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Visual Knowledge: Textual Iconography of the Quixote
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400 years ago, after 20 years of silence, rejection, and failure, Cervantes published a very unusual book destined to become not only the most important work of fiction ever written, but--incredibly enough--the emblem of a culture and the symbol of a nation. We do not know when or exactly where Cervantes wrote it or indeed how an old man, whose life was marked by constant personal and professional disappointments, managed to write such a funny book. As for the why, the reasons declared (i.e., to ridicule chivalric tales) seemed hardly worth it then, and seem even less relevant now. To these mysteries a couple of curious facts can be added: not a single page of the manuscript exists, while only a handful of copies of the 1605 first edition have survived. And yet, 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 exaggeration, that the Quixote is an often seen, talked-about, but seldom-read book.
The ingenious gentleman Don Quixote de la Mancha has become the most universal of heroes, the father to a myriad of quixotic sons and daughters; a myth and a symbol, an image and an icon. He is a familiar character in many remote lands, even to children, through repeated translations, adaptations, and incarnations in literature, but also reborn and often betrayed in over 80 operas, 200 films, and countless musical, artistic, and popular representations. And from the start, at the core of this massive proliferation of representations stand the illustrations of the text. Paradoxically, the thousands of woodcuts, engravings, etchings, drawings, and lithographs that have accompanied the text in its glorious journey for four hundred years form a much neglected interpretative tradition and artistic treasure known as the textual iconography of the Quixote.

The reasons for this neglect and lack of appreciation are various and complex and, to a large extent, attributable to the primacy of the word, the text, over the image. But they are also attributable to the rare and often inaccessible nature of the editions in which the illustrations have appeared. Although some sample illustrations are often reproduced in critical studies, bibliographies and exhibition catalogues, we lack access to the complete iconographic record of the illustrations, appearing in the thousands of Quixote editions published since 1605, which have played a key role in the canonization of the novel and the iconic transformations of its principal character. 

At present, there is no catalogue, in print or online, providing access in a comprehensive manner to the textual iconography of the Quixote, to the images themselves and their critical, technical, and descriptive content. Some attempts were made in 1879 and 1905 to offer a representative sampling, but the coverage was very limited in both cases; amounting in the former to 101 illustrations from 60 selected editions, and in the latter case to 611 facsimile images of title pages.
 A far more ambitious attempt was made in 1947, on the occasion of the 400th anniversary of Cervantes’ birth, by Juan Givanel y ‘Galziel’ in their Historia gráfica de Cervantes y el ‘Quijote’, wherein 77 illustrations are reproduced and analyzed in some detail.
 In contrast, it is worth pointing out that one single edition (Paris, 1836) contains 800 engravings and drawings illustrating Cervantes’ story.
 But without a doubt the best and still the only serious study identifying and describing the illustrations of the Quixote is H. S. Ashbee’s 1895 catalogue of his own collection of plates and illustrated editions, entitled An Iconography of ‘Don Quixote’, 1605-1895.
 Ashbee, a fascinating and controversial figure in his own right, was a dedicated and knowledgeable collector, and his book is an indispensable reference and the obligatory point of departure for any research on the subject.
 
In recent years, critical interest in the illustrations of the Quixote has intensified, as demonstrated by the publication of three major monographs by J. Hartau (Berlin, 1987), R. Paulson (Baltimore, 1998), and R. Schmidt (Montreal, 1999).
  Of equal significance is the 2003 exhibition at the Museo del Prado in Madrid entitled Images of Don Quixote’, and even more so the richly documented and illustrated catalogue of the exhibition prepared under the direction of Patrick Lenaghan, curator of prints at the Hispanic Society of America in New York.
 These studies and events have placed the illustrations in new and diverse cultural, aesthetic, and historical contexts, thus confirming their key critical value and role in the reception and interpretation of the novel. Together these studies make evident the urgent need to provide a more complete and accessible resource for the rich artistic tradition of the textual iconography of the Quixote in order to better understand its significant contribution to the editorial history and critical reception of Cervantes’ novel, still largely unknown to readers and unexamined by critics.
 
A brief overview of the illustrated Quixote shows that the visual readings and interpretations of the narrative are representative in technique, approach, and perspective of the means and views characteristic of each age and century, from the early baroque woodcuts of the 1600s to the colorful surrealistic drawings of the 20th century.
 Indeed, as John Harthan has observed, “A history of modern book illustration could almost be written in terms of this perennially popular classic alone” (153).
  
For almost 400 years artists have been illustrating the Quixote, some following their own understanding and views of the text, some pushed by the needs and desires of an editor or institution, but all trying to capture and replicate in the few instances afforded by their images the genius of its creator, in their particular time and place, and for their intended public.  After all, as Harthan rightly points out, “book illustration is like a hand-mirror in which one can see reflected great historical events, social changes and the movement of ideas down the centuries”(8).  
In the case of a great work of fiction, such as the Quixote, one can appreciate in the illustrations certain preferences and clear points of view, ideological and aesthetic; but cumulatively, and sequentially, the resulting contributions constitute a key interpretative visual reading and a unique form of visual knowledge. For some, the illustrator is not just a mediator but another traditore, at best distracting the reader from the text and at worst exploiting it and imposing personal views and readings upon it. For us, though, the illustrators are able to create an image capable of representing a complex narrative meaning, setting, and characterization. Their designs and engravings make tangible and accessible the fictive reality described by the author in his text; they are both a useful reading guide and an effective tool to see what we are told, to confirm the reality of the words. At their best, they not only depict imaginary actions but graphically illuminate and elucidate the text for the reader as visual annotations.

The illustrated history of the Quixote could be divided for our purposes into five periods, which roughly coincide with Harthan’s five historical divisions (Baroque, Rococo, Neoclassical, Romanticism and the mass market, and the modern “book beautiful”):

1. 1605-1640  (non-illustrated)
2. 1640-1725  (first illustrations)
3. 1725-1800  (classic illustrations)
4. 1800-1880  (romantic illustrations)
5. 1880-2005  (artistic illustrations)
After an initial period of non-illustrated editions, from 1605 to approximately 1640, the text is initially embellished and adorned, as was customary in the latter part of the 17th century, by individual artists and engravers reflecting and emphasizing the predominant interpretative views of the time, i.e. its comical and satirical aspects. This stage characterizes the work of S. Savry (Dordrecht 1657) and F. Bouttats (Brussels 1662) and is represented in our collection in the London 1700, Paris 1713, and Antwerp 1719 editions (figure 1). The same sort of approach and technique can be seen also in the anonymous illustrations present in the London 1687 edition containing the English translation by J. Philips. The Savry/Bouttats illustrations are copied and recopied many times and are the ones included in the first illustrated edition published in Spain in 1674, as reproduced and augmented by Diego de Obregón. They remain in use well into the 18th century, as seen in the Madrid 1782 edition in our collection.
The next period, already in the Rococo era in the early 18th century, was dominated by the elegant illustrations based on Charles-Antoine Coypel’s paintings and designs. Originally created as cartoons for the production of tapestries, they were soon converted to illustrations by the most famous engravers of the time, both in France and England, and were repeatedly used in all types of editions throughout the 1700s. This stage can be appreciated in our collection in the first English editions published in London in 1725 and 1731, and in particular in the beautiful French edition published by Peter de Hondt in The Hague in 1746 (figure 2). They remained extremely popular in Europe well into the 19th century, but not so in Spain, where they were never well received and were eclipsed by the illustrations published in the famous 1780 Ibarra edition. Our collection includes 18 editions with Coypel’s illustrations, none of them published in Spain. Although they are more theatrical and refined in technique and style, the characters and actions of the novel are still depicted in a satirical/comical manner. 
Beyond Coypel, the 18th century gave us some of the most memorable and beautiful representations of the Quixote, as seen in the illustrations by John Vanderbank, William Hogarth, Francis Hayman, and Thomas Stothard in England, and Daniel Chodowieki in Germany (figure 3). But most significantly, starting in 1771 with the illustrations created by J. Camarón and included in the Madrid edition published that year by Ibarra, and continuing with the Royal Academy editions (1780, 1782) also published by Ibarra and illustrated by Carnicero and others, the first sets of Spanish illustrations appeared; created by Spanish artists and engravers, and purposefully Spanish in atmosphere and setting. Instead of the particular inspiration of the individual artist, we see in this period the advent of the official, institutionally conceived and directed visual representation of the characters and episodes in the narrative; from the plates by Vanderbank (engraved by Van der Gutch) for the 1738 classic deluxe edition commissioned by Lord Carteret, to the 31 carefully planned engravings included in the magnificent 1780 Royal Spanish Academy edition. With them comes not only a change of tone and emphasis, and a more dignified and reverential vision of the hero, but also the overt desire to exclude those moments and situations thought to be inappropriate, i.e, lacking decorum or verisimilitude. The resulting images represent the initial steps in the canonization of the Quixote and its hero, well before the romantics were to proceed to his ultimate elevation and mythification, as Schmidt has aptly demonstrated. All the key editions of this period, and their derivatives, are represented in our collection. 
The 19th century brings to the illustrated book major technical and technological innovations such as lithography and the appearance of the pictorial novel. Once again the French artists and engravers dominate the scene, and the Quixote attracts in the Romantic period (1800-1880) the creative interests of such notables as Bertall, Daumier, Devéria, Grandville, Johannot, Lami, and Nanteuil, as well as G. Cruickshank and A. B. Houghton in England, and F. Novelli in Italy, all of them well represented in multiple editions in our collection (figure 4). 
But undoubtedly the most famous and influential of the illustrators from this period is Gustave Doré. The more than three hundred plates and vignettes in the 1863 edition published in Paris by Hachette in two large folio volumes are by far the best of the well-known Quixote illustrations. They were soon reproduced in England (1864), Spain (1865), and Germany (1866), and they have since appeared in innumerable editions of all types and sizes, up to the present time. To this extent, it is safe to say that Doré’s illustrations have disproportionately influenced our view and conception of the character and his story.  
During the 20th century, and in the period called by Harthan the “book beautiful” era, the tendency has been for artists to free themselves from the narrative impositions of the text, and even from their functional role as “illustrators” and visual interpreters of the text. Artists in this period felt free to use Cervantes’ text simply as an inspiration or as a vehicle to express their own personal stories and views, their own artistic style, in order to create a beautiful visual object in the form of a book. Such is the case of the art nouveau and aesthetic movement illustrators. We can recognize their approach and results in the illustrations created by Walter Crane, Walther Klemm and Jean de Bosschére, and more fully in the surrealist illustrations by Dalí, as well as in the most recent abstract and avant-garde representations by Eberhard Schlotter and Reinhold Metz (figure 5). 
In Spain, during this period, other well-known artists besides Dalí, such as José Segrelles, Gregorio Prieto and Antonio Saura, applied their vision and inspiration to illustrate the Quixote reflecting their own personal artistic styles. The colorful illustrations produced by Segrelles over a period of almost twenty years, and published in 1966 by Espasa, constitute the most extensive and characteristic example of this period and approach.
It is often stated by critics that the Quixote is a theatrical, graphic, and visual book. According to E. C. Riley, for instance, the Quixote “is a novel conceived in strongly visual terms” (111),
  that is to say, a work in which the illusory world of the Manchegan hidalgo is not just told, but painted and depicted, allowing us to see the performance of his imaginary reality. Indeed, the plot of the story evolves around the constant desire of the knight to impose and make real what he perceives and believes to be real in his mind, from Dulcinea to the giants. These imaginings, and their subversively parodic portrayal, embodied in the play of the antithesis appearance/reality, constitute, as Riley points out, the key thematics of the novel and control its structure and meaning. Ideals and illusions, perceptions and desires, are exposed as manifestations of a madness visually expressed in the windmills; in the emptiness of the air and in the uncertain fortune represented by the circular movement of their arms. The unique reading afforded by the illustrations becomes then a real and tangible visualization of Don Quixote’s imaginary world, while his story becomes in the process a visual text that attempts to capture a nonexistent reality; that is to say, the illustrations paint and depict what is absent or negated by the words in the text.

Riley, nevertheless, did not place great importance on the iconographic tradition of the Quixote when trying to interpret the historical process by which the written text becomes a visual icon. For Riley “the image-making process” (105) precedes the work and vision of the illustrators. Although this may be true in part, Schmidt’s research on the influential role placed by the illustrations in the 18th century regarding the canonization of the Quixote, particularly in the deluxe institutional editions of Lord Carteret (1738) and the Spanish Royal Academy (1780), do make evident that both processes, the popular iconization and the literary canonization, equally contributed to the creation of the Quixote and its myth through images and textual illustrations.
The interpretative tradition represented by the textual iconography owes its existence, ironically, to a gradual tendency in the textual history of the Quixote to complement and amplify the text with multiple paratextual elements such as portraits, biographies, maps, documents, and, of course, illustrations, in an apparent effort to make the Quixote a more accessible and better understood and appreciated classic. These additions by well-intentioned editors and publishers had the collateral effect of diminishing the attention dedicated to the accurate presentation of the text, even to the point of textual precision becoming a secondary matter. On the other hand, this approach resulted in the fortunate creation of an extensive artistic and interpretative tradition, a documented history of visual readings that conditioned and preempted at times a serious textual reading, while producing a false sense of knowledge and familiarity about the character, his life and adventures. In fact, the illustrations  allow us to see, and thus to know, not only the never-read but also the never-seen in the parodic text, the so called “nunca visto” fictional world imagined by Don Quixote. 

And we come now to the most extraordinary of all facts: the story of Don Quixote was illustrated even before it became the novel written by Cervantes and published in 1605; and, of course, well before Savry, Coypel or Doré decided to illustrate it. This the “author” himself finds out when, with considerable cervantine irony, he tells us he has run out of text and out of story after only eight chapters. This is obviously part of a calculated narrative game generated by the parody, and a key example of the metafictional construction of the text, since, of course, the rest of the story is soon found and the novel continues. The pages of the lost original, the new and truthful history written in Arabic by Cide Hamete Benengeli, are most fortunately discovered, and that version, we come to know, was illustrated. In the Alcaná de Toledo episode, at the beginning of chapter nine, much to his delight, the author comes across some notebooks he eagerly buys and soon has translated into Spanish, thus making possible the continuation of the battle with the Basque, and with it the history of the ingenious knight of La Mancha. Here is how the momentous discovery of the object of his desire is described:
Estaba en el primer cartapacio pintada muy al natural la batalla de don Quijote con el vizcaíno, puestos en la mesma postura que la historia cuenta. . . . Tenía a los pies escrito el vizcaíno un título que decía “Don Sancho de Azpetia” . . . y a los pies de Rocinante estaba otro que decía “Don Quijote.” (I.9, 109)

In the first notebook there was a very realistic depiction of the battle of Don Quixote and the Basque, both in the postures recounted in the history. . . . At the mule’s feet was a caption that read: Don Sancho de Azpetia. . .and at the feet of Rocinante was another one that said: Don Quixote. (68)

Although in other occasions “to depict” (pintar) and similar terms are used as synonyms of “to describe” and “to tell,” (describir y contar)
, the details of the text leave no room for doubt: we are dealing with a painting, a drawing by an unknown artist. In other words, what we have here is the first illustration and the beginning of the textual iconography of the Quixote.
Estaba Rocinante maravillosamente pintado, tan largo y tendido. . .que mostraba bien al descubierto con cuánta advertencia y propiedad se le había puesto el nombre de “Rocinante.” Junto a él estaba  Sancho Panza, que tenía del cabestro a su asno, a los pies del cual estaba otro rétulo que decía “Sancho Zancas,” y debía de ser que tenía, a lo que mostraba la pintura, la barriga grande, el talle corto y las zancas largas. . . . (I.9, 109)

Rocinante was so wonderfully depicted, so long and lank. . .that it was clear with what foresight and accuracy he had been given the name Rocinante. Next to him was Sancho Panza, holding the halter of his donkey, and at his feet was another caption that said: Sancho Zancas, and as the picture showed, he must have had a big belly, short stature and long shanks…. (68)
These words provide us with proof and confirmation of the inherent visual nature of story and characters, and are the point of departure for the iconographic tradition of the Quixote. This incitation to represent visually the narrative in the form of illustrations accompanying the text also found an immediate iconic response in popular culture, as seen in the first carnavalesque representations of Don Quixote in the engravings of Andreas Bretschneider (Dresden 1613)
, as well as in the first sets of illustrations done for the Quixote published between 1640 and 1657 in Germany, France and Holland.


It is important furthermore to place the playful presence of illustrations in Cide Hamete’s story in the context of Cervantes’ real interest and preoccupation with the visual aspects of his narrative. Throughout the Quixote Cervantes parodically incorporates into his fiction the hero’s concern with the truthful depiction of his character and actions. It starts already in chapter 2 of Part I with the still ingenioso hidalgo’s anticipation of the future pictorial depiction of his deeds and adventures as evidence of his immortal fame (I.2, 47), and it ends in one of the last chapters of Part II with the sad recognition of having been the victim of an unfortunate and false depiction by a malicious imitator called Avellaneda.  Bad storytellers are, like bad painters, all descendants of Úbeda, the painter from Orbaneja that “cuando le preguntaban qué pintaba, respondía: ‘Lo que saliere.’” (II.71, 1203) [“when asked what he was painting, would respond: ‘Whatever comes out.’” (923)].
 This is the reason for the final complaint Cervantes expressed through his character;  a wish apparently unheard by generations of artists and illustrators: “Retráteme el que quisiere, dijo don Quijote, pero no me maltrate, que muchas veces suele caerse la paciencia cuando la cargan de injurias” (II.59, 1114) [“Let anyone who wishes to, said Don Quixote, portray me, but not mistreat me, for patience often falters when it is loaded down with injuries” (838)]. For editors and commentators like John Oldfield (1742), H. E. Watts (1888), H. S. Ashbee (1895) and Royal Cortissoz (1906),
 Cervantes’ desire has been betrayed in the many inauthentic representations Don Quixote has endured and suffered at the hands of the multitude of bad artists and illustrators who have treated and mistreated his hero during the last 400 years.
Although, as we have seen, the eminently visual and dramatic nature of Don Quixote’s adventures and deeds has been often invoked to justify the work of the illustrations, the preoccupation with the truthful depiction of the actions and authentic portrayal of characters appears already embedded in the text, as one could expect, in connection with the parody of the chivalric ideals of love and adventure as represented in the libros de caballerías. Such is the case with the portrait that the merchants from Toledo demand from Don Quixote as proof of Dulcinea’s beauty: “suplico a vuestra merced. . .que vuestra merced sea servido de mostrarnos algún retrato de esa señora, aunque sea tamaño como un grano de trigo…” (I.4, 68-69) [“I implore your grace to have the goodness to show us a portrait of the lady, even if it is no larger than a grain of wheat…” (40)]. Don Quixote considers such a request an insult and a blasphemy, but it is a matter later realized by legions of illustrators.
 The same can be said with the emblematic portrait of the knight’s sorrowful countenance, as observed by Sancho, that Don Quixote determines “hacer pintar, cuando haya lugar” (I.19, 205), [“to have depicted on my shield, when there is time” (139)], and that although forgotten in the story has been a principal source of inspiration for many illustrators.

All of which take us to the ironic and prophetic quote from Part II chapter 71, an inevitable textual destination, given our present focus.  On the road back to their village after Don Quixote’s defeat in Barcelona, knight and squire stop at an inn and in their room they observe hanging some old paintings. Contemplating the subject matter of the paintings—the capture of Helena and the story of Dido and Eneas—Don Quixote imagines his intervention in their cases, in spite of his condition as a vanquished knight. Sancho is quick to take it one step further and turns the impossibly burlesque into a true ironic prediction:

Yo apostaré—dijo Sancho—que antes de mucho tiempo no ha de haber bodegón, venta ni mesón o tienda de barbero donde no ande pintada la historia de nuestras hazañas; pero querría yo que la pintasen manos de otro mejor pintor que el que ha pintado a estas. (II.71, 1203)
I’ll wager, said Sancho, that before long there won’t be a tavern, an inn, a hostelry, or a barbershop where the history of our deeds isn’t painted. But I’d like it done by the hands of a painter better that the one who did these. (923)

Although mostly concerned at the time with Avellaneda’s false imitation, Don Quixote alludes in his responsse to the Horatian topic of “ut pictura, poesis,” but Cervantes associates in his narrative the work of the painter and the writer, the intimate connection between words and images: to paint is another way of telling, of narrating, equivalent in so far as all decorous imitations of the truth must be.
 Within the tradition of the illustrated book, the textual iconography the Quixote has fulfilled Sancho’s burlesque prophecy, but more significantly, it has managed to combine in one single space the verbal and the visual text, thus making real through images what was imaginary in words.
As I alluded at the beginning, the time has come to see and to know the whole history of the Quixote, the illustrated Quixote. And to that end the Cervantes Project (CP) initiated in 2001 the creation of a fully accessible, searchable and documented electronic database and digital archive to include all the illustrations that form the textual iconography of the Quixote (as permitted by copyright limitations), along with the necessary interfaces and visualization tools to allow via the Internet for the kind of access and knowledge until now unimaginable.
 Furthermore, we envision the archive as a digital repository to complement the textual and bibliographical electronic resources already present in the CP, as well as a unique variorum image collection able to extend the value of our Electronic ’variorum’ edition of the Quixote.
 The archive will allow worldwide electronic access to unique and rare textual and graphical resources by scholars, students and users in general interested in Cervantes’ work and the influence of his masterpiece through 400 years from multiple perspectives: textual, artistic, critical, bibliographical, and historical.
Two key obstacles have prevented the publication of a comprehensive collection or archive based on the textual iconography of the Quixote: 1) the rarity of and difficult access to the materials, and 2) the technical and financial difficulties in compiling and disseminating such an archive in print format. The advent of hypertext, digital libraries, and the Internet, among other technological factors of the information technology revolution, make the impossible dream of visualizing the Quixote a realizable goal. Nevertheless, there remain still considerable obstacles and challenges if the result is to be both effective and valuable as an educational tool and a research resource in the humanities. 
The main rare book collection supporting our project is the Cervantes Project Collection at the Cushing Memorial Library and Archives of Texas A&M University. In recent years, the Cervantes Project and the Cushing Memorial Library have acquired a large number of significant illustrated editions for the purpose of creating a specialized collection of illustrated editions of the Quixote. At present, the Quixote textual iconography collection includes over 400 editions, published since 1620. The collection comprises close to 1,000 volumes, with a concentration in 18th and 19th century English, French, and Spanish illustrated editions. We estimate the digital archive of the collection will eventually include upwards of 8,000 images, supported by a fully searchable database and complemented by rich metadata and innovative visualization tools.

The identification, acquisition and incorporation into our collection of the illustrated editions from which to extract and document the editorial history and textual iconography of the Quixote were initiated in 2000. As the Cervantes Project collection expands, the digital archive we are developing in collaboration with the Center for the Study of Digital Libraries (CSDL) will also expand and achieve greater value and refinement.  In addition, the Cushing Memorial Library of Texas A&M University provides management of the physical collection, cataloging expertise, access and acquisition, as well as metadata support, digitization coordination, and management oversight.
On the technical side, the ongoing collaboration with the CSDL and our leading role and participation in the Humanities Informatics initiative started at Texas A&M in 2002 also ensure the availability of continued technical and infrastructural support. Agreements signed with the National Library of Spain and soon, we hope, with the Hispanic Society of America in New York--holders of the two most extensive Cervantes collections in the world--guarantee comprehensiveness by giving us access in digital format to a small number of unavailable items. Finally, the collaboration established with the Cervantes Chair at the University of Castilla-La Mancha provides additional resources and personnel through faculty exchanges and support for graduate student research. In all, the physical collection at the Cushing Memorial Library, already one of the preeminent Cervantes collections in the world, together with the hypertextual digital archive under development dedicated to the iconography of the Quixote, constitute a unique set of  educational and research resources.

Given the access limitations and inadequacies of previous resources in print, our digital archive of Quixote illustrations represents a revolutionary leap forward in the preservation and access of rare book collections, while the development and application of new searching aids and interactive visualization tools capable of multiple displays and new analytical approaches significantly increase the scholarly value and educational use of the archive.  The Quixote hypertextual archive gives users not only access to more illustrations in a more flexible format, but also places users in control, able to select, connect, display and analyze the visual data at their command for their own individual needs and purposes. In this way it is characteristic of the capabilities of the new media and of hypertextual archives in general, as described and anticipated in George Landow’s Hypertext.

The wide interdisciplinary interest in the Quixote throughout the centuries, its canonical and seminal status in the creation of the novel as a genre, its traditional inclusion in world literature courses, and its iconic status in Hispanic culture, are all factors that ensure a broad interest in the visual materials made available by our project and a large, constant, and diverse audience: scholars in literary and book history interested in evaluating the reception and development of the text--written and visual--, students of the novel and of illustrations researching the role and function of iconography in narrative, and curious readers interested in seeing and appreciating a no-longer-rare visual tradition. 

In all, the archive is designed to elicit active responses and to provoke new types of inquiries and new forms of textual, visual, and critical analysis. The dissemination through the Internet of a digital archive about the textual iconography of the Quixote at Texas A&M University will make possible a more complete and profound knowledge of the role, functions and diverse uses of textual illustrations, and will help us understand in particular their contribution as visual narratives and explore how they have shaped reader’s responses and critical interpretations of the Quixote as an experimental and postmodern text. 

It has been a long and fruitful journey, full of pleasant encounters and unexpected rewards, and in my story I have related to you past histories, present deeds, and future goals. In our first sally we have gone from rare books to public texts, from hidden sources to shared resources, and from the unseen to the known. In conclusion, allow me then gratefully to close with some words from the Quixote which I find particularly pertinent both for Cervantes’ journey and ours: 

Sancho…Lo que te sé decir es que no hay fortuna en el mundo, ni las cosas que en él suceden, buenas o malas que sean, vienen acaso, sino por particular providencia de los cielos, y de aquí lo que suele decirse: que cada uno es artífice de su ventura. (II.66, 1167-68)
Sancho…What I can say is that there is no fortune in the world, and the things that happened in it, whether good or bad, do not happen but by the particular providence in heaven, which is why people say that each man is the architect of his own fortune. (II.66, 893)
Notes
� As expected, the Quixote centenary in 2005 has brought renewed attention to the illustrations of the Quixote; see for instance: Don Quixote Illustrated, An Exhibit in Celebration of the 4th Centenary of Don Quixote, 1605-2005, Eduardo Urbina, et al, eds. (Printed by the Wind River Press, Austin for Texas A&M University, 2005), � HYPERLINK "http://lib-web2.tamu.edu/cushing/onlinex/cervantes/" ��http://lib-web2.tamu.edu/cushing/onlinex/cervantes/�; José Manuel Lucía Megías, Los primeros ilustradores del Quijote (Madrid: Ollero y Ramos, 2005); Don Quijote, un mito en papel: 60 joyas bibliográficas en la Comunidad de Madrid, José Manuel Lucía Megías, ed. (Madrid: Consejería de Cultura y Deportes, 2005); Visiones del Quijote (Barcelona: Fundació Caixa de Catalunya, 2005); Biografía de un libro (Madrid: Biblioteca Nacional, 2005), � HYPERLINK "http://www.bne.es/quijote/index.htm" ��http://www.bne.es/quijote/index.htm�; Don Quixote Illustrated: Textual Images and Visual Readings/Iconografía textual del Quijote, Eduardo Urbina y Jesús G. Maestro, eds. (Vigo: Mirabel Editorial, 2005). 





� Iconografía de Don Quixote; reproducción heliográfica y foto-tipográfica de 101 láminas elegidas entre las 60 ediciones, diversamente ilustradas, que se han publicado durante 257 años…destinadas a la primera edición de Don Quijote (Barcelona: P. Riera, 1879); and Manuel Henrich, Iconografía de las ediciones del Quijote de Miguel de Cervantes: Reproducción en facsímile de las portadas de 611 ediciones con notas bibliográficas. . . 3 vols. (Barcelona: Henrich y Cía., 1905). 





� Juan Givanel Mas y ‘Gaziel’, Historia gráfica de Cervantes y del Quijote (Madrid: Plus Ultra, 1946). 





� I am referring to the 2-vols edition illustrated by Tony Johannot (Paris: Dubochet, 1836-1837) with 800 xylography vignettes and engravings.





� H. S. Ashbee, An Iconography of Don Quixote, 1605-1895 (Printed for the Author at the University Press, Aberdeen; Issued by the Bibliographical Society, 1895). It includes at the end 23 full page engravings from the Madrid 1782 Ibarra edition, newly engraved by Alejandro Blanco, and a portrait of Cervantes by L. Alenza engraved also by A. Blanco, dated 1844. 





� Ashbee was also a collector of erotica and pornography, and the author, under the name Pisanus Fraxi, of obscene works, among them, perhaps, the 11 volume novel My Secret Life, attributed to him by Ian Gibson, his most recent biographer; The Erotomaniac: The Secret Life of Henry Spencer Ashbee (London: Faber & Faber, 2001). He donated his collections to the British Library (British Museum), which took only selected items, but the Quixote illustrations were donated to the hispanist J. Fitzmaurice-Kelly which had the good sense to offer them to Archer Huntington, and they are now at the Hispanic Society of America in New York. For additional details see Lenaghan, Imágenes del Quijote 121-23 (note 8 below). 





� Johannes Hartau, Don Quijote in der Kunst: Wandlungen einer Symbolfigur (Berlin: Mann, 1987); Ronald Paulson, Don Quixote in England: the Aesthetics of Laughter (Baltimore: The Johns Hopkins UP, 1998); and Rachel Schmidt, Critical Images: The Canonization of Don Quixote through Illustrated Editions of the Eighteenth Century (Montreal: McGill-Queen’s UP, 1999).





� Patrick Lenaghan, together with Javier Blas and José Manuel Matilla, Imágenes del Quijote: Modelos de representación en las ediciones de los siglos XVII a XIX (Madrid: Hispanic Society of America-Museo Nacional del Prado-Real Academia de Bellas Artes de San Fernando, Calcografía Nacional, 2003). See also the catalogue prepared for another related exhibition, El Quijote ilustrado: Modelos de representación en las ediciones españolas del siglo XVIII y comienzos del XIX (Madrid: Ministerio de Educación, Cultura y Deporte-Real Academia de Bellas Artes de San Fernando, 2003), which visited  Texas A&M University in March-April 2004 during the celebration of Spain Week.





� The online catalog of editions and the digital archive of images of our collection at the Cushing Memorial Library of Texas A&M University can be consulted since 2003 at � HYPERLINK "http://www.csdl.tamu.edu/cervantes/V2/images/intro-spa.html" ��http://www.csdl.tamu.edu/cervantes/V2/images/intro-spa.html�. The Centro de Estudios Cervantinos in Alcalá de Henares has announced recently that it is preparing, under the direction of José Manuel Lucía Megías, an image database of illustrations from their collection of texts, in cooperation with several other institutions: � HYPERLINK "http://www.centroestudioscervantinos.es/05_Inv/02_BanIma/BancoIma.htm" ��http://www.centroestudioscervantinos.es/ 05_Inv/02_BanIma/BancoIma.htm�.





� For a more detailed account see Patrick Lenaghan, “’Retráteme el que quisiere pero no me maltrate.’ Un recorrido por la historia de la ilustración gráfica del Quijote,” Imágenes del Quijote 15-43. 





� John Harthan, The History of the Illustrated Book: the Western Tradition (New York: Thames and Hudson, 1981). 





� Already in 1742 John Oldfield observed that “prints (are) capable of answering a higher purpose, by representing and illustrating many things, which cannot be so perfectly expressed by words”  “Advertisement concerning the Prints” xxv; (see note 20 below).





� “Don Quixote: from Text to Icon,” Cervantes: Bulletin of the Cervantes Society of America 8, special issue (1988): 103-15.





� I use here “to depict” in reference to the sense of “despintar” as defined by Covarrubias: “Despintarse una cosa, por alusión, es no suceder como lo teníamos pintado en nuestra imaginación,” Tesoro de la Lengua (Madrid: Turner, 1979) 871.





� Don Quijote de la Mancha, Francisco Rico, Director (Barcelona: Biblioteca Clásica, 1998), 2 vols; Don Quixote, English translation by Edith Grossman (New York: HarperCollins, 2003). 





� Such is the case, for instance, in the discussion between Sansón Carrasco and Don Quijote regarding the contents of Part I at the beginning of Part II: “A fee que no fue tan piadoso Eneas como Virgilio le pinta, ni tan prudente Ulises como le describe Homero” (II.3,649); or in the case of the comments made by the narrator about what the author wrote and the translator omitted: “Aquí nos pinta el autor todas las circunstancias de la casa de don Diego, pintándonos en ellas lo que contiene una casa de un caballero labrador y rico…” (II.18, 772).





� Johannes Hartau, Don Quijote in der Kunst: Wandlungen einer Symbolfigur (Berlin: Gebr. Mann, 1987) 15-18. 





� Hartau gives 1640 as the date of publication (19-22) while Lenaghan points out that the 38 plates were edited by Jacques Lagniet in 1650-1652, with the engravings by Jérôme David: “La edición de Francfort de 1648 [Frankfurt: T. Matthiae Götzen, 1648] debe considerarse actualmente como la primera edición ilustrada del Quijote (Hartau 1987, 34). Sin embargo, como contiene sólo cinco imágenes, carece de la entidad de las estampas de David-Lagniet ni de la edición de Savery” (135, n. 1);  see Patrick Lenaghan, Imágenes del Quijote 133-38. 





� Cervantes equates later on in this passage the painter with the writer, painting and writing, and Rico annotates that all this “Es eco del ´ut pictura, poesis´ de Horacio (Ad Pisones, v. 361). Pero además, y tal como prescribe la Poética de Aristóteles, don Quijote cree que el escritor y el pintor han de esforzarse en imitar con propiedad y decoro, ajustando su obra a los tres grados del discurso y reflejando las cosas como deberían de ser, no como son” (II.71, 1203, note 37). And perhaps this may be the rule followed by the illustrators that, not following Aristotle either, adjust their work rather to the historical styles and tastes they consider more pertinent, painting Don Quixote and his deeds not as they are, but as they believe should be. 





� See John Oldfield, “Advertisement concerning the Prints,” in The Life and Exploits of the Ingenious Gentleman Don Quixote de la Mancha, trans. by Charles Jarvis, 2 vols. (London: J. and R. Tonson, R. Dodsley, et al., 1742); I: xxv-xxxii; H. E. Watts, “The Bibliography of Don Quixote,” Appendix C to The Ingenious Gentleman Don Quixote of La Mancha, 5 vols. (London: B. Quaritch, 1888) I : 268-90 ; H. S. Ashbee, “Preface,” An Iconography of Don Quixote, 1605-1895 (London: Printed for the author at the University Press, Aberdeen, and issued by the Bibliographical Society, 1895) v-xi; Royal Cortissoz, “Introduction,” The History of the Valorous and Witty Knight-Errant Don Quixote of the Mancha, trans. by Thomas Shelton, 4 vols. (New York: Charles Scribner's Sons, 1906) xiii-xlii: “Don Quixote was a picture-book before the first illustration touched it, a fact which, indeed, has contributed largely to its fame” (xvii).


� Besides the portrait of the beautiful Dulcinea, a work “en la que se debían ocupar los pinceles de paraíso, de Timantes y de Apeles, y los buriles de Lisipo, para pintarla y grabarla en tablas, en mármoles y en bronces…” (II.32, 895), another absent but remembered portrait, Quintañona’s, perhaps seen by the knight’s grandmother, also incites the imagination and demands to be painted (I.49, 566).





� See, for instance, Part II chapter 3, where the first reference to the painter Úbeda is made in the context of the discussion between Sansón Carrasco and Don Quixote about the false nature of Avellaneda’s Quijote (652).  Although we do not agree with her approach and conclusions, the most comprehensive treatment of the connection painting-writing in the Quixote is the incisive study by Helena Percas de Ponseti, Cervantes the Writer and Painter of the Quijote (Columbia: University of Missouri P, 1988). 





� The Cervantes Project is an ongoing long-term project and research initiative dedicated to the development of a comprehensive digital archive based on the works of Miguel de Cervantes (1547-1616), the cornerstone of Hispanic letters and one of the world’s most influential authors.  In partnership with the Center for the Study of Digital Libraries and the Cushing Memorial Library and Archives, a division of the Texas A&M University Libraries, our goal is to create an online repository of textual, documentary, bibliographic, and visual electronic resources to serve the needs of students and scholars interested in Cervantes’ life, times and work, and focused in particular on the study of Don Quixote de la Mancha; � HYPERLINK "http://www.csdl.tamu.edu/cervantes" ��http://www.csdl.tamu.edu/cervantes�. 





� See pertinent publications in � HYPERLINK "http://www.csdl.tamu.edu/cervantes/english/publications.html" ��http://www.csdl.tamu.edu/cervantes/english/publications.html�/, and in particular, “Texto, contextos e hipertexto: la crítica textual en la era digital y la edición electrónica variorum del Quijote,” Quaderni di letterature iberiche e iberoamericane  (Milan) 27 (1999-2000) [2002]: 21-49; “The Cervantes Project: Steps to a Customizable and Interlinked On-Line Electronic Variorum Edition Supporting Scholarship," Research and Advanced Technology for Digital Libraries, 5th European Conference, ECDL2001 (Darmstadt, Sept. 2001), Panos Constantopoulos and Ingeborg T. Sølvberg, eds. (Berlin: Springer, 2001) 71-82; and “An Electronic Edition of Don Quixote for Humanities Scholars,” Document numérique (Paris: Editions Hermes), vol. 3, 1�2, spécial Documents anciens (November 1999): 75-91.





� Carlos Monroy et al. “Texts, Images, Knowledge: Visualizing Cervantes and Picasso.” Proceedings Visual Knowledges Conference. John Frow, ed. (University of Edinburgh: Institute for Advanced Studies in the Humanities, 2003); � HYPERLINK "http://webdb.ucs.ed.ac.uk/malts/other/VKC/dsp-all-papers.cfm" �http://webdb.ucs.ed.ac.uk/ malts/other/VKC/dsp-all-papers.cfm�.





� The Cervantes Chair (Cátedra Cervantes) was established in 2003 at the Universidad de Castilla-La Mancha, with funding from the Banco de Santander (Spain).





� George P. Landow, Hypertext 2.0. Being a Revised, Amplified Edition of Hypertext: The Convergence of Contemporary Critical Theory and Technology (Baltimore-London: The Johns Hopkins UP, 1997). See also on the subject of hypertext and hyperediting Jerome J. McGann, A Critique of Modern Textual Criticism (Chicago: U de Chicago P, 1983), “The Rationale of Hypertext,” Electronic Text: Investigations in Method and Theory, K. Sutherland, ed. (Oxford: Clarendon P-New York: Oxford UP, 1997) 19-46, and in the same volume, Peter M. W. Robinson, “New Directions in Critical Editing” 145-71, and Peter S. Donaldson, “Digital Archive as Expanded Text: Shakespeare and Electronic Textuality” 173-97. See also Peter M. W. Robinson, “Redefining Critical Editions,” The Digital World: Text-Based Computing in the Humanities, George P. Landow & Paul Delany, eds. (Cambridge, MA: The MIT Press, 1993) 271-91; Peter S. Donaldson, “The Shakespeare Interactive Archive: New Directions in Electronic Scholarship on Text and Performance,” Contextual Media, Edward Barrett and Marie Redmond, eds. (Cambridge, MA: MIT Press, 1995) 103-28, and George P. Landow, “Hypertext, Scholarly Annotation, and the Electronic Edition,” Hypertext Editions: Theory and Practice, Richard J. Finneran, coord. ALLC-ACH 1996 (June 29, 2001) � HYPERLINK "http://gonzo.hit.uib.no/allcach96/Panels/ Finneran/landow.html/" ��http://gonzo.hit.uib.no/allcach96/Panels/Finneran/landow.html�/.











