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	The 400th anniversary of the publication of the first part of Don Quijote gave rise 
to innumerable colloquia, conferences, public readings of the novel, and—of course—
publications of all types. In this way, the commemoration of the anniversary fomented 
a truly international conversation about Cervantes’ work and its impact on modern lit-
erature and culture. The essays in El hidalgo fuerte represent yet another contribution to 
this conversation, published under the aegis of the Círculo Cultural Español Antonio 
Machado, an organization founded in 1975 by a small group of Spanish expatriates 
living in Luxemburg. Luxemburg may not be the first country that leaps to mind when 
one thinks of hotbeds of Cervantine criticism, but the Círculo Cultural crafted a strong 
program to celebrate the anniversary of Don Quijote’s appearance, and the seven essays 
that make up this book represent a selection of the critical analyses that formed part 
of that program. Although not all the selections are equally strong, the book contains 
many worthwhile examinations of Don Quijote—its structure, its impact on other cre-
ative and literary forms, and its critical reception.

	Each of the essays is published here in a bilingual (French and Spanish) format, 
with the French version appearing on the left-hand pages and the Spanish on the right. 
The book begins with a prologue by Jean Canavaggio, which consists almost entirely 
of summaries of the essays that follow. Readers expecting Canavaggio to delve deeper 
into, or to engage with, the content of the essays will be disappointed, but the prologue 
does provide a helpful overview of the critical frameworks that inform the essayists’ 
contributions.

	The essays themselves are divided into three sections. The first, and most sub-
stantial, “La mirada crítica,” contains three essays that focus on the novel itself. The 
first essay of the section, Guillermo Serés’s “Las grandes líneas de la composición del 
Quijote,” is, as its name suggests, grand in its scope and in its scholarly ambitions. Serés 
focuses on four aspects of the novel (dialogue, monologue, description, and the novelas 
interpoladas) and the role that they play as Cervantes advances three great themes: love, 
literature (or literary theory), and justice. Dialogue and monologue serve to advance 
theoretical ideas, while the novelas exist to put those abstract ideas into concrete hu-
man action, which immediately problematizes the “purity” of the theoretical. Or, as 
Serés notes, “las ‘novelas’ insertas en la historia de caballero y escudero funcionan a 
modo de defectuosos exempla de tales ideas” (45). Cervantes demands that his reader 
participate actively in the process of the creation of meaning from text: “De modo que 
el ritmo narrativo del Quijote está definido, en esencia, por la alternancia de momentos 
de acción (principalmente narrados en tercera persona) y de momentos de reflexión 
(muchas veces presentados o re-presentados), lo que obliga al lector a un permanente ir 
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y venir de los hechos a los pensamientos de los personajes” (33).
	The second essay in this section, Pedro Javier Pardo’s “El Quijote, la novela y la 

metanovela,” is (as its author admits) another effort at unpacking the old cliché, fre-
quently tossed out by well-meaning critics, that Don Quijote is the first modern novel. 
Pardo agrees with this statement, and asserts that the novel’s “modernity” is a conse-
quence of its realism and its self-consciousness as an artistic form: “O, en otras palabras, 
la obra de Cervantes se interesa no sólo por la realidad sino también por la represen-
tación, es decir, por sí misma como representación, y en este sentido no es sólo novela 
sino también metanovela” (109). Following Bakhtin, Pardo declares that the novel’s 
“realism” is best understood as being a function of its dialogic nature, and in fact uses 
the term realismo dialógico to describe the relativistic, skeptical, questioning nature of 
Cervantes’ treatment of reality. He also suggests that the book’s many meta-novelistic 
characteristics (multiple levels of narration, insertion of narrators’ comments into the 
“story,” etc.) likewise reinforce the need for an active reader, one who is equipped to 
handle the complex linguistic and narrative labyrinths of the text and (at the same 
time) negotiate “reality.” “Cervantes no quiere que seamos Quijotes,” says Pardo (135), 
which is clever and (mostly) true.

	The third essay in this section is the least ambitious but perhaps the most intrigu-
ing. Muhsin Al-Ramli’s “Mahoma en el Quijote: Una interpretación distinta” considers 
both the influence of Islam on the writing and content of the novel, and also compares 
Don Quijote with the prophet Mohammed. Al-Ramli emphasizes the humanistic na-
ture of Cervantes’ worldview: “En el Quijote se encuentra un mensaje de libertad de 
conciencia, de respeto al prójimo, de entendimiento y de los distintos caminos apropia-
dos para el diálogo entre culturas y civilizaciones diferentes” (147). Cervantes’ descrip-
tions of Muslim characters—their dress, feelings, and ideas—are detailed, compelling, 
and convincing, says Al-Ramli. He points out that Mohammed is mentioned six times 
in the course of the novel (more than any other prophet). Al-Ramli’s most intriguing 
contribution is his assessment of the ways in which Don Quijote and Mohammed are 
similar: both figures evince a shared idealism, and both are misunderstood by their 
peers. Neither is able to resort to miracles, and both believed that the best way to live 
is “[tomando] las riendas de su caballo en el camino de Dios” (161). Perhaps the stron-
gest evidence supporting a connection between the caballero andante and the prophet 
of Allah is, of course, the fact that Cervantes spent five years in daily contact with 
Muslims during his captivity in Algiers. Al-Ramli suggests that, albeit in a subtle fash-
ion, this prolonged experience with representatives of Islam permeates the character-
ization that Cervantes lends to the protagonist of his novel.

	The concluding sections of El hidalgo fuerte—“Creación y recreación” and “Vida 
soñada, vida filmada”—consist of five essays that take up only about one-third of the 
book’s length, some 70 pages (really only 35 if one takes into account the bilingual for-
mat of the book). Although the two sections are separate, both consider the influence 
that the novel has had on other artistic forms, ranging from the novel to film. These 
essays, while enjoyable and thoroughly creative, will perhaps be less useful for seasoned 
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cervantistas. The two essays found in “Creación y recreación” focus on the impact that the 
Quijote has had on the work of novelist Luis Landero. Landero himself is the author of 
the first essay, “Ante todo me apresuro a decir,” in which he echoes Al-Ramli’s emphasis 
on Cervantes’ humanism, and follows in the footsteps of fellow novelist Carlos Fuentes 
in describing the Quijote as a source of endless creative inspiration: “A veces me canso 
de Quevedo, y necesito desquevedizarme, y desgongorizarme, y desfaulknerizarme, y 
desvalleinclanizarme…, pero del Quijote no me canso nunca. Cuando no tengo ganas 
de leer, cuando me saturo de letra impresa, y llego a aborrecerla, siempre me queda el 
Quijote” (169). Isabel Castells follows with “La guitarra de los sueños: realidad y ficción 
en la narrativa de Luis Landero,” an assessment of the impact of Cervantes’ writing on 
Landero’s fiction which (like Pardo’s earlier essay) revolves around the dialogic nature 
of both novelists’ work. In a nice turn of phrase, she suggests that both writers seek to 
“hacer convivir la escritura de una aventura con la aventura de una escritura…de abolir 
las fronteras entre vida y página logrando que narradores y personajes salgan y entren 
a su antojo de las cubiertas de los libros para intercambiar constantemente sus roles 
respectivos” (185, emphasis in the original). Like Pardo, as well, Castells points out the 
metanarratives that occur in both Cervantes’ and Landero’s writing—the metaphors 
of Teatrum mundi and Liber mundi come to mind, as Don Quijote and Sancho Panza 
become aware of themselves as characters written about by others and (in a sense) 
performing for others.

	The final section of El hidalgo fuerte (“Vida soñada, vida filmada”) is the briefest 
(about 20 pages). Claude Frisoni offers up a one-page rumination (“Don Quijote, vivir 
los sueños o soñar la vida”) contrasting the supposed insanity of the great dreamer 
Don Quijote with the true insanity of “militarotes que perpetran matanzas en nombre 
de causas inverosímiles a las que llaman cruzadas, caballería, fidelidad, fe o incluso 
amor cortés” (207). Claude Bertemes’s “Citizen Quijote,” for its part, examines Orson 
Welles’s never-completed film Don Quixote. Welles, like Cervantes, was an insatiable 
innovator, and his unfinished film (shot in pieces over two decades) remained a frag-
mentary collage, encapsulating what Canavaggio calls “tres universos esencialmente 
extraños entre sí” (19): the mythic horizon of Don Quijote and Sancho, the modern 
horizon of twentieth-century Spain, and Welles’s own enormous, egotistic self (in the 
film, he appears from time to time on-screen as what Bertemes [221] calls “un ser semi-
irónico y extraterritorial”). Deliberately, aggressively, even “quixotically,” Welles saw his 
Don Quixote as a rejection of the Hollywood system and as a means to re-create him-
self as what Canavaggio calls “un Quijote de segundo grado” (21).

	The strengths of El hidalgo fuerte include the diverse perspectives that it offers 
to the reader—contributors range from Spanish novelists, to French academics, to 
an Iraqi émigré now living and working in Spain. Although the contributions are un-
even—in length, in scope, in tone, and in style—this fact does not necessarily work 
against the overall success of the book. To be sure, I have a few minor quibbles—the 
essays lack bibliographies, the book lacks an index, and there are a few typographical 
errors sprinkled throughout. Nevertheless, El hidalgo fuerte is a welcome addition to 



290 Reviews Cervantes

the ever-increasing corpus of Cervantine studies, and it stands out both for its unusual 
point of origin and for the quirkiness of its content. One can spend a good deal of time 
working through Serés’s analysis of the large-scale structures of the novel, or one can 
enjoy Landero’s more personal reflections on the novel. The international community 
of cervantistas can look forward to more contributions from this ambitious group of 
Luxemburgers.

				    Michael W. Joy
				    Modern Languages and Literatures
				    Northern Michigan University
				    Marquette, MI 49855
				    mjoy@nmu.edu

Barbara Fuchs. Passing for Spain: Cervantes and the Fictions of Identity. 
Urbana: U Illinois P, 2003. xi + 142 pp. ISBN: 0-252-02781-7.

	In Partial Magic: The Novel as a Self-Conscious Genre (Berkeley: U California P, 
1975), Robert Alter informs us that Don Quixote “presents us a world of role-playing, 
where the dividing lines between role and identity are often blurred” (5). He could 
continue to argue (or, at least, I would argue) that much if not all Cervantes’ writ-
ing is self-conscious, a type of fiction “that systematically flaunts its own condition of 
artifice and that by so doing probes into the problematic relationship between real-
seeming artifice and reality” (Alter x). By “reality” I would suggest that Alter does not 
refer merely to verisimilitude but to the actual contemporary world of the author. 
Generations of critics have readily acknowledged the social implications of Cervantes’ 
“realist” fiction, particularly of Don Quixote, although they have been more reluctant, 
until recently—especially with the rise of new historicism and cultural criticism—to 
plumb the historical depths of his “idealist” fiction. Many critics, have, nonetheless, 
convincingly demonstrated the historical underpinnings and implied social criticism 
of Cervantes’ generically and culturally subversive romances. Although Barbara Fuchs 
makes no direct reference to Alter and little to recent scholarly investigations on his-
torically grounded, self-conscious, and metafictional aspects of Cervantes’ romances, 
her work follows this critical approach and brilliantly channels it, taking cues from the 
efforts of Carroll B. Johnson, William H. Clamurro, and others in order to examine 
“playfulness with genre” and “slipperiness of disguise” in selections from a variety of 
Cervantine texts (Fuchs ix).

	In order to fully appreciate Fuchs’ study, the reader must come to grips with two 
terms: “passing” and “transvestism.” Although not exactly synonyms, the two words 
work together to refer broadly to the same concept: the ability to disguise essence with 
superficiality. With delightful prose and appealing argumentation, Fuchs demonstrates 
that these concepts, as applied to Cervantes’ writings, enhance our understanding of 
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the fictions of seventeenth-century Spanish identity; in particular, of the artifice of 
honor and blood purity (3), and, by extension, of gender, ethnicity, and religious af-
filiation. Spain found herself in a period of identity crisis at the beginning of the sev-
enteenth century. Conquest, colonization, expansion, and defense—with all of their 
political, social, economic, and religious implications—created a series of physical and 
social frontiers or boundaries, both literary and real, that people and characters regu-
larly subverted, manipulated, and defied, rendering the limits ineffectual in practice, if 
still mythically maintained.

	Fuchs’ book is comprised of a brief preface; an introductory chapter (Chapter 
One); chapters on Don Quijote (Chapter Two), “Las dos doncellas” (Chapter Three), 
“El amante liberal” and La gran sultana (Chapter Four), the Persiles and “La española 
inglesa” (Chapter Five), and a short “Afterword.” It has 22 pages of endnotes and a six-
page index, but no bibliography. The second chapter,“Border Crossings: Transvestism 
and Passing in Don Quijote,” argues that transvestism deconstructs Spanish binarisms: 
“male versus female, Christian versus Moor, masculine versus effeminate” (22). Fuchs 
suggest that Cervantes destabilizes gender and religious identities by exploiting tradi-
tional romance cross-dressing conventions in narrated, rather than dramatized, scenes. 
If, Fuchs claims, in the comedia transvestism was eventually “corrected” to produce the 
reintegration of the transvestite into his or, more often, her “proper” role, cross-dressing 
in narrative texts has no clear temporal boundaries and introduces the speculation that 
“any beautiful young man may be a woman in disguise” (22–23), or that any handsome 
woman may be a young man in disguise. One cannot imagine, of course, that either the 
priest or the barber would have fooled anyone but Don Quixote when they planned 
to place their poorly improvised female costume on almost assuredly less-than-shapely 
bodies, nor, for that matter, was anyone sane fooled by the barber’s beard. As Fuchs 
suggests, however, these episodes underscore the constructed nature of gender, par-
ticularly of masculinity, in the case of the beard, which, she claims, represents not only 
man’s traditional honor but also his sexual virility. Fuchs also shows that these episodes 
reveal the dependence of masculine identity on women: Dorotea rescues the priest and 
the barber; the innkeeper’s wife recovers his/her tail from the barber, thus restoring her 
husband’s “thing” to him along with his “masculine potency” (27). Fuchs also explores 
the cross-dressing of the brother and sister who swap clothes on Sancho’s “island” and 
set off to see the world. She describes this episode as more disturbing of conventions, 
since there is no logical explanation for the brother to dress as a woman. Thus Fuchs 
determines that the “brother’s transvestism seems motivated mainly by an irreducible 
desire to occupy a ‘feminine’ subject position” (34).

	Not all female cross-dressers allow themselves to be reinscripted into patriarchal 
society. For example, Claudia Jerónima challenges conventional denouements by refus-
ing to allow men to accompany her to the convent after she abandons her masculine 
role. Ana, the daughter of Ricote, saves Don Gregorio from sodomy by dressing him as 
a woman; she is in control, leaving him, a “damsel in distress,” to wait for her (or “him,” 
since she is cross-dressed) to rescue him/“her.” Fuchs suggests that Cervantes’ depic-
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tion of the relative ease of transition between genders and religions undermines “the 
prevailing patriarchal modes of racialized homogeneity and masculinity in the novel” 
(44) and also suggests that sodomy is not as foreign as Spanish orthodoxy pretends to 
believe.

	In Chapter Three, “Empire Unmanned: Gender Trouble and Genoese Gold in 
‘Las dos doncellas,’” Fuchs claims that the Spain depicted by the novella is a “nation 
embarked upon increasingly untenable imperial campaigns while plagued by internal 
strife” (49). In addition to the much commented cross-dressing of the not-so-virgin-
al damsels Teodosia and Leocadia, this chapter focuses on Marco Antonio Adorno’s 
Genoese ancestry, assuming that his economic ties to Genoa remain strong, as might 
be evidenced from his choice of Italy as a destination for his flight from his spousal 
obligations. Adorno’s escape parallels the rapidity with which gold and silver from the 
New World passed from Spain to Genoa. Fuchs bolsters her argument by speculating 
that the battle at the waterfront may well have been a result of the animosity between 
mercantile rivals—Catalans and Genoese—the townspeople of Barcelona protecting 
their business interests and the sailors on the galleys shielding a likely cargo of Genoese 
funds. Fuchs concludes that, although a superficial reading of this novella may suggest 
that young men should not enlist in the army, that Spanish gold should remain in the 
country, and that young men and young women should attend to domestic and reli-
gious duties, the implicit critique is the opposite: Spain is a country in turmoil, overrun 
by corruption, foreigners, and social breakdown.

	Chapter Four, “Passing Pleasures: Costume and Custom in ‘El amante liberal’ and 
La gran sultana,” takes the reader away from Spain to the frontier of the other, “stressing 
the porosity of borders in the eastern Mediterranean” while simultaneously mounting 
“a critique of Spanish empire in disguise [sic] by transforming the trope of cross-cultural 
transvestism into a powerful ironic device” (64). In “El amante liberal,” Fuchs suggests, 
Cervantes shields himself from censors by setting his critique of Spain in a Hispanized 
Sicily, where Christian characters serve as doubles for Spanish counterparts. Religious 
and national identity for both Christians and Muslims becomes fluid in this exotic 
setting, apparently more determined by expediency than by conviction, the renegade, 
perhaps, representing the epitome of transvestism or passability. Fuchs suggests that 
Sicily’s open reception of self-declared Christians—regardless of their previous reli-
gious or ethnic provenance—without submitting them to interrogation and forcing 
them to produce witnesses as to the sincerity of their conversion, depicts a critique of 
contemporary Spanish intolerance. Fuchs also returns to the topic of sodomy, suggest-
ing that Cornelio functions as a homeland-bound, emasculated male, unperverted by 
foreign experience or desire, thus, indicating, by analogy, that sodomy can be found 
home-grown in an ever-more-effeminate Spain. La gran sultana, similarly, serves to 
underscore Spanish intolerance. In this play, the Muslims gladly allow the Christians 
to practice their religion, thus highlighting their “ability to incorporate difference and 
transform it into a source of strength” (82).

	The final chapter, “‘La disimulación es provechosa’: The Critique of Transparency 
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in the Persiles and ‘La española inglesa,’” suggests that these two texts promote the 
concept that little is to be gained by searching for a hidden identity underneath the 
one that is apparent. In both texts, for example, when the heroines are poisoned and 
lose their superficial beauty, their lovers remain true to them, refusing to abandon—
or, worse, to expel—them, undaunted by the ugliness that lies only on the surface. 
In the same vein of tolerance, the Queen of England seems to have no qualms about 
recognizing the loyal Roman Catholic faith of Isabela, who, were she in Spain, as the 
daughter of a merchant, might be suspected of converso origins and would be con-
sidered a tainted Christian. Fuchs suggests that Clodio, in the Persiles, represents a 
slanderer, who attempts to question and denigrate Auristela’s origins and the truthful-
ness of her explanations. Arnaldo refuses to act on Clodio’s warnings, stressing that 
her lineage is unimportant; rather, her worth comes from within. To ensure that we 
as readers comprehend the significance of the episode, Cervantes punctuates it with a 
swift death administered to Clodio by an arrow through the mouth. Tolerance is also 
demonstrated when Ricaredo as well as Sigismunda and Persiles are readily welcomed 
into the Church at Rome, despite their potentially “heretical” upbringing.

	Fuchs outlines clear objectives, argues them with elegant style and plausible hy-
potheses, and presents them without forcing the Cervantine texts. Although her top-
ic—transvestism and passing—often tempts critics to transgress taboos, Fuchs play-
fully skirts erotic zones, revealing sufficient evidence to suggest a clear understanding 
of her subject, but leaving the object tantalizingly covered enough to keep our desire 
piqued. In the Afterword she calls for further exploration of this topic, acknowledging 
that she has merely scratched the surface of the Cervantine corpus, let alone of the 
entire body of Golden Age literature. Appropriate for undergraduates, graduates, and 
professionals alike, this book is a valuable and vibrant addition to the vast bibliography 
of criticism on Cervantes.

Eric J. Kartchner
English and Foreign Languages
Colorado SU-Pueblo
2200 Bonforte Blvd., PSY 156
Pueblo CO 81001-4901
eric.kartchner@colostate-pueblo.edu
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Ciriaco Morón. Para entender el  Quijote. Madrid: Rialp, 2005. 348 pp. 
ISBN: 84-321-3540-2.

	Ciriaco Morón Arroyo’s latest contribution to Cervantes studies is the result of a 
series of lectures on Don Quijote that he gave in February and October of 2004 as part 
of the Curso de Alta Especialización en Filología Hispánica, organized by the CSIC’s 
Instituto de la Lengua Española (Madrid). It is only fitting, then, that the most fun-
damental quality of Morón’s outstanding book is its impressive pedagogical value for 
students and scholars alike.

	In his introduction Morón states that “la mejor lectura es la que haga el texto 
más transparente” (27), a tenet of literary analysis that the critic is careful to maintain 
throughout his cogent study. The author’s lucid prose avoids intricate digressions that 
could hinder the understanding of his principal ideas. His structure and organization 
also pursue that pedagogical model by dividing the book into two complementary sec-
tions. In the first part of his book, “En el Quijote,” the author delves into the text “para 
explicar los pasajes difíciles de entender y los que tienen especial importancia para la 
inteligencia del valor humano y artístico del libro” (25). The following seven chapters 
make up this first section of 182 pages: 1. “Parodia y crítica (del prólogo al capítulo 
6)”; 2. “Sarta de aventuras (capítulos 7–22)”; 3. “La aventura con final feliz (capítulos 
23–37)”; 4. “Novelas: realidad y discurso (capítulos 33–52)”; 5. “Autoconciencia y gé-
neros literarios (Segunda parte: de los preliminares al capítulo 29)”; 6. “El gran teatro 
(capítulos 30–57)”; 7. “Para mí tan sola nació don Quijote (capítulos 58–74).”

	Morón’s textual commentary stems from the theory of reading that he outlined in 
his 1998 publication, Las humanidades en la era tecnológica, and which he continues to 
practice here: “una lectura ideal del Quijote: Todo el texto, pero sólo el texto” (26). The 
author reads against the “impressionistic” (27) interpretations of both academics and 
non-academics, which run the risk of “divagando sobre la ‘mentalidad’ de Cervantes, las 
condiciones socioeconómicas en que surge la obra, o el Quijote como expresión o rec-
hazo de los ‘valores de su sociedad’” (23). In this section, Morón is unambiguous about 
reading Don Quijote as a text and not as a context, and he centers his close reading on 
“la experiencia sobre la identidad y las aspiraciones humanas que Cervantes dramatiza” 
(27). In these seven chapters, Morón shines a light not only on his subject matter, but 
also on his method; we are guided through Don Quijote by a seasoned thinker and 
writer who teaches us what it means to read the humanities, and how to undertake 
such a formidable task.

	Morón launches his exegesis on the first two sentences of Cervantes’ prologue, in 
which the narrator a) reveals his intention and desire to create a book seemingly be-
yond his ability, and b) describes his work as “hijo del entendimiento.” This genealogy 
clearly places Don Quijote in direct opposition to books of chivalry, which are generated 
instead by “la fantasía loca” (31), and the declaration gives Morón a springboard for his 
weighty discussion on the faculties of the soul (understanding and will) and the bodily 
senses, both interior and exterior. Morón sees understanding as “uno de los signos de 












































