimulating writers
- ancestors or from basie novels of these parent writers.
Kundera (as a writer) is, for example, born out of Sleep-
walkers by Herman Broch and Man without Qualities by
Robert Musil. He would certainly add a few more crucial
authors (Cervantes, Rablais, Diderot, to name but a few),
but his explanation of his notion towards the creating of
characters that is quoted above can be linked precisely to
the two aforementioned novels, His theory that charac-
ters are constructed out of a stimulative phrase can be
linked with the third part of Broch's Sleepwalkers, where
in one of the five narrative streams, titled “The Decay of
Values” Broch, in a philosophical manner, explains the
deep, social, psvchological, even metaphysical background
on which are drawn the stories of his characters. It can
also be linked with Musil’s Man Without Qualities, be-
cause of the wish (even desire) of Ulrich to define the prob-
lems, to explain the condition, in which he or the other
characters are in, that leads towards the explanation of
himself.* Kundera's wish to give birth to the character out
of a stimulating phrase, i.e. to define the character with
such phrase, leads the reader towards exploring how the
authorial voice of the narrator in Kundera's novels is con-
nected to that process of giving birth, and its specific way
of choosing exact phrases or a basic situation for ¢creating
particular characters,
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ARTOPCKIUOT IIAC HA HAPATOPOT BO pomasnTe HA Kyuaepa
£ NORP3AH BO TOA parfame W 8O HETOBHOT CHERHpHYCH
HAYWH HA H300D Ha KOHEpPeTHH GpPasH HIH OCHOBHH
CHTYALHH NPH KPEHPAReTo Ha OJAETHH JIHKOBH.

KpaTiuoT peynrK Ha norpewxo pasbpann 360poeu

Hapatopor so Heffodrocausailia aeenoliufa e Gocilioe-
Meeilic HMA ABTOPCKH THac. POMAHOT @ HDAEneH B0 CemyM
feSia H € PACKAKYBAH )i JI0BEDIHE DACKAKYBay KOj HMa
TOPHCTAI [0 CEECTA HA METHPHTE [IaBHH AHka. Bo cexoj
OF, CEJlyMTE EI0BH HApaTopoT HA0HPA PATHYEH JTHE A0
qHja cBecT e HMa TpHeTan. Bo npeHOT Qe Toa e CEeCTs
Ha Tomam, B0 eTopHOT — HA Tepesa, B0 TPETHOT — HA
CaGuna n Ppanu, 8o YeTEPTHOT Ha Tepesa, BO DETTHOT —
Ha Tomam, Bo mectHor — Ha Cabuna 1 5a Ppann, ¥ 8O
CEAMHOT OJHOBO checTa HAa Tepesa. Owoj Meron my
JO3BOAYEA HA HAPATOPOT Aa PACKAXYBA 07 PasfmHYHH
TOMKEM HA [MEeJHIITE, HO GAHOBPEMEHO NPETCTABYRA
PA3NHYHO MHCNEHE HA KaDAKTEPHTE BO BPCKA CO
HAEHTHUHY HEUITa,

ABTODPCKHOT IJIac He CAMO 1IT0 £ NOCPEIHHE Ha TIacoRKTe
Ha JIHKOBHTE, TVKY BOGJHO TH WHTEDIPETHPE HUBHHTE
HCKYCTEA. "ARTOPHTETOT' Hi ABTOPCKHOT IVIAC ¢ £IHOBpE-
MEHD HAJMANKY B HAJMHOTY BHANHE (AN NaK CIyILTHE,
KaK0 EKBHEBAMEHT Ha TCPMHHOT ‘@BTOPCEH 244¢°) BO
TPETHOT A& 04 poManor, HacaoseH Jlorpemso pastpa-
HH 3f0opoRH"?, KOj 1o Hapasyea ofHocoT Ha Cabuna
DpPANT KOH HISHTHYHH HellrTa /Tepauai. Hako Mose na
HEMIE0A Jeka HApATopoT DEAE e BO TOJATHHATA NpeHecy-
BajkH ' CHPOTHBCTABEHHTE IVIEAHINTA HA JHKOBHTE,
CENaK eIHOBPEMERO ARTOPCKHOT DAAC TD UMA JIDCIen-
HHOT 300p”, H I HOBPAYBA MHHATHTE HCKYCTEA CO
AKTYENIHATA CHTYAII)a Ha Hegopastupame. Toa e uvero
cHTYanmja Koja JleHeep ja mMenysa xaxo over! autho-

The Short Dictionary of Misunderstood Words

The narrator in Milan Kundera's The Unbearable Light-
ness of Being has an authorial voice. The novel is divided
into seven parts, and is narrated by a reliable narrator
that has access into the consciousness of the four main
characters. [n each of the seven parts the narrator chooses
a different character to whose consciousness the narra-
tor has access. In the first part it is Tomas's conscious-
ness, in the second it is Tereza’s, in the third one Sabina's
and Franz's, in the fourth it is Tereza’s, in the fifth it is
Tomas’s, in the sixth - Sabina's and Franz's, and in the
seventh again Tereza's consciousness. This method allows
the narrator to narrate different sequences from a differ-
ent point of view, but alzo represents different opinions
of the characters on the same subjects.

Mot that the authorial narrator only mediates the voice of
the characters, but also interprets their experience. The
‘authority’ of the authorial voice is the least and the most
visible “authorial voice'in the third part of the novel, called
“Word Misunderstood”. It contains a subchapter divided
into three parts, titled *A Short Dictionary of Words Mis-
understood™ that expresses the notion of Sabina and
Franz towards the same subjects/terms, presenting also
events of their past that played a role in the forming of
their notion towards these subjects/terms. Although it can
seem that the narrator here simply stands back telling the
characters' opposing opinions, at the same time the au-
thorial voice says ‘the last word’, and is linking the past
events to the actual situation of misunderstanding, It is
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rialify: .MOCTAOKH CO KOH XETEPOAHETETCKHTE, JARHMW,
apropedepeHIHjaIHE HAPATOPH TH H3BEAYEAAT OBHE
‘eKCTPapenpeleHTaTHBHN (PVHKIHH KOH He ce Heol-
XOJHH 33 PACKARVBARETO HE nprxasdaTa” (Lanser: 17).
HaparopoT e oloj kKoj Bo poMaHoT Ha Kyaaepa cyrepupa
AEKA A0k NyFeTo e YUITe MAATH H J0JEKa OISEOHY-
BAAT NOYETHHTE TAKTOBH HA MYSHUKATA KOMIOZHLIjA Ha
HHBHHOT EKHBOT, MOJKAT TAA KOMOOZHIMA A48 j4 M-
BAAT 3AETHO M 8 I'H PAZMEHYBAAT MOTHEMTE, (...) HO aKo
€8 3aN03HAAT KOTA ce Befe noctaps, xaxe Ppann n
Cabina, HHBHHTE MY3IHUKH KOMIOIHITHA CE [TOBERE KK
NOMANKY SA0KPVIKEHH H CK0] MOTHE, CEKO] TPEIMET HMA
MOHHAKED 3HAMEHe 8O cexoja of Hue” (Kundera: 88-89).
OTTYKA, 0BOj Ae 0 pPOMAHOT He ¢ Heollixoden 3a
packaxcyemsetiio Ha Tpuxasznailio, Ho BO HCTO Bpeme ¢
ECeHIMjATeH 3a paaiipae Ha HenopastupameTo noMery
Cafmia u @pann, 4 ABTOPCKHOT PACKAKYEAY € JIHPHTEHT
HA HHBHATa Myaudka KoMiosuyuja, pasMeHYBajis rH
MOTILEUITIE HA DBHE INIIUMHY, ROMEAeMupanu My 3wy
KOMEO3UYUU CO TPETONOCTABEHNOT MHTATEN, AGAEKA
JHKOBHTE HE MOMKAT J1a I'H PAIMEHT THE MOTHEH Mery-
cebHo.

Mproro notnornasje of KpaTkHOT PEYHHE Ha Hepas-
Bpann sboposn” ro pazraenyea abopor wena’. Kpyow-
JATHATA TOMKA BO AHANWAATA HA OBA TOTIOTVIABE & Ak
PAsAHYHATA MOIHIHOHNPAHOCT HA THKOBHTE KOH OBO)
noHM € ofpenena B OGuomomxn. Efesn on anxoeure,
CabuHaa, no AedHHHIHjATa HA CBOJOT PO, € JKeHa. Kako
INTO YKAXYEA HAPATOPOT YIOTE BO NPBATA PEYEHHLA O
nornoraasjero, Jla ce Gume wena Bewe cyabuna xKoja
Cafiuna ne ja Geme wabpana®. Bugejin e unandepenTha
KOH T0a Ja ce Guje #eHa”, Taa Hema Aa ja pasbepe
BAWHOCTA K0ja ja npuaasa $panil Kora ke o ce obpaTi co
~Cafiiria, Bie cTe dcenal”, lypy nogonsa Taa ke edaty
gexa ga ce Oupge meHa 3a Ppadl He oaHAYYED LEHEH OF
ABATa YOBEUKN TONA, TVKY osHaqxyea epeduocin” (Kun-
dera: 8g). Ho, 0oHa IITO THKORKTE HHKOTAII HEMEA J4 1O

actually a situation of what Lanser names as overt
authoriality: "practices by which heterodiegetic, public,
self-referential narrators perform these ‘extrarepresen-
tational’ functions not strictly required for telling the
story” (Lanser: 17). It is the narrator of Kunera's novel
that suggests that “while people are fairly voung and the
musical composition of their lives is still in its opening
bars, they can go about writing it together and exchange
motifs [...], but if they meet when they are older, like Franz
and Sabina, their musical compositions are more or less
complete, and every motif, every object, every word means
something different to each of them” (Kundera: 88-8g).
Hence, this part of the novel is not strictly required for
telling the story, but at the same time is essential in un-
derstanding the misunderstandings between Sabina and
Frang, and the authorial narrator is a conductor of their
musical composition, exchanging the motifs of these dif-
Serent, complete compositions with the narrator, as the
characters cannot exchange them between themselves.

The first subchapter of “A Short Dictionary of Misunder-
stood Words” discusses the term 'woman’, The crucial
point in analyzing this subchapter is that the characters
that have different notions towards the term and are dif-
ferently positioned towards it, partly through biological
differences. One of them, Sabina, by definition of her gen-
der is & woman. As the narrator points out in the very
first sentence of the subchapter, “Being & woman is a fate
Sabina did not choose”. Being indifferent towards ‘being
awoman', she will not understand the solemnity of Franz
when he will tell her “Sabina, you are a woman!”. Only
later she will realize that being a woman for Franz does
not signify “one of the two human sexes; it represented a
value” (Kundera: 8g). But, what the character will never
know (and what the narrator knows and lets be known) is

|;
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JAO3HAAT (& 1ITO HAPATOPOT TD SHAE H MY I'0 A03ROIYES HA
NPETHOCTARCHHOT YHTATEN TO4 3HACHE) & NMPHYHHATA
3o0mTo A4 ce e %eHa e BpeaHocT 3a Dpani B 30100
cexoja DHOMOIES AeHA He Moxe aa Gufe swena. AsTop-
CEHOT MIac He BOOH KOH MHHATOTO HA PpaHL, kora Toj 1
HeroBaTa Majka Gune ocTaBeHH of TATKO My. Bo cekasa-
BETO Of AETCTEOTO, HEMOBATA MAjKA ja sappmymana
CMUPEHOCTA BO HETOBO MPHCYCTED B TOA OCTABA CHAHA
HMIIPECHja Kaj Hero, OTEaK0 T0) 1o COTNeIyEa Hej3HioTo
CHJIHO CTPAdaIREe MPEKY HEj3HHATA HEMOMHOCT [ Ce
KOHIEHTPHpa Aogeka ce obyBa, H Taa O/IH HH3 IPajioT co
PASAHYHEA YeriH. UHTATeT0T MOSKE 12 JAKIVYH: JHeHaTa
KOJ& 8 #eHa He CaMo No cayHajHoeT (BRoNoIWEHR), TYRY B
KaK0 JHYHOCT KOja Bpenu na OHAe #eHa, € MeHCKa
NHYHOCT Koja YMEe Ja cTPaja, HO BO HCTO BDEME M 1A 10
CEpHE CROETD CTpafae. BakBHOT 0gHOC KOH JHEHATA H
KOH cTpagameTo O Mosken Aa GHAe CHIHO KPHTHEYBAH
ot (PeMHHHCTHYEH AETEPMUHNDAHATE KPHTHYAP(K)H, HO
BO MCTO Bpeme Mode ga Grge # nener — Kyagepa, so
MOBEKETO 0fl HETORKUTE POMAHH, NOKANYBA HAKTOHOCT
KOH CTHIIEHATA, HEH3TOBOPEHE TATH M CTPAAE,

Honexa npeaTa paznuxa go pasdupamkero Ha abopoRHTE
feme ocHoRaHA Mped cf Ha GHOAOMIKD HHBO H HCTO HA
PAIMMHATE MHHATH HOKYCTBA HA NHYHO HHBO (Majka-
fIETE), BO OCTAHATHTE NOTHOTNAR]A roUIEMa YIOTA BO 0BA
HenopasfHpame HIPa PASNTHKATA BO HHRHHOT KNacen,
HAI[HOHAMEH H GpadeH CTATYC,

Bo nornornasjero JBepHocT B npenagcTBo®, HADATOPOT
PRCKAMYEA 38 0HOCOT Ha Opadll KoH HeroBaTa Majka.
Sa OpaHil, BEPHOCTA & JEVO0E KOja BeXMHO TPAe, KAKD [mTo
T0j ja Jsy0en ceojaTa Majka — 40 Hej3HHATA CMPT H M0 Hea
TO] MPOAKVIEHN 12 Ja Caka BO CHOMTE croMeHi. Packamy-
BAJKH 1 33 Hea yecTo Ha Cabuua, Ppasn ce Hagesa nexa
Tan ke Gige Marencana of HEropaTa cnocofHoCT Aa OHue
BEDEH, EKA TOA Ke ja ocpo™. Bo Toj MU HADATOPOT Npass
pes o o6jacHYBAKETO HA OAHOCOT HA PpaHI KOH

the reason why to be a woman is a value for Franz, and
why every biologically woman cannot be a woman., The
authorial voice leads us to Franz's past, when he and his
mother have been left by his father. In the child's memory
the way his mother was keeping herself calm in the pres-
ence of the voung son left a strong impression, as he real-
ized her great suffering through her inability to coneen-
trate while putting on shoes, so she walks in the city with
different shoes. A reader can conclude that a woman that
is a woman not only by coincidence (biologically), but also
as a person that is worth to be a woman is a female per-
=on who knows how to suffer, but at the same time knows
how to hide the suffering. This can be strongly criticized
by feminist determined eritics, but at the same time it can
be prized. Kundera, in many of his novels, shows some
sympathy towards the subdued, unuttered sorrow and
suffering.

If the first difference in understanding the words was
based mostly on a biological level, and also on a different
past experience on an individual level {(mother-child}, in
the other subchapters a big role in this misunderstanding
iz also the difference in their class, national and marital
status.

In the subchapter “Fidelity and Betrayal™ the narrator
talks about the notion of Franz towards his mother. For
Franz, the fidelity is a love that lasts forever, as he loved
his mother - Hll her death, and after that he continued to
love her in his memories. Speaking often of his mother to
Sabina, Franz hopes that she “would be charmed by his
ability to be faithful, that it would win her over”. At this
moment the narrator makes the cut in explaining Franz's
notion towards fidelity, and, mostly addressing the reader,
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BEPHOCTA H, mpen cé oipakajin ¢e KON NpeTnoCTabeHHoT
WHTATES, BeTH: ,OHA ITo Toj He 1O 3HAeme Gele Toa HeKa
Cabsxa Heille NoBeke MATENCAHA O H3HEBEDATA OTKOVIKY
o eepuocta” (Kundera: 91). Bennam no opoj nexas,
gapaTopor ja offjacHyea npHYHHaTa sapaas koja Cabuna
ja oTdhpra BEPHOCTA KAKO NOMM CO eTHYKA BPeJHOCT:
NOHMOT BEPHOCT ja NOTCETYBA HA HEJIMHHOT TATKO W Ha
HETOBHTE CTPAROBH: HAJIPEO TOj C8 ITAIIH fexa Taa On
moxena Aa safpemeHy co HEjaHHOTO OPEOD MOMYE,
HOAOIHA K Ce ILTALTH JeKa Taa 01 COIMKANa B0 CTHNOT Ha
IMuraco, urro Gr0 3abpadeTo BO ePATA HA COL-PEATHI-
moT. 3abpaHaTa Ja cIMKE BO KOj W A € CTHN paiiHYeH
Of] COL-PEATHCTHYEHOT KE ja CIeaH BOBIHO W BO TEROT
HA HEJSHHUTE CTYIHH.

PasnHkaTa Mery ogHocor Ha Cabuna ¥ na Ppann KoH
fHHAPHATA DIO3HIH]A BEPHOCT/ IPEIARCTED, 38 PALTHEA
Of IPETXOAHATA, HE € HOBP3AHA CO POAOBATA PASTHWHOCT,
TYKY Ipef ¢ cO HUBHATA HHAHBHIYVATHA H HALHOHAIHA
paznuunoct. Ppann ja noepsyea opaa OuHapHa onoan-
IHja €O CROETD WHAMBHIYATHO HCKVCTBO Ha JhyDOE KOH
HETOBATA Majka, KO € HCNpasHeTo 0J Kaksa GHIo
HAECUTOIIKS WM DOTHTHY RS KOHOTAIM]A, 0eKa HCKYCT-
goTo Ha CaGuHa e Haeonomxs HEjascHpaHo. Kako gen
Of], SEHIKATA HAllMja, TAA HMA HCKYCEHO IPHTHCOK ED3
HEJ3SHHHTE JHYHH OJHOCH — HEj3SHHHOT TATKO HE N
IO3BOJIVBAN Ja HATETYRa O A0MA OTKAKO JO3HAN JeKa
Taa WMa MoMYe (IITo e 18 of pacHeweTo BO NaTpHjap-
XATHO ONKPYAYVBAE H TPECH]A BDS HEJ3HHATA THOPEUKA
aejuocT) = i OHAo 3abpaHeTo Ja C/IHKA BO MAHHPOT KOj 7
ce monaran (To e o penanija co CTVAHPameTo CTHEAD-
CTBEO BO cOnHjanneTHsdka aesmja). Toksmy 3aT0a Taa ro
NOBPAYEA OPeAaBCTBOTO O BYHTOBHHIUTRBOTO KOH
ABTOPHTETHTE M FPAHHIHTE, 32 Hea MPEeJABCTEOTO
aHaveme kpmeise Ha penosure” (Kundera: g1).

AyDpH B KOra AMKOBRTE Meryeeiio KOMYHHIHPAAT OROJY
HEKOH 0 TOHMHTE KOH NPEIHIBHKYEAAT HEnopaabupamke
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says: “What he did not know was that Sabina was charmed
more by betrayal than by fidelity” (Kundera: 91). Right
after this statement the narrator explains the reason of
Sabina’s denying of fidelity as a term and as an ethic value;
the term fidelity reminds her of her father, and his fears:
first he is afraid that she could get pregnant with her first
boyfriend, later he is afraid she will paint in the manner
of Picasso, which has been forbidden in the era of social
realism. This forbiddance to paint in any style different
than soc-realism will follow her during her studies too.

The difference in Sabina and Franz's notion towards the
opposite fidelity/betrayal, unlike the previous one, has
nothing to do with the gender difference, but most of all
with their individual and national difference. Franz con-
nects it with his individual experience of love towards his
mother, that is empty of any ideological or political con-
notation, while Sabina's experience is ideologically col-
ored. As a part of the Czech nation, she has experienced
pressure towards her personal relationship — her father
did not let her go out of the house after he heard she has a
boyfriend {which is part of growing in patriarchal sur-
rounding), and a pressure in her creative work - it was
forbidden for her to paint in the manner she liked (which
was related to studyving painting in a socialist country).
Hence she connects betrayal with the rebelling against
these authorities and borders, for her "betrayal means
breaking the ranks" (Kundera: g1).

Even when the characters communicate some of the terms
of misunderstanding, they do not discuss it till the last
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Mely HHB, THE He QHCKVTHDAAT OROIY HHB A0 KpajaaTa
TOYKA HA HHEHD Pa3jacHyBalLe H TAKA HeaopastHpameTo
npogonkyea. Takos € ¢AY4AjOT CO MOTHOTIABETO
«Myasra®. Orgaxo Cabuna My seny Ha Opany (xoj o
obosysa cenof BHO My3HKa) fexa Taa G Mokena ja ja
CaKd MYSHKATE KoTa OH BHBeATA BO HEKOE OPYTO BDEME,
Taa IAMOJIKHVEA, 3aMOIKHEYBA 3a Ppann, Ho He H 33
uyrraTenoT. Haparopor BMa JonoHHTETHO odjacHyBakhe
34 MPETIOCTaREHHOT TiTaTen:  Muciele Ha BpEMETO Ha
Joxan Cebactijan Bax, Kora MySHKATa MOTCETYRALNE HA
[O38 PACUEETAHA HA OTPOMHATA CHEXMHA DAMHHHE Ha
TumuHaTa® (Kundera: 93). HaparopoTr noTeM NpaBH
IPEMEH O HgjaTa pojieHa B0 nMarnHanmjara va Cabuna
AOAexa TAa ANCKYTHDE co PPanDn 53 HejSHHEOT OHOC KOH
MY3HKATA, KOH CONCTBEHOTO MHHATO H NPHYHHATA 34
HEJINHATA ABEP3Hja KOH MY3IHKATA, NPHYMMHA Koja ke
ocTane HenmoaHata 3a $pany,. Mysnkara ja noTceryea Ha
BpeMere Kora Dina NpEMOpaHa fja TH MHHYRA LEAHTe
JETHH PACITYCTH B0 MIATHHACKH kaMmnosx paforejiu co
OCTAHATHTE YHCHHIH M CTYAeHTH HA paboTHH akuHH. Bo
TEKOT HA TOA BpeMe OHIe IPHMOPaHH Off 30PH 40 HOK A4
ja coymaaT MHIHEPaJOCHATA MySHKA KOja ro claBena
COLMjAMTHAMOT.

«Jlapaga®. Bo opa notoornasje o, PeMHHROT Ha noTpen-
HO pasOparu 300pPOBH" MOMEME HAJHHTEHZMBHO Ja TO
yyeme anTOPCKRoT rnac: JSu moxcea da 2o waxam oa
Ha uHakos HawyH: PpaHI ro 9YBCTEYBRAIIE HErGBHOT
KEHAeH ®HBOT Kako Hepeanen” (Kundera: 100). Osaa
PEYMEHHIEE, O8O0 A8 0 PeYeHHIATA, YIATYEA HA TOA KOTKY
roJIeEMa YJ10ra HMa HAPATOPOT BPS NPHKA3HATA, BP3 OHA
IWTO & KAMKAHO B KAKD e kiiaHo. Jac” (Toa sapuen o
MeHe) moxaM” (Toa 3aBHCH 0 MojaTa Bodja: Gu moxe,
HO He OH Mopan) Ja ro kaskam Toa” (jac cyM oHOj KOj
TOBOPH M OHA WITO 10 KAXYBAM MH DPHOAra MeHe), Ha
MHAKOR HAYHH" (33 MEHE CEKOTALI MOCTOJAT PARTHMHH
MOMCHOCTH,/ BAPH]JaNTH 38 KAKVBARKES HA MPHKA3HATA, jac
cym oHOj koj uabupa). H taxka Toj 20 xamysa Moa

point and thus the misunderstanding continues. It is the
case in the subchapter “Music”, After Sabina says to Franz
(that adores every kind of music) that she may like music
if she lived in some other time, she rernains silent — silent
for Franz, although not silent for the reader. The narrator
has an additional explanation for the reader; "She was
thinking of the days of Johann Sebastian Bach, when
music was like a rose blooming on a boundless snow-cov-
ered plain of silence” (Kundera: g3). The narrator then
makes a passage from the idea born in Sabina’s imagina-
tion while discussing her notion towards the music with
Franz to her past and the reason of her aversion towards
the music, the reason that will be unknown to Franz. The
music reminds her of a time when she was forced to spend
whole summer vacations at a youth camp, working with
other students on a steelwork construction site. During
this time they were forced to listen to the joyful music
celebrating the socialism from dawn till dusk.

“Parade”. At this subchapter of *The Dictionary of Mis-
understood Words” we can hear the authorial voice the
most intensively: *I may put it another way: Franz felt
his book life to be unreal” (Kundera: 100). This sentence,
this part of the sentence, gives us an inspection how hig a
role the narrator has within the story, over what is told
and how is it told. “I" (it depends on me) "may” (it de-
pends on my will, I may, and T may not) “put it” (it is me
that speaks, and what I say belongs to me) “another way”
{for me there are always different possibilities to tell the
story, [ always choose the one). So, he puts it (the reason
why Franz loves parades) in two different ways. If in the
first case Franz was attending the parades as he wanted
to rebel against the predetermination of life, in the other
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(mpHurHaTa 3o1mTo Ppady rH caka DApagHTe) Ha JABa
[MI3IHYHH HAYHHH. AKO BO npeHor cayqaj Opadn ri
NOCETVES NAPAAHTE 3apaTH meniarTa /1a ro Hapass ceojor
AYyHT KOH NPefeTepMHHHPAHOCTE HA FMHBOTOT, IPH
HTOPHOT HAYHH (KOTa HAPATOPOT 20 KOWYea Hoa Ha
LMo HOHH ) PadT e B0 TOTPara Mo BHCTHHCKH AHBOT
HAABOP O/ HETOBHOT KHHINKH AHBOT,

HajuarepecHo 3a MHTEpUpeTanmja o QeMIHHCTHIKH
acnexr Om Guno notnoraasjero Cuaa”. Bo Hero Cabnua
£ OHIIAHA KAKO ¥eHa Koja He 3Hae [IITo TOYHO CAKa H BO
HCTO BDEME KAKD JKEHA KOJA CAKA JIA 08 NOUYBCTREYEA KaR0
NOTYHHETA B0 OAPEdeH CTENEH H BO OJpeaeH Mur (Kora
He sHae o caxa). M pogexa cenak nocroeine objacHy-
BAGE 33 HejauHaTa PaciMHAIHja CO MPEIaBCTHOTO TPEKY
OAHOCOT CO HEj3HHHOT TATKO BO MHHATOTO, HEjaHHATa
thacuHHALE}A CO CHIIATA M3TJIEMA AeKa e sul generis u Gea
ofjacHysaike. Taa ce YyRCTEYRA CPEKHA KOTA TIENA KOJKY
e chied Ppani] Kora Toj ro DoJHTa co ejHa PAKA TEMIKHOT
CTOVT BHCOKC HA7 CBOJATA [VIABA, HO BO HCTO BPEME Taa
YVBCTEYEA PAl0YapPYBa€ 3aToa wTo Toj & cnab Koy
AyTers co KoH ¢ GIHA0K H MaMH IITo HEKoTa He By &

Hapeayusam:

LLaffHa NPOINARGE CO CHOCTO MEeAAHXWTHIHD PASMIC-
nysame! wro Gn Guno xora GE AMata Max koj Ou B
Hapenvean? Koj 6w caxan ma roconogaps co sea? Koaxy
gonro 08 Mometa ga 1o K3gpesH? Hu ner swsyral On
ITO MPOHANESIYBA CKA MUTY eeH MA% He i ofropapa.
Hau canen auTy cnaf.

‘Jowrro Be ja yoorpebiimn Rexoram cHAaTa Epa mene?
PE"JE TaH.

‘Binejin By0oBTA 3HAYH OIPERVEEFLE (] CHIAATA, PESE
(Dpasn HeRCHO.

way (when the narrator puts it another way) Franz
searches for real life out of his book life.

The most interesting for interpretation from a feminist
point of view would be the subchapter “Strength”. In it
Sabina is represented as a woman that does not know what
she wants, and at the same time, as 8 woman that wants
to feel submissive to some point and at some point (when
she does not know what she wants), If there was an ex-
planation for her fascination with the betrayal before
through the relation with her father in the past, her fasci-
nation with the strength seems to be sui generis, and with-
out explanation. She feels happy to see how strong Franz
is when he raises with a hand a heavy chair, high above
his head, but at the same time she feels disappointed that
he is weak towards the people he is close with, and she
regrets that he would never give her orders:

“Sabina proceeded with her melancholy musings: What
if she had a man who ordered her about? A man who
wanted to master her? How long would she put up with
him? Not five minutes! From which it follows that no
man was right for her. Strong or weak.

‘Why don't vou ever use your strength on me?” she said.

‘Because love means renouncing strength,” said Franz
softly.
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Cafuua cdary gpe MemTa: nped, fexa aBopobire #@a
PpaHI] CB TPEKPacHY ¥ BRCTHENTH; ETO0, MEKE THE TO
AHCEBAAWPHEYRAL HerD 07, HEjRHHEOT By DOReH MHROT"
(Kundera: 112),

Coopes HaYHHOT HAa KO] AFTOPCKHOT I71AC TH TPETCTABYES
sicnnTe Ha Cabiua, YHTATENIOT MOGKE A3 SAKIYYH JeKa
HAPATOPOT CAKA fa coanane npercrapa 3a Cafuna kako
JHYHOCT KOja: 1) ja caka cHAATA; 2) TAA & PA3OYADAHA KOTA
Hekoj Koj & ciIeH He B Hapeaysa; §) eaHoBpeMeHo, Taa
He Gm Gura go coctojka fa DHae co TaKBa THYHOCT JHITY
OET MHHYTH ; 4) H HOKpaj Toa, TAd CAKA CHUIEH MaM KOj
ke ja ynotpebn cBOjaTa CHAA BR3 Hea; §) KOTA CHIIEH Max
onfuea na ja ymorpehn cnnata Bpa Hea Guaejen, myhosma
AHAYH OJpeKyBamke 0f CHIaTa" TAa C8 COVIACYBA 0 Taa
JAehHHHLH]A, HO eAHOBPEMEHD 20 duckeaidiuKLyaa He2o
od HejaunHLo AyGosen Feusoi; 6) mrro noppastupa nexa
Hejae i e noTpedHa CHAA BO HEjJAHHHOT bVOOEEH HIBOT;
7) Ho axo “LyHoBRTa 3HAYH ONPEKYRATRE O CHIATa", TOTAI
He nocTod E&yGoe Bo RVHORHEOT MHBOT Ha CabuHa.
KpajHHOT 38KAYY0K HA MHTATEN0T, BOAEH O/l ABTOPCKHOT
rnac Ha HApaTopoT, € Aexa oda wrro Cabuna ro Hapexysa
cROj JeyDOREH #HUBOT HEMA HHEARA JOTHPHA TOUKA 00
myDOBTA, TVKY CAMO CO CEKCOT,

B MO#en0 13 cé OPETHOCTARH KA HEKOH Of IOTPeIlHo
pasbpannTe 3GOPOBE UIPAAT VIOTA H RO HMEHYBAHET)
HA Of[pENeH THE. JHHBeehe B0 BHCTHHA" € NOTHOrIaRje
B0 PEYHHKOT Ha Nmorpemyo pasbpanwn 3boposn” M
npercrarysa opmMysa xoja @paHy ja HMa HajaeHo BO
anesHumuTe Ha Kadka # koja ro oceojvea. 3a Opaun na
OB MHEBEE B0 BHCTHHA SHAMH 8 HE Ce JEHe, 8 He o
HPHEPHEA, A3 He Ce TaH HHINTO®, HaKo OTKAKO ke ja
sanoanae Cabuua Toj ke Guae NpHEMOpaH Aa ja mame
epojara conpyra (Kundera: 112). Caluna sepysa fexa
HMHBEEIHETD B0 BHCTHHA €  MOMHO EIHHCTEEHO HAIBOP
o japHocTa” . CIHNYHHOT OfHOC KON BHCTHHATA Ha Kadka
H Ha AuKoT of pomasor Ha Kyanepa mowedn ogurpan

Sabina realized two things: first, that Franz's words are
noble and just; second, that they disqualified him from
her love life” (Kundera: 112).

By the way the authorial voice presented Sabina’s
thoughts, the reader can conelude that the narrator wants
to create an image of Sabina as of a person that: 1) loves
strength; 2) is disappointed when a strong person does
not gives orders; 3) at the same time, she would not be
able to be with such a person, "not for five minutes”; 4)
despite it, she wants a strong man to use his strength on
her; 5) when a strong man refuses to use strength on her
as "love means renouncing strength” she agrees with that
idea, but at the same time disqualifies him from her love
life 6) which means that she needs strength in her love
life; 7) but as "love means renouncing strength”, there is
no love in Sabina’s love life, The final conclusion of the
reader, lead by the authorial voice of the narrator, is that
what Sabina calls her own life having nothing to do with
love, but with sex only.

It could be supposed that some of the misunderstood
words played a role in naming a character. “Living In
Truth” is & subchapter in *Words Misunderstood”, and it
is a formula that Franz found in some of Kafka's diaries,
and that captivated him. For Franz living in truth means
“not lying, not hiding, and not dissimulating”, although
since the time he met Sabina he has to lie to his wife
{Kundera: 112). Sabina believes that living in truth is "pos-
sible only away from the public”. The similar attitude to-
wards the truth of Kafka and the character of Kundera's
novel may be cracial for naming the Swiss professor Franz.
The same as Kafka, Kundera’s Franz is postponing the
telling of the truth, although it is of prime importance to

9
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KJIYHHA Y7I0TA BO TOA IIBAjUAPCKROT npodecop A oo BHKa
pany. Hero xaxe u Kadxka, ®pann sa Kysgepa ro
UIOPKYRA KARYBAKETO Ha BHCTHHATA, HAKO TOA My € 0]
NPHMAPHO SHAYEME, H HeMY ke My buae norpebno gonro
BpeMe 33 I8 B KajKe HA CBOJATA CONPYTa JAeKa HMa
svBoeaHna, Ppann Kadeca Huxorain He My ro HenpaTin
il TATEO CH THCMOTO KOE MY TD MTHIIYBAI, THCMO KOE ja
OTKPHBA RHCTHHATA, MoseDH HajBakuaTa 3a pasbupame
ina aHqMHocTa Ha Kadwxa, HerosaTa MATPOREPTHOCT,
fiophaTa co ABTOPHTETHTE H, O# NpeTnocTasiil, onbnBa-
IheTO ma M 0GjaBH CONCTREHUTE POMAHH.

Jaxnyyok

Jenor on Hefloduocauedailia decHoifiyja Ha Sociloersedlio
K0j TO AHAMTHIHPAE BO 0BOj TEKCT HE € CAMO 00jacHyBa e
HA pasIHYHHTE CBETOBH BO KOH MKHEBEAT JTHKOBHTE O
POMAHOT, HAKO ¥HBEAT EIeH IIOKpaj ADYT, TVEY € H B0
[BPCTA CIPETA OO0 POMAHOT KAk nenuHa. Ha npamep,
notnoraasjero Jpobumra® ro oceeTavea Kpajor Ha
Ppann B MoHAOT Kpaj Ha Cabuna. OGjacHyBajis ro
HHBHHOT OJHO¢ KOH rpoboBRTe, HAPATOPOT BesIH: . 3a
dpany rpobHIITATE C8 IPAO CEAAAMINTE HA KAMEHA H
kockH”, qonexa nax CabHHa HMA DOHHAKOB OOHOC KOH
HHB, W KO8 e yyncTRYBawe cnaba (...) Taa meTame no
HEKOE Of CENCKHTe rpofHITd KOH TONKY MHOTY I'H
caxaine. Ha nosagunaTa o/i CHEH pHAOER, THe Gea yBasy
karo sacnueanka” (Kundera: 104). $pany, koj eexoraw
NOCAKYBAT 00 MUSee 80 SUCTIIHA, CO e JIA ja HeToTHH
oBas wenba oan Bo Kambona B TaMy yMHPA BO BHCTHHA.
BpexaddoT HATOHC Ha KaMeHoT Hajl HeToBHoT Tpob —
LOpHEAKE 10 J0AT0 CKHTAILE", & éX0 NPOHMKAHO Co
HOHH]A, €X0 HA DAPAA0KCOT AEKA TO] CAEAJ 1A HHBEE BO
BHCTHHA, 4 TPH KpajunoTr ofua g3 Hajne MHBeekhe BO
BHCTHHA ja Haofa concreenaTa cMpT. CabuHa, Koja caxa

nafnae kpaj rpoboes cexoram kora it Gun norpeben Mup,
pemaea a4 ro Hanymre Ilapus sapaau crpakoT oa

him, and it will take a long time before he will tell his wife
he has a mistress. Franz Kafka has never sent to his fa-
ther the letter he wrote for him, a letter which reveals the
truth, maybe the most important one for understanding
Kafka's personality, his introvertism, a struggle with au-
thorities, and, T would suggest, his refusal to publish his
novels,

Conclusion

The part of The Unbearable Lightness of Being that | ana-
lyzed in this text is not only an explanation of the differ-
ent worlds in which the novel’s characters live, although
they live by each other, it is also in a strong connection
with the novel as a whole, For example, the subchapter
*Cemetery” lightens Franz's end and the possible end of
Sabina. Explaining their attitude towards graves, the nar-
rator says: "For Franz a cemetery was an ugly domp of
stones and bones”, while Sabina has a different attitude,
and “when she felt low [...] she would walk through one
or another of the country cemeteries she loved so well.
Against a backdrop of blue hills, they were as beautiful as
a lullaby” (Kundera: 104). Franz, who always wished to
live in the truth, in order to fulfill this wish goes to Cam-
badia, and there he dies in truth. The inscription adorn-
ing the stone over his grave — “A return after long wan-
dering”, echoes with it's irony the paradox that he wanted
to live in truth, and in the final attempt to find a life in
truth he finds his own death. Sabina, that always liked to
be near graves whenever she needed peace, decides to
leave Paris in fear of facing the vision of herself under a
gravestone: “Yes, it was too late, and Sabina knew she
would leave Paris, move on, and on again, because were
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CcOOUyBARLE CO BHAHjaTa 3a cefe moj Hagrpoben cnome-
auk: Jla, gouss e 1 Cabaea 3Hae qexa ke 7o HANYIITH
[Mapwa, ke o 1 HATAMY H yirme noHatamy, GHAejin kora
Bm yMpesa oBne M ja DOKPHIE C0 KAMEH, 4 RO MHCIHTE
HA IHA MeHA 33 KOjA HETY egHO MECTO HE & J0M,
HEMOAHOCIHEA & NOMHCAATA 34 CTARALE KPd] HA CHTE
dercrea” (Kundera: 125). HanrpoGHHoT cnoMeHHE oRjge
e cuMB0n HA OTOOYHHOKOT KOj @ BO CIPOTHERHOCT CO
ABAMTYPHCTHYKATa NpHpoaa #a Caluea - Taa TH caka
rpoDHIITATA §MHCTESHD KOTA 08 YYRCTEYBA TEIIKO.

Bo uerowsaTta kuura Yueinociio xa pomanoid, Munan
KyHaepa TBpAH JEKA CHTE DOMAHH, OF CHTE BPEMHELS,
¢2 OTICEOHATH CO eHHIMaTa Ha conerroTo” (Kundera: 1084q,
23). Kako 1o Bes noHaTtamy, Jia ¢e omaTH coneTRoTo
B0 MOMTE POMAHH 3HAYH Ja ce ondaTH ecerlMjaTa HA
EraNCTEHIHJANTHAOT npobaeM Ha Toa concreo. Ja ce
ondaTtd HeroeuoT ezaucillenyujaten kod. (..) Bo genor
HapedeH ‘HepasOpanu 360poss’ jac rH Opoy4ysaM
eraucTeHIHjaTHITe Koaoed Ha Cabuna B Ppany npexy
AHANMH3ATA Ha oApenes Gpoj sboponn. (...) Cexoj on THe
300pOBH HMa PASIHMHO 3HAYEHE B) €IIHCTEHITHjLTHIOT
koA Ha apyrata amauoet” (Kundera: 29-30). Osa wro
Kynnepa safopaea ja 1o cCHOMEHE € HAMHHOT Ha KOj Toj
TH CTPYKTYPHA er3dcTeHIHJANIIHTE KOJOBH Ha THKOBHTE
BO HETOBHOT POMAH H KaK0O I'f CTRPYKTYDHDAE HHEHHTE
HMHBOTHH MPHKAZHHE Ha Ha4HH HA KOj THE CH ONOHHPAAT
eanH Ha ApyTH. Toj sallopasa 14 1o cIoMeHe CONCTREHHOT
ABTOPHTETEH ITTAC KOj 003801 I'H PAKOBOMIH H KOHCTPYH DA
HHTCPAKIHETE METY ORHE CI3HCTEHIHJANHE KONOBH.

Bo Puxyunifie wa asifiopuiielnociia Cyaan Jlencep
NPETIIONATE JeKa AHYHHOT MMac e  JOMATKY YHACCH 33
WEHHTE OTKOJIKY aBTOPCKHOT ruac, Gunejin arropeksoT
HAPATOP HMa NOrOIeMO NPABD HA MOKT:A HA SHABHETO H
CYAEIETO, AOMEKA THYHHOT HAPATOP MOJara npaso
SIHHCTEEHD HA CROSTO THYHO [MPAE0 Aa M HETEPIpeTHpa
coneTeeHoTO Hekyereo” (Lanser: 19). Kyuaepa, Hako ro

she to die here they would cover her up with a stone, |
in the mind of a woman for whom no place is home
thought of an end to all {lights is unbearable” (Kund
125). The gravestone here is a symbol of rest that is
opposite of Sabina's adventurous nature — she liked
eemetery only when she felt low.

In his book The Art of the Novel, Milan Kundera cla
that “all novels, of every age, are concerned with

enigma of the sell™ (Kundera: 1989, 23). Later in the b
he stresses: “To apprehend the self in my novels me
to grasp the essence of its existential problem. To gr
its existential code.[...] In the part called "Words Mis
derstood’ I examine the existential codes of Sabina ;
Franz by analyzing a number of words [...] Each of th
words has a different meaning in other person’s exist
tial code” (Kundera: 29-30). What Kundera forgets i
mention the way how he structures the existential co
of the characters of hiz novel, and how he structures th
life stories in order Lo opposite each other, He forget:
mention his authorial voice that from behind leads :
constructs the interaction of these existential codes.

In Fiction of authorities Susan Lanser suggests that

personal voice is “less formidable for women than aut]
rial voice, since an anthorial narrator claims broad pe
ers of knowledge and judgement, while a personal nar
tor claims only the validity of one person's right to ind
pret her experience” (Lanser: 19). Kundera, although
ing an authorial voice for narrating his novel, wisely .
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ynorpefysa aBTOPHTETHHOT I7ac NPH HApALHjaTd HA
¢BOJOT POMAaH, MyApo oa6uBa 9ecTo 4 CVAH 3a CBOHTE
THEOBM — TOj ja BOJAH HAPAOHjaTd HA HAMWH Ha KOj
INTATENROT GH CYAEA 3a AHKOBHTE HA HAMHH Koj 10
MOCAKYBA CAMHOT HApaTop.
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Beaemny

* John O’Brian ro paaraegysa osoj npobones (ran ‘npofoen’)
B0 IPBHOT 60 of Rerosata krnra Kundera and Feminism,
wapesed “Mis(representing) Women”,

* Bo XpBATCROTD HaAgaHEe Ha Yoaex bea coojoilon HMa obeMeH
AOTATOR COCTARSH 0 FaleneirknTe Ha Myann koH npomecoT
Ha COZNARAMETO HA POMAHOT, KAKO H OelemKH CO HAEH 33
AenoTe B0 HacTapok. EfeR on THe TERCTOBRH ¢ HACAOBEH
~MeTonoT Ha AeavEuHja” Kako ehjacHVEARE HE HAMIHOT HA KO
pasMHCIYEA Vapi i mro mose ga G408 crapeno Bo peyalHja
co ona wre Kysaepa ro HApexysa erZHCTRHIMATEH KOK, KOK
T KE 0B OCBPHAM KOH KpajoT Ha 0B0j TexeT,

mits to judge his characters often — he leads the narra-
tion in the way the reader eould judge the characters in
the way the narrator wants.

Translated by the author
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Notes

' John O'Brian’s discusses thiz problem (or ‘problem”) in the
first part of his book Kundera and Feminism, called “Mis(repre-
senting) Women".

* In the Croatian edition of The Man without Qualities there is
a large appendix with Musil's remarks on writing the novel and
drafts of the ideas of the work in progress. One of these texts is
titled "The Method of Deduction” as a method of Ulrich's think-
ing, and can be linked with what Kundera calls an existential
code, that I will discuss in the conclusion of the paper,
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- Giage Smilaysld - Gender Misunderstanding in Werds Misunderstood”

1 _EpaTkwoT pedndk ua Hepasbpasn sfopord” ¢, onEOED,
MONEASH HA NOTHOANOTNARA [HHe £e I'H HAPEKVBAME SAH0-
CTABHO HOTHOTAARJA) Kon ce mapewenn: JKena®, Bepnocr u
npegasereo”, Myzuxa®, [CpeTaHHEa A remunna®, JTapagu”,
«YBapruara Ha Hayjopk®, Sesjara ua Cafnna®, 8,
<Crapata npesa po Amcrepaam”, CHna® u  Hueeeme Bo
BHCTHHA".

%A Shert Dictionary of Words Misunderstood” s, again, di-
vided in subsubchapters {we will call them simply subchapters)
and are named: “Woman”, Fidelity and Betrayal”, “Music®,
“Light and Darkness”, Parades”, “The Beauty of New York™,
Sahina's country”, “Cemetery”, "The Old Church in Amster-
dam”, "Strength” and "Living in Truth".




