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(F—T—=F:¥ar U= Fa—EyF VAFYRAHEL, L)FRALE, 7LTY-)
1. EU®HIC

Y= )= (John Lyly, 1554—1606) ® 8 SDEIDHT, [4557) (Gallathea, 15847) ¥ [E0%
g1 (Love’s Metamorphosis, 1588897 ) I 226 Z 0P USRS N TE 72, BIOFEL LTD, /¥4
NINWEy T AT, THEZANDZ Y T L) A EDE, INOBIREEA L)l F2—-Ey F(Cu-
pid) OEG L Vo WBEN DL, TO0, LI LIXERE OBIDHIE Ofifm, &5 WITERE R SN
ENTEz, F72, BATWIZEE LC, WHEGAMFELOMIER Lz2 « 7HEIC L 2078, FrLvwigkodk
EHERETDHT7 LI A 05, HAHVIIT) FRALELWZEMIRTT 27 LT —FRPHLSZ ETH
WEmIEE L T b,

L2L, ZOo0BNZIEEREVLRONL, ZO—2dF2—Ey FOHIPNTTHE, [F577] Tl
BT ATFIHE > TS ZZIT A5 22—y FTHLY, [BEOEH] 2B TIEL AW OH Tl b R
HEHEMELTEYT A, COLOEEGTEF2 -y FICHET 2 LM MROTH L, (77 7] ok
s 4 7 (Diana) &, V) —OMOBERICITL 2 EMRE, 208 W7+ —&774] (Sapho and
Phao, 1584) @3 7 + — (Sapho) % [= > 7 1 34 ] (Endymion, 1588) ®H Ot > 7 (Cynthia)
EFHEE T[] 2RSS [HE]l OANME LT, REZFEEDS AL LT b, —H [BOER] Oy —
1) =X (Ceres) 13, [HEI| O/ FEARATH) B35 dTTAEEOLMTLH Y, BHTIEIF2—Ey FIZR
HLTHDO= Y 772K 2380 50 L) FRZFR L FEHEFHF Iy —) —X%, ErasMi-
chael Pincombe) 131 1) =D 7 v F - WLBEMOFENE AL T, T2, BOKDLY) HFOLRBHTH L, [FF
77 BEANRZAOHEMBICESL Ny E—Z T Y 7 THRDLZOI L, [BOEH] X, =V 77
PSR S E 5 NL 2 ETRHRD LS ONLEF o TLEF TIE RV,

AT, SOL)BEHNMRHEROENELEHIZ, [F777] & [BEoEy] WERICBTL2EDOT —
NOERE, A 5T Ay AMOBEIC RSN D KGR T ) IS Hru~ v A[2— 7 4 —X]
(Euphues, 1578, 1580) (2B LY, VY =344 79 N2 A2 0FEOMESIHELTBY, LM
BIZZOZOOBRNIBIT S (%] OFEDORRE - BREWGET 52 LTHMTH S, UTTIEET, Z2o0BDH|
TESERZMEEL L 7212, ZNZENORICBT S [8] OFELNGFEEZFH L 20500 L, &EICHEOBIH
e T L) — R E RS,

2. BMEER

2—1. [#H5577]

(757 7] & [BoZy] OBUMERHEREZESL ETH, T 20B0AIEERZEI L CB e
VETHD, TTIIHLE~Y YA [2—7 4 =X PFFH Lo T2 ) =05, BEEERELCTE2—F
LDIXI83FETH Lo TOMF, ) =D b T THLEINRA Y 7 AT 51— FIABPE—~KTTv o - 774
Y= RXEED) — AMEx FIZAN, ZOOPERHOEFHP SR 50wbWwah [4 v 7 X7+ — FMAVEEIE] 237
TwT T IAX AR EET)) — DR ZE LA L)1l o72% [Fx /XA Y] (Campaspe) & [ 7
d—=L 7 7] WENENIMFEO1IALIHE3ASHEELESN, 656 RLEICHRS N,

[#577] 1%, 15924E 12 E N 7ze HEED & 4 P L _—D121E [TEHI2 7)) = v VEBR TR EDH T
Conz] &H), INE2EETOLETEFEMET L L, 15884 1 A 1 HICHAT L SN2 &b h b, L
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LI OENE, 1585F 4 HIWZ [T 14745 AL HF57 ] (‘Titirus and  Galathea’) &9 ¥ 4 » L T—EHR
BERESNTBY, Fz, B [Wor—b77F] ~NOFEEHLZeh0d, bedrix [Vr7r—L77
T PoHFEDHMEBITI, BZLLIBMFICEINZ DL EbNEL, THIRERIZE—KTT V7 - 7
TAXN—=REDY) — AMERTCOFHE IR SN, F v 7 A7 5 — MAVERIFIDRRT 2MEEZTEINWTHAH
IV ZLCBFIC—ERMESFSNDL, £—KRTTv 7 - 774 Y= ZAEOHHT LD RARDI 727
{07272 EEZLENTWE, ADFEGFLEEBEROLBRORE TY A MPEHETRLL I LN, 88FIC M
SNBETFAPELTHESTWS [H777] 13, TORPLUETVMZ 5Nz E 2 DHEFR VD5, 1F
S &0 L7ZREMLZ 22 s

2—-2. [BOEE]

—J, [B0ZE] ORWEEE 777 7] LVEET 200K TH 5, HHUEEIX16004E, FEEOHARIE
1I6014ET, A P_—12iE, [Hidt s b - K=V XADERIFTHE L SN, R TF v ~OVAERIFIC L -
TN ed b, BETLE SN2 VI BHELIE RV [RAIZEY b - B— )V ZAERIFICH L S 7z
Lo olt, BELREBIMDSIY—=F4 > - <=7 LA MadZBb o TEEMEIRICBV A E 7215904F £ )
HTHLEEZONS, A7 F v (Leah Scragg) ¥y ald, WL Y —OERT, 7TV TOBH%ZY
2127z [wA4 7 A] (Midas, 1588—89) %, u/x— bk - 7'1) — (Robert Greene, 1558—92) D15884F D%
YE[T7 vy — %] (Alcida) & DFEERRRZR ERSHRTL T, [ZOZE] ORIWEF % 1588~89F- T4 LT 5",
F/2 4 F A (Martin Wiggins) (&, FFEFHE L WE L5 B 1590FE L HEE L T b7, 3 CICHEE LIS
CEDUEIE R WA, kY b - RV REEIFIAT0E I ENME LI B VAT D EIZ, Pl b —EiR
DN=TVEEEINIZEEZ5ND TOMERDZRIZTFT ¥ )V - 04 YIOUAIEEIH O T2 - 72 BRI SET A5 S
N7zE VI FLH 505, FBINTHREMNZRIFIIFLE L 2\,

1)) —DBRIOBIEEMIL1583~85EDM &, 88~EDM D DDz G bhs, [HF 7 7 HEwiiic,
[ZOZEL] FHRMIBTLL%5L, ZOORORNEFERIZITA~5FOMENH L, LAL, LIS Ll
DRARDNL Izl droTz [HT T 7] D8EI o TLIRLEET 2 —%2R/2L722512, V) —=HF7z1
[BOZg] #HEMLTRESEVE W) HTE, [Bog] A [7777] 2E#RLIcHRD 5V ITESR
THAHLEMETED, 512, WEDITHBID £ DV Z DEEENTN NIV THET v 7 A7 4+ — FABD
" D LA ATIEI~BAFE LB, 88~Y0ETAHIZIE [ v 7 A7 4 — FABD7zHI2] w9 1)) —oahikid
B o Tz, W 2H, [BEOEH] 1IZBWT) ) —dbr o 3 E 2RI EELLHN, A+ 7T =Y
I RBEOMEDFERTELATVEL)IIZDAZ L, UT, (97 7] & [BEOEH] ICBILEOT—<%
BRI R T E 720,

3. [HZ277)

3—1. [H5577]) OFa—Ev & [HEEOBEF]
(#7777 CRUTO=20075% %
1) 2 7Fa2— (Neptune) (38175 NGEMEOMIL L 2 0% b, KBIZL - THESELN
72 Aot 47577 (Gallathea) & 7 1) % (Phillida) D75
2) FATFIMZ P EE R EZAO= 0 7120 HICBORZA#NT 2 ¥ 2 —E v F (Cupid) &, A
72 & % Cupid O BE =
3) MO CTENE 2 LIZ ARBDPH B A rET WE SO

BOMTIE, ¥A4T7FT0=v70605F 2 -y FORIHOLN, EFHTHELLZZAOCKIIEEZTH L0
INVEZDON DL, LLZ v 7RbDEBEN I TTRT7 4 ) FEEMTABEIER L, LAy Tizbicw
o el a— Yy FOBEICEARHTOND,

(77 7] OF2—¥y NIk, =v 77262 [WEWADE] (“Faire boy” 1.2.3) Y&IFEN, AL [F2—
Yy FIZ 77225 R A Cld v ] (“Cupid though he be a child, is no babie” 2.2.5-6) £ E->T\w5b L9
12, THEELTHiAN, = 7Bl LA SN THE LICEZAHT 20T 5 /METH L,
HELZZLTWARWA, Wiy v ZMIIE—&WN72Z o728 B0, BEREES ML -7t LTor ¥R
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Tav-uy—: (55 7) 5 [BoEHy]) ~—

DA/ V=% HEZTCDEwzD [K1] Y (LT, B AE L ToOF 2 -y FEXFIT D720,
%o Cupid 27 ¥ FEERLT 5.) 7 EFDORIBIZOVTIZIN 72X —D[4 3/ 0y =[5 IZFEL VY,
FICEDONLZEOME L TOZE L, HEHETHEELIMO BN TESNZLELIEEHOZ ¥ FOZ20D
WS, VA vy A [BE] & [HE] OBRBERE Zo70 [HF77T7] THa—¥Yy K= 77
HIAHEN T 2L, A S &7 ] (“foolish love” 2.2.10) £EE->TWwah EHI2, [HE] 2 [HA] O
Wiz s [BE] Lz b,

TATFS, =760 [BE2ITIRLV] DL LTED, Ta—Ey FIHT 5282 ETT 5,
COHTHRa—Ey FPHZoNTELN, PELINTRMAEE % SNLHTIE, PIERE2 S LIE L IEEH
Wi T2 ¥ ROBE]] R, XM I UA DRI E ko7 [HREOBR] 50w [HEOE] LI
ENLRGEFETE (2] V% BITDF A 7 F 0BT EL L)L H L0, ZoHEV A v
WNZFiAi LT TRROFICH T2 HBOBA] 04 A -T2 BALL727200THY, HROFEABIRIZIX
B DIXGETE 5 7213 T TH Ao

3=2. [AZ77) OFxa—Ey FOZER

L2 LEIDSHET T 21200, TEHBOBHA] 72022 0B %2 X T AMMEBH CTE 2w EPHo N2 D, 7
TARVIADTATFET 4 —F AOMPBGEIBNTHEL SGTTEWMS VLI, ZLTHBIIZO
NOTAHHLG | - 2 L CEIDSERT 5 X2, A T F 7200007 7 7 NIBITF B ME—#ikf o Tld v,
F/o BEE X2y FZ20MIbEICEEF SRV SiE LT, ¥4 7 FI2ZE0R O H (love knot)
ZIEECIDIIMEINAE, Fa—Ey FE [ LAYWOEORKUHZ 53 L DIIRTEER, Bo# 0 H
T OBENKEAZDL DO TIE R\ ] (“If they be true love knots, tis unpossible to unknit them ; if false, I never
tied them.” 4.2.23-24) LFiRT 2. F72, KO LIIAINHEOEORWETH L, BHEOFIZAETN
THHEICFTAHBOHEEXFILZD, FA4ATFTEZVORIRIHEL LIENRLETFFELEZD BT 5,

Cupid. The time may come Diana, and the time shall come, that thou that settest Cupid
to undo knots, shalt intreate Cupid to tye knots....” (4.2.72-74)

2%, Fa—¥Yy NIo [RE] o2 ned oMby RE 2B, BEOE LIIMIEFELHE
WEFo72 [BEOM] IZERLOOH D EFR 5. EEE, VA v Y Y AMOWELFHFNER, 7 ¥ FPHELD
7, BEUMFO T2 0D, FELOPOXFNEEBXMICERIZT LIRS 1 o072 hTT7vTaRT
0y A4 =285 27 FORBIZIE, FHROBESZEFFEO L) ZE0& 2R/, HEuFvy sy
ENbRsND [KM3, 4]0

3—-3. BEH,LSEFEA, HEHLSEA

A7 Ty Z bR TAEY, [FFF7] L) ENE—2DfERICESNTE LT, WICAZSbDD
— S M NDOEALD U LI H 2B TH B, FNUEF 2 -y FOWP NG ZITTRL, EHOEOY
IR OND, COBOERIL, HE—E HT—FLLVALLZEMHATF 22— 2H T L0 EBE
FNDBERLE, HEOBEE—FELVWEEHSTWE T ADORKEY, TNENOBHEZRELECTEL) L LEZ S,
BELEFFHE S AOBRPEVICBICEDLTCLE) L) BDTH b,

HITTETA)TOEBE LT, £ OEITHIEN ADRMWEEGEICER L C& 72, B2, ZAPEWY
D2l [ALPLELHFEOAGERULCBELLLE2D L] ) BEEHEZ o0 E LN TN
CLICBLT, WHFAEOMESBEHMEINTELY, $2T7 232X 6E, TIT7 787141 5D
2B ORNE R, LKHOMEZ ) (SR EESICHARA TN RV, LKA EHEERTLL0
PRERBENTVDSY,

L2L, ZADOENL LD LT 2EUL LR L2 e0A0THBY), BN EREL SR LEETH
L2 EE, BEWHYIKMUE Ebholzb EOBHDPSHLNTH 5,

Neptune. Doe you both beeing Maidens love one another?
Gallathea. 1 had thought the habite agreeable with the Sexe, and so burned in the fire of
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mine owne fancies.

Phillida. 1 had thought that in the attire of a boy, there could not have lodged the body
of a Virgine, & so was inflamed with a sweete desire, which now I find a sower
deceit.

(5.3.116-21)

ETADPZNE, WREEICHTFOMEZERZ < %2 E TICHWOMEEICENNZ /2012, BEWIIZMEZE bro
THYELODFHILEEE).

Diana. Nowe things falling out as they doe, you must leave these fond affections ;
nature will have it so, necessitie must.
Gallathea. 1 will never love any but Phillida: her love is engraven in my hart, with her
eyes.
Phillida. Nor 1 any but Gallathea, whose faith is imprinted in my thoughts by her words.
(5.3.122-27)

BELOWE, #7778 740)SPHFOLLHEICERE L, HTFOZOEFOFELEZITANLI L LTS
CETHSL)e INTEFMOFEITE [HARLF | LT 5, IMHFLBMZLES 2 & THIUM LI
Lo THERLED, AFTI57 4 ALMBRECL > THEOONLZDTH LY, FKIZ, Y1 —FANAD
EHEO D= EBEHIEZ THIFE LV FIGEL REL TE LSV, &6 5DCTMPBMEITR 2D IERA
DFFRNIFAMLLH, BUELE VI BOMIIIEL Z LT, BELREEZFTMSETCNLD2, /2, 51
TFIFONTOWMLTH ST TTETAVIH, T4 —FAOMNTEZRHSEL L W) HTH, "H
i e "B ANOBITRRSND,

COEHE 77T, Fa2—Xy FOMPNFEATL, TI377ET71)FDEHRTYH, [HE]
Mo [BE| ~NOBAT - 3B, [HEH] 5 [F] ~OBIT - BEFAONL, BIFFEL BEELHER H
BEPEE L Vo 720 ISP EWICEERT 20Tk {, A shs e &, ZodMBox % VA v
VAWK IR, FORBBBEA A =TT 44T =/ 0 [BELEE] [M5] 977200
[ZFEF0E] [M6)] THi, ADY 4 —F A% T 44 T7— /0 [BELHEE] X, #HHloFs
RKIEOFEOMIUTIE L ZOBITERATZME, /2, [P NEOANT I VAl OFF—T2EE 272 [AF
Yo ¢, HEBERAENEPEOEFEILT LI TL2b0TIERVb 0L LTHRENE, LTI
ZOOITEL S BN L L3S0 THESNER] 2561000 Bz bi] ~oBT 2R
IRTAY, B, oA 7 AETOBRERITAFY) ZHEBNZBIT D70 AP ER SN2 -
BT D05, YA 7 AT, V) =D [FI77 7] 125 13Iv it v AN offisReons &5
25

4. [BZOZEH]

4—1. [BOM#M] ELTOFa—-EYFR

T RORMGO SRS 72858, 7 EFIZIZAZW [HERN] 2 EFD L, il RICBWTIZER T
HHLZLdmTH), FPHIIBOTREBEOONLZEOMSERT 7 ENIE, HEATHRE LZZHORZ A2H4E
DL LTHIANTH [M7)e [BE0ZH] BT Fa—Ey Fid, IR FHTIIRL, hofheicd R
NOENDIIEDHBEFFoZOME L TELTAZ NS, 20 [HENLZEZEOM] OMEBICHTIZE S, F
E, ZOBOX2—Yy NIk, UTFToLHcEyEL [HEEEOFM] 2 FET 5.

Cupid. Why, Ceres, doe you thinke that lust followeth love? Ceres, lovers are chast: for

what is love, divine love, but the quintescens of chastitie, and affections binding
by heavenly motions, that cannot bee undone by earthly meanes, and must not be
comptrolled by any man? (2.1.122-26, an underline added)
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Tav-uy—: (55 7) 5 [BoEHy]) ~—

T2, [BOZEH] OX2—Ey FIEFWCT—FOMEBETHLI L0, 2ulld (57 7) oFa-¥
v FEDIIE LODEIE, &5 IEHFEPFEIH 2D HLTH A HY,

Fa—Yy Fo [HEEZOHRM] OFRZZIT, =) —XbHFO=Y 772b12h TV EXREL 2w
IVBET A AT TT7ITHFa—Ey PV 751 202 T OIS EES 2w, [BFoL Y]
TIEF2—Ey FOMMILE 5T =) —ZXDZAD =Y 7HRFRIFELEANOEE 2L L OfRFE~NErNnD, 2
CTTFAVAT =0 [BELHRE] RKvF4Fo V)0 [F] (K] CROND XS %, 7 ¥ FAMhik
ZOLHT [WEOE] LELEFXMOL2 [HE] 2@ ohsz [5] 1E CEESEmEE 02 NG 4 #1132
DIEFMNNTIE R NTH Ao [BEELHRE] TR EOELEREOEEZET ADY L —F ADMTY ¥ FH
RoOKEMERL (K5 - 2], K] Cld=3%Mo [HH] 2RTEMNTT, 2EFPREIRIK> TS
[g—2] .

4—2. revengeful god, Z&ZDEELTDOF21—-EY R

LA, [BOEY] IBTABEORBITHRL TR L—XZIEIT 2V, TF, HIEGEAOEED, B
Gl OMbN R WEOHEL X 21—y FIKET 5, F2—Ey FIZ=V 7602 HATHS Z L OF
LT, [HE] T THR] T IER] 22 A0=r 7%, ENENORMICHE-ST TR, [TNT7], TE] ITE
G&E%, ¥F2—Yy PRIV 72bIlERELZREZ O 501X [HEL LCdd £ D I2%% ] (“To make them
love were a revenge too gentle for Cupid,” 4.1.61-62) &%z, ZORbYIIHREEG S0, b5
Hh, WKIzEOBLEMFELTOZ LD, =V 772 b EROBRIIRINTY, HEELLORELZITANS
EZah, ThA] &N ETBlIOFETHWAPELESETo THTREZRITS, &EIZIE, [F
TR AN NESEIZR L OEA L WEMICE R E 2 5] (“f they yeeld not, T will turne them again ...
to monsters, no lesse filthie to bee seen then to bee named hatefull,” 5.4.104—-7) W) F2—EY v Kb
DBLE, LMY =) —=AhOORAICH-T, =V 7HFIFLELAEEY KT 5. TOB, = 77261305
FHBITRH LT [RAboMEAEZ L) LT L] L) FhE D)7,

Co0kHZ, [BOEE] Oy ¥E—2 074 v ZIFEHEHE V) HIRDPB VW ENT, FFIZ7 I =A b
DG HIIHEM LI T2 ENTE/, Y37 A% (Theodora Jankowski) 1%, DB 726 A5
BSHIEEICIU) AENTULDOF EFTHWE ) ET LI E2HERVWHEOEN 2TV D E AT,

Love’s Metamorphosis replicates this paradigm of marriage by showing how those women
— the three nymphs and Fidelia — who wish to remain queer virgins, physically sepa-
rated from men, are violently and powerfully denied personal autonomy.

(Jankowski, Pure Resistance, p.142)

THORRGEE AT & L7 REE, 2 L TZOEMEEZ L7201 & T2 RXEFSISG L T= Y 775288t x
RATWEETIUE, L7 b 2 EMAIEEIELF 21—y FIE, B2 L TRCEIHER % #f
LI AL o T LE o728 b B R B, TNTIR, "BE ~OE&EEAONIZF2—Ey FIZO%EL T
DHFIET, ZORTEITITT7IICRON L) R TIVAY VY AR S ORI EHhTLE 7207259 2

4—-3. #BERDH 5> —DODER

) —13Z K OBIER TR 1720 T <, AWER, HikSIicBnTd [Rodf] 28k L T E72501E
KCThhHEEZDH, 22T [BOEF] I2H [RIEOFM] RN D I L%, HEEBE L H D LHOAEN
5EES LT L THIEL 72\,

KHAMDPHFE SN LR FEE = 720 E 2 HHEEIL, —REENTIEH 525, KEOFEM#ITHE oM
BEEPOLTFERLELTEEBVEFPTHWONS, [T 74 34 2] IZBWTYH, ¥EMEICSHOT v T
WASEANLS B S, ZDOHTHOITMY v Ttz 51 A4 L —(Semele) 72171%, 2— * =5 1 — X (Eumenides)
DORFBNEZEZEMNT D ZNEE AL —DHBIFLA LI LR TH), 21— A =T 1 —APEELTTH 5
Lbmbé, ¥AV—EEFEZITANS, —H, [BOEH] o= 77-851% [BE3hlrbivwoTHhT LD
FLBETHEE V] EWI)GETRELZIEML, LD OCBPRVEIIIAZ Z05, I L o THEM O
EEREPDDLE V) HTIEE AL =B L T 5,
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EW, ROBFETLOFE, W bOIERICH > TERT 5, BOBHTES L ZO= AL, ASE
OENBMZAMDETHL I EEZHELTBHBYH (“We have bodies, Silvestris, and humane bodies ;”
L114), BrbNewnwEbhb EHELZL AT, LALBICEEL L -2bx v 72bIl8006N5 L
a7 b0 W ER D, A, SIS OBHZZEHICO REN L TEDLLRAZEZHFITL I L 259 (“O, my
sweet Nisa! bee what thou wilt, and let all thy imperfections bee excused by me, so thou but say thou
lovest me.” 5.4.136-37). o DL, WAIE= v 772 bDFEIZL o TRETTONLHETH- 7205, LIT
LIZIEHES NS L) ICREICRIEL T AP 2w biFTld i, MFE2EOALNVEZ L LAV ETIC, #
DFFZTFTANDEZIZERE - MLLEE2 5. 94 VD [BOEH | 3=V 750N AOESTIER L,
LEIZBEDEOEFE/LTVDLESoTOLVWESL), BN Z, v 7b 5P BT AT E2)
ANDZ EZLIzDT,

FIZ, U 772N TICL72d 0, THO bR EARIITFEBFICAL T o THRLTRIZED
ENBV] EVIERNTH L, U, Fa—H—D [H X)Wkl O [N=ZADOLEDFFE | IZHTL S
[HOWALLEDIROMLA>TWDELD] & LTo, FIzxtd 2 HEMEICILEH L T b,

COEI [BOEE] O=r 7EZDEY, KEoOKILs R hLMoBA L o0, 656 OFRS IHE
ThHbHEV) LIADVZORIORETH Y, HMDOBRETREICT 2 WL O0D %+ 77 b= X L DREFRFRIC
FHEICVA YT L AEVZ D A FUT - VR oI ADREIZIE, RO Ty a Rl a—F
ZRALZSS FIHLTCRLW 2L, Fo/z MOMRETRRIZTZ2D8H o7, BIELT, T4 V47—
D [Fa2—Ey FOKEF] Tk, BAFOIZERE T4 —F AL HBELEENTWEEZA%07, HEEL
ENENRTWB L AR orEmslbIN (K9], [Bo7L T =] TLY 1 —F A7 EFOEIZEDIT S
NIzL THHRDD, REBAR S T0D L IAHLopEmIDLIND[K4], [BELREJILEOELDT 4 —
FABPBREERRL, BORDT 4 —FAPEELZRTH, —RL72EIATRFINOLIICHRZS [K5] 7,
2FD, ERFOLONPHGEL )LL) BRTOFMTH L, T2, [BOEH] OF 2 -y FA¥"E" O
THDHERBICEE OMTHL LD, FHLFLFLMLALEVIMKTLLOPFEE—2DFE0558 L
FIFEELADE—DSEINDLEVI AT TT P2 X 20 [FTOHE] OBEBIZESHTVEESER b,

[BoZky] Tid, MIcd I FSELLAVTEOFEICETL00 - FEFHAF LT EHFAML V5, H
HoN MO AZATHY) ALY 7 bICEY RS> =) = XOHED LY, $728I50 717 7 (Protea)
L)LY, AT Fa— VI EEDNL L) [HE] OBPONNTAHFIETH ) 2h3s, KPR T s
k> (Erisichthon) &ZZANXT 2—1 7 X (Petulius) 2B LRI ENLTE L T2, MILHAEO
AR SN DY,

4—4, ZAND=Z> T EZEH

=)= A=y 7ES, RUMFEHOFNOL ) —D2DBll FA b, K- bIIHEHEL-EPHBETL2ELHG
ATRIGEL Twa Y, =—H% (Nisa) 2HZ S LM S 2REKL, ¥ —7F (Ceila) PELAREREL, =
4 X (Niobe) MWEREEHELNERLTHY, FETLIHEHIEI-A—-ARL>TWVE, TIT=—FOHELEI L
EEESIE THE] w2 THY, P—=JE3=AomThid [3E] L, A= FNERRIC [E65] 2H-oTw
He#EZAE, ZVTEIIZANT [EH] [3E] [F] OZFWoORGBEER L TWb, ZOMAGHOEDO =M
DOEETIE, Ky T4 Fz V)0 [F] o=%# [K8-3] *, 777xuoo [=3xM] [KI0] A51%
oz, —RBEGHCHZ 2 THE] & TSR] % [E] PHMToREabE, Hr AMOWIIAHFAET B &
FONTG v ARFET, 2F), Z—H, V=T, ZFRXOZNE, WOLSLEANLy POV EFES ST T
S ELFEMETHY, [HEEBEOHTM] OFBIFELDOTH LD, A, ZFEMEGELET 1 —F R
EEBIBNDLZENLL, TOROMY —) =X, #EDRL=V 772612 [FIZJELAR S ] (“yield to
love ; yeeld, my sweete Nymphes, to sweete love.” 5.4.111-12) &FE x0T 5% E, L5274 —F AN
HETANHD,

5. BO7LdU—

CNET (HI77] & [BOEE] OFOFER7-E0 500, WFOBIZBIT AV 3y ¥ 2 ARG O
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The Variation of “Love” :

from John Lyly’s Gallathea to Love’s Metamorphosis

SUGIURA Yuko

Among the eight plays of John Lyly (1554—1606), Gallathea (1584?) and Love’s Metamorphosis (1588
—89?) have in common a pastoral setting, characters of Goddess, three nymphs and Cupids, and the theme
of profanity and punishment. Love’s Metamorphosis has often been regarded as a sequel to Gallathea, and
critics tend to interpret both plays from a feminist approach or allegorical approach in regards to the virgin
queen. However, these two plays are very different in the treatment of Cupid as well as in their endings.
Taking these differences into consideration, this paper examines the variation of the theme of love in Gallathea
and Love’s Metamorphosis from the perspective of Renaissance iconography, and then suggests a new allegorical
approach to the latter play.

In Gallathea, Cupid is a mischievous child who sets three nymphs in love. For this he is punished
by Diana, Goddess of Chastity. This is the staged image of “The Punishment of Cupid” or “The Triumph
of Chastity” which prevailed in the Renaissance era since Petrarch. However, “The Triumph of Chastity”
is not the only value in this play. Venus is an equally powerful goddess as Diana, and Cupid’s role
seems to be transformed from a mischievous child into the God of Love. Besides this, the love between
two girls, Gallathea and Phillida, is caused by cross-dressing and misunderstanding of gender identities,
and yet it goes beyond the gender limit of love. Venus helps the fulfillment of their sacred love by
changing one of them into a boy. Therefore, the theme of this play is the transformation and development
of love, from chastity to love, and from secular love to sacred love. Renaissance iconography often represents
this transformation and development of love, as we can see in Titian’s Amor Sacro e Amor Profano and
Raffaello’s The Vision of Knight. Gallathea represents the possible transition of opposite values from one
to the other.

In Love’s Metamorphosis, Cupid appears as the most authoritative God of Love from the beginning.
He takes revenge on three nymphs who despise the love of three foresters by changing them into a stone,
a rose and a bird. Adding to this, Cupid forces the nymphs by threat to marry foresters, and this ending
caused much critical antipathy. On the one hand, the three nymphs represent the defeat of women by being
incorporated into patriarchal society, and on the other hand, they represent the triumph of women by testing
the loyalty of men and winning the right not to be blamed by husbands. The possibility of opposite interpretations
is also typical in Renaissance iconography as we can see in Bronzino’s Allegory of Venus, Titian’s Venere
benda Cupido and many other paintings. Moreover, the three nymphs in Love’s Metamorphosis represents
chastity, beauty and love, and in total they represent “The Three Graces”. “The Three Graces” themselves
connect the opposite values of chastity and love via beauty. Not only the three nymphs, but also other
characters such as Ceres and Protea have opposite values in themselves. Therefore, the opposing elements
in this play do not eliminate each other but can co-exist at the same time.

Both Gallathea and Love’s Metamorphosis are the plays of very Renaissance value in that a kind of
concord can be produced from discords. Having said this, I would like to suggest in the end that Love’s
Metamorphosis can be interpreted as an allegory of “love” between Lyly and Queen Elizabeth 1. Lyly
served and paid tribute to the queen by praising her with his plays. By 1588, Lyly was expecting rewards
from her as his patron. Elizabeth is like the three nymphs in Love’s Metamorphosis in that she is beautiful,
cruel/chaste and capricious/loving. Since the iconography of “The Three Graces” is often connected to ‘“the
three actions of benefit” (giving, taking, and rewarding), we can say that the play reflects the allegory of
Lyly’s expectation of reward from the queen for his dedication.
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