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The story·within·the-story has lcmg been used as 8 literary device. 
Perhaps the most flIOOus example is The Tholl6and and One Nighu. which 
offers many del ighlfu1ly ca:nplec frBrninB devices--stcries within slaies within 
stiU-more stories. Ofcoune. many other works elsa use !his tedmique. both 
from the traditional story-lcllinS lJaditioos and from more ~t literary 
traditions.I 'I'Wugh generally considered BD essayist and oovcli9l" A2or:In (the 
pseudonym of Jose Martinez Ruiz) uses similiar frwning techniques in his 
autobiographical La.r con/e$;one$ ck 1111 peqlldlo fi1660/0 and in his novel 
Dolla 1M3 IIIIlODg alhers. 

Althou@h Azortn· i!I frames are not as extravaganl as those of Shahraz&d, 
Las con/elliont!3 is perhaps the one Azorinian wat in which. BD oulline of the 
layering devices is most crucial to understanding the IeXt as 8 whole. In La.J 
con!e;,;onell. the frames parallel and highlight the sluup-yet-blurred divisioos 
between aut:b£r', narrator, and protagonist. lbis separation can cause 
confusi.m. since aU t:hn:e carry the same name-Az.arin the author, Azorfn the 
(lISIJUlJlCd) nalTlrtor, and Azortn the protagonist. 

FraminB is. cruciAl clement in the author's divisioo between the various 
fmus ofws emerging pcnona, There: are three main levels offuming. wilb 
perhaps. fourth minor one: 

(1) Jose Martinez Ruiz, the IUthoc• ..no still has noL definitively 
laken the pennamc of"Azain." is the first. and outcr-most, frame. 
This is, ofcourse, an implied framc which ~ the en~ Icxl 
Ironic&1ly. given the CODvaWcwa of fictioo. his only abso)utely 
certain place in the book (despilc the fact that be created it IIIJ) is m 
the tiUe page. Most IiterBIy oonvCIltiOOS assume that the lIUt:lJu' i, 
present, despilc hi, "invisibility," and tba1 hi, personal view9 are 
reflected in the text2 Further strengthening the idea of an oula 
aUlhorial frame, in 1909 the author issued a new edition of the 
work., with a new prologue signed by"Azorln.YO I coostrw: this as a 
deliberate lcxtuI1izBtim ofa previously implied outer frame. I will 
discuM this prologue briefly at a lala point in my study. 

(2) The !CCODd 1eYc1 of framing is that of the lIUt:lJu"s literBIy 
creat:ioo, !he Bdull AntMio, who decide9 to wrilc a book. Th..is level 
includes !he !lpCcific action of Antooio writing lhc book while 
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sitting in the family library, as well as his disappointing return to 
\isil his childhood school in Veel8. In the spirit of Azorin's 
conlemporary Miguel de Unamuno (for example, in Niebla), 
Martinez Ruiz enters inlD his own navel as a cbaracta"; specifically, 
as the main PI'OpOOmt ofAntooio's 'Miring CllRX:I"? (Whal referring 
in subsequenl parts of lhis chapter to Martinez Ruiz as a character. 
I will often label him "the fictionalized Martinez Ruiz.,,)4 Besides 
giving advice, the fictionalized MllI11nez Ruiz "helps" his MJiien,d" 
by writing 8 prologue and an epilogue. 

(3) The third level, which comprises the bulk. of the oovel. 
coosists ciAntonio's recoJk:etioos d youth. Again, the main subject 
is the school that Antonio had attended. 

(4) Tbere is perhaps al90 8 fourth level cichildhlxd stcries whidl. 
Antonio teU" such 8S the tale of Menchir6n. 1bese are not R:­

creations ofAntonio's childhood so much as they are re-aeatioos 
ofre-aeatiOl13·-6dult re-Icllings oftbe 9ChooIy&rd lep:l..1 he beard 
as 8 child. The result is 8 fairly heavy layering etreclo 

Ullimalely. all levels present voices of the author, the inhabitant of the 
first lUld outer frame; 8 penon who. in his many forms., despite his attempt to 
hide under the veil of child·like re-aeated fictionality, has definite opiniOl13 
about Yeela, Spain, persooaI development. education in [1:011.2"&. IIDd his own 
schooling in specific. 

The adult Antonio (who operates, in Ltu conft!~iorteJ. on the x.cond 
framing levelS) ill slightly diJferent in each of the ·'Antonio Azc:win" works; 
despite the WIC of the same name, he i, DOl.. strictly speaking, the same 
charac:ur.6 1"be Anlonio ofLtu co"ft!~iOM' is much more mahR than his two 
previws incamatims--be is much less ClT81ic and is IJQC 81 peace with. his life 
story llIld with his 3UITOUDdings,' Within the fictional.ity of the inner frlUDe!J, 
Antonio is the aulln of the DOvel; Ltu t:o"ft!~jone~ is a collection of bill 
memories. Wilhin thi" fictional set-up, the boli;: is written 81 the urging of 
Anlonio's friends (incbdin.g"Martinez Ruiz") WM, upcn learning of!WI plans 
for a possible political can:er, convince him 10 write a boli;: inSeId. While the 
narrala" (fnune #2) is a raninisca:at adult, Azcnn the 8UIhor (frmne #1) makes 
an effort to reconstruct the perspective of a child (frame *3), creating an 
impressionistic, ooncise, and wbimsical accounl Is it an ltCOJratc account? Of 
cour.te oot--811easl, oot completely. 1biJ is an act of fiction which, while 
obviou.'lIy semi-aulobiograplUcaJ, sele.;b the IIlf'mlXies which Azorin the 
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author wishes to recall, in the way in which he wishes the reader to perceive 
lhem. This act ofthe pen highlighls the wtificiality of flclion itself--the author 
(frame NI), already shielded by the creotioo. of 8 semi-aulobiographical 
fictitious character (frame #2), hides himselfeven more with. the insertioo of 
an mtiflcial child' 5-e)'C view (ftsme 13). This poctrait ofAzcrin lIS 8}'OUI18 boy 
is unique in the Anloniu Azorin works, but, similar to La lIOJuntad and 
Antonio Azorln, it is ultimal.ely MOther version of the autobiography, the 
"portrait ofan artist." 

Also in evidence in this carefully selecled collection ci memories are the 
beginnings of 8 nwnber of Antonio's (and, by atention, Azcrtn's) life-long 
preoccupations··for example, nature, time. the lolling of bells, and ..the 
Spllllish spirit" Considering the recurring role of this am other motifs in 
Azorini811 novels, their ven;ions in La" confesiones may be ~ IS proIatypes. 
Or, givm the intentionality of the text, and the fact thallhey are written 8fu:r 
the ~ hllVe already been established and noon as ..An:rinian," lhey are the 
versi.()(llj wtUcll Msrtfne:z Ruiz himself, developing inLD his new role of 
"ArorIn." wishes to establish as prototypes. 

The recollection frame is closed near !he end of the novel (frame level #3 
gives way to *'2) when. the adult Antonio returns to Y('Cla for 8 visit to his ok! 
scooot He is strucJ.:. by the lack of chari8e after:lO many years: joyless boys file 
by to !heir c1BSSf8, just as the young An1mio and his classmates had dcoe years 
earlier. completing a "cycle of lime" repetition motif within the novel. 
Antonio's disappointing return 10 Yeela is menliooed in various parts of the 
novel, though most completely at the end of the frame 'M2 library sequence. 
This presmts 8D. obvious seam in the fumJing tapestty: il is itselfa recollection, 
but il is a n:coIlection of the vay-near, as oppnaJ to distant, past. Thi9 i9 not, 
however. the only seam which resu.l1s from narration of the visit. Olber 
A20rinian novels coo.lain a pattern in which a major event is followed by 
inlro8peCtion by a main. character,1 this happens in z.a., confe&iOM& lIS well. 

ESlle'lllially, these inlrospeelioos are "essays-within-the-novel;' lIS 
oppoged 10 Mstories_within_stories." Azorin's essays often help 10 explain. the 
philosophical uoderplnninp of the novel, alth.oogh they sometimes seem 10 be 
more lilre his newspaper articles that like the rest of the llOvd.!' Givm lh81the 
trip 10 Yecla is )I"lIClicaJly the ooIy event ofLa" co,ye&iOlte3 (except. perhaps, 
the actua.I decisioo 10 recollect), it is inevitable tlud: the p8SS8.ges foUawing the 
trip report:9 will be rich with. inlrospection. One resultant introspedion occ:un; 

after the Y0018 visit is recalled, out ofchronologicaJ crder. in the midst of the 
listing of childhood memories (55). At this point. Azorin the author" seems 
momentarily 10 lose the prctc:nse of fictioo. His rcsuUant ess8Y-1ike in.iertion.--a 
pcnkI-8D.ce about Yecla, and other dying Spanish Io'Wns: like il--~ to Iwve 



166 [)WeI R. Tr*r 

been filtered very lillie by the Antonio character. This is perhaps not 
surprising. ho\.vever. as th.i.cI is where the lieCOIld and third frames. havinglxen 
separated Deac!he beginning of the novel. are beginning 10 fuse once ll@:ain. 

In this plU1 of the novel. Azorin seems to be confused about whether he 
wi.!llJes 10 give his own nowntayocnista explanations of "the SpBD.ish 
coOOition." with little heed to "Anlonia;' cr whether he wishes 10 continue the 
intentional.fictionality of the rvvel. Seemingly trying to resolve this confusion 
of "authorship" (and perhaps 10 reassure himself of tlls 8UloDany as 8 writer), 
Azorln has his AnIooio character reiterate the claim that his book: is just a 
series ofimpressions: "Tcngo una idea confusa: no qwero arreglar IlBda. Me 
place dejar estas sensaciones que buUen CD mi memoria t&l COlOO yo 1115 sicnto, 
ca6ticas. indefinida.'t ..... (56). The inference is Ihat the author is no longer the 
strident studenl radical J09C MBJ1fnez Ruiz••rathcr. he has become the 
peaceful, contemplative Azorln. 

The recollection (and main) pBrt f:i" the DOVel end.'! !OXI after the fleeting 
image afMaria Rosario, a girl whom the aulJvr had seen for ooly an instant, 
100888°. '!'his is not an accidental choice of the author. since this is perhaps 
the pari of the novel which mosl effectively cncapsu.Iates Aza1n's emerging 
style, c!I88ys abou1 minu1c details, objects. and mc:moriC!I. The library scenes 
pn:scDI mosIIy the third 1"",1 of framiog, a1thoUllh the author shifts the reader 
from third 1o!JeOJDd The most obvious places 10 view the shifts between the 
first and geC01d ttllDlCS, between the authoc and his aeation, are the prologue 
and the epilogue. Firm, Martinez Ruiz steps into the narrative to write 11 

prologue under the guise of his .fictitious self. This device sets up the 
8ttificiality, and obvious fictiooality, of the novel, from the very beginning; in 
much the same way as Cide Hanx:te Benengc:li in Don QUixote or Auausw 
perez in Unamuno's Niebla. I0 Tbfre are two overriding eleml:nts offictioo in 
Ltu confe8ioM8, fOU8hJy correspondent with the first and 9ClOOOd frlming 
divisions: me is lhat Antooio, 8 fictional character, bas vnitIat the rovelllt the 
behest of the fictionalized Martinez Ruiz, and the other is that Antonio's 
"memories" reflect a thorough and Wlbiased attempt at autobiography by 
Awrin. 

The deliberate fictiooalily of the led betuDcs a 30rt ofmeta-frame. The 
fictionalized MIII1fne:z Ruiz bas advised his "friend" Antmio lo pW'We a 
writing, as opposed lo pllilicaI. C8RlCI". Thus, the poI.iticslwriting dilemma 
beames much. mere than just 8 todu&I COIlSru;:t which is ernbel;kJed wilbin the 
framing levels: it bocomcs the cmtral bilurim oftbe oovd, which i:nfunns tbe 
whole Icxt. While this Azorinian quesion of .:tim versus cmtcmplation, 
writing versus abulia, is 8 key lo the plot of the other two "Anlooio Azorin" 
works, it i.'l not. tbl:mc: of Ltu conje6;oM6. This i.'l becaJse, by ddinitim, the 
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matter is "9d11ed," since Las confesjones is <N.cnsibly written lhraugh the eyes 
of a protagonist who has already chosen contemplation, and is now looking 
bd.. The framing devices are important 00. 8 !hematic level because the edp 
between frames coincide with edges betweenyo IIIId nada, between creator 
am creation, ani, ultimately, between the writer which Jose Martfne:z Ruiz has 
been versus the writer which he is becoming as "A:z.orln." 

In the prologue, when Antonio thinks shoot what Martfne:z Ruiz has lISked 
him. he pauses foc 8 moment of silence: " .. , parec.la que Ie costaba renUIK:iar 
8 un ideal querido; nosotJoo asi9lJlIIIlOS emxionados a cste terrible y pequdlo 
drama Intima" (36). By forell0ing politics and action, and concenlrating on 
conlemplation, Azorfn allows his prolagoni9l 10 give up Ihe struggle for 
"balance." In this sense, the last book of the trilogy does oonstitule a closure 
in which the two inner forces .find not balance, but aI. least some inner peace. 
Finally, Anlooio says: "Estti. bien; escribire un libro." Mlll11nez Ruiz add.i: "Y 
este es ellibro, Ieclor. que ha e!lCI'ito Antooio Azmtn, en Iuga.- de un progI'fIIll4 

politico" (36). Azocin, the author, is now creating not onJy a fictiooal 
chHracter--ill mixture ofreal manrries and podicaIly re-aeated .liction··blJl: his 
own publicly perceived per!IOD8 as well: any simil&rities betwtcl this new 
fictionalized life and the "real" one of its author will ultimolely be up 10 the 
reader. A!J the ~ader familiar with Azortn's body of production knows, in 
works subsequeot 10 Lm co1Jftsiones the line between the two was 10 beccme 
increasingly blwn:.d. 

At the end of the novel, there are two epilogues. In the finlt epilogue, 
Anlooio's, the two fictional levels (the secmd IIlld third frsmes of the novel) 
finally rejoin completely-the n:collectioos ofyooIh have cndo1, lIIId the IIdua1 
return trip III Yecla is narrated. In the second, the fictionalized Jose Martinez 
Ruiz n:-enter9 to fwnish his own epilogue. Ultiroa1ely, the second epilogue 
plllCCs the work within the enduring frame, Ihal of the reader IIlld of the 
Spanish literary tradition: "Que otras digan :Ii vale 0 no este libro; yo no 
tendrla serenidad bastante para hacer Wla critics" (97). Thus ends the novel. 

Seemingly nrt cmtenl with the effect of this IlI)'Crin& in 1909, the author 
i9sucd a new edition of Las confe8ioM8, with yet another new layer, in the 
fonn ofa new prologue. In this new version. he signs himself"Azorfn." This 
edition is short--on1y 66 pages. Thanks. in part, however, III the intricate 
framing techniques used by the 8U1bcx'. this is 8 work which "reads" much 
longer. 
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NOns 

I I do Dot inlcld 10 engage in. full-scale discourse on the framing gc:nte 
here. Varioos ether \'Itdr;s explain and justify the existence 8Ild use ofnlllTati~ 

frames. Within the general subjecl of Spanish literature. Gald6!J provides 8 

particuarly fertile ground; especially in critical Ireatment5 of the novel El 
amigo Manso. lohn Kronik's -Ow- Friend Manso and the Game of Fictive 
AuloDomy" is especially helpful. Kronik notes that Chapters 1 and 50 of the 
novel "constitute a frame thai establishes M'-'dmo MIIDSO in his own wads as 
8 lie, a fictive invention" (158). He adds thai these two cbapl.er:i provide the 
"structure that shapes the enlire novel" (162). Another useful work is Hazel 
Gold's The Reframing of RcalimJ.: Gald6s and the Discourses of the 
Nineteenth-Century Spllll.ish Novel. Gold stresses the importance offraming 
devices 10 the nineleenth~twy novel. caJling their role ·paramaunl" (10). 
She:: explains that the rapid increase in general classified knowlCJdBe led 10 
similllJ' development5 in literature: •... the rea1isL novel ... in attempting a 
similar codification, comes to ~ speci.ficaJJy 00 the aestbctic principal of 
frmtting" (107). 

1 See Wsyne Booth, Th~ RIw'orlc of Fic'lon: "In shc:I1, the author's 
judgment is IIIwlYS present, always evident to anycne who kmws heM' to look 
h il" (20). 

, While this character cpcrates on the IJOOald level offrBming. be appears 
mostly in the prologue and epilogue, part5 of the novel in wbicll levels of 
framing snd oftictioo are sometimes meshed together, this is COIISistent with 
the growing confusion between the 8lI1hor's real pc:nona1ity IIIld his littrary 
penooalily. 

" See Barbanl; HermsIcin Smith. 0" 1M MDbng ofDI$cotIne: ~The 
CSgeIl1ial fictivmcs:l ofoQ\1ds,. howewi'. is mt to be dilk:OVc:nd in the lmICII.ity 
of cheractcrs. objects. BDd events alluded to, bw in the unreality of the 
a/1~ding$ themselves. In other words, in a oovel or a tale. it is the act of 
reporting events, the ocl ofdescribing per!DIlII (J referring 10 place'l, thai. is 
fictive" (29). 

~ 'I'hc:a'e1iW1y, one could differentiate ben: betweeu the "aduh Antooio" 
(...xmd ""eI) ond the "child AnIooio:' (third ""el) <><>DSKIering them .,lwo 
!lCp&l'l.te characters. lntimalety, tmugh. the dJild Antonio is a recreatim of!be 
sdult Antonio, and both are creations of the author. 

6 This point is hBldly originaJ to this study. Ammg others. Johnson notes 
this, especially in her lreatmenl oeLa vohmtad. 
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1 This point, loa, has been made before. It i!l interesting to note whBl: 8 

change this is, though. frmJ !he Anlooio of La KJlrlfllad. especially with regard 
to his attitude toward his old scOOol. In Azol"'iIJ a.J a liMrtlry eri/ie, Fox notes 
a change in the Ilul.hor as early as So/edadf!S (1898). 

H The str"<nBesl examples aflllis are perhaps DaJ. Pablo's visiOO."l in DoiJa 
lnes, which occuc Ilfkr majoc events. In La volJlnlad. trips with YWk usually 
provoke novenlo:yochista musings abouL th.;: Spanish countryside and 
charBCter. Animio's marriage to Ilwninada is certainly 8 major event., but the 
lack of subsequeDt inlrospediOO.'l. rather than weakening !he argument., in fllCl 
strengthen it by symbolizing his 6gurative death. InAntonio Azorln, Antmio's 
return trip!! to Madlid provoke sadness and much introspection. 

9 Credit must be giVCll. ooce again to Johnson's work in Croufire, as well 
as to Fox'sArori": GllliI tk ltJ ohm campleta. 

10 While these oonstructioos are well-known to studenLs of Spanish 
literature. they do merit explanation. Cide H8mete Benen8eli is a ~lI'1Ul9lator· 

of the Qllixole (as opposed to Cervantes. who is the twthor), but be is B 

fictional character. See John 1. Allen's "Levels of Fiction in Don Quixote,· 
which i!il included. in the NOf1On Critical Edition of the Orrt19by trall-'dation of 
Don QviW~ (919-927). In Un8IIIUOO'sNiebla,1he prdagonistA1J8U8to perez 
rebels against his (fictionol) death. In protest, he travels to Sal8lll8DCll to srgue 
the decision with !he author, Unamuno himselfl From the beginning, however, 
the character's ficticmlity has been undersccn:d as one ~creaI.ai fiun the mist." 
These comparisons are by no means original to my study. Cide Hamete 
Bcnengeli figures prominently in Gold's wort. llDd Kronik certai.nly geeS 

similarities between Maximo Manso aJXI Augusto Pc!ru. In the article ~Inlerioc 

Duplication and the Problem of Form in the Modem Spani9h Novel, ~ noted 
A20rin scholar Leon Livingstone makes comparisons !imilar to those of 
Kronik. 
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