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Abstract
Maria C. Fellie

Antonio Colinas: The Re-Writing of
“Sepulcro en Tarquinia” in Larga carta a Francesca

(Under the direction of Dr. José Polo de Bernabé)

This study begins by summarizing the life and literaryoagaishments of Antonio Colinas,

a contemporary Spanish poet, and his development as a writer ovestitierfyayears. The
proposal is that Colinas’ poem “Sepulcro en Tarquinia” (1975) is this bkashis novel
Larga carta a Francescg1986). Chapter two introduces the poem and analyzes its
language, imagery, and main themes, among these love, illness, amd @hatfollowing
chapter compares the themes, language, imagery, and culturahcete(taly) between the
poem and novel, determining that all of these coincide in some waptetke ending of the
novel. Chapter four concludes that Colinas rewrote “Sepulcrbarga cartaeleven years
later, with a different ending, because of changing philosophieshiancelatively recent

incorporation of Taoist thought into his writing.
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Chapter I. Antonio Colinas: from Tarquinia to Francesca

In his study introducing the Catedra edition of Antonio Colinas’ podtgé Enrique
Martinez mentions that there exist correlations between the p®epulcro en Tarquinia”
(1975; from the book of the same title) and the nheefa carta a Francesc§l986) (80).
He does not, however, pursue the topic, nor mention any specific pooumpéarison. Here
| intend to take his suggestion and develop it into a study ti@atsés on the many

similarities | have found between the two works. But first let us introtheeauthor.

Antonio Colinas Lobato was born in the town of La Bafieza, Le6n in 1946yade
educated in Spain and has published works as a poet, novelist, egaayiatist, short-story
writer, translator, and literary critic over the course afi@e than forty-year literary career,
though his most prolific and successful genre is poetry. Colmaks have been enriched
by the several culturally diverse places in which he hasd kel traveled, especially within
Spain (Salamanca, Madrid, Cérdoba, Ibiza) and Italy (Milan, 8ea). His more than
twenty years in Ibiza, where he still resides in summer, avaeeriod of great literary
production. Today he resides principally in Salamanca, near hisfdiiyth. As evidenced
by his many publications (the most recent published in 2@D&siertos de la 1Yz several
national and international literary prizes (such as El Prem@ioNal de la Critica 1975, El
Premio Nacional de Literatura 1982, El Premio Nacional de Traglucg Italia 2005, etc.),
and various expositions in his honor, Antonio Colinas continues to beificpaaitive, and

popular writer in Spain.



Antonio Colinas’ literary production has developed and grown greatr the past
four decades. In this time, he has published over thirty distinct b@oki®zen of these
poetry), not to mention almost a dozen poetic anthologies and translatiossveral
important Italian poets (Leopardi, Quasimodo, etc.) and some in @hgudges as well
(Calleja 45). Colinas is one of Spain’s most important contemppoatg, yet he is not well
known in the English-speaking world, perhaps because of the cultural density griexitym
of his works and the resulting difficulties in understanding them,alsd because of the
recentness of his work. Colinas’ writing has been exploredhunaber of critical works on
his poetry (almost all published in Spain), which tend to explomrigsnality, lyricism, and
vivid visual imagery, among other topics. Very few critical woekgst on his prose in
comparison to his poetry. It may be the lack of criticalnsitte to his novels that has

allowed many to overlook the similarities between the two works that this siliégyplore.

Colinas’ poetry is not only important to those who study the liteea&ind history of
post-Franco Spain; it is significant for all who study thettemi arts. Themes such as death,
love, nature, beauty, knowledge, and art lend Colinas’ poems universalegutiai will

appeal to many. Though he incorporates universal themes into his go@ings is also

considered to be a unique voice among those of his generation. He does not follow the trends

of his contemporaries, but is faithful to his own aesthetics. ev dritics place Colinas

amonglos novisimosone of the newest literary generations in Spain, defined by J.M.

Castellet inNueve novisimos poetas espaf@le®/0). Colinas, however, had just published
his first book of poetry in 1969, and was not recognized among those nine pagss

Miguel Alonso asserts:



Antonio Colinas pertenece de pleno derecho a la ultima generacién de la
poesia espafola: los poetas novisimos o del 70, con los que comparte una
concepcion estética de la poesia, la preocupada elaboracioendeabje
poético, los motivos y términos suntuarios, las citas y alusiondsiradigtas>

y la ruptura de la secuencia sintactic@orazonl110)

Many of his characteristics, however, differ considerably frdrase that define the
novisimos Colinas’ connection with nature, element of mystery, intaresthe works of
Antonio Machado, and lack of irony or allusions to popular culture (cineonacs, etc.) all
separate him from that generation (Alon€oyaz6n110). Juan Cano Ballesta also excludes
Colinas from thenovisimos writing that he creates a “new kind of poetry, in which
aestheticism informs the personal experiences of the poet” (69agdition, Alonso asserts
that Colinas was greatly influenced by “los poetas romanteosroeuropeos: Leopardi,
Holderlin, Novalis” Coraz6n110). In his 1989 article on “Sepulcro en Tarquinia,” Juan
Manuel Rozas agrees that Colinas shares many characseoifsthe Romantic poets: “Toda
Su poesia es muy romantica y él [siempre] ha defendido unz&stétiantica de una forma
declarada” (28). These poets held a great influence over Colirtas earlier years as a
writer, when he was looking to his literary predecessors forratgg, and at the same time

searching for his own voice.

We have already mentioned several characteristics thatageg2olinas from other
poets of his generation (his temporal generation, if not also lijerémya recent publication,
Alonso defines fouetapasof Colinas’ writing up to the present day. First, in the 1£160s
and early 1970s, came tbtapa neorromanticacharacterized by “el sentimiento amoroso y
el gusto por ambientaciones otofales, crepusculares y [el] aodteextto con la naturaleza”
(Seis poemas). We see these characteristics spill over into “Sepulcro en Tarwmiden

in 1972, combined with elements from Colinas’ secetapa Alonso defines this second



period with “el culturalismol[,] esa tendencia creadora que incargda diccibn numerosas
referencias culturales y artisticas, tomadas de la literaturatdaidj la musica, la pintura...”
(Seis poema8). The poems from this era, including all poem$&apulcro en Tarquinia
require cultural knowledge, especially that of the arts, in order tméberstood. Later, in the
early 1980s, begins the thirdtapg which according to Alonso is “caracterizad[a]
principalmente por la reflexién,” or meditation on various top&sig poemasl). Here we
no longer observe the quantity of cultural references as is pedore (though they have not
disappeared altogether). In the fouetapa these allusions are even scarcer, as Colinas’
poetry moves toward embodying “la esencialidad,” a deeper kimbrdEmplation that is
“cada vez mas apurada, mas austera en lo expresivo..., mas dessseafeigl” (Alonso,
Seis poemad9). This latest era continues today. Colinas, in his 2008 Bbaentido

primero de la palabra poéticaonfirms much of the critics’ assertions:

...Nunca he podido tener una visipaética(total) del mundo sin beber de los
manantiales de las distintas formas del arte y, por extensi@addeuna de
nuestras vivencias. Mas alla del sentido general de mi exjnosi@ querido
subrayar autores y temas, ciudades y ruinas —signos, simbolos— dae cuatr
tiempos decisivos para la creacion artistica universal: uedm grecolatino,

el renacimiento italiano, el romanticismo y la edad contempard@ek0,
emphasis is the author’s)

We will observe later that neither “Sepulcro en Tarquinia”lraiga carta a Francescaan

be completely defined by one speciétapa nor by just one of the eras that Colinas has
defined for us. Characteristics from the eras from which theoawlraws inspiration are
more pronounced at certain times than at others during his liteaaegr, however, they

never disappear altogether and will often mix.



Critics have also linked the works of Colinas to themes withinpthegry of some
Generacién del '2hoets, specifically Pedro SalinasRozas, for example, claims that the
way Colinas treats the theme of love is similar to that of Salinaesvdz a ti debiday Razén
de amorson poemas que cuentan una historia amorosa con un hilo argumentacltaenos
gue el de Colinas,” but still quite similar (2). He also compamme common vocabulary
between “Sepulcro” and Salinas’ “Para vivir no quiero...” What's enorteresting,
however, is that what Salinas communicates in his three rmowsius books of poetry, the
two mentioned above plusargo lamento Colinas condenses into one poem. Salinas’ three
books recount a love story and its tragic ending—in “Sepulcro,” wangaBy find the same
thing. Colinas and Salinas share other characteristics &stwelthemes of harmony, love,
and the connection between art and reality (life), and the usewhhabjects as symbols
(Antologia comentad@6). The similarities between these two poets also dist@wess

from thenovisimos“pues Salinas no es poeta que esté de moda entre [ellos]” (Rozas 2).

While he does refer to his own rich literary tradition, Antonio Qadi is better
described as a writer who transcends cultural and linguistic boesdaBeing a translator
himself, he has close ties with Italian literature and thaegéral other countries. Between
1970 and 1974, Colinas was a professor of Spanish literature in the sitregesf Milan and
Bergamo. Those years resulted in several works that intedtalieth geography, history,
and culture into his Spanish-language works, not8ejyulcro en TarquiniandLarga carta
a Francesca Sepulcro en Tarquinjgpublished for the first time in 1975, is Colinas’ third
book of poetry. Written during his stay in Italy, it is greatifjuenced by his environment at

that time. It is logical to say that his stay there probafiljated hisetapa culturalista

! Colinas dedicated the first edition ®épulcro en Tarquinito Vicente Aleixandre (Martinez 149).
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Larga carta a Francescavas published in 1986, eleven years a8epulcro and long after
he had returned from Italy. This novel demonstrates many outhealist tendencies from
Colinas’ earlier years, although it was written in a distiatdpa of Colinas’ artistic

development.

In this study, | will show that “Sepulcro en Tarquinia” (the poemnyl the novel
Larga carta a Francescahare characters, parallel narratives (except the endingsy, ma
identical and similar cultural references, and even imagery pmalic language. A
comparative study has not been done between these two wodks.bdteir comparison,
however, is essential to understanding the works both independently anlletpgetd
Colinas’ aesthetic and philosophical development as a writer. Redblfgst, “Sepulcro” is
not a simplified version ofarga cartg but an abstraction of it in which the language and
images are condensed and presented out of a solid narrative (godakroontext. Over a
decade later, Colinas takes the essential elements fropoéis and expands them into a
novel, a much more tangible story. He adds several narrative compa@meha different
ending, but retains the essence of the original work. In this stwdi, explore how and
why Colinas wrote and rewrote the same story in two distinctegeover ten years apatrt.
The analysis presented here cannot be exhaustive, though the tpte ispecific, because
both works are so rich and complex. | hope that this study willdnsidered as an

introduction to these two works, their author, and the themes that inspired them both.



Chapter Il. (Reading and) Writing “Sepulcro en Tarquinia”

After readingLarga carta and making the inevitable connection between it and
“Sepulcro en Tarquinia,” it is difficult to interpret the poemhertt referring to the novel for
context. This part of the study, however, will concentrate exalysion interpreting the

poem.

“Sepulcro en Tarquinia,” the central poem from Colinas’ book of tmaestitle
(1975), is a long poem made up of twenty stanzas of varying lengthegdre six and forty-
one verses each; 426 verses total in the most recent editiool. issanited by a group of
images that more or less correspond aesthetically—some miglatleée scenes. The only
punctuation marks found are commas, colons, and an occasional elliphes extd of a
stanza; capitalization is utilized only for proper nouns. By amgidconventional
punctuation, especially periods and semi-colons, Colinas gives aluihgbiality to this
poem—the only definite stops are the blank lines between each stanzaot even all of
these are definite stops; some are continued by ellipsesuntissial punctuation contributes
to a faster reading of the poem in most sections, making eagle seam like a brief flash in
a rapid succession of images. The imagery is dense, conardteraiuse, and could be
characterized as stream-of-consciousness: the order of tigesni@llows the speaker’s

thoughts in a seemingly random, almost dream-like manner.



Colinas’ verses are free of rhyme in “Sepulctojbwever, most are written in
endecasilabpa meter appropriately Italian in origin for a poem thager treats Italian
themes Yet Colinas does not mix the Italian language with his elabdasgilian—we
only find Italian in the two epigraphs that Colinas chose to introdwepdent. This Italian-
themed poem in Italian meter, written in the Castilian languagesymbolic of the
relationship between the speaker of the poem, who is Spanish, and hisdpelbeeis
Italian. It is also representative of the time Colinas spenitaly, four important and
influential years in his formation as a poet. Without his dtayet neither “Sepulcro” nor

Larga cartacould have been written with such insight into a culture not his own.

Apart from its form, the most apparent elements in “Sepulcroitaravid imagery
and culturalist references. Nature is also well represahtedighout the work. These
images may at first seem randomly placed, with no uniting factor, hoywasaarding to José

Enrique Martinez:

El hilo que recorre el poema es, por lo tanto, una historia de @ueor.el
poeta no narra, sino que sugiere, a la vez que la disemina a lo largo del poema.
De esta diseminacion o fragmentacion de la historia amorosamaside los

?Not all of Colinas’ poetry is written in blank versthough it does seem to be his preferred method.

3 Many Italian poets that have been influential li@as’ work have employed theetro endecasilabdor
example: Dante, Petrarch, more recently Giaconupasdi (whose works Colinas has translated into
Castilian), etc.

* The first epigraph is an excerpt from the poenrt&®”, found inLe Citta del Silenziby Gabriele
D’Annunzio (1863-1938) (Bernini 411-12):
E loderd quella che pit mi piacque
delle tue donne morte
e il tenue riso ond’ella mi delude
e I'alta imagine ond’io mi consolo
nella mia mente...
e il sogno di volonta che sta sepolto
sotto le pietre mute
The second is an excerpt from part twenty-thre@afte’sVita Nuova(Alighieri 102):
Poi mi partia, consumato ogni duolo



cambios temporales proceden, en parte, las dificultades de irdeifmetiel
poema. (80)

The “fragmentacion” that Martinez describes is the lack oigacdl flow or order of events
within “Sepulcro.” Juan Manuel Rozas, in his article “Mi vision peema «Sepulcro en
Tarquinia»,” asserts that the poem is separated into threectligéirts, separated by the two
stanzas that are written entirely between parenthese&¢2prding to his reading, the three
parts include: “una primera, donde se habla del recuerdo insistepta dmferma...Mas
tarde, viene la segunda parte,...el momento de la muerte...Y, por fitergeaa parte, que
seria la apoteosis de la muerte, del jubilo, de la entrega’H®)Rozas, these three parts do
not follow a logical temporal order either—death should come Bst.logic and order are
not significant elements in this work. The poem may arguabkeparated into three parts;
however, what each one signifies is open for interpretation. Thewiaty paragraphs will
outline a somewhat different analysis than that of Rozas and oifhes, ¢though their ideas
are valuable for interpreting the poem. Briefly, the poem opdifismemories of the later
part of the relationship between the speaker andrhada followed by her death. The last
part is then a fantasy, in which the speaker imagines or dredames alive and them together

once again.

It must first be mentioned that the entire poem is nostalgtone—the speaker is
remembering his beloved (the majority is written in past tense); he diisatsice to herty.
The first two stanzas begin with the same couplet: “se abrias cancelas de la noche, /
salieron los caballos a la noche...” The second stanza continueagita®n las zarzas del
recuerdo, / pas6 un desierto (el mar) por mi recuerdo...” (v. 1-2, 30i83greement with
Rozas’ interpretation, these metaphors symbolize the processmeinigering the past,

opening the floodgates of memory (2). The natural symbols appeéatingse opening lines

9



prepare readers for the great amount of natural imagery thlafolow. The stanza
continues with images related to autumn, the season that symlibézssadas illness and

the breakdown of their relationship:

después del suefio lento de otorio,
después del largo sorbo de otofio

con los muros cubiertos de rosales
tardios
y td en aquel tranvia

aquel rostro otofial que no veria
nunca mas, amor mio, nunca mas(vv. 6-7, 9, 11-13, 17-18)

The fall and winter are Colinas’ preferred and most frequentlgad seasons (Rozas 2). In
“Sepulcro,” fall foreshadows death and loss, which will later bal®jized by snow and
winter (the speaker’s environment as he writes or remembé®)efio lento” and “largo
sorbo” suggest that the lovers’ last season together seemed unfemding pain that both
were suffering: th@madas physical illness, and the speaker’s emotional pain. Hermérost
otofial” is a face aged by this illness—a face that the sp@akerontemplate and describe

more as the poem continues.

At the end of stanza one, we observe several symbols of liém i@ suefio de
potros.../ un hato de ciervos.../ un nido de tigres en los 0jos,” vv. 20-22) in isteedi

contrast with those of death:

y con la bruma de los cementerios,

y con los hierros de los cementerios,

y con lasnubes rojaslla arriba

(encima decipresesy aves muertas

deltomillo y losbucarosfragantes)

de los cementerios

navegando en tus ojos (vv. 23-29, emphasis mine)

10



The last time he saw her, the speaker saw life and death conflicting yelkerAs this point,
the beginning of the poem, she has already been ill for sometichéheir relationship has
become impossible to maintain. Funereal imagery dominates thess-varypresses, vases
of flowers, and cemeteries foreshadow dneadas fate. Theomillo, “thyme” in English, is
an herb associated with treating pulmonary diseases—this @lumion to the specific
ailment from which she suffers (Lehner 124). The “nubes rojas’faleshadow the great
storm that will soon occur, their red color suggesting the bloodirapending violence

associated with theamadas illness.

After stanza one, the speaker presents himself as the writer of this poem:

si me vieras junto a esta mesa oscura

con la manta y los vidrios de colores,

con el fuego apagado, sin mas fuego

gue éste de aqui del peclie aquel otro

de tus dias pasando apresurada

hacia el lago y la noche y los jardines,

Si me vieras,

si supieras: ... (vv. 36-38, emphasis mine)
It is at his writing table, the “mesa oscura,” that the spelaégins to remember or relive the
past. The “fuego apagado” represents his memories and abilitsite, repressed until the
moment in which he begins to unlock them—when he begins to write, hetlieckre
burning again in his chest. This fire can also symbolize thsigra®f his relationship,
smothered by his lover’s illness and death, but rekindling now as leenteens. In the third
stanza we find images of repression and death: chained lions, rourdifs, poison, dead

leaves, dead suns, and frozen moons (vv. 44-56). These images syrtitmliepressive

guality of the woman'’s illness—images of nature and beauty that have beenatkstroy

11



The fourth stanza introduces us to art and music, two veatezits of this poem: it
is a scene that seems to take place in an ancient church—eatipdatovers might have
visited. Here, art reflects, duplicates, or immortalizes beauyoman’s beauty. The music
represents, in part, the passion of this relationship. Exemgjifiiis passion, the following

verses also illustrate Colinas’ tendency to relate experiencespidaseaies of images:

...habia una musica

y una luz en ojivas y arquitrabes,

Lentz, Scarlatti, Telemann, Vivaldi,

techos llenos de frescos, los sagrarios,

las ancianas maderas aromadas,
carcomidas, lustrosas, de los coros,

el retablo, las losas, las trompetas,

el tropel de los &ngeles, a veces

un son de mandolino, aquella virgen

de Botticelli con tu rostro, violas

temblando en nuestras venas y un gran coro
tronando enfurecido con el érgano,

con el corazén (vv. 65-77)

The music, the rhythm, of these lines goes faster and fasterless end stops toward the
end of the stanza, representing a mounting energy. The musk thetéovers’ very bodies;

it runs through their veins and hearts. In this passage wealsocalphysical description of
the amada she looks like Botticelli's virgin. This does not refer teetigious painting,
according to José Enrigue Martinez, but to Sandro Botticelli'sgitsrtof the Florentine
noblewoman Simonetta Vespucci (187He writes that she was “una joven hermosa, rubia,
erguida y delicada... [quien] muri6 de tuberculosis a los veintitiés &Martinez 1519.

Both Simonetta and themada beautiful Italian women, died young. Later in the poem,

® The first poem irSepulcro en Tarquinis entitled “Simonetta Vespucci”.

® There are at least four portraits assumed to IS#rbnetta that are attributed to Botticelli orasated with
his workshop. It is also thought that Simonet&pired Botticelli's portrayal of Venus in his farsiirth of
Venus (Venturi 8)

12



there are images suggesting that #meadadies of tuberculosis as well, reinforcing the
parallels between them. One stanza in particular offers ageirtieat suggests one of the

more apparent symptoms of tuberculosis, coughing blood:

...el grito de los cisnes en el lago

les anunciaba el paso de la muerte,

la enfermedad y el Arte y el deseo

y el no poder besar aquellos labios

sin pensar efas flores de la sangre (vv. 214-218, emphasis mine)

Later in the poem, there is an allusion to another Italian noblewarardied young, at the
age of twenty-two: “¢de qué te quejas, Beatrice d’Estadrsg un vestido hecho de oro?”
(vv. 250-51). This reference continues to emphasize the young age am#da at her
death. The image of Beatrice d’Este and her golden dress ma&yfemmthe paintindgala
Sforzescdc. 1495), in which Beatrice wears a dark dress ribboned with dadyvas known
for her elaborate wardrobe (Tinagli 61-62). José Enrique Mardlseznotes that she was
Duchess of Milan, and that her portrait had been painted byak@gonda Vinci (173).
Colinas references Italian Renaissance art frequently ipdeis. It is not, however, limited

to paintings, but also includes literature, architecture, and music.

The following two stanzas continue the theme of music; in thesnsiiggested that
the amadaperforms in concerts (“todos te miraban,” v. 103). At this point, kiewenot
even music can bring her out of the depression caused by her i(limes®ras feliz

entonces...”). Here the speaker describes his beloved as a musical instrument:

no eras feliz entonces, yo diria,
después de los conciertos, yo diria
gue tu piel era suave como un cetro,
como un cetro preciada y dura y firme,
gué caja de viola todo el vientre,

13



yo diria

gue un 6rgano sonaba por tus venas... (vv. 96-102)
Music, a representation of passion and life, will lose its powst as theamada will:
Throughout these stanzas, the phrase “si llorabas” is repeatéunes; dominating and
negating any positive connotations that the music may have hadep#stion may be
considered a kind of sorrowful refrain that reminds us again and aghne pain that the
lovers suffered, and that the speaker is suffering now as he writesorgbid$” also refers to
a repeated action on the part of #tnmmada demonstrating her fragile mental state. The
following stanza, written between parentheses, reinforcegigaswith the image of a swan,
“bulbo de nieve y lluvia y musica,” whose head has been shatteré82x. Woman and
music are connected in the images of the instruments above; yet als® linked to the
swan through shared beauty and a tragic death: “cisne mjoyenitud dichosa / expirando
a los pies de Donizetti” (vv. 156-57). Woman, music, and swan are umitleel eyes of the
speaker. The reference to Gaetano Donizetti is an allusibe &etting (or at least the main

setting) of the love story, the northern Italian city of Berga®metang.’

According to Rozas, the first stanza that appears entirelyebatywarentheses (stanza
eight) marks a turning point in the poem from iliness to death (B)e intense storm

described in this stanza is symbolic of the last agony before the cabatbftdkes over:

(mil ramas troncho el viento en la espesura,
ramas de pinos, de manzanos, de alamos,
morbidos frutos, mazos de rosales,

tronchd estatuas dejando cada fuente
repleta de agua verde y azufrosa,

arranco campanillas y parterres,

el viento abrio ventanas en lo negro

" Donizetti, like theamada died from a disease that ruined him mentally pimgsically, though it is uncertain
what it was Gaetang.

14



y un torbellino de perfumes agrios,
un huracan de flores machacadas,

se llenaron de estrellas los tejados,

tembl¢ la fria luna en cada charca,

un violin amordazo la noche,

en Bérgamo, después de la tormentgvv. 122-130, 134, 139-142)
The tormentadestroys nature in and around Bergamo, and the sound of a violin, perhaps a
funereal melody, covers the town after. This stanza may rhariansition from iliness to
death; however, this incredible storm can also illustrate thekepganner anguish at
knowing that he will lose his beloved. A symbol of destructiveefpthe storm may also

represent the physical violence that the disease has doneatmak@s body. This storm of

emotion or pain then ends with a sad and profound calm, the “fria luna” above.

The speaker continues, and references to the seasons of théayeann was

mentioned earlier) re-emerge when the speaker refers to his own envirosrhenwites:

si me vieras ahora junto al fuego,

penetrado de ti, de tu memoria,

hay tanta nieve fuera y sin embargo

aln pasa por mi mente... (vv. 158-161)

The reference to winter suggests several things: the speal®ige as he remembers the
love of his youth, the maturity that such an experience has forced hipgnand the
speaker’s depressed emotional state. In spite of this, he finds himsedigigrmemories of
his beloved when they were happy, “cuando la flor llegaba a losndims” (v. 175). The
flor de almendras a natural image that represents the love and life shardte bynantes

At the beginning of the relationship, the flower is blooming, buttimately ends when:

“llamaron a la puerta, cuando abri / sobre la escarcha habidoundefalmendro, / la
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enterraron bajo un manzano enorme...” (v. 264-266). Rozas suggestsstistlitiei point

when the speaker learns of tmadas death (27).

The verses between the blossoming and the death of the flowedeglte of the
amadg, contain images more violent that previous ones. These are no loraggrs that

foreshadow, but that clearly portray and remind the speaker of the illness aseke wr

hay tanta nieve fuera y sin embargo
no me distraen ...

ni la gallina muerta en el sendero

esta noche pasada, ni los cerdos,

ni sus entrafas rojas goteando

sobre la nieve, sangre tan violenta,

pero me llega otro recuerdo, tengo

un recuerdo de sangre mas valioso,

y qué dulce y qué triste recordarlo (vv. 179, 186-192)

“Esta noche pasada” and the use of the present tense in tizia stdicate that the speaker is
not remembering the past in this stanza, but considering hisnps®oundings. These
images, the “gallina muerta” and the “entrafias rojas” drgppim the snow, remind him of
the past and will lead him back to recounting memories in the grast.t The past, it seems,
haunts him in the present, affecting his perception of the things animrdyet they do not
“distract” him from his task of remembering. These lasigieseof nature slaughtered lead us
to the last days of themadas life (“un recuerdo de sangre mas valioso”) which, accgrdin
to Rozas’ reading, take place in “un sanatorio de jovenes tuberculfmosl que las]
muchachas, en vez de tomar champagne y de divertirse, o qredsatbeber”’ las notas de
Chopin. (Recuerden que Chopin fue tuberculoso...)” (27). They listen to mbde w

waiting for death, a frequent visitor to this place: “cada edlgyaba la visita / de la Muerte
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con rostros diferentes” (vv. 221-22). Finally, the stanza ends wisitlgsion to the amada’s

funeral: “atadd blanco para una dama triste” (v. 231).

“Triste” refers to the amada’s mental state as her palybealth deteriorates—as we
mentioned earlier, she is also in a state of depression froni \whe will never come out.
Stanza eleven illustrates her state of mind and the sped&st’attempts to reach her
(remember that the order of events is not necessarily lbexause they occur in the order

that they are remembered):

ven, pajaro enjaulado, veo un poco

de mi posado en tus dos 0jos minimos,

ven pajaro llegado con la lluvia,

déjame que me mire, casi dos

negrisimas cabezas de alfileres

son tus 0jos y quiero verme en ellos,

hecho para la Muerte cantas menos
mientras me entregas tardes abrasadas,
quisiera apresurarme, tienes todo

lo que perdi en tus ojos, concentrado,

lucha el suefio y la muerte en esta estancia,
luchan quince estaciones en mis o0jos,

mis Ultimos recuerdos, mis ensuenos: (vv. 234-245)

Here the speaker refers to his amada as a “pajaro adgautathe sanatorium. He attempts
to communicate with her one last time before she dies, but shbertag far gone mentally.
A spark of recognition—"veo un poco de mi posado en tus dos ojos"—offersstri®fze,
but he knows that her destiny is to die: she is “hech[a] pakdukerte” (v. 239). His bird
sings less because she knows her fate is death—music rdépr#seand passion, which are
slipping away from her. Finally, the speaker’'s “Ultimos recuérdtta muerte”) and his

“ensuefios” struggle to dominate his thoughts—the fantasies prevail.

17



We see the speaker’s fantasies manifest in the last striha second part of the

poem (stanza twelve), from which the poem and the book take their name:

¢recuerdas aun la historia del sepulcro?
entre el mar y las selvas de Tarquinia
alguien abri6 el sepulcro de un guerrero
oculto desde el dia de su muerte
entraba el aire y todo se mutaba

en polvo negro y sacro que no hedia,
se derrumbo la curva de aquel pecho,

el cerco de la boca, la alta frente,

la enlutecida noche de los ojos,

(primavera en Tarquinia sepultada) (vv. 271-74, 281-85, 292)

This historiais the central metaphor for the death ofaheadaand for death in general. The
story of theguerrerois symbolic of the process of decay and ruin, and the fragfity
memory faced with death and time. Disintegrating when expos#tetair, the warrior’s
remains are proof that time will not preserve anyone’s memohe following stanza then
describes how grave robbers violate the sanctity of the tomb, sepifcni gold. Rozas

comments:

Si este hermoso guerrero ha muerto hace tiempo (y su tumba ha sido
profanada y expoliada...); si la naturaleza también rompe con susntas a

la naturaleza; si la iglesia esta saqueada y destrozaties fientes estan
maniatadas y amordazadas; si naturaleza, vida, historia, betiezaclo
muere; si todo es perecedero... ¢qué mejor contexto existe parbpmpetae
comprenda que la muerte de su amor, que la muerte de ella e$, iyogua

todo es asi de perecedero? (28)

But Rozas’ theory is not wholly accurate—the speaker, even in tkisudive world,
considers himmadas death to be a great tragedy. For him, her death is thenailon of

all the destruction in this world, not merely a “normal” occoceewithin it. While time is

18



often considered to promote healing, here Colinas characteriagesite of the factors that

contributes to the eternal destruction of beauty and life in this world.

The story of theyuerreroleads into the last part of the poem which Rozas describes
as a flashback in time, but which | believe to be the spealkertadies—after her death all
he has are memories and fantasies of what might have begartudately, his daydreams,
like his memories, are permeated with similar images ohdsmad destruction, and the same
sense of inevitability. The most realistic couplet in perhapstiiee poem is: “estas alli,
remota y entrevista, / enterrada en la tarde de septiembre’322-23). Following this
statement, the speaker begins his fantasy (“te recuerdo...,” v.ilB2@jjning that she is alive
once again (“si posara en tus venas una mano / sentiria la neghe&gmpanas”); and in his

fantasy, the lovers will die together:

si me suefas, si esperas, te hallaré

morir contigo en esta tarde Unica

cantando en las murallas sonrosadas

por las luces mas frias del invierno... (vv. 333, 336-38)

The lines that follow describe an important element in this $grtaheacto amoroso The
lovers, however, never seem to consummate the act before deathjrigdacaeternal state
of desire that will never be fulfilled. The amada passesédbydver like a “rio colmado,” a

symbol of desire and possibility:

abres los muslos, abres las dos manos,
tus dos pechos apuntan a la nieve,

tu vientre es una zarza a medio arder,
£,S0N ramos o0 racimos esos labios?
morir sin estrujarlos qué delicja

verte pasar comon rio colmado
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ser ajorca en tus pies, en tu mufieca,
no besar esos labios...

Amor tiene en los labiosicatrices
morir sin poseerte qué delicia (vv. 349-356, 361-62, emphasis mine)

The relationship cannot be consummated now thaamhadais dead (we don’t know if it
ever was in life), but keeps the speaker in a constant stegéenofiscence and longing—this

desire is what conjures hemisuefios

The last three stanzas, part of the fantasy, are likeratimarwithin the poem: the
two lovers arrive on Torcello, an island of Venice. Hereaimadaspeaks for the first and
only time: “(antes de que se hundan estas islas / —dijiste—lwatde su pesadumbre, / su
belleza, sus suefios enterrados)” (vv. 376-78). She, an illusion in this fantasaradsrhim
to write, “cantar” as a poet, the story of this beautiful sinkshgnd of Venice. The island
becomes a symbol, like the story of theerrerq of death, ruin, and the infirmity of memory.
Inevitable, the flood that will take over the island representpitbeess of time, which has
the power to erase all recollection. The story of the islaralsiotheir story, the story of
their ruined relationship, themadas ruined health and mind, and his “suefios enterrados,”
the dreams that he had to bury with her. On the island, the lovtais tha last boat leave,
never to return: “vimos partir la Ultima nave, / era el nuestreuigidio acariciante” (vv.
390-91). In his fantasy, they decide to die together, waiting fowéter to finally flood the
entire island, “toda la isla nuestra” (v. 404). At first, this damgtis “un infinito gozo,” their
world surrounded by “una musica / hecha con silencio de la mardQd+401). In the last
stanza, however, the speaker realizes that he is alone on tie (ila world), and must

ultimately face the reality of his sorrow and his solitude:
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agui nos trae el mar los peces muertos

y no hay mas vida que la de las olas

estallando en la noche de las grutas,

el huracan arrancara geranios,

jamas llegara nadie a este lugar,

jamas llegara nadie a este lugar

y las gaviotas me darén tristeza (vv. 411-13, 4423-426)
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Chapter Ill. (Reading and) Re-Writing “Sepulcro en Tarquinia”
in Larga carta a Francesca

Larga carta a Francescavas written between July and December of 1985 and
published the following year. The plot has two courses: the-pleirson omniscient
narrative in which the protagonist lives the events that occur ineet, and, within that,
the first-person narrative related in the “larga cartaaméesca,” in which he writes his and
Francesca’s history, from meeting to separation. The novaesethe story of Jano, a
Spaniard who was living in exile for political reasons, and who corgitméive outside of
his country even though his reason for leaving is no longer valid. nfuerte del tirano"—
presumably referring to Francisco Franco, though no name is mahtidras nullified the
threat (10). He had lived in Italy during the exile, where heFratcesca, but was obliged
to leave her and is now staying at a resort in the Balkatis,uwcertain plans for the future.
At the resort, he knows Adriana, Marescu, and Peter, who amdsallexiled from their
countries for different reasons, mostly political. He also kndmgésort’s owners and their
daughter, Betina, who comes to symbolize Francesca as Jano befgithsntlove with her.
But his devotion to Francesca and his desire to travel east dec&rterminate this
relationship at its start. Jano ultimately resolves his emadteamdlicts by writing the letter

to Francesca, and begins his journey toward Grébez, and knowledge.

Both Larga cartaand “Sepulcro en Tarquinia” are narrated from the perspectiae of

man telling, or remembering, the story of himself and higlowVhile the novel relates a



clear narrative, it is much more difficult to perceive thighim the poem. | propose that the
third-person narrative course of the novel, in which Jano is only acthar@nd not a
narrator, serves as the framework for the “larga carta’tlamicthe content of this letter—the
love story between Jano and Francesca—is the story that gaf8kgulcro en Tarquinia.”
More simply, thecarta written by the protagonist ibarga carta a Francescée based on the
same story that the speaker anddmsadashare in “Sepulcro.” Both the poem and thaeta
within the novel are written in first person, directed to the sptsakar writer’'s) lover,tu.
We can connect many elements between the poem and novel, gieimpedhic elements
context in the narrative—readingarga carta virtually obliges readers to consider
“Sepulcro” in the context of the novel. While certain elements poetic context can
suggest, in a novelistic context they dali. This section will show howarga carta

parallels “Sepulcro™—how Colinas rewrites his poem in a novel with a diffeneling.

The difference in genre between the two works does not sefhesn as much as it
potentially could. Colinas is essentially a poet, and his trues aasily perceived in his
prose. Colinas’ prose can be characterized in two ways: the lpgasses to carry forward
the third-person course of the plot is simple, direct, and praeticeelates the story. His
descriptive prose, howevesg poetry. Many verses from “Sepulcro en Tarquinia” can be
directly related to phrases from the novel, and within these thitea exist similar or
identical images. Linking the two works linguistically and adsthlty (with images), is
another way in which Colinas communicates his intention to rewinige story within
“Sepulcro.” These are not merely coincidental images, but onésatbapurposefully
included in order to make this connection. For example, in the novel Jano stagson &y

a lake, described in this passage: “Las aguas del lagioa@sinméviles, como muertas...y
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tres cisnes hundian sus picos en elldsdrda carta 14). Its corresponding image in
“Sepulcro” serves to connect the scenery of the two works: “smediota en musica de
Liszt, / hunde su pico rojo en agua oscura” (vw. 143-44). We willoexphore of these

images in relation to several coinciding themes in the following pages.

Larga carta a Francescas made up of ten chapters divided into three sections
entitled “El arte,” “El deseo,” and “La enfermedad.” By nagthe sections of the novel,
the author signals its three essential themes. These flereentés also form a verse of
“Sepulcro” found in the stanza that, according to Juan Manuel Rozasibdstos jovenes

enfermosn an institution for those with tuberculosis, where thantladais staying (2):

...ellos tenian libros en las manos

gue nunca terminaban de leer,

les inquietaban las estrellas humedas

y el grito de los cisnes en el lago

les anunciaba el paso de la muerte,

la enfermedad y el Arte y el deseo(v. 211-16, emphasis mine)

These three terms will appear together again in the novel, wheardtagonist describes a
poem that he is trying to finish. Though both works are united loye story, love is not
one of these central themes because the lovers separatangignen “Sepulcro”, and even
before the narrative begins rarga carta Rozas believes that the love story is of minor
importance compared to Colinas’ references to art and ruin (2¢an be argued, however,
that the love story is essentially important because it issitigde uniting factor within a
poem that Rozas himself has labeled largely “irracional” (2vithout the story, it would be
nearly impossible to make sense of all the images presented kiogines readers something

to give context to the rapid and intense succession of images and allusions in “Sepulcro.”
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The women introduced in both “Sepulcro en Tarquinia” laargja carta a Francesca
share numerous characteristics—both are directly connectedhvattiermedad, el arte, y el
deseq for example. Colinas unites them both through language and imagésg it
probable, if not certain, that the central feminine figures inweeworks are one and the
same. At making this comparison, we will analyze how the aytbrays both Francesca
and theamadaof “Sepulcro.” Colinas has said that the women that appeas iwdrks are
not necessarily inspired in one or a few specific women, but byrhersal concept of
woman (Personal interview). In his portrayal of the qualitiewahen through his female
characters, it follows that Francesca andamadaare the same: not only are they the same
fictional character, they are both representations of Colinagérsal conception of woman.
In addition, Colinas does not develop the personalities of these twenydut conceives

them as abstract figures defined by the world around them.

First let us mention the physical or aesthetic attributeengto each woman, their
most apparent characteristics, to which Colinas dedicates ntigcttian. We saw earlier
how the speaker describes #imaadaof “Sepulcro” through a reference to one of Botticelli’'s
portraits of Simonetta Vespucci. larga carta Jano compares her with this same figure
and with several other paintings: one by the Lorenzetti brotB&js da Vinci's portrait of
Isabel d’Este (54; the poem references Beatrice d’Estbells sister, but not as a physical
comparison), and several other works mentioned in the passage belawth&éeginning
of the letter, he writes: “Te identifico, Francesca, cogaascolores, notas musicales, con
los ojos, bocas, cinturas 0 manos de otras muchadbagja( carta22). This passage is an
example of how the author abstracts this character throughoex@égments. Later, Jano

remembers how he contemplated her face before they had even met:
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Pronto me olvidé del cartel de Leonardo [da Vinci] y solamenténtaeesé

por tu perfil. A veces, dificilmente podia verte el rostro, aquélaragie mas
tarde, al contemplarlo con precisién, nada tenia que ver con el de Isabel
d’Este, sino mas bien con un rostro de Botticelli. El juego coriimug Se
asemejaba tu rostro al de algunas de las mujerea éeimaver® ¢No era
quiza el delLa nascita de Venere? Acabé convenciéndome...de que tu
rostro asemejaba enormemente a una de las jovend&erte e le tre
Grazie..aquella Gracia que ladeaba levemente su cabeza hacia ladaquier
con la misma y delicada inclinaciébn que la Venus que surgia del ma
verdoso... Entonces quedd establecido que eras un personaje de Botticelli y
no de Leonardo.L@rga carta54-55)

In this passage, Jano contemplates only Francesca’s faces jtls¢ apeaker does in the
poem—this identical manner of examining her connects the malectdrarand recalls the
verse: “aquella virgen / de Botticelli con tu rostro” (v. 73-7®e know that themadais
definitively associated with the figure of Botticelli’'s portrait®imonetta Vespucci, the same
woman thought to be the inspiration for Botticelli’s portrayal&/ehus and other feminine
figures in his paintings. Francesca is therefore phygisatilar to theamada for both are

compared to the same image of Simonetta, and both are “personaje[s] delBotticel

“La enfermedad,” the title of the third partlodrga cartaand an essential element in
the poem as well, is another key factor that ties the women, amebtks, together. It was
mentioned earlier that the illness suffered by #meada in “Sepulcro” is probably
tuberculosis (the quintessential Romantic illness). In the novel, howeve Francesca’s
sister Patrizia who dies of a pulmonary disease, fallingtdr a great storm during which

she falls (or jumps) into the lake:

Quiza...ella habia perdido el equilibrio...[pero] mientras transportabamos
cuerpo aterido y empapado, hubo una muchacha que sefial6 que tu hermana se
habia arrojado al agua de forma absolutamente premeditzatga carta38)

Jano writes that it is originallpulmoniafrom which Patrizia suffers, however, pneumonia

can potentially cause the onset of tuberculosis in those who bartgtent bacteria_érga
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carta 39; “Pneumonia”). Later Patrizia's illness becomes moreows&ri “Una noche la
sangre brotd6 de sus labios. No tardamos en saber que la sangreapde/enis dos
pulmones” Larga cartal116). This passage coincides with the image of the “flores de la
sangre” on the lips of thamadain the poem (v. 218). Coughing blood is a symptom of
tuberculosis, not of pneumonia—we know that Patrizia’s illness has meaase

(“Tuberculosis”).

Furthermore, the passage that Rozas describes in “Sepulcra’ sene in a
sanatorium, or an institute for those with tuberculosis, repeats iiisthe novel. In the

following two passages, the coinciding images are italicized:

lascoronas de rosase pudrian

sobre sugrentes de marfil y fiebre

ellos tenian libros en las manos

gue nunca terminaban de lger

les inquietaban las estrellas humedas

y el grito de los cisnes en el lago

les anunciabal paso de la muerte

cada nochdegaba la visita

de la Muertecon rostros diferentes,

ataud blanco para una dama triste
(vv. 209-15, 221-22, 231; emphasis mine)

No volvié la sangre a los labios de Patrizia, peromuerte comenz6 a
empapar..a través deuna fiebre intensay constante, cada objeto de la
habitacion del sanatorida novela recién aparecida...que ella no logré aprir
un ramo de floresque no llegamos a cambiar...Allidejamos sepultada a
Patrizia. (Larga cartall?7, emphasis mine)

The many similarities in these two passages are importanbforecting thdilos narrativos
of the two works. Colinas, however, shifts the fatal illnesBrtmcesca’s sister so that the
novel can end with the contrast between Francesca’s mentas,laesnrazén and Jano’s

choice to follow the path d& razon Francesca'’s death by tuberculosis would not allow this.
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Both theamadaof the poem and Francesca’s sister also show signs of phgsdahental
illness. Tuberculosis is nonetheless a uniting factor betweenwtheworks, and it is
significant that Patrizia's iliness initiates the mentialess that Francesca suffers after her
sister's death. Jano writes to Francesca: “Tus melpdiaeian luchar una y mil veces —de
forma obsesiva— con la enfermedad de Patrizia” (39). ThendddliFrancesca’s desire to
sing throughout the novel coincides with her mental decline and tha@&clthe harmony
of her music (this reminds us of the verse: “hecho para la Blgarttas menos,” v. 240).
Colinas utilizes music as a symbol of harmony, but it, too, brelaken as Jano and

Francesca’s happiness and stability deteriorate.

Music is an essential element in many of Colinas’ works, éspebis poetry. He
integrates a rhythm directly into “Sepulcro” by means ofrtteéroendecasilabpand is able
to control the pace of the poem by means of punctuation and diction. dRresenot
generally allow for this kind of rhythmic control, however, Colinasable to incorporate
music in another way. Allusions to composers and specific mysmegs are abundant in
Larga carta, many of them originating from Francesca’'s deep love for ecrushe is a
student of the art of “el Canto.” Virtually all are claskipgeces, and many are Italian in
origin. There are references to concerts in “Sepulcro,” andnfaglais associated with their
performance, but readers cannot be sure of the connection: dgsini®rmer or a spectator?
In the novel, however, Francesca sings in concerts as a studdnCanmtq suggesting that

theamadais the same.

The names of Jano and Francesca are of course charged with isyméahing.
First, it's interesting to note that the characters in “Sepulare not given names. They are

essentially anonymous characters. Colinas names them in hisimavder to amplify the
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impact that these characters cause for readers. That theynhmes allow readers to
identify with and to know them better, more common in a novéle Joem, an abstraction
of the novel’s story, does not need to name its characters becasarthenly two. Kay
Pritchett writes in her article, “Antonio Colinaslsarga carta a Francesca A Lacanian
Approach to Its Formal Construction,” thhirga carta “revolve[s] around the artistic
development of a poet, Jano, who, like the Roman god Janus, looks forward ifututée
and backward into the past” (263). The famous image of Janus (goegiminings and
endings, among other things) is that of a god with two facesatkalooking in opposite
directions. Jano, by reviving his past through the letter to Freamcasad at the same time
considering a new (but still uncertain) future, embodies the cleaisints of this god well.
The name Francesca, in the context of ltalian history and cululiebe most readily
associated with that of Francesca from Danizane Comedy “Canto V" of thelnferna
The lovers Francesca and Paolo are found in the second circle lofethe, having been
killed by Francesca’s husband for committing adultery. Colinas does notordséwvt on the
adulterous connotations, but on the tragic ending that the couple experiandetheir
everlasting love in spite of it, a comparable experience toffatancesca and Janbiyine

Comedys.73-141).

The image of théormentais another uniting factor between the poem and novel.
There are frequent storms in the third-person narrative and teeiteLarga carta Their
descriptions often coincide quite closely to the description of that gtorm in “Sepulcro”
“mil ramas troncho el viento en la espesura,” the firsseenf the stanza describing the

storm, is followed by images of broken trees, destroyed stanésfountains, crushed
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flowers, and intense rains (see pages 14-15 for the exeerfd22-134). In higarta, Jano

describes the storm during which Patrizia falls into the water and itefédtds:

“Llovié con fuerza.[y después]...El suelo del jardin estaba sembrado de
hojas y daamas tronchadagor la tormenta. Al acercarme al banco observé
[que alguien]habia cercenado la cabeza de la Verquse descansaba sobre
las losas del suelo destrozada, pero conservando aun no sé qué dolorido
bello rictus en sus labios borrosos.."afga carta38-39, emphasis mine)

Just before the stanza describing the storm in the poem, tlzgrémsge of “sangre en aquel
busto destrozado” (perhaps another reference to tuberculosis; v. 116ten stanza, there
is also a reference to “la Venus mutilada del jardin,” an indgtical to the one above (v.
194). All the destroyed statues, in both works, especially thas®ciated with Venus,
signify the destruction of art and beauty—parallel to the dedfrérancesca’s music and
also to her death. Jano, who virtually sees Francesca as afveotk-a statue, a painting, a
melody—naturally creates metaphors for her death through theuctest of art. The
speaker of “Sepulcro” has made the same comparisons. The stibrenpoem then leads to
an aftermath of death and hopelessness, while the stolrasga cartaultimately lead Jano
to desire the opposite of what they signify. For example, thensignifies the anguish that
theamadas illness causes her and her lover—it is the storm before bimeotaleath and the
aftermath of destruction. In the novel, the storm symbolizesndasiemotional torment
before Patrizia’s death. It also coincides with Jano’s inmeggle—his desire to travel East
versus his attachment to Francesca and their past in Itadyhja relationship with Betina,
for Jano a symbol of Francesca). The very image of the stomescaonnotations of
violence, darkness, and danger. This is the oppositela (Jano’s ultimate goal), which

for him means knowledge, safety, and harmony.
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Not only do innumerable symbols, images, and narrative elementsdeobetween
the two works, Colinas alludes to each work in the other. “SepulcT@eguinia”’ contains a
reference to a young man who wrote unsent letters, part of the foaghe narrative of

Larga cartg in which Jano writes a letter to Francesca that he believes he willgenk

...rojo cojin para agugbven rubio
gue nunca echd las cartas que escribia
ataud blanco para una dama triste (v. 229-231, emphasis mine)

In the novel, the protagonist frequently alludes to a long, unfinished posnhe is still
trying to write. Colinas includes autobiographical elementbsaoii works, particularly in
characteristics of the Jano and the speaker of “Sepulcro.”theliefore not implausible that
Jano’s long, “inacabado poema,” in reality, refers to “Sepulcro aquilnia,” a poem of

about fifteen pages in length that he wrote principally in Bergdrama carta90):

Se puso a trabajar otra vez @nextenso poemaue a lo largo de los ultimos
meses (y especialmente en los dias de Monteoscuro) no podiairesemtir
nauseas o dolor. Mucho tenia que ver la atmésfera que le habia rodeado a
largo de los dltimos afios —los aflos de Milan, el afio de Monteoscuro— con
aguellos versos en los que el Arte, el deseo y la enfermedad séauebat
obsesivamente(Larga carta43, emphasis mine)

In this passage Jano offers readers some insight into the deeelophhisextenso poema
in turn we may interpret this to be a clue to interpreting “Sepwn Tarquinia.” We have
seen these words before in different passages of both works—theysegeual times, both
together and separately, to emphasize the centrality of the dhwdrfiel Arte, el deseo, y la
enfermedad.” In the above passage, Jano tells his readers tbainhisng poem treats the
same themes that are central to the very novel of which he is the protagorstSepulcro
en Tarquinia.” This connection is strong evidence of the unityLarba carta and

“Sepulcro.”
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The two works share some other cultural references astheglidon’t necessarily
influence the action of either work, but they do serve to unite réistically. In the novel,
for example, Jano recounts in his letter to Francesca a tinreshleeread to him poems from
Le Citta del Silenzitoy Gabriele D’Annunzio. He even mentions a few specific poems, one
of them “Ferrara,” part of which Colinas uses as an epigraph rtodute “Sepulcro en
Tarquinia” (see footnote on page l8arga cartal142-43). The author’s preferences in the
arts, particularly painting, music, and literature, frequentlyeappn both works—another
autobiographical component. These, and many other cultural allusioes teettlustrate
another aspect of Colinas’ culturalist aesthetics—his tendeneyplain fictional worlds in
terms of art and specific references to art. In “Sepulcro’Lamgda cartg Colinas employs
references to Italian art, geography, and history almost exelys He revives his culturalist
tendencies (more prominent in the 1970s) in order to Wwatga cartain the same register

as “Sepulcro.”

The main setting for both “Sepulcro” and tteeta is Italy, specifically Bergamo. It
was mentioned earlier that Colinas spent four years living in marikedy: Bergamo and
Milan (1970-1974), working as a lecturer of Spanish literature atithesrsities. He took
advantage of his time there to travel and to visit museumsyibatsites, etc. The cultural
impact of his years there is probably strongest in his Ssgulcro en Tarquinigl975). In
the first-person narratives of each work, the author is writing abwutpast; he is
remembering his days in Italy when he was with the woman he IoMeel present setting of
the poem (the location of the speaker or poetic voice) is uneeriamay be in Italy—
several cities are named within the poem: Verona, CrotonejoBgmand Bergamo. We

could also assume that the setting is where Colinas wrote the pdemterosso al Mare, a
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small town in Liguria, Italy. What action we can observe inpt8ero” seems to take place
in Bergamo. (Milan is perhaps not mentioned in “Sepulcro” becausanastells us in the
novel, that is where he and Francesca were happy—the poem doesitecthi part of the
relationship.) The setting of the third-person narrative of thesIns revealed at the
beginning, though it, too, is vague: Jano, the protagonist, is stayengeabrt somewhere in
the Balkans, near a lake and within view of the mountains. Thagseittithe narrator’s
memories in thearta, however, is always in Italy, starting in Milan, and endiagyitally in
Monteoscuro, which Colinas has confirmed as the fictional name dogaBo (Email 1).

Ultimately, we find that the tragic events of both works take place in Bergam

In “Sepulcro,” the tragic illness of themadaultimately results in her death. The
novel, however, alters this ending: it ends with the mental illa@sk confinement of
Francesca, not her death. The protagonist then, after a loogsprof grief and conflicting
desires (his desire to stay faithful to Francesca’'s mgrmaond go to Greece, or to pursue a
relationship with Betina), chooses to travel to Greece, to take the datlunfthe symbol of
knowledge. Colinas writes a different ending lfarga cartabecause, at the time he wrote it
(1985), he had been studying early Eastern thought and integratirgghisrawn philosophy
and writing. An excerpt from an interview between Colinas andapgof German students

in 1991 confirms this:

...A partir de los ultimos diez afios...me he aproximado al pensamiento
primitivo oriental. El interés que siempre he sentido hacmittica se ha
desbordado al contacto con ese pensamiento, y también al contacto con la
mistica originaria, la que llega del Oriente. (Trabanco 53)

| believe that it was this new perspective that caused Cotmawrite the story of

“Sepulcro” with a new ending, a hopeful one where the protagonist chkosetedge over
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pain and uncertainty. As Colinas himself writes in the introdadi one of his anthologies:
“Hay momentos decisivos en la vida, como aquéllos en los que els@no sénicia, en

gue el sere-nacea otro conocimiento y a ottaz’ (Anthropos4, emphasis is the author’s).
In a manner of speaking, both Colinas and Jano have experiencezbififs to another way

of thinking.

In “Sepulcro,” the speaker writes the poem to remember—he atétiynends up
reviving sad memories and creating equally sad fantasies. fiffdderesult is grief and
solitude: the last two verses of the poem are “jamas nagjard a este lugar / y las gaviotas
me daran tristeza” (vv. 425-26). In contrast, Kay Pritchesderds that for the protagonist of
Larga cartg writing theletter is a process of recovery (263). In this act, Jano also relives
many sorrowful memories, but he purges himself of them as heswedch one down.
During the third-person narrative of the novel, Jano frequentlysrédethe “extenso poema”
that he is unable to continue—he can'’t finish it because this poenpreseatation of
“Sepulcro en Tarquinia,tannotcleanse him of his sadness as his letter to Francestg fina
will. If he had finished it, Jano’s poem would have ended just gsul&®” does, with an
endless sorrow and solitude. Jano burns the unfinished poem along witbfrhssbther
worldly possessions, save a painting given to him by his friener,P&tprint of one of
Botticelli’'s Simonettaportraits, and a photo of Francesca. Jano’s poem and “Sepulcro en
Tarquinia” are so closely connected that we may assume thariéye same work, though
one is fictionalized in the novel. When Jano burns the poem, this actnistaphor for
Colinas’ rewriting and changing of its story liarga carta a Francesca (That Francesca
does not die is significant, although her mental illness could beiypsicas a kind of

death—the death of reason or intellect. Her survival is patibt&llows Jano to move on
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and to seeka luz, the opposite ofa sinrazén what Francesca has come to represent.) This
burning of the poem is symbolic of a fresh start, like the senditite@arta. Jano realizes
that he cannot forget the past altogether, so he decides tofeakkereemories with him as he

journeys east to Greece, toward the rising sun and knowledge.

In other words, “Sepulcro en Tarquinia” ahdrga carta a Francescaembody
essentially the same love story, but with two distinct endings. For tharahs titles of the
works have nothing in common. The title “Sepulcro en Tarquinia” focosethe idea of
death and finality, whild.arga carta a Francescaontains no such allusions. The letter, in
fact, represents the opposite of the sepulcher—a sepulcher confines, but itssaddimgj of
the carta that releases him from his sorrow and allows him a new beginniihgre is no

finality to the novel—arga cartagives us an ending charged with hope and possibfiities.

8 It is in fact only the second novel of a trilodyat Colinas has not yet concluded. The first babkafio en el
sur (1985), stands independent frduarga cartg although Jano is the protagonist of that workvah.
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Chapter IV. Conclusion: Colinas’ Journey from Culturalism to Taoism

“Sepulcro en Tarquinia” has been republished five times sinogigimal publication
in 1975, and has another edition currently in preparation. In contragia carta a
Francescawas published in 1986 (with a second edition in 1989) and has received littl
attention since. That these two works are essentially counsehzarigone largely unnoticed
by critics and readers, although the difference in genre mayaictor this in part. Colinas
rewrote “Sepulcro” in a distinct literary genre because he awtldestroy (by re-writing) or
discredit (by changing the ending) the exquisite poem that hepéiddcted. One vital
guestion remains as | close my discussion: Why did Colinasteet@epulcro,” and not a
different work, years later iharga carté? We might take some insight into this question
from a quote that Colinas uses to introduce a book of short stbii@s,en Petavonium

(1994):

Todo mi trabajo, toda mi actividad creativa, provienen de aquetitasfas y
suefios iniciales. Todo lo que logré mas tarde en mi vidatghaesontenido

en ellos, aunque al principio s6lo en forma de emociones y de imagenes
Todo comenz6 entonces. (quote from Carl Jung, fouR@iavoniund)

In other words, Colinas explains that the essential elementseadgnon in his work will

repeat as he continues to write. According to this statememqult3e” can be considered a
starting point, “en forma de emociones y de imagenes,” for otifeahany paths his writing
will follow. | also believe that Colinas chose this poem spelfidecause, as he told me:

it is “el mas amado y conocido de mis poemas” (Email 1).suh, the author has had to



frequently re-edit the poem in order to republish it, and has thetehdrenany opportunities

to rethink the story it contair's.

While re-integrating his earlier culturalist aestheiic® his later work, inLarga
carta Colinas has moved on from his earlier philosophy: we observe Cokhis’to
Eastern thought, reflected in the novel's ending: Jano’s decisidollow “la luz del
conocimiento,” instead of the path of love which holds doubt and possiloly (&epulcro”
concludes without light, nor any symbol of hope; its very title contteysdea of the finality
of death, the darkness of a tomb: “vimos pasiir luzla ultima nave, / era el nuestro un
suicidio acariciante” (vv. 390-91, emphasis mine). Lbrga cartg sending the letter
originally meant for Francesca to Betina is symbolic of Jardgcision to continue to
Greece, and of his (and Colinas’) modified philosophy. “Sepulcro equiféa,” on the
other hand, offers an ending of isolation, death, and sorrow: “nadie llegar@lagar / y las
gaviotas me daran tristeza” (vv. 425-26). Colinas’ change iroggphy caused him to
reconsider the traditional tragic love story found in “Sepulcro.” deleided to reshape it so
that there was no need for a tragic ending. All love stories, thome that are happy and
prolonged, must end with the death of one or both lovers. The pd#hlud, however,

emphasizes a self-love that will lead to knowledge, fulfillment, and contatitme

Habia sabido por fin quién era la verdadera destinataria degka darta.

Ahora también conocia cual era la ruta que tenia que elegiuatalae la luz

del conocimiento, la Unica luz que podia dar plenitud sin fin, sin amerazas

su recién segado amor por Betina: la Gnica luz que podia seguir dando sentido
y razon a la sinrazon de Francesca. Eché a andar de prisaltradeel sol

—un resplandor blanco en un cielo blanco— se esforzaba por sal&, haci
Grecia. [arga cartal88-89)

? In fact, Colinas published an anthology of histpgencluding the boolSepulcro en Tarquinjan 1984, just
one year before writingarga carta
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Colinas’ interest in Taoism (starting in the early 1980s) bég#ead him toward this
new philosophy. Taoisnme( taoismoin Spanish) was developed from the teachings of Lao
Tzu and his disciple Chuang Tzu starting in tfleO@ntury, B.C. (Jensen 220). In his article

“Rhetorical Emphases of Taoism,” J. Jensen writes:

The Tao, ‘the Way,seeks that simple, inner peace and contentment which
comes from sending the higher realities behind, lifem entering into a
harmonious relationship with not only other people but also with Natode
Heaven, with the eternal and infinite origin and end of life. ...3magiin the
words of the philosopher George Conger, ‘offers a kind of cosmigtirse?
(220, emphasis mine)

Larga cartais a work that purposely demonstrates an evolution, in which we seettia
juxtaposing his previous philosophy with a new one that is developing imthraent, one
inclined toward Eastern thought, toward Taoism. As Taoism isWtag’ for its followers,
Jano allegorically chooses to folleet camino de la luz He decides to leave the anguish of
his past for a peaceful futurka (@rmonig. Again, it is because of this new philosophy that
Colinas changes the ending of “Sepulcro en Tarquinia” when he rewriteL arga carta a
Francesca This is not to say that Colinas necessarily adheres faalkt principles, but
rather that he is considering a different way of contemplatiagvorld, which is reflected in
his writing. This is perhaps why Jano chooses Greece as hisatlea and not a country
further east—nhe is still on this journey to a new kind of knowledge demstanding of the
world. La luzis a symbol of this new and different knowledge, one that could ultimately lead
to a more harmonic, peaceful existence, ideas that are emghiasinany of Colinas’ later

works!® In his recent boolCerca de la Montafidumgang (2007, which he tentatively

19Some of Colinas’ recent publications that refliacs idea are:Tratado de armoni&1991),El crujido de la
luz (1999),En la luzrespirada(2004),Cerca de la Montafia Kumgar{g007),Desiertos de la lu2008), etc.
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labels a book of prose poems), for example, Colinas proves to us ti@airhisy towarda

luz continues even today:

Al fondo de nuestras vidas —en Oriente 0 en Salamancaiempre hay un
unico afan, un deseo de ser y de estar en el mundo..., una afan de escribir
siendo y de ser escribiendo. Al final siempre la misma rpata los
humanos: el mismo afan denocer (Kumgang7, emphasis is the author’s)

He comments on the obligation of the poet to write “[para] ir alS—that the essential
humanism of poetry allows it to be a saving art—one that maymiesiar en favor de un
tipo de vida mas pacifica y plena, mas favorable para una paz ahiyeduradera’

(Kumgangl2).
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