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7 Cervantes Transforms Ovid:
The Dubious Metamorphoses
in Don Quijote

WILLTAM WORDEN

The fifteen books that comprise Ovid’s Metamorphoses first describe the cre-
ation of the world and then portray both gods and mortals undergoing an
array of mutations that change them into trees, flowers, rivers, constella-
tions, and animals, as well as an assortment of other beings. The work not
only recounts multiple mythological tales, but it also highlights the auth-
or’s familiarity with the literature of his time, which is apparent in the wide
variety of genres incorporated into the epic poem.! Beyond simply re-
counting tales of transformation, the narrative of the Metamorphoses fore-
grounds the act of storytelling itself, adding a strikingly self-reflective
dimension to the poem.? Writing sixteen centuries after Ovid, Cervantes
also chooses to include diverse genres in his most famous work.? As is the
case with Ovid’s poem, Don Quijote time and again thematizes the nature
of narrative and the ways in which stories are told. And like the
Metamorphoses, Cervantes” novel depicts transformations of all kinds, in-
cluding - among many other metamorphoses — a country gentleman who
becomes a knight, a labourer who becomes a squire, and a woman dressed
as a man who becomes a princess. Beyond their mutual interest in both
transformation and generic diversity, Ovid and Cervantes — the former a
major author of the Golden Age of Latin literature, the latter a major author
of the Golden Age of Spanish literature — create works that share a similar
literary afterlife: both the Metamorphoses and Don Quijote are still being
read with interest centuries after their first publication, and each has in-
spired numerous adaptations in a variety of artistic genres, ranging from

illustrations, engravings, paintings, and sculptures to musical works and
theatrical productions.

For a number of reasons, the relationship between these two influen-
tial writers has not passed unnoticed by literary critics. In addition to
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resembling his forebear both generically and thematically, Cervantes
includes in his texts numerous references to Ovid and his works.
Considering just the case of Don Quijote, the Prologue of the first part of
the novel quotes from Tiistin and mentions Ovid’s tale of the cruel
Medea while the sonnet from Gandalin to Sancho Panza that appears
soon after the Prologue refers to Cervantes himself as ‘nuestro esparniol
Ovidio’ [our Spanish Ovid] (1998b, 28). Discussions of Ovid and his
poetry continue in the second part of the novel, as when Don Quijote
explains to Don Diego that the Roman poet was exiled for writing Ars
amatoria. In another conversation focused on literature, this time on the
way to the Cave of Montesinos, the cousin of a licenciado, known for his
swordsmanship, asserts that one of the many books he is writing is
Metamorfdseos, o Ovidio espaiiol [Metamorphoses, or the Spanish Ovid]
(1998b, 2.22.812; 1995, 465). In his monograph titled Ovid and the
Renascence in Spain, Rudolph Schevill analyses the degree to which
Cervantes knew the work of the Roman poet and concludes: 'After
gathering all the evidence, it is apparent that Cervantes was intimately
acquainted with the tales of Ovid’s Metamorphoses; he carried them in
his memory and referred to them as we refer nowadays to well-known
writers and their works’ (1913, 174).* Beyond direct references to Ovid
and his writings, other passages in Cervantes’ texts point to a detailed
knowledge of the Roman author‘s work. In a study examining the
sources Cervantes may have used in composing Don Quijote’s dis-
course on the Golden Age, for example, Geoffrey Stagg asserts with
reference to the Metamorphoses: “The evidence suggests that Cervantes
studied Ovid in the original with great care, perhaps as a school text.
No otherauthor’s treatment [of the Golden Agel isas close to Cervantes’s
as Ovid’s’ (1985, 82).

This essay will examine the nature of the metamorphoses that occur in
Don Quijote in light of those presented in Ovid’s poem, focusing espe-
cially on the differences between the novelistic and poetic transforma-
tions. Others have analysed particular episodes of Cervantes’ novel in
order to compare metamorphoses that take place in the work with cor-
responding ones that occur in the Metamorphoses.® My interest here ad-
dresses a more general question: How do Ovid and Cervantes introduce
theidea of metamorphoses in their texts and, consequently, in what ways
do readers respond to transformations in the two works? Put another
way, I am interested in analysing how Cervantes transforms Ovidian
transformations. In choosing to examine a Cervantine text in the light of
Ovid's Metamorplhoses, I am in fact following in a tradition established by
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the Spanish author himself. Cervantes was the first to suggest the possi-
bility of comparing the metamorphoses that characters experience in his
own work with those that occur in Ovid’s epic poem.* We will see in this
study that the transformations that take place in Don Quijote are, as I sug-
gest in my title, ‘dubious” when compared to Ovidian metamorphoses.
Doubt is both fundamental and necessary in considering the transforma-
tions that occur in Cervantes’ novel while it is incidental and peripheral
to the metamorphoses presented in Ovid’s poem.

Transformative Texts

The Metamorphoses maintains a constant focus on acts of transformation;
throughout the work “about two hundred fifty metamorphoses are nar-
rated or mentioned’ (Solodow 1988, 15). Though not nearly so numerous
in Cervantes’ text, transformations do indeed constitute an important as-
pect of Don Quijote, from the very first chapter of the 1605 novel - in
which Alonso Quijano becomes Don Quijote de la Mancha — to the last
chapter of its 1615 continuation — which recounts the protagonist’s re-
nunciation of his chivalric identity and his concomitant acceptance of his
former name and station in life. A brief list of some of the metamorphoses
that occur in Don Quijote would include the following:

1 Alonso Quijano = Don Quijote de la Mancha = Alonso Quijano
the Good’

2 Sancho the labourer - Sancho the squire = Sancho the governor -
Sancho the squire = Sancho the labourer

3 Aldonza Lorenzo = Dulcinea del Toboso = Dulcinea the coarse
peasant girl

4 The rejected Dorotea (dressed as a man) in search of Fernando -
Princess Micomicona - Dorotea the accepted wife of Fernando

5 Sansodn Carrasco 2 The Knight of the Forest / The Knight of the
Mirrors = The Knight of the White Moon = Sanson Carrasco

6 Ginés de Pasamonte = Maese Pedro

There are, of course, others that could be added to the list, including
any number of metamorphoses that take place at the ducal palace as

art of the elaborate hoaxes played on D ijote and Sancho.® Still
part of the elaborate hoaxes played on Don Quijote and Sancho.® Still,
the six transtormations shown above are the ones that produce the most
tar-reaching consequences in the novel.
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Both Ovid’s poem and Cervantes’ novel recount metamorphoses of
all kinds. How should we as readers make sense of the transformations
that we encounter in the two texts? Alonso Quijano decides to call him-
self Don Quijote de la Mancha, but does that actually make him a knight
errant? Surely not, a reader of the work would argue, and almost all of
the characters in Don Quijote would agree. But the issue is not quite re-
solved. We might wonder, for example, whether the protagonist him-
self believes in his chivalric identity.* And what does Sancho really
think about his master’s profession? We could ask similar questions
regarding all of the above metamorphoses, for none of them is easily
deciphered. While pondering these points, it seems logical to pose simi-
lar queries regarding the Metamorphoses. Does Ovid expect his reader
simply to accept unquestioningly the numerous transformations in his
poem? Or are there specific problematic transformations that provoke
doubts on the part of a reader of the work? In order to arrive at some
answers to these questions, let us begin our analysis by comparing the
first book of the Metamorphoses to the initial chapters of Don Quijote.
contend that from the very beginning of their works, both Ovid and
Cervantes offer readers clues about how their texts should be read, in-
sights which in great measure help clarify the differences between
Ovidian and Cervantine metamorphoses.

Making Sense of the Initial Transformations

Ovid begins the Metamorphoses by announcing: ‘My intention is to tell of
bodies changed / To different forms; the gods, who made the changes, /
Will help me - or I hope so - with a poem / That runs from the world’s
beginning to our own days’ (1983, 3). The poem then proceeds to de-
scribe the creation of the world in a manner consistent with Roman be-
liefs of the time.'® After the world has been created, Jove summons a
council of the gods; in fact, the first narrative voice that speaks in the
Metamorphoses other than the poet’s is that of Jove, whose status as the
greatest of all the gods would seem to recommend him as credible narra-
tor. The metamorphoses that occur in the first book of the poem - the
creation of the world, humanity passing from a Gold to Silver to Bronze
to Iron Age, Lycaon becoming a wolf, and Daphne transforming into a
laurel tree (to name just a few) — are neither questioned nor presented as
particularly problematic within the poem. They are quite simply the
work of the gods, those powerful beings invoked in the poem'’s opening
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verses. The Metanorphoses has begun with discrete, generally accepted
transformations, one following the other. A reader of the work is in-
clined to focus on the stories being told, the chain of metamorphoses
that constitute the poem, rather than to question each transformation
that occurs.

It must be noted that there are moments of doubt that creep into the
Metamorphoses.” Even in the poem’s first book, when Deucalion and
Pyrrha throw stones behind them which are transformed into humans,
a momentary question arises regarding whether this metamorphosis is
plausible: “The stones — who would believe it, had we not / The un-
impeachable witness of Tradition? — / Began to lose their hardness, to
soften slowly, / To take on form, to grow in size, a little, / Become less
rough, to look like human beings’ (1983, 15). In later sections of the
poem further doubts and questions arise from time to time. At certain
moments characters do not believe what they are told, while at other
moments the narrator himself seems unsure of what is happening.'? In
book 8, for example, Pirithous responds to a transformational story by
saying: ‘These are fairy tales; / The gods have no such powers, Achelous,
/ To give and take away the shape of things’ (1983, 200). Nevertheless,
these moments of possible doubt are fleeting instances that are rela-
tively few in number in the poem.” From the beginning of the
Metaniorphoses and throughout almost the entirety of the work, Ovid
conditions his reader to accept, rather than question, the many trans-
formations portrayed in the poem.

While for Ovid the initial transmutation — on which all subsequent
transformations depend - is the separation of earth, water, and land,
the original metamorphosis in Cervantes’ novel is less far-reaching but
noless influential within the world of the literary work: Alonso Quijano,
a mere country gentleman, becomes a knight errant known as Don
Quijote de la Mancha. If in Ovid’s poem a seemingly reliable narrator
and then Jove himself supply the work’s initial narrative voices, in Don
Quijote the first voice we encounter appears in the prologue and an-
nounces: ‘aunque parezco padre, soy padrastro de don Quijote’ [though
I may seem to be Don Quijote’s parent, I'm only his stepfather] (1998b,
10; 1995, 3), a gesture that distances the writer from his text while seem-
ing to call into question the truthfulness of the words on the page. A
reader of Don Quijote learns in the novel’s first chapter that Alonso
Quijano goes mad and that his supposed transformation into Don
Quijote de la Mancha occurs (for the protagonist if not for others) not
because of divine will, but rather simply because he decides that it has
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happened.** Other characters, and in fact the first narrator himself, re-
peatedly mock or pity the supposed knight errant and refuse to accept
his chivalric identity as true (with Sancho being the obvious exception
to this rule).’® Given this confluence of circumstances, readers of the
novel cannot avoid confronting later transformations presented in the
work with an eye toward evaluating their truthfulness and deciding for
themselves how to interpret what is presented in Cervantes’ text. In
other words, from the very first chapter of the work, doubt regarding
supposed metamorphoses is a fundamental aspect of the experience of
reading Don Quijote.

Both authors, then, deliver on their promise made to readers early in
their works. Given the way in which we have been guided toward a
non-questioning reading of the transformations in the Metamorphoses,
what follows Ovid’s opening matches the presumed plausibility of the
changes in form that he describes. Cervantes, on the other hand, pre-
sents one problematic metamorphosis after another, starting with a
mad protagonist whose supposed transformation serves as the main
narrative thread that spans the entire novel. Ovid does in fact touch on
the notion of disbelief in his poem, but Cervantes creates gaping holes
of doubt from the very inception of his work. Any reader of Don Quijote
must confront and continually wrestle with the uncertainty of trans-
formations from the earliest episodes of the novel. The nature of reality,
storytelling, and belief in general, is much more precarious in Cervantes’
work than in Ovid’s. After comparing the beginning of the poem with
the start of the novel, it is clear that Ovid does not depend on uncer-
tainty the way that Cervantes does, and that the role of doubt for the
latter is part of the very fabric of his generic experiment which so often
questions the nature of reality. Unlike Ovid, Cervantes openly invites
his readers to decide for themselves the plausibility of the transforma-
tions to come.

Now it is time to turn our attention to the transformations that take
place within Don Quijote and to consider the ways in which both the
characters in the work and the reader make sense of the changing forms
in the novel. The six transformations listed earlier in this essay could be
categorized as follows: 1) Questionable Transformations: Alonso Quijano,
Sancho Panza, and Aldonza Lorenzo; 2) Pretended Metamorphoses:
Dorotea, Sanson Carrasco, and Ginés de Pasamonte. [ term this latter
group ‘Pretended Metamorphoses’ because these three characters pre-
tend to be someone they are not in order to fool Don Quijote and Sancho.'®
In all three cases the characters know their true identity and are aware
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that their supposed transformation into someone new (be it Princess
Micomicona, the Knight of the White Moon, or Maese Pedro) is simply a
ruse. Though studying in detail their supposed transformations could
most certainly produce interesting findings,"” space considerations limit
my analysis to what I have termed the ‘Questionable Transformations.’
In the pages that follow 1 will examine the three most important trans-
formations in the work: Alonso Quijano becoming Don Quijote de la
Mancha, Sancho Panza becoming a squire, and Aldonza Lorenzo being
transformed into Dulcinea del Toboso. For each of these three I will ana-
lyse key textual moments in Don Quijote which force the reader to decide
whether a metamorphosis has occurred and, if so, for whom.

Don Quijote, Sancho the Squire, and Dulcinea del Toboso:
Questionable Metamorphoses

The very existences of Don Quijote as knight, Sancho as squire, and
Dulcinea as a beautiful princess are questioned repeatedly both by other
charactersand the reader throughout Do Quijote. Not long after Alonso
Quijano transforms himself into Don Quijote, he succeeds in persuading
Sancho to serve him as squire, but throughout the rest of the novel he
struggles to convince others that he truly is a knight errant (though most
often he remains unaware of their doubts). Hardly any character who
gets to know Don Quijote and Sancho well believes that they truly are
knight and squire.'" Granting, then, that others refuse to accept the coun-
try gentleman’s transformation into knight errant, let us consider the
cases of master and squire and attempt to determine whether they them-
selves believe in their own metamorphoses and whether they truly ac-
cept the existence of Dulcinea as a princess.

Given the clarity with which Alonso Quijano’s madness is presented
at the opening of the novel, it is quite reasonable to judge that he really
does consider himself a knight errant. According to this assessment, he
has lost his mind and for that reason he now truly believes that he is
Don Quijote de la Mancha, follower of Amadis de Gaula. Such an inter-
pretation, however, is challenged by a description of Don Quijote’s
thoughts when he first arrives at the ducal estate in the second part of
the novel. Seeing himself treated so well by the Duke and Duchess -
who are, of course, simply enjoying themselves at the expense of a
madman whose story they have read — Don Quijote turns introspective.
The novel’s narration explains the protagonist’s entrance into the pal-
ace: ‘aquel fue el primer dia que de todo en todo conocid y creyd ser
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caballero andante verdadero, y no fantdstico, viéndose tratar del mes-
mo modo que él habia leido se trataban los tales caballeros en los pasa-
dos siglos’ [finding himself treated exactly as he had always read that
knights were treated, in ancient times, it was the first time he was ever
fully convinced that he was a real rather than, somehow, an imaginary
knight errant] (1998b, 2.31.880; 1995, 510). How exactly should we in-
terpret this passage and what does it tell us about the transformation of
Alonso Quijano into Don Quijote de la Mancha? Has the protagonist
simply been playing a role up to this point, and only now suspects that
he might, in fact, be a knight errant? Or is this the moment in the text
when the metamorphosis actually takes place and the country gentle-
man finally does become Don Quijote de la Mancha? Or are we to sus-
pect, reading this passage, that the self-consciousness displayed here
by the character — who quite obviously has been questioning his iden-
tity — indicates that he will never really believe himself a knight errant
and will instead always be aware that he is simply Alonso Quijano?

Similar issues are raised when considering Sancho’s relationship
with his master. For the majority of the work Sancho accompanies Don
Quijote, believes what his master tells him, and carries out, to the best
of his abilities, his duties as a squire. Yet in the second part of the novel,
when he is on the way to Dulcinea’s palace, Sancho says to himself:
“Este mi amo por mil sefiales he visto que es un loco de atar, y aun tam-
bién yo no le quedo en zaga, pues soy mds mentecato que €l, pues le
sigo y le sirvo’ [Now this master of mine has proved a thousand times
over he’s a raving lunatic, and me, I'm not much better — in fact, when
I follow along after him, and I serve him, I'm a worse fool than he is]
(1998b, 2.10.703; 1995, 397). Similar concerns are evident in Sancho’s
discussion with the Duchess, to whom he confides: ‘yo tengo a mi serior
don Quijote por loco rematado’ [in my opinion, my lord Don Quijote’s
hopelessly out of his head] (1998b, 2.33.905; 1995, 526). Neither master
nor squire seems to fully accept as true the very transformations that
motivate their adventures in the novel.

From the first chapter of the first part of the work, the narrator and
the reader have doubted that Alonso Quijano truly becomes a knight.
From the following chapter — when the knight interacts with the prosti-
tutes and the innkeeper - other characters have doubted Don Quijote’s
chivalric claims. These moments just mentioned from the second part
of the novel imply that even knight and squire do not believe that they
are really and truly knight and squire. Perhaps Cervantes is showing us
the strong similarities between characters and readers, between life as
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portrayed in the pages of a book and life as lived outside of it. Don
Quijote is a work of fiction to those of us reading the text; we know it is
not true, but enjoy reading the novel anyway. Likewise it would seem
that Don Quijote is a fictional knight to all of the characters within the
text (including, at least at times, Don Quijote and Sancho themselves);
all are aware that he is not truly a knight, but they all enjoy playing
their roles anyway:.

With regard to the transformation of Aldonza Lorenzo into Dulcinea
del Toboso, after choosing his own new name and that of his horse, Don
Quijote ‘se dio a entender que no le faltaba otra cosa sino buscar una
dama de quien enamorarse, porque el caballero andante sin amores era
arbol sin hojas y sin fruto y cuerpo sin alma’ [realized that all he needed
and had to hunt for was a lady to be in love with, since a knight errant
without love entanglements would be like a tree without leaves or fruit,
or a body without a soul] (1998b, 1.1.43; 1995, 12). He then decides that
his beloved will be Aldonza Lorenzo, a ‘moza labradora de muy buen
parecer’ [very pretty peasant girl] (1998b, 1.1.44; 1995, 12) whose name
he changes to Dulcinea del Toboso. Unlike the metamorphoses of Alonso
Quijano into a knight errant and Sancho into a squire — which, though
questionable, are at least tangible to some degree given that other charac-
ters interact with them - in this case there is no physical metamorphosis
that can be examined. The woman'’s transformation occurs only in the
imagination of Don Quijote, who now believes that a fundamental aspect
ot his chivalric mission is to serve Dulcinea. And like his own meta-
morphosis into a knight, the change from peasant girl to princess occurs
in the very first chapter of the novel. But does Don Quijote, in fact, really
accept as true the existence of Dulcinea or, as some suggest regarding his
own chivalricidentity, is he merely pretending that she exists?

There are two moments in the text which suggest that Don Quijote
himself has doubts regarding the existence of his beloved. When Sancho
lcarns that Dulcinea is really Aldonza Lorenzo, he admits a misunder-
standing to his master, explaining that he had been under the impression
that Dulcinea was a princess. Don Quijole responds o Sancho by saving:
‘porlo que vo quiero a Dulcinea del Toboso, tanto vale como la mas alta
princesa dela Tierra. Si, que no todos los poetas que alaban damas debajo
de un nombre que ellos a su albedrio les ponen, es verdad que las tienen

Y, asi, bastame a mi pensar y creer que la buena de Aldonza Lorenzo
es hermosa y honesta, y en lo del linaje, importa poco, que no han deir a
hacer la informacion dél para darle algian habito, y yo me hago cuenta
que cs la mas alta princesa del mundo’ [for what I want of Dulcinea del
Toboso, she’s every bit as good as the noblest princess on earth. Indeed,
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none of thle poets who sang so exaltedly of their ladies (using the names
they feilt like giving them) ever actually had such mistresses ... For me, in
the same way, it's enough to think and believe that your good Aldonza
Lorenzo is beautiful and modest, and her ancestry doesn’t make much
difference either, because no one’s going to come searching out her pedi-
gree, in order to confer any titles on her, while as far as I'm concerned
she’s the loftiest princess in the whole world] (1998b, 1.25.285; 1995, 149).
In a later conversation with the Duchess the knight once again reveals his
uncertainty regarding Dulcinea, whose ontological status, like much in
the novel, defies easy explanation.*

Once Sancho understands that Don Quijote himself transformed
Aldonza Lorenzo into Dulcinea, he decides that he too can play this
game. As a result he performs his own metamorphosis on Dulcinea in
chapter 10 of the novel’s second part, transforming what had been a
beautiful princess (according to his master) into a coarse peasant girl.?
His master’s reaction to what he sees — “Yo no veo, Sancho - dijo don
Quijote —sino a tres labradoras sobre tres borricos’ ['All I can see, Sancho,’
said Don Quijote, ‘is three village girls on three donkeys’] (1998b, 2.10.706;
1995, 399)*! — offers evidence that his own imaginative transformational
powers have begun to wane. In fact, Sancho’s metamorphosis of Dulcinea
shows the extent to which Cervantine metamorphosis can reach. While
in Ovid’s poem the gods themselves are responsible for the work'’s
many metamorphoses, and both gods and humans accept the many
changes with rarely a question, in Cervantes’ novel the very nature of
the transformational act is constantly questioned, doubted, even con-
tradicted. Not gods, but a madman who has read too many books starts
the transformational sequence presented in Don Quijote. And the
squire’s enchantment of Dulcinea shows that in the world of Cervantes’
fiction even an illiterate peasant is granted the power to transform real-
ity. Should Don Quijote believe Sancho’s transformational account?
Should the reader? It would seem that when faced with a metamorpho-
sis in Don Quijote, one should aliways keep in mind Cide Hamete's
words of advice: ‘Tu, letor, pues eres prudente, juzga lo que te pareciere’
[You, reader, as a sensible man, are perfectly capable of making up your
own mind] (1998b, 2.24.829; 1995, 476).

Adaptations of the Metamorphoses and Don Quijote:
Literature Transformed

Characterized by content that focuses on transformation, form that
includes diverse genres, and exerting a profound influence on later



126 William Worden

generations of writers, the Metanorphoses and Don Quijote stand as ca-
nonical works that both broke with the established literary traditions of
their time and assured their authors an enduring fame.” The sonnet
from Amadis de Gaula to Don Quijote, which precedes the first part of
Cervantes’ novel, ends by praising the Manchegan knight with the fol-
lowing verses: ‘tendras claro renombre de valiente; / tu patria sera en
todas la primera; / tu sabio autor, al mundo 1inico y solo’ [In thy re-
nown thou shalt remain secure, / Thy country’s name in story shall
endure, / And thy sage author stand without a peer] (1998b, 25; Ormsby
trans. 1899, 132). This last verse could refer to either Cervantes or Ovid,
both peerless creators of texts that were immediate literary sensations
in their lifetime and that remain widely read and appreciated all these
many years later.”

As he does at the beginning of the Metamorphoses, at poem’s end Ovid
turns his attention to his own role in the creative process. He writes in the
epilogue: ‘Now I have done my work. / It will endure, / I trust, beyond
Jove’s anger, fire and sword, / Beyond Time's hunger ... / ... my name
will be remembered / Wherever Roman power rules conquered lands, /
I shall be read, and through all centuries, / If prophecies of bards are ever
truthful, / I shall be living, always’ (1983, 392). The poet’s words here
have proved prophetic in a number of ways: his poem has been read
throughout the many centuries since the work’sinitial appearance; more-
over, the Metanorphoses lives on in a myriad of adaptations that have
transformed the poem’s content into a wide variety of other art forms.**
Of the work’s importance for later writers and artists, Elaine Fantham
explains: ‘Ovid was famous and successful before he began the
Metanorphoses, but it is probable that in the two millennia after his death
his epic of transformation not only transformed epic but exercised a
greater influence over the shaping of art and literature than any other
Latin work’ (2004, 133). For its own part, Don Quijote has likewise in-
spired painters and illustrators (including Picasso, Dorg, Dali, and num-
erous others), sculptors, choreographers, and composers, and has
consequently been transformed into an array of forms across the artistic
landscape, ranging from opera, ballet, and symphony to film and theat-
rical presentation.”

Though it is true that other literary works have likewise been reworked
by later artists, both Ovid’s magnum opus and Cervantes’ have generated
countless adaptations in a variety of art forms to a degree that other ca-
nonical texts from centuries past have not. Perhaps this is due to the time-
less qualities inherent in the notion of metamorphosis as well as the pathos
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and conflict that so often accompany the act of transformation. Among
the more recent metamorphoses of these two texts into new artistic forms,
both Don Quijote and the Metamorphoses have been adapted as theatrical
works that enjoyed successful runs on Broadway. Man of La Mancha, the
musical based on Cervantes’ novel, first appeared on Broadway in 1965
and won five Tony Awards in 1966 including Best Musical, Best Director
of a Musical, Best Actor in a Musical, Best Composer and Lyricist, and
Best Scenic Designer. Mary Zimmerman adapted Ovid’s Metamorphoses
into a play that likewise had an extended run on Broadway and for which
she won the 2002 Tony Award for Best Director of a Play. In fact, in
December of 2002 and January of 2003 both a revival of Man of La Mancha
and Zimmerman's Metamorphoses were on Broadway at the same time, a
curious moment in which Ovid and Cervantes met in New York. The
form-changing endeavours begun by the Roman poet and later trans-
formed by the Spanish novelist continue to inspire other writers and art-
ists to create their own versions of the Metanorphoses and Don Quijote, two
influential texts still charged with the power to delight readers even as
they continue generating new transformations.

NOTES

1 ‘Im addition to epic, virtually every significant ancient genre is somehow
made part of the poem’ (Feeney 2004, xxvi). In his study titled ‘Ovid and
Genre: Evolutions of an Elegist,” Stephen Harrison explains: “The incorpora-
tion of other genres was of course not foreign to the epic tradition: the mod-
el of the Aeneid here is clear. But the sheer range of other genres which are
in some sense included in the Metamorphoses, and its occasional stress on
this process of inclusion, suggests that generic multiplicity within a formal-
ly epic framework is particularly fundamental to the poem’ (2002, 89).

2 ‘The Metamorphoses is as much a web of narratives, acts of story-telling, as
it is of stories. The act of story-telling is basic to the whole plot ... A genre
consisting in telling stories about actions becomes increasingly interested in
the action of storytelling” (Barchiesi 2002, 181).

3 Genres that make an appearance in Don Quijote include the book of chival-
ry, the pastoral novel, the exemplary tale, the sentimental romance, the
Moorish novel, and various forms of poetry. Of the wide-ranging nature of
the work’s generic interplay, Carroll Johnson writes: ‘the Quixofe simultane-
ously incorporates into itself and carries on a dialogue with all the forms of
imaginative literature current in late sixteenth-century Spain’ (1990, 71).



128 William Worden

4 A chapter in the book titled ‘Classical Mythology, Ovid and Cervantes’ offers
adetailed listing of the many references to Ovid and his works found in
Cervantine texts. Though published almost a century ago, Schevill’s study
remains the most comprehensive examination of the many points of contact
between the Roman poet and the Spanish author.

5 Avccent example is R. John McCaw's insightful article titled “Transforming
Phacthon: Cervantes, Ovid, and Sancho Panza’s Wild Ride,” which shows
how ‘Don Quijote and Sancho’s adventure on the wooden Clavilefio both
reflects and distorts the Phaethon myth’ (2007, 245).

6 As Schevill notes (1913, 175), the ‘Tlustre Fregona’ — one of Cervantes’
Nouvelas ejemplares — begins by describing the work'’s protagonists, Don
Diego de Carriazo and Don Juan de Avendano, as ‘caballeros principales y
ricos’ [eminent and wealthy gentlemen] (2001, 371; 1998a, 185). Later in the
story, after these two have established themselves firmly in a picaresque
world, the text explains: ‘tenemos ya - en buen hora se cuente ~a Avendano
hecho mozo del meson con nombre de Tomas Pedro, que asi dijo que se
llamaba, y a Carriazo, con el de Lope Asturiano, hecho aguador; transfor-
maciones dignas de anteponerse a las del narigudo poeta’ [Let it be happily
recorded that Avendano was thus transformed into a stable boy calling
himself Tomés Pedro, and Carriazo, taking the name Lope Asturiano, into a
water carrier; metamorphoses impressive enough to eclipse the examples
narrated by the big-nosed poet] (2001, 393; 1998a, 199). The term ‘narigudo
poeta’ is a pun on Ovid’s full name in Spanish — Publio Ovidio Nason.

7 When he is a knight errant, it could be argued that Don Quijote undergoes
even further metamorphoses, acquiring new names and reaching higher
stages of development. With regard to the moment when the duke refers to
Don Quijote as ‘el gran Caballero de la Triste Figura’ [the great Knight of
the Sad Face], only to be corrected by Sancho — who explains that his master
Is now called ‘el Caballero de los Leones’ [the Knight of the Lions] — Leo
Spitzer writes: “The importance of the name for the Middle Ages appears
here most clearly; any knight of romance, Amadis or Perceval or Yvain, is
presented as undergoing an inner evolution, whose outward manifestations
are the different “adventures” which mark his career; and it is by virtue of
these adventures that he acquires different names, each of which is revela-
tory of the particular stage attained; in this way, the evolution is clearly la-
beled for the reader. Ivain acquires a new dignity, so to speak, when he
becomes the “Chevalier au Lion”; “Orlando inamorato” is a different per-
son from “Orlando furioso”’ (1988, 228, emphasis in original).

8 Itshould be added that at times Don Quijote meets characters who have
previously undergone a transformation (such as Marcela, who has already
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become a shepherdess), while at other moments future metamorphoses
are hinted at (as occurs, for example, when Sancho suggests the possibility
that Teresa Panza might become a countess).

The majority of critics accept the madness of Alonso Quijano as a suffi-
cient explanation for the protagonist’s belief that he is indeed a knight er-
rant. There is, however, no consensus on this point. Mark Van Doren’s Don
Quixote’s Profession, to cite just one contrary opinion, argues that through-
out the work Alonso Quijano is aware that he is playing a role and for this
reason his profession is most aptly characterized as ‘actor.’
‘Philosophically speaking, Ovid does not surprise his readership with a
controversial new doctrine about the nature of the universe. He does not
set out to correct erroneous beliefs and introduce philosophical enlighten-
ment. Rather he invites his readers to share the assumptions of a popular
philosophical view of the world that has gained normative status in Au-
gustan Romne: namely, that a divine intelligence directed the creation of
natural order for the benefit of mankind’ (Wheeler 1999, 30).

Two excellent studies on the topic of belief and disbelief as presented in
the Metamorphoses are Joseph B. Solodow’s chapter titled “The Narrator’ in
The World of Ovid’s ‘Metamorphoses” and Stephen M. Wheeler’s chapter ti-
tled ‘“The Danger of Disbelief’ in A Discourse of Wonders: Audience and Per-
formance in Ovid’s ‘Metamorphoses.” Wheeler writes: ‘In the Metamorphoses,
the Ovidian narrator is clearly aware of the delicate balance between belief
and disbelief when entertaining fictions’ (1999, 169).

Here are three examples: in book 4: ‘That was Leuconoe’s story, and the
others / Listened, spell-bound, and some did not believe it," (1983, 90); in
book 5: ‘Polydectes, / The king of little Seriphos, stood hard / In hate and
unrelenting, unjust anger, / Against the hero; neither manliness / Nor tri-
als had power to move him, and, he added, / It was all a lie, this fiction of
Medusa’ (1983, 114); in book 11 when Ceyx is kissed by his wife (already
transformed into a bird), the text explains: ‘No one could say / Whether
Ceyx felt those kisses and responded, / Or whether it was the lift of the
waves alone / That made him raise his face. But he had felt them, / And
through the pity of the gods, the husband / Became a bird, and joined his
wife’ (1983, 282).

My own reading of the fifteen books of the Metamorphoses uncovers only
nine instances of doubt in the entire poem, most of which are expressed in
just a verse or two.

His madness and its consequences are described as follows: ‘del poco
dormir y del mucho leer, se le secé el celebro de manera que vino a perder
el juicio’ [with virtually no sleep and so much reading he dried out his
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brain and lost his sanity] (1998b, 1.1.39; 1995, 10 ); ‘le pareci6 convenible
y necesario, asi para el aumento de su honra como para el servicio de su
republica, hacerse caballero andante y irse por todo el mundo con sus ar-
mas y caballo a buscar las aventuras y a ejercitarse en todo aquello que él
habia leido que los caballeros andantes se ejercitaban’ [he decided to turn
himself into a knight errant, travelling all over the world with his horse
and his weapons, seeking adventures and doing everything that, accord-
ing to his books, earlier knights had done, righting every manner of
wrong, giving himself the opportunity to experience every sort of danger,
so that, surmounting them all, he would cover himself with eternal fame
and glory] (1998b, 1.1.40-1; 1995, 10).

Even in the first chapter the narrator is already pointing out the pathetic
nature of the crazed character: ‘Imagindbase el pobre ya coronado por el
valor de su brazo, por lo menos del imperio de Trapisonda’ [The poor
fellow already fancied that his courage and his mighty sword-arm’had
earned him, at the least, the crown of the Emperor of Trebizond] (1998b,
1.1.41; 1995, 10-11).

A distinction should be made at this point. Both Dorotea and Sansén
Carrasco transform themselves in order to deceive Don Quijote and San-
cho and with the intent of forcing the two of them to return to their village
and abandon their chivalric adventures. As Maese Pedro, Ginés de Pas-
amonte does indeed trick knight and squire (who are unaware of his true
identity), but he also fools others who watch the puppet show as well.
This transformation, then, is not put in place by Ginés de Pasamonte sole-
ly for knight and squire, but rather as a means for him to earn money
while staying out of jail.

One point of interest would be the reactions of Don Quijote and Sancho to
the three characters. Knight and squire discuss Princess Micomicona’s
identity on several occasions and are at first unable to understand how
Sanson Carrasco could be the Knight of the Forest (at least until Don Qui-
jote decides that evil enchanters are responsible for the entire situation).
Another topic worth pursuing in another study would be reader reaction
to these three transformations. In the case of Princess Micomicona, the
reader knows from the outset that she is really Dorotea. Such is not the
case with the metamorphoses of Sansén Carrasco and Ginés de Pasamon-
te, which are only explained in the text after the appearance of the Knight
of the Forest and Maese Pedro.

Dona Rodriguez, who asks Don Quijote to fight in order to restore her
daughter’s honour, may be the one character who does believe that the
knight is who he says he is.
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Don Quijote explains: ‘Dios sabe si hay Dulcinea o no en el mundo, o si es
fantastica o no es fantastica’ [God only knows if the world does or does
not contain anyone like Dulcinea, or whether she is or is not a mere phan-
tom] (1998b, 2.32.897; 1995, 521).

‘Until now it had been Don Quijote who, encountering everyday phenom-
ena, spontaneously saw and transformed them in terms of the romances of
chivalry, while Sanche was generally in doubt and often tried to contradict
and prevent his master’s absurdities. Now it is the other way round. San-
cho improvises a scene after the fashion of the romances of chivalry, while
Don Quijote’s ability to transform events to harmonize with his illusion
breaks down before the crude vulgarity of the sight of the peasant women’
(Auerbach 1987, 42).

‘Cervantes’s masterful division of Don Quijote’s words in this sentence, so
that the first section can stand as an independent clause, indicates that -
Don Quijote does not see at all, or rather that he sees only what is really
before him: he is no longer the visionary — and delusional - seer of Part
One’ (Quint 2003, 105).

In terms of the originality of the writers’ texts, Carolyn Nadeau explains: ‘In
contrast to Virgil, Ovid tumed away from epic poetry-and valorizing the glo-
ries of the past to substantiate further the glories of the present. Instead, he
chose to challenge concepts of unity, foundation, and patriarchy that under-
line the Augustan epic, the Aeneid, and to celebrate change (Metamarphoses),
subjectivity, and multiplicity (Heroides), decisions that inevitably led to his ex-
ile. And while Cervantes was not exiled from his patria, the lack of recogni-
tion after achieving the status of military hero and being held captive five
years in Algiers, and his failure to secure royal preferment at court, led to a
similar disillusion about the state of affairs in Spain. And like Ovid, Cer-
vantes turned away from established writing practices, in this case, of imita-
tion, and explored new literary venues as he formulated his novel” (2002, 84).
There is still work to be done in analysing the multifaceted ways in which
Ovid and Cervantes recount the many tales included in the Metamorphoses
and Don Quijote. Alessandro Barchiesi hints at a need for such studies in
his examination of Ovid’s narrative technique, asserting: “The poet who
minted Latin words like narratus “narrative” and narrabilis “narratable” is
no passive participant in the modern debate about story-telling and its
techniques, and the Metamorphoses is one of the indispensable readings for
a theory of narrative, along with texts by authors like Cervantes, Sterne,
Proust, James and Borges’ (2002, 180).

During the Renaissance, for example, Ovid’s poem served as a necessary
point of reterence for artists with an interest in mythological subjects. In
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an essay titled ‘Ovid and Art” Christopher Allen writes: ‘Ovid was the
most important literary source for mythological subjects in the art of the
Renaissance and the subsequent centuries’ (2002, 336). Allen also offers
numerous examples of artists who created paintings, illustrations, fres-
coes, engravings, and sculptures based on the Metamorphoses including
(among many others) Botticelli, Carracci, Titian, Poussin, Rubens, and
Bernini.

25 Eduardo Urbina points out that reworkings of Cervantes’ novel have in
fact become more well known than the original text itself. He writes: ‘In
spite of its fame and canonical status, most people know about the Quixote
through some derivative representation, from some image or icon and its
cultural associations. One could affirm indeed, without fear of exaggera-
tion, that the Quixote is an often seen, talked-about, but seldom-read book’
(2005, 15).
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