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The Poetics of Embodiment: Elisaveta Bagryana and Rade Drainac, a Love
Affair

The article aims to disclose how the encounters with Drainac changed Bagryana’s poetry and
her perception of poetic language and herself. For that purpose, the poetry of Bagryana before 1930,
mainly the key poems from “The Eternal and Holy”, will be analysed. The views expressed in those
poetic strophes will be related to Drainac’s own poetic texts from the 1920s and his ideas on aesthetics
and writing as expressed in the magazine “Hypnos”. Then the article will proceed to examine Bagryana’s
1930-31 poems and the tangible alteration in her wording, images and poetic rhythm. The final
underlying question this article attempts to answer is about the struggle of poetic language to reinvent
itself while incorporating and reassembling the poet’s everyday life and encounters within the poems’
structure.
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Some coincidental meetings are able to shape and transform not only personal lives but
literary tradition as well. Such is the case with the encounter of two poets, the Bulgarian
Elisaveta Bagryana (Enucasera Barpsina) and the Serbian rebel and bohemian Rade Drainac.
Their first meeting took place in May 1930 in Sofia, Bulgaria.® Drainac arrived on one of the
first flights between Belgrade and Sofia and brought an air of fearless love for the new and
shocking, and for the technical inventions of the century. By that time, Bagryana had published
her first and very successful book of poems ‘The Eternal and the Holy’ (“Beunara u cBsitata”,
1927) and had gained fame as an impressively talented and original poet. In his turn, Drainac
had published his ‘Hypnos’ manifesto (1922) and stirred a critical debate with his bold rule-
breaking poetry bundle ‘Bandit or Poet’ (“banmut nnu necauk”, 1928). By May 1930, both
Bagryana and Drainac had been through a lot and had uneasy reputations of being social
insurgents and restless and disobedient poets.

Drainac’s reputation as an exuberant artistic and social agitator who often mixes
personal mythology with the truth is well reflected in a column by the Slovenian publicist Tone

Potokar written in 1930 for the newspaper ‘Slovene’ (Slovenec), which commented on topical
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gossip about the alleged affair between Bagryana and Drainac that filled Serbian newspapers at
the time. Potokar, who does not trust Drainac and disapproves of him, calls the Serbian poet
“an exotic adventurer and oriental lover”. In his column from 29 August 1930, however,
Potokar describes Bagryana as a “young and famous Bulgarian poetess”. Potokar goes on to
compare the duo Drainac-Bagryana to another famous literary European couple — George Sand
and Alfred De Musset.® Overall, the two poets not only embody their beliefs in their poetic
language and rhythm, but they also live their poetry, breathe every single word of it and suffer
and rejoice in the process.

This article aims to highlight how her encounters with Drainac changed Bagryana’s
poetry and her perception of poetic language and herself. For that purpose, Bagryana’s poetry
before 1930 will be analysed, mainly the key poems from ‘The Eternal and the Holy’. The
views expressed in those poetic strophes will be related to Drainac’s own poetic texts from the
1920s and his ideas on aesthetics and writing as expressed in the magazine ‘Hypnos’. Then, the
article will proceed to examine Bagryana’s 1930-31 poems and the tangible alterations in her
wording, images and poetic rhythm. The final underlying question this article attempts to
answer is about the struggle of poetic language to reinvent itself while incorporating and
reassembling the poet’s everyday life and encounters within the poems’ structure.* This line of
analysis touches upon the role of poetic language in the process of expanding and renewing
both the language and knowledge of everyday experience. While philosophy wrestles with
abstract concepts and their reconstruction within language and tangible reality, poetry
highlights the opposing process of connecting daily objects and happenings to the universal
realm of ideas. For poetry, the intricate translation of the materiality of emotions into words
and concepts is a priority. The style and language changes in Bagryana’s poetry after her
meetings with Drainac, | argue, reveal the inner workings of such poetic effort of incorporation.
This is embodiment in reverse.

In Bagryana’s case, the poetic inclusion of everyday events is signalled by the use of
new urban and industrial images and distortions in the rhythmical structure of her poems. As if
upon entering, the overwhelming flow of daily experiences interrupts the familiar pace of her
poetic language. To put it differently, this article is in search of the tangible traces Drainac’s
presence left in Bagryana’s poetry. Poetry, it seems, is not about the embodiment of ideas into
the world, but rather about allowing tangible reality to be expressed in the language of poetic
ideas. Like footsteps left in the sand, the embodiment of Drainac in Bagryana’s 1930s poems
speaks of the relationship between reality and poetic language, the personal and the universal
and of the tensions of poetic inclusion.



In their book about another of Bagryana’s significant encounters, that with the Slovene
author, academic and diplomat Izidor Cankar, L. Malinova-Dimitrova (JIroamuina ManuHoBa-
Jumutpora) and L. Dimitrov (Jlrommun JlumutpoB) mention that the poetess had dedicated
poetic bundles related to the sea to three men in her life.®> The first is B. Penev (Bosin ITenes), a
Bulgarian academic and influential intellectual, the second is Rade Drainac and the last is Izidor
Cankar.® While writing about love, Bagryana pauses and breaks the rhythm of the words, in
order to show how unexpectedly boundless poetic language is and can be. In this sense, this
article views Bagryana’s meeting with Rade Drainac not as evidence of direct intellectual and
creative influence. The changes in her poetic and verse structure are rather an attestation to
Bagryana’s personal struggle to find a suitable expression of each unique new emotion. It is the
case of the embodiment of Drainac and their love affair in Bagryana’s wording of her own
poetic voice. Finally, in order to highlight how Bagryana’s poetry is altered after her meetings
with Drainac, selected poems from her second bundle ‘The Sailor’s Star’ (“3Be3na Ha mopsika”,
1931) will be analysed.

In addition, Bagryana’s image, words and ideas appear in Drainac’s poetry as well. The
poetic works of both engage in a specific and fascinating dialogue shortly after their first
meeting. As L. Malinova-Dimitrova mentions in her article,” while recovering from a successful
appendicitis operation in Sofia, at the end of his second visit to Bulgaria in June — August 1930,
Drainac begins to write his poem “Ymuc” (“Ulysses”).8 The poem is strongly influenced by his
hospitalisation and Bagryana’s care for him during this period. This article, however, will focus
mainly on Drainac’s embodied presence in Bagryana’s poetry.

Overall, in this text, observations on poetic embodiment are also associated with the
motifs of discontent and disobedience present in both Bagryana’s and Drainac’s writings. In
Bagryana’s poetry, her restless search for freedom and love expresses itself in the broken verse
pace and transformations of the lyrical subject. The latter is most apparent in the lyrical
subject’s gender alteration in the poem ‘Exile’ (“Usruanux™) (‘Sailor’s Star’ / “3Be3ma Ha
Mopsika”), where it sSeems as if Drainac’s voice “as if” takes over the lyrical flow of the poem.

The historical and literary facts in the article are based on the book on the life of
Elisaveta Bagryana in the 1930s, ‘A Crossroad Meetings’ (“KpbcronbsTHa cpema”, 1999). The
book is a biographical novel and is written by another talented and renowned Bulgarian writer,
Blaga Dimitrova (Biara JJumutposa) and her husband Yordan Vasilev (Mopaan Bacunes). The
text describes in detail the encounters between Drainac and Bagryana in Bulgaria in 1930. The

book contains testimonies given by Bagryana herself. ‘A Crossroad Meeting’ is placed in a



dialogue with a book by L. Malinova-Dimitrova and L. Dimitrov on Bagryana, ‘Bagryana and

Slovenia’ (“Barpsua u Cnosenns®, 2013).°

The Eternal and Holy: Bagryana’s Discontent

Elisaveta Bagryana had always been exceptional and non-traditional. Her road to poetry
and literary success obliged her to confront heavy personal choices. In 1919, Bagryana married
Captain 1. Shapkarev (MBan I1lankapes) and they had a son. Bagryana worked in a high school
as a Bulgarian literature and language teacher, but around 1921, she moved to Sofia and chose
decisively her literary career, which back then was not the most likely or popular decision for
a mother and wife to make. Her final choice was probably reinforced by the negative attitude
of her husband’s family to her writing poetry.!® In Sofia, Bagryana meets and becomes
romantically involved with the already renowned literary critic, historian and academic Boyan
Penev.! In 1926, she is divorced and about to get married for the second time. Unexpectedly,
B. Penev falls ill and dies. All of this, as well as Bagryana’s undeniable beauty and personal
charisma, creates around her a seductive, but burdensome aura of a talented independent
temptress. To her friends and close fellow writers, Elisaveta Bagryana is simply Lisa.

Only in 1955 does Bagryana recall her 1930s meetings with Drainac for B. Dimitrova
and Y. Vasilev. It could be that the years of political and social caution during the socialist
period in Bulgaria (1944-1990) and the changed intensity of the first passion played their role.
How exactly Bagryana felt about Drainac in May 1930 is uncertain. However, there is no doubt
about their mutual passion for poetry and sharing the written word. They became each other’s
best listeners.

Back in 1930, Bagryana and Drainac are looking for a quiet place to talk. They jump
from the moving tram when they see what they have been looking for, an unpretentious small
tavern somewhere on the outskirts of Sofia. They are fascinated with each other and attracted
to each other. The conversation is electrifying, profound, brutally honest, and seductive.'? After
listening to Drainac’s free versed intense strophes, Bagryana begins to read her poetry and one
of the poems selected is from the cycle ‘Ancient folk images’ (“Craponapoauu oo6paszu”). The
cycle is part of Bagryana’s first and very successful book ‘The Eternal and the Holy’ (“Beunara
u carara”, 1927). The poetic tone in the bundle is predominantly that of discontent and longing
for freedom, for an escape from the confinement imposed by traditional ways of thinking and

behaving.



In the cycle ‘Ancient folk images’ (“Craponapoanu o6pas3u’), Bagryana manages to
intertwine her modern voice into the canonical strophes of the folk poetic narratives sung by
Bulgarian women for centuries.'® Bagryana’s poetic disobedience is expressed in her repeated
poetic gestures of transcending the borders of the visible and opening the realm of tangible
objects to the sphere of ideas, dreams and visions.

In the cycle, the images of women wearing traditional dresses with long embodied shirts
hide the strong hearts of insurgents with their own outspoken opinions and desires. In the poem
“Youth’ (“Mmnanoct”), the lyrical speaker is capable of finding her own place in the world.

Bagryana reads to Drainac:

Wckam, Maiiko, Miiaga — MJIaJoCT Jia II03Hasl.
371aT0 MM cHarara, CBUja MH KOCHTE,
rocrojapcka BoJis - OI'bHS B OUUTE.

JloBeka 11, Maliko, MJIaJIOCTTa HU Tpae?

Jla crana 3apana, Ja oueram JBOpa,

I1a Ja JIMTHA B Kbpa — 1 1a MU € TECCCH, —
ChpIia J1a U3BUS U BUKHA I1ECEH,

Ta Ja OTPENEPH paBHOTO 3arope...

(I want, mother, to taste youth — while still young.

My figure — gold, my hair — silk,

My pride and will — the fire in my eyes.

You tell me, mother, does youth last forever?

| want to get up tomorrow morning, to tidy up the yard,
then to soar above the fields, too narrow for me,

to swing the sickle and cry out a song,

so that the Zagore plain begins to tremble...)'*

Listening to the poem, one can feel the breath-taking decisiveness and impetuous energy
of the lyrical speaker and her desire to fully experience the power of her youth. The motif of
flying, of leaving the confines of the maternal home, of one’s room, are motifs repeated
throughout Bagryana’s first book. In ‘Youth’, Bagryana succeeds in keeping the folklore
poetics apparently intact, while pushing them to their conceptual limits and inserting ideas
paradoxically opposed to traditional moral ideas in the text. The folklore song-like rhythm is
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successfully mimicked and skilfully altered. ‘Youth’ is a convincing example of the language
strategies Bagryana employs to embody emotions; in this case, discontent and yearning for
freedom. Although the poem lacks the exuberant cynicism and direct boldness of Drainac’s
poetry, the tension between the seemingly traditional and the disobedient makes Bagryana’s
poetry intriguing and tempting to read. Drainac liked Bagryana’s poems instantly.*® Owverall,
the breaking of traditional language structures, the expansion of the words’ inherent meaning
and contextual use, are poetic techniques surfacing in Bagryana’s first poetry book as tools to

express feelings.

Poetic Embodiment

Not just Bagryana’s poetry, but poetry in general can be seen as a literary genre that
outlines new strategies to understand and use words beyond the established traditional norms
of grammar and daily communication. As a result, the language used in poetry influences our
perception of reality and often discloses an entirely new picture of familiar everyday objects
and situations. In poetry, things, people and places are given the additional qualities of
intangibility and ideality. Bagryana does the same, while embodying and incorporating both
objects and familiar everyday words into her poetic world. In ‘Youth’, ‘fields’ as a geographical
feature and as a word take on additional new connotations of flight, the search for freedom and
breaking with tradition. That is to say, the meaning of ‘field’ is extended to the invisible
dimension of concepts and emotions and begins to signify the inner landscapes of the human
mind. Bagryana’s poetry persistently questions and sabotages the established material integrity
of objects and their linguistic counterparts.

This switch between the physical and the (meta)physical is typical of poetry and
philosophy alike. The poetic object is less material and acquires a specific immateriality which
strikes us and expands our knowledge of both everyday language and reality. In this sense, the
embodiment of visible objects, people and emotions within the poetic verse involves an intricate
deconstruction of the material. The traces of this process can be seen in the distortions of the
poetic rhythm and the scope of the imaginary. This specific distortion and deconstruction of the
real is to be found in Bagryana’s poetry as well. The poetic wording of people, things and places
can be seen as a transition between two forms of the real — tangible (everyday) and ideal
(thoughts, ideas, images).

The passage from one state of reality and language to another is described as far back

as Kant’s transcendental philosophy. This inherent discord between the tangible and conceptual
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is given a ground for precarious reconciliation in Kant’s Critique of Judgement. Aesthetic ideas
are the middle ground between human pure rationality and the realm of everyday objects.
Aesthetic ideas link nature and freedom. Aesthetic ideas are complex intuitions born of the free
play of human imagination.'® According to Kant, artistic genius can be described as the ability
to represent aesthetic ideas.’’ However, for Kant, the priority is to externalise rational concepts.

In other words, the philosophical and poetic embodiments aim at two opposing
outcomes. The philosopher aims to embody ideas within visible reality. For the poet, for
Bagryana in particular, the priority is to internalise external reality. Poetry strives to incorporate
outside reality into words, images and ideas. Despite their different initial goals, both gestures
of embodiment, that of poetry and that of philosophy alike, reinvent and broaden everyday
language.

After Kant, the innovative essence of the language of poetry and philosophy is further
analysed in the works of the German linguist A. Bernhardi. In his Sprachlehre (1801-03),
Bernhardi stresses the key role of the poet and the philosopher in the extension of everyday
language use. Bernhardi’s line of reasoning resurfaces in the works of the American philosopher
S. Cavell. Cavell, however, in contrast to Bernhardi, and in agreement with Wittgenstein,
stresses the indispensable value of everyday language. According to Cavell, the language of art
stands close to the linguistic structure of our daily communication.8

To paraphrase the state of poetic and philosophical embodiments according to Cavell is
to say that while philosophy aims at placing the idea of the absolute — of an ideal world, ideal
love and ideal people, within everyday life, poetry does exactly the opposite. Poetry explores,
but also curbs the metaphysical quest for an absolute. As already mentioned, poetry’s quest is
the embodiment of everyday things into the realm of the absolute. Within poetry, the absolute
takes on the shapes of familiar visible objects, people and places, and whispers with the voices
of everyday language. In poetry, both the absolute and objects are fragmented and partial. That
is the price to be paid for the containment of ideas and pure rationality. The fragmentation of
objects and ideas, typical in poetry, also means that the poetic embodiment of tangible
emotions, people, situations and places can never be complete or sufficiently transparent. The
embodiment remains partial, often enigmatic, containing fragments of actual thoughts, personal
habits, language utterances and places.

As already shown in the analysis of “Youth’, Bagryana’s poetry is no exception to such
containment. In Bagryana’s poems, the embodiment of love obeys similar laws of
fragmentation. Upon entering the realm of poetic representation, Bagryana’s love affairs and

the personality of the men she loved are altered, spread between idealism and the concreteness
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of gestures, places, memories and emotions. Attempting to reconstruct Drainac’s personality
and their affair based solely on Bagryana’s poems, for example, would prove impossible. Such
reconstruction would require additional context and research into personal and public archives,
reading of letters, books and interviews. In Bagryana’s poetry, the only tangible traces are those
of the embodiment taking place — broken rhythm, significant places and objects and familiar
words uttered by the lyrical speaker. Overall, in Bagryana’s poetry, the presence of blank verse

signals, among other things, the embodiment of a love affair and a loved one.

In Blank Verse: Boyan Penev

In Sofia in 1930, far from the fashionable crowd of writers and intellectuals, Bagryana
and Drainac recite their poems to each other.'® Bagryana continues to read her poetry and one
of the poems she chooses is from the cycle ‘Brittany’. The poem is ‘My Song’ (Mosita nece).
Drainac is immediately intrigued by the broken, blank verse in ‘My Song’.?° The poem’s themes
must have appealed to him as well. They come close to the poetic depiction of his own
rebellious quest for freedom.

In ‘My Song’, the lyrical speaker describes her journey on a light boat gliding from the
heavy black ocean waves directly into the sky. The mirror images of the ocean and the heavens
above create the perfect allusion to the boat’s unhindered passage between the two. It is “as if”

(caxaw) the boat lifts up and begins a race with the seagulls:

B3emu Mme, 10aKapbo, B CBOSITA JIaAus JIEKA,
KOSITO O€31IYMHO LIETIH BhJIHUTE CMOJIHU
U CSIKall MpoTpaBs OTTYK 70 HeOEeTo MbTeKa,

U CSKalll c€ TOHU C YaHKUTE CMEJIU U BOJIHH.

(Take me, boatman, into your light boat,
which silently cleaves through the pitch-black waves,
as if 2! it breaks a trail from here to the heavens,

and as if 2 it races with the seagulls — so free and courageous.)

What must have appealed to Drainac especially is the incorporation of Bagryana’s tiny
homeland into the infinite frame outlined by the mutually reflecting images of the ocean and

the sky. The lyrical speaker tells the boatman about a song she wants to sing. A song about the
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people in her home country, suppressed by their heavy lot, where everything is dominated by
dark colours. The name of the sea there is ‘Black’; the name of one of the most well-known
mountain peaks is ‘Black’ as well. The black soil there is rich and fertile, but incurably sad and
desolate. Nevertheless, to the lyric speaker the song of this country is “honey and wine” (“men

U BUHO):

VY Hac TIaHUHUTE JIeTe HE TyOsT CHera cH,
MOPETO € MaJIKO, HO UM€e Hocu — YepHo,
U BbPXBT € UepeH, BeUHO ChbPAUT U CBbCEH,

" 4CpHa 3C€MsdTa — IJI0AHA, HO ThXKHA 6€3M€pHO.

(In our country the mountains do not lose their snow in summer,
the sea is small, but its name is — Black,

and the mountain top is Black, always angry and frowning,

and the black earth — fertile, but sad immeasurably.)

This is how Bagryana manages to incorporate her nostalgic longing for and memories of
Bulgaria within both the bigger picture of the world and the metaphysical frame of her personal
striving for freedom and independence. Remarkably, the motifs of travelling to faraway
continents, of feeling detached, the letting go of all ties with the familiar and the images of
one’s small forgotten Balkan country can also be found in Drainac’s own poetry.?

Another noteworthy poem from the cycle ‘Brittany’ is ‘Oath’ (“Knersa”). B. Dimitrova
and Y. Vasilev do not list the poem as one of the texts read during that first conversation
between Drainac and Bagryana in 1930s Sofia. The poem testifies to the embodiment of Boyan
Penev and Bagryana’s love for him.

Drainac’s ghost is not the first one from Bagryana’s past to haunt her poetry. The entire
cycle is dedicated to B. Penev and the short 20 days they spent together in France in July 1925.%
Both took some time off to be together and explore their deep affection for each other at the
ocean beach. At the time, Bagryana had just separated from I. Shapkarov and moved out of
their family home. Their official divorce was announced in 1926. In the summer of 1925, B.
Penev is awaiting his own divorce but is still the spouse of another leading Bulgarian poet, Dora
Gabe (Jlopa I'a6e).?> These are precious moments for both Penev and Bagryana. Penev dies in

1925, unexpectedly, because of sudden complications after an appendicitis operation. The eight



poems of ‘Brittany’ breathe the voices of the two lovers, echoed in the crashing waves and the
life of a French fisherman in the small Brittany village of Le Pouldu.

In the poem ‘Oath’, Bagryana promises never to forget their summer spent together in
France, the Atlantic and the river La Laita that spills into the ocean near Le Pouldu. In this
poem, forceful and chilling in its intensity, Bagryana explores the two meanings of the word
‘oath’ (kzemea) in Bulgarian — a promise and a curse. The poem’s opening lines are a powerful
self-inflicted malediction: if the lyrical speaker ever forgets this summer, she will go blind in
both eyes and she will be cursed forever. The poem continues with a sharp alteration of the
lyrical mood when, in the second verse, Bagryana embodies her overwhelming longing in the
melancholically beautiful image of the two lovers’ footprints ingrained in the sand. Their steps
and their silhouettes still haunt the coastline near Le Pouldu in the golden twilight before sunset,
the poem continues. The two, still walking on the beach, can be seen by the watchful Breton
women with sulky blue eyes.

In the poem, Penev, forever caught in the words depicting the dying blaze of the Breton
late afternoon sun, dwells between reality and immortality. Bagryana’s love for Penev chokes
the rhymes, the language is spell-like and the two lovers are placed at the line between land and

water:

Ja ocrenesaT ounTe MU — U JBETE,
Jla M€ CTIOJIETH HABEKHU MPOKIISITHE,
aKo 3a0paBs HaKOra TOBa JIAATO,

ATtnanTuka u Ha Jlaiita Operosere.

Hwu3s npocropHuTe Msichliv Kpail MOPETO
CTBIIKATE HUA OCTaHaXa OTIEYAaTaHMU.
A Moxe Ou B mpHUBeUYepHaTa mo3jaTa

n JHEC 6p021$[T HAmuTe ABa CUIIyCTa...

(Let my eyes be blinded — both of them,
let me forever be cursed,
if 1 ever forget this summer,

the Atlantic and Laita’s shores.

Upon the vast sands by the sea
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our footsteps remained imprinted.
And maybe in the gilded twilight

even today our two silhouettes roam...)

It is quite apparent that in the cycle ‘Brittany’, in contrast with the rest of the poems in ‘The
Eternal and the Holy’, Bagryana uses predominantly blank verse, even when the poetic text is
organised in couplets. This new bold style and rhythm become a trademark of Bagryana’s
poetry in her 1930s bundle ‘Sailor’s Star’ (“3Be3aa Ha Mmopsika”, 1932), written after Drainac’s
departure.

The apparent changes in Bagryana’s verse structure in ‘Brittany’ can be attributed to
external intellectual influences coming from B. Penev and European and Russian modernism.
Despite the objective effects of these intellectual influences, the fact that the blank verse more
successfully expresses the emotional intensity of Bagryana’s feelings for both B. Penev and
Rade Drainac is undeniable. Overall, the blank verse, as already felt in ‘Brittany’, assists the
complex effort of poetic embodiment and bears witness to its inherent incompleteness. The
blank verse testifies to the impossibility of a complete poetic embodiment of people, objects
and emotions. The distorted rhythm of the lyrical voice denounces the fragmentation of the
material, which was intertwined into the eternal fabric of poetic words. The blank verse is a
spontaneous and anticipated expression of Bagryana’s own poetic development, which took
place beyond any external historically grounded influences. Finally, the freedom of the blank
verse reflects the increasing freedom of her feelings and thinking.

It is not by chance that as early as May 1930, Bagryana and Drainac discover the close
affiliations in their poetry. Drainac’s article on Bagryana appears in 1930, in the 1 June issue
of the Serbian ‘Pravda’. Drainac translates seven of Bagryana’s poems as well. The article
contains the texts of, or extracts from, Bagryana’s ‘Scream’ (“Bux”), ‘Descendant’
(“TToromka”), ‘Love’ (“JIro60B”), ‘Evening Star’ (“Beuepnuna”), ‘Youth’ (“Mnagoct”) and

‘The Blue-Eyed One’ (“Cuneokara”). In his article, Drainac declares:

HUckam na crana teikoBaren Ha mnoe3usta Ha Jluza barpsiHa, emHa moesus, KOATO
W3PUTBa OT KMBOTA KAaTO ram3ep, CHOHTAHHO, HEOYAKBAaHO, KAKTO HUJIBA CBHHAT, KAKTO
HEOOSICHUMO HAaIpoJieT pa3ib(BaT araBuUTe, TIHIIUHUUTE W THMHUTE OE3MUPHUCHHU

nepyHuKu. 28
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(I'want to become an interpreter of Lisa Bagryana's poetry, a poetry that erupts from life
like a geyser, spontaneously, unexpectedly, as sleep overtakes us, as the agaves, the
wisterias and dark odourless irises blossom inexplicably in spring.)

Drainac had felt Bagryana’s unexpected blend of boldness, rebellion and tenderness; he had
read into her verse the deep connection to nature with all its free triumphant power. Both
Bagryana and Drainac belong to the same generation of Balkan writers caught between old
patriarchal sensitivities and the new technical and social developments in Europe and the world.
They are both travellers and cosmopolitans, with their hearts still deeply rooted in home soil,
in the South, where people work the land and sing their sad beautiful songs. Who was Rade

Drainac?

The Bandit Poet: Drainac

In her conversation with B. Dimitrova and Y. Vasilev, Bagryana stresses that she was
more interested in Drainac’s poetry and creative ideas than in a lasting relationship with him.

Specifically, at the time, Drainac was already married. Bagryana remembers:

CpBceM SICHO 3HAaeXMe€ C HEro, 4e HHE JABamara C HEr0o CME€ CAaMOCTOSITETHU H
HezaBucuMu. beme Mu uMHTEepecHO Aa ObIa ¢ Hero, HO He 3a ABAro. lloetmyna
aTMocepa uMarie, HO KaTo MPUBHP3AHOCT — TOraBa MU C€ € CTPYBAJIO HEIBJIOOKA.
Hukora He ¢bM MHCINIIa 3a HETO KaTo 3a MPOJBIDKUTENHA Bpb3Ka. [loBeue Oemie Ha

noetnyHa noysa. Tam cu Gsxme uHTEpecHM. >’

(It was perfectly clear to us that we were both self-reliant and independent. | was
interested in being with him, but not for long. There was a poetic atmosphere, but when
it came to attachment — it seemed to me at that time, it was skin-deep. I never thought
of him as a lasting-relationship prospect. Most of it was on poetic grounds. It was there

where our mutual interest in each other lay.)

Shortly before meeting Bagryana for the first time that memorable May afternoon,
Drainac is sitting at the ‘Sofia’ café listening to conversations between Bulgarian writers and
intellectuals. Drainac’s curiosity is already roused by the descriptions of Bagryana as

exceptionally gifted and beautiful.?® Bagryana’s late appearance did not fail expectations.
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Bagryana was a person who people noticed and talked about. Her celebrity status had its dark
side, as throughout her career Bagryana had troubled relationships with both social conventions
and some of her fellow writers alike.

The meeting and the subsequent close acquaintance with Drainac were commonly
perceived as highly controversial and scandalous. Bagryana shared with Dimitrova and
Vasilev?® her observations about the uneasy position of the woman writer in a society riddled
with conservative hypocrisy and restrictions: “I was a woman people talked about and
everything about me was bad”, and “The envy came mainly from men [...] I had kept up with
them and overtaken them”.®® Despite all the traditional social and cultural models limiting
women’s power of expression and professional achievements, Bagryana’s voice was strong and
clear. She met Drainac as an equal, as a writer interested in topics and literature she was also
interested in.3t

Drainac is not an easy man. In a sense, he embodies the typical heroic image of the
strong man fighting not only the elements, but society and its outdated ideas. In their
conversation on 7 July 1968, Bagryana tells Dimitrova and Vasilev the following about
Drainac: “Even in Serbia, he was a ‘black sheep’.”®? What had always set Drainac apart were
his extreme and defiant views on poetry, language and aesthetics. In addition, there was his
complete and sought-out disregard for rules and limitations — social, political, literary and his
sincere indifference to any financial gain or reward for his writings. All of this made him both
free and unwelcome in traditional intellectual circles. One of his goals in life was to promote
passionate detachment and existential and creative authenticity, even at the price of continuous
exclusion. Another of his aims was to weave poetry and literature into the very fabric of life.%3
In their book, Dimitrova and Vasilev define Drainac’s life goal: “He felt destined to build the
foundations of a new art, consequently becoming its hostage and knight, the Don Quixote of
the poetry of tomorrow”.3* Drainac is a rebel, bandit, pirate, wanderer and a sailor in his and in
Bagryana’s poetry.® Drainac is exuberant in both poetry and life. According to Dimitrova and
Vasilev, if Drainac “was not so charming, we could probably have noticed a slight touch of
megalomania in him, to some extent attractive when found in the character of small Slavic
nations”.%®

During their 1930s encounters, Drainac talks about himself a lot to Bagryana; he is
honest and direct. Bagryana describes him as “impetuous, a bohemian who does not care about
other people’s opinions”.3” Drainac has an irregular lifestyle, he loves the nightlife, he drinks
and smokes sometimes all night long.3® For her part, Bagryana is quite reserved and concerned

about adhering to social norms. However, around Drainac she is transformed. D. Uzunov
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(Ieuko Y3yHoB), a prominent Bulgarian artist and Bagryana’s friend, remembers: “Lisa is
usually serene, composed. | had only once seen her driven out of her comfort zone, all flushed
with love: when that Serbian came to us, the poet Rade Drainac”.>® Bagryana is attracted to
Drainac. She shares: “He had very beautiful, big, light-coloured eyes. In general, my dream
always had been a light-eyed man, ‘a foreign fair khan’ (the poem ‘The Descendent’). He made
a strong impression”.*® In intellectual terms as well, Drainac is definitely Bagryana’s type. She
tells Dimitrova: “I have always been attracted to a man-artist. It could be that my inner
aspirations had always been for a poet. This type of man is the one that inspires me. I could not

choose for any other”.*!

Don Quixote and a Wicked Lover

Drainac’s boldness, so attractive to Lisa, shines through his work. He throws his name
directly into his verses, giving his lyrical speaker a concrete personality and making his lyrical

speaker’s statements socially pointed and critical.*?

Drainac’s personal name is associated with
the search for the poet’s true vocation and social place. Such a degree of openness and directness
is extremely contemporary and introduces striking closeness and intensity to Drainac’s poetry.
He, through the voice of his lyrical speaker, invites the reading audience to look closely into
his, Drainac’s, life and thoughts, which are openly provocative and scandalizing for the
traditional social tone. His poetry, with its broken rhyme and boisterousness, already challenges
the existing poetic language and tradition.

In his poem ‘Rade Drainac’, from the bundle ‘Banquet’ (1930), Drainac mercilessly

displays his lyrical speaker’s darkest character traits and his most cherished hopes. Drainac

callously states who his lyrical persona is:

[TecHuk, anamr u mpoder,
Jlon Kuxot, mopouHu jby0aBHUK U CTHXOTBOpAI]
KaKBOT OBa 3eMJba UyJia HHUjE,
KapneBascku npuHiL, BarabyHia OKO Yuje TaBe
MeTpoJiejcKa Jlamria cja:
ETo TO cam ja!
[Tujanar, komkap, anu U HeXaH Opar,
[Ipujaress mTo y cpiy uyyBa Opuoncka Ca3zexha,

Cnalu urpad Ha KOHOMILY MOpaJa, ajld 3aTO U3BPCTaH
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UPOHUYAP U IJbYBaY,
Ha ctony kao cymna jpy0aB je Moja cBa:

ETo To cam ja!®

(Poet, bandit and a prophet,

Don Quixote, a wicked lover and verse creator like this country has never heard of,
Carnival prince, a vagabond around whose head a petroleum lamp shines:

That's me!

A drunkard, a womaniser, but also a gentle brother,

The friend who keeps the Orion constellation in his heart,

A weak player on the ropes of morality, and because of that, a great ironist and spitter,
On the table like soup is my whole love:

That's me!)

Drainac’s open public self-acceptance as a rule-breaker must have been both shocking and
appealing to Bagryana. As she shares with Dimitrova and Vasilev, she finds Drainac’s poetic
images “bold, even cynical”.** Drainac is a show-off in life and in his poetry, he is the unafraid
lover, but also the selfless knight, with spite on his tongue and love in his heart. Being shocking
and offensive is exactly what Drainac was after.*®

Drainac’s lyrical speaker is a citizen of the world. In the poem ‘Oceania’ (“Oxeanuja”)
(‘Bandit or Poet’), Drainac describes a voyage to the promised land by thousands of immigrants

on board an enormous transatlantic ship:

3acnanu cy byrapu Hocehu jeno 3a 20 qana
y Topb6amMa ca HallMOHAJTHU BE30M
I'puu xoju nohornie Ha XONUBY/CKE Ballape Ja CeKy Kece

Pymynke y monoh ma o6miasze myjopIike CKBEpOBe

(Asleep are the Bulgarians who for 20 days carry food in bags with national embroidery,
Greeks who will go to the Hollywood fairs to steal wallets,

Romanian women who at midnight will circle the squares of New York)

Drainac calls out to the travellers, pointing out the futility of any human pursuit which is driven
by greed:
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Xej, Bu! ucrpaxkusauu cpehe, yranuiie Ha HOBe
obaJe meTora Jiena oBe JKaJloCHe IUiaHere!
OxeaHcku myTHUIM 3a Koje je Komymbo

MIPOHAIIIA0 OWIIMjapCKy Kyrry!

(Hey, you! explorers of fortune, wandering to the new shores of the fifth part of this sad
planet!

Ocean travellers for whom Columbus found the billiard ball!)

Bu, xoju cTe mpoganu Iynry goJiapuMa a caBecT

MPEPHjCKUM KOmbIMa!

(You, who sold your souls for dollars and your consciences to the prairie horses!)

CeruTe ce 1a je Bail oJ1a3aK Xalmiyk 3a 00Jbe

naHe Joedje epemepHe pagocTn!?®

(Remember that your departure is a pilgrimage for more days of man's ephemeral joys!)

After having seen the world, Drainac is critical of it and of the travellers’ motives. He remains

deeply rooted in the Balkans and its woodlands, rivers and sky, and yet he is forever homeless.*’

Hypnos

The critical and often paradoxical nature of Drainac’s worldview is revealed as early as
his first journal ‘Hypnos’ (1922). The journal contains Drainac’s artistic manifesto, which
decisively outlines the poet’s rebellious and vanguard intentions. At the very beginning of the
manifesto, “IIporpam Xunuusma” ("The Programme of Hypnosis’), Drainac declares hypnosis
to be a movement which is not based on any theoretical principles and dogmas.*® Drainac
defines the state of mind which the movement stands for as an “ecstatic dream”. The movement
does not aim to formulate new theoretical principles to explain the world and its reality. For
Drainac, theoretical rules make the mind turn in repetitive circles. Hypnosis is supposed to bring
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us back to the eternal primal natural elements — stars, the shimmering of tree branches, to the
water’s flow.

Drainac extends his denial of any kind of aesthetic dogmas to the definition of what is
beautiful. For him, “art is no longer a work of beauty”, because this means the acceptance of
confining aesthetic rules, which true art cannot be expected to follow. Instead, hypnosis praises
those “whose mind is lost in the Universe of the ruddy dream of ecstasy”.*® Hypnosis, states
Drainac, has existed since the beginning of time and is the only creative disposition able to
connect the mind to the real eternity and infinity of the Universe. Only this ecstasy could lift
the veil and disclose the true glory of the world. As Drainac writes, “We do not need literary
parliaments and academies. For us, the freedom of infinity is sufficient: HYPNOSIS”.>° Drainac
ends his manifesto with solemn religious-like blessing: “Let our souls be hypnotic. Amen.”>!

In the manifesto, the denial of aesthetic and ideological rules is directly connected to
Drainac’s disillusion with Western literary movements and their platforms. The ‘Hypnos’
manifesto ends with Drainac’s call to Balkan writers and intellectuals. He states: “It is time for
the Balkans to ignite spiritually.” This is an appeal to stop imitating and accepting rules which
put the region in an inferior position. Drainac also asks “why should we be in shackles?” He
then lists the names of cities and ports all around the world, painting a bigger picture of a globe
wide open to be explored, provided one’s mind is free. This inclusion of the Balkans in the map
of the world is to be found in his, and later also in Bagryana’s, poetry.>? The expansion of space
is also a way to include into the written poetic word new technical achievements and the social
and intellectual changes they bring. Nature is fading into the background and planes, ships, and
vehicles of all kinds are becoming the new tokens of the romantic longing for faraway lands
and for mysteries beyond the visible. This interchangeability between machines and nature is
also one of the paradoxes inherent to Drainac’s poetry and ideas.®® He values nature, but longs
for travel and exotic destinations and uses the first flights to get there. He needs the Balkans,
but is fascinated by long journeys. He despises theory, but, when talking to Bagryana in Sofia
in 1930, he continually describes his ideas on poetry and writing. He negates rules, only to
begin the struggle to create a new artistic canon.

Drainac’s high regard of Bagryana’s poetry is explained by its passionate call for a
return to primal dreamlike intuition and pure elements as sources of inspiration and creative
energy. Bagryana’s poems breathe elegant simplicity and an overwhelming sense of nature’s
presence. In addition, Bagryana does not imitate any of those fashionable-at-the-time aesthetic

mannerisms. Her verse and images come from the heart.
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Drainac, Bagryana and Poetry

In his article from 1 June 1930 entitled “JIu3a barpjana: Iloe3uja Benuke Oyrapcke
necHukume” (“Liza Bagryana: The Poetry of a Great Bulgarian Poetess”) published in ‘Pravda’,
Drainac uses engaging expressive language to describe Liza’s poetry. As a result, Bagryana’s

presence is almost physically tangible in the article’s lines. Drainac writes:

Oga noe3uja maja Ha OATKAHCKO TJIIO0 BapHUIIAMa METeopa.

Humra HOBO Hema y 10j. To Moxaa Hije HU OTpeOHO. [[oBoJbHO je Omo aa
HaM je barpjana y myTtupy npy»xusia HenpeBpeino BUHO CBOjUX )KMUBOTHHX Camba Ha je/laH
rotoBo cpupenu HaunH. OTyna, HeW30€KHO, TajHA JKUBOTA OBE JMBHE MECHHUKHILE,

MeIlIa Ce Y MO3aMK H-eHe JTUPUKE HAjIeNIuM U HeoOjammusuM dpurypama.>

(This poetry falls on Balkan soil like a meteor’s sparkle.

There is nothing new in it. This may not even be necessary. It is enough that Bagryana
fiercely offers us the new wine of her vital dreams. Hence, inevitably the sheer life force
of this astounding poetess merges with the mosaics of her lyrics, creating the most

astonishing and inexplicable images.)

Drainac designates Bagryana not only as a highly original Bulgarian talent, but also as
essentially a Balkan poet. The idea of unity between Balkan intellectuals who could join efforts
to elevate the region’s common literary significance is, as already mentioned, very dear to
Drainac.> The strength and originality in Bagryana’s poetry are inspired by local Balkan songs,
colours, narratives and rich images. As Drainac puts it, Bagryana’s pilgrimage leads her right
back home and not to Western Europe and its trends. According to him, Bagryana “has probably
read Blaise Cendrars, Apollinaire and Paul Eluard, but even during those visits she has been
dreaming of the Homeland as her pilgrimage”.>®
For Drainac, Bagryana’s poetry does not have to be radical or avant-garde in order to

be striking and substantial. What he values in this poetry is authenticity and freshness and not
least, its place in the tradition and unspoiled original atmosphere of the Balkans. This is why,

when praising Bagryana, he writes:
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Taxkas je pacuu uk JIuze barpjane, y K0joj je HEU3MEPHO HPEBUPAHE KPBHOTA BHHA, Y
YHMjUM BeHaMa Irymu bucrtpuna, japocHo mpoiiehe u koce oTkuIa 320 BeTap IylICBHE
CPAAaYHOCTH M IIH]aHCTBA.

V jemHoj 3eMJbH JIUTEpapHE HEHAMETJHUBOCTU CKPOMHHUX JlapoBa cpla, Ha
bankany, Ha KOMe JKMBe JIaKeju 3amajHe KyJIType, OBa MECHUKHbA. KOja HaM OTKpHBa
YHYTpAIlllbU TI€jcax, Koja Hac OJeI0M, )KEHCKOM PYyKOM YBJauu y Taj UHTEpHUjep, HU
HApOYUTO EKCTpaBaraHTaH, HU MPETPHAH M3IUIIHUM OOraTcTBOM, jecTe AuBaH (ap
KPBHE CBETJIOCTH Haj OaJIKaHCKUM ropaMa u ayopaBama.

Llenu weHa moe3uja je HacTaBJbakbe, HaJ0BE3UBabe Oyrapcke JIMpUKe, KOjy 10

caja HECaM MO3HABao, a KOja MU Y/IMBA TOTITyBO TIOBEpeme.”’

(Such is the poetic breed of Bagryana, in whose veins ceaselessly shimmers the wine of
the blood, whispers the fierce-in-spring river Bistritsa, and the wicked wind of
undaunted warmth and intoxication messes up her hair.

In a country of literary insignificance, of humble gifts of the heart, in the
Balkans, where live the lackeys of Western culture, this poetess, who reveals interior
landscapes, which are neither extravagant nor cluttered with excessive wealth, ushers
us in with her pale feminine hand, for she is a wondrous lighthouse that sheds its
nourishing light over the Balkan mountains and woodlands.

All her poetry is a development, a contribution to Bulgarian lyrics, which | was

not familiar with until recently, and in which now I fully trust.)

Drainac’s appreciation of Bagryana is impressive and sincere, he describes her poems as “the
most typical and spontaneous” among those written by female Balkan poets.>® For him,
Bagryana is a woman of the future, confident, ambitious, and decisive.>

The respect and admiration are mutual. Overall, Bagryana sees Drainac as an image of
the poet of the new times, dynamic, unsettled, fascinated by speed and distance, a loner, who
craves human contact and distrusts social norms.®® He comes to Bulgaria three times in a
relatively short period of time and uses the newly opened air connection Sofia — Belgrade.
Bagryana also describes his books: “His books were modernistic, unseen in our country —
‘Bandit or Poet’, ‘The Train Is Leaving’. His poems impressed me with their newness, the verse
blank”.®*

Drainac is direct, violent and extreme in his social, poetic and aesthetic rebellion. In her
turn, Bagryana is turbulent and defiant down to the very core of her poetry. Even the most
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traditionally versed poems from ‘The Eternal and the Holy’ convey the energy and the rule-
breaking drive of youth and the curiosity of the search. Bagryana’s rhymed couplets are full to
the brim with feelings of freedom and lust for life. As the two poets discover during their
Bulgarian meetings, they have more in common than initially anticipated.

In their poems, feelings of dissatisfaction and discontent with life have a positive glow.
The imperfections of existence trigger creativity and call for a passionate re-examination of art
and everyday reality. It is not by chance that the Serbian essayist and critic Zoran Gluséevié
(3opan I'mymrueBuh) defines Drainac’s scandalous bohemian way of life as an altogether

positive experience:

Y Jlpamnna je Ooemuja HacTajaja M Kao INECHUYKA CHHTE3a HOBHUX JKUBOTHHX,
BEJIETPAACKHNX, ypOAaHUX PUTMOBA, HOBUX J0KHBJbaja CBETA, KA0 ECHUYKA (PopMyIia 3a
J0KHBJbA] MHAYCTPHU]AIM30BAHOT TPAJCKOr Tej3aka. Y Toj 00eMHUju, Ma KOJHMKO Ha
TPEHYTKE U3BEIITAYCHO], HAMEIITEHO], OATITYMJBEHO], IPUCYTHA j€ U CIIOHTaHa [0Tpara

3a HOBUM IICCHHYKOM O6JII/IKOM, 3a HOBMM OJJHOCOM IIp€Ma CBCTY U )KI/IBOTy.62

(In Drainac, bohemia emerged as a poetic synthesis of new existential, metropolitan and
urban rhythms with new ways of experiencing the world, as a poetic formula to confront
the industrialised cityscape. In this bohemia, no matter how briefly introduced,
culturally situated and polished, there is a spontaneous search for a new poetic form, for

a new relation to the world and life.)

The poet is always a rebel who is trying to rewrite the world. Both Bagryana and Drainac are
deeply aware of the precarious position of poets. Both mock the inherent impracticality of their
occupation.®® Nevertheless, for them, poetry is necessary. It bears witness to the social and
ethical wrongs, to the unspoken, hidden and inaccessible, through the means of our ordinary
language and perception.

After her conversations and meetings with Drainac, Bagryana becomes bolder and
reassured in her unique public standing as a poet. Her lyrical voice now speaks on behalf of all
poets, women and men alike. This assertive polyphony of voices is heard throughout
Bagryana’s second bundle ‘The Sailor’s Star’ (“3Be3ma na mopska”, 1931), published after her

encounters with Drainac. This is where his worded ghost trespasses.
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Bagryana after Drainac / Drainac after Bagryana: The Lyrical Speaker’s Gender

In the summer of 1930, during his second stay in Bulgaria, Drainac visits the Black Sea
coast with Bagryana. The idea is to spend at least ten days alone and undisturbed in a hotel in
Varna. Fate intervenes, however, and the romantic getaway is abruptly interrupted after only
three days. Drainac had a severe stomach ache. The local doctor is of no help. Bagryana and
Drainac immediately return to Sofia, where Drainac stays in Bagryana’s apartment.

The diagnosis is inflamed appendicitis. Drainac undergoes a successful operation at the
clinic of Dr Dimitrakov.%* Bagryana’s concerned reaction to Drainac’s illness can be explained
by B. Penev’s sudden death from complications after his appendicitis operation.®® Bagryana
does not let the tragedy repeat itself and by acting quickly and decisively, she in fact saves
Drainac’s life.

As already mentioned, Drainac’s illness and Bagryana’s actions set off a hornet’s nest
of vicious gossip and disapproving remarks coming mostly from Sofia’s middle-class
bourgeoisie.®® In Bagryana’s own account of the events around Drainac’s health and
operation,®” the ill-fated public reaction was also related to the precarious diplomatic
relationship between Bulgaria and Serbia in the 1930s.

As soon as Drainac begins to recover, the Serbian consulate in Sofia arranges his
departure. Bagryana is not at the station and cannot say goodbye; social tension prevents this
from happening.®® This is the end of the affair.

After that, Bagryana and Drainac see each other twice, in 1931 and 1938, both times in
Belgrade. However, the spark is gone. In 1938, Bagryana visits Belgrade on her way to the PEN
club congress in Prague. Drainac sits at her table, but she speaks mostly to other writers.”
Drainac leaves sad and disappointed.”” Drainac also writes letters and in Bagryana’s
recollection, they reflected his personality. The letters were as powerful as thunder. She did not
reply.”? Drainac died in 1943, alone and exhausted, suffering from tuberculosis, in Nazi-
occupied Serbia.

Drainac continued to reach out to Bagryana.” In 1955, a friend of Drainac talks to the
Bulgarian literary historian and folklore scholar Prof. P. Dinekov (ITersp /lunexos) and asks
him to convey to Bagryana the dying poet’s last words. Drainac pleads to his friend to tell
Bagryana that “his last thoughts were about her”.”* The Serbian writer also lets Dinekov know
that Drainac died in his arms with Bagryana’s name on his lips.”

In June 1972, Dimitrova and Vasilev read to Bagryana pages from Drainac’s war diary
“Black days” (“Crni dani”), written between 1941 and 1942. Those are highly emotional
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moments for Bagryana; she hears about the diary’s existence and Drainac’s words about his
and his country’s hardship for the very first time.”® The diary’s pages carry the voice of the
long-dead poet and return to life his emotions, fears, resilience, suffering and memories of
Bagryana. The words are a powerful tool of immortality, they preserve feelings, images, people
and places that had vanished in the tangible world of history, politics and conflicts. Drainac’s
diary survived the end of the war buried under the threshold of his paternal house in Blace.”’
The diary was published in 1963.

Drainac: Stages of Embodiment

Poetic embodiment does the same; it preserves fragmented images of the visible into
the flow and lyrical pace of words. Words can preserve words as well. The embodiment of
Drainac, of the affair and of the shared thoughts and experiences in Bagryana’s poetry is an
intricate and at times, almost intangible, process. As Bagryana shared with Dimitrova and
Vasilev, she intentionally embodied Drainac, his intense emotions, her memories and their
affair in two poems ‘Poet’ (“IToer”) and ‘Exile’ (“M3rnanux™), included in her second bundle
‘Sailor’s Star’ (“3Be3ma Ha Mopsika”, 1931). Bagryana shared that these two poems were directly
based on motifs and moods from Drainac’s letters.’® In addition, in a letter to the Serbian
journalist and translator S. Paunovic, which was published in Paunovic’s book ‘Drainac, a Poet
and Bohemian’ (“/Ipaunar necauk u 6oem”, 1981), Bagryana writes that her poem ‘Maris
Stella’ (‘Sailor’s Star’) is also based on Drainac’s letters.”® The poetic dialogue and game with
words between Bagryana and Drainac reach beyond the textual fabric of the aforementioned
poems. &

Another significant fact concerning Drainac’s guises in Bagryana’s poetry is the poem
he writes about her, while still in Varna during the summer of 1930. The poem with the title
“Ucrouna 3Be3na” (“Istona zvezda” / “Eastern Star”) is published in September 1930 in the
first issue of “Cpncke kwmxeBnu riacuuk’. In a diary entry of July 1930, Drainac describes
his troubled state of mind during the night he wrote the poem. He was alone and sleepless, with
Bagryana sleeping in the hotel room next to his. The hot summer night, the rough sea, the starry
skies and his feelings for Lisa were worded in captivating and tender poetic text.®! In the long
beautiful poem, Drainac speaks about his love, his happiness and fear from the coming
separation. Remarkably, in his poetic embodiment of Bagryana, Drainac compares her
appearance in his life to that of a star, which like the wind passes through the tree branches. His
heart is full of hope, like the heart of a child. The poem ends with his surrender to love.®2
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Drainac declares:

A ja cam JtaHac cBa pasareo jeipa;
VY EBkcunorpany cawam Kpum:
bynyhnoct je moja - Jby0as;

A HeOy MOja IPOIIJIOCT MEHE CE€ Kao JTUM.

(And today I have raised all sails;
In Euxinograd I long for Crimea;
love is my future;

and in the sky my past vanishes like smoke.)®

Significantly enough, Drainac’s powerful poetic image of the star, which is the poetic
incorporation of Bagryana and his love for her, (re)appears in the title of her next bundle
“Sailor’s Star” (“3Be3na Ha mopsika™). That is to say, Drainac’s embodiment has already begun
with the book’s title.

Overall, while reading Bagryana’s second poetry bundle, one cannot help but feel
Drainac’s indirect presence in many other poems as well. The blank verse, the boldness of
expression, the images of trains, stations, planes, faraway shores and everyday life became the
poetical norm in Bagryana’s second book. The technical innovations and travel were the trend
of the times. Nevertheless, Bagryana’s bundle embodies foremost Drainac’s wondrous energy,
his contagious arrogance of being a poet and of being different. In ‘Sailor’s Star’, fragments of
Drainac’s personality and drive are tangible and audible in Bagryana’s own mature and
confident poetic voice.

Bagryana was well aware of Drainac’s influence on her poetry, as she shares with

Dimitrova and Vasilev:

[Toe3usara my, mucins, ye mu nosius. Ouie BB “Beunara u cBsTaTa™ U npeau cpemara
C HEro HalpaBHUX OIUT ChC CBOOOAHMS CTHX — LMKbIA “bperan’. Ho cera ce yrBbpau
HsKak cu. BeB opmara Toil MU TOBIIHS, a HETOBHUTE MOTHBH HE MU TOJXOXIaxa.
CurypHo ce 4yBCTBa HEIIO OT HEro B o001 1yx — B “JKMBOTHT, KOMTO HCKax 1a Obie
moema®, a B “3Be31a Ha MOpsAKa™ JoOpU ce Msipka HeroBusaT obpas. KaTo kopecrnoHaeHT
YECTO ro Ipallaxa B KOMaHIUPOBKA B Pa3JINYHU CTPAHU U CUIIYETHT MY C€ SIBSBA KaTo

CKUTHHK. 84
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(His poetry, I think, influenced me. As early as ‘The Eternal and the Holy’, even before
meeting him, | made an experience with the blank verse — the ‘Brittany’ cycle. But now
it established itself somehow. He influenced the form of my poetry, but his motifs did
not suit me. You could feel something in the general spirit of my writing — his image
also appears in ‘The Life, Which I Wanted to be a Poem’, and in ‘Sailor’s Star’. As a
correspondent, he was often sent on trips to different countries and his silhouette appears

as that of a wanderer.)

Drainac’s silhouette is another fascinating dweller in Bagryana’s word edifice. The poetic
embodiment follows its own rules, while filtering and segmenting the materiality of its subjects.
The criteria of such selective representation are to be found in the author’s own feelings,
preferences, tastes, aesthetic views, fears, convictions, self-censorship and memories. When it
comes to Drainac’s embodiment in Bagryana’s poems, some of the selective filters are her likes
and dislikes of his poetry and personality. In her conversations with Dimitrova and Vasilev,
Bagryana recovers and names some of those criteria in hindsight.

Bagryana likes the form of Drainac’s verse;® its rhythm “goes against the classical,
standard metrics*.8 She thinks less of the themes in his poems; they alienate her.8” He is direct,
too violent and at times, cynical. He “introduces hooligan images” in his poetry. Bagryana also
states: “In him I liked not entire poems, but singular strophes”.® Overall, Drainac appears in
‘Sailor’s Star’ intertwined with the themes of Bagryana’s own quest for poetic identity and
freedom of expression. Drainac’s footprint is clearly visible in the broken verse and the
expansion of Bagryana’s world.

As Bagryana herself mentions to Dimitrova and Vasilev, one can feel Drainac’s
assertiveness and irony about the poet’s fate as early as in the poem ‘The Life, Which I Wanted
to be a Poem’, written in July and August 1930.8° On 17 September 1930, in the very first issue
of the literary magazine ‘Contemporary’ (“CsBpemennuk’), Bagryana’s poem ‘SOS’ appears,
which bears the spirit of Drainac’s fascination with faraway destinations and the vastness of the
modern world. What are the two poems about?

In ‘The Life, Which I Wanted to be a Poem’, Bagryana reminisces about the course of
her life, about her choices, childhood, parents, love and death. She is now the endless wanderer,
who chases chimeras and illusions, who has faced the death of her loved ones, who is lonely

and estranged in her own homeland. Bagryana is the adventurer, who had opted for the road
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and for the rare moments of existential ecstasy and revelation, instead of building a safe

comfortable life for herself. Bagryana writes:

JlynaTa u3rps KaTo OrpOMEH YaCOBHUK Ha HEMO3HAaTa CTaHIIUS.
HeGeTo 3acuHs KaTO CTHKIICH ITOKPUB HAJl TIEPOHA H.

[ITymeTre kpaii MEHE, TBMHH, MUCTUYHU TOPH,

TpEenKalTe HaJl TJlaBaTa MU, JAJICUHU, Yy THU 3BE3]11!

Jloxato yakam Ja TpbrHe MOCJIEIHMS TPEH OT Ta3U CIIMPKA,
HCKaM J1a MPETUCTS HaObp30, KaTo JHKEOCH IMbTEBOIUTEN,

CHUTHO HM3IMIMCAHUTEC JINCTOBC HA MUHAJIUTC I'OAWHU.

(The moon rose like a huge clock at an unknown station.
The sky turned blue like a glass roof over the platform.
Whisper right next to me, dark, mystical forests,

flicker over my head, distant, wondrous stars!

While I'm waiting for the last train to leave the station,

| want to browse quickly, like through a pocket guide,

the finely written sheets of the years past).

Eto me 6e3 MpUATCIIN U OJIM3KHU — cama U YYKACHKA —
B CTpaHaTa, KOATO obnyaM u Hapu4aM pOoaHa,
KOATO, YBH, € IT'OTOBA JHECC Aa XBBPJIU KaMBbK OTTOPE MU

1 1a M€ Ha30B€ €IBa JIM HEC — UIBMCHHUIIA...

(Here I am, without friends and relatives — alone and a foreigner —
in the country | love and call home,
which, alas, is now ready to stone me

and call me a traitor...)

Bagryana, with the voice of the lyrical speaker, although exhausted and disappointed, does not
regret her bold and non-traditional choices. Throughout her life, the lyrical speaker never said
“I love” when she did not, and never claimed “I don’t” when she truly loved. The poem ends

resolutely:
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Curnan. OTBopeH bT. — BbpBU, BbpBU!

B 3aBouTe Ha BT, Mpe3 Mpo3operia pa3TBOPEH HA KYIETO, U3XBHPIIU
KaTo M3MPa3HEHU KECUH CIIOMEHUTE.

Ponuno, maiiko, coorom!...

W nosmwxnaune!

[Ile ce 3aBBbpHA HSIKOTa OTHOBO — C II'BJIHU MOKE O pblIE,

1€ CJIOXka BCUYKO B TBOMTO HO3E,

e npombiBs: — [Ipoctu! biarocnosu!

U cipHIIETO 3ai1s13Ballo IIe CIe3€ B MOETO Cbpne...

(Signal. An open road — “Go, leave!”

On the winding road, throw out through the open window of the carriage,
like empty bags, all memories.

Motherland, mother, farewell! ...

And goodbye!

I'll be back one day — and maybe, with full hands

will lay everything at your feet,

while saying: — I'm sorry! God bless!

And the setting sun will descend into my heart...)

In ‘SOS’, much like Drainac, Bagryana is a cosmopolitan, travelling the world. The lyrical
speaker is the cursed poet, who has faced her own disuse, but still believes in the intrinsic and

intransitive value of poetry:

B T03u Bek Ha 6eToHa, MAIMHUTE U PAJIUOTO,
Ha IJIaBOJIOMHHTE PYILIEHUS U JIyAU AUPEHUS,
Ha Xaoca U HeU30UCTPEHOTO yTpeE,

B Ta3M CTpaHa - npar Mexnay M3Toka u 3amana,
KpBroBpaT Ha BOWHU U OEIICTBUS,

JIETO X0paTa KHUBEAT 3a Kopa XJIs10 U mezs 3ems,

KaKBO € HallaTa 0e31ojie3Ha JIMpHUKa, MOA 6paT;1?

(In this age of concrete, machines and radio,

of mind-boggling devastation and mad pursuits,
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of chaos and blurred tomorrows,

in this country, a threshold between East and West,

a cycle of wars and disasters,

where people live for a crust of bread and piece of land,

what are our useless lyrics, my brothers?)

The voice of Bagryana’s lyrical speaker is clear and unintimidated, it is as if it’s free of
gender, it belongs to the legion, to the ‘we’ of the brotherhood of poets in her homeland and

around the globe. The poem continues:

ETo0: HUE cChHYBaMe MIJIMOHHOTOHHUTE TPAH3aTJIIAHTUYECKH Mapaxoau
M OKEAHCKUTE MBIHOBOIUS.
Taunm
CTOCTAXKHUTE HIOHOPKCKH HEOOCThPrayuu.
Meutaem noj1 eceHTa Ha aepoIJIAaHHUTE TIEPKH,

TaHIYBaMC B pPUTbMaA Ha 3allaJICHUTC MOTOPH ...

(Here we are: dreaming of heavyweight transatlantic steamers
and ocean tides.
Revering
the hundred-floor New York skyscrapers.
We dream under the song of airplane propellers,

We dance in the rhythm of the ignited engines...)

The end delivers Bagryana’s open statement as a poet:

U eto 3amo ka3Bam: — llle ympa noBonHa u 6e3 6onka,
aKo ycrmesi, KaTo )KeHa U T0eTKa,

Jla pa3Kpus MPeJI CBeTa ChPIETO CH, ITOHE TOJIKOBA,
KOJIKOTO MJIQJIOTO JKBJITO KaHapye B TeJieHaTa KJIeTKa
HaJ IJ1aBaTa MU B PECTOPAHTA,

B IIAY3UTE, KOraTo CU MOYMBa JKazbanyal...

(And that's why I say: - I'll die happy and painlessly,
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if I manage, as a woman and poetess,

to open my heart to the world, at least as much,
as the tiny yellow canary in the wire cage
above my head in the restaurant,

during the pauses, when the jazz band is at rest!...)

The embodiment of Drainac is to be sought and found in the use of everyday life images, in the
openness of the statements, in the lyrical speaker’s belonging to poetry and the community of
poets, and finally, in the beating technical heart of the century — in the plane and train engines,
in the high-rise buildings and jazz orchestras. Bagryana dares to finally unite her being a woman
with her being a poet. She is proud and at peace with her public role as a successful woman-
poet.

Lyrical Speaker’s Gender

The gender confusion of the lyrical speaker in Bagryana’s new poetry is strongly felt in
the poem ‘Exile’ (“Msrunanuk”), in which Bagryana speaks directly with the voice of Drainac,
or of another male poet. The lyrical speaker reveals itself as a ‘he’ and not ‘she’, to the great
confusion of readers and literary critics alike. In the poem, there is a reversal of roles and
Bagryana sees and describes herself through the eyes and voice of a male lyrical speaker,
presumably through the eyes of Drainac. The poem’s lyrical subject is, much like Drainac,
constantly on the move, unsettled, struggling with the world and himself. He, however,
promises to return to his beloved, who patiently awaits him. He will return unexpectedly, when
the winter closes in on everybody and everything. Upon his homecoming, the heart of his lover

will reveal its true colours. Bagryana writes in her new lyrical voice:

Ille noiima enuH JIeH HEHAIEHMHO —

PEBHUB, YMOPEH OT KHUBOTA,

MPEJIOMEH 3aBUHArU, CAMOTEH. ..

Ille noiima, B Ti1aBaTa cu ce KbjHa!

Makap na 3aruHa,

HO J1a BUJISI: JaJIM € TBOETO ChpIIE HA
OOMKHOBCHA KCHA,

WM ceple — Ha Mapust unu MarganuHza!l
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(I will come one day suddenly -

jealous, tired of life,

forever broken, lonely...

I'll come, | swear it on my head!

Although I"d perish,

but I’d still see: if your heart is that of an
ordinary woman,

or the heart of Mary or Magdalene!)

In the quoted verses, Bagryana uses the masculine form of the adjectives — “peBuus”,
“ymopen”, “npenomen”, and “camoren”. The poem also contains the masculine forms of the
past participles of the verb ‘to love’ — “obuuan” and the masculine form of the interrogative
pronoun ‘who’ — “koit”. The gender switch of the lyrical speaker in the poem is discreet,
unobtrusive and might remain unnoticed by a hasty or inexperienced reader. Bagryana

comments on her choice of lyrical speaker’s gender in the poem:

A HaBpeMeTO n3Jie3e €lHa CTaTHsl, B KOSATO aBTOpKara, ... , c€ uyjenie 3amo barpsHa
TOBOpU OT MBXKKH pojl. Ts He pa3zbupa, ye roBopst KaTo “a3 —yoBeka’”, a He JKeHara.
Cp1io yecTo MbTHU a3 MpelaBaM B CTUX JYMUTE, KOUTO CbM 4YyBaja OT MBXK ... .
JIupuyeckusT cyOeKkT o0eAMHsIBa HAKOJIKO AyIIH repou. ETo eauH coHer — “A3 cTUrHax
710 OHsI BEJIUK OKeaH 0AaCHOCIOBEH, OHYH paBHOAYILHKE, AETO C€ BCUYKO YAaBs~ — TOBa
ca HeM3Ka3aHu 1yMHu oT bosH, HO a3 csakaml ru yyBax. “He Te 0OBHHSBaM M HsIMa KaKBO
Jla IpoIaBaM’ — CSIKaIll YyBaxX HETOBHsI OTBBJICH IJ1ac U T'O MPEJaBax B CTUX. A HIKOU

TBHPCAT B TOBA “a3” KOHKPETHO aBTOPKATa U ce uyasT.>

(At one time, an article came out in which the author ... wondered why Bagryana speaks
in a masculine form. She did not understand that I speak as ‘I — the human being’ and
not as a woman. Also, often | convey in verse the words | have heard from a man... The
lyrical subject unites several characters. Here is a sonnet — “I reached that great delusive
ocean, that indifference, where everything drowns” — these are unspoken words by
Boyan, but it was as if I could hear them. “I don't blame you and have nothing to forgive”
—as if I was hearing his voice from the beyond and conveyed it in verse. And some look

for the concrete female author in this ‘I’ and are puzzled.)

29



The gesture of poetic embodiment, it seems, questions the gender and singularity of the lyrical
speaker. In Bagryana’s poems, and in those from ‘Sailor’s Star’ in particular, there is an
accommodation and superposing of voices. As Bagryana explains, the lyrical speaker is never
a singular subject. Throughout ‘Sailor’s Star’ not only Bagryana’s and Drainac’s, but Boyan
Penev’s voice is also heard. The multiple speakers brought into play in the process of
embodiment overlap and fracture the soundness and distinctness of each other’s identities. This
could also explain the lack of decisive gender determination of the lyrical subject. The gender
of the lyrical subject becomes unimportant and redundant, as both male and female voices are
part of one common multitude of poets. They all share common goals and serve the cultural,
social, political and language-related purposiveness of poetry. One can also observe that the
loss of gender distinction and singularity complete the fragmentation of embodiment and
radically shift the actual tangible — biological, cultural, social, historical — identity of both the
poet and the embodied persona.

The gender switch of Bagryana’s lyrical speaker in ‘Exile’ (“M3ruanuk”) can be read
as undeniable proof of the success of Drainac’s embodiment into the poem’s verses. That is to
say, Bagryana’s female lyrical speaker disappears and is replaced by the male poetic voice of
the wanderer poet. This same completeness, however, can be seen as a gesture of self-irony as
well. Bagryana’s poetic self, acts ‘as if” it is Drainac’s. The female lyrical speaker writes under
the guise of Drainac, proving the impossibility of embodiment — the process can be completed
only in an ‘as if” mode. Such hesitations about the outcome of poetic embodiment are part of
its inherent language and semantic strategies, | would argue. The overall goal of the
embodiment of tangible things, situations and people into poetry, as already mentioned, is to
sabotage the established familiar meanings of language and reality. In the case of Bagryana's
‘Exile’ (“Msrnmanuk™), what is re-examined are the common-sense notions of gender
determination and singular individuality. As it turns out, in poetry, gender loses its significance
and the poetic speaker becomes genderless. The same goes for singularity; the voice of the
individual lyrical speaker joins the polyphony of many distinct and inaudible voices alike.

The other poems inhabited by Drainac’s poetic ghost, are ‘Poet’ (“Iloer”) and ‘Maris
Stella’. In both poems, the gender of the lyrical speaker bears no surprises, but the multiplicity
of poetic voices persists. In the ‘Poet’ (“IToet”), the lyrical subject talks about the exaltation of
her lover, who promises a utopian world and believes in his own impossible visions for the

future:

30



OnusiHEH OT YyJAHUTE CH JTyMH,

MOBSIPBAJI caM, I MOHECEII U ce0e CH, U MEHE
pe3 MoJIF0ca Ha BJJbXHOBEHOTO Oe3yMue

KbM HSKAKBU HECHIICCTBYBAIIU CEIICHUS,

KBbM JIUBHU OCTPOBH, PA3IECPUIIH 3CJICHU TAJIMU —
KBJIETO XOparTa ca KaTto aHreIu 100pu

1 11000BTa € TAXHOTO €BaHTEINE,

Y TpHKaTa UM € €JIHA — B 30PH

MAacCJIMHOBH Ja BESIT BEHUKH U Ja MESIT MCAIMM. ..

(Intoxicated by his own wondrous words,

And believing them yourself, you’ll take us both

through the pole of the inspired madness

to these fanciful settlements,

to the astounding islands, which spread out green palms —
where people are like angels, good

and love is their gospel,

and their care is one — at dawn

to wave olive branches and sing psalms...)

The lyrical speaker understands and accepts her beloved’s delusion and deception, because

every poet remains a child at heart:

Kvae e uctunara? U xnae e macTueTo Ha 40BEK?
O, mymu, ek3aiTaiuu HecObIHH Ha TI0eTa,
KOWTO, YTpe BT MOEJ, CAMUYBK I11e 3a0paBu!

Ho xoii 01 cMs11 1a OOBHHH JETETO, AETO

caMoO M3MUCJISl CBOMTE U3MAMH U UM BsipBa?
Huma B TOBa 1o-manko 4ucTo € Cbpuero Mmy?

B CHPLETO HAa TOCTA BEYHO KHUBO € ACTCTO.

(Where is the truth? And where does a person'’s happiness lie?
Oh, words, the poet’s unfulfilled exaltations,

which tomorrow he, while en route, will himself forget!

But who would dare to blame the child for
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coming up with deceptions and then believing them?
Is then the infant heart less pure?

The child is always alive in the poet’s heart.)

Bagryana talks about the identity of the embodied person in the poem with Dimitrova and
Vasilev and states that this is not only Drainac: “This is not just his image. It is a summary of
the poet in general. There is also self-irony. 1 also carry the image of a poet-child in me”.%*

In ‘Maris Stella’, Drainac reappears as a sailor, exploring dark waters, writing a letter to
his beloved or drinking in the company of seductive women. Bagryana’s lyrical speaker is in
the traditional role of a woman waiting for her lost lover to return, while worrying and trying

to imagine what keeps him busy:

A3 HE3HaM B Ta3M HOII KbJIE € XBbPJIWI KOTBA TOMI
Y Jalid BBB BUCUHUTE, cpell aTMochepaTa, Tpemenia
OT €JICKTPUUYECKHU 3MUH, CTPEJIN U PAJAUOBBIHH,

HallIUTC ABC MUCJIH, JIMTHAJIN, HAKBIAC CC CpCIIaT.

A3 He 3HaM HaJ| KakKBU OE€3/THU HETOBUST B30p BUTAE,

KbM KOS CTPaHa KJIOHM MarHuTa yCTPEMbT MY Ta€H:
Moske 61 Ha CBOSI MOCT M3IpaBeH 0¥ KaTo U3BasiH

Y HSM C€ B3Upa B 3aIlIAIIUTEIHUS OYHT HA TBMHHUTE BOJIH,
KOUTO MCKAT Ja IOTr'bJIHAT 3eM, HeOe, 3Be3 U

" CMCJIMA MOPCILJIaBaTeII. ..

(I don't know where he is anchored tonight
and if in the skies, in the crackling ether,
amidst electric snakes, arrows and radio waves,

our two flying thoughts meet.

| don't know the abyss under his hovering gaze,

or where the magnet of his secret longing will lead:

Maybe on his bridge, as a sculpture, he stands awake

and silent, he glares into the menacing uprise of dark waters,

which want to swallow earth, sky, stars,
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and the brave sailor...)

At the end of the poem, the lyrical speaker pleads to the sailors’ guiding star to lead the safe

homecoming of her brave estranged seaman.

Conclusion

Remarkably, the embodiment of Drainac in Bagryana’s poetry, complete or partial,
exposes the instability of the individual and gender trends of the lyrical speaker. This in its turn,
raises questions about the cultural models of gender and a poet’s self-determination reflected
in Bagryana’s poetry. In her article on the issues of gender identity in Bagryana’s poetic self-
representations (1995), M. Kirova (Munena Kuposa) speaks about the opposition between the
notions of ‘place’ and ‘road’, which mirrors the tension between the binary couple of ‘male’
and ‘female’. According to Kirova, in Bagryana’s early poetry, the imaginary related to the
notion of ‘place’ is mostly ‘female’, negative and confined, signifying entrapment and
limitations imposed on the lyrical speaker. By contrast, the notion of ‘road’ is typically ‘male’
and associated with adventure, movement and positivity. Bulgarian modernist poetry is no
exception when it comes to predominantly positive descriptions of men and negative depictions
of women in literary texts. In a recent article, based on research of Google Book Ngram data,
Daniel Schulz and Stepan Bahnik Ngram® show that in most 20""-century English-language
literature, men (male literary characters) are described in more positive terms than women
(female fictional characters).%

In Kirova’s account however, in the bundle ‘Sailor’s Star’ (“3Be3ma Ha Mopsika™),
Bagryana achieves a balance between ‘male’ and ‘female’ and between ‘place’ and ‘road’, by
introducing the motif of the ‘crossroads’. Bagryana’s poetic persona, concludes Kirova, longs
not so much for the adventures of the ‘road’, as for the mysterious utopian calmness and
intricate feminine equilibrium of the ‘place’. Reading Kirova’s article, one can say that
Bagryana’s poetry is deeply feminine and, in this sense, traditionally modern.®

Kirova’s observations and conclusion resonate with the hesitant character of Drainac’s
and Penev’s embodiments in Bagryana’s poetry. The lyrical speaker, despite the gender and
personality shifts, remains predominantly feminine. Nevertheless, the very fact of the
hesitations in the cultural and gender identity of Bagryana’s lyrical speaker points to poetic
intuitions that reach beyond the cultural models of modernity and announce the return of the

public debate on equality, emancipation and political correctness.
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! In her article “ITo nmosox ‘Benuuectsen usrpes’ Ha ‘3Be3na Ha Mopska’™ (“On the occasion of ‘A
Majestic Sunrise’ of ‘Sailor’s Star’”’), L. Malinova-Dimitrova stresses that it is difficult to establish with
absolute certainty how many times Drainac visited Bulgaria in 1930. According to Bagryana, it
happened twice. However, Serbian researchers state that Drainac was in Sofia a third time, in August
1930. See the bundle “Enucasera barpsna: 150 rogunu ot poskaenuero it/ “Elisaveta Bagryana: 150
anniversary” (2019), p. 89.

2 The quote is from exerts from the L. Malinova-Dimitrova and L. Dimitrov’s book “Bagryana and
Slovenia” / “barpsina u Cnosenust” (2013), which narrates Bagryana’s relationship with the Slovenian
author lzidor Cankar.

3 Jropmuna Manunoa-Jlumutposa & Jlrogmun Jumutpos, bacpsana u Crnosenus (Codus: daxern,
2013), 13.

* In his book ‘Cities of Words: Pedagogical Letters on the Register of the Moral Life’ (2004), the
American philosopher S. Cavell talks about the continuous struggle of language with itself and the
constant dissatisfaction of the philosopher with the limitations of everyday language (see: Stanley
Cavell, Cities of words: pedagogical letters on a register of the moral life (Cambridge, Massachusetts:
Harvard University Press, 2004), 8). In this article on Bagryana, | use the notion of language struggle in
order to describe the developments within the poetic language of the Bulgarian poetess.

®> | am referring again to L. Malinova-Dimitrova and L. Dimitrov’s book ‘Bagryana and Slovenia’/
“barpsina u CrioBenus” (2013).

® Jrommuna ManunoBa-JlumutpoBa & Jlrogmun Jumutpos, baepana u Crnosenus (Codus: daxern,
2013), 101.

" ropvmuna Xp. Manmunosa-/{umutposa, “ITo mosos ‘BennuecTsen usrpes’ Ha ‘3Be3a Ha MOpsika™”, in
Enucasema baepana: 150 zo0unu om poowcoenuemo i, Jronmuia Xp. Manunosa-AumuTtpoBa &
Kpucruna Hopnanosa (Codus: Iapamurma, 2019), 90.

8 The poem is published in the bundle “Ymuc” (“Ulysses”) in 1938. See:
https://issuu.com/nbprok/docs/ulis?layout=http%253A%252F%252Fskin.issuu.com%252Fv%252Fcol
0r%?252Flayout.xml&backgroundColor=CCCCCC&showFlipBtn=true.

® The dialogue between the sources is necessary mostly due to the new information the research of L.
Malinova-Dimitrova and L. Dimitrov on Bagryana and her encounters with both I. Cankar and RADE
Drainac reveals. In her article “ITo nosoa ‘BenuduectBen usrpe’ Ha ‘3Be3qa Ha mopsika’” (“On the
occasion of ‘A Majestic Sunrise’ of ‘Sailor’s Star’”), L. Malinova-Dimitrova points out the
incompleteness and in some cases, the inconsistences, of the facts about Bagryana and Drainac in
Dimitrova and Vasilev’ s book. See “EnuncaBera barpsna: 150 roguau ot poxnenuero i’ (“Elisaveta
Bagryana: 150" anniversary”) (2019), 88.

10 See: https://www.edna.bg/izvestni/elisaveta-bagriana-obichanata-otrichanata-i-vechnata-4643606.

11 B, Penev (1882-1927) is a Bulgarian literary scholar, historian and critic, professor at the University
of Sofia. Penev’s first wife is the famous Bulgarian poetess D. Gabe.

2 Tioamuna Xp. Mammnosa-Jumutposa & Kpuctuma Hopranosa, Enucasema Bacpsna: 150 200unu
om poacoeruemo i (Codpus: [Tapagurma, 2019), 13-30.

13 In his article on Bagryana’s poetry, E. Mozejko explicitly stresses the close connection between the
poetics of “The Eternal and the Holy” (“Beunara u cBstara”) and that of Bulgarian folklore. See:
Edward Mozejko, “The Private World of Elisaveta Bagryana”, World Literature Today, vol. 51, no. 2
(1977): 216-220.

14 Unless otherwise indicated, all translations are mine.

15 Brrara Jiumutposa & Mopnan Bacunes, Kpvemonvmua cpewa. (Codust: bankanu, 1999), 21.

16 Immanuel Kant, Critique of the Power of Judgement (Cambridge: Cambridge University Press, 1987),
216-217.

7 1bid.

18 Stanley Cavell, Cities of words: pedagogical letters on a register of the moral life (Cambridge,
Massachusetts: Harvard University Press, 2004), 8.

Cavell also returns to Wittgenstein’s argument in Philosophical Investigations about and against the
human need to peruse the absolute in both language and daily existence in search of the ultimate
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guarantee for the ultimate security of the human settlement. The need to acknowledge and accept certain

borders is essential for Wittgenstein (See also: Stanley Cavell, Cities of words: pedagogical letters on a

register of the moral life, 4).

19 Briara Jiumutposa & Mopnan Bacunes, Kpvcmonvmua cpewa. (Codpus: bankaunu, 1999), 13.

20 Rade Drainac, Buntovnik i apostol: sabrane pesme 2 (Beograd: Zavod za udzbenike i nastavna

sredstva, 1999), 23.

21 Emphasis mine.

22 Emphasis mine.

2 See Drainac’s bundle “The Train Is Leaving” (“Voz Odlazi”) (1923), where images of the poet’s

childhood home and the Balkans are intertwined with dreams of faraway foreign places and cities.

24 See also the article http://ebox.nbu.bg/nova2013/view_lesson.php?id=11.

%5 D. Gabe (1888-1983) is a Bulgarian poet who published books for children and adults and did much

translation work as well.

% Biara JJumutposa & Mopaan Bacunes, Kpvcmonwmua cpewa. (Cobus: Bankarnu, 1999), 33.

2 1bid, 13.

2 Tlioamuaa Xp. Manunopa-{umurposa & Kpucruna Mopnanosa, Enucasema Bacpana: 150 2o0unu

om poocoenuemo 1 (Codus: Iapagurma, 2019), 9-10.

2 Brara JlumutpoBa & Mopman Bacunes, Kpvcmonvmnua cpewa. (Codust: Bankanu, 1999), 60-61.

% Ibid, 61.

3 1bid.

32 1bid, 11.

% bid, 18.

% 1bid, 48.

% For Drainac’s description of his persona and identity see the poem “Rade Drainac”, from the bundle

“Banquet” (1930). Bagryana describes Drainac as a sailor in her poem “Maris Stella”, published in the

bundle “Sailor’s Star” (“3Be3xa Ha mopska”) (1931).

% Brara [umutposa & Wopnan Bacunes, Kpwvcmonvmua cpewa. (Codust: bankann, 1999), 28. The

original text reads: “Ako He Oeliie TOJIKOBa 00asATEIEH, CHI'YPHO HIsIXME Ja 3a0€/IC)KUM Y HETO MaJka

A03a rpaHAOMaHusA, JOHAKBAC CUMIIATUYHA B XapaKTEPa Ha MAJIKUTE CIIAaBAHCKU Hapozm”.

37 brara Jlumutposa & Mopaan Bacunes, Kpvcmonvmua cpewa. (Cobuns: Bankamu, 1999), 12.

% bid.

%9 1bid, 11. The Bulgarian text reads: “JIu3a 0OMKHOBEHO € CIOKOIHA, oBaaAsHa. CaMO BEJHBK CHM 5

BU/ISUT U3TPBrHATA OT CIIOKOMCTBHETO, IIsjIaTa MIaMHaa OT JIF00OB: KOraTo JIoke y Hac OH3HM ChpOUH,

noeTsT Pane dpaitnar.”

%0 1bid. The Bulgarian text is: “HMmame MHOro Xy6asu, rojemMu, cBeTIu oun. M300110, MeuTaTa MU €

Omia CBETHI MBX, ‘UyXIEeCTpaHEH CBETHN XaH (ctuxoTBopeHuero ‘[loromka’). HanmpaBu mMu cuitHO

BIICUaTICHUE.”

# Ibid, 27. The original text reads: “Bunaru Me € BISKIIO KbM MBbX-TBOpEL. MOKe OM BBTPEIIHOTO MU

CTPEMIJICHUC € OMJIO BCE KBbM IIOET. BI[I;XHOBCHI/IG MH € HOCHUJI €TO TO3U THUII MBbX. He Oux moria Ja ce

cripa Ha Ipyr.”

2 In his overall poetry, Drainac, | argue, significantly shortens and at times eradicates the distance

between his actual voice and that of his lyrical speaker. This is one of the fascinating trades of his

innovative poetry and poetic style. The discussion about the intricate relation between the poet and his

lyrical self, through the mediation of the poetic wording, is not a topic on which this article focuses.

“3 See the original poem at: https:/issuu.com/nbprok/docs/.

4 Bnara Jlumurposa & Hopman Bacunes, Kpvcmonvmua cpewa. (Copus: bankann, 1999), 12.

%5 He might have been pleased with the fact that today his open confessions sound even more shocking

than back in the 1930s. In other words, a big part of what he writes is not only cynical, but somewhat

misogynistic and utterly and nonchalantly politically incorrect. This was the romantic rough flair of the

times.

%6 See the poem’s original text at:

https://issuu.com/nbprok/docs/bandit_ili_pesnik?layout=http%253A%252F%252Fskin.issuu.com%25

2Fv%252Flight%252Flayout.xml;showFlipBtn=true.

4" The motifs of homelessness and uselessness of the poet reoccurs in Drainac’s poetry. Even when far

destinations are open for the lyric speaker, he remains a misfit who would probably be forgotten and
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misunderstood. See for example the poem “The Train Is Leaving”, from Drainac’s book “The Train Is

Leaving” (“Bo3 ommazn™) (1923).

8 All ‘Hypnos’ references and quotations are to be found on Drainac’s online electronic archives at:

https://issuu.com/nbprok/docs/ 17afb21029000f.

9 See Ibid.

%0 See Ibid.

> See Ibid.

%2 See Ibid.

% Nature and its beauty are strongly present in Drainac’s second bundle ‘Aphrodite’s Garden’ (1921).

In the bundle’s poems, the songs of love, attraction and longing intertwine with the fragrant splendour

of nature. In one of his poems, Drainac tenderly describes the lyric speaker’s beloved Mema moving

one early summer morning through fields that smell of freshly cut hay. Mema’s long fair hair could get

entangled in the sea of grain she is crossing. Mema will be drained in the blush of the morning like a

poppy in a field of wheat. See: https://issuu.com/nbprok/docs/ 17afb21029000f.

% The original article is to be found online on:

https://digitalna.nb.rs/wb/NBS/novine/pravda/1930/06/01#page/8/mode/1up.

%5 Not long after his third visit to Bulgaria in 1930, on 25 December, Drainac publishes an open letter in

the Serbian newspaper ‘Pravda’, in which he appeals to Bulgarian intellectuals. On 10 January 1931,

the letter appears in Bulgarian in the weekly newspaper ‘Literary voice’/ “Jlutepatypen rmac”. The letter

contains a call for Balkan cooperation in the fields of creativity and poetry. Those are Drainac’s old

ideas about the unique place of the Balkans in world culture. According to the letter, Balkan writers

need to “explode intellectually” and stop following the lead of fashionable Western literary movements.

Standing alone is not going to deliver the expected positive development of Balkan culture, but joining

forces could put the region on the literary and cultural world map. Drainac’s plea for unity was

misunderstood. The reaction to Drainac’s open and honest call was cold and predominantly hostile.

Drainac was also accused of defending the interests of pro-Serbian chauvinism (Dimitrova & Yordanov,

cited work: 74-84).

% The original sentence in Serbian reads: “[JIusa Barpjana] ... BepoBatHo unrtana brneza Cannpapa,

Anonunepa u [Tona Enujapa, oHa je Ha THM noxojuma camana PoxuHy, kao 3eMmiby xayuinyka”. See:

https://digitalna.nb.rs/wb/NBS/novine/pravda/1930/06/01#page/8/mode/1lup.

> 1bid.

%8 Ibid. In the original text: “HajTunuYHuje U HajcnoHTaHUje Mel)y necHUKUmbama ca bankana”.

% Bara JJumutposa & Mopaan Bacunes, Kpvcmonvmua cpewa. (Cobuns: Bankamu, 1999), 31.

% 1hid.

61 Ibid, 12. The Bulgarian text reads: “Knurute my 65xa MOJAEPHUCTUYHH, Y HAC HEBUKIaHH ‘Banmut

win necHUk’, ‘Bo3 ommasu’. CTuxoBeTe My MM HalpaBHXa BICUYATIICHHWE C HOBOTATA CH, CTHXBT

cBOOOICH.”

62 See: http://digitalnakolekcijadrainac.blogspot.com/p/blog-page_455.html.

83 Drainac writes about the poet’s boldness and norm-challenging attitude, about the poet as socially

different and estranged also in the poem ‘Ballad about the Blossoming Chestnuts’ (“bamama o

pacuBeranu kecteHoBuMa”) from the bundle ‘Banquet’ (“Bbanker”) (1930). This is the mood in the poem

‘The Night Meditations of a Homeless Man’ (“Hohne menuranuje jeqnor 6eckyhnuka”) (‘Bandit or

Poet’ / “Bauaut WIN ITecuux” 1928) as well. See:

https://issuu.com/nbprok/docs/ 17afb21029000f. In her turn, Bagryana writes about the

uneasy lot of the poet and asks “what is our useless lyrics, my brothers?”/ “xakBo e Hamata 6e3mose3Ha

nupuka, Mou Opats?” in the poem ‘SOS’, published in the bundle ‘The Sailor’s Star’/ “3Be3na na

Mopsaka” (1931).

84 Bnara Iumurposa & Hopman Bacunes, Kpvcmonvmua cpewa. (Copus: bankann, 1999), 54.

8 Jroamuna Manunosa-/lumutposa & Jliogmun Jumutpos, bacpana u Cnosenus (Codus: ®axkern,

2013), vii.

8 Biara JumuTpoBa & Mopman Bacunes, Kpvcmonvmua cpewa. (Cobust: Bankaru, 1999), 60.

7 1bid, 54.

88 After WWI, there were serious disagreements between the two countries on the territorial and ethno-

cultural issues of Macedonia and the so-called Western Outlands. Macedonia is part of Serbia and is

under its strong cultural influence, of which Bulgarian politicians and most of the intelligentsia did not
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approve. There are mutual accusations of nationalism and violation of the rights of the populations to
speak and use their native languages. Those tensions put the meetings of Drainac and Bagryana in a new
light. She was very bold to openly relate to a Serbian journalist and intellectual in Bulgaria. After his
recovery and departure, her name and reputation become severely criticised and examined. Those are
hard times for Bagryana. Luckily, her creativity remained healthy and she wrote several poems that are
remarkable in their maturity of ideas and style.

8 Brara JJumutposa & Mopnan Bacunes, Kpvecmonwvmua cpewa. (Cobus: Bankanu, 1999), 55.

0 By that time, Bagryana had really moved on with her life. In 1932, she met the other significant man
in her 1930s life, the Slovene author, academic and diplomat I. Cankar, who left Slovenia in 1936 after
accepting a diplomatic post in Argentina. See the book of L. Dimitrova-Malinova and L. Dimitrov
“Bagryana and Slovenia” (“barpstaa u Cnosenus™) (2013).

" Bara Jumutposa & Mopgan Bacunes, Kpvecmonvmua cpewa. (Cobust: Bankaru, 1999), 85.

2 1bid, 64.

8 At another time, the Serbian journalist Slobodan Markovi¢, son of a close friend and colleague of
Drainac, brings to Sofia and reads to Bagryana extracts from Drainac’s work written in 1930 and
containing descriptions of their meetings in Bulgaria (See: bnara Jumutposa & Mopnan Bacues,
Kpwvemonvmua cpewa. (Copus: Bankanu, 1999), 102).

74 brara JlumutpoBa & Vopnan Bacunes, Kpvcmonvmnua cpewa. (Codust: Bankanu, 1999), 6.

> Drainac is not the only man who died whispering Bagryana’s name. In 1985, Bagryana shares with
her close friend Z. Marinova that four men died with her name on their lips — B.Penev, R. Drainac, I.
Cankar and V. Nezval (See: JTionmuna Manunosa-IumurpoBa & Jlroamun umutpoB, bagpsna u
Cnosenus (Codust: daker, 2013), 188). All of them are renowned European authors and intellectuals.
78 brara J{umutpoBa & Mopaan Bacunes, Kpvecmonwvmua cpewa. (Cobus: Bankarnu, 1999), 86.

™ 1bid.

8 1bid, 62.

 Ibid, 109.

8 For additional information about the complex poetical dialogue between Bagryana’s and Drainac’
poems see L. Malinova-Dimitrova’s article “ITo moBoj ‘BenudectBeH u3rpes’ Ha ‘3Be3ia Ha MOpsiKa’
(““On the occasion of ‘A Majestic Sunrise’ of ‘Sailor’s Star’” in “EnucaBera barpsina: 150 ronuau ot
poxaenueto it” (“Elisaveta Bagryana: 150" anniversary”) (2019), p. 89.

81 JIrogmuna Mamunosa-Jumurposa & Jlroamun Jlumutpos, bazpana u Crosenus (Codus: daxern,
2013), 10.

8 bid.

8 The original text of the poem was generously given to me by L. Malinova-Dimitrova and L. Dimitrov.
The Bulgarian translation of Drainac’s poem is to be found in the book of L. Malinova-Dimitrova and
L. Dimitrov (2013), pp. 11-13.

8 Buara Jlumutposa & Mopaan Bacunes, Kpvcmonwvmua cpewa. (Cobus: Bankamu, 1999), 28.

8 1hid.

% 1bid.

87 1bid.

8 lbid, 29. The text in Bulgarian is: “Y Hero mMm xapecBaxa He LEIM CTHXOTBOPEHHS, a OTHEIHH
cTpodu’.

8 Bara JJumutposa & Mopaan Bacunes, Kpvcmonvmua cpewa. (Cobust: Bankaru, 1999), 65.

% Ibid. The two quotes Bagryana uses are from the poem “The Quiet Voice” (“Tuxust rnac”) from the
bundle “Sailor’s Star” (1931).

% 1bid. The Bulgarian text reads: “Tosa He e camo HeroBusT o6pas. To € 00061IIEHHE Ha TTOETA H3001110.
Tam nma u camomponus. M y cebe cu HOCs TO31 00pa3 Ha MOeT nere.”

% Daniel Schulz, & Stépan Bahnik, “Gender associations in the twentieth-century English-language
literature”, Journal of Research in Personality VVol. 81 (2019): 90. https://doi.org/10.31234/osf.io/grn8t
(accessed 9 November 2020).

9 See ‘Gender associations in the twentieth-century English-language literature’, Journal of Research
in Personality, 81 (2019): 88-97.

% The title of Milena Kirova’s article is “Mexay mbTs ¥ MACTOTO: TIPOONEMBT 3a pomosata (gender)
HIEHTHYHOCT Ha TekcTa- barpsia” (‘Between the Road and the Place: The Problem of Gender Identity
in the Text-Bagryana’). See: https://liternet.ng/publish2/mkirova/pytiat.htm.
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OpUrHHaIHY HAYYHU YIaHaK

IHoeTnke oresioB/bema: Jeaucapera barpujana u Page JIpaunan, jexna

Jby0aBHA NpUYa

OBaj pan nMa 3a IIMJb J1a OTKpHje Kako cy barpujannnu cycpetu ca J[panHieM U3MEHWIN BEeHY
Moe3njy, Kao W HEeHO BHlerme NMEeCHHYKOr je3nKka W came cebe. Y TOM Imby, Omhe aHanmm3mpaHa
Barpujanuna noesuja npe 1930. ronuHe, pe cBera KJby4dHe MecMe U3 Kiure Beuno u cgemo. [ornenn
M3paXeHH y TUM TEeCHWYKUM cTpodama Omhe moBezanu ca [pamHueBnmM TekcTtoBuMa u3 1920-Tmx
TOJMHA, KA0 U Ca HEroBUM HJejaMa O SCTETHLH U KEWKEBHOCTH M3PAXKEHUM Yy 4acomucy Xumuoc.
3atum he, y HacTaBKy, paj na ucrpaxyje barpujanune necme uz 1930-1931. rogune, ka0 U KOHKPETHE
MPOMEHE Y ’beHOM M300py peuH, CIMKa M MeCHUYKOr putMa. [locieame BaKHO MUTame Ha KOje OBaj
paa TOKyIIaBa Ja OATOBOPH THUYE ce 00opOe MEeCHWUYKOT je3nKa Ja ce Ipeodpasu JOK OTEIOBIbYje U
MOHOBO CI1aja CBAKOAEBHU JKUBOT MIECHUKHUILE U CyCPETE Y OKBUPY CTPYKTYpE mecama.

Kibyune peun: barpujana, JIpannan, ouorpaduja, moesuja, yTumaj
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