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Some Epic Structures in Cupid and Psyche

That some elements of the Cupid and Psyche episode in Apuleius' Metamorphoses (hereinafter C&P) have epic affinities is a familiar idea to Apuleian scholars. Most notably, that Psyche's descent to the Underworld (Met.6.16 : 140,11 -6.21 : 144,24) echoes that of Aeneas in Aeneid 6 has long been recognised (cf. most recently Finkelpearl 1990), and further epic allusions have been identified and discussed (to be found most conveniently in Kenney 1990a). This treatment proposes to consider some of the larger structures in C&P from an epic point of view, and to argue that the depth of epic allusion in the episode differentiates it to some degree from the rest of the Metamorphoses. This is not of course to deny that epic is echoed in the rest of the Metamorphoses 1, but rather to imply that it is more important in the literary texture of C&P than in the remainder of the novel. This is partly because the literary texture of C&P is consistently more dense than that of almost any other part of the novel, but also partly because the literary character of C&P relies to a larger extent than other parts on the use of recognisably epic structures.

1 : Cupid & Psyche's Epic Frame (not forgetting Plato) 


Owing to its apparently self-contained character, C&P has often been considered outside its larger context within the Metamorphoses as a whole. This, though convenient for the separate editions of the episode which have often appeared since the eighteenth century 2, obscures certain important ways in which its location and function in the novel as a whole affect its interpretation and literary texture. The generally agreed view of modern scholars is that C&P provides evident links with the rest of the novel through such elements as the analogy between Lucius and Psyche, both characters who at first come to grief through weakness and curiositas, then wander and undergo a series of labours and sufferings, and who are finally rescued by the action of divine grace 3. Though this central truth is important for my argument, and I shall return to it below, my particular concern for the moment is with the way in which C&P fits into the formal structure of the novel. It is the longest of the many inserted tales in the Metamorphoses by a long way, extending for about two books; none of the others extends even to a single book. This great length is evidently meant to remind the reader of the long inserted tales of the Odyssey and the Aeneid, particularly that of Aeneas in the Aeneid, similarly extending for two books, filling the whole of Aeneid 2 and 3. Though echoes of the Odyssey are clearly detectable in the Metamorphoses (see Harrison 1990), the Aeneid here provides a more convenient and a more easily recognised model for Apuleius and his Latin readership, and in comparing it the reader finds obvious and immediate differences. 


First, though C&P is in effect two books long like Aeneid 2-3, it is immediately obvious that its boundaries are not co-extensive with those of the books of the Metamorphoses : it begins just before the end of Book 4 (4.28 : 96,16) and ends not long before the end of Book 6 (6.24 : 147,2). This plainly exploits the possibilities of coincidence or disjunction of plot-segmentation and book-structure, with plot-segments crossing the boundaries between books. This technique originates in epic, going back to the post-Alexandrian text of Homer, and was perhaps most familiar to the original readers of Apuleius' work in Ovid's homonymous Metamorphoses 4. But Vergil is largely an exception : almost all the books of the Aeneid finish at the end of a plot-segment or other strong closural point 5. The Apuleian bridging of book-divisions may be an attempt to distance this two-book inserted tale from its evident Vergilian model : it is both like and unlike the self-contained two-book tale of the Aeneid, just as the eleven books of the Metamorphoses as a whole, about which there has been much interesting speculation (cf. Heller 1983), is nearly but not quite the twelve books of the Aeneid 6. These formal features are consistent with the general approach of the Metamorphoses to epic models. Poems like the Odyssey and Aeneid are used frequently in it, but often in such a way as to make it clear that the world of the Metamorphoses, at least at the level of its primary narrative, is different from that of the epic - low-life, entertaining and sensationalising rather than uplifting and edifying 7. 


Another fundamental difference, transforming the lofty world of the epic into the more dubious domain of the novel, is the choice of narrator for C&P. The tale is not as in the Aeneid a stirring autobiographical homodiegetic narrative (i.e. with its narrator as participant) 8 told by the work's most important character, the male heroic protagonist Aeneas, but a heterodiegetic story (i.e. one not concerning the narrator) announced as a frivolous fiction and narrated by an anonymous old woman of little importance in the novel’s plot. C&P is presented as literally an invented 'old wives' tale' (4.27 : 96,15 anilibusque fabulis; cf. Winkler 1985, 53-6), the opposite of Aeneas' story, whose 'male' realistic and veridical quality is never to be doubted. In Aeneid 2-3 Aeneas' narrative is throughout coloured by his own perceptions and emotions, looking back on traumatic events in his own life, producing in Book 2 especially a notably dramatic and personal eyewitness account; by contrast, the focalisation of the old woman, her point of view as narrator, is barely perceptible in C&P 9, and the reader's attention is drawn to Apuleius himself as the 'real' narrator very early on (see section 3 below). 


But this apparent detached frivolity and insignificance of C&P, marked by the marginal status of its narrator, is of course only superficial. Seemingly unlike the heroic narrative of Aeneas, which is weighty both in its themes (the sack of Troy and the Trojans' wanderings, traditional epic matter) and in its consequences for the plot of the poem (it clearly helps Dido fall in love with Aeneas - see below), C&P is both announced by its narrator as a story to comfort a distressed young woman (4.27 : 96,14-15 sed ego te narrationibus lepidis anilibusque fabulis protinus avocabo), and received by the listening Lucius-ass as a pretty but insignificant fiction (6.25 : 147, 4-6 sed astans ego non procul dolebam mehercules quod pugillares et stilum non habebam qui tam bellam fabellam praenotarem). But this posture is one of the many narratological ironies of the Metamorphoses, on two different levels 10. First, for Lucius-ass, the secondary intradiegetic narratee after the young girl, C&P is in fact far from frivolous, since, as already suggested above, it prefigures in the character of Psyche the future of Lucius himself, as an erring mortal rescued by divine intervention from the consequences of his own mistakes. In fact, it is as fundamentally important for Lucius as it is possible to be. As usual in the novel, Lucius, whether in human or asinine form, fails to spot the relevance of an inserted tale to his own case 11. Second, for the extradiegetic narratee, the reader, and particularly for the second-time reader who knows the novel's conclusion, C&P provides a key element in the unity of the novel's plot : without the analogy of Lucius and Psyche, the reader is left with relatively little to link the mistakes and wanderings of Lucius in Books 3-4 and 7-10 and his divine salvation in Book 11.


This narratological irony for other narratees is repeated most spectacularly on the level of the primary intradiegetic narratee of the tale, the distressed young woman who will only be named as Charite at a much later stage (7.12 : 163,10) 12. For her the tale has an obvious relevance and comforting function, being the story of a young woman who overcame danger and tribulation to be reunited in marriage with her beloved partner, appealing to her own situation as a bride kidnapped by robbers from her own wedding

(4.26 : 94.16ff) who has had a nightmare about the death of her fiancé (4.27 : 95,16ff); no doubt it is partly calculated by the cynical old woman (who bears some resemblance here to an elegiac lena) 13 to assuage the particular worries of her charge and keep her quiet, as she had been previously instructed by her robber masters (4.24 : 93.7-8 anui praecipiunt adsidens eam blando quantum posset solaretur alloquio), whose interest she plainly promotes (4.25 : 94.11-13), though some fellow-feeling with a distressed female need not be excluded here. In her fictional tale the old woman apparently seems to tell more than she knows, as the novel's second-time reader is aware : Charite will indeed be reunited with her beloved Tlepolemus, as the events of Book 7 will show. But this is surely a reasonable guess on the old woman's part, since the robbers have already made it plain that their main purpose is extortion, and that they expect Charite's parents swiftly to pay a ransom which will enable her to return to her family (4.23 : 92.24ff). However, as the second-time reader is also aware, Charite's end will not be the happy end of Psyche in C&P :  though Charite and Tlepolemus are married in Book 7 and their story seems to end happily at that point (7.14), Book 8 begins with the sudden and unexpected news that Charite is dead, and the tragic second part of her story is then narrated (8.1-14).


It is this second part of Charite's story which particularly links her to the inserted tale of Aeneas in Aeneid 2-3. As the primary narratee of C&P, Charite clearly bears some resemblance to Dido, the primary narratee of Aeneas' narrative. On the purely formal level, both are impressionable female auditors of two-book inserted tales; but the connection is thematic as well as formal. Charite's later story as narrated in Book 8 will depict her in an act of vengeance and (in particular) a suicide-scene which plainly recall Dido's role in the Aeneid, with a number of verbal echoes; both are women who listen to a tale and ultimately erupt into acts of violent passion which end in their deaths (cf. Forbes 1943-4, Walsh 1970, 53-4). This parallel of Charite and Dido as narratees can be interestingly explored further. Aeneas' tale in the Aeneid has some moments which are particularly relevant to Dido, especially the narrative of the disappearance of Creusa, Aeneas' first wife. At the end of Aeneid 2 (735-95), Aeneas tells how Creusa vanished in the departure from Troy and how he returned at great personal risk to search for her, a search which was cut short by Creusa's appearance as a divine figure who has been rescued by the goddess Cybele. She tells him (2.776-89) not to lament for her, and that he will marry another royal wife (regia coniunx) when he comes to the end of his wanderings, in a land in the West (terram Hesperiam) with a river called the Lydian Tiber (Lydius ... Thybris). There is every chance that this episode is perceived by the listening Dido as relevant to herself and her own erotic interest in Aeneas, which is set up by Juno and Venus in Book 1 and is clearly operative by the beginning of Aeneid 4, where it is evident that Aeneas' narrative has made him very attractive to Dido (4.9-30). Aeneas has shown both that he is good husband-material in his devotion to his wife 14 , and that he is available for marriage again. Dido may even think that she is the royal wife predicted by Creusa - her country is after all west of Troy, and the mention of the Lydian Tiber may be unconsciously suppressed as an emotionally inconvenient detail, along with the clear indication at Aeneid 3.163-71 that Italy is Aeneas’ ultimate destination.


Thus both Charite and Dido are linked as narratees by the possibilities of erotic fulfilment offered by their respective inserted tales : in C&P, as befits a novelistic narrative, that erotic fulfilment is the climax of the tale, the marriage of Cupid and Psyche, while in the Aeneid it exists perhaps only in the mind of the listening Dido as a personal and partial inference from Aeneas' narrative, since auditors less engaged than Dido might have realised from Book 3 that Aeneas would not be able to marry here and settle in Carthage, but must go to Italy. Dido in fact supplies a romantic and marginal view of an epic tale : Aeneas tells a story about the death of Troy and the struggle to locate a proto-Rome, but Dido receives it as extended evidence of Aeneas' marital suitability (Aeneid 4.9-19), ignoring its essential message that Aeneas' state must be founded in the correct location - not Carthage, but Italy. This partial and superficial reading or even misreading of an inserted tale is echoed in the reception of C&P in the Metamorphoses, but not in the figure of Charite, whose reaction is not recorded but who may be supposed to be comforted (her lamentation is no longer mentioned after its end). Dido's misreading is in fact echoed in the reaction of Lucius-ass, who as already noted can see nothing relevant to himself in the evidently parallel story of Psyche.


The parallel between Charite and Dido, long since noted for the later part of Charite's story in Book 8, can thus be extended to her role as narratee for C&P: she begins in the Dido-role as the primary female narratee of the great two-book tale, goes on to diverge from the Dido-model in the apparently happy ending of her story in Book 7, and then resumes her previous Dido-identity in her death in Book 8. This kind of subtle reuse of epic models is typical of Apuleian imitatio-technique, as is his tendency to adapt and vary epic narratological features 15. Aeneas' tale in Aeneid 2-3 is an extradiegetic analepsis, a flashback summarising real past events which have already taken place outside the linear chronology of the work; C&P, by contrast, seems to narrate fictional events of no real standing, but in fact turns out, at least on the symbolic level, to be an intradiegetic prolepsis, an anticipation of future events within the novel itself. This is a clever variation of the original narrative function of the Vergilian model. 


It is important to stress again that despite its use and variation of the epic narratological frame of the long intradiegetic tale, C&P is not a purely epic episode which has simply been set in a novelistic context. Though it is often more elevated than other parts of the Metamorphoses in its themes and language, it is firmly anchored in the lower context of the novel by such elements as the comic and realistic characterisation of figures such as the vain socialite Venus and the jealous and sexually deprived sisters of Psyche. Even in purely narratological terms, epic is not the only kind of text in play in C&P : much has been made of the famous allusion to Plato's Phaedrus (248c) at 5.24 : 121,18ff, with many tempted to a thoroughgoing Platonic allegorisation of the whole story 16. While not wishing to deny some element of allegory to a story where the protagonists are called Love and Soul and where the literal meanings of those names are explicitly pointed out by repeated word-play 15, my own general view is that allusions to Plato provide not an ideological or philosophical key to the Metamorphoses, but a demonstration of the author's literary learning. The Phaedrus, alluded to elsewhere in the Metamorphoses (Met.1.18 : 17,3ff ~ Phaedrus 229a), seems to have been the most read of Plato's dialogues in Apuleius' period (cf. Trapp 1990), and of course its subjects of Love and the Soul are relevant to C&P. But Plato also provides an important precedent for the narratological frame of C&P, which operates alongside the epic model of Aeneid 2-3.


In the Symposium, another dialogue well known in the second century and plainly known to Apuleius (Apol.12, Kenney 1990b), the assembled company at the symposium compete in praising the god Love (Cupid). The climax occurs when Socrates tells the assembled company of how the true nature of Love was revealed to him by the priestess Diotima of Mantinea (201d-212c) : Diotima claims that Love's true object is the beauty of the soul, not the body, and that thus he is the greatest of the gods, drawing man towards contemplation of the divine. Here is an inserted tale in which a woman gives an account of love and the soul, Cupid and Psyche, a Platonic model for the narrative frame of C&P. But as with the epic links already discussed, the differences are as interesting as the similarities : in Apuleius the tale about Love and the Soul is narrated not by a dignified priestess with a ponderous name, Diotima, 'honoured by Zeus', but by a nameless and undignified old woman, a delira et temulenta anicula (6.25.1). In Apuleius, I would claim, Plato's elevated scenario is reduced to the low-life world of the novel, and the Platonic contents of C&P are likewise meant primarily for entertainment and literary display rather than genuine philosophical exposition.

2 : Epic Structures within Cupid and Psyche - Books and Labours

The standard view of the internal structure of C&P, at least in the Anglophone world, is that proposed by Walsh, giving five 'acts' 19:


Act One : Ira Veneris

4.28.1-35.4


Act Two : Amor Cupidinis

5.1.1 - 24.5


Act Three : Psyche errans

5.25.1-6.8.3


Act Four : Psyche apud Venerem
6.8.4 - 21.2


Act Five : Felix coniugium

6.21.3-24.4

The dramatic connection suggested by the five-act structure is itself interesting, especially as there were a number of dramas in the Renaissance and later based on C&P 17, and the segmentation it produces is a neat and reasonable division of the material. But there are other divisions within C&P, divisions which have authorial sanction rather than deriving from critical conjecture, namely those between the books. Already mentioned earlier is the epic tension between book-end and plot-segment, which C&P as a whole clearly exploits to the maximum by beginning not long before the end of Book 4 and ending not long before the end of Book 6 : thus the episode has two book-endings and two book-openings in mid-course rather than the one of each it would have if it were exactly two books long. In this section I would like to look further at the beginnings and endings of books within C&P, and at how they recall and rework epic models. 


The most obvious starting-point is to consider the effect achieved by beginning C&P only a few pages before the end of a book (4.28, with the book ending at 4.35). In terms of the division of plot-material, the background and scene-setting to the love-story of Cupid and Psyche is compressed into 4.28-35, so that Book 5 can begin with Psyche settled in Cupid's palace and about to meet her beloved, a new departure in a new location; the result in 4.28-35 is a passage of very dense literary texture, which will be examined in section 3 below. But the end of Book 4 and the beginning of Book 5 are worth considering closer in terms of a particular epic model. At the end of Odyssey 5, Odysseus, cast ashore in an unknown land after being battered and wrecked by a mighty storm, the revenge of Poseidon, falls asleep, aided by Athene (5.491-2); it is only some way into Book 6 that he wakes up (6.119) and discovers that he is in fact in Phaeacia. The transition between Metamorphoses 4 and 5 can be seen as a version of this. At the end of Book 4, Psyche, after going through the ordeal of exposure on the rock, the revenge of Venus, is taken by divine means to a restful and unknown place. True, she does not fall asleep until the beginning of Book 5 (5.1.1),  so that Metamorphoses 4 does not close exactly like Odyssey 5 with the divinely-inspired sleep of the protagonist, but the pattern of travel to an unknown new country, followed by divinely-aided rest after divinely-inspired tribulation, and waking up conscious of a new location are all elements shared by the two inter-book transitions.


This resemblance is supported by the parallels between the two new locations where the protagonists find themselves. Psyche is in the realm of Cupid, which combines a beautiful garden, briefly described as a traditional locus amoenus (5.1.2) with a magic palace of superhuman architecture and ornament (5.1.2 domus regia ... aedificata non humanis manibus sed divinis artibus) which receives a full formal ekphrasis (5.1.3-7). This evidently recalls the domain of Alcinous as described in Odyssey 7.81-132, which likewise combines a palace of similar splendid magnificence and superhuman architecture (note the mention of Hephaestus' contribution to the decorations at 7.91-4) with a beautiful garden, again described as an ideal landscape. Of course, the palace and garden of Alcinous are a standard model for any description of a luxurious house with gardens (see e.g. Kenney 1990a, 137), but the implication that the magic and luxurious realm of Cupid has some resemblance to the sumptuous and slightly surreal Phaeacia is neat and appropriate, and seems to be specifically operating here. If this is so, then there is every reason to link the scenes in which Psyche arrives there, separated by a book-division, to the scenes in which Odysseus arrives at Phaeacia, similarly separated by a book-division. In both cases the protagonist receives a pleasant surprise in the new book. When Odysseus finally wakes up, his first thought (not unnaturally, given his past experiences) is that his new hosts may be like the Cyclops and Laestrygonians (6.119-20), violent, wild and unjust, but immediately he encounters the obviously unthreatening Nausicaa and her retinue. Likewise, when Psyche first comes to the realm of Cupid, she does not meet the violent monster which the oracle has led her to expect (and which might still encounter her even in the flowery meadows of the end of Book 4, a notoriously dangerous location for young women in myth 20 ), but a luxurious and tranquil existence.


Another possible epic model for the transition between Metamorphoses 4 and 5 comes from Ovid, whose homonymous Metamorphoses is sometimes underestimated as a source for Apuleius' novel 21. Ovid too has a transition between two books which involves an arrival at a new location at the end of a book, followed by a book which begins with the description of a magic divine palace. This is Metamorphoses 1-2, where Phaethon travels to the extreme East to meet his father Apollo/Helios at the end of Book 1 (1.779 patriosque adit impiger ortus), and Book 2 opens with the famous ekphrasis of the Palace of the Sun (2.1-18; for an analysis cf. Brown 1987). Ovid's palace is plainly recollected in Apuleius (cf. Bömer 1969, 237:  but the point here is not just that one literary palace echoes another, but also that Apuleius has noted the location of Ovid's palace at the beginning of a book but some way into a narrative episode (the episode of Phaethon begins at 1.750, like that of C&P not long before the end of a book), and has followed in his novel the epic tension between book-end and plot-segment. 


We might similarly consider why the following book-division between Metamorphoses 5 and 6 occurs where it does in the plot. Here at first glance there seems little epic connection : Book 5 finishes with a neat comic climax, Venus' indignant exit to the sea (5.28 : 125,8ff), her home in C&P (her marine departure here recalls by ring-composition that at 4.31 : 99,12ff) 22 after her unsatisfactory encounter with Ceres and Juno, which has no evident epic precedent at the end of a book, and Book 6 begins with the wandering Psyche's vain mission to the temple of Ceres. Of course, there are vain missions by females to the temples of female goddesses in epic (Iliad 6.286ff, echoed at Aeneid 1.479ff), but neither is located at the opening of a book. But Psyche's visit to the temple of Ceres does recall a temple visit at the beginning of a famous epic book, this time by a male protagonist. At the beginning of Aeneid 6, Aeneas arrives at the Cumaean temple of Apollo. This is on a high hill, as many temples were in antiquity (6.9-10 arces quibus altus Apollo / praesidet); the temple of Ceres in Apuleius has a similar location (Met.6.1 : 129,5-6) prospecto templo quodam in ardui montis vertice). In that temple Aeneas sees some decorations, which like those he had witnessed in the temple of Juno in Aeneid 1 have a symbolic proleptic function : the scenes of death and inextricable wandering which he sees in the temples of Cumaean Apollo anticipate his descent into the Underworld later in that same book, as scholars have several times argued 23.In the temple of Juno, Psyche sees no particular decorations, but she does encounter Ceres and pray to her, evoking in particular her daughter Proserpina's descent to and ascent from the Underworld (6.2 : 130.11ff et inluminarum Proserpinae nuptiarum demeacula et luminosarum filiae inventionum remeacula). This is no casual allusion : later in this book, Psyche, a newly-married young woman like Proserpina before her, will similarly descend to the Underworld and return as the last of the labours imposed by Venus. As already noted, that katabasis contains strong verbal and thematic resemblances to that of Aeneas in Aeneid 6 (Finkelpearl 1990). Thus both Psyche and Aeneas, at the beginning of the book of which their katabasis is the climax, and indeed at the beginning of the sixth book of the work in which they appear, visit a temple in which indirect proleptic allusion is made to that coming katabasis. This seems far from coincidental : once more the Apuleian text is clearly aware of the book-divisions of its epic intertext.


Another epic structure operating in the narrative of C&P, though not connected with epic book-divisions, is that of Psyche's labours. There are four of these, a number which might plausibly be seen as an appropriate reduction in the miniaturised circumstances of the two books of C&P of the traditional Twelve Labours of Hercules (cf. e.g. Apollodorus Bibl.2.5), which had long been an epic theme in antiquity, for example in the lost Herakleia of the fifth-century B.C. Greek epic poet Panyassis (Matthews 1974, 21-5). The analogies between the Labours of Hercules and the tribulations of Psyche are interestingly close. Both sets of labours could be represented as imposed on a mortal by a resentful goddess, Hercules' Juno matching Psyche's Venus (cf. Aeneid 8.291-3), and both mortals finally fulfil their labours and become immortal themselves 24. Psyche's final apotheosis and role on Olympus is in fact very like that of Hercules, who ended by being reconciled to Juno, being admitted to Olympus and marrying her daughter Hebe (e.g. Odyssey 11.602-3 25), just as Venus finally allows Psyche's marriage to her son Cupid and elevation to divine status, and shows her reversal of emnity towards her by dancing at the wedding (6.24 : 146,21-2). Like the Labours of Hercules (cf. e.g. Apollodorus Bibl. 2.5.12), those of Psyche culminate in the ultimate test of descent to and return from the Underworld (6.16 : 140,16ff); like Hercules (but unlike Aeneas) she is instructed to bring something back, not the dog Cerberus but a part of Proserpina's beauty (6.16 :140,19-20) 26.  


But the labours of Hercules are not the only epic quests mirrored in Psyche's four tasks. The second of them (6.11: 136, 16ff) is obviously based on the Argonautica and the Odyssey (Kenney 1990a, 205): Psyche, instructed by Venus to obtain some of the wool from a vicious flock of golden-fleeced sheep (clearly a  novelistic version of Jason and the Argonauts), is enabled to do so by the friendly intervention of a reed, recalling the scene in the Odyssey, where Menelaus, similarly set the impossible task of capturing Proteus amid his flock of seals, accomplishes it by the advice of the sea-nymph Eidothea. Thus we find two heroic deeds of epic condensed into the rather more domestic (but still dangerous) task of the girl Psyche; the slightly comic and whimsical turn given to this heroic material in the novel is noteworthy, and shows again how Apuleius transforms his epic models in a way suitable for his rather different work.


This modification of epic is also shown in a different way in the details of Psyche's first labour. Here she is set by Venus to sort out a heap of different types of seeds into its constituent types (6.10 : 135,6ff). This nature of this task, and the fact that Psyche manages to accomplish it with the aid of friendly and speaking ants, both have familiar analogues in later folk-tales (cf. Swahn 1955, 253-4, Hoevels 1979, 186-8), but the Apuleian episode is itself plainly based on a Vergilian passage rather than embodying a folk-tale 27. As Kenney 1990a, 204 briefly notes, the labouring ants recall the famous simile at Aeneid 4.402-7, where the Trojan sailors busy in their preparations for leaving Carthage are compared to ants hard at work shifting wheat-grain, moving a vast pile one grain at a time :



ac velut ingentem formicae farris acervum



cum populant, hiemis memores, tectoque reponunt:



it nigrum campis agmen, praedamque per herbas



convectant calle angusto : pars grandia trudunt



obnixae frumenta umeris, pars agmina cogunt



castigantque moras, opere omnis semita fervet. 

The ants are evidently personified, a feature which naturally suits the comparandum, Aeneas' men : the military terminology (populant, campis agmen, praedam, agmina cogunt) suggests the military efficiency of the Trojans as they prepare to leave Carthage. This personification is repeated more literally in the Apuleian context, where the ants are made not just to act like men but also to speak like them. The idea that animals might speak is also an epic feature which goes back to Homer, to Achilles' extraordinary talking horse Xanthus at Iliad 19.404-24. The speaking ant in particular is also part of a literary tradition, though admittedly a literary tradition which has strong popular connections, the animal fable (for speaking ants in fable texts cf. Phaedrus 4.25, Babrius 140, Perry Aesopica 112). Further subtle means of transformation can be noted : the Apuleian context simply modifies the Vergilian piecemeal removal of a pile of the same grain 28 into the piecemeal separation of a pile of different grains into its constituent types : in both contexts the labour involves a mighty heap (Aeneid 4.402 ingentem ... acervum, Met.6.10 : 136,2-3 totum digerunt acervum). Thus one of the key pieces of evidence for those who believe that C&P has genuine folkloric elements actually derives from the echoing and variation of an epic model. The same links with a literary model rather than folklore can be seen in the third labour, fetching the water of the Styx from a lofty mountain (6.13 : 138,7ff), which is again taken direct from an epic source, the Theogony of Hesiod (782-7), rather than from some universal myth of the 'water of life' (cf. Kenney 1990a, 208, to which nothing needs to be added). Epic models thus have an important role to play in asserting that the texture of C&P is primarily literary rather than folkloric.
3 : Cupid and Psyche's Programmatic Opening : Epic Modifications   

I should like to conclude with a look in some detail at the opening of C&P (Metamorphoses 4.28-35), in order to stress the particularly epic nature of this section, which helps to set the tone for the rest of the tale. The famous opening of C&P at 4.28 : 96,16 makes some immediate points about literary texture : erant in quadam civitate rex et regina. Advocates of the folk-tale have pointed to two features of this opening sentence - its 'once upon a time' formula and the lack of geographical specification (Hoevels 1979, 4). But the 'once upon a time' formula is at least as much literary as popular, and in particular recalls the openings of extant Greek novels 29. This is not a casual echo, since the story of C&P has many elements of the Greek romantic novel, now conveniently listed in Kenney 1990a. This introduces the idea that in formal terms C&P is a novel within a novel, a sort of mise en abyme (cf. Dällenbach 1989, 57-8), which of course suits well the common view that the content of the tale thematically reflects the content of the Metamorphoses as a whole. This is in fact marked by Apuleius himself at 4.32 : 100,19, where the text refers to Milesiae conditorem as a Latin-speaker, an evident reference to the real extradiegetic narrator, Apuleius, rather than the fictional intradiegetic narrator, the old woman (cf. van der Paardt 1981). This seems to characterise C&P in particular as a Milesian tale, something of a difficulty, since it is precisely the absence (more or less) of the notorious Milesian elements of sensationalism and pornography which differentiate this long inserted tale from the other tales of the Metamorphoses. But as interpreters have pointed out (e.g. Winkler 1985, 53-4), the only other reference to Milesian tales is in the prologue to the whole work (1.1 sermone isto Milesio), and Milesiae at 4.32 : 100,19 therefore refers similarly to the whole work rather than C&P in particular 30. But the fact remains that the reference is placed in the programmatic opening to C&P : perhaps, in addition to pointing up the general parallels between this episode and the rest of the novel, there is also a suggestion that this part of the novel too is an invented literary fabula, intended like Milesian tales to entertain rather than edify.


The lack of geographical specification in the opening in quadam civitate is not a folk-tale element. Though most Greek novels are carefully located in a specified Greek city, at least at the start, the fact that the civitas of C&P is left deliberately vague is not a reflection of the story's popular origins. Two elements are in play here. First, and most important, it is characteristic of the Metamorphoses to reveal little of the geography of its scenario. No specific plot-location is mentioned in the novel between Lucius-ass's capture by the robbers at Hypata and Corinth where he is to be re-transformed; though the journeys of Lucius take place in a vague imperial Greece (Millar 1981), further specification is avoided. This is perhaps explained by the second element. There is no doubt that Apuleius, unlike the Greek novelists, is writing for a Latin-speaking readership, probably a Roman readership 31, who would naturally not be so interested in Greek locations as the readers of Greek novels. It is notable that the only location mentioned in C&P, apart from the oracle of Apollo at Didyma, is Rome : Venus famously asks for her advertisement for the runaway 'slave' Psyche to be placed at the metae Murtiae, the turning-posts of the Circus Maximus (6.8 : 133,20-21), a well-known and indeed notorious location in the centre of the imperial city 32. The vagueness of the Greek landscape of the Metamorphoses is a reflection of a a relatively uninterested Romanocentric readership, not of misty folk-tale origins. 


The strong novelistic colouring of the opening of C&P, well documented by Kenney, is succeeded by an evidently epic feature - the irruption into the tale of the indignant goddess Venus at 4.29 : 98,4ff). As many have observed, Apuleius' Venus clearly recalls the hymn to Venus at the opening of Lucretius' De Rerum Natura (see Kenney 1990a, 121, and Schiesaro 1988), but just as important are the verbal echoes here of another appearance by an angry goddess at the beginning of a narrative work - Juno's appearance in the first scene of the Aeneid . These again have been long noted (Kenney, ibid.), but their larger programmatic function of suggesting a general analogy between the plot of C&P and the plot of the Aeneid has not been sufficiently stressed. Both open after a prologue section setting the scene and explaining why the protagonist is persecuted by a particular goddess with the appearance of that goddess, making an indignant speech and initiating action which is potentially disastrous for the protagonist. This immediately sets up a rather unlikely situation where the young woman Psyche is compared to an epic hero - to Aeneas, persecuted by Juno just as Psyche is persecuted by Venus. 


But the use of the Aeneid in C&P is not always as obvious as this. For example, in her impassioned state Venus summons her son Cupid, and begs him to help her take revenge on Psyche (4.31 : 99,2ff). As has been noted, the origin of this witty motif of Venus beseeching Cupid to inflict love on a woman is Ap.Rh.3.111-66 (cf. Kenney 1990a, 123); but more important here is Aeneid 1.657ff, where Venus again asks Cupid to inflict love, this time on Dido. There Venus' approach to Cupid is not the parental blackmail of Apollonius, where she offers Cupid a special toy in return for his help, but rather an emotional supplication of him as a greater power (1.666 ad te confugio et suplex tua numina posco). As Kenney 1990a 123 implies, this is much more like the scene in Apuleius, where Venus similarly uses the language of supplication, drawn from yet another Vergilian context : per ego te ... maternae caritatis foedera deprecor .. (4.31 : 99,2-3). Here Venus is in effect playing not the Vergilian Juno, as she has just done on her first appearance, but her previous Vergilian self : having begun by presenting Venus as repeating the role of the Vergilian Juno, persecutor of Aeneas, as the persecutor of Psyche, Apuleius now presents Venus as the persecutor of Dido. This is again very neat, since later on Psyche (like Charite, who is listening and to whom she is plainly analogous - see section 1 above) has some of Dido's characteristics in the way that she is described, especially at Metamorphoses 5.21 : 119,9-10, where Psyche, like Dido in the middle of Aeneid 4, is in an irrational state because of doubts about a relationship with a son of Venus 33; in Psyche's case, of course, the son of Venus is not Aeneas but Cupid, and the detailed terms in which Psyche is described reinforce the thematic parallel with verbal links with Aeneid 4, which I have noted elsewhere 34.


The programmatic opening of C&P thus gives us some indication of the complexity of intertextual role-playing in its use of the Aeneid : Apuleius' Venus in her assault on Psyche is both the Vergilian Juno and the Vergilian Venus, piquantly combining in a single character in the novel a pair of sworn enemies on opposite sides in the epic, while Apuleius' Psyche recalls both the Vergilian Aeneas and the Vergilian Dido as a victim of divine persecution. Similar complications ensue in the passage which immediately succeeds Venus' impassioned speech, so clearly modelled on that of Vergil's Juno. This describes Venus' retinue of minor sea-divinities (4.31 : 99,17ff). The chief model for this episode is again from the Aeneid, the appearance of Neptune at the end of Aeneid 5, as exercitus, the final word of the description, suggests (4.31 : 100,2 talis ad Oceanum pergentem Venerem comitatur exercitus = Aeneid 5.822-   variae comitum facies ... / ... Phorcique exercitus omnis): these are the first two instances for this use of exercitus as 'escort' cited by TLL, 5.2.1399.1ff). In Aeneid 5, however, Neptune helps Aeneas and the Trojans, albeit at the cost of the sacrifice of Palinurus, rather than playing the role of hindering Aeneas which Venus initially suggests in C&P (see above). Apuleius has inverted the context of the description and reappropriated it for his own purposes. 


But let us return to the idea of Psyche as Aeneas. There are further links between the two other than persecution by a vicious and indignant goddess, but it is important to note that in both cases the end of the story removes the goddess's resentment and reconciles her with the hated mortal. In both cases, too, this reconciliation is brought about by Jupiter's controlling hand, and involves the implicit or explicit sanctioning of a marriage which will end the dispute. In the Aeneid, Juno is famously bought off (at least for the time being) with Jupiter's  promise that the detested Trojan name will disappear from history, and that the new race of the Romans will honour her above all other gods (12.830-40). Juno departs happily and without replying, but clearly assenting to the arrangement (12.841 adnuit his Juno et mentem laetata retorsit). This in effect allows the marriage of Lavinia and Aeneas, previously held up by Juno's intervention (Aeneid 7.314-22, 12.803-6), finally  to take place. In the Metamorphoses, Jupiter reassures Venus that the marriage of Cupid and Psyche will be dignified and equal, with Psyche being elevated to the ranks of the immortals (6.23 : 146,8ff); like Juno, Venus shows her acquiescence in actions rather than words, by dancing at the wedding herself (6.24 : 146,21-2).


Perhaps the most interesting parallel between Aeneas and Psyche is that both eventually become gods. Aeneas is destined for this after his death, and agreement to this is part of Jupiter's agenda in the reconciliation with Juno (Aeneid 12.793-5); Psyche is made divine immediately by Jupiter before the wedding, thus answering Venus' previous objections about her son marrying a mortal (6.23 : 146,8ff). For both, then, the story of their persecution by a god ends happily, with their own apotheosis accepted by their previous persecutor. Though it is never quite explicitly stated, it is clear from the proem of the Aeneid and from the constant parallel between Aeneas and Hercules (see 2 above) that it is Aeneas' career of heroic labours, some at least imposed by the agency of Juno, which leads to his apotheosis. The same might be said of Psyche : it is her persistence in fulfilling the tasks set her by Venus, even if she fails in the last and needs to be rescued by Cupid, which makes the reader feel that her apotheosis and happy marriage is deserved. 

4 : Conclusion

This examination of the epic structures of literary texture of Cupid and Psyche, on the macro-level in the framing of C&P as an extended intradiegetic narrative with a famous epic model which also uses epic book-structures, and on the micro-level in its first few and importantly programmatic pages, has naturally stressed a particular generic affinity in the novel. This is not to deny that other literary genres have some importance in its texture : Platonic dialogues and the Greek novel have already been alluded to above, Greek tragedy has recently been shown to be influential (cf. Schiesaro 1988) and there are many other genres which contribute to the rich literary effect of Cupid and Psyche. Nevertheless, it is the epic that is primary. Not only was epic the universal reading of Apuleius' day in school and elsewhere; it also provided almost the only model for extended fictional composition. It is therefore not surprising to find its scenes, motifs and vocabulary re-used and transformed in Apuleius' Metamorphoses. And that transformation, as we have seen, stresses the difference between epic and novel : the grand heroic material of the Aeneid is subjected to sophisticated literary and narratological play in Apuleius' epideictic imitatio, and at least partly brought down to earth for the lower genre, whose aim is not to create epic sublimity but to provide sophisticated fictional entertainment.
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FOOTNOTES

* A version of this paper was delivered at the 19th Groningen Colloquium on the Novel in May 1996. I should like to thank Dr Maaike Zimmerman for the invitation to speak, and for her peerless conference organisation.

1. For recent work on the epic texture of other parts of the Metamorphoses cf. Harrison 1990, Frangoulidis 1991a and 1992, Shumate 1996, Harrison, forthcoming and Graverini (forthcoming).

2. The earliest separate edition I have found is Northius 1789, a publication clearly related to contemporary German interest in folklore and fairy-tales.

3. See the succinct summary at Kenney 1990a, 13-17; another clear statement in Wlosok 1969.

4. For the technique in Homer cf. Taplin 1992, 285-93 (on the Iliad; for the Odyssey see e.g. Od.5-6, dealt with in 2 below); in Ovid see Met.1-2, 7-8, 8-9.

5. A partial exception is Aeneid 6-7, where the burial of Caieta at the beginning of Book 7 is clearly a hangover from Book 6, a brilliantly paradoxical effect at what is clearly a principal division in the poem between the 'Odyssean' Books 1-6 and the 'Iliadic' Books 7-12. For the transitions between the books of the Aeneid in general cf. Harrison 1980.

6.  For an interesting alternative view that the eleven books of the Met. represent an incomplete text, cf. van Mal-Maeder 1997.

7.  For the same approach cf. Harrison 1990 and Harrison, forthcoming.

8. On the various narratological terms used in what follows (homodiegetic, heterodiegetic, analepsis, prolepsis, focalisation, extradiegetic, intradiegetic) see Bal 1975 and Genette 1980; for a useful application to Homer cf. de Jong 1987, and for an application to Apuleius see Hijmans et al. 1995, 7-12.

9. Apart perhaps from the romantic element in the story (girl gets boy), which might be seen as a 'female' interest in some sense. For arguments that the tale represents the interests of the anus, cf. James 1987, 123-5.

10. On narratological play in the Met. see of course Winkler 1985, though this is not one of his examples. In fact, Winkler's book steers off C&P, devoting only one short section to its content (89-93), and does not exploit the proleptic parallels between Lucius and Psyche as one might expect.

11. See the important treatment of the tales and their relation to Lucius in Tatum 1969.

12. Suspense may be one reason for this, though generally Apuleius seems to enjoy not naming characters until he has to : cf. Brotherton 1934. On the first naming of Charite see further Frangoulidis 1991b.

13. Both in her cynical manipulation of a younger woman for personal gain and in her alcoholic tendencies (6.25 : 147,3 temulenta) ; for the latter compare the well-named Dipsas of Ovid (Am.1.8.34) and the Acanthis of Propertius (4.5.75).

14. Though the fact that Aeneas left Creusa last in the order of march to leave Troy (2.725), a decision which allows her to disappear, might have given Dido pause for thought (this is a man for whom his mission and his (male) family come before his erotic partners).

15. For another example of Apuleian adaptation of a Vergilian narratological device, compare the way in which the ekphrasis of the Actaeon-statue at Met.2.4 : 27,7ff anticipates Lucius' future, just like the proleptic ekphrasis of the temple of Juno at Aeneid 1.453-93 - see the discussion in Harrison, forthcoming.

16. Cf. e.g. Hooker 1955, Dowden 1982, and most recently and subtly Kenney 1990b. The tradition of allegorising C&P goes as far back as Fulgentius in the sixth century (Myth.3.6).

17. Cf. 5.6 : 108,4 tuae Psyches dulcis anima, 5.13 : 114,1 Psychae animam, 6.2 : 130,14 Psyches animae; 5.23 : 121,6 in Amoris incidit amorem ... cupidine fraglans Cupidinis (see Kenney 1990a on all these passages).

18. It is adopted by Kenney 1990a, with small variations (his five 'acts' are called Psyche innocens, Psyche nocens, Psyche errans, Psyche patiens and Psyche felix, and the divisions are made at the same places except that between 'acts' four and five, placed by Kenney at 6.8 : 133,16 rather than 6.8 : 133,24.

19. Several of these are treated by Moreschini 1994.

20. It was from such landscapes that both Proserpina and Europa famously suffered violent kidnap while picking flowers - cf. Hom.Hymn.2.6, Moschus Europa 35-6, 72-3. It is clear that even well into Book 5 Psyche has fears about her husband’s possible bestial character, played upon by her sisters (5.17 : 116, 16ff).

21. For partial correctives see Scotti 1982, Krabbe 1989, 37-73.

22. The stress on Venus' marine home reflects traditional associations, but there is also some sense that Venus is using it as a Roman matron would the female baths - note the large escort of  4.31 : 99,17ff, like the large escort accompanying an important Roman matrona wherever she went, and the specific detail of Venus 5.28 : 125,11 lavantem natantemque, very much bathing behaviour.

23.  Cf. Enk 1958, P(schl 1975.

24. There are also of course similar parallels to be drawn between Psyche and Aeneas, another labouring mortal who finally achieves apotheosis - see section 3 below.

25.  Apuleius’ marriage-feast marking Psyche’s reception into Olympus also recalls that of Hercules in Pindar Nem.1.69-72.

26.  This paper's view of the relationship of folk-tale to C&P is close to that of Fehling 1977, namely that C&P depends almost entirely on literary rather than  on folk-tale sources, and indeed that many folk-tales can be argued to derive directly from Apuleius via such folklorists/classical scholars as the brothers Grimm, rather than the other way round.

27.  Psyche’s mission to the Underworld is also influenced by that of Orpheus, searching for Eurydice, in Georgics 4 - cf. Harrison, forthcoming.

28. Note that frumenta at 4.406 indicates individual grains of any cereal, not a different type of cereal from far. 

29. Cf. Helm 1914, 190-1, Fehling 1977, 79-88, Kenney 1990a, 116.

30. On the Metamorphoses as Milesian, cf. Kenney 1990a, 7-8 and Moreschini 1990 (reprinted in Moreschini 1994).

31. Cf. Dowden 1994, though I do not agree with his early dating of the Metamorphoses : its non-mention in the Apologia and possible allusions in it to the events surrounding the Apologia (e.g. Met.6.9 : 135,1-3 - cf. Kenney 1990a, 203) surely indicate a date after 158-9. 

32. The metae Murciae were at the end of the Circus Maximus adjacent to the temple of the goddess Murcia, commonly identified with Venus Myrtea (Pliny Nat.15.121, Tertullian De Spect.8, Kenney 1990a, 200) - hence no doubt Venus' use of it here (it is her own territory). The Circus in general was a particular haunt of meretrices (cf. e.g. Catullus 55.4, Ovid Ars 1.135-9, Juvenal 3.65).

33. For the links with Dido here cf. Harrison, forthcoming; Kenney 1990a, 166-7 stresses the parallels with Ovidian abandoned heroines without even mentioning Dido, but Dido is their common ancestor too, and the verbal parallel Met.5.21.3 aestu pelagi simile maerendo fluctuat ~ Aeneid 4.532 magnoque irarum fluctuat aestu makes the direct Vergilian link clear.
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