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Abstract

Jeanette Winterson’s novel The Stone Gods develops an awareness of
human existence and to reconsider the condition of life on a planet moving
steadily toward ecological collapse. The Stone Gods is structured around
postmodern strategies such as fragmentation, parody, and intertextuality, it
simultaneously functions as a lament for the human condition. It exposes a
culture that has grown deprived of dreams, stripped of hope for the future,
and detached from a stable sense of reality, while at the same time
documenting the degradation of the Earth’s ecological systems. The novel’s
futuristic setting of Orbus depicts citizens as alienated and dehumanized,
reducing the natural process of ageing to nothing more than a technical
‘information failure’, caused by the breakdown of bodily systems and
genetic mutations at the cellular level. In this way, Winterson illustrates how
technological discourse replaces human depth with mechanistic explanations,
eroding the value of memory, conscience, and authentic human experience.
This paper argues that Winterson’s novel critiques the superficial obsessions
of postmodern culture - its fixation on appearance, its lack of continuity with
the past, and its absence of ethical responsibility. Yet, unlike many
postmodern texts that revel in play and indeterminacy, The Stone Gods
ultimately conveys a moral urgency. Through its satirical and parodic double
voiced narrative, the novel questions not only the changing experience of
ageing for humanity but also the broader ageing of the Earth itself as it enters
a new millennium marked by crisis and uncertainty.
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Winterson’s fiction is known for blending autobiography, myth, and
metafiction. Across novels such as Oranges Are Not the Only Fruit, Sexing the
Cherry, and Weight, she rewrites traditional narratives by infusing them with self-
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reflection and philosophical speculation. The Stome Gods, published in 2007,
continues a creative method but within a futuristic, dystopian frame. As in her
earlier works, Winterson constructs a protagonist who, abandoned by her biological
parents and raised by others, must reconstruct her identity—an example of what
Gilles Deleuze might describe as “maximum difference arising from maximum
repetition.”

This paper approaches The Stone Gods as a dystopian satire built through
postmodern narrative techniques. It aligns Winterson’s vision with Jean
Baudrillard’s analysis of contemporary society: a late-capitalist, globalized world
dominated by the logic of consumption and information technology. Baudrillard, as
Douglas Kellner observes, writes “dystopic fiction in the tradition of 7984 and
Brave New World” that projects present social trends into exaggerated futures as a
form of critique (Kellner 203). Winterson’s novel performs a similar act of warning.
Through parody and irony, she dramatizes a future in which humanity’s obsession
with consumption, technology, and youth leads to ecological ruin and emotional
emptiness. In her own description of the novel, Winterson writes:

The Stone Gods begins on Orbus, a world much like Earth, running
out of resources and suffering from climate change. Everyone is
bio-enhanced and bored to death. Then a new planet—Planet
Blue—is discovered, perfect for human life, except for one
problem: the dinosaurs. A mission is sent to eliminate them. The
story follows Billie Crusoe, a disillusioned scientist, and Spike, a
perfect robo-sapiens, whose relationship explores what it means to
be human, to love, and to define possibility when love exists.

Winterson thus frames her fiction as both science-fictional and
philosophical, using speculative scenarios to expose moral truths about the present.

The Stone Gods is divided into four parts: “Planet Blue,” “Easter Island,”
“Post-3 War,” and “Wreck City.” These narratives, told primarily through the
alternating perspectives of Billie Crusoe and Spike, reflect different moments in
humanity’s cyclical history of creation and destruction.

In “Planet Blue,” Orbus—a planet nearly identical to Earth—faces
extinction after centuries of environmental abuse. Its inhabitants, having exhausted
their resources, seek salvation on a newly discovered planet. The mission to
colonize Planet Blue represents humanity’s recurring illusion of renewal: the belief
that technology and expansion can solve moral and ecological failure. Billie, a 30-
year-old employee in the Enhancement Services division, becomes increasingly
skeptical of her society’s values. She is a dissident figure reminiscent of Winston
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Smith from Orwell’s 1984, questioning whether a civilization that exploits both
planet and body truly deserves a second chance.

Spike, a genetically engineered robo-sapiens, embodies the perfection of
artificial intelligence—rational, beautiful, and emotionally evolving. Their love
story challenges the boundary between human and machine, echoing Donna
Haraway’s notion of the cyborg as the new posthuman subject.

The second section, “Easter Island,” interrupts the futuristic setting with an
18th-century narrative of exploration and colonialism. Billy and Spikkers, historical
counterparts of Billie and Spike, reenact humanity’s destructive impulses on a
smaller scale, symbolized by the creation and ruin of the island’s Moai statues—the
“stone gods” of the title. The remaining sections, “Post-3 War” and “Wreck City,”
return to the future, depicting a world devastated by nuclear conflict and divided
between elite “Tech Cities” and impoverished “Wreck Cities.” Here, Winterson’s
fragmented temporality emphasizes the idea that “everything is imprinted forever
with what it once was” (207). The novel becomes the story of “a repeating world”
(146), where progress is indistinguishable from regression.

The world of Orbus mirrors Baudrillard’s description of the late-capitalist
metropolis. Society is ruled by the corporate power more, whose very name
encapsulates the logic of excess and endless consumption. Although the Central
Power claims democracy and civilization, it is in truth governed by a totalizing
system that commodifies every aspect of life.

Baudrillard in America compared such urban spaces to “cities of the dead,”
where people crowd together in “the sheer ecstasy of being crowded” (15).
Likewise, Orbus citizens, surrounded by technology, live without genuine
connection or purpose. Literacy has declined; language has been reduced to
advertising slogans and “Speech Pads.” As Baudrillard notes ‘“single-letter
recognition is taught at schools” (10), and “etymology is one of the victims of state-
approved mass illiteracy” (13). These details echo Baudrillard’s fear of linguistic
impoverishment in a culture dominated by simulacra - signs that no longer refer to
meaning but only to themselves.

The technological landscape of Orbus - filled with robots such as BeatBots,
Nifties, and Kitchenhands - embodies Baudrillard’s critique of functional objects
that simulate purpose but generate dependency. Human beings, having delegated
labor and thought to machines, lose both intellect and agency. Baudrillard writes in
The System of Objects, “Every object in the system claims to be functional, just as
every regime claims to be democratic” (67). Winterson transforms this theory into
narrative reality: the more sophisticated technology becomes, the more primitive
humanity appears.
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A central motif in The Stone Gods is the denial of ageing and mortality. On
Orbus, people celebrate “G-Days,” the moment their DNA is genetically fixed to
prevent ageing. Ageing is described as “information failure,” a technical glitch
rather than a natural process (9). This concept encapsulates the postmodern
obsession with perfection, control, and reproducibility.

Winterson portrays a society where everyone looks identical—artificially
youthful, surgically enhanced, and emotionally hollow. Natural ageing is considered
repulsive. When Billie encounters an elderly woman whose face bears the marks of
time, she is horrified, realizing she has never seen a truly old person before. The
moment dramatizes how technology erases not only physical difference but also the
human capacity for empathy.

This world fulfills in Simulacra by Baudrillard’s prophecy in “Clone
Story,” where he warns that genetic engineering and mechanical reproduction will
strip humanity of its “aura” (98). Haraway’s Simians, Cyborgs and Women likewise
anticipates this collapse of boundaries: “The distinction between human and
machine no longer makes sense,” she writes; “we have all become cyborgs” (149).
Winterson’s Orbus embodies this hybrid existence, where humans become
mechanical while machines—Ilike Spike—gain the emotional depth once reserved
for humanity. Lyotard’s reflections on development resonate here: progress without
purpose leads to inhumanity. As observed in The Inhuman: Reflections on Time,
“Development is not attached to an Idea, and it has no end” (7). Orbus’s relentless
drive for innovation thus masks an ethical and ecological void.

Winterson connects the denial of ageing to a broader cultural denial of
death. On Orbus, the words death and old are erased from vocabulary, mirroring
Baudrillard’s claim that modernity expels death to maintain the illusion of perpetual
life. Yet, as he argues, such societies are “dead cities and the cities of the dead”
(13-14).

By rejecting death, Orbus loses meaning. Pleasure becomes mechanical,
sexuality commodified, and desire repetitive. In Simulacra and Simulation, People
are “bored to death with sex” (19), and even their pursuit of youth results in
grotesque distortions—adults competing with children for novelty. The planet itself
is dying, though its inhabitants prefer euphemisms like “evolving in a way that is
hostile to human life” (7). This linguistic denial exemplifies Baudrillard’s notion
that consumption replaces truth with simulation: people consume to fill the void that
their denial of mortality creates.

Winterson thus transforms postmodern play into ethical critique. Her
parody of endless enhancement reveals the nihilism beneath consumer euphoria.
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Humanity’s desire for eternal youth, technological perfection, and endless
consumption leads not to immortality but to spiritual death.

The Stone Gods presents a chilling vision of a civilization destroyed by its
own achievements. Through the lens of postmodern dystopia, Winterson dramatizes
the future of a system driven by excess, where consumption replaces compassion,
and pleasure obscures mortality. The novel warns that a world obsessed with
technological control, sameness, and perpetual youth is ultimately inhuman.

The book’s cyclical structure denies the fantasy of a “second chance.”
When humanity colonizes Planet Blue, it repeats the same exploitative patterns that
destroyed Orbus. Winterson implies that the end of Earth will not mark the end of
human folly. Without a confrontation with death, ageing, and ecological
responsibility, humans will remain trapped in an unending loop of destruction.

By merging satire with postmodern form, Winterson crafts a narrative that
functions as both parody and prophecy. The Stone Gods becomes a mirror of the
early twenty-first century, reflecting the moral bankruptcy of consumer civilization.
Beneath its playful surface lies a warning: that in pursuing immortality and
perfection, humanity risks losing the very essence that makes it human. The novel
stands as a miraculous picture reflecting our natural and organic essence while we
are standing in the threshold of the inhuman hell of sameness.
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