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of Modernity: the rubble of postwar Berlin (in the so-called Trummerfilm), the abandoned
industrial parks of Europe, the degraded colonial architecture of Namibia, and so on.

I chose Ioana Bradea’s novel Seorch not necessarily as a literary counterpart for Eminescu,
but for having appropriated the ruin motif in an innovative manner, which may be
considered characteristic for a contemporary vision. The persistence of the motif in
itself is a reason for considering the ongoing social reflection of literature from the eve
of modernity, in Eminescu’s poetry, to the advent of postmodernism in the “late stage”
of modernity, at the end of the 19" and the beginning of the 21* century. A further
justification is given by the fact that Bradea’s novel deals with characteristic social and
identity problems of contemporary Romania, a country which has seen the demise of
socialism and is now forced to come to terms with its industrial legacy. The Romanian
postcommunist society grapples with its identity problems, as the former officially-
endorsed ways of coagulating a political community have collapsed and new commu-
nities have difficulties in being accepted by their constituents.

Scotch is a lyrical inventory of life in the industrialized suburbs of a Romanian city,
where only some parts of the old plants are still functioning, while large halls and deposits,
machines and yards are abandoned to their unecological fate by the collapse of communist
economy. On the site of a former Plant for Wood Manufacture opened in the 1970s, other
smaller factories open in the unnamed present of the book: The Factory of Special Alloys,
The Enterprise for Mechanical Manufacture, The Tooling Factory, The Glass Factory, and
so on. Workers enter their daily shifts and, at the exit, pass by one of the numerous
pubs that await them, an engineer muses at the petty corruption and the lack of per-
spectives of the factory he works in, a secretary reads Marcus Aurelius as she slides between
desks on her roller-skates, guardians patrol melancholically through ample and devastated
vards. There are no proper characters in this novel and very few individuals; most peo-
ple are invoked collectively, and only one or two receive a name. The focus of this lyri-
cal prose seems to be the factory as a spectre, turning all the others who inhabit it into
specters.

I shall pursue two objectives in my account of loana Bradea’s novel: the type of
community that the postcommunist ruins are producing and the language in which lit-
erature talks about this community.

Although Ioana Bradea writes her novel in a non-narrative manner and avoids put-
ting too much emphasis on character or plot, there is still a possibility to see in it a
failed romance between two inhabitants of the industrial suburb, working and living
in and near factories and becoming fascinated by their unorthodox charm. The young
secretary is fascinated by the urban ruins represented, among other, by a district heat-
ing tower which dominates the surroundings but receives none of the attention given
to the (probably less spectacular, but culturally sanctioned) church tower from the his-
toric city center. She takes long walks through the devastated streets, among working
men who fail to understand her curiosity, she visits the graveyard nearby and tends to
an unknown grave, and she generally devotes herself to causes which are not her own.
She is also very interested in the forgotten communist emblems on the walls of facto-
ries, wonders about the chances of spiritual survival in the former political prisons, she
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Ioana Bot, Eminescu explicat fratelus men (Bucharest: Art, 2012), 208.

“Q, lasagi s3 moi in ape oceanici a mea lird!”. All quotes are from Mihai Eminescu, Opere I
(Bucharest: Univers enciclopedic, 1999), 391-434.

For the intellectual background that Eminescu alludes to here, see Tudor Vianu, Imaginea
Greciei antice in “Memento mors” de Mshai Eminesen, in Opere 11 (Bucharest: Minerva, 1983),
283 sqq.

See loana Em. Petrescu, Eminescu: poet tragic (Iagi: Junmimea, 2001), 49.

“Codrul, inaintea vrajei, o cetate fu framoasy, / A ei arcuni azi is ramuri, a ei stilpi sunt trunchi-
uri groase, / A ei bolgi stregini de frunze arcuite-ntunecat.” Eminescu, Opere I, 409.

It seems that Eminescu was an adept of the theory of the ethnic descendence of Romanians
exclusively from Romans, after the total annihilation of the conquered Dacians, following
the ideas of the Transylvanian “Latinist” scholars at the beginning of the 19" century. This
is why the idea, widely accepted today, that the Romanian ethnogenesis is primarily a result
of the Dacians’ and Romans’ genetic mix may lead to misrepresentations of Eminescu’s descrip-
don of the event in his poem, which has other intellectual sources. See Caius Dobrescu, Mébai
Eminescu: Imaginarul spaginlui public. Imaginarul spagiului privat (Bragov: Aula, 2004), 231.
“~ Vai voua, romani puternici! - Umbri, pulbere §i spuzi / Din mirirea-vi s-alege! Limba
va muri pe buzi, / Vremi veni-vor cind nepotii n-or pricepe pe paringi — / Cét de nalti vi-i
mirirea tot aga de-adinc’ ciderea.” Eminescu, Opere I, 422,

“Cand ii cugeti, cugetarea sufletu-i divinizeaza. / In trecut mergem, cum zeii trec in cer pe cai
de raze. / Peste adancimi de secoli ne ridica curcubei; / Un popor de zei le trecem, cici prin
evi de vecinicie / Auzim cetatea sfinti cu-nmiita-i armonie... / $i ne simgim mari, puternici,
numai de-i gindim pe ei.” Eminescu, Opere I, 425.

The image of the “holy city” towards which a people of dreamers streams in procession
must be related to the images of the “divine city” that attest the existence of a romantic “apoc-
alyptic imaginary” in Eminescu. See Radu Vancu, Emsnescu: Trei eseuri (Sibiu: Info Art, 2011),
87-91.

“Ca s-eplic a ta fiingd, de gindiri am pus popoare, / Ca idee pe idee sa clideascd pini-n
soare, / Cum popoarele antice in al Asiei pAmant / Au unit stinci pe stinci, mur pe mur s-
ajunga-n ceruri.” Eminescu, Opere I, 432.

“Un graunte de-ndoiald mestecat in adeviruri / §i popoarele-mi de ginduri risipescu-se in
vant.” Ibid., 432.

See G. Calinescu, Opera lus Mshai Eminescu, 11 (Bucharest: Minerva, 1976), 245.

Dobrescu, Eminescu: Imaginarul spagiului public, 155.

Starobinski, Linvention de la liberté, 180.

Kerstin Barndt, “Memory Traces of an Abandoned Set of Futures:” Industrial Ruins in the

Postindustrial Landscapes of Germany, in Rusns of Modernity, eds. Julia Hell and Andreas Schénle

(Durham and London: Duke University Press, 2010), 271.

Walter Benjamin, Originea drames baroce germane (Cluj-Napoca: Tact, 2010), 193.

“un minut fantastic cu prieteni abrupfi, nestavilii, fanatici ca mungii $i apele.” loana Bradea,

Scotch (lasi: Polirom, 2010), 95. All following quotes refer to the same edition.

“Un cub alb cu un bréu de fier portocaliu. / Un utilaj turcesc de citeva zeci de tone. / L-au

agitat in scheletul metalic din tavan cu patru fire de ofel. / Tace suspendat la vreo cincisprezece

centimetri de podea.” Ibid., 113.

“Cui ne lagi uzina mamii uzini / in care iad te duci asa desculy, fird rochie de mireasi /

De ce ne lagi pe drumuri fira casa fara paine la micuti / Cum ifi ies sobolanii prin orbitele

ochilor fabrica mamii draga.” Ibid., 132.






