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T ERRINONI'S J ames J oyce e la fine del 
romanzo explor es J oyce's works from 
Dubliners to Finnegans Wake and illustrat es 

the connections between J oyce and other authors 
who are associated with him . He begins his work 
by explaining his choice of its intentionall y 
ambiguous title and plays with the Italian word 
'fine' in true J oycean fashion. 'Fine del romanzo' has 
a doubl e meaning , easily understandable in 
En glish because of the perfect equivalent , 'end ', 
meaning either a point which mark s the limit of 
something or the purpos e of something. 

Startin g with a reference to Daniel Defoe 's 
Robinson Crusoe, considered by many the first novel 
in the history of Engli sh litera tur e (and whose 
prot agonist was inspired by the Scott ish sailor 
Alexa nder Selkirk, who was rescued, on 2 
February 1709 after spending several years as a 
castaway on a tropical island), Terrinoni under­
lines how ironic and also how tragic it is that , on 
the same day 2 I 3 years later, Ulysses, a work 
which marked the end of the novel genre, saw the 
light in Paris. Despite this death blow, the novel 
would soon rise aga in, like a phoenix from its 
ash es, and thi s explains the title of the intro ­
duction 'Wh ere the novel begends ... ' 

Th e book is divided into six chapters. Each 
outlines a work by Jo yce and/o r refers to other 
authors linked in some way to him , start ing with 
Samu el Beckett . In 'Doublin g the capita l of the 
rom ance: Dubliners e Beckett', Terrinoni suggests 
that Dubliners could be considered a novel in th e 
mann er of Ulysses. Th e stories in Dubliners are 
interre lated in several ways and they may be seen 
as a novel compr ised of episodes, like Ulysses, 
where the episodes are connected thou gh pre ­
sented with very different stra tegies and tech­
niqu es. In this chapter , Terrinoni introduces the 
concept of 'escape', also intended as escape from 
the language of the oppressor, and draws a par al­
lel ·between Dubliners-and-Beckett's-i\.1ore Pridr.s-tkan 
Kicks, stressing one aspect in particu lar which 
connects the two authors : the ma sterful use of 
word s. For Beckett one of the function s of lan­
guage is to set a bound ary between tho se who 
know how to use language resources successfully 
and tho se who do not. 

In the second chapter, 'Jl Modernismo tra oralita, 
storytelling e isowmento', Terrin oni emp loys cert ain 
keywords - orality, storytelling and isolation - to 
refer to other authors associated withJoy ce, start­
ing with Brendan Behan , who wrot e autobiogr a­
phies with a flair for pasti che and melodram a and 
also 'oral ' books in the sense that he recorded 
them. This ora lity is easily visible, or, rather , 

into rranslators' creativity and comm ents on the 

dilemma posed by th e malleab ility of Jo yce's 

afforded by different lan­
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audible, inJ oyce's Finnegans Wake. Orality is often 
linked to the shor t story but, here, Terrinoni also 
refers to one of the most famous of mod ernist 
novels, The Good Soldier, by the English author 
Ford M adox Ford. The disjointed sentences and 
digressions of the prolix narrator recall Jo yce. 
The last part of the chapter is dedicated to D. H. 
Lawrence and isolation as a tool for communicat ­
ing wh ich, Terri noni claim s, is typical of 
Modernism and linked to the concepts of island , 
movement, travel and _segregation. 

In the chapter on Ulysses, Terrin oni com­
pellingly recounts the episodes of the novel, out­
lining chara cters, storie s, myth s and styles, con­
cluding that Ulysses seems to go nowhere. It is a 
journ ey without a destinati on whose only end is 
to exist. Th e fourth chapter deals with the rela­
tion ship between Joyce, Flann O 'Brien and B. S. 
John son, with O 'Brien er.eating a pastiche of the 
Joyc ean corpu s in At Swim-Two-Birds andJohnson 
also taking up Joyce's bat on, but doing so via 
Beckett. 

Terrin oni opens his next chapter by telling an 
anecdote . After the publication of Finnegans Wake 
in 1939, Time publi shed a cover pict~re of Joyce 
subtitl ed '.James Jo yce. H e wrote Hawth orne's 
dreamb ook'. In his not es, Hawthorn e records 
that he wanted to write an un convention al book 
about a real dream with all its inconsistencies and 
discrepancies and weird transformations . Time's 
caption was intende d to suggest that Jo yce was 
not the first to enterta in the idea of writing a 
dream book. Going against the idea that Finnegans 
Wake should not be tran slated, Terrinoni , once 
again elegantly plays with language, writing: 

Il TMzke e injatti, secondo opinione conjasa di molti, 
anche un libro che non va tradotto. Forse perche andra 
'tradetto'? E cosi che una traduzione diviene 'tra­
dizione', la sola recitativita che puo infondergli vita. 
Th e wordpla ys 'tradetto' and 'tra-di;:.ione' have no 

equivalent in English. 'Tradetto', which is a non­
existent Italian past parti ciple, is the blending of 
'trans ' and 'told ', while 'tra-di;:.ione' could be tran s­
lite d as 'trans -diction'. 

Terrino ni then provides us with a capt ivating 
interpr etat ion of Finnegans TMike's text/ texture in 
a section dedicat ed to langu age. He underlines 
thatJo yce continuously tried to escape the prison­
hou se of the languag e imp osed on him and 
reflects on the Italian word for 'tra nslation' which 

- can- als-o mean to transfer a detaine·c from -one­
prison to anot her, suggesting that we all live 
impri soned in our linguistic worlds. 

Terr inon i ends as he start ed, playing with the 
word 'end'. Jo yce began his caree r writing in a 
language that was not his and ende d it writing in 
a langua ge that was not ours and he did so to free 
us from the cha ins of all our end s. Terr inoni aptly 
invokes the end of 'The Dead' in his conclusion: 

Hi s soul swoon ed slowly as he heard the snow 
falling faintly throug h the universe and faintly 
falling, like the descent of their last end, upon 
all tl1e living and tl1e dead . 
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