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Abstract
This article argues that the transformation of 
*OHYSV[[L� 7LYRPUZ� .PSTHU»Z� NLUKLY� KPZJV\YZL�
MYVT� K`Z[VWPH� [V� \[VWPH�� ^OPJO� PZ� L_LTWSPÄLK�
by means of the commonly perceived evolution 
MYVT� OLY� [HSL� ¸;OL� @LSSV^� >HSSWHWLY¹� ��� ���
to her novel Herland (1915), does not follow a 
linear progression from submission to feminist 
insurgence, but rather presents a cyclical evolution. 
As an author, Gilman is able to encounter spaces 
of creativity in displays of female insanity arising 
from patriarchal subjection, and instances of 
subjugation in idealised depictions of matriarchal 
communities. Both works involve manifestations 
of oppression and exultation, even if they were 
written at different stages of creativity and have 
usually been considered as divergent in their 
respective gender approach. This premise will be 
achieved through a comparative analysis between 
¸;OL�@LSSV^�>HSSWHWLY¹�HUK�Herland by means of 
identifying thematic traces pertaining to dystopian 
HUK�\[VWPHU�ÄJ[PVU�PU�IV[O�^VYRZ�
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Resumen
,Z[L� HY[xJ\SV� KLÄLUKL�X\L� SH� [YHUZMVYTHJP}U�KLS�
discurso de género de Charlotte Perkins Gilman 
KL� SH� KPZ[VWxH� H� SH� \[VWxH�� X\L� ZL� LQLTWSPÄJH� H�
través de la evolución comúnmente percibida 
KLZKL�Z\�UHYYHJP}U�̧ ;OL�@LSSV^�>HSSWHWLY¹���� ���
a su novela utópica Herland (1915), no sigue una 
progresión lineal de la sumisión a la insurgencia 
feminista, sino que presenta, principalmente, 
una evolución cíclica. Como autora, Gilman 
es capaz de encontrar espacios de creatividad 
en muestras de delirio femenino derivado de 
la sujeción patriarcal, así como ejemplos de 
subyugación en descripciones idealizadas de 
comunidades matriarcales. Ambas obras aportan 
manifestaciones de opresión y de exultación, pese 
a pertenecer a diferentes etapas de creatividad 
y haber sido usualmente consideradas como 
divergentes en lo que atañe a su aproximación 
de género. Esta premisa se abordará a través del 
HUmSPZPZ�JVTWHYH[P]V�LU[YL�̧ ;OL�@LSSV^�>HSSWHWLY¹�
y Herland�WVY�TLKPV�KL�SH�PKLU[PÄJHJP}U�KL�YHZ[YVZ�
[LTm[PJVZ�WLY[LULJPLU[LZ�H� SH�ÄJJP}U�KPZ[}WPJH�`�
utópica en ambas obras. 

Palabras clave: Utopía, distopía evolución cíclica, 

rastro, género.
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Introduction

Utopian narratives portray imaginary communities that possess nearly perfect or 
desirable qualities for its members and are presented as idealised and improved 
versions of actual societies. Nonetheless, as Lyman Tower Sargent claims, utopias are 
inherently contradictory, insofar as the civilisations portrayed in utopian narratives are 
not homogenous and often display ambivalent ideals, even to the extent of acquiring 
a dangerous turn despite aiming to portray the improvement of the human condition 
�����!������0U�[OL�ÄLSK�VM�MLTPUPZ[�\[VWPHZ��HZ�/LSLU�;PLYUL`�HYN\LZ��NLUKLY�PZ�JVUZPKLYLK�
as socially or biologically determined (1999: 1442), and it is often proposed that gender 
discrimination could be overcome by either ignoring gender and establishing a society on 
the basis of androgynous equality or by choosing gender differentiation along separatist 
SPULZ��(Z�H�MVYLY\UULY�Z\NNLZ[P]L�VM�[OL�KLTHUKZ�MVY�^VTLU»Z�Z\MMYHNL�K\YPUN�[OL�[PTL�VM�
P[Z�W\ISPJH[PVU��,K^HYK�)LSSHT`»Z�Looking Backward: 2000-1887 (1888), followed by its 
sequel Equality (1897), portray a utopian social order in which equality between women 
and men prevails, although women are committed to a separate sphere of activity given 
their alleged lesser physical strength as indicative of the gender prejudices prevailing at 
the time. 

0U�TVYL�YLJLU[�WYVWVULU[Z�VM�\[VWPHU�ÄJ[PVU��[OL�JVL_PZ[LUJL�IL[^LLU�[OL�ZL_LZ�PZ�
orchestrated in different ways. Although Robin Anne Reid claims that utopian narratives 
written by men often give precedence to the coexistence between sexes rather than 
their separation (2004: 102), since the disconnection between sexes rather turns into a 
[YVWL�TVYL�JVTTVUS`�MV\UK�PU�^VTLU�^YP[LYZ»�\[VWPHU�ÄJ[PVU��[OLYL�HYL�HSZV�H�ZLYPLZ�
of utopian narratives envisioned by women writers that also address gender equality 
in societies where women and men coexist. As a case in point, in Elisabeth Mann 
)VYNOLZL»Z�My Own Utopia (1961), children are born genderless and their maturation 
PU[V�^VTLU�VY�TLU�KLWLUKZ�VU�HNL�YH[OLY�[OHU�ZL_��<YZ\SH�2��3L.\PU»Z�The Left Hand 
of Darkness��� � ���^OPJO�PZ�SPZ[LK�HTVUN�[OL�ÄYZ[�UV]LSZ�[V�IL�JH[LNVYPZLK�HZ�MLTPUPZ[�
ZJPLUJL�ÄJ[PVU��HKKYLZZLZ�HUKYVN`U`�HUK�HTIPZL_\HSP[ �̀�0U�4HYNL�7PLYJ`»Z�Woman on the 
Edge of Time (1976), complete gender equality extends to sexuality and even birth-giving 
as a result of an elaborate biological machinery. As Brian Attebery claims, in contrast 
with utopias that depict the coexistence between sexes—and emphasise equality—
there are utopian narratives that represent single-sex societies and place emphasis on 
difference (2000: 13), particularly after the increasing rise of lesbian movements. The 
portrayal of only-female societies allows for the exploration of female independence and 
YLSLHZL�MYVT�WH[YPHYJO`�PU�JSHZZPJ�\[VWPHU�UV]LSZ��Z\JO�HZ�1VHUUH�9\ZZ»Z�The Female Man 
�� �����:OLSSL`�:PUNLY»Z�The Demeter Flower��� �����HUK�2H[OLYPUL�-VYYLZ[»Z�Daughters 
of a Coral Dawn� �� ����� :\IZLX\LU[S �̀� 7HTLSH�:HYNLU[»Z�The Shore of Women (1986) 
portrays a post-nuclear society ruled by women in which men are considered outcasts, 
1VHU�:SVUJaL^ZRP»Z�A Door into Ocean (1986) pictures an all-female society in which 
LJVSVN`�HUK�LNHSP[HYPHUPZT�HJX\PYL�H�WP]V[HS�YVSL��:OLYYP�:��;LWWLY»Z�The Gate to Women’s 
Country (1988) depicts a utopian matriarchy which extols women and children living 
[VNL[OLY�^OLYLHZ�TLU�HYL�VZ[YHJPZLK��5PJVSH�.YPMÄ[O»Z�Ammonite (1992) unveils that the 
UH[P]L�WVW\SH[PVU�PUOHIP[PUN�H�WSHUL[� PZ�LU[PYLS`� MLTHSL��HUK�+PHUH�9P]LYZ»Z� Journey to 
Zelindar: The Personal Account of Sair of Semasi (1992) characterise women with powers 
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and reading-mind abilities in a society consisting exclusively of female citizens. As Elaine 
:OV^HS[LY�JSHPTZ��ZPUJL�LHJO�NLULYH[PVU�JVTLZ�[V�[LYTZ�^P[O�H�ZVY[�VM�¸ZLSM�OH[YLK�[OH[�
has alienated women writers” (1977: 11), it came a point when they resorted to the 
NLUYLZ�VM� MHU[HZ`�HUK�ZWLJ\SH[P]L�ÄJ[PVU��HUK�WHY[PJ\SHYS �̀�\[VWPH��^P[O� [OL�W\YWVZL�VM�
JYLH[PUN�H�IL[[LY�^VYSK�MVY�^VTLU��-VSSV^PUN�:OV^HS[LY»Z�JSHPT��P[�JHU�IL�HYN\LK�[OH[�
*OHYSV[[L� 7LYRPUZ�.PSTHU»Z� UV]LS�Herland (1915) became an earliest feminist utopian 
narrative that envisions an all-female community based on human values where women 
HYL� ZLSM�Z\MÄJPLU[� PUZVMHY� HZ� [OL`�OH]L�KL]LSVWLK�H� YLWYVK\J[P]L� Z`Z[LT�^OPJO�HSSV^Z�
them to procreate on their own regardless of men.

In comparison with utopia, dystopian narratives usually revolve around hypothetical 
YLHSP[PLZ�[OH[�WYLZLU[�\UKLZPYHISL�HUK�L]LU�MYPNO[LUPUN�X\HSP[PLZ��+`Z[VWPHU�ÄJ[PVU�VM[LU�
addresses themes such as oppression and control, censorship, loss of individuality, and 
enforcement of conformity, while they are critical of contemporary social and political 
systems by means of presenting an imaginary society that is even substantially worse than 
its actual counterpart. Nonetheless, despite the apparent opposition between utopian 
and dystopian narratives, literary utopias and dystopias often present some elements in 
common. As Gregory Claeys and Lyman Tower Sargent (1999) claim, some dystopias, 
which are known as anti-utopias, entail disastrous attempts to achieve utopian ideals that 
result in negative outcomes, thus delineating a transition based on their etymological 
TLHUPUN�MYVT�H�\[VWPHU�ºUV�WSHJL»� [V�H�K`Z[VWPHU�ºIHK�WSHJL�»�(Z�Z\NNLZ[P]L�VM�ZVJPV�
political realities, according to Claeys (2016), dystopian narratives address global 
dangers associated with science, social inequality, and despotic systems. Nonetheless, 
dystopian narratives also tackle fears and concerns at a more personal level, involving 
family life, personal identity, and the interaction between the individual and nature. 
0U� JVTWHYPZVU�^P[O� \[VWPH�� K`Z[VWPHU� ÄJ[PVU� \Z\HSS`� L_WSVYLZ� KYLHKM\S� JPYJ\TZ[HUJLZ�
from a rather pessimistic perspective, thus tackling issues such as dehumanisation and 
perpetual surveillance, although it also focuses its attention on individuals who attempt 
to challenge these oppressive systems. 

Owing to the description of exploitive state of affairs under autocratic regimes, 
dystopia appears to be a particularly suitable genre to approach patriarchal communities 
where women live in perpetual subjection as a result of constraining gender dictates. 
Nonetheless, with few exceptions that acquired unprecedented popularity, such as 
:\a`�4J2LL�*OHYUHZ»Z�Walk to the End of the World� �� �����4HYNHYL[�([^VVK»Z�The 
Handmaid’s Tale� �� ���� HUK�6J[H]PH� ,�� )\[SLY»Z� Parable of the Sower (1993), fantasy 
novels that depict imaginary societies in which gender plays a major role have often 
fallen under the categorisation of utopia rather than dystopia, particularly with the rise 
VM�[OL�ZLJVUK�^H]L�MLTPUPZ[�TV]LTLU[��0U�MHJ[��MHU[HZ`�UHYYH[P]LZ�[OH[�HKKYLZZ�^VTLU»Z�
concerns as a result of patriarchal regimes have traditionally been characterised as female 
Gothic disregarding the fact that they display narratological elements also pertaining 
[V� MHU[HZ`� HUK� ZWLJ\SH[P]L� ÄJ[PVU� HUK�� WYLKVTPUHU[S �̀� [V� K`Z[VWPHU� ÄJ[PVU��(Z� H� JHZL�
in point, decades prior to the publication of her utopian novel Herland, Gilman wrote 
OLY� [HSL� ¸;OL�@LSSV^�>HSSWHWLY�¹�^OPJO�OHZ� [YHKP[PVUHSS`�ILLU�JVUZPKLYLK�HZ� H� NV[OPJ�
[HSL��*YP[PJZ�SPRL�.YLN�1VOUZVU��� � ��MVJ\Z�VU�[OL�MLTHSL�UHYYH[VY»Z�JSH\Z[YVWOVIPJ�HUK�
Z[HY[SPUN�JVUÄULTLU[�SLHKPUN�[V�THKULZZ��̂ OPSL�(SHU�9`HU��� � ��OPNOSPNO[Z�[OL�WYLZLUJL�
VM�[OL�NOVZ[S`�MLTHSL�ÄN\YL�PU�[OL�^HSSWHWLY��HZ�KLÄUPUN�LSLTLU[Z�PU�[OL�NV[OPJ�[YHKP[PVU��
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4VYLV]LY��[OV\NO��.PSTHU»Z�[HSL�¸;OL�@LSSV^�>HSSWHWLY¹�HSZV�WYLZLU[Z�MLH[\YLZ�[OH[�HYL�
KPZ[PUJ[P]L�VM�K`Z[VWPHU�ÄJ[PVU��ZPUJL�P[�HKKYLZZLZ�[OL�MYPNO[LUPUN�JVUZLX\LUJLZ�VM�SP]PUN�
under the subjugation of patriarchy, while it also discloses the presence of a parallel 
YLHSP[`�[OH[�KP]LYNLZ�MYVT�[OL�UHYYH[VY»Z�L]LY`KH`�L_PZ[LUJL��-\Y[OLYTVYL��PU�.PSTHU»Z�[HSL��
[OL�MLTHSL�UHYYH[VY»Z�Z\IQLJ[PVU�[V�LUJSVZ\YL�HUK�Z\Y]LPSSHUJL�HZ�H�YLZ\S[�VM�JVUZ[YHPUPUN�
medical treatment is highly evocative of dystopia. 
  Traditionally, it has often been assumed that utopian and dystopian narratives 
YLZWLJ[P]LS`�KPZWSH`�JVU[YHZ[PUN�UHYYH[VSVNPJHS�MLH[\YLZ��;HRPUN�*OYPZ[PUL�KL�7PaHU»Z�The 
Book of the City of Ladies��������HUK�;OVTHZ�4VYL»Z�Utopia (1516) as seminal precursors 
of utopia, narratives pertaining to this genre usually depict peaceful societies where 
equality prevails for all citizens, while residents have access to education and are allowed 
to think independently in a setting in which humanism and ecology become guiding 
WYPUJPWSLZ�� 0U�JVU[YHZ[��K`Z[VWPHU�ÄJ[PVU�TVZ[S`�LU]PZPVUZ�KLO\THUPZLK�JP]PSPZH[PVUZ� PU�
which information and freedom are restricted, citizens live in permanent anguish, and 
constant surveillance is exerted to prevent individuals from thinking autonomously. 
)LZPKLZ��PU�K`Z[VWPHU�UHYYH[P]LZ��PUKP]PK\HSZ�ZHJYPÄJL�[OLPY�YPNO[Z�PU�L_JOHUNL�MVY�H�OPNOLY�
standard of living, which leads to the fantasy of living in an idealised society, even though 
citizens are subjected to totalitarian regulations. Nevertheless, despite the apparent 
opposition established between utopia and dystopia, as Eric Rabkin, Martin Greenberg 
and Joseph Olander (1983) claim, they share narratological elements as narratives that 
deal with imaginary communities from an either idealised or pessimistic perspective. It 
JHU� [O\Z�IL�HYN\LK� [OH[�\[VWPHU�ÄJ[PVU�JVTWYPZLZ� ZVTL�K`Z[VWPHU�LSLTLU[Z��^OLYLHZ�
K`Z[VWPHU�ÄJ[PVU�HSZV�WYLZLU[Z�ZVTL�MLH[\YLZ�WLY[HPUPUN�[V�\[VWPH� As Gregory Eck (2001) 
notes, insofar as utopia is based on theoretical ideals, its implementation—even if it is 
PU�[OL�KVTHPU�VM�ÄJ[PVU·PZ�YL]LHSLK�[V�IL�MHY�MYVT�PKLHS��4VYLV]LY��^OLU�\[VWPH�MHSSZ�
ZOVY[�VM�P[Z�PKLHSZ��\[VWPHU�ZVJPL[PLZ�JHU�LHZPS`�KPZZVS]L�PU[V�K`Z[VWPH��:PNUPÄJHU[S �̀�PU�P[Z�
[P[SL��<YZ\SH�2��3L.\PU»Z�JSHZZPJ�UV]LS�The Dispossessed: An Ambiguous Utopia (1974) 
already suggested the double-edged quality that often characterises utopian novels with 
a feminist perspective. Likewise, as Keith Booker claims, for the most part, the positive 
realities that women writers envision in their feminist utopian novels often include 
¸K`Z[VWPHU�^HYUPUNZ¹���  �!��� ���^OPJO�\U]LPSZ�[OLPY�SH[LU[�H^HYLULZZ�VM�[OL�WYL]HPSPUN�
patriarchal structures, even in utopian writings. All in all, given the blurring boundaries 
KPZ[PUN\PZOPUN�\[VWPH�MYVT�K`Z[VWPH�PU�ZWLJ\SH[P]L�ÄJ[PVU�[OH[�L_WSPJP[S`�KLHSZ�̂ P[O�NLUKLY��
it becomes feasible to analyse traces of dystopia in narratives which have often been 
considered utopian and, conversely, it is also possible to identify traces of utopia in tales 
^OPJO�KPZWSH`�PZZ\LZ�[OH[�OH]L�JVTTVUS`�ILLU�HZZVJPH[LK�^P[O�K`Z[VWPHU�ÄJ[PVU�
�� (Z�OHZ�ILLU�W\[�MVY^HYK��.PSTHU»Z�Herland has conventionally been regarded as 
H�MLTPUPZ[�\[VWPHU�UHYYH[P]L��PUZVMHY�HZ�P[�WYLZLU[Z�MLH[\YLZ�JOHYHJ[LYPZPUN�\[VWPHU�ÄJ[PVU��
such as its portrayal of a society exclusively made up of women that is free of domination 
HUK� JVUÅPJ[�� HUK� ^OLYL� LX\HSP[ �̀� LK\JH[PVU�� O\THUPZT�� HUK� YLZWLJ[� MVY� UH[\YL� HYL�
collectively extolled and preserved. Nevertheless, despite being traditionally categorised 
^P[OPU�[OL�NLUYL�VM�\[VWPH��.PSTHU»Z�UV]LS�HSZV�WYLZLU[Z�LSLTLU[Z�[OH[�HYL�L]VJH[P]L�VM�
dystopia. As critics such as Kristen Egan (2011) claim, although Herland consists of a 
single-sex community based on separatist feminism, this exclusively female management 
responds to necessity rather than will, since it is as a result of cataclysm that the men were 
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banished from the land. In spite of being portrayed as an idyllic all-female community, it 
is exclusively made up of young women, and deprived of diversity and multiculturalism, 
while it resorts to questionable reproductive methods that bring to mind the spectre of 
eugenics. Furthermore, even if this society is meant to be a feasible replication of feminist 
ideals, it almost exclusively operates on the basis of breeding and parenting, whereas 
sexuality is exclusively aimed at procreation, which are premises that, paradoxically, evoke 
the ethics of domesticity predominant in Victorian times. Besides, given the importance 
that the biological role of motherhood acquires in this community, critics such as Lynne 
Evans (2014) go as far as to claim that this society entails a subjugating system based on 
biological assumptions of motherhood and femaleness which is not so far removed from 
the patriarchal precepts that essentialise gender conventions. Furthermore, in spite of 
being proclaimed as an all-female society, after coexisting with the male explorers, who 
HYL�PU�JSLHY�TPUVYP[`�PU�JVTWHYPZVU��[OL�MLTHSL�PUOHIP[HU[Z�PU�/LYSHUK�ÄUHSS`�LTIYHJL�
PKLHZ� HIV\[� THYYPHNL� HUK� PU[LYZL_\HS� WYVJYLH[PVU�� [O\Z� Z\NNLZ[PUN� [OH[� [OL`� ÄUHSS`�
renounce their ideals for the sake of those pertaining to the men. Moreover, insofar as 
the narrative is told from the perspective of one of the male explorers, since Vandyck 
Jennings is a homodiegetic narrator, the female citizens are symbolically deprived of 
their own voices. These features thus contribute to undermining the utopian and feminist 
ideals characterising this community and reveal the subtle dystopian subtext pervading 
the novel.
� *VU]LYZLS �̀� .PSTHU»Z� ¸;OL� @LSSV^� >HSSWHWLY¹� OHZ� VM[LU� ILLU� JVUZPKLYLK� H�
NV[OPJ� [HSL� ^P[O� ZPNUPÄJHU[� K`Z[VWPHU� JVTWVULU[Z�� ZPUJL� P[� KLUV\UJLZ� [OL� Z[PÅPUN�
JVUÄULTLU[� [OH[� H�^VTHU�L_WLYPLUJLZ� HZ� H� YLZ\S[� VM� H� YLZ[� J\YL�^OPJO�OLY� O\ZIHUK�
and doctor prescribes in order to treat her postpartum depression. Progressively, though, 
.PSTHU»Z�[HSL�HSZV�\U]LPSZ�JV]LY[�[YHJLZ�^OPJO�LUKV^�[OL�[L_[�^P[O�\[VWPHU�\UKLY[VULZ��
.PSTHU»Z� UHYYH[P]L� V]LY[S`� JVTWSPLZ� ^P[O� ZVTL� [LUL[Z� VM� K`Z[VWPHU� ÄJ[PVU�� ZPUJL� [OL�
MLTHSL�UHYYH[VY»Z�MYLLKVT�PZ�YLZ[YPJ[LK��ZOL�PZ�\UKLY�JVUZ[HU[�Z\Y]LPSSHUJL��HUK�ZOL�MLLSZ�
trapped in a patriarchal system—the institution of marriage—which allows her to enjoy 
a higher standard of living, but in exchange, deprives her of individuality and freedom. 
Given these elements, which emphasise control and oppression, critics such as Paula 
;YLPJOSLY��� ����OH]L�PU[LYWYL[LK�[OL�MLTHSL�UHYYH[VY»Z�YV\[PUL�VM�VIZLY]PUN�[OL�^HSSWHWLY�
as evidence of her subjection to the patriarchal discourse, which is inscribed on the 
convoluted drawings in the wall that she feels obliged to observe. Nonetheless, when 
[OL�MLTHSL�UHYYH[VY�THUHNLZ� [V� PKLU[PM`�H� MLTHSL�ÄN\YL�OPKPUN�ILOPUK�[OL�PTHNPUH[P]L�
bars in the wallpaper, even though it might appear as a sign of alienation, it is through 
[OPZ� Z`TIVSPJ� LWPWOHU`� [OH[� ZOL� YLJVNUPZLZ� OLY� KV\ISL� ÄN\YL��^OV� PZ� HSZV�^HP[PUN� [V�
IL�YLSLHZLK�HUK�LZJHWL�MYVT�OLY�JVUÄULTLU[��)LZPKLZ��OLY�LUJSVZ\YL�PU�HU�H[[PJ�YVVT��
which is described as oppressive at intervals, also endows the narrator with privacy and 
PZ�WHYHKV_PJHSS`�L]VJH[P]L�VM�=PYNPUPH�>VVSM»Z�Z[H[LTLU[�HIV\[�OH]PUN�H�YVVT�MVY�VUL»Z�
own in order to write, as she declared in her extended homonymous essay published in 
� � ��0U�MHJ[��KLZWP[L�OLY�O\ZIHUK»Z�VYKLYZ�UV[�[V�NP]L�]LU[�[V�OLY�JYLH[P]P[ �̀�[OL�MLTHSL�
narrator still manages to keep a journal, thus suggesting that she is able to write after all 
HUK�NP]L�]VPJL�[V�OLY�[OV\NO[Z�HUK�HU_PL[PLZ��-\Y[OLYTVYL��[OL�HTIPN\V\Z�ÄUHS�WHZZHNL�
in the tale, in which the female protagonist is reluctant to unlock the door, calls into 
X\LZ[PVU� [OL�UH[\YL�VM�OLY� LUJSVZ\YL��^OPSL�OLY�ÄUHS�KHYPUN�HUK� Q\IPSHU[� L_JSHTH[PVU�
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upon managing to release the imaginary woman from the wall give evidence of utopian 
undertones which counteract the most overt dystopian traits in the tale.

0U� LHYS`� PU[LYWYL[H[PVUZ� VM� ¸;OL�@LSSV^�>HSSWHWLY�¹� JYP[PJZ� Z\JO� HZ� *HYVS� -HYSL`�
2LZZSLY��� ����OH]L�YLMLYYLK�[V�.PSTHU»Z�WYVNYLZZ�[V^HYKZ�WLYZVUHS�\[VWPH�PU�OLY�ÄJ[PVU��
4VYL�YLJLU[S �̀�(Ya\�ka`�U�YLMLYZ�[V�.PSTHU»Z�¸TH[\YH[PVU�QV\YUL`�HZ�H�MLTPUPZ[�^YP[LY¹�
�����I!�������^OPJO�Z[HY[LK�^P[O�ZOVY[LY�WPLJLZ�SPRL�¸;OL�@LSSV^�>HSSWHWLY¹�HUK�YLHJOLK�
its peak with her utopian trilogy of novels initiated with Herland. Nevertheless, it may 
be argued that, despite being proclaimed a utopian novel, Herland comprises elements 
WLY[HPUPUN�[V�K`Z[VWPHU�ÄJ[PVU��^OLYLHZ�¸;OL�@LSSV^�>HSSWHWLY�¹�^OPJO�OHZ�VM[LU�ILLU�
considered as representative of female Gothic—a genre within fantasy which shares 
UHYYH[VSVNPJHS� LSLTLU[Z� ^P[O� K`Z[VWPHU� ÄJ[PVU·HSZV� L_OPIP[Z� MLH[\YLZ� WLY[HPUPUN� [V�
\[VWPHU�ÄJ[PVU��(�JVTWHYH[P]L�HUHS`ZPZ�IL[^LLU� [OLZL� [^V�UHYYH[P]LZ� PU� [LYTZ�VM� [OLPY�
NLUKLY�KPZJV\YZL��HUK�MYVT�[OL�WLYZWLJ[P]L�VM�\[VWPHU�HUK�K`Z[VWPHU�ÄJ[PVU��^PSS�YL]LHS�
ZPTPSHYP[PLZ�IL[^LLU�IV[O� [L_[Z� [OH[�KPZJSVZL� [OL�J`JSPJHS�L]VS\[PVU�VM�.PSTHU»Z�NLUKLY�
KPZJV\YZL�� -\Y[OLYTVYL�� PUZVMHY� HZ� [OPZ� HUHS`ZPZ� ^PSS� PKLU[PM`� \[VWPHU� [YHJLZ� PU� ¸;OL�
Yellow Wallpaper” and dystopian elements in Herland, it also aims to suggest that the 
\UJVTTVUULZZ�VM�K`Z[VWPHZ�PU�MLTPUPZ[�MHU[HZ`�ÄJ[PVU�TH`�YLZWVUK�[V�[OL�MHJ[�[OH[�[OL`�
have often been entirely categorised as utopias ignoring their latent dystopian undertones. 
Besides, it can also be argued that narratives often categorised as pertaining to the female 
Gothic that are related to the notion of the marvellous, and hence, to fantasy, present 
UHYYH[VSVNPJHS�LSLTLU[Z�PU�JVTTVU�^P[O�K`Z[VWPHU�ÄJ[PVU��
 

+`Z[VWPH�PU�¸;OL�@LSSV^�>HSSWHWLY¹!�HSPLUH[PVU��WH[YPHYJOHS�
rule, dehumanisation

*YP[PJHS� HWWYVHJOLZ� [V� .PSTHU»Z� [HSL� ¸;OL� @LSSV^� >HSSWHWLY¹� OH]L� LTWOHZPZLK� P[Z�
representation of female oppression as a result of patriarchal domination. Given its bleak 
WVY[YH`HS�VM�HU�HUN\PZOPUN�YLZ[�J\YL��^OPJO�HYPZLZ�HZ�H�TL[HWOVY�VM�^VTLU»Z�Z\IQ\NH[PVU�
[V�WH[YPHYJO �̀�JYP[PJZ� SPRL�-H`L�9PUNLS� �������JVUZPKLY�.PSTHU»Z�UHYYH[P]L�HZ�VUL�VM� [OL�
most renowned female gothic stories written by a New England woman, while William 
/\NOLZ��������YLNHYKZ�.PSTHU»Z�[HSL�HZ�H�YLÅLJ[PVU�VM�[OL�NLUKLY�KPZJYPTPUH[PVU�WYL]HPSPUN�
PU�ZJPLU[PÄJ�KPZJV\YZLZ�K\YPUN�[OL�=PJ[VYPHU�WLYPVK��^OLYLI`�[OL�WO`ZPJPHU�^HZ�PU]HYPHIS`�
male and exerted his authority over his female patients. Although critical interpretations 
OH]L�[YHKP[PVUHSS`�W\[�MVY^HYK�[OL�NV[OPJ�LSLTLU[Z�[OH[�WLY]HKL�.PSTHU»Z�[HSL�HUK�OH]L�
considered it an exponent of female Gothic owing to its claustrophobic atmosphere, its 
psychological insights, the important role that motherhood plays in it, and its symbolic 
Z\WLYUH[\YHS�LSLTLU[Z��¸;OL�@LSSV^�>HSSWHWLY¹�HSZV�WYLZLU[Z�UHYYH[VSVNPJHS�JVTWVULU[Z�
[OH[�HYL�Z\NNLZ[P]L�VM�K`Z[VWPHU�ÄJ[PVU��>OLU�[OL�MLTHSL�UHYYH[VY»Z�H[[LU[PVU�PZ�KYH^U�[V�
the wallpaper, she gains entry into another dimension that symbolises the alienation that 
she is suffering, which may be on account of her alleged mental breakdown or as a result 
of the repressive medical treatment that she is undergoing. As her will becomes subjected 
to that of her husband and doctor, thus remaining under constant surveillance and being 
forbidden to give free vent to her creativity, her condition in the attic room where she is 
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resting brings to mind the state of symbolic depersonalisation in narratives of dystopian 
ÄJ[PVU�HZ�H�YLZ\S[�VM�VWWYLZZP]L�YLNPTLZ�[OH[�LUK�\W�PU�[OL�WYVNYLZZP]L�KLO\THUPZH[PVU�VM�
the individual. 

As the plot unfolds, a series of elements pertaining to dystopia are presented in 
.PSTHU»Z�[HSL��WHY[PJ\SHYS`�PU�WHZZHNLZ�[OH[�\UKLYZJVYL�PUZ[HUJLZ�VM�WH[YPHYJOHS�KVTPUHUJL� 
(JJVYKPUN�[V�*H[OLYPUL�.VSKLU���������[OL�MLTHSL�UHYYH[VY»Z�O\ZIHUK�PZ�HZZVJPH[LK�^P[O�
HU�HUKYVJLU[YPJ�V\[SVVR�PU�YLZLTISHUJL�^P[O�V[OLY�THSL�JOHYHJ[LYZ�PU�.PSTHU»Z�ÄJ[PVU��
+LZWP[L�OPZ�HWWHYLU[�HMMLJ[PVU� [V^HYKZ�OPZ�^PML��OPZ�KL[LYTPUH[PVU� [V�JVUÄUL�OLY� PU�H�
room and oblige her to rest, hence forbidding her to take any action and condemning 
OLY�[V�\[[LY�WHZZP]P[ �̀�JVUMVYTZ�[V�H�ZJPLU[PÄJ�HWWYVHJO�YVV[LK�PU�WH[YPHYJOHS�KPZJV\YZLZ��
(Z� [OL� MLTHSL�UHYYH[VY� HKTP[Z�� ¸1VOU� PZ� H�WO`ZPJPHU�� HUK�perhaps […] perhaps that is 
one reason that I do not get well faster” (2009: 3), which paves the way for interpreting 
1VOU»Z�V]LYWYV[LJ[P]L�KLTLHUV\Y�HZ�H�OPKKLU�KPZWSH`�VM�WV^LY�HUK�H\[OVYP[ �̀�4VYLV]LY��
judging from her words, the female narrator suggests that her husband seems to adopt 
an infantilising attitude towards her. In fact, she draws attention to the fact that the room 
^OLYL� ZOL� ZWLUKZ�OLY�JVUÄULTLU[�T\Z[�OH]L�ILLU�H�U\YZLY`� PU� MVYTLY� [PTLZ��HZ� ZOL�
Z[PSS�WLYJLP]LZ�[OL�[YHJL�VM�[OL�JOPSKYLU»Z�WYLZLUJL�PU�P[��Z[H[PUN�[OH[�¸P[�^HZ�H�U\YZLY`�ÄYZ[�
[…] for the windows are barred for little children” (2009: 6), which implies the subtle 
parallelism that the female establishes between these children and herself as a result of 
OLY�O\ZIHUK»Z�WH[YVUPZPUN�^H`Z�

;OL�K`Z[VWPHU�KPTLUZPVU� PZ�TVZ[S`� SHPK�IHYL� PU�.PSTHU»Z� [HSL�^OLU� [OL� MLTHSL�
UHYYH[VY�UV[PJLZ�[OL�WLJ\SPHY�X\HSP[PLZ�VM�[OL�̂ HSSWHWLY�PU�[OL�YVVT�̂ OLYL�ZOL�PZ�JVUÄULK��
(Z�PZ�\U]LPSLK��ZOL�HKTP[Z�[OH[�̧ [OPZ�WHWLY�SVVRZ�[V�TL�HZ�PM�P[�knew�̂ OH[�H�]PJPV\Z�PUÅ\LUJL�
P[�OHK¹����� !�����HUK�ZOL�HSZV�KLJSHYLZ�[OH[�¸0�SPL�OLYL�VU�[OPZ�NYLH[�PTTV]HISL�ILK�B¯D�
and follow the pattern about by the hour” (2009: 11). As the female narrator spends 
OLY�JVUÄULTLU[�PU�[OL�H[[PJ�YVVT��P[�PZ�Z\NNLZ[LK�[OH[�[OL�NYV[LZX\L�SPULZ�VU�[OL�`LSSV^�
wallpaper amount to the only text that she is allowed to read or write. In this respect, 
/LH[OLY�;OVTHZ�2PYR��������PKLU[PÄLZ�[OL�`LSSV^�^HSSWHWLY�HZ�H�Z`TIVS�VM�KLJHKLUJL�
that used to characterise the decorative arts of the ÄU�KL�ZPuJSL, as wallpaper designs 
and patterns, especially created by male artists like William Morris, were progressively 
renovated in order to suit male tastes. As Thomas Kirk further argues, the male appropriation 
VM�̂ HSSWHWLYZ�\UKLYSPULZ�TLU»Z�ULLK�[V�L_LY[�JVU[YVS�V]LY�H�NLULYHSS`�JVUZPKLYLK�MLTPUPUL�
KVTHPU�SPRL�[OL�KVTLZ[PJ�ZWOLYL�� 0U�¸;OL�@LSSV^�>HSSWHWLY�¹�[OL�MLTHSL�UHYYH[VY�MLLSZ�
alienated, as she remains permanently exposed to the passive contemplation of the wall. 
4HSL�H\[OVYP[`�HZ�PTWYPU[LK�VU�[OL�KYH^PUNZ�HUK�[OL�UHYYH[VY»Z�JVU[PU\V\Z�L_WVZ\YL�[V�
THSL�KLZPNULK�WH[[LYUZ�ZP[\H[L�¸;OL�@LSSV^�>HSSWHWLY¹�PU�PU[LY[L_[\HS�JVUULJ[PVU�^P[O�
other feminist textualities that portray female characters entrapped within domestic spaces 
in rooms designed from a male perspective. Actually, according to Rae Beth Gordon 
��  ����ZJPLU[PÄJ�YLZLHYJO�H[�[OL�[\YU�VM�[OL�JLU[\Y`�LZ[HISPZOLK�HZZVJPH[PVUZ�IL[^LLU�[OL�
interior decoration of the home and mental pathologies that befell women as a result of 
[OLPY�JVUÄULTLU[�PU�[OL�KVTLZ[PJ�ZWOLYL��0[�JV\SK�[O\Z�IL�HYN\LK�[OH[�[OL�MLTHSL�UHYYH[VY�
is obliged to peruse the wallpaper patterns as an allegory of her submission to patriarchal 
discourses, which paves the way for her entry into a dystopian dimension. 

�*VUJLYUZ�HIV\[�TV[OLYOVVK��JVUÄULTLU[��HUK�TLU[HS�KPZVYKLYZ�HYL�HSZV�[HJRSLK�
PU� K`Z[VWPHU� UHYYH[P]LZ� [OH[� HKKYLZZ�^VTLU»Z� VWWYLZZP]L� JPYJ\TZ[HUJLZ� HZ� H� YLZ\S[� VM�
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JVUZ[YHPUPUN�NLUKLY�KPZJV\YZLZ��9LNHYKPUN�.PSTHU»Z�[HSL��JYP[PJZ�Z\JO�HZ�:HUKYH�.PSILY[�
and Susan Gubar (1979) as well as Ann J. Lane (1990) have referred to the parallelism 
[OH[�PZ�LZ[HISPZOLK�PU�.PSTHU»Z�[HSL��VU�[OL�VUL�OHUK��IL[^LLU�[OL�YVVT�HUK�[OL�^VTI��
as origin of life, since the female narrator has recently given birth to her child and, on the 
other hand, between the room and the tomb, as the narrator is condemned to live a life 
of seclusion—a life-in-death—as she is unable to assume any creative activity. According 
to prevailing gender prejudices, the husband believes that, insofar as his wife has become 
H�TV[OLY��ZOL�OHZ�HSYLHK`�M\SÄSSLK�[OL�JYLH[P]L�YVSL�HZZPNULK�[V�^VTLU��/V^L]LY��P[�PZ�
implied that the fact of having given birth to her child proves to be the reason for both 
OLY�KLWYLZZPVU�HUK�OLY�Z\IZLX\LU[�JVUÄULTLU[��;OL�MLTHSL�UHYYH[VY�HKTP[Z�[OH[�¸[OLZL�
ULY]V\Z�[YV\ISLZ�HYL�KYLHKM\SS`�KLWYLZZPUN¹����� !����HUK�¸0�JY`�H[�UV[OPUN��HUK�JY`�TVZ[�
of the time” (2009: 11), while she also complains about her seclusion, exclaiming that 
¸0�^PZO�1VOU�^V\SK�[HRL�TL�H^H`�MYVT�OLYL¹����� !�����HUK�[OH[�¸0�^V\SK�OH[L�P[�T`ZLSM�
PM�0�OHK�[V�SP]L�PU�[OPZ�YVVT�SVUN¹����� !�����L]LU�[V�[OL�L_[LU[�VM�JVUZPKLYPUN�[OH[��¸[V�
jump out of the window would be admirable exercise, but the bars are too strong to 
even try” (2009: 22). Insofar as the female narrator increasingly falls into despair—and 
L]LU� PUZHUP[`·HZ�H� YLZ\S[�VM�OLY� YLZ[YPJ[P]L� ZP[\H[PVU��.PSTHU»Z�UHYYH[P]L�JHSSZ� [V�TPUK�
Victorian discourses of female hysteria. Critics like Elaine Showalter (1985) argue that the 
proliferation of mental disorders befalling Victorian women could be taken as a metaphor 
VM�[OLPY�Z\IQ\NH[PVU�[V�TLKPJHS�KPZJV\YZLZ�V^PUN�[V�[OL�WLY]HZP]L�PUÅ\LUJL�VM�WH[YPHYJOHS�
dictates.

Tropes related to personal identity, depersonalisation, and dehumanisation, which 
YLTHPU�SH[LU[�PU�.PSTHU»Z�[HSL��HYL�HSZV�JVTTVUS`�MV\UK�PU�K`Z[VWPHU�UHYYH[P]LZ��6^PUN�
to her perpetual observation of the wallpaper, her discovery of the woman concealed and 
entrapped in it—which is indicative of her own oppressive situation—urges the female 
UHYYH[VY�[V�MLLS�IV[O�PKLU[PÄLK�HUK�HSPLUH[LK�MYVT�[OPZ�MLTHSL�ÄN\YL�PU�[OPZ�WHYHSSLS�YLHSP[ �̀�
(Z�PZ�Z[H[LK��¸0�KPKU»[�YLHSPZL�MVY�H�SVUN�[PTL�^OH[�[OL�[OPUN�^HZ�[OH[�ZOV^LK�ILOPUK�B¯D 
but now I am quite sure it is a woman” (2009: 16). At the end of the narrative, the female 
narrator appears to remove the wallpaper partially with the purpose of releasing the 
imprisoned woman—her alter ego—thus evincing the eventual blending between the 
female narrator and the woman enclosed behind the imaginary bars on the wallpaper, 
^OPJO�HSZV�Z\NNLZ[Z�[OL�MLTHSL�UHYYH[VY»Z�NYHK\HS�WYVJLZZ�VM�KLWLYZVUHSPZH[PVU��>OLU�[OL�
female narrator manages to liberate her double, she appears to experience a moment 
of exultation. However, critics like Golden (2002) and, more recently, Özyön (2020b), 
defend an ambiguous interpretation of the conclusion of the story, since it can be argued 
that patriarchy is only momentarily redeemed, but not completely destroyed. 

It may thus be claimed that Gilman provides an open-ended conclusion to the 
Z[VY �̀� SLH]PUN� [OL� YLHKLY� \UJLY[HPU� [V� MVYL[LSS� [OL� O\ZIHUK»Z� YLHJ[PVU� VUJL� OL� YLNHPUZ�
JVUZJPV\ZULZZ�HUK�ÄUKZ�OPZ�̂ PML�PU�Z\JO�HS[LYLK�JVUKP[PVU��4VYLV]LY��[OL�MLTHSL�UHYYH[VY»Z�
ÄUHS�L_JSHTH[PVU�PU�YLSH[PVU�[V�OLY�YLSLHZL�HUK�[OL�PTWVZZPIPSP[`�VM�ILPUN�SVJRLK�IHJR·
which is the only complaint that she utters aloud—takes place when John is unconscious 
and unable to hear it, thus paving the way for an ambiguous outcome of the story that 
may call into question whether the female narrator has truly attained any liberation at all. 
As Golden further argues, it may even be likely that, after John awakes, the narrator will 
YL[\YU�[V�OLY�Z[H[L�VM�WLYWL[\HS�JVUÄULTLU[�VY�[OH[�OLY�O\ZIHUK»Z�KPZJV]LY`�VM�OLY�TLU[HS�
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JVUKP[PVU�TH`�L]LU�SLHK�OPT�[V�YLZVY[�[V�H�TVYL�ZL]LYL�[YLH[TLU[�[V�J\YL�OPZ�̂ PML»Z�KPZVYKLY��
(Z� .PSTHU� YL]LHSZ� PU� OLY� JVUMLZZPVUHS� LZZH`� ¸>O`� 0�>YV[L� º;OL�@LSSV^�>HSSWHWLY»¹�
(1913), like the female narrator in the story, the author also suffered from depression 
after giving birth to her daughter, Kate, and endured the same medical treatment as the 
MLTHSL�UHYYH[VY�PU�[OL�Z[VY �̀�PUZVMHY�HZ�.PSTHU»Z�WO`ZPJPHU��>LPY�4P[JOLSS·1VOU»Z�alter ego 
PU�YLHS�SPML·WYLZJYPILK�.PSTHU�H�ZL]LYL�YLZ[�J\YL��;HRPUN�MVY�NYHU[LK�[OH[�1VOU�PU�¸;OL�
@LSSV^�>HSSWHWLY¹�TH`�YLZWVUK�[V�H�ÄJ[PVUHS�WLYZVUPÄJH[PVU�VM�.PSTHU»Z�V^U�WO`ZPJPHU�
Weir Mitchell, Jennifer Tuttle (2000) mentions that Gilman chooses not to punish John so 
ZOHYWS`�HZ�ZOL�\Z\HSS`�KVLZ�^P[O�TVZ[�VM�[OL�THSL�JOHYHJ[LYZ�[OH[�HWWLHY�PU�OLY�ÄJ[PVU��
[O\Z�HSSV^PUN�[OL�MLTHSL�UHYYH[VY»Z�O\ZIHUK�[V�L_LY[�HU�HIZLU[��I\[�SH[LU[��KVTPUPVU�PU�
this narrative. 
� (JJVYKPUNS �̀� L]LU� PM� ¸;OL� @LSSV^� >HSSWHWLY¹� OHZ� VM[LU� ILLU� JH[LNVYPZLK� HZ�
YLWYLZLU[H[P]L� VM� [OL� MLTHSL� .V[OPJ�� HZ� H� ÄJ[PVUHSPZH[PVU� VM� [OL� H\[OVY»Z� [YH\TH[PJ�
L_WLYPLUJL��P[�HSZV�WYLZLU[Z�[YHJLZ�WLY[HPUPUN�[V�K`Z[VWPH��0UZVMHY�HZ�.PSTHU»Z�[HSL�JVTWSPLZ�
with the fantastic, as it metaphorically swings between the strange and the marvellous, 
[V�\ZL�;a]L[HU�;VKVYV]»Z�[LYT��P[�HSZV�JVTWYPZLZ�UHYYH[VSVNPJHS�LSLTLU[Z�MYVT�ZWLJ\SH[P]L�
HUK��PU�WHY[PJ\SHY��K`Z[VWPHU�ÄJ[PVU��ZPUJL�.PSTHU»Z�[HSL�WVY[YH`Z�H�MLTHSL�UHYYH[VY�NHPUPUN�
entry into a parallel reality by means of the presence of a symbolic magic wallpaper. 
The inclusion of this alternative dimension and imagined existence paves the way for 
exploring issues often commonly found in dystopia, such as dominance, repression, lack 
of freedom, dehumanisation, and the expectation of an eventual liberation which may 
only turn out to be a frustrated hope of deliverance.

<[VWPH� PU� ¸;OL�@LSSV^�>HSSWHWLY¹!� [OL� MLTHSL� KV\ISL�� H�
room of her own, the spectre of androgyny

(S[OV\NO�.PSTHU»Z�[HSL�JVTWYPZLZ�LSLTLU[Z�WLY[HPUPUN�[V�K`Z[VWPHU�ÄJ[PVU��P[�HSZV�PUJS\KLZ�
narratological components indicative of utopia which have often remained unnoticed, 
ZPUJL� [OL� MLTHSL� UHYYH[VY»Z� Q\IPSHU[� [OV\NO[Z� Z\NNLZ[P]L� VM� \[VWPH� HYL� PU[LYTP[[LU[S`�
Q\_[HWVZLK�^P[O� MLLSPUNZ� VM� VWWYLZZPVU� L]VJH[P]L� VM� K`Z[VWPH��(Z�ka`�U� HYN\LZ�� ¸;OL�
Yellow Wallpaper” displays some protofeminist traces although it cannot be described as 
a fully feminist piece (2020b: 116). Passages from the narrative, such as the deliverance 
VM�[OL�^VTHU�MYVT�[OL�^HSSWHWLY��[OL�MLTHSL�UHYYH[VY»Z�YLJ\YYLU[�Z\NNLZ[PVU�[OH[�ZOL�TH`�
SLH]L�[OL�YVVT�H[�^PSS��HUK�OLY�ÄUHS�L_JSHTH[PVU�HZ�OLY�O\ZIHUK�SPLZ�PULY[�VU�[OL�ÅVVY�
contribute to bringing to the fore utopia in the tale. Even though dystopian elements, 
albeit under other denominations like female Gothic or even horror, have often been 
PKLU[PÄLK��\[VWPHU�HZWLJ[Z��^OPJO� YLTHPU� SH[LU[� [OYV\NOV\[� [OL� [HSL��OH]L�OHYKS`�L]LY�
been put forward, since the discourse of oppression as a result of male dominance has 
[HRLU�WYLJLKLUJL�PU�JYP[PJHS�HUHS`ZLZ�VM�.PSTHU»Z�[HSL�

;OL�MLTHSL�ÄN\YL�JVUJLHSLK�PU�[OL�^HSSWHWLY��^OV�Z[HUKZ�MVY�[OL�MLTHSL�UHYYH[VY»Z�
KV\ISL��WH]LZ�[OL�^H`�MVY�PKLU[PM`PUN�[OL�WYV[HNVUPZ[»Z�ILSSPJVZL�UH[\YL��^OPJO�PZ�WYVUL�[V�
unleash her utopian ideals in spite of her apparently repressive situation. As Gilbert and 
.\IHY��� � ��TLU[PVU��[OL�MLTHSL�UHYYH[VY»Z�JVUÄULTLU[�PU�[OL�H[[PJ�YVVT�PZ�YLTPUPZJLU[�
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of other female characters in Victorian novels, in which women who apparently 
WLYZVUPM`� W\YP[`� HUK� Z\ITPZZPVU� VM[LU� ÄUK� [OLPY� Z`TIVSPJ� JV\U[LYWHY[Z� PU� YLILSSPV\Z�
doubles, who are allowed to symbolically give vent to their vindications through states 
of severe exaltation. As a case in point, it has often been acknowledged that, owing to 
OLY�JVUÄULTLU[�PU�[OL�H[[PJ��[OL�MLTHSL�UHYYH[VY�PU�.PSTHU»Z�UHYYH[P]L�ILHYZ�YLZLTISHUJL�
^P[O� [OL�JOHYHJ[LY�VM�)LY[OH�4HZVU� PU�*OHYSV[[L�)YVU[w»Z� Jane Eyre (1847), as Edward 
9VJOLZ[LY�JVUÄULZ�OPZ�ÄYZ[�^PML�VUJL�OL�KPZJV]LYZ�OLY�PUZHUP[ �̀�^OLYLHZ�1HUL�PZ�OH\U[LK�
HUK�MYPNO[LULK�I`�)LY[OH»Z�V\[YHNLV\Z�SH\NO[LY�YL]LYILYH[PUN�HSS�HJYVZZ�;OVYUÄLSK��0UZVMHY�
HZ�ZOL�[YPLZ�[V�YLSLHZL�[OL�PTWYPZVULK�MLTHSL�ÄN\YL�VU�[OL�^HSS��^OV�HJ[Z�HZ�H�JV\U[LYWHY[�
to Bertha Mason, the female narrator also gives evidence of her longing for freedom, 
thus transforming the grotesque patriarchal patterns of the wallpaper from symptoms of 
oppression into signs of successive liberation. This gradual conversion is described as 
[OL�UHYYH[VY�JSHPTZ�[OH[�[OL�^VTHU�PU�[OL�^HSSWHWLY�¸PZ�Z\IK\LK��X\PL[¹����� !������I\[�
ZOL�Z\IZLX\LU[S`�HKKZ�[OH[��¸0�[OPUR�[OH[�^VTHU�NL[Z�V\[�PU�[OL�KH`[PTL¹����� !�� ���;OL�
PU[LY[L_[\HS�YLSH[PVU�IL[^LLU�)YVU[w»Z�UV]LS�HUK�.PSTHU»Z�[HSL�ILJVTLZ�THUPMLZ[�V^PUN�
to the latent relationship established between the female protagonists and their doubles, 
ZPUJL��PU�.PSTHU»Z�[HSL��[OL�^HSSWHWLY�TL[HWOVYPJHSS`�[\YUZ�PU[V�H�TPYYVY�HUK�[OL�^VTHU�
OPKPUN�ILOPUK�P[�HYPZLZ�HZ�[OL�MLTHSL�UHYYH[VY»Z�alter ego��OLUJL�YLÅLJ[PUN�OLY�LUJSVZ\YL��
but also her latent rebellious nature. In this respect, according to Elaine R. Hedges (1973), 
.PSTHU»Z�[HSL�JHU�IL�KLZJYPILK�HZ�H�[L_[�VM�Z\I]LYZPVU�HNHPUZ[�[OL�WH[YPHYJOHS�PUZ[P[\[PVU�
of marriage in the Victorian period. 

;OL� MLTHSL� UHYYH[VY»Z� [\YU� MVY� JYLH[P]P[`� HSSV^Z� OLY� [V� PUK\SNL� PU� OLY� \[VWPHU�
HZWPYH[PVUZ� VM� LUQV`PUN� HU� HS[LYUH[P]L� YLHSP[`� PU�^OPJO� OLY� HTIP[PVUZ�^PSS� IL� M\SÄSSLK��
/LUJLMVY[O�� HS[OV\NO� [OL� MLTHSL� UHYYH[VY»Z� VIZLZZP]L� YLHKPUN� VM� [OL� WH[[LYUZ� PU� [OL�
wallpaper, and her subsequent discovery of a woman hiding behind it, may be interpreted 
as symptoms of a mental condition, according to Golden (2002), it turns into a kind 
of creative madness to which the narrator voluntarily yields, choosing it as opposed to 
the kind of sanity to which her husband obliges her to conform. Moreover, according 
to Ann Lane (1990), the discovery of an alternative female identity enables the female 
UHYYH[VY�[V�^YP[L�VWLUS`�HIV\[�OLYZLSM��0M��HZ�.VSKLU��������Z\NNLZ[Z��[OL�MLTHSL�UHYYH[VY»Z�
HWWHYLU[�MVSS`�[\YUZ�PU[V�H�TLHUZ�VM�YLILSSPVU�HNHPUZ[�OLY�O\ZIHUK»Z�Y\SLZ��[OL�WYV[HNVUPZ[�
PU�.PSTHU»Z� [HSL� HSZV� H[[LTW[Z� [V� LTIYHJL� OLY� JVUÄULTLU[�� L]LU� HKTP[[PUN� H� JLY[HPU�
KLNYLL�VM�JVTMVY[��ZPUJL�ZOL�Z[H[LZ��¸P[�PZ�H�IPN��HPY`�YVVT¹����� !�����¸0�X\P[L�LUQV`�[OL�
YVVT¹����� !������HUK�̧ 0�KVU»[�̂ HU[�[V�NV�V\[ZPKL¹����� !������-\Y[OLYTVYL��HZ�PZ�YL]LHSLK�
at the end of the narrative, the female narrator is able to unlock the door on her own, but 
she decides to lock herself in to prevent her husband from entering the room while she 
is removing the last traces of the wallpaper. The female protagonist appears to revert her 
situation as her apparent irrationality triggers her latent imagination, since, as Virginia 
>VVSM� JSHPTZ�� H� YVVT�VM� VUL»Z� V^U�ILJVTLZ� ULJLZZHY`� MVY� H�^VTHU� [V� KL]LSVW� OLY�
creativity. Besides, it is unveiled that the female narrator has been keeping a journal in 
[OL�JV\YZL�VM�OLY�JVUÄULTLU[��\S[PTH[LS`�JVUJLKPUN�[OH[�¸[OLYL�PZ�UV[OPUN�[V�OPUKLY�T`�
writing” (2009: 6). Accordingly, even though she acknowledges that she must not allow 
her husband to know, thus feeling obliged to release her creativity surreptitiously, it is 
asserted that the female narrator has been devoting herself to writing. 
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(IV]L� HSS�� .PSTHU»Z� [HSL� KPZWSH`Z� [YHJLZ� VM� \[VWPH� \WVU� [OL� MLTHSL� UHYYH[VY»Z�
L_\S[H[PVU�HZ�[OL�UHYYH[P]L�KYH^Z�[V�H�JSVZL�� 0U�[OL�ÄUHS�WHZZHNL�� [OL�LULYNL[PJ�HJ[PVUZ�
performed by the female narrator sharply contrast with the dormant state of her husband, 
^OV�OHZ�MHPU[LK�HUK�PZ�S`PUN�VU�[OL�ÅVVY��(Z�PZ�KLZJYPILK��[OL�MLTHSL�UHYYH[VY�UV[�VUS`�
X\LZ[PVUZ�OLY�O\ZIHUK»Z�YLHJ[PVU��I\[�OPZ�HWWHYLU[�^LHRULZZ�YLPUMVYJLZ�OLY�Z[YLUN[O�PU�
JVTWHYPZVU��[O\Z�^VUKLYPUN��¸^O`�ZOV\SK�[OH[�THU�OH]L�MHPU[LK&�)\[�OL�KPK�HUK�YPNO[�
across my path by the wall, so that I had to creep over him every time” (2009: 23). 
(S[OV\NO� 1VOU»Z� KPZTH`� \WVU� Z`TIVSPJHSS`� NHaPUN� H[� OPZ�^PML»Z� YLILSSPV\Z� alter ego—
hence discovering her latent bellicose nature—may be interpreted as evidence of his 
disapproval, his reaction also gives evidence of his fragility, which differs from his 
HSSLNLK�H\[OVYP[HYPHU�^H`Z� [OH[�OH]L� SLK� [V�OPZ�^PML»Z�JVUÄULTLU[��(Z�NLUKLY�KPJ[H[LZ�
HYL�L]LU[\HSS`� Z\I]LY[LK�� [OL�TL[HWOVY�VM� [OL�^HSSWHWLY�HUK� P[Z�OPKKLU�ÄN\YL·HZ�HU�
embodiment of the spectre of androgyny—is unleashed to haunt the female narrator, 
insofar as she feels increasingly attracted toward the woman on the wall, whereas she 
PNUVYLZ�OLY�O\ZIHUK��^OV�PZ�S`PUN�PULY[�VU�[OL�ÅVVY��0U�[OPZ�YLZWLJ[��PM�[OL�^VTHU�OPKPUN�
ILOPUK�[OL�^HSSWHWLY�[\YUZ�PU[V�[OL�MLTHSL�UHYYH[VY»Z�Z`TIVSPJ�OVTVLYV[PJ�KV\ISL��[OL�
MLTHSL�UHYYH[VY»Z�KPSLTTH�HSZV�PU]VS]LZ�[OH[�VM�[OL�H\[OVY�OLYZLSM��(Z�4HY`�/PSS��� ����
points out, in her personal writings, Gilman admits that she often felt strange and not 
entirely feminine, especially along her intimate friendship with Martha Luther. In relation 
[V�.PSTHU»Z�ZL_\HSP[ �̀�PU[LYWYL[H[PVUZ�VM�HUKYVN`U`�PU�YLSH[PVU�[V�IV[O�[OL�MLTHSL�UHYYH[VY�
and her husband have led feminist theorists, such as Showalter (1985), to underscore 
[OL�ZL_\HS�JVTWVULU[�PTWSPLK�PU�[OL�KV\ISL�ÄN\YL�S\YRPUN�ILOPUK�[OL�^HSSWHWLY��^OPJO�
paves the way for envisioning a utopian dimension in the tale. 

The speculative reality that lies beyond the wallpaper can thus be perceived 
as utopian insofar as its rebellious other is liberated and gives evidence of the female 
UHYYH[VY»Z�JYLH[P]L�PTHNPUH[PVU��+LZWP[L�OLY�LUJSVZ\YL�� [OL�MLTHSL�WYV[HNVUPZ[� PUK\SNLZ�
in creativity after all, she gives free vent to her thoughts, and she even feels reluctant to 
\USVJR�[OL�KVVY�KPZH[[LUKPUN�OLY�O\ZIHUK»Z�VYKLYZ��HZ� PM� [OL�LU]PZPVULK�\[VWPHU�^VYSK�
ZOL�WYVQLJ[LK�ÄUHSS`�THUHNLK�[V�PUMLJ[�[OL�=PJ[VYPHU�KVTLZ[PJ�ZWOLYL�PU�^OPJO�ZOL�MLLSZ�
constrained owing to prevailing gender dictates. Certain elements throughout the narrative 
Z\NNLZ[�[YHJLZ�[OH[�L]VRL�\[VWPHU�ÄJ[PVU��Z\JO�HZ�[OL�Z`TIVSPJ�WYLZLUJL�VM�[OL�MLTHSL�
UHYYH[VY»Z�ILSSPJVZL�KV\ISL�ÄN\YL��OLY�YLP[LYH[PVUZ�[OH[�ZOL�JHU�HIHUKVU�OLY�JVUÄULTLU[��
OLY� Z[H[LTLU[� [OH[� ZOL� LUNHNLZ� PU�^YP[PUN�� OLY� ÄUHS� YLZVS\[LULZZ·^OPJO� \UKLYZJVYLZ�
her triumph and strength over her husband—and the spectre of androgyny, which is 
ÄN\YH[P]LS`�\USLHZOLK�HUK�KLZ[HIPSPZLZ�NLUKLY�JVU]LU[PVUZ��0[�TH`�[O\Z�IL�JSHPTLK�[OH[�
.PSTHU»Z�[HSL�NYHK\HSS`�KPZJSVZLZ�[OL�WYLZLUJL�VM�H�SH[LU[�\[VWPHU�YLHSP[`�[OH[�Z[Y\NNSLZ�[V�
emerge and vindicate itself. 

Utopia in Herland!� MLTPUPZ[� PKLHSZ�� TH[YPHYJO �̀� ^VTLU»Z�
language

0M� [OL� MLTHSL� UHYYH[VY� PU� ¸;OL�@LSSV^�>HSSWHWLY¹� KPZJV]LYZ� [OL�^VTHU� OPKPUN� H[� [OL�
other end of the wallpaper and, by attempting to release her, she also intends to unleash 
her repressed self, hence underscoring traces of utopia in the tale, according to Kessler 
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��������.PSTHU»Z�SH[LY�UV]LS�Herland�YLZWVUKZ�[V�[OL�^YP[LY»Z�]PZPVU�VM�H�\[VWPHU�WSHJL�
PU�^OPJO�^VTLU� JV\SK� ÄUK� [OLPY� V^U� ZLS]LZ� H[� H� JVSSLJ[P]L� SL]LS�� .PSTHU»Z� \[VWPHU�
UV]LS�WVY[YH`Z�HU�HSS�MLTHSL� ZVJPL[`� [OH[� PZ� ZLSM�Z\MÄJPLU[�� HZ� P[� OHZ�KL]LSVWLK� P[Z�V^U�
YLWYVK\J[P]L�Z`Z[LT��^OPSL�P[�OHZ�HSZV�JYLH[LK�P[Z�V^U�SHUN\HNL��^OPJO�UV�SVUNLY�YLÅLJ[Z�
the patriarchal mindset. Besides, it consists of a highly-advanced society that is grounded 
in the importance of collectivity to the extent that the female community becomes 
the basis of a civilisation in which motherhood and education are regarded as shared 
concerns among all its members.

:VTL� LSLTLU[Z� [OH[� OH]L� JH[LNVYPZLK� .PSTHU»Z� UV]LS� HZ� HU� LHYS`� LWP[VTL� VM�
\[VWPHU�MLTPUPZ[�ÄJ[PVU�HYL�YVV[LK�PU�[OL�H\[OVY»Z�WOPSVZVWOPJHS�]VS\TLZ�HZ�^LSS�HZ�PU�OLY�
LHYS`�MHU[HZ`�ÄJ[PVU��*YP[PJZ�SPRL�2LZZSLY��������YLNHYK�Herland�HZ�[OL�ÄJ[PVUHS�[YHUZSH[PVU�
of the idealist precepts that Gilman presented in Women and Economics (1898), in which 
the author proved how economic dependence made women subjected to patriarchy, 
thus deterring general social evolution and human progress. In this volume, Gilman 
unfolds the patriarchal elements that hamper the advancement onto a more egalitarian 
society, such as the fact that men submit women through non-remunerative domestic 
work once they get married, hence giving way to the rare presence of women in the 
public sphere, which contributes to perpetuating the separation of spheres along gender 
KPJ[H[LZ��(Z�YLÅLJ[P]L�VM�.PSTHU»Z�KPZHNYLLTLU[�^P[O�WH[YPHYJOHS�ZVJPHS�HYYHUNLTLU[Z��PU�
her utopian novel, marriage, work assignation on the basis of gender and the separation 
of spheres are proscribed, since the all-female society described in Herland is entirely 
grounded in a matriarchal regime. In addition to Women and Economics (1898), 
.PSTHU»Z�SH[LY�WOPSVZVWOPJHS�^VYRZ�HSZV�KL[LYTPULK�OLY�]PZPVU�VM�[OL�\[VWPHU�ZVJPL[`�[OH[�
would ultimately be portrayed in Herland. In Concerning the Children (1900), Gilman 
envisioned motherhood as a kind of professional collective institution, albeit exclusively 
implemented by expert mothers and caretakers; in ;OL�/VTL!� 0[Z�>VYR�HUK�0UÅ\LUJL 
(1903), Gilman complained about isolated families living in one house and defended 
the need of having shared households which may contribute to establishing networks 
between female communities and, in Human Work (1900), Gilman outlined her socialist 
ideology, defending a socialist theory based on mutual support, whereby individuals 
^OV�HYL�WYVÄJPLU[�L_WLY[Z�PU�KPMMLYLU[�HYLHZ�JVU[YPI\[L�[V�H[[HPUPUN�JVTTVU�ILULÄ[Z��0U�
particular, in her volume The Man-Made World��� �����.PSTHU�TLU[PVULK�[OL�ZPNUPÄJHU[�
PUÅ\LUJL�[OH[�3LZ[LY�-YHUR�>HYK»Z�Gynaecocentric Theory (1903) exerted on her, which 
later on found correlation in her utopian views on matriarchy displayed in Herland. 
(JJVYKPUN�[V�>HYK��^VTLU�VYPNPUH[LK�WYPVY�[V�TLU�ZV�[OH[�[OL�MLTHSL�ÄN\YL�HYPZLZ�HZ�
the primary archetype of the human race, although the family unit subsequently became 
androcentric and the prehistoric period of female supremacy declined, hence giving way 
to patriarchy. These ideals of collective motherhood, shared households, and mutual 
Z\WWVY[�MVY�[OL�NLULYHS�ILULÄ[�VM�O\THURPUK�HYL�YLWSPJH[LK�PU�Herland, inasmuch as they 
HYPZL�HZ�[OL�IHZPJ�[LUL[Z�\UKLYS`PUN�.PSTHU»Z�UV[PVU�VM�H�\[VWPHU�TH[YPHYJO`�PU�[OL�UV]LS�

(S[OV\NO� P[� OHZ� ILLU� JVTTVUS`� ILSPL]LK� [OH[� .PSTHU»Z� \[VWPHU� PTHNPUH[PVU�
unleashed in her later years of creativity—mostly as a result of her personal experiences 
SP]PUN�PU�HU�HSS�MLTHSL�JVTT\UP[`�PU�*OPJHNV��^OPJO�MV\UK�YLÅLJ[PVU�PU�OLY�PKLVSVNPJHS�
works—it is suggested that her writings began to display utopian features even much 
earlier. Critics like Kessler (2000) claim that the short stories that Gilman wrote during 
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her childhood may be taken as the origin of her utopian ambitions, which she was to 
develop in her later trilogy of novels comprising Moving the Mountain (1911), Herland 
(1915), and With Her in Ourland (1916). Insofar as anthropologist Marina Werner (1996) 
contends that utopia beats strongly in the heart of fairy tales, it may be argued that the 
unreal worlds and universes of fantasy that Gilman projected in the fairy tales that she 
^YV[L�HZ�H�JOPSK�L_LY[LK�H�ZPNUPÄJHU[�PUÅ\LUJL�VU�OLY�Z\IZLX\LU[�\[VWPHU�^YP[PUNZ��0U�
her autobiography, published posthumously in 1935, Gilman admits that she used to 
give free vent to her imagination in order to escape to fantasy worlds where she could be 
¸[OL�TVZ[�ILH\[PM\S��[OL�^PZLZ[��[OL�ILZ[�WLYZVU�PU�[OL�^VYSK��[OL�TVZ[�[HSLU[LK�PU�T\ZPJ��
painting, literature, sculpture—why not, when one was dreaming?” (1991: 23). As a case 
PU� WVPU[��.PSTHU»Z� ZOVY[� Z[VY`� ¸(�+YLHT¹� HSYLHK`� MVYL[LSSZ� H� \[VWPHU� MHPY`SHUK� ZPTPSHY�
to Herland� PU�^OPJO�[OL�MLTHSL�OLYVPUL�ÄUKZ�OLYZLSM�HSVUL�PU�H�MVYLZ[�^OPSL�ZOL�OLHYZ�
different voices coming from the trees above. A similar passage is evoked at the onset of 
.PSTHU»Z�\[VWPHU�UV]LS��L]LU�PM�P[�PZ�YL]LYZLK��HZ�[OYLL�THSL�L_WSVYLYZ�HYYP]L�PU�[OL�SHUK�
HUK�OLHY�[OL�]VPJLZ�VM�[OL�[OYLL�MLTHSLZ�OPKPUN�PU�[OL�[YLLZ��0U�HUV[OLY�MHU[HZ`�[HSL��¸(�
Fairy Story,” Gilman depicts a society in which women have an active role to play in the 
public sphere, although they live in another planet prior to the creation of Earth. In her 
early stories, Gilman usually gives priority to good deeds often implemented by female 
protagonists in contrast with male characters, who are commonly portrayed in a more 
KPZHK]HU[HNLK�THUULY�HUK��HZ�2LZZSLY�M\Y[OLY�L_WSHPUZ���������.PSTHU»Z�LHYS`�[LUKLUJ`�
[V�L\SVNPZL�NPYSZ�HUK�KLUPNYH[L�IV`Z�HSZV�ÄUKZ�P[Z�JVYYLSH[PVU�PU�[OL�H\[OVY»Z�SH[LY�\[VWPHU�
novel. The self-created universes of fantasy and mirth that Gilman envisioned at an early 
stage were thus recovered and developed in her later utopian novels. 

Henceforth, arising from her philosophical thoughts as an adult and her fantasy 
pieces as a child, her utopian novel Herland� [\YUZ� PU[V�.PSTHU»Z� SP[LYHY`� YLPÄJH[PVU�VM�
OLY�O\THUPZ[�PKLHSZ��(JJVYKPUN�[V�ka`�U��.PSTHU»Z�MLTPUPZ[�\[VWPHU�UV]LS�LU]PZPVUZ�H�
matriarchal society based on egalitarianism, communal life, and sisterhood that extols 
the ideals of cultural feminism, which gives precedence to cultural, rather than political, 
transformation (2020a: 96). As the plot of Herland unfolds, it is almost by chance that 
three male explorers arrive in this landscape, exclusively inhabited by women, although 
they immediately aim to explore it. As a result of cataclysm, which erased men from the 
land, nature found its way and women were able to reproduce on their own without 
TLU»Z� PU[LY]LU[PVU��>VTLU� OH]L� KL]LSVWLK� [OLPY� V^U� YLWYVK\J[P]L� Z`Z[LT� HUK� JHU�
procreate through parthenogenesis, which renders them autonomous from the male sex 
and grants them control over their own bodies. As an advanced civilisation, they embrace 
an ethics of equality, social collectivism, and commitment to non-violence, since, as the 
THSL�L_WSVYLYZ�HKTP[�\WVU�HYYP]PUN�PU�[OPZ�MVYLPNU�SHUK��¸L]LY`[OPUN�^HZ�ILH\[ �̀�VYKLY��
WLYMLJ[�JSLHUULZZ¹�̂ OPSL�P[�L_\KLK�̧ [OL�WSLHZHU[ULZZ�ZLUZL�VM�OVTL�V]LY�P[�HSS¹���  �!������
)LZPKLZ��[OLZL�TLU��^OV�HYL�JOHYHJ[LYPZLK�HZ�V\[ZPKLYZ��KLJSHYL�[OH[�¸OLYL�^HZ�L]PKLU[S`�
H�WLVWSL�OPNOS`� ZRPSSLK��LMÄJPLU[¹� ��  �!������^OPJO�JOHSSLUNLZ� [OL�NLUKLY�WYLQ\KPJLZ�
that urge them to take for granted that other men may also inhabit the land. Moreover, it 
is declared that the female inhabitants in Herland possess a resolute personality and an 
athletic physique that enable them to have specialised jobs and subdue the three male 
explorers, who are mostly depicted as helpless in comparison and in clear disadvantage 
with respect to an overwhelming multitude of women. 

10.30827/impossibilia.252023.26941
: 131-150



144

After years of evolution, the utopian all-female society portrayed in Herland has 
also developed its own language. As the male explorers adjust to the female community, 
they feel compelled to learn their language in order to communicate with them and 
gain insight into their own reality. The language that is spoken in Herland contrasts with 
the androcentric legacy inherent in the language of the three male explorers, which 
conversely emphasises domination and difference along gender lines. As is described, 
^OLU�[OL�THSL�L_WSVYLYZ�SPZ[LU�[V�[OL�^VTLU�ZWLHR�MVY�[OL�ÄYZ[�[PTL��[OL`�UV[PJL��¸[OLYL�
was a torrent of soft talk tossed back and forth; no savage sing-song, but clear musical 
Å\LU[�ZWLLJO¹���  �!������+\YPUN�[OLPY�SLHYUPUN�WYVJLZZ��[OL�L_WSVYLYZ�T\Z[�\UKLYNV�H�
period of silence and seclusion which prevents them from playing an active role in the 
community. As a result of their symbolic re-education through the tuition of three highly-
X\HSPÄLK� MLTHSL� [\[VYZ�� [OL� [OYLL�THSL�L_WSVYLYZ�HYL�L]LU[\HSS`�HSSV^LK� [V� [HSR� [V� [OL�
female citizens in a series of public lectures. Nevertheless, Vandyck ironically confesses 
that they prefer keeping quiet as regards certain aspects of their own history insofar as 
they feel ashamed to share them with the inhabitants of this highly-civilised land.

.PSTHU»Z�\[VWPHU�UV]LS� YLÅLJ[Z�OLY� PKLHSZ�VM�H�JVTT\UP[`�LU[PYLS`�THKL�\W�VM�
women, which the author had devised in her philosophical treaties and in the fairy tales 
that she wrote as a child. This utopian society, which is entirely ruled by women, consists 
of a highly-advanced civilisation that is based on humanist values, such as equality and 
ZOHYLK�LMMVY[Z�MVY�[OL�ILULÄ[�VM�HSS�P[Z�TLTILYZ��0UZVMHY�HZ�[OPZ�JVTT\UP[`�WVZZLZZLZ�P[Z�
own regulations and even speaks its own language, the male explorers feel alienated in 
a land which they perceive as literally foreign, until they adjust their ways to those of the 
MLTHSL�PUOHIP[HU[Z�PU�VYKLY�[V�ÄUK�[OLPY�̂ H`�̂ P[OPU�[OL�JVUÄULZ�VM�[OPZ�L_JS\ZP]LS`�MLTHSL�
society.

Dystopia in Herland: patriarchal views, marriage, 
motherhood

,]LU�[OV\NO�.PSTHU»Z�UV]LS�Herland�WVY[YH`Z�H�\[VWPHU�ZVJPL[`�HZ�H�ÄJ[PVUHS�JV\U[LYWHY[�
[V�[OL�H\[OVY»Z�WOPSVZVWOPJHS�PKLHZ�HUK�LHYS`�MHU[HZ`�WPLJLZ��P[�HSZV�WYLZLU[Z�ZVTL�LSLTLU[Z�
[OH[�HYL�OPNOS`�L]VJH[P]L�VM�K`Z[VWPHU�ÄJ[PVU�HUK�[OH[�OH]L�VM[LU�ILLU�V]LYSVVRLK��(Z�
ka`�U�JSHPTZ��HS[OV\NO�.PSTHU»Z�\[VWPHU�UV]LS�LU]PZPVUZ�H�TH[YPHYJOHS�YLNPTL�NYV\UKLK�
in egalitarianism and sisterhood, this matriarchal order is established out of necessity 
rather than on purpose (2020b, 121), insofar as it is the result of a natural disaster which 
banished most of the men in the land. Furthermore, this matriarchal society mainly 
consists of young women, since older women and mothers were killed in the slave 
PUZ\YYLJ[PVU�[OH[�LUZ\LK��^OPSL�`V\UN�^VTLU��^OV�HYL�KLZJYPILK�HZ�¸PUM\YPH[LK�]PYNPUZ¹�
(1998: 47), felt compelled to slay the male insurgents. Besides, as a result of the arrival of 
the three male explorers, some other dystopian components begin to take shape, such as 
the latent menace posed by male domination, which ultimately gives way to the adoption 
VM�HSPLU�[YHKP[PVUZ�PU�[OL�JVTT\UP[`�SPRL�THYYPHNL�HUK�[OL�ÄUHS�Z\YYLUKLY�[V�PU[LYZL_\HS�
relationships with the view to improve the species.

These traces of dystopia that remain latent in Herland�ÄUK�[OLPY�YVV[Z�PU�UV[PVUZ�
about the ways to ensure gender equality in society that Gilman addresses in her 
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philosophical writings. As Joanne Karpinski (2000) claims, it is possible to identify 
.PSTHU»Z� JVU[YHKPJ[VY`� KPZJV\YZL� PU� OLY� ÄNO[� [V� HJOPL]L� LX\HSP[`� IL[^LLU� TLU� HUK�
women in the workplace, insofar as the author does not take for granted that work implies 
H�ZHSHY`�HUK�ZOL�KVLZ�UV[�LUJV\YHNL�̂ VTLU�[V�LT\SH[L�HUK�VJJ\W`�TLU»Z�WVZP[PVU�PU�[OL�
W\ISPJ�ZWOLYL��0[�JHU�[O\Z�IL�PUMLYYLK�[OH[�.PSTHU�YLTHPULK�PUL]P[HIS`�PUÅ\LUJLK�I`�[OL�
WYL]HPSPUN�=PJ[VYPHU�WYLJLW[Z�HIV\[�NLUKLY��^OPJO�JYLH[P]LS`�[YHUZSH[L�PU[V�OLY�ÄJ[PVU�HZ�
traces that evoke dystopia. 

.PSTHU�YLQLJ[LK�ILPUN�JH[LNVYPZLK�HZ�Z[YPJ[S`�ºMLTPUPZ[�»�OLUJL�WYLMLYYPUN��PUZ[LHK��
[OL�LWP[OL[�ºO\THUPZ[»�PUZVMHY�HZ�[OL�H\[OVY�ILSPL]LK�[OH[�[OL�THPU�MVJ\Z�ZOV\SK�IL�WSHJLK�
on the human qualities that both sexes share, thus contending that gender difference 
had so far attracted too much attention. Accordingly, Gilman defended that progress was 
unattainable without the shared collaboration between women and men. Nonetheless, 
[OLZL�O\THUPZ[�PKLHSZ�HWWLHY�[V�ÄUK�K`Z[VWPHU�YLWSPJH[PVU�PU�Herland, inasmuch as the 
male explorers reveal their patriarchal mindset, which contrasts with that of the female 
community. As the novel focalises on Vandyck, as a sociologist, he presents a mediating 
position between the attitudes that he encounters in this all-female civilisation and 
those of his male partners: Terry Margrave personifying the last remnants of patriarchy, 
which are anathema to this matriarchal society, and Jeff Jennings defending a romantic 
and idealised vision of women as angels of the house. Even before their arrival, gender 
prejudices are soon brought to the fore, since, upon knowing that it is a community 
L_JS\ZP]LS`�JVTWYPZPUN�^VTLU��[OL�THSL�L_WSVYLZ�HZZ\TL�[OH[��¸^L�T\Z[U»[�SVVR�[V�ÄUK�
HU`�ZVY[�VM�VYKLY�HUK�VYNHUPZH[PVU�B¯D�̂ L�T\Z[U»[�SVVR�MVY�PU]LU[PVUZ�HUK�WYVNYLZZ"�P[»SS�IL�
H^M\SS`�WYPTP[P]L¹���  �!�����)LZPKLZ��[OL�THSL�L_WSVYLYZ�HKTP[�[OH[�¸[OLYL�^HZ�ZVTL[OPUN�
H[[YHJ[P]L� [V�H�I\UJO�VM�\UH[[HJOLK�`V\UN�TLU�PU�ÄUKPUN�HU�\UKPZJV]LYLK�JV\U[Y`�VM�
a strictly Amazonian nature” (1998: 5), which suggests a patriarchal and dominating 
HWWYVHJO� [OH[�IYPUNZ� [V�TPUK�H�JVSVUPZPUN�TPUKZL[�� 0U� MHJ[��=HUK`JR�HKTP[Z� [OH[� ¸V\Y�
ÄYZ[�]PVSLUJL�OHK�THKL�P[�ULJLZZHY`�[V�RLLW�\Z�ZHMLN\HYKLK�MVY�H�^OPSL¹���  �!������[O\Z�
revealing their intention to resort to violence if needed in order to impose their rule. It is 
thus implied that the peaceful existence of this all-female society is disrupted upon the 
arrival of the male explorers, as they intend to exert their male domination against their 
female hosts.

Insofar as the narrative focalises on the character of Vandyck, this female society 
is portrayed from the perspective of the other, thus considering this female community as 
inherently alienating. Owing to their patriarchal views, the male explorers realise that the 
^VTLU�WVW\SH[PUN�/LYSHUK�UV�SVUNLY�WYLZLU[�[OL�X\HSP[PLZ�[OH[�[OL`�¸OHK�HS^H`Z�[OV\NO[�
LZZLU[PHSS`� MLTPUPUL¹� ��  �!�� ���(Z� [OL�THSL�L_WSVYLYZ�NHPU� PUZPNO[� PU[V� [OL�^VTLU»Z�
competence to rule their land, they also notice that, from their male perspective, the 
female inhabitants present traits that they perceive as masculine, particularly in terms of 
their physical appearance and behaviour. Accordingly, it is implied that, in order to play 
the role of rulers, women are alleged to adopt a masculinised demeanour and disguise 
their femininity, which reveals latent traces of dystopia that disclose the assumption that, 
in order to exert power, women must adopt attitudes conventionally associated with men.

As the novel comes to an end, the women in Herland succumb to marriage under 
[OL� PUÅ\LUJL�VM� [OL�THSL�L_WSVYLYZ��^OPJO�HYPZLZ�HZ� M\Y[OLY�L]PKLUJL�VM�OV^�K`Z[VWPH�
gradually displaces utopia in the novel. Although the inhabitants in this all-female 
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community have developed their own reproductive system and have never considered 
[OL�WVZZPIPSP[`�VM�NL[[PUN�THYYPLK��[OL`�HYL�ÄUHSS`�WLYZ\HKLK�[OH[�PU[LYZL_\HS�THYYPHNL�TH`�
contribute to improving the species in their land. As is stated, the male narrator claims 
[OH[��PU�YLSH[PVU�[V�[OL�^VTLU�PU�[OPZ�JVTT\UP[ �̀�¸VM�THYYPHNL�HZ�H�JLYLTVU`�[OL`�RUL^�
UV[OPUN¹���  �!������L]LU�HKKPUN�[OH[�¸[OLZL�^VTLU�OH]L�UL]LY�ILLU�THZ[LYLK¹���  �!�
80), hence envisioning marriage as a way to subdue women. Besides, as a representative 
VM� H\[VJYH[PJ�WH[YPHYJO �̀�;LYY`�L]LU�NVLZ�HZ� MHY� HZ� [V�JSHPT� [OH[� ¸H�^PML� PZ� [OL�^VTHU�
who belongs to a man” (1998: 100). Although the possibility of marriage was never 
contemplated in this all-female community, at the request of the male explorers, three 
women from the community accept to get married, thus ironically evoking the end of a 
fairy tale. Terry marries Alima, a rebellious girl who is reluctant to succumb to his will, 
1LMM�THYYPLZ�*LSPZ�HUK�[OL`�ILJVTL�[OL�ÄYZ[�JV\WSL�[V�OH]L�H�JOPSK�IVYU�V\[�VM�THU�HUK�
woman, and Vandyck falls in love with Ellador, while he confesses that he believes their 
marriage is the only one based on love. Insofar as the women accept to embrace the 
institution of marriage in order to procreate, it is implied that they gradually surrender to 
the male management of society and acquiesce to leave behind the foundations of their 
MLTHSL�HKTPUPZ[YH[PVU��L]LU�PUJS\KPUN�[OLPY�ZLSM�Z\MÄJPLU[�Z`Z[LT�VM�WYVJYLH[PVU�

(U�HJJV\U[�[OH[�ZOLKZ�SPNO[�VU�[OL�^VTLU»Z�HJJLW[HUJL�[V�NL[�THYYPLK�SPLZ�PU�[OL�
importance that motherhood acquires in this all-female community whose foundations 
revolve around maternity. As Ellador unveils to Vandyck, when men were banished from 
[OLPY�SHUK��¸[OL�TPYHJSL�OHWWLULK·VUL�VM�[OLZL�`V\UN�^VTLU�IVYL�H�JOPSK·VM�JV\YZL�
they all thought there must be a man somewhere, but none was found—then they decided 
it must be a direct gift from the gods” (1998: 48). Although motherhood plays a pivotal 
role in this female community, it is envisioned as a shared responsibility that is only 
bestowed upon those women who are considered to be most suitable, since the role of 
mother is perceived as a collective duty that concerns the whole community. Maternity 
PZ�[O\Z�NP]LU�WYPVYP[`�V]LY�L]LY`[OPUN�LSZL�[V�[OL�L_[LU[�[OH[��HZ�[OL�THSL�L_WSVYLYZ�ÄUK�
out, the women in this community cannot think that sex may respond to other purposes 
except that of procreation and, accordingly, reproduction is completely disassociated 
from sexual allure. The approach to female sexuality as inextricably linked to maternity is 
rooted in the cultural context of Victorian ethics in which Gilman was educated. Hence, 
even though Herland portrays a utopian society of matriarchy envisioned as an alternative 
to patriarchy, motherhood is conferred such transcendence that it acquires dystopian 
dimensions. Furthermore, despite being a highly-advanced society, their conception of 
maternity raises issues to be called into question. Mothers and daughters are separated 
MYVT�LHJO�V[OLY�ZPUJL�VUS`�WYVÄJPLU[�JHYLYZ�HYL�HSSV^LK�[V�M\SÄS�[OPZ�YVSL��^OPSL�TV[OLYZ�
are only allowed to give birth to one daughter unless they prove to be especially skilled 
for the role. Insofar as the portrayal of motherhood brings to mind eugenics, dystopian 
traces lying at the core of this utopian all-female community emerge to the surface.

The utopian society portrayed in Herland at the onset of the narrative, which 
stands in contrast with the gender prejudices displayed by the male explorers, is gradually 
subverted by the dystopian traits that also characterise this all-female community, but 
HSZV�I`�[OL�WLY]HZP]L�PUÅ\LUJL�[OH[�[OL�[OYLL�THSL�L_WSVYLYZ�HUK�[OLPY�WH[YPHYJOHS�TPUKZL[�
exert on the female inhabitants in the land. In spite of their initial reluctance, the women 
succumb to marriage and intersexual relationships even if their acquiescence responds to 
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their willingness to improve their community. Furthermore, the main couple, comprising 
[OL�THSL�UHYYH[VY�HUK�OPZ�̂ PML�,SSHKVY��KLJPKL�[V�HIHUKVU�[OL�SHUK�HUK�YL[\YU�[V�=HUK`JR»Z�
country of origin, thus suggesting that this all-female civilisation may eventually transform 
into a society comprising both men and women. Insofar as dystopian traces are brought 
[V�[OL�MVYL�PU�L_JOHUNL�MVY�ZVTL�\[VWPHU�[YHP[Z��.PSTHU»Z�J`JSPJHS�L]VS\[PVU�VM�OLY�NLUKLY�
discourse is also revealed in her most celebrated utopian novel.

Conclusion

;OL�HWWHYLU[�KP]LYNLUJL�IL[^LLU�[OL�WYLZLUJL�VM�K`Z[VWPH�PU�¸;OL�@LSSV^�>HSSWHWLY¹�
and of utopia in Herland should not be considered contradictory, since both utopian and 
K`Z[VWPHU�MLH[\YLZ�JHU�IL�YL[YHJLK�PU�IV[O�^VYRZ��;OL�MLTHSL�UHYYH[VY»Z�JYLH[P]L�MVSS`�HUK�
her attempt to release the woman entrapped in the wallpaper are suggestive of an allegory 
VM�HY[PZ[PJ�JYLH[P]P[`� PU�¸;OL�@LSSV^�>HSSWHWLY�¹� [O\Z� YL]LHSPUN� [YHJLZ�VM�\[VWPH�KLZWP[L�
its more evident dystopian elements. Correspondingly, the cult to motherhood and the 
eventual surrender to marriage in Herland imply that the all-female society portrayed in 
.PSTHU»Z�UV]LS�TH`�UV[�IL�HZ�PKLHSPZ[PJ�HZ�P[�ZLLTZ��OLUJL�KPZJSVZPUN�JV]LY[�K`Z[VWPHU�
qualities in spite of its explicit utopian traits.

/LUJLMVY[O�� HS[OV\NO� P[� TH`� IL� HYN\LK� [OH[� ¸;OL� @LSSV^� >HSSWHWLY¹� TVZ[S`�
YL]VS]LZ�HYV\UK�̂ VTLU»Z�VWWYLZZPVU��̂ OLYLHZ�Herland portrays an all-female community 
in which women exert their rule in the absence of men, each narrative comprises both 
utopian and dystopian elements that give evidence of the cyclical L]VS\[PVU�VM�.PSTHU»Z�
NLUKLY�KPZJV\YZL��;OL�VUNVPUN�L]VS\[PVU�VM�.PSTHU»Z�HWWYVHJO�[V�NLUKLY��^OPJO�ÄUKZ�
JVYYLSH[PVU�PU�\[VWPHU�HUK�K`Z[VWPHU�PUZ[HUJLZ�PU�OLY�ÄJ[PVU��̂ HZ�PUÅ\LUJLK�I`�HWWHYLU[S`�
opposing notions that remained latent throughout her life as a woman and as a writer. The 
J\S[\YHS� SLNHJ`�VM�.PSTHU»Z�OPZ[VYPJHS�JVU[L_[�HUK�[OL�TPKKSL�JSHZZ�L[OPJZ�WYL]HPSPUN�PU�
5L^�,UNSHUK�H[�[OL�[PTL�^HZ�JV\U[LYHJ[LK�I`�[OL�H\[OVY»Z�JSVZL�MYPLUKZOPW�^P[O�SLHKPUN�
feminists, as well as her coexistence in the community of Hull House with Jane Addams 
HUK� V[OLY� HJ[P]PZ[Z�� .PSTHU»Z� [^V� THYYPHNLZ�� ^OPJO� ^LYL� PUKPJH[P]L� VM� [OL� [YHUZP[PVU�
between her domestic submission with Walter Stetson and her creative liberation with 
/V\NO[VU�.PSTHU��HSZV�L_LY[LK�PUÅ\LUJL�VU�OLY�HWWYVHJO�[V�OLY�KVTLZ[PJ�HUK�SP[LYHY`�
spheres as a woman writer. From a personal perspective, her propensity to depression 
^HZ�JV\U[LYIHSHUJLK�I`�OLY�JVUÄKLU[�KLTLHUV\Y�PU�OLY�W\ISPJ�SLJ[\YLZ��[O\Z�KPZWSH`PUN�
seemingly oppositional narrative voices that intermingled with one another. Her attitude 
towards motherhood, which she conceived as the origin and future of human progress, 
^HZ� JV\U[LYHJ[LK� I`� OLY� YLZWVUZL� VM� ISHTPUN� TH[LYUP[`� MVY� OLY� JVUKP[PVU�� .PSTHU»Z�
ZL_\HSP[ �̀�L]LU�PM�UV[�L_WSPJP[S`�KLJSHYLK��HSZV�LJOVLZ�[OPZ�J`JSPJHS�WYVNYLZZPVU�HZ�YLÅLJ[LK�
in her two marriages and her veiled homoerotic relationships with other women. 
-\Y[OLYTVYL��KLZWP[L�[OL�MHJ[�[OH[�ZOL�[VVR�HU�HJ[P]L�YVSL�[V�KLMLUK�^VTLU»Z�YPNO[Z�K\YPUN�
OLY�SPML[PTL��.PSTHU»Z�SP[LYHY`�HUK�WOPSVZVWOPJHS�^VYRZ�^LYL�UV[�YL�KPZJV]LYLK�JYP[PJHSS`�
by feminists until the decade of the early 1970s, hence also revealing a cyclical evolution 
PU�[OL�YLJLW[PVU�VM�OLY�^VYRZ��;OLZL�HWWHYLU[�KPZWHYP[PLZ�IL[^LLU�.PSTHU»Z�H[[P[\KL�HUK�
WLYZVUHSP[`�PU[LYTP[[LU[S`�ÄUK�YLÅLJ[PVU�PU�[OL�K`Z[VWPHU�HUK�\[VWPHU�[YHJLZ�[OH[�WLY]HKL�
OLY�ÄJ[PVU��
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0UZVMHY�HZ�K`Z[VWPHU�[YHP[Z�Q\_[HWVZL�^P[O�\[VWPHU�LSLTLU[Z�PU�.PSTHU»Z�^YP[PUNZ��
instead of interpreting both terms as antagonistic, utopia and dystopia should be regarded 
HZ�L_PZ[PUN�^P[OPU�H�JVU[PU\V\Z�JPYJSL��HZ�[OL�MVYTLY�YLTHPUZ�PTWSPJP[�PU�[OL�SH[[LY��0M�¸;OL�
Yellow Wallpaper” initially presents a dystopian picture in which a woman falls prey 
[V�KVTLZ[PJ�JVUÄULTLU[� PU�H�WH[YPHYJOHS�JVU[L_[�� [OL�KPZJV]LY`�VM� [OL�^VTHU�OPKPUN�
ILOPUK�[OL�^HSSWHWLY�HZ�H�ZPNU�VM�[OL�MLTHSL�UHYYH[VY»Z�JYLH[P]P[`�HSZV�HYPZLZ�HZ�H�ZPNU�VM�
utopian subversion. Correspondingly, although Herland presents a utopian matriarchal 
society, when this community abandons its all-female precepts to surrender to patriarchal 
PUZ[P[\[PVUZ��P[�HSZV�KPZWSH`Z�[YHJLZ�[OH[�HYL�PUKPJH[P]L�VM�K`Z[VWPHU�ÄJ[PVU��0[�JV\SK�[O\Z�IL�
claimed that the pulse between elements pertaining to utopia and dystopia underscores 
H� [LUKLUJ`� [V^HYKZ� H� J`JSPJHS� L]VS\[PVU� VM�.PSTHU»Z� NLUKLY� KPZJV\YZL�^OPJO� JHU� IL�
PKLU[PÄLK�IV[O�PU�OLY�LHYS`�HUK�SH[LY�ÄJ[PVU�
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