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Preface

References to the text of Don Quixote are based on the edition
by Luis Andrés Murillo, 2 vols., Madrid, 1978. References to
Part and Chapter are given as: DQ 1 (or I), 28; references to
volume and page have the form: i, 344. References to modern
critical works appear thus in the text: ([author’s name] [date]),
or in some readily intelligible variant on that pattern. Full biblio-
graphical details are supplied in the ‘Guide to further reading’ at
the end of the book. Translations into English of Cervantes’s text
are my own. For that reason, and because the published English
translations are numerous and readily available, I have not con-
sidered it useful to give page references to any one of them in
particular. I trust that the citation of Part and Chapter numbers
will be sufficient help to non-Hispanists in locating quotations. I
should like to express my thanks to Professor J. P. Stern, the
general editor of this series, for his meticulous and incisive com-
ments on my manuscript for this book.



unuanQ) 1S Jo A[Neq 1k Youal 1Lajap $ad1o) ysiuedg
11 dijig Jo uoISSadIE LA S[IBYD) JO UONEBIIPQY
sjuelsa10lg ysiduy jo Juruing ‘sail playylnusg

aj]2a0N ‘o[japueg
SPIDWASINN YIIM aDUD(] “UBNIL], SSIULIO] 2P OJJIDZD ]

Koewaidng Jo 10V S JIIA
A1uay sjeadas pue (p6g1) uteds jo dijiyg satrew
oym ‘puej3ug Jo AIRJA U22anQ) JM[OYIR)) JO UOISSINY

20IUIA “BpUNIOY B[[IA “OIPE[[Ed :$aP() S piBSUOY
1204 $,9)0ISLIY U0 AIRJUSWILOD S O[[1I0qOY
BT

JO [IDUNOY) UOISSIS 18I JO PU AWOY ‘S 1312 1S

18 Y10M S103IIp O[2TUB[IYDIA ‘Y0O0g Y140, ‘Siejaqey
(31aquyniA 18 seounid JueIS01 J9A0 A101D1A

S.A SolBYD) ‘IITA AIUSH pue [ stoduel] Jo yiea(

s1a4a Lavsodwiaruo)

Seun10)) Ip IOUOI| puk ‘uoagins e
‘$9IUBAIDD) 2P OSLIPOY 01 SAIBUIH 2P B[R]V 1B UIog

SYAOM pUD 3] S, SAIUDAID)

{3ojouoay)



S[assnig Ul UIOOH pue Juowdy s1uno) Jo
uoNnoAXa ‘IBA) STB3X A1ySrg sayoaord SpuBlIayiaN
ur wistuiA[e)) jo uossaxdal s eq[y Jo ayn(

1024y a0dDJ DSSIN ‘BULLISI[RJ

parejdwod wifz)
onuaAuag JO 2f17 98a1s ySH{INT SPUBISYIIM BI[BIA

surdaq [euossy 194
70 2oe[ed JO UOTANIISUOD $1UAL], JO [1DUNOD) JO 3SO[D

8651 [Hun

Apuanuiaiur UMUNUOD ‘UONOR] 2SN JI[OYIR)) pue
s)ouaNSN USIM]Aq DUBI] Ul IBA\ [IAL) JO JeIgIN0
‘epiay ur ydasor 1S Jo 1ULAUOD) SPUNOJ BSAIR], 1S

$211004 *1931[80S

uo18n2y uvusLy?) ayi Jo samnsuy
s .uIA[e)) ‘xapuy ystuedg 151y ‘vuviq v ‘10ABWIIUON

S[[1ASS pue pIOpPE[[EA
1® S[[90 JUBISA}01] JO £13A0051p ‘Adewaidng Jo 10y
S31RISUIAT OYM ‘puB[FUT JO [ YI2qeZI[ JO UOISSAIY

SIO[RA 3P [2qBS]
‘a7im s, I1 dijiyd JO Yieap U0 SISIAA SAILIM ‘PLIPBIN
ut Awapeoe s,sokoy op zadoT 18 parpnis Suiaey

8961

L9ST

S9¢cl

£9¢C1

2961

19ST1

6SST



aqnday a1 Jo syoog xig ‘uipog
‘p1a1g ‘ueni] ssdoony ysiedg £q diomiuy jo yoes

PpaIn4aqITT WaIDSNIIf *OSSE ],
DIUIUY *OSSB ]

Ae(q S MaWO[OYLIBY 1§ JO A3 UO SIOUINTNH YoudL]
Jo a1oessew ‘uonisinbuy ayy Aq [eL1) s UG Ip SN

epeuRID) JO 2dulA0Id Ul OISO JO 1JOAIY

uoster| [enxasowoy ajqssod

v 1noqe uonenodads paidwoid sey wiy spiemoy
Kouawdpo s eyse uessey 3ury ‘zy—6¢ ‘1 O ur K1018
s.aande)) 2yl $21810q0II00 Yorym ‘(Z191) S42181y

Jo Luois1py s opary ap 0321 ul pPapI0dal UOIN[OSAL
siy tsydwajie adeosa 1noj sayew (ORST [nun) Aiandes
Fuunp {SI1913]y 01 UAYE) PUB SIIBSIOD 1aqlag AQ
painmided st ‘eas Aq uredg o3 sajdeN woiy Furwinioy

" swung,
(££S1) pue ourieARN 01 SuonIpadxa [BARU UT PIA[OAU]

pueRy 1J9] 243 Ul pawiew

pUE Papunom sI ¢ 2Wod 03 250y} Ul Udds aq 01

10 Juasald 10 jsed souniuad Aq u9S UOISLIVO SNOLIO[F
1sowr ayy, ‘syan sutede ojueda jo apieq IS

ur Apuetea siy3y ‘vsanbuvpy K3)jes oY) pIeoqy

eAlABNbIY [BUIPIEY) JO 91AIAS SIAJUI *IWOY
0] S900) /[2Np © Ul RINFIS 3P OIUOIUY SPUNO

9LST

ILST

69€1



1S4y fo awwp S UQIT Ip SN

paystiqnd swood s BIALISH 9p OpuBUIa]

[e3nuiog saxauue [ dijiyyg
SPUR[IYIIN UI SRIUIAOLJ PAIIU() JO UOTIRWLIO,]

SURJOH 10§ SI2UUOS ‘pIBSUOY ‘2407 fo Suog jpnjrads
SIY SAILIM SSOID) 3Y) Jo uyof 1§ ‘Iambirezeoyy
JO 3meg Je paiy [e3niod Jo uenseqag Jury

2qo|3
$IRTIARUWINOID SYRI(] SIDURL] IIG LOP3[O]. Ul AJIATIOR
SuIdaq 00310 [ {SapOqY oy [ SAIM BSIII], 1S

SYIOM I113Y) 10J SI2UUOS

A103epnej jo uonisoduwiod pue pupejy ur s}ood umouy
-[19m s sdiyspualtiy teipaaeeg op [9ges] JO yiiq
tsefoy] ap eouel] euy Yim uosrer] (‘xoxdde $gcT 01)

ueIQ) 01 UOISSILUWOD J2I03S
Qs paysnnua st ¢ dijiyd Jo 1noo je [edniog ug

dA1aIns om) AJuo yorym Jo ‘pourad siyy ur skeid

A)11g3 01 Kjuam) owos 301m Y “(ST9T) 20404 13177
pun saipawio)y 1ydizy siy jo angojoid ay 03 Suipiodoe
{L8ST [mun isnewelp pue 120d se A)ianoe Areray
{PUPRJA O} SUINIAT ‘IBLIJ UBLIRITULL] © AQ pawosuey

€861

439!

1861

0861

6LS1

8LST

LLST



4addng 1sp7 ‘0y32103UL],

paaydays paroaa( ayJ ‘TULENL) 2407 JO

sandovi $,091qaH U027 Jo ystuedg ojur uone[suer)
co1pposy ‘Kaupis diiyg 1§ w240 ay1 auwunquup |
‘omorrey 1oydoisuy) uofery ut 3joady

auan(y 2142 2y ‘1esuadg ‘arreaey jo A1uay
JO UOISSI0I. 20URI] JO []] AIUSH JO UOIIBUISSESSY

sdvssg ‘ouFrejuopy ‘epewry ysiuedg Jo 18a1a(]

z084(0) 1uno) Jo pung ayJ ‘03310 [

DM Jo ydwniag ay |
‘3S9UOISA :30UBLJ Ul UOISSIIINS JO JeM JO YBIIQINO
‘s[9qal yangg pre 01 sdoon spuas yjoqezijg uaang)

[eL1025H [ jo uonajduwod
tas4aa1uf) anuyuy ay | U ‘ounig ouepioin)

skerd xis ajum

01 o110SQ) 03LIPOY Y joenuod ‘[eadde uo pasesjar
1e3yM Jo ares [edoqqr Suidare ‘elog jo ajensiSew
JO I9pI0 uo oy [9p omse)) ul pauosudur Agaug

219y 1040 JuauLIdyard }aas Wiy )], :pasnyai ysanbar
¢5901A10s ATB)I[TW SIY JO UONIUF00aI Ul BILISWY
ut JuswAojdws 10§ sarpuy ay3 Jo [puno)) o3 saddy

129180 AIRINNI] JO
aseyd 151y Jo pua ‘uonipadxa epeulry 10y sarjddns jo
I2UOISSTWOD SB AJIANOE SUIFaq ‘2[1aag 10 syuredag

PUpPEJAl 03 Funnuwwod
‘(op3joL jo 2outao1d) selambsg ur eureie)
UM SIAI] ‘papjpe) p7 dduewol [e1oised sy saysiqng

IeZR[ES 3P BUI[BIRD) SILLIB]A

[y

06ST

6861

8861

L8S1

9851

S8¢T

¥8ST



JWOY Ul juIng ounig OueplIoln)

{SDIPIN 2P AU 01 3P ‘IqIAY[BIN ‘UOPSIM
Sua20107) *UOIIRYD) $OISNUI S BLIOIIIA JO UONIPH

satpaden 1olew s areadsayeys jo uonisodwod

jo porrad (8091 01) ¢ Med 2yov4Df]y ap UpUZND
‘upwoy ode ‘uredg ur onderd jo yea1qInQ

(1091 03) maynvp 1§ Jo afr7

Jo 2196 “o133earIe)) A A1USH Iepun AWOUOIS pue
A1I0YINE [BIYIIBUOW YOUSL JO UONBIOISAI 13dURL]
UM SUIATDA Jo 2oead ‘eurra jo ayn(g jo 1amod

o1 asur 1] dipyd jo uoissande S diiyd jo yread

11 dijyd jo Andnrjueq pryp
Aydosoqyg dmaod 1uaouy

‘ouenuld zado txassq Jo [1eg Aq ZIpg) JO oS
Kyaoyd 10f £30jody ‘Kaupig

.SSeul B (1I0M [[am
SISLIRY, ‘SUed SI11ud A] AIusH ‘22ddugp 24410§

I pADMPT ‘AMO[IBIN

19210 A1e19)] Jo aseyd puooas jo Juruuidaq
pue 9[[1A3§ wouj a1nyedap ‘ouw Iyl IN0qy

sunum Aw jo 1nouoy
redound, se 11 un 191e ‘I[[IASS UT JUIWNUOW
[e1auny s 11 dijiyd uo apo anbsapng sayap

pazapuadua A[pasoddns sem (g yuswuIAIUL

s1y) ul ‘AInseai] ay) 0) anp sAsuow-xe) ul [[eJiIoys
10} 2[[1A3§ ul pauosudul ‘10119 SIONpNE 0} Au(]

ZIpE)) JO UONEIAQI[ PAIB[2q UO PO AnbsapIng SN

sanuaAal xe) pajisodap
peY 9y WOoyM YIim Jayueq URIIASS Jo Aoidniyueqg

epeueln jo
2ouiA0id Ul SI1B311B-XE) 193[[0D O} UOISSIWWIOD SUlelqO

0091

6681

8661

L6ST

9651

S6S1

P6S1

€651



PUPEJAl 0} SUINIaI 1IN0D)

1204 fo 14y ‘uranbnep ‘suoisiA siy jo 1s1y
ay) sa1um opaaanQ) (8091 01) ‘juawerjIed Jo SasnoH
dn mojq 03 sotjoyie)) ysidug 4q 10id ropmodunn

4adipyg 2y ] S.0paAINY JO

uonisodwod jo arep ajewixordde ‘edap ap adoT jo
SAIPaWO)) JO Hed ISIL] (] HUed ayovinf]y ap upwzng)
onusoydny

‘Aeoreg ‘] SewWe( JO UOISSAIIE (| Ylaqezl[q JO yiea(
ung ay1 Jo &1 ayy ‘efpeuedue))

pIOpe[[BA 01 11n0d ysiuedg jo 1ajsuel],

PUPEN

0} yoeq saaouw (£09] 03) :2[[1A3S jo doysiqualy
2y} 10} paidwiod Aue[[adSIW B Ul ‘UDMPDUILIX
SNODa[ 2Y [ PUR OJjIpDIA0) PUD 212UOIUTY ‘SD]IAOU
1211182 0M) Jo dduereadde pue ‘(svjaaou) ssojo
nuadn ‘pwy Liapnos snorusnyyr ay ] ‘Anbojon
s .8oq a1y jo uonisodwod ‘owin siy) INoqy

sa31a1s9) 1endod

ur saingy [earured se readde oyoues pue 210XInQ)
uo(q ‘AjeIowWI [BNX3S JO Pasnode Aqiuiej siy

pue oy pue ‘pIjope[[BA Ul ISNOY SIY IPISINO PIpunom
e191adzg ap Iedsen uo(q ‘eUIEA puR UOQGSIT UL
suonIpa 2jedid {pUpey Ul UORIP-A1 ] O SAYSAnd

(A103EpNE])
epaq) ap zadoT pue (Sunysis) e3aA ap ado]
£q 0@ 01 seouaraya1 uonedrjqnd-aid tprjope[eA U]

Od 3o uonisodwod ur £snq
‘skouow-xe) Surssiu 1940 A1nseal] yim sojdue],

9091

S091

v091

€091

2091

1091



pupeA ul a1emoan swaod 1olew s vIOFUON)

SALUDSLDAIUUY,
‘quuo(] tysidug ur 9qIg JO UOISIdA PasLoyiny

Al DV Ul ()7 suonuau
UDIYM “ISIUIYI]Y Y[ ‘UOSUO[ UE ‘SUOIIBAIISQO
[eaiwouonse 1olewr 3s1y saysiygnd oajijen

3177 1moaa(q ayi 0) uoudIMpoLU|

‘S3RS ap slodurl] ‘AWAPEOE PLIPBIA B O} $21PaULO))
Suryppy Jo 1y maN s1y speal 3o ap ador]
tsoosrow ysiuedg Jo uorsindxa Jo 22193p LSAOUIA0L]
palu) pue uied§ U29M19q 2INII SIBIL JA[IM ],

93qanQ) spunoj urejdwey?) wavasy 50,

RIUIGIIA ‘UMOISOWE[ 18 SUIPUR| 102/4() ‘TPI2AIUON

uonejsuel) ysiysug
s.uoiys Aq paytew | (¢ jo uoisnyip ueadoing

saJ1s424 pue

11 O uo YIom 1 (mou Inoqe) :(pjaaou) 1410y sdiry
a7 ayf sasodwod tsajdeN 031 sowa jo juno))

Jo anunar Sulkuedwodoe jo sadoy ur pajutoddesi(g

oa

wouy s3dI20X3 JO UOISIIA YOUDI] S .IYdIY BUI[ON
ap sInT 03 a3eLLIRW 13y 13)je [aqes] 1a1ySnep

SIY WO} 1UdWIZURISI {PLIPRIA Ul SATUIdPRIE AIeIdll|
1B 90UEBPUR)IE {S19}19[-JO-UaW I3Y10 YIim Fuole
‘JUdUIRIORS PaIssI{ JO SAAR[S Jo uonedaiduo)) sulof

PUpE Ul
r1san)) B ap ueny jo ssaid woiy (7 Jo uonIpa pary L

skep
£110J Jo 9oeds ay1 U1, (7 SRIR[SUEI UOI[AYS SBWOY ],

C19l

1191

0191

6091

8091

L091



SIpUPAIUPD (] ‘IUTUR A SBULIYT
Jo 2n(q Jo [1ey ‘adony ur repp s1eax Auy] jo 1ue1s

sonb18pa] ‘udiqnyy ‘NAAYITY
[euipie)y jo 1amod 01 asu taseadsayeys jo yreag

POO[q JO UONBMOIID JO AIDAOISIP S A3AIRH

Yoy fo ssayon(g ay ] “191SqQIM

snuaA Jo 1110 [ ‘suaqny (G191 01)

sjpaoN £4pjduiaxg Jo UONBISURIT) OUAI]
sopunwusi8ig A sajisiad Jo uonedijqnd snouwnyisod

‘udy zz uo sai(q ,2wod 03 9J1] 23 ut Addey nok
335 03 uoos Surdoy pue Juldp we | 10J ‘SpuaLy Al1dw
[[2Ma1e] ‘SWSIONIIM [[omale] ‘s1saf [[omarey, (svjoaou
Jo uonda0d ® A|qeqoid) uapivoy ayr ur $ya2p pue |
Jied vawjpL) v SUIPNOUT ‘YIBAP 1B paysuyun syIom
SUOTIUAW (SOUWAT JO 1UNOY) 01 $I]1S4a4 $9IBIPA

.;asand orqnd oy woly wiy utejurew

pue UBW B Yons youud jou uredg s20(], :90uelg

ur uoneindar Y3y siy yym ureds ur snjeys moj

pue A110a0d s,521UBAID)) SISBIIUOD Sa110] zanbigy
a1enuad1| Aq 1 O Suipadaid uoneqoidde [erow
$§204D,] pup $a1pawio)) 117 pue 1 O sysiqng

1 O Jo uone[suen YU S .upnQ
£210(1n{) 17 S.BPAUR[[IAY :SNSSvUID 01 230L0A

SOLIBIIQ ], URISIOURL]
JO 201A0U $aW023q ‘2feuoned s sowa jJo UN0)) 01
SI9J21 UONBIIPAP :Sjaa0N Aivjdwiaxyg Jo uoneaqng

8191

L191

9191

C191

¥191

€191



Contents

Preface page vii
Chronology viil

1 Don Quixote’s premises, structure and major themes
Critical approaches; Background; Cervantes’s

motives 1
The basic burlesque formula 10
The narrator’s persona 15
Empathetic parody; comic and satiric modes 20
Form of Part I; its episodes 31
Common nature 37
Form of Part II; its episodes 44

2 The personalities of Quixote and Sancho

Development through conversation 53
Quixote’s burlesque character 60
The Sanchification of Panza 71
Paradoxes of Part II; Quixote’s disillusionment 81
Quixote and Dulcinea 90
3 ‘Don Quixote’ as landmark 109

Guide to further reading 126



Chapter 1

Don Quixote’s premises, structure and
major themes

Critical approaches; Background; Cervantes’s motives

Don Quixote, in basic conception, is a parody of Spanish
romances of chivalry. It concerns an hidalgo, a member of the
minor gentry, from a village somewhere in La Mancha. His life-
style, described on the memorable opening page, conforms to
that of a familiar type, associated with threadbare frugality, hunt-
ing, the relics of honourable ancestry, parochial seclusion. In
short, a very prosaic backdrop for the delusions of grandeur
about to fill the stage. La Mancha is the vast, featureless plain,
scorchingly hot in summer, which occupies the plateau of south-
eastern Castile. This hidalgo was an addictive reader of chivalric
romances; and they took such a grip on his fantasy that he came
to believe that they were historically true and that he could
become a knight errant such as they depict, with all the ensuing
glory and perquisites. With Sancho Panza as his squire, he rides
through the countryside in search of adventure, interpreting each
commonplace encounter that befalls him as one of the marvellous
adventures in chivalry books. From the resulting merry con-
fusions Cervantes has built not just a great work of comedy —
parody is too narrow a term — but a novel which would appear a
quasi-sacred precursor to the German Romantics and the leading
nineteenth-century novelists. For Spanish intellectuals since the
mid-nineteenth century it has enshrined the essence of the
national culture.

The modern era has tended to convert Don Quixote into myth,
appropriating the myth’s meaning to its immediate concerns
(Close 1978). This has been as true of academic critics, despite

1



2 DoN QUIXOTE

their commitment to the recovery of historical context, as of
novelists, poets, aestheticians, and philosophers, who feel that
commitment less. The two most influential interpretations of Don
Quixote in this century, by Ortega y Gasset (1914) and Américo
Castro (1925), treat it as a supremely lucid and poised master-
piece, which anticipates the secularism, ambiguity, and relativity
of the modern era, reflected in the modern novel. This approach
was motivated by the tacit urge to salvage from the seemingly
hidebound culture of Counter-Reformation Spain an outlook and
set of values prophetic of a new Spain destined to emancipate
itself from the traditions of the old. The approach continued
a custom, established by the German Romantics, of regarding
Cervantes as an artistic colossus, who serves as a bridge between
one historic era and another. This notion has not lost its grip in
recent times. Thus, for Foucault (1970), Don Quixote symbolises
the collapse of the Renaissance world-order and its replacement
by that of the Classical age. Spitzer, in a seminal essay clearly
influenced by Romantic concepts of irony (1948), takes the novel
as a glorification of the artist, who surveys the interplay of human
‘perspectives’ with God-like detachment. On the threshold of
the modern era, it achieves a never-to-be-repeated balance of
scepticism and faith. A long line of Spanish critics, from Menén-
dez Pelayo (1905) onwards, treats Cervantes as a sympathetic
mediator between Spain’s chivalric ethos and the modern age,
mocking the former’s excesses but finding a form in which to
perpetuate its essence.

In attributing this forward-looking attitude to Cervantes, the
critics have found difficulty in reconciling it with Cervantes’s
explicit ideology, which accords with the intellectual premises of
" his age. The lack of alignment tends to be explained away, with
unsatisfactory circularity, as a symptom of his congenital ambi-
guity or ‘perspectivist’ cast of mind. The reverential attitude to
Cervantes is responsible for a related falsification: it tends to veil
Don Quixote’s essential nature as a work of comedy; and this
results in a lessening of understanding and, even more unfortu-
nately, of enjoyment. Those who have resisted the tendency to
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update Don Quixote’s meaning (e.g. Russell 1969; Close 1978)
have tended to do so from the viewpoint of literary or intellectual
history. There is thus a gap in Cervantine criticism waiting to be
filled. To do so adequately in.a brief book aimed at the general
reader is beyond my aspirations; I simply intend to offer a suc-
cinct interpretation of some central features of Cervantes’s narra-
tive art in Don Quixote, which takes account of their complexity
while avoiding the above-mentioned misalignment. In the two
main chapters of this book I consider, first, the novel’s organising
themes and principles in general, and secondly, the development
of Don Quixote’s and Sancho’s personalities.

Amadis de Gaula, published in 1508, is a late, sophisticated
offshoot of the corpus of Medieval prose romances — most
notably, the monumental Lancelot (France, early thirteenth cen-
tury) — celebrating the deeds of King Arthur and his Round
Table. Deservedly popular in Spain for over two centuries, it
generated a wave of sequels and imitations. The addicts of this
literature comprised all classes: illiterate reapers at harvest time
(see DQ 1, 32), hard-bitten conquistadores who remembered the
romances when naming parts of America, the adolescent Teresa
of Avila, the great dramatist Lope de Vega. It dressed up the
medieval code and practice of chivalry in fabulous garb: unremit-
tingly marvellous adventures in a largely lengendary setting of
forests, palaces, castles, tourneys, with a cast of giants,
enchanters, damsels-in-distress, dwarfs, princesses, and knights
whose qualities of beauty , bloodthirstiness, chivalry and so forth
are invariably superlative. The moral/religious symbolism which
gave serious purpose to the Lancelot is largely lost. Supporters
of the Spanish romances could claim that they offered a mirror
of true chivalry; yet, as the innkeeper’s family artlessly testifies
(DQ1, 32), the escapist inducements of violence, sentimentality,
and consummated passion were more potent reasons for their
success.

Throughout the sixteenth century, moralists and divines con-
demned the romances for their immorality, inplausibility, lack of
elegance and learning; and in the second half of it, the combined



