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SYNOPSIS

This dissertation is concerned with El Conde de Sex by the Spanish

dramatist Antonio Coello y Ochoa. An edited text of the play,
based on the first edition of 1638, is given alternately with an
English prose translation. This is the first time the play has
been translated. Explanatory notes on textual, historical,
theatrical, and other matters are given in the Commentary.

El Conde de Sex is of unusual interest in Anglo-Spanish
literary relationships since it portrays Queen Elizabeth I and
the Earl of Essex as central figures in a romantic drama.
Considering that the play was written within fifty years of the
Amada, they are treated with remarkable sympathy.

The Introduction attempts a sketch of Coello's life and
literary career. Not much is known about him, but Spanish sources
have been investigated and early manuscripts of the play have been
consulted. An examination of El_Conde de Sex in the context of
the drama of its time suggests that Coello was concerned primarily
to create a theatrically convincing romantic drama rather than to
give an accurate picture of life in the English court. No primary

sources have been discovered.
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The following three works are referred to frequently in
the Introduction, and their titles have beén shortened in the

subsequent footnotes, as indicated here:

(Cotarelo, 'Antonio Coello y Ochoa):
Emilio Cotarelo, ‘'Antonio Coello y Ochoa,’ Boletin de la Real Academia
Espanola, 1918.

(Rennert, The Spanish Stage):
H.A. Rennert, The Spanish Stage ié the Time of Lope de Vega,

Dover Publicationg, Inc., New York, 1963. The original text
was first published in 1909.
(Shergold, A History of the Spanish Stage):

N.D. Shergold, A History of the Spanish Stage from Medieval Yimes
until the end of the Seventeenth Century, Oxford University Press,

1967.

(S) refers to the Spanish text, and

(E) refers to the English text, both in the Introduction and in

the Commentary.



(1)
Life of

Antonio Coello y Ochoa (1611-1652).1

Antonio Coe1102was born into a middle-clasé family richer in
titles thnan in fortunes. A great-grandfather was the mayor of an
dermandad (a kind of guild) and his grandfather was a member of the
Cortes (Parliament) around the year 1611.

Coello's parents (Juan Coello iArias and Melchora de Cchoa)
were both natives of Madrid. The playwright was born on 26 October,
1011, and baptised on 18 November. A year later a brother was born;
like Antonio, Juan was also t0 be a soldier and a playwrignt; but of
less distinction than his brother. Their father was employed in
the household of the Duke of Alburquerque, apparently in a position
of some importance. He died suddenly in the year 16154at the early
age of thirty-six, and in such poverty that he did not even make a
will, for, as the death certificate reads, 'he had not the wherewithal." 5
The fatherless children were probably looked after both by the mother's
family and by the Duke of Aloburquergue.

At that time the Duke, don Francisco Fernéhdez de la Cueva, was
tnirty~seven years of age. He was often away from Madrid, holding
important offices, such as that of viceroy and ambassador. It is
assumed that as a generous patron he would not have allowed the Coello
family to starve. He was 100 a lover of the arts and perhaps for
this reason Antonio would have received a good literary education
under nis auspices. But as soon as he was o0ld enough Antonio entered

the Army, probably accompanying nis noble master. But even at this
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age his interest in poetry can be seen, for at the festivities which
the Orden de la Merced arranged in 1629 to honour their founder,

Antonio presented a rondeau and a sonnet. After Antonio's death

4

P , s R . .
Tomés Alfay of Zaragoza published a collection of his verses, ' and

it is highly probable that they belong to this period. In 1630
p)

Lope de Vega” recognised him as a poet, for he is mentioned favourably

in Lope's poem Laurel de Apolo. Two years later Dr Juan pérez de

6

iontalofn praised him in his Para Todos. It is likely that at this
time Coello was writing plays in collaboration with Vgiez de Guevara
or Calder6£ de la Barca. And it is certain that he was writing plays
for the private theatre in 1633 or 1634, perhaps even for the public
theatres (corrales) of the capital.7-

Tne Royal Palace itself was now to receive the works of the new

author. It is recorded that on 30 May 1632 the company of Manuel

AlviTrez Vallejo8 performed Coello's witty play, The Jealous EZxtremaduran

(21 Celoso Extremeﬁb) wnich was inspired by the novel of the same name

by Cervantes. And in the following year, on 10 November, the same

theatrical manager and company performed The farl of Essex (El Conde

9

de Sex).
Unlike most poets in Spain, Antonio did not contribute to the

Hama Pgstuma10 dedicated to the memory of Lope de Vega, perhaps because

of absence from the capital, although by this time he had made himself
important enough to qualify as a contributor. The following year the
Italian Febio Franchi collected the elegies which had been written

in praise of Lope in Italy, and he made some interésting comments on

- . . aa \ .
contemporary authors; speaking of Antonio, he said, "Ed a don Antonio
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Cueglio potfg V. Maeste suprema mandare g dire che fa pari commedie
come guella del Geloso Estremegno, fafg anche gelosi tutti gli altri
ingegni comici.”

The plays of the young Antonio must have been well accepted at
the Court of Philip IV, for he was treated as one of the principal
poets there during the great festivities of 1637. These began on
Sunday, 15 rFebruary, and continued until the 24th of the same month.
On the 20th a poetical contest on burlesque themes was held before
the King, and was presided over by Luis Vgiez. One of the themes was,
"Why are the servant girls of the Palace called'mondongas:' (kitchen
wenches),11 and the prize went to Antonio who proposed in a graceful
pallad that the nickname was a substitute for a lady of honour. On

tlonday, the 23rd, by night, the play, The Rape of the Sabine Women

(£l Robo de las Ssbinas) written by Rojas Zorrilla and the Coello

orothers, was performed in the hall of the Palace.
In 16%8 Antonio left Madrid in the company of the Duke of
Alburguerque to fight against the French who had invaded the province
of Guipﬁécoa. They were away until the end of the year, long after
the French had withdrawn to their own country. The Duke spent 1639
in Madrid and there are two references to the presence of Antonio
tnere as well. The first is when, in a poem, he praises a book written

vy a Portuguese, Rodrigo Méndez Silve, called The Royal Catalogue of

. s ~
Spain (Catalogo Real de Espana). And later he writes a sonnet in

memory of his friend and collaborator Dr Juan Pé;ez de Montalbéﬁ, who
died in Madrid in 1638.

In the following year, 1640, Antonio and the Duke were probably
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out of Madrid and perhaps even out of the country. The Duke had
heen given the command of a regiment, and in 1641 was invelved in a
duel in Brussels. After this he toock part in the battles of Chdtelet
and Rocroi. It is a fairly safe conjecture that all this time Antonio
was with the Duke, or at least nearby. But unfortunately there are
no references to him apart from the two mentioned above. Obviously
he had been distinguishing himself, for in a royal decree dated 9 May,
1642, the King granted him the habit of Santiago,12 an honour which
he did not take up until some six years later, in all probability
because ¢of his continued absence from the capital. It is known that
Antonio was given the rank of captain, perhaps in the Duke's own
regiment.

Back in Madrid in 1648 he claimed the honour of Santiago which
he had been granted earlier. This he received in February of that
year. Again one must assume that after his return from the busy life
of the campaigning soldier he would have veen equally busy in household
tasks for the Duke. According %o A. Baena,13 he was appointed minister
of the Real Junta de Aposento on 17 May, 1652. But he did not have
much time to enjoy this, for he died suddenly - like his father before
him ~ on 20 October of that same year. But unlike his father he had
nade a will, although only one day before his death; in this he is
called 'Aposentador14 del 1libro de la Casa y Corte de Su Majestad,!
and he stated that he was sound in mind, although sick in body.

He asked to be shrouded in the habit of his Order; he mentioned
sone small deobts which might be owing; he asked that all his debts

to the Duke be paid, and if the latter owed him any money it was not



to be claimed. There are bequests to the Duchess, her daughter,
nis nephew, to a female servant and a groom. He made his brother
nis heir and begged the King to pass on to him the title of 'Aposentador!'.
From an inventory of his goods made two days later, in which were listed
sixty-three paintings and much rich furniture, it is clear that he was
reasonably well-off, and must have held an important position in the
Alburquerque household.

He was buried in the convent of Nuestra Senora de la Victoria,

Madrid.

1. This section has used as its basis the invaluable article by
Emilio Cotarelo, 'Antonio Coello y Ochoa', Boletin de la Real Academia
sspanola, 1918, and the entry on Antonio Coello in the Enciclopedia
Universal Ilustrada, Buropeo-Americana, Espasa-Cglpe, S.A.

2. “Don Jos€ Antonic Baene, in his Sons of Madrid (Hijos de Madrid,

I1.145) gave a short biographical sketch of the playwright which has

served as the basis for Mesonero, Barrera and other writers who have
dealt with the history of the Spanish theatre." Cotarelo, 'Antonio
Coello y Ochoa!', page 553, n.l.

3. "En 5 de julio de 1615 murié en la calle de las Guertas Juan Coello
Arias, de repente, casado con D.%'Melchora. Porque no tenfa qué no hizo
testamento. EnterrSse en 9 ducados." Cotarelo, 'Antonio Coello y
Ochoa', page 555.

4. Poesfas varias de grandeg ingenios espaﬁbles. Recogidas por Josef
tlfay, Zaragoza, Juan de Ibar, 1654.

5. "Bien puede don Antonio Cuello el suyo
levantar al celestg pavimento
no ya como el intrepido gigante
sino por gloria suya y honor tuyo,
poner el hombro, al peso eterno atento
que cient{fico puso el viejo Atlante;
pues con los versos de su propris idea
de imagenes mas bellas le hermosea.”

Lope de Vega, Laurel de Apolo, 1630, Silva VIII.
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6. "Don Antonio Coello, cuyos pocos anos desmienten sus muchos
aciertos y de quien se puede decir con verdad que empieza por épnde
0tros acaban, ha escrito en octavas 'ggg Oracioq/a la dedicacidén del
templo de la Casa profesa de la Compania de Jesus', sin otros muchos
versos a diferentes sujetos que tiene hechos de grande profundidad y
valentié; y entre dos o tres comedias."

Para Todos: ejemplos morales. Madrid, 1632, fol.341. no.30.

To "900 reales for a play by don Francisco de Rojas and don Antonio
Coello", Accounts of the expenses of the theatres, referring to the
years 1633 and 1634, Pérez Pastor, Memorias de la Real Academia Espanola,
Vol. X, page 110.

8. "Vallejo (Manuel or Manuel Alvarez de), famous autor / theatrical
manager / de comedias, native of Seville ... He represented besides
many 'particulares' / private performanceq;7 before Philip IV. 1In
1023 he is called 'autor de comedias de los nombrados por S.M.'ee. In
1639 he represented at Madrid Coello's auto La Carcel del Mundo..."

Rennert, The Svanish Stage, pages 616-617.

9. El Averiguador, Madrid, 1871, Vol.1, page 9.

10. This was in 1635, the year of Lope de Vega's death.

11. The word 'mondonga' turns up in the mouth of Cosme, in El Conde
de Sex: N
Cosme: Pues sera alguna mondonga

con algun honrado hermano,

que venga a vengar su honor... Act I, lines 252-254. (S)

12. One of the religious-military institutions founded to fight the
infidels. "Son cuatro: de Santiago (siglo XII), Calatrava (1158-1164),
Aledntara (1156-1177) y Montesa (1317). Las insignias representaban
cruces t{picas, encarnadas para Santiago, Calatrava y Montesa y verde

para hlcdntara. Dice Covarrubias (1611): 'Caballero de h&bito, el que
trae en el pecho la insignia de alguna Crden de Caballerfé, que
comfmente llaman Wabitos!'.™ R.-J. Michel and L. L8pez Sancho, ABC de

Civilizacién Hisp&hica, Bordas, 1962, page 303.

13. Hijos de Madrid, Volume 1, page 146.

14. A kind of usher.
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(2)

Works

Coello did not maké any collection of writinés, neither does
he seem to have shown any gspecial care about their fate. It is
probable that quite a few of them are lost.

The following is a list (in alphabetical order) both of extant
works by Coello end of lost ones that he is believed to have written.

1. La AdQlters castigada. This is mentioned in the Indice15 of

kMedel del Castillo. From its style it is apparently an early work.
The theme, which is tragic, is from classical Greek literature, dealing
with Agamemnon.

2. Bl Arbol de mejor fruto. This is mentioned by D. Cayetano

-

Alberto de la Barrera.10 Tirso de Molina (1584-1648) has a play of
the same title, and there is probably some confusion because of this.

3 Arcadia fingida. This is classified by Medel as 'by don Antonio

L‘oello'.17

4. La Baltasara. This play was written in collaboration with Luis

Vélez de Guevara and Francisco de Rojas Zorrilla. It was printed in

Part One of the collection of Comedias Escogidas, Madrid, 1652, by

Domingo Morras. Cotarelo mentions a single edition, which gives no
indication of date or place of publication, and which states that the
second act only is by Coello.16

5 El Cataldn Serrallonga. This is by Coello, Rojas and v&lez de

Guevara. It was first printed in Parte XXX de Comedias de Varios

autores, Zaragoza, 1636. It received its first performance in the

Royal Palace by the company of Antonio de Prado on 10 January, 1635.



O Celos, honor y cordura.19 This appeared anonymously in the

Parte treinta y una de las mejores comedias que hasta hoy han

s$alido ... Barcelona, 1638. This is the same edition in which

Lz Gran Comedia del Conde de Sex first appeared. It is the third

vlay in the volume; El Conde de Sex is the sixth.

g ‘\ 0 . > .
To El celoso extremeno. This was first published in the Parte

. . . : , . 7
veinte y ocho de comedias de varios autores, Huesca, by Pedro Bluson,

1034. Its author is given as 'D. Pedro Cuello'. It appeared in
another collection of plays published in 1639 under the name of Lope
de Vega. The play was first performed at the Royal Palace of Philip
IV on 30 May, 1632. Four years later Fabio Franchizo attributed it
with great praise to Coello. Cotarelo ascribes it without doubt to
Coello, He adds that it appears to have been written in great haste.
It is very closely based on the novel of the same name by Cervantes,

8. El Conde de Sex. (See separate section; page xiii).

9. Los Dos Fernandos de Austria. This was first published in 1646

in Valencia. It appears under the name of Coello.

10. E1 Esclavo de la Fortuna. Barrera refers to an edition of this

play but Cotarelo can find no reference to it elsewhere, It is

possible that it is the play which follows:

11. El Bscudo de la Fortuna. This play is listed by Medel.?]

Cotarelo states that he has not seen the play.

12. El jardin de Falerina. This was written by Rojas Zorrilla,

Coello and Calderdn de la Barca. It was performed in the Royal Palace

on 17 January, 1636, by the company of Juan Martinez de los rfos.

vii:
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13. Lo dicho hecho. This was published in the Parte cuarenta y

dos de comedias de diferentes autores, Zaragoza, 1650. The author

is given as Don Antonio Coello. Mede121 lists it as being by Don Luis Coe

14. Lo gue pasa en una noche. There is extant an early edition of

this play, with no indication of date or place of publication. Its
author is given as 'Don Antonio Cvello!. Cotarelo places this edition
around the middle of the XVII century. The play was also published

in 1657 under a different title and author: as Los Empeﬁos de seis horas,

pd
(The Engagements of six hours) end attributed to Calderdén de la Barca,

in the volume, Comedias nuevas escogidas de los mejores ingenios de

Esana. It was from this that Samuel Tuke made his English translation

of the play under the title of The Adventures of Five Hours, 1662. It

will be noticed that six hours have now become five. Tuke, naturally,
says that he translated the play from Calderdn. Oddly enough, the
British Museum Catalogue says that the play by Tuke was adapted from

- /
Calderon's El Escondido y la Tapada; Martin Hume22 sees no connection

N e ~
oetween the two plays. Calderon declared that Los Bmpenos de seis

horas was not his work. Cotarelo suggests that it may not be Coello's

either. Medel attributes Los EmpeﬁBs de seis horas to Calderon and

Lo gue pasa en una noche to Don Luis Coellog, so perpetuating the

erroneous belief that there were two dirfferent plays. The play must
nave been written around 1641 or shortly afterwards, for it makes
reference to the 'rebellious Catalan' and the 'proud Portuguese'.

19. Lo que puede la porffa. This was published in a collection of

plays in Lisbon, 1652. The author is given as Don Antonio Coello.

16. El monstruo de la fortuna y Lavandera de Né@oles. This is

attributed by Don Juan Isidro Fajardo‘jto Rojas, Véiez de Guevara and Coellc
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17. El Pastor Fido. This is by Sol{;, Coello and Calderon. Iv

was first printed in a collection of plays in Madrid in 1657. Cotarelo
says that the second act, which is the best, would seem to be Coello's.

18. Peor es hurgallo. This was never printed as far as is known.

The MS is in the Biblioteca Nacional, No. 153763 it is in writing of

the XVIII century entitled 'Comedia Peor es hurgallo. Jornada primera.

De D. Antonio Coello.! There are three other MSS extant which all
indicate that Coello is the author. The story has a certain similarity wit

an episode in the First Part of Don Guijote by Cervantes, an author already.

oorrowed from by Coello.

19. Por el esfuerzo la dicha. This is fecund in a XVII century edition

of plays published without title page or introduction.24 The author
of the play is given as Coello. Medel mentions this play in his Indice,
rage 88, as being by Don Luis Coello.

20. Bl Privilezio de las Mujeres. This play was printed in the Parte

freinta de comedias famosas de varios autores, Zaragoza, 1636. It is

the ninth play in the volume. Its authors are given as CalderSh,
iontalb&n and Coello.

21. E1l Robo de las Sabinas. This is by Coello, his brother Juan, and

KoJjas Zorrilla. It was performed before the King and Queen in the
‘Palace of the Buen Retiro on 24 February, 1637. It was printed under
tne name of Don Juan Coello in 1659. But in the accounts of the
festivities when the play was first performed, it is stated that it is

oy the three authors.
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22. También la afrenta es veneno. This was written with Velez de

Suevara and Rojas Zorrilla. The date of the first edition is not
BM

known. The/Catalogue lists an edition of 1680. Cotarelo states

that Coello wrote the second act.

“- .. . N - .
23. Los Tres blasones de Espana. This was written in collaboration

with Rojas Zorrilla. It was publishéd in Madrid in 1643. In this
play Coello wrote the first act.

24. Yerros de naturaleza y aciertos de la fortuna. This was written

in collabvoration with Calderéﬁ'de la Barca. MS No. 14778 in the
3iblioteca Nacional has an approval dated 1634. The play was first
oublished in Madrid, 1930, by Eduardo Julis Martinez.

Coello also wrote at least two, perhaps three, religioﬁs plays

25

: ' 7
(autos sacramentales). Rennert“’ refers to one, La Carcel del Mundo,

which the actor manager Manuel Vallejo presented in Madrid in 1639.

This is the same Vallejo who six years earlier had presented Coello's

1l Conde de Sex in the Royal Palace. The second is called La Virzen

del Rosario.26

15. Indice general alfabg%ico de todos los tf%ulos de comedias escritas
por varios autores antiguos y modernos, y de 1os autos Sacramentales y
aleglricos, etc. por Los herederos de Francisco Medel del Castillo,
tiercader de liobros; impreso y publicado en Madrid, 1735, page 4.

16. E. Cotarelo, 'Antonio Coello y Ochoa', page 569,

17. Indice general alfabé%ico, Medel, page 7.-

18. Cotarelo, 'Antonio Coello y Ochoa', page 269.



17. Cotarelo had not seen this play. Schaeffer (Geschichte Des
Spanischen Nationaldramas, Leipzig, 1890, Vol. II, page 89), states
tnat 'the play is average, doing nothing for the fame of its author,
either by its originality or by its interest!'.

20. See the section on the authorship of El Conde de Sex, _pote-45.

21. Op. cit.

22. Martin Hume, Spanish Influences on English Literature, page 29.

2%, Indice de Comedias Impresas, Biblioteca Nacional, Madrid.

24. This play is mentioned by A. Schaeffer, Ccho Comedias Desconocidas,
Leipzig, 1887, Vol. I, page viii.

25. Rennert, The Spanish Stage, pages 616-617.

26. A4part from the religious plays, it appears that Coello collaborated
in at least ten of the above listed plays, and wrote at least twelve
entirely on his own; although a few of these may have been written in
collaboration with other dramatists.
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Editions of E1 Conde de Sex.

The play translated and edited in this dissertation was not
printed until five years after its first performance at the Palace
of the Buen Retiro on 10 November, 1633, It appeared for the first
time from a Barcelona printing press in the year 1638, in & volume
entitled:

1.  PARTE / TREYNTA / VNA, DE L4iS / MEIORES COME / DIAS, GVE HASTA OY

nan salido. / RECOGIDAS POR EL DOTOR FRaN- / cisco Toriuio Ximenez.

Y a la fin va la Comedia de santa Madrona, / intitulada la viuda tirana,

y conquista de Barcelona. / Ano 1638. / CON LICENCIA, Y PRIVILEGIO. /

&n Barcelona: En la Emprenta de Iayme Romeu, de- / lante de Santiago. /
A costa de Iuan Sapera Mercader de libros.

In this same volume there are plays known to be by Calderdn de
la Barca, Lope de Vega, Vélez de Guevara, Rojas, Belmonte and Godfnez;

but none appears under the name of its author. Bl Conde de Sex is

the sixth in order. No indication of its author is given. There is

also in this volume another play which may be by Coello, Celos, honor y

cordura.

2 The second edition is found in the volume El mejor de los mejores

. ) - . \ ’ g 7
libros que han salido de comedias nuevas ... Alcala, por Maria Ferndndez,

1651,
5 This last edition was reprinted exactly, apart from errors, etc.

in Madrid in 1653%. In the index, play number ten is called La tragedis

ngs lastimosa de amor, and under a list of authors the play is ascribed

to Don Antonio Coello. This is the only reference 1o the author

throughout the book.
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4. There is an apparent fourth edition referred to by Carolins

Michaelis®! writing in 1670. But without further information

Cotarelo believes that this might in fact be the second edition of

1651.°8

5. Comedia famosa del Conde de Sex. 'De D. Antonio Coello."

All we know aboﬁt this edition is that, 'Hallargée en la Imprenta

de Francisco Sanz, en la Plazuela de la Calle de la Paz.! There

is no indication of the year of publication, but Carolina Miohaelisz9
velieved that it belonged to the end of the seventeenth century.

0o The sixth edition is in the volume entitled Comedias escogidas ...

Bruselas, 1704. Por Manuel Texera Tartaz. The second play in the

velume is cslled Comedia famosa del Conde de Sex. De D. Juan Matos

Fragoso. It is perhaps not unnatural, although a little dishonest,
that a Portuguese editor should attribute the play to a fellow
countryman.

7. Comecia famosa. £l Conde de Sex. De Don Antonio Coello.

This is undated; probsbly it belongs to the beginning of the eighteenth

century.

8. El Conde de Sex. La tragedia mas lastimosa de amor ... Sevills,

Francisco Leefdael o su viuda. This copy is undated.

9. Comedia famosa. Dar la vida por su dama. De un ingenio desta

corte, (i.e. By an authorEo of this court). There are no details
of date or place of publication. The page headings say 'El Conde de

Sex'. It probably dates from the early eighteenth century.
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18. Dar la vida por su dama, el Conde de Sex. ®or D. Luis Coello.

Inis, the previous, and the following edition, are all referred to
4

by Salvd: Catalego I, 582.

1y. Dar la vida por su dama. Por don Luis Coello. (Salvéd)

20, Dar la vida por su dama. De D. Luis Coello. Valenciea, Imprenta

de José y Thomds de Orge, 1780.

21, sl Conde de Sex. De Felipe IV. Ochoas Tesoro del teatro

esvanol:  Paris, 1838,

22, El Conde de Sex o Dar la vida por su dama. De D. Antcnio Coello.

. L~ s .’
siolioteca de Autores Espanoles: Dramaticos contemporanecs de Lope

ae Vega: Madrid, 1858. The editor was don Ramén de Mesonero
ROm&anos., He used the first edition of 1638, with minor changes.

23, Teatro espéﬁbl. Tres flores del teatro antiguo esPéﬁbl e

Publicadas con apuntes biogrgficos Yy criticos por Caroline Michaelis,
Leipzig, 1870. This editor used the edition of 1653, for she said
that she was unable to trace that of 1638. i

Cotarelo states that there were probably more editions in the

first half of the eighteenth century. The important publishers in

Seville re-issued many seventeenth century plays during that periocd.

27. Teatro espanol. Tres flores del teatro antiguo espanol ...

Publicadas con apuntes biogrédficos y crfticos por Carolina Michaelis,
Lei zigz, 1870.

28. ‘The fourth edition might be one which Dona Carolina Michaelis, in
the prologue to her edition of the play, says that she has seen in the
royal Library of Berlin, with the title Comedia Famosa. La tragedia
mas lastimosa. She adds, 'It seems very old!'. But ...we think that
it is a fragment of the first edition of El mejor de los mejores libros,

of Alcald, 1651, and then it would be the second, and not the fourth
edition.!

Cotarelo, 'Antonio Coello y Ochoa', pages 574-575.
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29. ©See edition under number 23 in this section.

31. Cotarelo simply says: 'Es errata: debe ser 1753.' 'Antonio
Coello y Ochoa', page 576.



xviii
(4)

The Manuscriptsof El1 Conde de Sex.

There are two very interesting manuscripts of the play in the
Biblioteca Nacional in Madrid. Their catalogues numbers are 16630
and 16722. The first (No. 16630)32 consists of fifty-one pages.
The first page reads: 'el conde de sex. Comedia famosa de Don
Antonio Coello.! On the penultimate page is written: 'Let the
Censor see it and after the Attorney-general, and have it brought
back before it is printed (antes de hacerse). Madrid, 9 August,
1661.33 The Censor, Francisco de Avellaneda, then writes: 'I have
seen this play of the Earl of Essex with due care, as it concsrns
England, and with the removal of the lines which are marked in the
first act, which deal with the armada which His Majesty King Philip
the Second sent against that Kingdom (an affair with which it is
not fitting to deal) and a redondilla / quatrain_/ in the second
act concerning the favourites, in all fhe rest the author has been
able to win the approval of Your Majesty. This is my opinion.
Madrid, 11 August, 1661.'34 The Censor's signature then follows.
And then: 'Seen in Madrid, 12 August, 1661. - D. Ve Suarez.'>>
Then follows: 'Let it be printed (Hagase) without the two things
which the Censor notes.

The seconé¢ MS (No. 16722) lacks the first page. Above the
heading on the first sheet of the MS ('Primera jornada del Conde

de Sex') a later hand has written ‘by Calderdn.' This later



writing would indicate some time towards the end of the seventeenth
century, whilst the handwriting of the MS itself would appear to be
a little earlier than this; presumably after the year 1661 as this
second MS accepts all the changes of the first MS. For this reason,
though the existence of the second MS is interesting, it lacks the
textual value of the first.

The first MS (No. 16630) appears to have been written some
twenty-seven years after the first performance of the play and
twenty-three years after its first publication in 1638. It has
a double interest for us. The first lies in the number of textual
changes which it was thought fit to make at this later date;
the second is that the censored lines make it fairly certain that
King Philip IV was not the original author. This point is dealt
with more fully elsewhere.37

The principal effect of the textual changes is that the play
gains dramatically. Many of the longer speeches are severely
pruned; and the MS contains slightly fuller stage directions.

The more importamt relevant changes and variations from the 1638
text are indicated in the commentary on the text of the play.
These changes affect three main categories of speeches:

(a) Those referring to Spain.

(b) Those of indelicate taste.

(c¢) Long speeches, which have been cut: and the

many words and phrases which have been changed or added.



Under (a) the following reference to the Spanish Armada (Act
I, linés 421-433) (S) is cut: "...at the time when Philip the
Second, the Spanish King, sent against England the greatest amada
that ever oppressed the brinish back of the glass monster with the
weight of pines. And then the Queen sent me with her ships to
attempt a resistance against such a powerful enemy; and so I could

not marry,"

Also in Act I, line 867: (S) "Spanish galleys" becomes "enemy

galleys". The passage referring to court favours (privanca) is
considerably shortened (Act II, lines 13-17) (S):

Cosme. Deprivation is a great misfortune, for iit makes the

greatest friends inwardly enemies.

Earl. It costs more to envy, Cosme, than to be envied.

All this is shortened to:

Cosme. To be envied is a misfortune.

Under (b): In Act II, lines 65 and 68 (S), the phrases ‘a
pretty whore' and 'some mistress or vile kitchdn wench' are ‘
censored altégethef.

And under (c), the opening speech of the Queen at the very
beginning of Act III, (S) which consisted of some 110 lines in the
1638 edition, is reduced to twenty lines. Dramatically there is
both a loss and a gain in this case. The omission does mean that
the Act gets moving more quickly; on the other hand there is
absent that sense of terrible inner conflict through which the

Queen is passing, and which is one of the more important aspects



of the play.

Throughout the MS there are many single words and phrases
which differ from thé 1638 text.

This last speech in the play which belongs to the RQueen is
slightly different, although the tenor of it is unchanged:

'Heaven savé me! This arrived too late. Ah, traitors, how
quickly, how rapidly;“did you obey me on this single occasion!
How late was my pity and my clemency, and how rapid cruelty:
How late did the remedy arrive! For it always arrives late and
it is the failing of happiness to tum up when it can do no good.
Did I punish loyalty? Did I punish the hope of Europe? Did I
punish the protector of my land? Did I punisbh my lover? I am
stone. Was she bronze the one who killed her lover? Too late I
weep. Oh, tardy feeling! Blanca took the Ear] away from me;
Blanca tried to kill me. What were suspicions of the Earl were
crimes in Blanca. I shall kill Blanca, even if she conceals herself
in the centre of the earth or in the heights of the heavens.
But until that event comes to pass, cover up that body. Do not
let me see such a tragedy until Blanca's death shall mark the end
of her treachery and of her life and tﬂe evenging of the Earl.
4nd may the stage-manager as well as the author deserve the pardon
of the audience.'38

The overall impression is that the MS has given us an
improved version of the play from the dramatic point of view.

And at times there is an improved verse rendering by the use of
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a happier word or phrase.

32. This MS was undoubtedly in preparation for a new edition.
Mesonero says of it 'preparado para la imprenta,' Biblioteca de
Autores Espanoles, (Vol. XLV (11), page XXVII, But there is not
a recorded edition which follows close to this date.

33. "Véala el Censor y despues el fiscal y traigase antes de
hacerse. Madrid a 9 de agosto de 1661.

34. S°T, Euisto esta comedia del Conde de Sex con todo cuidado

por ser cosa de Inglaterra, y, quitados unos versos que van anotados
en la 12 jornada, que tocan en la Armada que el SOT, Rey Phelipe
segundo aprestd contra aquel Reyno (noticia que no es bien que se
toque) y una redondilla en la segunda jornada de los Validos, en
todo lo demas el autor supo grangear su aprobacion de Vss2, Este

es mi sentir. Madrid, a 11 de agosto de 1661. - Don Fran. ° de
Auellaneda." /. Slgnature_/

35. "Vista_en Madrid, 12 de agosto de 1661l. - D, v®. Suarez".
/ Signature_/

36, '"Hagase, sin representar las dos cosas que advierte el Censor.
Madrid, a 13 de agosto de 1661."

37. See the section on the authorship of El Conde de Sex, page xxiv

38. 'Y del senado meresca
tener perdon de sus yerros
el autor como el poeta.'

This was a common ending for many plays of the time; for

example: Tirso de Molina ends his play La Prudencia en la Mujer
as follows:

Diego. De los dos Caraujales
con la segunda comedia
Tirso, senado, os combida,
si ha sido a vuestro gusto esta.

Tirso de Molina, La Prudencia en la Mtijer, edited by A.H.
Bushee and L.L, Stafford, Mexito City College Press, Mexico, 1948.
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The Authorship of E1 Conde de Sex

The play first appeared in print anonymously in the year 1638.
In itself this was nothing remarkable. (Partly because of this, and
because of Coello's known collaboration with other playwrights, there
later arose doubts as to whether Coello was the sole author of the
play.) All the other plays in the same collection39 were printed
without any mention of their authors; and it was not unusual at
that time for writers of the standing of Lope de Vega and Calderén
to allow their plays to appear anonymously. Indeed, in this very
volume there are plays written by these two authors. In the second
edition of 1651 the play is just attributed to Coello. Later
editions ascribed it to 'A Wit of this Court;'42nd to 'don Luis
Coello.' The latter was not used until the mid Eighteenth century.
Such critics as Vicente Garcia de la Huerta and Gaspar Jovellanos,
and others,41 laid the authorship at the door of King Philip IV
(un ingenio desta corte). These critics says that many nobles,
including the King himself, wrote plays (comedias) and published
them anonymously, and that perhaps 'A Wit of this Court' could
be the King. -

It is difficult to believe that Philip was a writer of any
worth.42 He was of course too noble to compose for the public
press, and as far as is known he did not attempt to write a single
verse, at least for publication. Certainly there is no evidence

that he wrote plays. But he was an enthusiastic patron of the
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Arts and he obviously enjoyed literary gatherings and competitions.
He has been describéd by Goﬁzélez Palencia®® as a friend of the
theatre, Maecenas of artists. And he goes on to say thatche
protected poets and playwrights and to his encouragement is owed
the theatre of the Buen Retiro, where the works of Calderon and
other writers were performed. And it is even suspected that the
King himself wrote plays which appear under the name 'A Wit of
this Court.'#*

Although Schaeffer45 gives part of the honour of authorship
to the King, it is fairly safe to assume that the latter had no hand
in it. In the MS number 16630 in the Biblioteca Nacional in Madrid
there are several passages which have been censored prior, perhaps,

to a new edition of the play.46

The date of this MS is 1661. It is
hardly likely that the Censor, Avellaneda, would have deleted
passages in a play written by King Philip IV. And Avellaneda
speaks of the play as not being worthy of anything more than
winning 'the approval of Your Majesty.' (See Sectionik,) .).

A further reason for doubting thé royal authorship is that
it seems unlikely that Philip would fall into such an anachronism
as to make the Duke of Alenfon's visit to England coincide with
the execution of Essex. The King would have had a more accurate
knowledge of the timing of historical events.,

Thw possibility has to be considered that Coello might have

been responsible for the play only in part., At least half ofrhis

known works were written in collaboration with others, and enough



uncertainty exists concerning El Conde de Sex for this question to

be asked. But Cotarelo has no doubt that it is the work of Coello,
although in this context it is interesting to read Fitzmaurice-
Kelly: "...However, if El Conde de Sex would do credit to a royal
amateur, it would be a rather mediocre performance for a professional
playwright like Antonio Coello,47 to whom it is attributed."
Surely this critic was underestimating the play, for it is written
in a most competent and professional manner. He continues:' Coello
was already known as a promising dramatist when Pérez de Montalban
wrote Para Todos in 1632, but we can scarce}y say that his early
promise was fulfilled. The air of courts does not encourage
independence, and Coello, apparently distrustful of his powers,
collaborated-im several pieces with fellow-courtiers like Calderéh,
Vélez de Guevara and Rojas Zorrilla - notably with the two latter
in También la afrenta es veneno, which dramafises the malodorous
story of Leonor Telles (wife of Fernando 1 of Portugal) and her
first husband..."4®
Without doubt Coello belongs to the school of Calderon, and
there are enough similarities in style between the two authors to
give rise to the suspicion that Calderon might well have had a
hand in the composition of El Conde de Sex; although the text
itself is sufficiently homogeneous for one to believe that it is
the work of one hand only, and undoubtedly Coello was greatly
influenced by Calderon's style.
Just one year at the most after the first performance of

El Conde de Sex, Calderon and Coello were collaborating together




in a play set in Poland called Yefros de Natureleza y Aciertos de

49

la_Fortuna, =~ a play which has stréong affinities with the earliest

play written by Coello, La Addltera castigada; and Julié'speaks

of a lost play by Calderén and Coello written in this same year
on the theme of Wallenstein.50
Calderdn wrote two plays with an English background, The

first, Amor, Honor, y Poder, deals with a love affaif of Edward

III, but in fact the actual names are the only English thing about
it. Some of the descriptions are similar in style to those in El
Conde de Sex. There is a frequent use of asides, and interestingly
enough there is a prison scene in which Enrico is offered the chance
to escape but which he rejects as dishonourable. Enrico is later
visited at night by the Infanta disguised as a man. She offers

him jewels and again the opportunity to escape but he refuses,
asking to see her face; this is reminiscent of the prison scene

in E1 Conde de Sex.

Calderdn's second play dealing with England is La Cisma de
Ingalaterra, and it describes how Henry VIII falls in love with
Anne Boleyn, and how with the help of Wolsey he obtains a divorce,
so causing the break between the Papacy and England. The play goes
on to tell of the downfall of the Cardinal. Historically the

play is reasonably accurate, something which cannot be said for

El Conde de Sex, which is essentially a romance rather than a history.

In Yerros de Naturaleza y Aciertos de la Fortuna, Calderon
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wrote the second act and about three hundred lines of the third,
whilst Coello contributed the rést. In the part which Coello wrote
there are examples of a series of short questions and answers such
as are used in El1 Conde de Sex, and there is at least one page of
asides in which the speakers echo each other's remarks. All this
may well come from the influence of Calderéh, but it also shows

that Coello was capable of using this technique in a very workmanlike
manner.

One of the protagonists, Matilde, possesses something of the
hardness of character of Blanca in E1 Conde de Sex. She puts
ambition befofe love (just as Blanca had put revenge before love)
by attempting to have her brother murdered. To bring this about
she enlists the help of Filipo, a courtier. He agrees to help her

in her schemes, but in an aside reveals that this is not his real

intention.
Matilde. Pues, Filipo.
¢;Qué dudas? iMi hermano muera!
Filipo. fvgigame Dios! )Qué de cosas

/ Aparte_/
oy me contrastan y zercan.
A Matilde quiero bien,
Polidoro me desprezia;
Matilde me persuade,

y mi desayre me alienta,

mi lealtad lo contradize.
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No era mala ocasion ésta
para mf, rey Polidoro,
A, qué viles son las quexas,
pues en tiempo del peligro
manosamente se acuerdan!
Matilde. Pues,écéﬁo dudas, Filipo?
-No respondes? . En qué piensas
Que hazes?
Filipo. Estoy, Matilde,
consultando en mi si aziertas.
Matilde. Ea, bueno esté; Filipo;
que, ya que yo estoy resuelta,
no ha de faltar en Polonia
muchos que ayudarme quie;an,
y, cuando no, el valor mio
sabré'hazer...
Filipo. Matilde, esperaj -
no se descubra con otro [ Aparte_/
que exe jute cuanto yntenta.51
The above lines are closely similar to lines in El_Conde de Sex,
Act I, lines 620-633(SJIndeed, it is as though the playwright had
had the latter text befofe him as those lines were being written.
In conclusion, it has to be admitted as a slight possibility

that Coello may not have been the only author of El_Conde de Sex.
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He is known to have collaborated so frequently with the leading
dramatists of the day that this fact alone causes us to look with
a wary eye at any play attributed to him. But assuming that the
play is wholly his it is a remarkable contribution from a young man
of twenty-two who possessed great courage by representing to his
audiences and especially to the King and Queen (for the play was
first performed at the Palace of the Buen Retiro) a sympathetic
handling of the hated Queen Elizabeth of England, who was thought
of as the English Jezebel, the "iﬁcestuous daughter" of Anne Boleyn;
this was the confimmed opinion of most Spaniards of the time.
Coello portrayed her as noble, upright and very human. But
assuming that the play was written specifically for a royal
audience perhaps this treatment was not so extraordinary. It
would have been a little unwise to show the fallibility of monarchy,
even when the monarchy in question was Queen Elizabeth of England.
Certainly the playwright shows that his sympathies lie whole-
heartedly with the unhappy Essex. Thus he cleverly combines a
respect for monarchy with contemporary Spanish sympathies towards
an enemy (Essex) who was admired for his honourable treatment of
his adversaries on the occasion of the Cadiz expedition, and who
also incurred the wrath of the English Queen, so resulting in his
execution.

There is a unity of style in El Conde de Sex which leads one

to the belief that it is the work of one man only. And although



one must concede the possibility of shared authorship, in style and
construction the play has a unity and completeness which point to
one author; whilst this style is characteristic of other known

writings by Coello,

39. PARTE / TREYNTA VNA, DE LAS / MEIORES COME / DIAS, QVE HASTA QY /
han salido.

40, For the first time in the early Eighteenth century. Sse the
section on 'Editions of El Conde de Sex.'

41. Ramon de Mesonero Romanos, Biblioteca de Autores Espanoles,
Madrid, Volume XLV, pages XXV-XXVI,

42, 'If we except Calderéﬁ, Bocangel (an insignificant playwright),
and D. Jerénimo de Villayzéh, whose career was a very short ong, I
cannot recall another instance in which this king / Philip IV_/ gave
any substantial aid to a dramatist. Alarcon, it is true, held an
unimportant appointment with a high-sounding title, but this was not
bestowed upon him by Philip. Nearly all the other dramatists were
priests, who depended upon the church for their subsistencd. The
greatest of them all was sorely neglected by Philip; the only royal
favour that Lope ever received was a pension in Galicia of 250 ducats
annually, granted to him a few years before his death.' Rennert,
Life of Lope de Vega, pages 376, 415; quoted in his book The
Spanish Stage, Dover Publications, Inc., New York, 1963, page 232,
néte, )
And Vossler writes, "...Felipe 1V, ei apé%ico y bondadose. rey,
tan amigo de ceremonias y de teatros..." .

Karl Vossler, Escritores y Poetas de Espana, Coleccidn
Austral, page 67.

43. Angel Gonzalez Palencia, La Espana del Siglo de Oro, 1940, page 32.

44. Op. cit. page 35. And Cotarelo writes, "si hubieran de
atribuirse al Rey amigo de los poetas todas las que llevan aquel
patrocinio seria Felipe IV uno dd los dramaturgos mis fecundos de
st época.' Cotarelo, 'Antonio Coello y Ochoa,'

45. "That he / Coello_/ is on many sides considered as the author
of Dar la Vida por su dama has already been said, as well as that
he must share the honour in any case with King Philip IV, until
more definite proof of the authorship of the drama is available
than we at present possess...a doubt against Coello lies in the



fact that the first known printing of Dar la Vida por su dama was in
1638...

The play may have come on the xtage éarlier; and perhaps was
known to the Italian Fabio Franchi, who in his Raggunglio de Parnasso
(1636) printed in 21 volumes the Obras Sueltas of Lope de Vega, puts
forward as Coello's best drama El Celoso Extremeno... Had Dar la Vida
por su dama at that time been regarded as Coello's, possibly Franchi
would have classed it at least equal to El_Celoso."

Adolf Schaeffer, Geschichte des Spanischen Nationaldramas,
Leipzig, 1890, volume II, page 84.

We now know that the first stage appearance of the play was in
1633; and the fact that Franchi mage no mention of it in 1636 is
not surprising when we consider that the first edition of the play -
did not appear until 1638. Nevertheless Schaeffer's comment is
still of interest.

46. There seems to be no edition which was printed soon after 1661
(the date of the first extant MS) unless it be the one referred to

by Carolina Michaelis. (See the section on 'Editions of El Conde
de Sex'., no. 4).

47, [TAnd Cotarelo has written: We do not find in Coello enough
originality (except in E1 Conde de Sex)..._7 Cotarelo, 'Antonio
Coello y Ochoa', page 599.

48, J. Fitzmaurice-Kelly, Chapters on Spanish Literature, London,
Constable, 1908, pages 222-223.

49. This play was edited and published for the first time in 1930
by Eduardd® Julia, Madrid.

50. "En 1634 colaboraron tambiég Calderon y Coello en la perdida
comedia sobre Wallenstein." Julia, Ints#oduction, Yerros de Naturaleza

y Aciertos de la Fortuna, Madrid, 1930.

e ¢
51. Calderon and Coello, Yerros de Naturaleza y Aciertos de la
Fortuna, Julia, Madrid, 1930, Act I, lines 993-1024.
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The Contemporary Theatre

The play of E1 Conde de Sex as it has come down to us has

nothing which would specially mark it out as written for the Court
theatre. In its shape and style it closély resembles any other
play written for the popular stage in Madrid, Valencia or elsewhere.
But we do know that an early performance, if not the first, took
place in the Royal Palace of Philip IV.

Neither Philip II nor Philip III was a devotee of the theatre,
although the latter had a private theatre built in his Palace.
The happiest time for the private theatres was when Philip IV
(1605-1665) came to the throne in 1621 at the age of sixteen.
He had taken part in amateur performances at the Palace as a boy,
and as a King he rapidly became a generous patron of the Arts
(including literature), abd an ardent admirer of the theatre.
Rennert writes that "hd not only greatly enciouraged dramatists,
but is said to have himself written a number of plays. Philip
combined a weakness for actresses with a profound admiration
for comedias."52

Beginning in October 1622 private performances were given in
the apartments of the Queensgn Sundays, Thursdays and on other
feast days of the year. Plays by Alarcon, Lope de Vega, Tirso de
Molina, Guilléﬁvde Castro and others were presented in rapid
succession.. From October 1622 until February 1623, forty-five

plags were performed bdfore the Queen.54
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In 1631 on a piece of land adjoining the royal momastery and
convent af San Jerdnimo, Philip began the erection of a new royal

residence, the Buen Retiro, "a fantastic palace of pleasure and

56 the presemtation

pastime.“55 After a magnificent opening in 1633
of plays was a common occurrence in this new theatre of the Buen
Retiro. And it was here that El_Conde de Sex was performed on 10

57 perhaps one of the very first plays to be seen

November, 1633,
in the new theatre.

But Coello's play El Conde de Sex is far more typical of the
comedias written against the background of the ordinary public
playhouses (corrales) than of those devised for more elaborate
production such as was becoming common in the royal performances,
in the "Saldn de comedias" of the old Alcizar and in the new
palace theatre. To take one example: La Selyva sin amor of Lope
de Vega was performed before the King and Queen in the year 1629,
four years before they saw E1_Conde de Sex. For this play there
was "a sea painted in perspective and on a distant shore were
seen a city and a lighthouse, while ships and shore batteries
discharged their guns. Fish moved up and down with the rise and
fall of the water, and the whole was illuminated with concealed
lighting. It was revealed by drawing back a curtain, here called
a 'tienda.' Venus appeared in a car drawn by swans, above which
flew Cupid, and music was provided by a hidden orchestra. All

at once the scene of the sea disappeared and was replaced by a

woodland grove on the banks of the Manzanares with a bridge over
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which passed, in correct perspective, the normal traffic in and
out of Madrid,">

Quite clearly none of the machinery (tramoyas) which was devised
by Cosmi Lotti®? was needed far EL Conde de Sex, certainly from our
knowledge of the play as it comes down to us.:from the first edition
of 1638. One cannot discount the possibility that the production
was somewhat more elaborate than the fairly sparse stage directions
of the first edition indicate. Certainly it was not uncommon
for plays at this time to be printed60 with the briefest of stage
directions, often some years after their first performance. In
this case there is a delay of five years.

The play undoubtedly indicates a close familiarity with the
public stage (corral). The public theatres date from the seventies
and eighties of the previous century and had developed from the
'corral' or yard of large houses.61 The public stage had no front

62 This could be drawn aside

curtain but there was one at the back.
to represent the inside of a tent, a bedchamber, a chapel etc.
When Queen Elizabeth sits at her desk (bufetq) and falls asleep
in the second act of El1_Conde de Sex, this might well be played
in the space behind this cuttain, leading on to the 'vestuario.'
Thd latter was the dressing room and as it directly adjoined the
stage it.was evidently used for entrances and exits. Again, this
curtain could be drawn aside at the very end of the play to reveal

the Earl's head., Beyond and above the curtain was a gallery which

served as a balcony, walls of a city or castle, a tower, etc.
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This gallery extended all the length of the back of the stage and
was perhaps a continuation of the audience's gallery. The stage
itself was not deep but it was very wide. There were two or perhaps
three doors at the back of the stage; these would be used at the

beginning of E1 Conde de Sex when Roberto and his companion flee

across the stage closely followed by the Earl. These doors were
specifically mentioned in the MS (No.16630) of the play. Towards
the end of the first act (about line 975 in the Spanish text) we
read, 'entrando se cada uno por su puerta' ('each one entering by
his own door').

And of course there was very little scenery to indicate change
of place especially in the public theatres. Neither did stage
directions concern themselves with saying where a particular scene

was taking place. The 1638 edition of El_Conde de Sex is not very

helpful in indicating the locale. The most usual way was for the

speech of one of the characters to reveal where a scene was taking

place. Thus the audience soon learns in the first act of Coello's

play that the scene is Blanca's country villa; in fact, by line

88 (in the Spanish text). The second act réveals in the very first

line that the Earl and Cosme have just arrived in London. 'Now

we're in London, why have we come straight to the Palace?' asks Cosme.
63

All the characters in the comedias wore contemporary costumes.

Although Lope de Vega complained of this in his Arte Nuevo de hacer

comedias in 1609, there wax no reason why this should have proved

a weakness in staging E1 Conde de Sex. Many of the costumes which
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were used were very costly (most appropriate in the case of El Conde

de Sex) and this would certainly apply to most palace performances.
Machinery in the public theatres was still very sparse even in the
middle of the seventeenth century, according to contempeorary accounts.64

El Conde de Sex was thus most aptly suited for either court or

public performances. Quite often the palace theatre displayed

the most elaborate of machinery; for example, in 1622 La gloria

de Niguea by the Conde de Villamediana was performed in the royal

palace: ",..the spectacle was considered more important than the

words spoken. The stage on which the play was produced measured

115 feet by 78 feet, and was backed by a fasade with seven arches

on each side, supported by Doric columns, above which were galleries

with gold, silver, and blue balustrades. These held sixty torches

of white wax, and many other lights which were reflected in four

glass spheres, and the whole was covered with a canvas awning

painted with stars...The scenery included a wood and a mountain 50

feet broad and 80 feet in circumference which divided into two parts;

but despite its size it was so constructed that one man al®ne

could move it."65
One can see from this that the Balace theatre could provide

the most elaborate of scenic effect if it was needed; but not all

plays performed in, or written for the royal theatre demanded

elaborate scenery. Many plays (like El Conde de Sex) were suited

either to public theatres or to private, or royal ones.

One may therefore conclude by saying that there were two kinds
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of plays being performed at the Royal Palace; the drama which had
its roots in the public corrales, and a more elaborate kind of
representation which required the most intricate kind of scenic

effects and of stage machinery. El Conde de Sex might well

represent the former kind of drama and La gloria de Niquea the
66 -

latter.

52. Rennert, The Spanish Stage, page 232.

. 4
53. The Queen, Isabel, was also a great lover of the theatre. "Fue
Isabel zobremanera aficionada, desde nina, al teatro y a las fiestas
suntuosas de la Corte. Sin duda esta tendencia, innata y una de las
mas vigorosas de su caracter, le venia por la sangre de los Medicis
y no por la paterna...

La influencia _Que estas aficiones literarias de la reina tuvo
en la Corte de Espana, fue extraordinaria, y no ha sido destacada
todavia. El reinado de Felipe IV y de Isabel de Borbon corresponde
al apogeo del siglo de oro de la literatura espahola. Jamas...
tantosingenios de primera magnltud coincidieron para dar lustre a un
pueblo como en aquellos anos en que las compafifas de actores de Madrid
ponian en escena las comedias y los autos sacramentales de Lope de
Vega, de Calderch de la Barca, de Tirso de Molina y de c1en ingenios
m&s. Sobre el temblor mortal que agotaba a la monarquia se elevaba,
enhiesta como un milagro, la preocupacion intelectual de toda la
Corte. Desde el rey hasta el tltimo de sus pajes, todos presumian
dd cultos, de poetas y de biblidfilos. El mejor blascn de los
poderosés-era el titulo de mecenas. Y a cada nueva desgracia de
las armas espanolas en los vastos campos de batalla de Europa,
servia de consuelo una de aquellas fiestas, maravillosas por el
ingenio y el esplendor, que los embajadores y los viajeros extranjeros
nos refierdn con admiracion Y, a veces, con un dejo de envidia.

En la Corte austera. de los Austrias, este esplendor de los
teatros no tenia tradicion. Debe, pues, en gran parte atribuirse
a la influencia de la reina que, como dice Voltaire, contagic a
su grave esposo." P

Gregorio Maranon, Don Juan, Coleccién Austral, Fourth Edition,
1947, pages 117-118.

54. "The court theatre of Philip IV began by following the same
pattern as that of his father. Some of these plays were new, others
were not, and even where the titles can be identified nothing can

be inferred about the palace theatre from the stage-directions,
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since these reflect the conditions of the corrales, not the court.
For particulares given in the royal apartments the staging was
probably simplified, and clouds and other machines were eliminated;
but soon the palace possessed its own theatre, the 'salon de comedias'
of the old Alcazar, where more ambitious productions were possible.
In 1622 Philip IV was contemplating the establishment of a 'corral

de comedias' in the palace, next to the tennis court, but this

appears to have been for public rather than for private use, and it

is doubtful whether anything came of it." N.,D, Shergold, A History
of the Spanish Stage, pages 264-265.

55. Rennert, The Spanish Stage, pages 238-239.

56. Shergold, A History of the Spanish Stage, page 278.

57. Cotarelo, 'Antonia Coello y Ochoa,' page 558.

58. Shergold, A History of the Spanish Stage, page 276.

59. A Florentine, who "helped to create in Spain a court theatre
with a type of staging similar to that found in other European
countries at this period, and deriving from Italian theory and
practice." Shergold, A History of the Spanish Stage, page 275.

60, '"When this was over the King, Queen, and everyone else moved
to the garden of the house next door... and it was there that Lope's
play was given...It began with a loa, and there were three 'bailes’
composed by Luis de Benavente...the text itself was not printed
until 1635, and in its present form is indistinguishable from other
plays written for the corrales. Stage directions are few, and those
that there are merely refer to the two stage entrances and to 'lo
alto.' Shergold, A History of the Spanish Stage, page 278.

61. "The emergence of the comedia, originally an Italian importation,
coincided with the rise of the professional actor, who perhaps was a
descendant of the medieval juglar. During the early part of the
sixteenth century comedias were acted either in the halls of nobles
or in the yards and squares of towns and villages, Travelling
companies were an established institution by the 1550s. The earliest
Madrid theatre, a partly roofed-in yard, financed by a charitable
guild, was inaugurated in 1579. Lope de Vega's plays date from the
1580s. Madrid, the new capital of Castile, became the theatrical
centre of Spain. For the next forty years the public theatres
(corrales) were pre-dominant, but after the accession of Philip IV

in 1621, the court theatre rose in importance. In the mid years of
the century Calderdn perfected the sacramental allegories (autos
sacramentales) organized by the municipality and performed out

of doors. Common £6. all three manifestations were the professional
actors who took part in all of them and some dramatists who wrote
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for all of them. Cross~influences were extensive."
'Golden Age Drama,' The Times Literary Supplement,
October 19, 1967.

62. This was called a 'pano'. A stage directidn in the MS number
16630 of E1_Conde de Sex says, 'Ponese detras del paiio el Duque'.
('The Duke goes behind the curtain').

63. "On one side of the Town is the Prado, a large walk made use
of for the Tour; near it is a great Fabrick, but low, called Buen
Retiro. The Duke of Olivares, during his administration, spent many
millions on a Structure that is not very considerable: I saw but a
part of it, where a Comedy was preparing with Bcenes, that would
amount to a great expence; a Florentine was the Undertaker. For
ordinary Comedies here are two theatres, where they act everyday.
The Players have for themselves not above three half pence for every
person, the Hospital as much, and as much the Town-house; to sit
down it costs seven pence, the whole amounting to fifteen pence.

I can say little to the Lines or Plots, not being skilful enough

in the language to understand Poetry, nor the figurative fashion

of speaking, that belomgs to it; but know they play their parts
ill, few or none having either the meen or genius of true Actors.
They present by daylight, so that their Scenes appear not with
advantage: Their Clothes are neither rich, nor appropriated to
their Subject; and the Spanish habit serves where the Scene is
Greece or Rome. The Playes I have seen have but three Acts,

called Jotnadas: They usually begin by a Prologue in Musick, but
sing so ill, that their harmomy resembles little Children's whinings.
Between the Acts there is some little Farce, Dance, or Intrigue,

the most diverting of the whole Piece: The people are so taken

with them it is hard to get place, the best being bespoken, and

the excessive idleness of this Country, as that of England, is made
evident in that in Paris it self, though there are not Plays every-
day, there is no such crowding."

A Journeg into Spain, London, 1670, Translated from the
French of Antoine de Brunel, 1665. /"Usually attributed to a
Dutchman, Frans Van Aarssens, Heer Van Sommelsdi jk, who travelled
in Spain during the years 1654-55," W.J. Mitchell, Fuenteove juna,
G. Bell & Sons, London, 1963, Introduction, page

64, "The poverty of scenic effects upon the Spanish stage applies...
only to the public theaters...where an entrance fee was paid.

The representations which took place in the palaces of great nobles
(these representations were called particulares), and those given
before the King / Philip IV_/ in his private theaters, were

generally accompanied,,.by ingenious and costly scenic effects and

: n
and stage machines. Rennert, The Spanish Stage, page 10l.



65. Shergold, A History of the Spanish Stage, pages 268-269.

66. The following is an account of a play written in the style of
those usually presented at the public theatre, but performed, as
was E1 Conde de Sex seven years earlier, at the royal theatre:
"The opening of the Buen Retiro theatre on 4 February 1640

is described in a contemporary newsleétter in the following terms:
'En quatro del dicho mes siguiente se estreno en el Buen Retiro

el Coliseo y corral de comedias nuebo con jente que pago la entrada
como en los demas corrales. Asistieron los Reyes y mucho sernores.
Empezo a representar Romero con la comedia de Los bandos de Verona,
de Biamonteses y Jebelinos.' This document is of considerable
importance, for not only does it call the new theatre a 'corral de
comedias! as well as a 'Coliseo', but it also shows that it was
open to the public, who paid for admission. Moreover, the first
play performed there was not, as might have been expected, some
spectacular mythological piece with ingenious machines, but an
ordinary 'comedia', requiring no more scenery or special effects
than countless others designed for the stage of the corrales.

It can be readily identified as La gran comedia de los bandos de
Verona, by Rojas Zorrilla,* publishéd in the second part of his
collected plays, dated Madrid, 1645, with 'aprobacién' of 8 October
1644. It seems most likely that it would have been specially
written for this performance of 1640, and at the end of it one

of the characters asks for a 'Vitor', that is to say, for applause,
en tan grande 'Coliseo.'

L One of Coello's collaborators, e.g., in La Baltasara, /

"The play is a version of the Romeo and Juliet story, the
protagonists being called Alejandro Romeo and Julia. Rubrics show
that the stage was provided with the usual two entrances, and that
the scene could be changed, as in the corrales, by a character
going out througb one of them and reappearing through the other.
They seem to have been fitted with practicable doors, since there
is some by-play with the opening and shutting of these, and on one
occasion a character is required to leave a key in the lock. The
space behind the rear curtain represents the church to which Julia's
body has been carried, and when Romeo and the gracioso come in
search of this they first appear on the stage outside and then
go through a door into the interior of the building..."

Shergold, A History of the Spanish Stage, pages 298-299.
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The Play

A casual reading of the play suffices to xhow that despite its
67
title there is very little in it that in any sense can be called

68 There are only three characters who actually lived:

historical.
Queen Elizabeth, the Earl of Essex, and thé Duke of Alengon. The
other characters are typical both in name and behaviour of those
found in most contemporary Spanish drama. Blanca, Cosme, Flora:

all these names can be found in the plays of Coello's fellow
playwrights.

The story itself in a wild distortion of the events which led
up to the execution of the Earl of Essex in the year 1601, Events
which took place over the 1ong period of thirteen years69 are
kaleidoscoped into a few days or less. Although the play gives no
indication of time, the whole action could easily have taken place
in forty-eight hours. This contraction of events does make the
action of the play fast moving.

Yet there are certain truths in the story as presented by
Coello, especially in his characterization of Queen Elizabeth.

The Armada is introduced into the play to serve as the historical
backcloth, although Coello contents himself withi two references

to it only during the first act and these are fairly sketchy.

In the play Essex is given command of the English fleet sent out

by the Queen to defend the English shores against the enemy vessels,

and as a reward for his victory he is created Admiral of England
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by the Queen immediately on his return. Essex never received
this appointment in real life; but he was appointed joint-
commander with the Lord Admiral Howard of Effingham over the fleet
sent on the Cadiz expedition in 1596, and Coello may well have
confused this with the 1588 conflict.

The attempt on the Queenls life at the very opening af the
play must have been an echo, however faint, of what she feared so

n70 is

often. Mary Stuart "that treasure of virtue and beauty

mentioned, and we 1é;rn that her imprisonment and execuéion by

Elizabeth was regarded as unjust and wicked. Quite obviously

this must reflect accurately the contemporary Spanish view of the

affair right up to the time of Coello. Alengon's courting of the

Quden is directly mentioned, although here, as in all the other

somewhat vague historical references, the playwright has no apparent

knowledge of the actual timing of these events. But perhaps he

was aware that he was taking events out of their chronological

context in the ihterests of dramatic unity. Indeed, everything

is conveniently foreshortened to make the play dramatically acceptable.
The play is unique in Spanish drama, both in its tolerant

attitude to Queen Elizabeth and in its sympathy with the Earl of

Essex.71 We see in Essex a man with an extremely acute sense of

honour, the honour so typical of the Calderonian hero or indeed of

any hero in contemporary Spanish drama. Cotarelo writes that he

possesses an "admirable character and / is_/ the ideal type of
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Spanish gentleman such as he was conceived in those times, of which

so many living examples were offered in our Country."72
The playwright has penetrated too the subtle way in which

Elizabeth widlded her power and by which she was able to '"hold

73 In this sense

Europe in suspense, by force or by cunning."
Coello's view of the Queen is perhaps the g%eatest contribution
which the play has to make from the historical angle. Blanca's
extended speech in which she tells the Earl of her grievances
against the Queen and in which she laments the untimely death of
Mary, Queen of Scots, would have represented a contemporary English
Catholic as well as Spanish reaction to the event and hatred of
Elizabeth. The dramatist has skilfully portrayed Elizabeth's
violent inner conflict between her love for the Earl and her duty
to her country. "How difficult it is for a person to reconcile
loving well and reigning well"74 she remarks at one point in the
play. Yet oddly enough, it is Queen Elizabeth, and not Blanca,
who emerges as the sympathetic character. Blanca is apparently
devoid of any tender feelings, unless they are those which she shows
for her father and brother.

An historical fact which perhaps Coello stumbled upon was that
the real Essex had requested not to be executed in public (a
privilege to which his rank entitled him) and this "was willingly
granted, for there still seemed a chance of a popular rising on
his behalf."”® Coello stresses the concern of the authorities that

the execution should be held in secret and that no-one should leern



xliv

of it until afterwards.

In short one should not seek a very close histdrical accuracy
in the portrayal of the relationship between Elizabeth and Essex
or in the background events of the play. It rests with other
dramatists such as La Calprenede, Corneille or our English John
Banks to get, perhaps, a little nearer to whata actually happened.
After all Coello was a foreigner who in all probability had no
direct source for the theme of his play; certainly there is no
evidence that he employed any documentary materials as a basis
for E1 Conde de Sex. The events about which he was writing
(belonging to some thirty or forty years back) must have been
matters of common report or just memories in tke minds of older
men in the same way in which Englishmen would have talked over
the defeat of the Amada. For Coello the chief purpose was to
write a tragedy involving the Elizabeth-Essex-Blanca triangle.

English themes were not common in Spanish literature of the
time. Cervantes sets one of his Exemplary Novels in England,
and Caldercn wrote a play about Henry VIII. But even at the time
when Coello was writing (over thirty yééfé after the deaths of
Queen Elizabeth and the Earl of Essex, and more than forty years
after the defeat of the Ammada) it . is remarkable that a play of
the nature of E1_Conde de_Sex should have xzeen the light. Queen
Elizabeth was hated by the Spaniards during her lifetime and
afterwards, and so it was extremely unusual for a work to appear

in which she was treated as sympathetically asshe is in El1_Conde
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de Sex. True, Cervanfes had earlier in his Lg_lgglggg_g§p§ﬁglg76
shown the English Queen as a reasonably kindly person, even endowing
her with the gift of the Spanish tongue. But this is an isolated
example. Yet in 1633 El1 Conde de Sex was performed in the Royal
Palace of the Buen Retiro, presumably in the presence of the King
and Queen. And five years later it was allowed to appear in print.
It is almost incredible that an ogre and a monster, as was Queen
Elizabeth to the Spaniards, should have been allowed to appear in
the favourable light which shines upon her in Codllo's play.

The attitude to Essex is easier to understand. Although he
had been a very active enemy of Spain, his noble treatment of the
civilian population at the time of the English attack on Cadiz,
and the subsequent sacking of the town, in 1596, was to be long
remembered throughout Spain. It may well be this episode too
which Coello had in mind when he causes Essex to return from a
naval victory; but in this case the Armada. The Spaniards had
been in ecstasies over his gallantry and even Philip had found
praise for his behaviour. "Such a gentléman has never been seen
amongst heretics" (Tal hidalgo no si / sic_/ ha visto entre herejes).
The Spanish Council said that "in truth he was a man of great
leadership" and the people that "it is a pity to fight against
such good,ﬁnoble people.." And j. Cunmiis wrote from Toledo of
the Cadiz expedition: "Ail men's réasonings, reports and relations
of the earl [fEssex;7 wére such and so honourable, that from the

first to Jast omnes omnia bene dicere...The earl's giving his hand
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to kiss, his femaining in conversation with eight or nine Spaniards
aléne and unarmed; his protection given to all of a religious
profession; his clement, courteous, moderate and modest behaviour
towards nuns, virgins, and dames of honour...all these circumstances
had procured him such fame, love, renown and honour in all these
parts, that they were to be exchanged for no treasure, no millions,
no Indies."77

It would not be stretchinp probability too far to maintain
that if it had not been for the favourable reputation which Essex
won for himself on the occasion of the sacking of Cadiz, the play

might never have been written at all.78

And for many years after
the death of Essex there was current in Europe the conviction that
he had been put to death for offences which he had not committed.
One must add that even thirty years later, and certainly during
her lifetime, to be an enemy of Elizabeth was per se to be on the
side of Catholic Spain. The historical relationship between the
Queen and Essex and the execution of the latter at the Queen's
command were all a matter of common gossip throughout Europe and
rumours would have circulated for many years afterwards. And the
fact that Essex raised a rebellion against the Queen would have
made him a person to be admired in Spanish eyes. It is not clear

from the play whether Blanca79

is a Catholic or not. Certainly
she is a bitter enemy of Queen Elizabeth as a result of the deaths
of her father and brother at the hands of the Queen.

In his treatment of the historical events Coello was much
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influenced by the dramatic traditions of his day. Drama really entered
into its own in Spain with the advent of Lope de Vega; and what Lope
began, Calderdn de la Barca continued. One would therefore expect
Coello to owe a double debt; %o Lope and to Calderdén. And indeed
this is so. For example: Lope had created the clown (gracioso)

who parodied the actions of his master. In El Conde de Sex the
clown is Cosme, and he plays an important part. Not only does the
Earl inform us why he is in Blanca's villa, through his conversation
with Cosme, but it is Cosme who caﬁses the whole complication by
allowing Blanca to catch a glimpse of the scarf and then to get
possession of it. It is also Cosme who is the instrument for
clearing Essex's name from dishonour, although too late to save

his life. And at the beginning of the play, when Essex is bravely
warding off the would-be assassins who are seeking the life of the
Queen, Cosme stand aside, and even dodges out of the way of Robert
and his companion, who have threatened to shoot him. This is the
perfect parocly80 of the bravery of his master who has come to the
rescue of the unknown lady. And throughout the play the heroic

deeds of Essex are matched by the equally unheroic behaviour of
Cosme. Essex shows the highest concept of honour; and this play
undoubtedly falls into that class of play, perfected by Calderédn,

in which the driving force is honour. This is perhaps the greatest
debt which Coello owes to his great contemporary. "In Calderdn's
plays honor is the chief dr;matic motive. Lope de Qéga had indicated
by precept and practice what effective use Eould be made of the

idea of hopor:r in the comedia of his time... Calderdn, with his
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legalistic mind, merely developed the idea and refined upon it.

We may say that he codified honor...The dramatists of the time found
in the honor dilemma a tragic motive equal, in its power to move,

to the idea of fate so successfully employed by the ancients.

Honor was something inevitable. The gracioso, representing 'the

man in the street', ridicules the provisions of the code."81

And again: "“Honour is of supreme importance; in fact it is
the greatest treasure a nobleman can possess. Loss of life itself
is preferable to loss of honour.

La reputacion es antes
y despu€s serd la vida.

Zorrilla: El Desafio de Carlos Quinto.
(Honour comes first and then life)

Therefore honour must be defended at the risk of one's life...
the conflict often arises between the claim of love and honour...
Rarely does love triumph..although the end may seem anything but
happy...the one essential...is...the preservation of honour."82

Bearing all this in mind the impossible predicament of Essex
may be fully appreciated; ang his solution is the only one which
the honour code will admit. To have putNhis life (vida) before
his honour (reputacicn) would have been inadmissible.

Cosme, of course, shares none of these noble qualities;
when he finds himself in a difficult situagion, he calls his master

n83

"perjuror, false, cruel, and a lot more besides; and in fact

he portrays Essex to the Queen, when he finds himself in a tight



xlix
spot, by telling her of the relationship between Essex and Blanca.84
This unworthy incident occurs at the very time when Essex is showing
his love for Blanca by not revealing that it was she who was
attempting to take the Queen's life. Essex keeg/silent about
Blanca's guilt up to the very end and it is onlgkthrough Cosme's
prurient curiosity that the Queen learns of Essex's innocence.

85 whilst

Cosme lets out secrets like "water out of the ground",
Essex shows great bravery however difficult the situation. Cosme
is an unashamed coward; and yet he is in no sense a villain.
He simply has no bhonour code to conform to; that is reserved for
noblemen like his master. Be loves his master although he will
betray him to get out of any difficulty which may threaten him;
and it is Cosme in the end who tries to save his master.

An interesting aspect of El Conde de Sex is that love and
honour are in confiict. To betray Blanca, whom he loves, would
have been even more dishonourable than dying for an apparent betrayal
of the Queen's trust. Essex then falls between two stools in his
honour dilemma. From the beginning of the play love and honour are
involved simultaneously. As the play progresses Essex has to
protect the life of the Queen whom he serves, as honour demands,
and finally to honour his love for Blanca by giving his life to
save hers. "Antes que todo es mi dama" ("My lady before all else"d
fof even honéur itself, dearer than li%e,ﬂhas to be sacrificed for

one's lady.86 The position of Essex is indeed very difficult.

He has to serve two midtresses; Blanca, already his mistress and

M



soon to be his wife; and the Queen, to whom he is strongly attracted
when he sees her in Blanca's garden at the beginning of the play,

and whom he also serves as a loyal vassal.87 In this connection it
is interesting to note the double interpretation of the later title
which the play acquired: Dar la vida por su dama: To give his life
for his lady. Which one in fact was his lady - Blanca or the Queen?
In different senses both were. And again Calderdn can be quoted:

one of his characters utters almost the very words which Essex

uses, "I can rise higher than myself" (Valgo yo mis que yo mismo") &
This was the ideal response in such én impossible situation: thé
complete abnegation and sacrifice of self.

In mapy of the plays of Rojas Zorrilla, one of Coello's
collaborators, there is a concept of honour and reverence for
monarchy in which conflict plays an important part. In his play
Garcia del Castanar the protagonist undergoes a conflict between
love and duty every bit as great as that endured¢ by Essex.

Rojas's solution is that the King condemns whilst the father saves
his son. This too is the solution of El Conde de Sex; but in this
play the King and the father are found in the person of the Queen,
who also in a sense is two people; for she offers Essex the key
to enable him to escape by appearing to him in the guise of the
lady he rescued at the beginning of the play, whilst as Queen,
once her face is unveiled, she can no longer countenance such an

escape; for she tells Essex that if she finds him escaping she
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will have him put to death. And as Queen she had been the one to
condemn him to death for his apparent complicity in the attempt
against her life. Essex naturally refuses to accept the means of
the key to escape, for this would be as dishonourable as revealing
Blanca's guilt.

The conflict which the Calderonian character suffered took the
form of an internal struggle within the mind. There are examples
of this from both Essex and the Queen. At the beglnning of the third
act the Queen is given a long monologue which takds the form of a
conversation between her and Care. She cannot believe in Essex's
guilt; and yet jealousy troubles her whenever she wonders aboué
the relationship of Essex and Blanca. Later in the act there is a
similar monologue and after much internal conflict she finally
decides that Essex must die, for being both a bad lover and a bad
subject. Here again Coello was followin g the Calderonian pattern:
for in Calderén's plays jealousy "is resolved by means of reasoning
arguments, acco;ding to the premi;es, / and this leads_/ to a
fatal conclusion."89

In its development the play conforms with the precepts laid
down by Lope de Vega in his Arte Nuevo de hacer comedias, 1609.
There he explains how he composed a play. In the first act he
presented the situation; thus Essex saves the Queen, Blanca reveals
her schemes to Essex, and the latter is rewarded by the Queen for

his recent bravery in the naval battle against the Spanish Armada;
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and Essex and the Queen are attracted to each other. In the second
act there is the complication; Essex's apparent complicity in the
new attempt on the Queen's life. In the third act comes the
d€50uement; the wrongful execution of Essex, followed by the
immediate revelation that he was in fact free from any guilt.

Lope's characters were ticketed with their qualities and faults
right from the opening of the play, and normally there was no

deviation from this rule. This is certainly so in E1 Conde de Sex;

Cosme equals cowardice, Essex bravery and honour, the Queen is strong
but inwardly confused, whilst Blanca is a mercenary schemer.

But despite the fact that Cotarelo seées Coello as a disciple
of Lope de Vega, he: fits far more happily into the school of

Calderéﬁ, with whom he was a collaborator.90

Coello's plays are
far closer in style to those of Calderén. And most of Coeldo's
plays were written after the death of Lope. Finally, the honour

situation in E1_Conde de Sex is perfectly Calderonian. "It was

Lope de Vega who had first seen the dramatic possibilitiex that

lay in the idea of a conflict between love and honour, but Calderdn...

concentrated the whole of hig genius and of his power of plot

organization upon the theme "9
Dramatically the play is of great imterest. It is partly

this aspect of the play which must have been the reason for so many

editions having appeared, especially in the seventeenth and eighteenth

centuries. During this period many plays were reprinted whether

or not they had any literary value. This play was obviously
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popular with the reading public.

The first act opens on a highly emotional level; thers is an
attempted murder, followed by the rapid flight of the would-be
assassins. The action then slows’@??considsrably whilst Essex
tells Cosme (i.e. the audience) why he happens to be in the garden,
and how he had just seen this beautiful unknown lady for the first
time, and bow he rescued her. This pattern)of action followed by
dialogue, or monologue, continues throughout the play; from time
to time long speeches check the action so that the audience can
know either more of the story, as at the beginning of the play, or
so that they may enter into the mind of the character who is
speaking. So it is that from the lips of Essex or Elizabeth or
Cosme one learns more about character or conflict. On the whole
this blend of action followed by argument is effective. This
balance is tolerably well maintained, although the very long
speeches do check the flow of the play unnecessarily. Schaeffer
says that the play is remarkable for its suspense, for its intricacy
of intrigue, and for the wit of the gracioso. He also concedes it
a certain passionate force in some scenes, despite the conventioénal

92 This sums the play up very well. By 1661 the

use of asides.
first extant M8 has pruned a few of the longer speeches and this

is a definite advantage to the play. Cosme, as clowns in contemporary
plays went, is fairly funng; his misunderstanding of the word

'trustworthy' must have caused amusement; his cowardice too was

what was expected of clowns.
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In one way there is a certain ambivalence abo?t the play;
it tries to be a drama of action and at the same time a primitive
psychological drama in which the audience is taken inside the minds
of its two protagonists, Essex and Elizabeth. This is both its
strength and weakness. Coello shows great skill in portraying the
Queen's violent nature, her fear of a plot against her life, and her
intense dislike of Mary Stuart; the latter through the words of
Blanca to Essex. Elizabeth is shown as a successful monarch who
very much controls the reins of government. She appears as a great
diplomatist and as a wily ruler who is well aware that her subjects
must look upon her as a god. Even in the face of the greatest
unhappiness she is sufficiently a queen to be able to use the
execution of Essex as a warning to any other nobles who might have
treacherous intentions towards her. Valbuena writes that Codllo's
Queen Elizabeth could not have been drawn so sympathetically thirty
years ear}ier. "Tolerance had entered art. The epoch realised
that art idealized histc:ry."93 The setting of the play could as
well be Spain as England. And the behaviour and attitudes of the
characters (and even their names) are Spanish. As Rennert wrote,
"Whatever its [—the drama;7 sub ject-matter, whether mythology,
history, or tegend, all was translated into the Spain of the day;
its characters not only spoke Spanish, but they were Spaniards in

every vein and fiber."94

E]l Conde de Sex is a play whose theme
is English but whose atmosphere is Spanish. It is a play which has

moments of great dramatic strength through:Put its three acts;
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moments such as the attempted assassination, or the sudden appearance
of Alengon during the conversation betweeh Essex and Blanca. It has
too its lyrical moments as when Essex tells Cosme of his first
glimpse of Elizabeth bathing her feet in the waters of the Thames.
Of the three acts the last is the most peaceful and reflective.95
Here the characters are involved in their thoughts about honour,
country, love and death. The Queen weighs her love for country
against her love for Essex; the latter weighs his love for the
Queen against honour and his love for Blanca. Poetically the play
is not strong. This is perhaps its greatest failing. This aspect
is the vital difference between El_Conse de Sex and the plays of
Calderdén, for in Calderdn the verse generally reaches a higher level
which is sustained more consistently.

Antonio Coello ocoupies always a very minor part in any history

of literature, and he receives little acknowledgment for anything

beyond E1 Conde de Sex, which is undoubtedly his best play. Minor

he unquestionably is; and whilst he is praised for El_Conde de Sex
with reason, it must be recognised that this was not the only play
which he wrote. Indeed, he collaborated with others in many plays,g6

and for this reason it has been suggested that El Conde de Sex may

not be by him.
One of Coello's earlier plays also concerns royalty and honour:

La_AdGltera castigada (The Adultress Punished). This tragedy

probably predates El1_Conde de Sex by at least one year, which makes
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it the work of a young man of about twenty or twenty-one. The play
tellsiégithe story of Agamemnon and Clytemmnestra, and it takes place
in a foreign country, this time Poland. The queen who committed
adultery and also killed her husband is eventually punished for her
misdeeds. Cotarelo says that the feal merit of the play is its
versification: "no es mala."

In La Baltasara Coello moves home to Spain and tells a
contemporary story: that of Baltasara de los Reyes, a famous actress
a wife of an actor, Miguel Ruiz. The play tells how she gave up
the somewhat dissipated life which she led in the theatre, became
intensely religious, retired from thesstage at the height of her
success, and entered a hermitage dedicated to St John the Baptist,
near Cartagena. It is possible that this play was written before
La Adﬁitera castigada; in this case Coello would have been under

twenty years of age.97 But Coello wrote only the second act of

this play.

In E1_Celoso extremeno which is entirely by Coello the theme

comes from the novel of the same name by Cervantes. The story tells
how an old man, Carrizales, jealously keeps his niece, Dona Leonor,
under lock and key, fearing that she might meet men, for it is his
intention to marry her himself. A young gallant, Don Juan, falls
in love with the girl, succeeds in entering the house, and finally
wins the hand of Leonor.

The playx shares some similarities of style with El_Conde de

Sex. It has an early long speech in which the audience is acquainted

—
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with the plot. (This kind of explanation was not peculiar to Coello
of course.) Emphasis is placed on repetition:
"Quede absorto, quedé mudo,
quede loco, quede ciego."
And there are echoes of E1 Conde de Sex inilines like these:
Diego. Tanto siento vuestras penas,

que avre menester consuelo

yo tambien de vuestros males,

pues son mios por ser vuestros.98
In this play too Coello uses the device of a scarf:

Talego. Aquesta vanda te embia

Dona Luisa.
And later on it is worn by another woman as happens in g;_ggggg_g§_§sz-
Luisa says. Que es 1o que mis ojos ven!

Inés, no es esta la vanda

que yo a Don Juan embie?
And she later remarks: _
Prenda mia en otro cuello?99
These are the very words used by the Queen in Act II, line 421,(S) of
El Conde de Sex when she sees Blanca wearing the favour which she
has given to Essex.

Early in the second act there are lines which are reminiscent

of those used by Essex when he describes his first glimpse of the

Queen as she was washing her feet in the water:
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Diego. El bello pie, que calzaba

quatro puntos de ambar, donde

avaro jazmin se esconde,

fragancia a las flores daba

cada vez que las pisaba:

como tanto olor traian

sus breves pies, parecian

por pequenos, y fragantes,

dos flores del prado errantes,

que con ella se movian.
There is an echo of Cosme's expression of surprise in Act I, line 240, (s)
of our play when Juan sayé: "Notable sucesso ha sido!" Towards the

end of the third act of El1 Conde de Sex Cosme remarks, "I protest

against the faithful lackeys they have in the plays..." And Talego,
the clown of El Zeloso extremeno, says:

La objecion es estremada

para una Comedia...

There is a dialogue between Diego and Dona Luisa which is
strongly reminiscent of the conversation between Essex and Elizabeth
when they are talking about love and the need either to conceal it
or reveal it:

Diego. Pues en que fundais, decid,
esse milagroso efecto,
que hace el no ver el sugeto,

que se quiere?
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Luisa. En esto, oid.

Es el amor, senor, sangre violento,
que de la vista amada se concibe,
y solo en las especies que recibe,
recibe la materia de su aumento:
como en la ausjeéncia falta el alimento,
que aquella vista amada le apercibe,
faltando la materia con que vive,
muere ceniza el que nacio ardimiento;
assi tu amor, a quien mi: vista inflama,
arde en presencia mia; pero luego,
que le falta la vista de quien ama,
se volvera ceniza su ardor ciego,
que pues yo soy materia de tu llama,
en faltandote yo, faltara el fuego.

(Act I)

In Lo Dicho Hecho (What is Said is Done) written entirely by
Coello and set in Italy, there is the use of comparison with nature
when describing the beloved, and the zimilar repetition of nouns
as in E1 Conde de Sex:

Y yo imitando las flores,
jazmin, prado, plantas, cielo,
mar, jardines, aues, lirios,
acuzenas, flor de Febo,

rosa te adoro tambien...



and

a series of verbs:

huyo, sigo, alcanzo, zelo...

and the play on words which Coello uses in El_Conde de Sex:

te quiero mas que mi vida,
como puedo, como puedo
aborrecer lo que adoro,

y adorar lo que aborrezco?

At the end of a long speech there are the concluding lines which

up all the objects already mentioned:
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sin protestaci&n apelo

a vn esmeril, a vn estoque,

a vna furia, a vn mongibelo,
a vn punal, a wvn precipicio,
a vna pistola, a wvn beneno,
a vn fracaso, a wvna centella,

a vn susto, a vn rayo, y a vn trueno...

Sum

And the lament of the Blanca in this play has echoes of the Blanca

in E1 Conde de Sex:

Ay lance mas apretado!
Ay desdicha dichosal!l
Ay accion mas generosa!

Ay amor mas desdichado!



Coello appears to have been critical of the behaviour and trust-
worthiness of servants. Apart from the humour which arises out of
Cosme's misinterpretation of the word 'trustworthy', Cosme has also
something to say about other servants:w "...the geﬁeral rule of
servants excludes me from this obedience: And first I protest

against the faithful lackeys they have in the plays, for that

indeed touches me." And in Lo Dicho Hecho Lucia, a servant has

a comment to make ;bout the integrity of other servants:
Lucia. Ya estoy fuera de peligro,
duena, ojo a las criadas,
porque lo que han visto aqui
lo querran hazer manana.
In this same play the protagonist finds himself in a difficult
situation which demands that a decision should be made. The words
he uses have echoes of those used by Queen Elizabeth in El DBopnde de Sex:
don Juan. ....iciccececectsisecccnns
Mi hermano ofende mi honor
contra el publico concierto!
Blanca la fe profana,
y me dexa satisfecho!l...
and later he addsP Muera Blanca, muera Blanca...
just as the Queen says that Essex must die.

Although Yerros de naturaleza y aciertos de la fortuna was

written in collaboration with Calderﬁﬁ de la Barca, there are one

or two interesting points about it in relation to EL Conde de Sex.

The MS of this play dates from the year 1634, one year or less
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from the first performance of E1 Conde de Sex. It could well be that
these two plays were written within a few weeks of each other. And
it seems that Calderén and Coello were in close contact around this
period. The influence of Calderdn upon the younger Coello must not
be underestimated.

The story of this play is set in Poland; it concerns the
schemes of the royal princess to have her fwin brother murdered so
that she may disguise herself in his clothes and so take his place
as King of Poland. There is the usual long speech early on ih the
play (sbkme 290 lines) in which Matilde, the princess, tells of her
grievance agginst her brother; namely, tbat he should succeed to
the throne of Poland instead of her because of the Salic law.

There is a page or so of short questions ang answers between

two characters as one finds in El1 Conde de Sex; there is a page of

asides betweeh Matilde and Fisberto in which the line of the first
speaker is echoed by the following line of the next speaker, and
so on; there is a moment similar to that in which Essex agrees

to help Blanca in her attempt td assassinate Elizabeth; here the
courtier Filipo agrees to aid Matilde to murder her brother, but
in an aside he says (as does Essex) that this is not his real
intention. In the last lines this play does acknowledge its

dual authorship:
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y los yerros de dos plumas
que en deseos solo aziertan.

Fin.
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Coello's greatest essay in originality was without doubt El
Conde de Segz He was not a writer of great artistic perfection
and can never be more than a minor writer. Yet if we concede him
the sole right of being the author of El Conde de Sex he has
produced a play of merit, which in its treatment of Queen Elizabeth

was well ahead of its time. Its story, dramatic construction and

verse all deserve praise.

67. i.e., The or1g1na1 title of 1638.

68. 'Su condicion personal / “Coello_/ se refleja poco en su obra
dramidtica. Dar la vida por su dama ° el Conde de Sex, a la que debe
su mayor renombre, es de ambiente exdtico. Los amores de Isabel de
Inglaterra con el Conde, se conforman mejor con el artificio general
del teatro espanol que con la historia documentada.'

Eduardo Julia Martinez, Observaciones Preliminares to the
edition of Yerros de Naturaleza y Aciertos de la Fortuna, Madrid,
1930, pages 7-8.

69. And even longer when one takes into account the presence of
the Duke of Alencon who predates the Armada (the probable time for
the action of thé play) by a number of years.

70.  Act I, lines 449-450. (S)

71. E.M, Tenison, Elizabethan England, Vol. XI, page 598. "So far
as the Director of the Real Academia was aware, thére is no other
instance of such an extraordinary tribute to a fallen adversary as
this play embodies. The official denunciation of Essex after his
execution had been sent to every Court in Europe; and in some cases
was supplemented by extra despatches. Yet into the mouth of
Ysabela Rdyna is put the complete vindication of Essex's loyalty

and innocence, with the most poignant regret and remorse for having
slain the bulwark of the Kingdom."

72. Cotarelo,' Antonio Coello y échoa; page 600.

73. Act 1, lines 446-447. (8)
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74. Act 11, lines 831—833(§lBancg§ Candamo wrote ('Rev. Arch!, 1902,
pagd 75,) "Ninguna reina ha sido mas torpe que Isabela de Inglaterra...
Siendo, pues, cierto que no hay sucesion de Isabela por quien callar,

y que ella se humand con el duque de Viron, con el de Norfolck, a
quien degolld por celos de Maria Stuard, con el conde de Essex, y

con otros muchos; la comedia del conde de Essex la pinta sélo con

el afecto, pero tan retirado en la Majestad y tan oculto en la
entereza, que el Conde muere sin saber el amor de la reina."

Quoted by Angel Valbuena, Literatura Dramitica Espafiola, Editorial
Labor, S.A., page 270.

75. Lytton Strachey, Elizabeth and Essex, Penguin Books, 1950,
page 209,

76. "As with his much longer Persiles, Cervantes here has written
of England, and, in contrast to those of his countrymen who portray
Elizabeth as a libidinous beast, he depicts the great queen, for
the most part, as indulgent, tolerant of Catholics, and evep
acquainted with Spanish. As we shall see, however, Mabbe / he is
writing about Mabbe's story The Spanish Ladie, based on Cervantes
obscures Cervantes' generosity."

The Golden Tapestry, Dale B.J. Randall, page 143.

77. All these quotations are to be found in E.M. Tenison's
Elizabethan England, volume XI, page 621. And Lytton Strachey writes:
"while the honourx of the sea-fight went to Raleigh, Essex was the
hero on shore. He had led the assault on the city; his dash and
bravery had carried all before them; and, when victory was wonm
his humanity had put a speedy end to the excesses that were usual
on such occasions. Priests and churches were spared; and three
thousand nuns were transported to the main}and with the utmost
politeness. The Spaniards themselves were in ecstasies over the
chivalry of the heretic General. "Tal hidalgo," said Philip,
"non sia vista entre herejes." The Lord Admiral himself was
carried away with admiration. "I assure you", he wrote to Burghley,
"there is not a braver man in the world than the Earl is; and 1
protest, in my poor judgment, a great soldier, for what he doth
is in great order and discipline performed." Elizabeth and Essex,
Penguin Books, page 88. -

'They had a far higher opinion of him, [Essex;7 their declared
foe, than of any other Englishman since the death of El Draque / Drake_/ .
Even the Conde de Chiumberland (George, 3rd Earl of Cumberland) who
had so often fought against them in buena guerra, did not earn their
respect to the same extent as Essex...And his stand<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>