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Abstract
Jeanette Winterson’s novel The Gap of Time, a re-writing of Shake-

speare’s romance The Winter’s Tale, brings to the fore the function of 
Time as a means to repair the mistakes and losses in an individual’s 
past. Shakespeare’s characters and events are re-created in a totally new 
narrative which comes to its end in a rather sudden way, leaving ques-
tions open and, above all, with the assertion that stories can be resumed 
and re-written anew in an endless process of literary creation. Interest-
ingly, in the end Winterson leaves her role as narrator and speaks to her 
UHDGHUV�LQ�WKH�¿UVW�SHUVRQ�ERWK�WR�FRQIHVV�KHU�RZQ�SHUVRQDO�LQYROYHPHQW�
LQ� WKH�VWRU\�DQG�KHU� LGHQWL¿FDWLRQ��VLQFH�VKH�KHUVHOI�ZDV�D� IRXQGOLQJ��
with Perdita, and to offer her comments as literary critic not only on The 
Winter’s Tale but on other plays by Shakespeare where the themes of 
time and forgiveness are particularly relevant. The conclusion is, again, 
more personal and autobiographical, offering Winterson’s meditation 
on her own reality, the reality of life, and the power of love.

Keywords: Winterson; Shakespeare; The Winter's Tale; Time.

The process of literary writing, with its power of transformation, can 
be seen as a fascinating, endless journey both in relation to the intrin-
sic, material act of writing, and in its metamorphoses through time as 
a result of the various perspectives and critical approaches of ever new 
readers in different historical periods. Indeed, the literary text continues 
its ‘performance’, renewing itself continuously through both new inter-
pretations suggested by the ‘structures of feeling’ of individual histori-
cal moments, and through re-writings by different authors1. 

1  This aspect is discussed, in its different perspectives, by Agostino Lombardo in 
Il testo e la sua “performance” (Lombardo 1986). 

SImonETTA DE fILIPPIS 
Università degli Studi di Napoli “L’Orientale”
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224 SIMONETTA DE FILIPPIS 

A recent example is the novel by Jeanette Winterson, The Gap of 
Time (2015), a contemporary version of Shakespeare’s romance The 
Winter’s Tale (1613), which, in its turn, is a dramatisation of Pandosto 
(1588), a narrative writing by Robert Greene – a case, therefore, of a 
text ‘travelling’ through time (from the 16th century to our days) and 
through literary genres (from narrative, to drama, to narrative again) 
with its images, characters and ideas. 

By choosing The Gap of Time as a title, Winterson brings to the fore 
a major concern recurring in her work: the function of time, the cross-
ing of temporal boundaries, the opportunity offered by the passing of 
time to repair an initial chaos with the restoration, after separations and 
scatterings, of renewed harmonies. The opening lines of T. S. Eliot’s 
Four Quartets – “Time present and time past / Are both perhaps present 
in time future / And time future contained in time past” – reverberate 
in Winterson’s idea of time as she herself declares in an interview in 
ZKLFK�VKH�GH¿QHV�Sexing the Cherry��RQH�RI�KHU�¿UVW�QRYHOV�������� as 
“a meditation on T.S. Eliot’s Four Quartets” and explains that “time is 
one of the things that I’m obsessed with... What it is, how it affects us, 
how it moves through us, how we move through it. And so I took that 
poem as a starting point to explore”.2 Time, a keyword and a major is-
sue in The Gap of Time, plays a predominant role both in Shakespeare’s 
romance and in Pandosto, providing an opportunity for personal growth 
and repentance, the recovery of a lost harmony, and the opening up to 
new futures.

 Pandosto’s subtitle, “The Triumph of Time”, announces that Time, in 
the end, will bring the revelation of truth and the happy ending (though 
the ending is not completely ‘happy’ in Greene’s story). After a short 
dedication to the Earl of Cumberland, George Clifford, in which, like in 
a dramatic prologue, Greene admits his own limits and faults but asks 
for the reader’s patience and tolerance, the text proper starts with a new 
title, “The History of Dorastus and Fawnia”, thus specifying the names 
of the two young protagonists of the second part of the story (Florizel 
and Perdita in The Winter’s Tale). 

The narration also opens with a sort of prologue, in which Greene 
indicates the “infectious sore of jealousy” as the crux from which the 
story moves: “Pandosto, furiously incensed by causeless jealousy, pro-
cured the death of his most loving and loyal wife and his own endless 
sorrow and misery” (Greene 1987: 155). Then the text proceeds in a 
SODLQ�QDUUDWLRQ�RI�WKH�HYHQWV��ZKLFK�FRUUHVSRQG�FORVHO\�WR�WKH�¿UVW�WKUHH�
acts of Shakespeare’s play, the major differences being in the charac-

2  Interview with Jeanette Winterson, Windrush, 14 September 2002 (Estor 2004). 
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ters’ names, in the reversal of the two kingdoms as Pandosto (Leontes 
in Shakespeare) is King of Bohemia, and Egistus (Polixenes) king of 
Sicily, and in the prologue, which Shakespeare entrusts to a dialogue 
between two gentlemen, describing the happy and loving atmosphere at 
Leontes’s court with the presence of his old friend Polixenes, although 
the reassuring words soon prove to be wrong as, immediately after, the 
warm friendship between Polixenes and Leontes’s wife Hermione gen-
erates an unreasonable, furious feeling of jealousy in the king of Sicily.

The second part of Greene’s tale proceeds with the narration of the 
story of Dorastus and Fawnia; indeed, Greene simply informs his read-
ers that he is now “leaving him [Pandosto] to his dolorous passions” 
(p. 173) – and soon the story concentrates on Fawnia, grown up into 
a beautiful and gifted young woman, and her complicated love rela-
tionship with Prince Dorastus, son of Egistus, King of Sicily. In The 
Winter’s Tale the change of time and place, from Leontes in Sicily to 
)ORUL]HO�DQG�3HUGLWD�LQ�%RKHPLD��LV�H[SODLQHG�E\�WKH�¿JXUH�RI�&KRUXV�
Time, a dramatic device which not only marks the shift from tragedy to 
comedy, but stresses the importance of the function of Time3. Indeed, 
Leontes is left behind, off stage, and he is given time for repentance 
while the comic-pastoral events unfold and lead the story towards the 
¿QDO�UHQHZG�KDUPRQ\�����

A major difference between the two texts relates to the ending. 
Pandosto, unaware that Fawnia is his daughter, is openly attracted to 
her and tries to separate her from Dorastus by imprisoning the young 
prince. When Dorastus’s father, Pandosto’s old friend Egistus, arrives 
and the truth is discovered, Pandosto kills himself for having caused 
his wife’s death and for his shameful, though unconscious, incestuous 
desire for his daughter. Greene thus chooses to end his narration with 
DQ�HPSKDVLV�RQ�WKH�WUDJLF�GLPHQVLRQ��DV�WKH�¿QDO�ZRUGV�RSHQO\�VSHFLI\�

3DQGRVWR��FDOOLQJ�WR�PLQG�KRZ�¿UVW�KH�EHWUD\HG�KLV�IULHQG�(JLVWXV��KRZ�KLV�
jealousy was the cause of Bellaria’s death, that contrary to the law of nature 
he had lusted after his own daughter, moved with these desperate thoughts 
KH�IHOO�LQ�D�PHODQFKRO\�¿W�DQG��WR�FORVH�XS�WKH�FRPHG\�ZLWK�D�WUDJLFDO�VWUDW-
agem, he slew himself […]. (p. 204)

3  “[…] Leontes leaving, / Th’ effects of his fond jealousies so grieving / That he 
shuts up himself, imagine me, / Gentle spectators, that I now may be / In fair Bohemia, 
and remember well / I mentioned a son o’ th’ king’s, which Florizel / I now name to 
you; and with speed so pace / To speak of Perdita, now grown in grace / Equal with 
wond’ring.” (Shakespeare 1990: IV.ii.17-25)
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226 SIMONETTA DE FILIPPIS 

On the contrary, Leontes’s incestuous attraction to his daughter is 
RQO\�KLQWHG�DW��DQG��LQ�WKH�¿QDO�VFHQH��+HUPLRQH�LV�EURXJKW�EDFN�WR�OLIH�
with a powerful coup de théâtre, so that the happy ending is complete 
DQG�WKH�WUDJHG\�RI�WKH�¿UVW�WKUHH�DFWV�LV�SDUWO\�VRIWHQHG��,QGHHG��LQ�DOO�KLV�
romances, although problems and ambiguities are never fully solved, 
Shakespeare seems to move from tragedy to an idea of hope and rebirth, 
SHUKDSV�DV�D�UHVXOW�RI�DQ�HPHUJLQJ�FRQ¿GHQFH�LQ�WKH�SRVVLELOLW\�RI�D�QHZ�
Renaissance around Princess Elizabeth’s court4. 

Jeanette Winterson’s contemporary version of the Shakespearean 
play seems to suggest, with its very title, The Gap of Time, that a story 
can be readapted, after a gap of four hundred years, and made success-
ful for a totally different kind of audience, in a totally new re-creation, 
proposing an original creative (though faithful) reading of a story. In-
deed, although the events of Shakespeare’s play are reproduced quite 
closely, Winterson creates a totally new narrative by supplying her 
characters with rich backstories, and transplanting the action from the 
fantasy kingdoms of Sicily and Bohemia to contemporary London and 
to an American city in the deep south reminiscent of New Orleans. 

The Gap of Time opens with a section entitled “The Original”, three 
SDJHV�LQ�ZKLFK�:LQWHUVRQ�EULHÀ\�VXPPDULVHV�The Winter’s Tale (openly 
recalled in the subtitle, “The Winter’s Tale retold”) and concludes:

The end of the play, without explanation or warning or psychological inter-
pretation, throws all the characters forward into a new life. What they will 
make of it is left to ‘the gap of time’. (Winterson 2016: xvi)

A page with the title “The Cover Version” follows; the novel is then 
divided into three parts, which are separated, in turn, by a couple of 
pages indicated as “Interval”, thus adapting the traditional drama divi-
sion into acts to the narrative structure. 
:LQWHUVRQ� UHYHUVHV� WKH� RUGHU� RI� WKH� VWRU\�� EHJLQQLQJ�ZLWK� D� ÀDVK-

IRUZDUG�RI�WKH�GHVHUWHG�QHZERUQ�3HUGLWD¶V�¿QGLQJ��7KH�RSHQLQJ�ZRUGV�
of the novel – “I saw the strangest sight tonight” (p. 5) – are spoken/
thought by a black piano player, Shep (Shepherd in Shakespeare), who 
is returning home late at night, promising, with these words, a tale of 
marvels. 
7KH�¿UVW��VKRUW�FKDSWHU�LV�DOO�QDUUDWHG�LQ�WKH�¿UVW�SHUVRQ�E\�6KHS�DQG�

the reader slowly puts together the scraps of a story: there is heavy rain, 

4  Frances A. Yates, among other critics, examines Shakespeare’s romances 
through this historicist perspective (Yates 1975).
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though not “Hurricane Katrina” (p. 7) – a reference which sets the story 
in recent times and places it in the southern United States. Then his son, 
Clo (Clown in Shakespeare), picks him up in a car but they soon see “a 
black BMW6 Series” (another reference to contemporary reality) with 
the doors open and two men beating someone to death.

Father and son stop by a hospital where there is a lit baby hatch, sign 
that a baby has been left to her fate, and Shep thinks that somehow it is 
“all connected – the BMW, […], the dead man, the baby” (p. 8). Here 
:LQWHUVRQ�RSHQO\�GHFODUHV�WKDW�VKH�LV�XVLQJ�D�¿OP�WHFKQLTXH�IRU�KHU�QDU-
ration as she describes Shep’s moving towards the hatch, his body “in 
slow motion” (p. 8). 

Shep thinks that the little baby is a sort of gift for him – “It’s as 
though I’ve been given a life for the one I took. That feels like forgive-
ness to me” (p. 15); indeed, he had suffocated his wife when, close to 
death, she was in too much pain, and his words “I don’t regret it but I 
can’t forgive it. I did the right thing but it was wrong” (p. 12) resound 
as another reference to contemporary life and the current debate on eu-
thanasia. Shep’s feeling that the baby gives him a new life “for the one 
I took” echoes Shepherd’s words to his son Clown in The Winter’s Tale 
– “thou met’st with things dying, I with things new-born” (III.iii.107-
8) – words which underline the change of perspective and of dramatic 
JHQUH�LQ�WKH�SOD\��WKH�WUDJHG\�RI�WKH�¿UVW�SDUW�LV�RYHU�DQG�UHELUWK�LV�QRZ�
the main theme. On the contrary, Winterson’s readers are still unaware 
of the past tragical events which are narrated only in chapter two. 

Winterson thus re-creates the old story by placing it in a new time, 
a new place, and, above all, by giving all possible details to make the 
readers feel that they are reading a totally new contemporary story. In-
deed, if it weren’t for the subtitle and Winterson’s initial comments on 
The Winter’s Tale, it would take quite some time before a reader would 
realise that it is a re-writing of the Shakespearean romance.

Winterson then resumes the order of the story in chapter 2, and pre-
sents Leo Kaiser (Leontes), a successful London manager, head of a 
¿QDQFLDO�HQWHUSULVH�KH�FDOOHG�³6LFLOLD�EHFDXVH�KH�OLNHG�WKDW�LW�VRXQGHG�
MXVW�D�OLWWOH�ELW�0D¿D��+H�ZDV�,WDOLDQ�RQ�KLV�PRWKHU¶V�VLGH´��S����� – a 
UHIHUHQFH�WR�WKH�FOLFKp�FRQQHFWLQJ�6LFLO\�WR�0D¿D�DQG�MHDORXV\��
:KHQ�KH�¿UVW�DSSHDUV�LQ�WKH�VWRU\��KH�LV�DOUHDG\�LQ�WKH�JULS�RI�D�GHYDV-

tating feeling of jealousy towards his wife, MiMi (Hermione Delannet, 
a French-American singer, daughter of a Russian diplomat – another 
reference to Shakespeare’s Hermione, daughter of the emperor of Rus-
sia). He believes she is having an affair with his best friend Xeno (short 
for Polixenes) with whom, as teenagers, Leo had been in a short homo-
sexual relationship.
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228 SIMONETTA DE FILIPPIS 

6RRQ�/HR� ORVHV� FRQWURO�RI�KLV� MHDORXV\��KH�¿UVW� JHWV� DQ� HPSOR\HH��
Cameron (Camillo), to install a hidden webcam in his wife’s bedroom, 
DQG�PLVLQWHUSUHWV�DOO�KH�VHHV� WR�¿W�KLV�GDUNHVW� IDQWDVLHV�� WKHQ�KH� WULHV�
WR�UXQ�;HQR�RYHU�ZLWK�KLV�FDU��¿QDOO\��KH�UDSHV�KLV�SUHJQDQW�ZLIH�ZKR��
after the violence is over, gives birth to a little girl with the help of Paul-
ine, Leo’s assistant. Pauline is the only person who has always been 
DEOH�WR�IDFH�/HR¶V�GLI¿FXOW�SHUVRQDOLW\��DQG��HYHQ�RQ�WKLV�RFFDVLRQ��DIWHU�
some time she persuades him to undergo a DNA test (Delphi’s oracle 
in Shakespeare) in order to make sure of his paternity. However, Leo 
kidnaps Perdita (so called from the title of a song her mother has writ-
ten for her), and asks his gardener, Tony Gonzales, to take her to New 
Bohemia in the States, and deliver her to Xeno whom he believes to be 
the baby’s true father. 

The last chapter of Part I describes again the opening scene of Tony 
Gonzales’s assassination by the BMW men in New Bohemia, after he 
has safely left the little girl in the hospital baby hatch, thus making this 
¿UVW� SDUW� RI� WKH� VWRU\� FRPH� IXOO� FLUFOH� �$QWKRQ\�*RQ]DOHV�� EHLQJ� WKH�
“cover” of Antigonus who, in Shakespeare’s play, dies “pursued by a 
bear” after having abandoned little Perdita). 

The second part is set in New Bohemia, several years later. It is 
springtime and Perdita, a lovely young woman, is organising a party 
for her father’s (Shep) 70th birthday. The young Zel (short for Florizel), 
Xeno’s son, in love with Perdita, goes to Shep’s party where Xeno turns 
up totally unexpectedly. He happens to mention Tony Gonzales and the 
baby he was supposed to deliver to him, so the story of how Perdita was 
found comes to light. 

It is important to say that Xeno is a US-based writer of computer 
games by profession, and, since the beginning of the story, has been 
ZRUNLQJ�RQ�D�YLGHR�JDPH�FDOOHG�³7KH�*DS�RI�7LPH´��LQ�ZKLFK�WKH�¿QDO�
WDUJHW�LV�WR�¿QG�D�EDE\�JLUO�ZKR�KDV�EHHQ�ORVW��DV�KH�H[SODLQV�WR�/HR�DW�
the beginning:

‘The story is this: the most important thing in the world is lost […]’
‘What is it?’
;HQR�VKUXJJHG��µ<RX�KDYH�WR�¿QG�WKDW�RXW�>«@�,�WKLQN�LW¶V�D�EDE\�>«@¶
‘So where is the baby?’
µ*URZLQJ�XS�VRPHZKHUH�XQNQRZQ��KLGGHQ��<RX�KDYH�WR�¿QG�KHU�>«@¶��S�����

[…] There are different levels in the game, of course. At level 4 Time be-
comes a player [Time/Chorus appears in The Winter’s Tale at the opening of 
Act 4!]. Time can stand still, move faster, slow down. But you are playing 
against Time too. That’s what it’s called – “The Gap of Time” (p. 39).
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Later in the story, when Perdita and Zel visit Xeno at his place, he is 
playing the computer game and explains it to Perdita, also mentioning 
Leo and specifying that, though at a distance, they have been playing 
that game against each other for many years – “We keep in touch that 
way” (p. 207).

In the third part of the novel, Winterson’s narration suddenly be-
comes hasty and rather cursory, often leaving questions open as to the 
structure and the plausibility of the chain of many unexpected events. 
Like Shakespeare, she has concentrated more on Leo’s story so, as she 
approaches the ending, it is as if she feels constrained to complete her 
rewriting of Shakespeare’s story without making any further effort to 
rely on her creative invention; rather, she simply adapts the ending of 
The Winter’s Tale to her own story, making the necessary changes to 
avoid incongruity. 
,Q� WKH�¿QDO�SDUW��DOO� WKH�FKDUDFWHUV�DUH�EURXJKW� WRJHWKHU� LQ�/RQGRQ�

where the expected agnition and reunion scenes take place. In the end-
ing a party is organised in a theatre and MiMi, having spent the inter-
vening time as a recluse in Paris, suddenly appears on stage, standing 
VWLOO�OLNH�D�VWDWXH��EHIRUH�VLQJLQJ��VKH�¿QDOO\�VD\V��³7KLV�VRQJ�LV�IRU�P\�
daughter. It’s called ‘Perdita’” (p. 284).  

The story ends with a very short paragraph:

Leo stood up, went into the aisle. From somewhere in the theatre Xeno 
came and stood beside him. He put his arm round Leo. Leo was crying now, 
long tears of rain.
That which is lost is found. (p. 284)

The story comes full circle and, in these last words, the words of 
Delphi’s oracle in Shakespeare – “[…] and the king shall live without 
an heir, if that which is lost be not found” – reverberate.

This ending leaves the readers somewhat in suspense as to what will 
ensue, allowing them freedom to imagine/write their own details of the 
characters’ words and actions; however, with no interruption (there is 
not even an extra space on the page), Winterson continues: 

So we leave them now, in the theatre, with the music. I was sitting at the 
back, waiting to see what would happen, and now I’m out on the street in 
the summer night, the rain tracing my face. (p. 284)

So Winterson suddenly comes to the fore, leaving her role as narrator 
DQG�VSHDNLQJ�LQ�WKH�¿UVW�SHUVRQ��+HUH��VKH�VHHPV�WR�EH�VWDWLQJ�WKDW�WKHUH�
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is no end to creative writing. Her initial comment on the ending of The 
Winter’s Tale – “The end of the play, without explanation or warning 
or psychological interpretation, throws all the characters forward into a 
new life. What they will make of it is left to ‘the gap of time’” – rever-
EHUDWHV�LQ�KHU�¿QDO�ZRUGV��QDUUDWLRQ�FRXOG�EH�UHVXPHG�E\�\HW�DQRWKHU�
writer who could create a new story starting from where this one ends. 
Indeed, this is true also for The Winter’s Tale��DV��LQ�WKH�¿UVW�SODFH��WKH�
idea of an endless narration is implicit in the very nature of its being a 
play whose text is meant to be repeated in its different and diverse stage 
productions; moreover, Shakespeare concludes his romance with the 
words:

[…] Good Paulina,
Lead us from hence, where we may leisurely
Each one demand, and answer to his part
3HUIRUP¶G�LQ�WKLV�ZLGH�JDS�RI�WLPH��VLQFH�¿UVW
We were dissever’d: hastily lead away. (V.iii.151-55)

Shakespeare, too, is underlining that this story will be re-told over and 
over again, by different narrators, from different perspectives, and that 
the process of creative writing/narrating is in continuous progress. In The 
Winter’s Tale much remains unexplained, and the spectators are forced to 
SRVH�TXHVWLRQV�WR�ZKLFK�WKH\�KDYH�WR�¿QG�DQVZHUV�RI�WKHLU�RZQ��6LPLODUO\��
Winterson’s novel leaves many empty spaces and ends just as the pos-
sibility of reconciliation has opened, so that the reader is left to imagine 
what may follow and write his/her own ending of the story.
,Q�WKH�¿QDO�PRPHQWV�RI�WKH�QRYHO�:LQWHUVRQ�EUHDNV�WKH�IRXUWK�ZDOO��

as it were, to tell us how much Shakespeare’s play means to her – she 
was a ‘foundling’ herself, so the story of a child lost and found has par-
ticular personal resonance:

I wrote this cover version because the play has been a private text for me for 
more than thirty years. […]
It’s a play about a foundling. And I am. It’s a play about forgiveness and 
a world of possible futures – and how forgiveness and the future are tied 
together in both directions. Time is reversible. (pp. 284-85)

There follow four pages of meditation on Shakespeare’s late writings 
(All's Well That Ends Well, Othello, Macbeth, King Lear, The Tempest, 
The Winter’s Tale) and their concern with forgiveness, their preoccupa-
tion with time and the possibility that it might be reversed, and their 
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insistence, particularly in The Winter’s Tale��WKDW�UHGHPSWLRQ�FDQ�ÀRZ�
out of stillness: 

+HUPLRQH� GRHV� WKH� WKLQJ�PRVW� GLI¿FXOW� WR� GR� WR� ULJKW� D�ZURQJ� VLWXDWLRQ��
nothing.
Nothing is the key word of the play. Leontes’s demented speech on the sup-
posed adultery contains its own answer, but he can’t hear it:

   Is whispering nothing?
Is leaning cheek to cheek? is meeting noses?
Kissing with inside lip? Stopping the career
Of laughter with a sigh? – a note infallible
Of breaking honesty. Horsing foot on foot?
Skulking in corners? Wishing clocks more swift?
Hours minutes, noon midnight? And all eyes
Blind with the pin and web but theirs, theirs only,
That would unseen be wicked? Is this nothing?
Why then the world and all that’s in’t is nothing,
The covering sky is nothing, Bohemia nothing,
My wife is nothing, nor nothing have these nothings
If this be nothing. (I.ii.387-99) (pp. 287-88)

Is this insistence on “Nothing” to be considered as another expres-
sion of a “gap”, of a discontinuity not only in literary discourse but in 
our life? Is this sudden role change, from the narrator to the literary 
critic, to be seen as a device to shock the reader who, like the author, is 
sitting in the theatre enjoying the show, waiting for more action, and is 
suddenly forced to get out of the novel and move into an essay of liter-
ary criticism? Is Winterson, by crossing the border between literature 
and criticism, somehow suggesting that the process of creative writing 
is the result of a conscious, critical meditation and that every ending has 
WR�SURYRNH�D�IXUWKHU�SURFHVV�RI�FULWLFDO�UHÀHFWLRQ"�,V�:LQWHUVRQ�HQJDJ-
ing her readers in a critical reading so that they are not only emotionally 
involved but also intellectually challenged? Perhaps there is an easier 
technical answer and this ending is simply a way to enclose the narra-
tion within a critical frame, creating a parallel to the opening pages of 
summary and critical comments on The Winter’s Tale and thus giving 
the novel a more balanced structure. Surely, one would normally ex-
pect the inital pages to be printed as a Preface and the last four pages 
as an Appendix. But no. They are there, as an opening and a conclu-
sion totally separated from the story itself. Moreover, the very last page 
moves towards yet another different dimension of writing, standing as 
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D�¿QDO�SDUDJUDSK�ZLWK�LWV�RZQ�WLWOH��³3HUGLWD´��EHFRPLQJ�PRUH�SHUVRQDO�
and autobiographical (Perdita, like Winterson, was lost and found) with 
Winterson’s meditation on her own reality and the reality of life made 
of everyday activities (“We have to go to work, have children, make 
homes, make dinner, make love […]”, [p. 289]), ending with a note 
about the power of love: 

Love. The size of it. The scale of it. Unimaginable. Vast. Your love for me. 
0\�ORYH�IRU�\RX��2XU� ORYH�IRU�RQH�DQRWKHU��5HDO��<HV��7KRXJK�,�¿QG�P\�
ZD\�E\�ÀDVKOLJKW�LQ�WKH�GDUN��,�DP�ZLWQHVV�DQG�HYLGHQFH�RI�ZKDW�,�NQRZ��
this love.
The atom and jot of my span. (p. 289)   
 
To conclude, going back to the narrative proper, “Winterson’s tale” 

reconstructs the story of The Winter’s Tale organising the literary dis-
course along new spatial and temporal dimensions, creating a narrative 
which turns round those universal feelings and values (jealousy, love, 
friendship, forgiveness, etc.) that were already at the centre of the pre-
vious narrations, at the same time giving details as to locations, objects, 
actions and facts that make it a contemporary story where readers can 
recognise their own worlds. Another example of how literature is a rep-
resentation, interpretation, projection of our life, of our feelings, of our 
ways of being.
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