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Epic Extremities : 

The Openings and Closures of Books in Apuleius’ Metamorphoses         

Introduction


This paper forms part of a continuing series of studies on epic features in Apuleius’ Metamorphoses.  
  Its particular concern is with the book-openings and book-closures in Apuleius' Metamorphoses and their intertextual links with the traditional modes of opening and closing of books in ancient epic narratives.  Beginnings and endings, much studied by classical scholars in recent years, 
 are emphatically marked parts of literary works and their individual books, and are likely to play a role in the articulation and establishment of generic identity. The openings and closures of books in the Metamorphoses both recall epic models and distance themselves from them; here as elsewhere, the Metamorphoses presents itself as para-epic, a text which uses many epic patterns and themes but which presents them in a way appropriate for its own, different and less dignified, genre of  Roman prose fiction, with its low-life colour and ‘Milesian’ connections. 

As has often been stressed, the epic, with its prime status in ancient education, was a natural and familiar model for the ancient novel as a long fictional text contained in a series of books; 
 in the case of the Metamorphoses, as I have argued elsewhere, 
 there is a clear element of the display of ‘cultural capital’ by the witty use and reprocessing of the acknowledged canonical texts of Greco-Roman literature, especially Homer, Vergil and Ovid’s Metamorphoses, aimed at an élite readership which shared the education of the author. Such high-level literary play was particularly suited to  the age of the Second Sophistic, the renaissance of Greek culture under the prosperous conditions of Roman rule in the period approximately 50-250 A.D., 
 when literary learning and display reinforced and supported social standing and prestige in the West as well as the East of the Roman Empire.

Book-Openings and Book-Closures – Linear Analysis.

In this main section of this paper, I will look at all the openings and closures of the books of the Metamorphoses with this generic aspect firmly in mind.  

Book 1. The opening sentences of the Metamorphoses, the first part of a much-studied prologue, 
 sends out a complex mixture of generic signals:

1.1.1-2 At ego tibi sermone isto Milesio varias fabulas conseram, auresque tuas benivolas lepido susurro permulceam, modo si papyrum Aegyptiam argutia Nilotici calami inscriptam non spreveris inspicere.
 Figuras fortunasque hominum in alias imagines conversas et in se rursum mutuo nexu refectas, ut mireris, exordior. Quis ille ? Paucis accipe. 

'But let me join together different stories in that Milesian style, and let me soothe your kindly ears with an agreeable whispering, if only you do not scorn to glance at an Egyptian papyrus inscribed with the sharpness of a reed from the Nile. I begin a tale of men's shapes and fortunes transformed into different appearances and back again into themselves by mutual connection, that you may wonder at it. 'Who is this ?'. Hear in brief.’

As commentators have noted, the abrupt beginning looks back to Platonic-style dialogues which affect to begin as if in the middle of a conversation : with at  ego we may compare the opening of Xenophon’s Symposium (1.1)(((.: ‘Well, it seems to me..’ The iussive first-person subjunctive conseram also recalls a  non-epic genre, the comic drama of Plautus and Terence - cf. Plautus Persa 542-3 videam modo / mercimonium, 'let me just see the goods', Terence Heautontimoroumenos 273 mane : hoc quod coepi primum enarrem, 'hang on - let me first tell you all of what I have started [to tell]' ; and while the lack of identification of the prologue-speaker is consistent with epic, the overt raising of the issue of his identity undermines the silence of epic on this topic and seems once again to echo comedy – with quis ille compare Plautus Aulularia 1 ne quis miretur qui sim, paucis eloquar’, ‘in case anyone wonders who I am, I shall briefly tell you’.


These signals of ‘low’ genres are however matched by ‘high’ epic indicators. The phrasal shape of  figuras fortunasque hominum … exordior, 'X and Y(-que) I tell of', is a classic opening pattern in epic - cf. Aeneid 1.1 arma virumque cano, ‘I sing of arms and a hero’, Silius Italicus Punica 1.1 ordior arma ‘I begin a tale of arms’,  Statius Thebaid 1.1-3 Fraternas acies alternaque regna … evolvere … menti calor incidit, ‘inspiration has come upon my spirit to unfold the tale of the brothers’ armies and the alternating rule’. The topic of metamorphosis also introduces the central theme of a very particular epic, Ovid’s homonymous Metamorphoses :  figuras fortunasque hominum in alias imagines conversas et in se rursum mutuo nexu refectas, ‘a tale of men's shapes and fortunes transformed into different appearances and back again into themselves by mutual connection’, echoes Ovid Met.1.1-3 mutatas dicere formas ‘to tell of changed forms’ in both syntax and subject , and modern scholarship leaves us in no doubt that Apuleius’ Metamorphoses knows and exploits its Ovidian counterpart. 
 


Thus at the beginning of the Metamorphoses we see a characteristic mixture of epic with ‘lower’ and less ‘dignified’ genres, a mixture which is programmatic for the whole work. As we shall see, it is also programmatic for its beginnings and endings of books, which present a clear mixture of epic and non-epic elements.


The opening of Book 1 as a whole is of course the prologue just discussed; but the ‘second’ opening of the narrative proper after the prologue is also worth notice in the context of generic signals. At 1.2 the principal narrator Lucius, who may or may not be the speaker of the prologue itself, begins the story with a statement about a journey : Thessaliam …. ex negotio petebam, ‘I was on the way to Thessaly on business’. This statement, and the fact that the narrator soon meets a fellow-traveller with whom he converses, irresistibly recalls the openings of various Platonic dialogues where a journey with a destination turns out to be the occasion of a meeting which stimulates the dialogue - most famously the opening of the Republic (327a ‘I went down to the Piraeus yesterday …’). 
 This forms a second beginning of the book, neatly echoing the character of the prologue’s opening with its Platonising pseudo-dialogism; but even here it is possible to see an epic echo.

At Aeneid 1.34-5, after the prologue of the poem has been emphatically rounded off by the famous sententia of 1.33 tantae molis erat Romanam condere gentem, the narrative proper begins with a voyage described with a scene-setting imperfect tense: vix e conspectu Siculae telluris in altum / vela dabant laeti et spumas salis aere ruebant, ‘they were happily sailing just in sight of the land of Sicily, running through the salt spray with their bronze keel’. Here again we find a new beginning from the journey of the protagonist with a stated geographical destination, a journey which is rudely interrupted by the wrath of Juno just as the journey of Lucius is interrupted by the tale of Aristomenes which narrates the wrath of the goddess-like witch Meroe (feminam divinam, 1.8). 

At the end of Book 1 Lucius, having had the fish he bought at the market trampled to bits by the officious magistrate Pythias, his erstwhile schoolfriend from Athens, retires to bed without his dinner (1.26.6) : somno non cibo gravatus … in cubiculum reversus optatae me quieti reddidi, ‘weighed down with sleep rather than food I returned to my bedroom and gave myself up to longed-for rest’. This supperless slumber at book-end clearly parodies the endings of epic books 
 where gods and heroes retire to sleep having eaten their fill : the first book of the Iliad ends with the sweet and replete sleep of Zeus, while Iliad 7 ends with Trojans and Greeks both feasting and sleeping, and sleep by itself is a common epic book-end, found in Iliad 9, Odyssey 5, 14, 16, and 19. Lucius, in fact, is more like the exhausted Odysseus sleeping in leaves at the end of Odyssey 5, perhaps a comic meiosis of that famous epic scene, especially as in the next book of the Metamorphoses Lucius soon (2.2) meets a rich local woman (Byrrhaena), just as Odysseus meets Nausicaa  in the following book of the Odyssey (6.120ff). 
 This ending is a particular form of the use of night as a book-ending, common in Homer: Iliad 1,7,and 9 and Odyssey 1,5,6,7,14,16, and 19 all end with night. This is of course a common pattern of closure in ancient and later literature, 
 but its epic colour is likely to be most relevant for Apuleius.

Book 2. Book 2 opens with the young Lucius awaking at dawn and keenly exploring his new surroundings in Hypata (2.1.1-2) : ut primum nocte discussa sol novus diem fecit … curiose singula considerabam, ‘as soon as the new sun shook off night and brought forth the day … I began to explore everything with curiosity’. Here in his dawn action the young Lucius is like the young and keen Telemachus in Odyssey 2 and 17, just as he resembles Telemachus in his educative trip abroad. 
 Dawn at book-opening is in general a standard Homeric feature (cf. also Iliad 8, 11, 19, Odyssey  3, 5, 8, 16), though we do not here find a close imitation of an epic dawn-formula (contrast Book 3 below); here this mildly epic marker is typically juxtaposed with the undignified and very unepic curiositas of Lucius, his besetting fault which is to get him into such trouble in the course of the novel. 

Book 2 closes with the drunken Lucius going to bed thinking that he has defeated and killed three robbers, which later turn out to be three magically animated wine-skins (2.32.7) : end of (epic?) day - meque … pugna trium latronum in vicem Geryoneae caedis fatigatum lecto simul et somno tradidi , ‘and, tired as I was from the fight with three robbers in the manner of the slaying of Geryon, I consigned myself to my bed and to sleep’. The ending of night and sleep picks up that of Book 1, again with a comic twist : Lucius’ lofty self-comparison here with Hercules (which he will stress even more in his speech of defence in Book 3, 3.19), showing his claims to literary learning, 
  is highly amusing in the circumstances of his low-life drunkenness. The epic pattern of night and sleep ending a book (as in Book 1, above) is here reinforced by an epic verbal echo : Geryoneae caedis, ‘the slaying of Geryon’ surely picks up Vergil’s characterisation of Hercules in the Aeneid (8.202) as tergemini nece Geryonae spoliisque superbus, ‘proud with the slaying and spoils of triform Geryon’. But Lucius’ drunkenness makes him much more like the greedy and drunken Hercules of comic tradition whom we find in Aristophanes’ Frogs and Propertius 4.9, 
 an apt deflation of this epic role in the context of a low-life ‘Milesian’ novel.

Book 3. Book 3 opens with a description of dawn which clearly echoes and parodies the elaborate dawn-formulas of Homer (3.1.1) : commodum punicantibus phaleris Aurora roseum quatiens lacertum caelum inequitabat, et me securae quieti revulsum nox diei reddidit, ‘Dawn with her pink harness, flexing her rosy arm, was just beginning to drive across the sky, and night tore me from careless sleep and returned me to day’. The dawn-formula ‘When rosy-fingered dawn appeared, coming early in the morning’ begins three books of the Odyssey (2,7,17) and is one of the most familiar Homeric formulas, much imitated by later writers. 
 Here the context makes clear the parodic tone, 
 and the focus on the horse’s harness rather than the more poetic fingers of Dawn helps to bring the image down to earth a little : Lucius wakes up with a hangover for a day of comic reckoning, with revulsus, ‘torn away [from sleep]’, strongly suggesting that he is unwilling to rise and face the consequences of the wine-skin escapade which closed the previous book (see Book 2, above). 

At the end of Book 3 (3.29.8) Lucius-ass declines a dangerous opportunity to eat roses and return to human form (if he reveals himself as human now he may be killed by the bandits) : tunc igitur a rosis et quidem necessario temperavi et casum praesentem tolerans in asini faciem frena rodebam, ‘on that occasion therefore I refrained from eating the roses as was indeed necessary, and, tolerating my present situation, I chewed my bridle still in the form of an ass’. 
 This is a 'cliff-hanger' type of closure, where a book closes with a major plot-element unresolved, an inducement to read on now familiar from the serial narratives of modern popular culture divided into many episodes (especially television soap-operas); this type of closure is more common in the later books of the Metamorphoses (cf. Books 7 and 8 below) as the plot gathers pace towards its dramatic dénouement in Book 11. ‘When will Lucius achieve re-transformation? Find out in the next book ….’.  This device clearly exploits the tension between book-segmentation and plot-segmentation, and the natural desire for some form of plot-closure even at the level of book-closure, 
 but in terms of literary history it can be said to be derived from Ovid’s homonymous Metamorphoses.

That epic poem constantly plays on this tension between plot-episode and book-structure. 
 This technique begins as early as the first book, which ends with Phaethon arriving at the home of his father the Sun, where the alert reader knows he will come to a bad end, an episode narrated in the next book (1.779) : patriosque adit inpiger ortus, ‘he arrived eagerly at his father’s place of rising’. Here ‘eagerly’ clearly looks forward to Phaethon’s over-enthusiastic and disastrous handling of his father’s chariot in the next book. Likewise Book 2 ends with the kidnap of Europa to Crete (what will happen to her?), Book 6 with the beginning of the Argonaut expedition, to be continued in the next book, Book 8 with a hint from Achelous of the story of his lost horn which he will tell fully in the next book, Book 12 with the preparations for the contest of Ajax and Odysseus which occupies the first half of Book 13, Book 13 with Glaucus’ flight to Circe which will lead to Scylla’s transformation in Book 14. 

Book 4. Book 4 opens at mid-day (4.1.1) diem ferme circa medium, ‘about the middle of the day’. This is a prosaic time-indication, expressed with the very unliterary ferme and the very ordinary circa, 
 and a distinct contrast with the elaborate Homeric dawn-formulas of Book 3 (above) and Book 7 (below), a reminder of the naturally lower literary level of the novel. The ending of Book 4, on the other hand, has epic overtones, as we might expect in the more elevated literary texture of the Cupid and Psyche episode : 
 the heroine is wafted away to a locus amoenus and induced to sleep (4.35.4) : vallis subditae florentis caespitis gremio leniter delapsam reclinat, ‘[the wind] lays [Psyche] gently down in the lap of a sunken valley with flourishing grass’. Though Psyche does not fall asleep until the beginning of the next book, there is a clear suggestion that she will do so, which alludes to the epic closure already parodied in the endings of Book 1 and 2 (above). We might also see a specific allusion to the end of Odyssey 5, as at the end of Book 1 (above): Psyche like Odysseus has been rescued from a highly dangerous situation and arrives alone in a strange but welcoming place (cf. Phaecia), where in the following book she will meet an attractive member of the opposite sex (cf. Nausicaa). This is especially attractive given the echoes of the palace of Alcinous in the description of the palace of Cupid at the beginning of the next Apuleian book.

Book 5. At the beginning of Book 5 the heroine first goes to sleep and then awakes refreshed. Here we find a reversal of the usual epic pattern of sleep at book-end (see Books 1 and 2 above), combined with a more conventional book-beginning, with the book’s action starting at the start of the day. This distortion of the normal narrative parameters might be seen as a magic variation on the normal human timetable; this is an enchanted world of fairy palaces and disembodied voices where the usual conventions do not necessarily apply. As already suggested (on Book 4 above), the description of Cupid's palace at the beginning of this book (1.2ff) clearly echoes that of the Palace of the Sun at the beginning of Ovid Metamorphoses 2. 
 This structural echo evokes its larger context in the story of Phaethon, which is here echoed in several ways. As noted at the end of Book 3 (above), the division of a narrative episode across book-limits is a technique from Ovid’s Metamorphoses, but here there seems to be an explicit allusion to the break between the first two books of Ovid’s work. In both cases a young and inexperienced human character, loved by a god, moves to that god’s divine palace. This move is followed by disaster consequent on the human character’s ignoring of a warning from that god; just as Cupid emphatically warns Psyche against trying to discover his identity (5.11), so the Sun firmly warns Phaethon not to drive the chariot (Met.2.49-102). This is another epic identity for Psyche. 
 

At the end of Book 5 Venus departs, annoyed with the goddesses Ceres and Juno (5.31.7) : concito gradu pelago viam capessit, ‘with hastened pace she made her way to the ocean’. Departure is a natural mode of closure in ancient literature, 
 but here again there is an epic flavour. No fewer than three books of the Aeneid end with the hero’s departure. In Aeneid 2 Aeneas leaves Troy for the mountains with his father on his shoulders (2.804); in Aeneid 6 he leaves the Underworld to return to Caieta (6.900-1); and in Aeneid 8 he rises up to leave with his new shield on his shoulder (8.731).  Here Venus’ departure is irritated and undignified , especially in contrast with her previous departure to the sea at 4.31, with full epic colour and allusion, 
 and the language reflects this; as at the beginning of Book 4, prosaic language (viam capessere, ‘make one’s way’, seems to be prosaic) 
 shows the ‘low’ level of the novelistic narrative register.

Book 6. Book 6 opens with the wandering Psyche reaching a temple (6.1.1-2): interea Psyche variis iactabatur discursibus … prospecto templo quodam in ardui montis vertice … inquit, ‘Meanwhile Psyche,  tossed around in her various wanderings …spying a temple on the top of a lofty mountain, said …’. Here there are multiple echoes of epic beginnings.  The word interea begins Aeneid 5 and 11, while Psyche's wanderings and the verb iactabatur, ‘was tossed’, recalls the wanderings of Aeneas as narrated at the beginning of Aeneid 1 (1.3 multum ille terris iactatus et alto), just as Psyche’s later descent to the Underworld famously echoes the katabasis of Aeneas in Aeneid 6 
. The opening of Aeneid 6 is also strongly echoed in the opening of this sixth book : though Psyche’s initial anxiety recalls another book-opening, that of  Aeneid 4.1ff and the anxiety of Dido 
, the hero(in)e's visit to a temple opening a book which climaxes in a descent to the underworld recalls Aeneas at the temple of Apollo in Cumae at Aeneid 6.9-34 
. Both temples are (naturally enough) in lofty positions (cf. Aeneid 6.9), and both temples provide a potential female helper for the protagonist – Ceres in Apuleius, well-disposed towards Psyche but forced to reject her pleas for help through Venus’ greater power (6.2-3), and the Sibyl in Vergil, who will act as Aeneas’ guide through the Underworld. Here the effect is one of epic elevation, as often in the relatively dignified story of Cupid and Psyche.

The end of Book 6 is another ‘cliff-hanger’ like that of Book 3. Lucius-ass has been condemned to a horrible death by the robbers and is fully expecting to perish (6.32.3) : quam meis tam magnis auribus accipiens quid aliud quam meum deflebam cadaver, ‘hearing which [my sentence] with my great ears, I could do nothing but begin to lament for my own corpse’.  Will Lucius be slaughtered and have the girl sewn up inside his skin ?  The basic technique of inter-book suspense may be Ovidian (see on Book 3 above), but the content is firmly low-life and sensationalist; such deaths fit the ‘fatal charades’ of the imperial Roman arena 
 rather than the epic battlefield. There may also be some ironic reference to death as a typical Vergilian book-closure (Aeneid 4,5,10 and 12 all end with death); here the concluding not-quite-death of an ass would be an amusing and low-life version of the closural death of a great epic character 
. 

Book 7. The opening of Book 7 presents the most elaborate dawn-formula of the novel (7.1) : ut primum tenebris abiectis dies inalbebat et candidum solis curriculum cuncta conlustrabat, quidam de numero latronum pervenit, ‘as soon as darkness was cast away and the day began to brighten, and the sun’s bright chariot began to illuminate all things, one of the robber-band arrived’. As at the start of Book 3, this elaborately simultaneous opening of book and day is ultimately Homeric in origin (though the chariot of the Sun is Vergilian) 
, but two elements combine to adapt the epic dawn-formula to its different Apuleian context. The Homeric topos is overextended in typically Apuleian epideictic style, with alliteration, rhyming and elaborate verbs of select lexical colouring 
, while the presence of typically novelistic robbers stresses the low-life world of Roman prose fiction. 

The ending of Book 7 presents a similar balance between high/epic and low/novelistic elements. Here as at the end of Book 6, Lucius-ass is again in danger, this time from a vengeful mother, who tries to kill him by thrusting a blazing brand between his legs, but he escapes by emitting a stream of diarrhoea - (7.32.3-4) qua caecitate atque faetore tandem fugata est a mea pernicie : ceterum titione delirantis Althaeae Meleager asinus interisset, ‘by being blinded in this way and through the evil smell she was at last repelled from destroying me; otherwise an asinine Meleager would have perished by means of the burning brand of a crazy Althaea’. The allusion here is clearly to Ovid’s version of the Meleager/Althaea story at Metamorphoses 8.445-515 with its 'mad scene', though this mythological story was much treated in drama 
. The Apuleian text both comically lowers the epic allusion through its scatological  detail, and provides a clever variation on the epic model : both have the mother and glowing brand, but the Apuleian mother is avenging the death of her son, inverting the Ovidian mother who is avenging the death of her brothers on her son. The low lexical level of delirantis, ‘crazy’ (Plautus Am.727, Terence Ph.997) clearly adds to the comically subversive effect. The mythological allusion matches that at the end of Book 2; once again we see the mythological learning of the narrator Lucius with his cultural pretensions, showing off his somewhat basic literary repertoire 
.

Book 8. The beginning of Book 8, like that of  Book 4, presents a plain and prosaic time-indication (8.1.1) : Noctis gallicinio venit quidam iuvenis, ‘at cockcrow at the end of the night a young man came’; this is underlined by the colloquial level of the term gallicinium, ‘cockcrow’, first found in Petronius 
, stressing that this is a low and ordinary inversion of the epic dawn-opening seen in Books 3 and 7. The ending of Book 8 (8.31.5) is another ‘cliff-hanger’, recalling those of Books 3 and 6 with a similarly suspenseful imperfect verb : destinatae iam lanienae cultros acuebat, ‘[the cook] began to sharpen his knives for the planned butchery’. Here Lucius-ass is about  to be slaughtered to replace a stolen joint of meat, an undignified and comic situation; the prosaic and comic vocabulary of tools and cooking (note that the cook is a figure of ancient comedy and certainly not of epic) 
 emphasise the low-life tone in this Apuleian version of an originally Ovidian technique (see on Book 3 above).

Book 9. This book opens with the cook about to butcher Lucius-ass (see above) and the latter ready to flee (9.1.1) : sic ille nequissimus carnifex contra me manus impias obarmabat. At ego … lanienam imminentem fuga vitare statui, ‘Thus that nefarious executioner began to arm his wicked hands against me. But I … decided to escape this imminent butchery by fleeing’. Though it is not noted by commentators, this 'cinematic' switch of perspective from one party to another, articulated here by sic, ‘thus’ and at, ‘but’, is a type of book-opening found in epic : this ninth opening in fact matches the opening of Iliad 9: 'So ((, = sic) the Trojans kept watch; but the Achaeans ((((((= at ego) were possessed by heaven-sent panic'. Whether or not a particular allusion is felt here, the Apuleian situation is clearly an epic parody in general terms : the anticipated ‘battle’ of the cook and ass  (obarmabat, ‘arm’, suggests an epic warrior) is here a comic version of  Homeric warfare, and as at the beginning of Book 6, the opening of Book 9 of the Metamorphoses seems to pick up the opening of its numerical counterpart from the Iliad – an intertextual technique found elsewhere in Latin literature 
.

The ending of Book 9 provides a proverbial closure (9.42.4) : unde etiam de prospectu et umbra asini natum est frequens proverbium, ‘and this is also the origin of the common proverb about the peering and the shadow of an ass’. As the Groningen commentators rightly explain, this combines two proverbs, both referring to the frivolous bringing of lawsuits; they also rightly point to 'the comical note provided by the proverbs' here 
. As well as marking out an authorial interest, as the Groningen commentators also note 
,  the homely tone of proverbial discourse again stresses the 'low' level of the novel by referring to a sub-literary and popular genre.


Book 10. The beginning of Book 10 (10.1.1) : die sequenti, ‘on the next day’,  though a time-formula with possible distant epic ancestry, shows the same prosaic tone as the beginnings of Book 4 and 8 (see above), no doubt connected with narrative pace (the plot needs to advance swiftly here given that Book 10 has a relatively large number of items to get through) 
. The ending of Book 10, on the other hand, is epically elaborate and heightened : (10.35.5) nam et ultimam diei metam curriculum solis deflexerat et vespertinae me quieti traditum dulcis somnus oppresserat, ‘for the chariot of the Sun had passed the last turning-post of the day, and sweet sleep had overcome me as I was consigned to the restfulness of evening’. Here we clearly have a version of the epic 'day-end and sleep' ending (see on the end of Book 1 above); note that the epic chariot of the Sun reappears from the opening of Book 7. The lofty tone here is unadulterated by low-life or popular elements;  this well suits the portentous context, where Lucius is about to have his dream of Isis at the opening of Book 11, arguably one of the most elevated episodes of the novel. The special significance of this important moment is shown by the fact that this is the only description of nightfall at book-end in the Metamorphoses 
.

There is also a clear resemblance between Lucius’ closural sleep here and the closural near-sleep of Psyche at the end of Book 4 (see above). This is part of the way in which the Cupid and Psyche inserted tale functions as a mise en abyme of the whole novel 
; both Lucius and Psyche have escaped from mortal danger, go to sleep in a quiet refuge, and are about to face a series of initiatory tests and adventures from which they will emerge with success and (quasi-) divine status. 

Book 11. This last book begins with a time-indication and the rising of an astronomical body, but both are perhaps surprising after the openings of Book 3 and 7, since the time is not dawn but early in the night,  and the body is the moon and not the sun (11.1.1) : circa primam ferme noctis vigiliam experrectus pavore subito, video praemicantis lunae candore nimio completum orbem commodum marinis emergentem fluctibus … ‘At just about the first watch of the night I was awoken by a sudden panic and saw the full circle of the moon,   gleaming out with a mighty brightness, rising from the waves’. This modification of other opening formulas suggests perhaps that something unusual is about to happen (as indeed it is); just as his rest at the end of Book 10 echoes that of Psyche at the end of Book 4 (see above), so Lucius' awakening here is marked by a dream-like removal from normal time-conventions which corresponds well with Psyche’s somewhat surreal awakening in the palace of Cupid at the beginning of  Book 5 : both protagonists are about to face a miraculous encounter with the divinity whose patronage will revolutionise their lives. 

Lucius’ awakening here also appropriately recalls his dawn-awakening in Hypata at the beginning of Book 2, the start of a regrettable episode which led to his disastrous metamorphosis, a metamorphosis which the events of the forthcoming book are about to reverse. More interestingly from the generic point of view, this scene clearly recalls the epic book-opening of heroes failing to sleep in the middle of night, usually owing to heroic emotion or plans (here despair) – as in  Iliad 10 (Agamemnon, planning tactics), 24 (Achilles, grieving for  Patroclus), Odyssey 20 (Odysseus, planning his revenge). Again as the end of Book 10 the tone (though not the vocabulary) is unambiguously elevated (lexically, the select  praemicantis, first found in Apuleius 
, and the poetic description of the moon’s orb rub shoulders with the highly prosaic circa , ferme and  commodum 
, once more suiting the portentous context. 

The ending of Book 11 and the closure of the whole novel is famously open: 

 (11.30.5) : rursus denique quaqua raso capillo collegii vetustissimi et sub illis Sullae temporibus conditi munia, non obumbrato vel obtecto calvitio, sed quoquoversus obvio,  gaudens obibam, ‘finally, with my head once again shaved all over,  and not covering or protecting my baldness, but revealing it openly everywhere, I began joyfully to fulfil the duties of a priestly college of great antiquity, founded in those times of Sulla’. This ending has no epic features : the stress on the first-person autodiegetic narrator, with Lucius still telling his own story, is a strong contrast with the recessive and undercharacterised narrator of the epic tradition, as is the suggestion of continuing autobiography in the unresolved imperfect but final verb. Likewise, the stress on Lucius’ devoted baldness strikes an unepic (and, I would argue, purely comic) note; baldness is distinctly undignified in the ancient world and in its most elevated literary genres – the only character with hair loss in the Iliad is Thersites (Iliad 2.219) 
. Thus the closure of this text finally marks it as non-epic : a story of over-curiosity, asinine transformation, sex, witchcraft and religious (?pseudo-) conversion 
 in the end differs fundamentally from tales of heroic endeavour.

Overview and Conclusion


A number of significant general  features emerge from this survey. First, the predominance of time-indications : of the twenty-two beginnings and endings analysed above, twelve (more than half) are markers of time in some sense 
. These vary in elaboration and generic colour from full-scale opening epic dawn-formulas (Book 3 and 7) to the briefest prosaic markers of time of day or sequence (openings of Book 4, Book 8 and Book 10), but all depend to some degree on the epic tradition of time-markers at the extremities of books, suitably varied and modified for a lower novelistic context. Second, the distribution and sequencing : more elaborate and literary openings and closures of books are more common in the first half of the novel,  with Books 8 and 9 less colourful in this respect, perhaps in order to stress significant literary links nearer the beginning of the work, and also matching the way in which narrative pace quickens in the later books, with events taking precedence over elaboration of narrative voice. Thirdly, the interrelationship of openings and closures can make important and subtle literary points : good examples here are the clear parallels between the characters Psyche and Lucius at the ends of Books 4 and 10 and the beginnings of Books 5 and 11, and the way in which the opening of Book 6 certainly recalls that of Aeneid 6 and that of Book 9 more arguably echoes that of Iliad 9.


Two fundamental conclusions may be drawn, neither surprising. First, that at these marked moments at the beginnings and ends of books the Metamorphoses constantly looks back to epic as a model for its continuous multi-book fictional narrative, but constantly marks itself by parody and variation as generically 'lower' than its more 'dignified' literary ancestor. There are interesting parallels here with the Satyrica of Petronius, where I have argued for similar epic-type book-divisions, not preserved in our chaotic manuscript transmission of the work 
. Second, it seems hard to believe that these allusions are not authorially planned : the scribal subscriptions in F, the oldest and most important manuscript of the Metamorphoses 
, makes it clear that these book-divisions go back at least to the recension of the novel  carried out by Crispus Sallustius at Rome and Constantinople at the end of the fourth century AD, and the subtle and literary nature of the way in which they allude to the book-divisions of epic narratives clearly reinforces the belief that they are Apuleian in origin 
.
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� Cf. Harrison (1990b), (1997), (1998a); for other work looking at this connection cf. e.g. Frangoulidis (1992a, 1992b, 1992c) and Finkelpearl (1990, 1998). 





� Cf. Dunn (1992) on beginnings, Roberts et al. (1997) and Fowler (2000) 225-307 on closure.





� On the Milesian colour of the Roman novels cf. Harrison (1998b).





� See e.g. the bibliography collected in Harrison ([1997).





� Harrison (2000) 226.





� For accounts of the Second Sophistic cf. e.g. Anderson (1993), Swain (1996) 1-6, Schmitz (1997).





� For my own views see Harrison (1990a), and for a multi-authored collection studying the passage in great detail see Kahane and Laird (2001).





� This punctuation placing a full stop after inspicere is not that of Robertson (see next note), who simply carries the sentence on, but is common in earlier editions; for arguments for its revival see Harrison (1990a).





� The text of the Metamorphoses cited in this paper is that of Robertson (1940-45), unless otherwise noted.





� On the resemblances between the Apuleian and Ovidian Metamorphoses cf. esp. Scotti (1982), Bandini (1986), Krabbe (1989), and Müller-Reineke (2000).





� For other Platonic openings where journey leads to dialogue cf. Theaetetus 142a, Parmenides 126a; for further Platonic literary allusions in the Metamorphoses cf. e.g. Harrison (2000) 224-5, 252-9.





� This is noted in general terms by Junghanns (1932) 126.





� On these Odyssean aspects see Harrison (1990a) and Frangoulidis (1992a,1992b, 1992c).





� On night as poetic closure in Greco-Roman and later literature cf. Curtius (1953) 89-91; on patterns of book-closure more generally see Fowler (2000) 251-9 and Roberts et al. (1997).





� For Lucius as a comic Telemachus cf. Harrison (1990a).





� On curiositas in the Metamorphoses see conveniently De Filippo (1990/1999).





� On Lucius-narrator’s half-baked literary learning cf. Harrison (2000) 220.





� On this comic Hercules cf. Galinsky (1972) 81-100.





� See the excellent discussion at van der Paardt (1971) 23-4. Note that Homericising dawn-formulas can occur outside book-beginnings in the Met.; cf. e.g. 6.11.4 (very similar to 3.1.1), where the epicising context of Psyche’s labours is surely influential on the epic tone (Harrison (1998a) 62). 





� So Westerbrink (1978) 65.





� I here agree with van der Paardt in reading frena, ‘bridle’, rather than  faena, ‘hay’ (read by Robertson); see the argumentation in van der Paardt (1971) 207.





� On the relationship of desire and narrative see Brooks (1984).





� Cf. Fowler (2000) 258-9, Holzberg (1998).





� For the lexical facts on these words see n.49 below.





� Cf. in general Harrison (1998a) 57.





� Cf. Harrison (1998a) 60.





� A point not made in Harrison (1998a).





� Cf. Fowler (1997) 114.





� Cf. Harrison (1998a) 66.





� Paralleled on the PHI CD-ROM only at Livy 44.2.8 before Apuleius, who has six uses of the phrase (this passage and Met.1.14,1.17,5.31,8.18,8,21 and 9.36).





� Cf. Finkelpearl (1990/1999).





� For Psyche and Dido cf. Harrison (1997) 62-3.





� cf. Harrison (1998a) 61.





� Cf. Coleman (1990); the planned copulation of Lucius-ass and the condemned woman in the arena at Corinth in Metamorphoses 10 is clearly related to  ‘fatal charades’, though it does not re-enact any known mythological story.
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� Hijmans et al (1981) 79 note ‘a touch of humour’ in ‘the desperate-sounding sentence’. 





� For the chariot of the Sun in a dawn context cf. Aeneid 5.739. This Apuleian passage was long falsely thought to be an echo of Ennius; for an authoritative discussion see  Skutsch (1985) 785.





� See Hijmans et al. (1981) 80-81 (note that inalbebat is a hapax legomenon).





� See Hijmans et al. (1981) 273-4 and now van der Paardt (2001).





� See n.17 above.





� cf. Hijmans et al. (1985) 27.





� Cf.  Dohm (1964) on the comic cook in general; on other Apuleian uses of comic cooks cf. May (1998).





� A good example would be the way in which the Erichtho-necromancy of Lucan’s sixth book echoes the katabasis of Aeneid 6 : see Masters (1992) 179 n.1.





� Hijmans et al. (1995) 353-4.





� Hijmans et al. (1995) 354; on Apuleius’ lost work of paroemiography see Harrison (2000) 20-1.





� On the narrative tempo in this book cf. Zimmerman (2000) 13.





� Cf. Zimmerman (2000) 415-6, a good discussion of this ending and its epic links.





� On mise en abyme see Dällenbach (1989); on the correspondences between Lucius and Psyche cf. Dowden (1998), though I would not agree with his religious interpretation.





� Cf. Zimmerman (2000) 56; as Koziol (1872) 280, notes, this is one of a number of verbs with this prefix first appearing in Apuleius.  





� On the highly prosaic/colloquial tone of  these words see TLL 3.1079.6ff, 6.1.492.11ff and 3.1926.59ff.





� see Kirk (1985) 140 : ‘the pointed, balding cranium … make[s] Thersites a monstrosity by heroic standards’; for the indignity of baldness at Rome, and ridicule directed at it,  cf. Juvenal 4.38 and 6.533 (the latter directed against Isiac devotees), Martial’s attacks on bald men (cf. Howell  (1995) 133-4), and  Syme (1957) 343,  Jones (1996) 140.





� My own view is that the religious material of Book 11 is ultimately satirical – cf. Harrison (2000) 238-252.





� This aspect has been well noted by the Groningen commentaries – cf. Hijmans at al. (1977) 22, (1985) 1, (1995) 33, Zimmerman (2000) 51.





� Harrison (1998c).





� For the textual tradition of the Metamorphoses cf. Reynolds (1983) 15-16.





� As suggested in Hijmans et al. (1985) 1 n.1.This is clearly not the case for the book-divisions marked in Apuleius’ Florida, but may well be true for that in Apuleius’ Apologia : cf. Harrison (2000) 48, 90-94, 132-5. Both these works share the textual transmission of the Metamorphoses  via F and Sallustius. 
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