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“The prince of vampires is Bram Stoker’s Dracula, round whom centres probably the greatest horror tale of modern times.”

Devendra P. Varma


Introduction: Bram Stoker’s Dracula: Sucking Through the Century 1897-1997

Carol Margaret Davison

“Vampires, of course, are supposedly immortal. But Varney wasted away in spite of his ‘Feast of Blood’ and even J. Sheridan Le Fanu’s literary classic, Carmilla, is badly in need of a transfusion. Of all the legions of undead in film and fiction, only the Count, born in the same era as Jack the Ripper, lives on.”

(Bloch 28)

“I myself am of an old family how few days go to make up a century.”

(Dracula 23)

A CENTURY AGO IN LONDON, IN MAY OF 1897, A NOVEL was published by Archibald Constable and Company that was to have a profound and unforeseen impact on the popular art and culture of the twentieth century. Sold for six shillings and bound in yellow cloth with its title appropriately embossed in blood red type, Bram Stoker’s Dracula received uneven reviews from contemporary critics. While some placed Stoker in the ranks of Mary Shelley, Edgar Allan Poe, Ann Radcliffe, and the Brontës, others compared Stoker’s novel, rather unfavourably, with such works as Wilkie Collins’s 1860 sensation novel The Woman in White.1 Noone reacted more favourably to Dracula, however, than Stoker’s mother Charlotte. In an enthusiastic letter to her industrious theatre manager son, she wrote, “My dear, it is splendid, a thousand miles beyond anything you have written before, and I feel certain will place you very high in the writers of the day — the story and style being deeply sensational, exciting and interesting.” A few days later, she added, “I have seen a great review of Dracula in a London paper. They have not said one word too much of it. No book since Mrs. Shelley’s Frankenstein or indeed any other at all has come near yours in originality, or terror — Poe is nowhere. I have read much but I never met a book like it at all. In its terrible excitement it should make a widespread reputation and much money for you” (Ludlam 108–9).
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Cover of Constable’s 1901 paperback edition of Dracula Featuring the first Dracula illustration.

Unfortunately for Stoker, in the domain of his resulting personal and financial success, his mother’s prophetic abilities left something to be desired. Although Stoker made some money from Dracula, its reputation was only truly established and its lucrative capabilities were only fully realised after Stoker’s death when his vampire migrated from the stage to the silver screen, an artistic medium whose conception was concurrent with Dracula’s own. Since 1897, “Dracula” has become a household name, Stoker’s creature has come to monopolise the word “vampire,” and Dracula has never been out of print. Indeed, as Wendy Doniger has recently claimed, Stoker’s Dracula has become vampire literature’s “centerpiece, rendering all other vampires B.S. or A.S.” (608).

Ironically, while this mesmeric bloodsucker moved into the limelight of popular culture during the twentieth century, his creator remained shrouded in obscurity. Even in academic circles, Stoker remained virtually unknown until recent years when he has been resuscitated from the over-populated graveyard of forgotten writers. As Margaret L. Carter relates in the invaluable introduction to her book Dracula: The Vampire and the Critics (1988), much has happened in this field over the past twenty-five years.2 Despite claims like that made by James B. Twitchell that “Dracula’s claim on our attention is not ... its artistic merit” (135), and thanks to what Ken Gelder describes in Reading the Vampire as the “veritable ‘academic industry’ [that] has built itself around this novel” (65), Dracula has become one of the rare popular culture novels to be canonised. Despite his oft-cursed elusiveness and self-effacement, Bram Stoker has also gained long overdue recognition.3 In the domain of popular culture, nothing served better to put Stoker’s name on the literary map than Francis Ford Coppola’s 1992 cinematic version of Dracula, which was produced under the disputed title of Bram Stoker’s Dracula.

Interestingly, Stoker’s rebirth into literary history may be said to mirror his vampire’s foremost activity. As Jan B. Gordon notes in “The ‘Transparency’ of Dracula,” an essay included in this volume, every day may be figuratively said to be a (re)birthday for the vampire. Indeed, given what Gordon describes as the vampire’s resistance to containment and temporality, it may be argued that a centenary celebration is something of a misnomer. Stoker’s vampire is certainly characterised by resistance to textual and temporal containment: based on the Count’s own statements, his undeath long predated his 1897 literary début and, in the light of his various incarnations since 1897, he clearly managed to survive his death at Stoker’s novel’s conclusion. In fact, in the light of his myriad appearances, the Count may be said to have become countless. The vampire has not only been “the bogeyman of the decade,” as Anne Billson described him in 1992 (Haining 4); thanks largely to the popularity and adaptability of Stoker’s Dracula, he has truly been the bogeyman of the century. Certainly, the scene of his “eternal return” has become almost too familiar — just when we think it’s safe to go back into the cinema, yet another of Dracula’s innumerable offspring dramatically rises from the crypt with one of Van Helsing’s numerous relations invariably in hot and morally-enraged pursuit.

As Philip Martin’s 1988 essay, “The Vampire in the Looking-Glass,” makes clear, as a result of the tremendous number and varied nature of his celluloid progeny, we have, to some degree, lost sight of Stoker’s Dracula: “Few people come to the text having never seen a screen production of some kind, so, while the book remains free from critical molestation, it is still subject to a corresponding process of mediation, as it is commonly read with a number of associations deriving from at least one of the many films” (80). Notably, however, as James B. Twitchell outlines in his popular work, The Living Dead: A Study of the Vampire in Romantic Literature, Stoker’s Count has yet to be overshadowed by his literary progeny. In Twitchell’s words, “There have been many twentieth-century novelists (Ray Bradbury, Robert Bloch, E.F. Benson, Agatha Christie, Virginia Coffman, H.P. Lovecraft, Richard Matheson, Peter Saxon, John Rechy, Fred Saberhagen, Colin Wilson, Desmond Stewart, Anne Rice, to name only a few) who have dealt with the vampire, but none so strikingly as Stoker” (140). Among others, the issue of (re)discovering Dracula in our vampire-obsessed era is considered by Norma Rowen in her essay here entitled “Teaching the Vampire: Dracula in the Classroom.” Rowen illustrates just how revelatory a reading of Stoker’s Dracula can actually be in our Dracula-saturated culture.

In Our Vampires, Ourselves, her recent examination of twentieth-century cinematic and literary vampires, Nina Auerbach draws connections between the cultural production of vampires and their American presidential counterparts. It is similarly possible to return to the scene of Dracula’s 1897 birth and draw some basic links between Dracula and Queen Victoria, that seemingly “undead” monarch who was celebrating her diamond jubilee the year of Dracula’s initial publication. Both were of “royal” blood, devoted Anglophiles (Dracula tells Harker that he has “come to know ... [his] great England; and to know her is to love her”) and, confronted by the decline of their respective nations, both were nostalgic about the passing of an earlier “Golden Age.”4 Unlike Queen Victoria, however, who was, according to one critic, “in many ways the symbol of the age [who] failed to keep step with the age she symbolized” (Yeazell 10), Dracula proved to be a highly industrious and adaptable aristocrat who recognised the survival potential in relocation, a good blood transfusion, and inter-breeding. In fact, in true versatile vampire fashion, Count Dracula has been consistently able to speak both to his own and other times and cultures. Not only was Stoker’s novel, like Jonathan Harker’s shorthand, “nineteenth century up-to-date with a vengeance” (36), it has remained equally twentieth century up-to-date as well.

While recognising Dracula’s transhistorical adaptability, the essays in this volume are particularly fascinated by two interconnected and socio-historically grounded aspects of the Dracula phenomenon: the specific bonds Stoker’s novel had with its 1890s point of conception, and the nature of its subsequent transmutations within other socio-cultural contexts. To bring the motif of vampirism to bear here, our focus is on how Dracula functioned as both a vampire text which derived its lifeblood from a variety of contemporary fin de siècle sources, and a vampirised text which was subsequently tapped and retransfused into a variety of cross-cultural artistic productions. If a single citation may be said to capture the spirit of this centenary compilation, it derives from Nina Auerbach’s laudable work, Our Vampires, Ourselves. Therein, Auerbach articulately and insightfully explains how vampires “promise escape from our dull lives and the pressure of our times, but they matter because when properly understood, they make us see that our lives are implicated in theirs and our times are inescapable” (9).

Bluntly put, vampire-populated Gothic fiction is more than just a diversion. To take things a bite further, and adapt a trademark — Vampires ‘R Us. Given this seductive spectre’s role as a relevant and revelatory sign of our times that encodes our hopes and fears, desires and anxieties, we ignore it at our peril. In order to take a lesson from it, however, we must attain the fine art of reading between the fictional fangs, a precarious two-tiered critical process which involves undertaking both a mythic and a socio-cultural reading of this terrifying yet alluring creature. While the former stage involves deciphering the vampire’s exact relationship to the narrative’s conception of what is human, what s/he holds out to the text’s characters, and the price of their seduction, the latter process involves a consideration of the vampire’s cultural “make-up” — how s/he speaks both to the text’s setting and to its production context. As every experienced cultural-studies-style vampire hunter knows, this bloodsucker’s “message” varies greatly from one cultural text and context to another.

With these points of consideration firmly in mind, we may prepare our critical fangs for the prototypical vampire novel — Bram Stoker’s Dracula. Working from the premise that Stoker “wrote Dracula as if he was inspired” (Farson 152), critical analysis to date has focused on uncovering the diverse personal and political influences at work on this giant, grey-eyed, ginger-haired Irishman as he composed this classic novel. Theories on this front have ranged from the enlightening to the ludicrous. Turning first to the latter, we do know that there was an oneiric element involved in Dracula’s conception. Stoker, like so many of his predecessors who had penned Gothic fiction, had a vivid and gripping dream that he felt compelled to transcribe. It involved “a vampire king rising from the tomb to go about his ghastly business” (Ludlam 100). The story that Stoker “persistently told” about this dream concerned its apparent biochemical origins, namely that it arose due to the “too generous helping of dressed crab” that he had for supper that evening before bedtime (99). Some critics have seriously considered the significance of this late supper. Joseph Bierman, for example, in his 1972 article, “Dracula: Prolonged Childhood Illness and the Oral Triad,” proffered a pseudo-Freudian analysis of the dressed crab theory. Adding what Stoker’s biographer and great-nephew, Daniel Farson, calls “some remarkable dressing of his own” (154), Bierman deduced, by way of some rather complex and bizarre logic, that the vampire dream that provided the nucleus for Dracula was born of Stoker’s unconscious desire to kill his youngest brother George who was — prepare yourself — born under the astrological sign of Cancer, the sign of the crab! According to Bierman, the novel’s various scenes of infanticide render Stoker’s desire evident (156–157).

Ironically, Daniel Farson proved to have a “dressing” talent of his own. In the Postscript to his 1975 biography about the life and literary production of his great-uncle, Farson advanced the theory that Bram Stoker died of syphilis (233). Describing him as “chained to a beautiful but frigid wife” (214), Farson postulated that Stoker sought his sexual pleasure from prostitutes and could have contracted the illness “as early as the year of Dracula, 1897.” Farson further argued that the effects of this devastating disease became manifest in Stoker’s literary works. As he described it, “When his wife’s frigidity drove him to other women, probably prostitutes among them, Bram’s writing showed signs of guilt and sexual frustration” (234). As with other theories surrounding Dracula’s genesis, this one had a veritable snowball effect. It opened the door to Robert Tracy’s outrageous claim in 1990 that Stoker, afflicted with syphilis, reenacted in Dracula, “with a mixture of moral outrage and prurience, the 1888 murders of Whitechapel prostitutes attributed to Jack the Ripper” (45).5

That these speculations have been bandied about as established and indisputable facts in recent years has been the cause of serious concern for at least one scholar. In the Appendix to this volume, Leslie Shepard, the founder and chairman of the Bram Stoker Society in Dublin, Ireland, reconsiders this controversial syphilis theory in his provocative piece, “A Note on the Death Certificate of Bram Stoker.” Shepard’s companion piece, “The Library of Bram Stoker,” considers what might be a more relevant and productive area of examination for the question of influences, namely the books that Stoker owned and might have read while writing his novel. Shepard provides the list of Stoker’s books that were sold off by Sotheby, Wilkinson, and Hodge in 1913, the year after his death. It is hoped that this catalogue and other Dracula/Stoker resource information provided in “The Red Pages,” “The Bloody Bibliography,” and the Appendix, will engender and enable further research in the domain of Dracula scholarship.

Given current Stoker criticism, it would seem that there is no end in sight for what Farson has dubbed “The Dracula Game,” that process of deciphering the influences — especially the “haemosexual” ones (Frayling 79) — underpinning Stoker’s classic Gothic horror novel. Longstanding claims about incidents of haemosexual trauma such as Stoker’s apparent “childhood experience of blood-letting in a Dublin hospital” (Frayling 79), however, have given way recently to theories regarding incidents of homosexual trauma. Much ink, for example, is sure to be spilled over Talia Schaffer’s controversial claim in 1994 that “Dracula explores Stoker’s fear and anxiety as a closeted homosexual man during Oscar Wilde’s trial” (381). While one may suspect, as Nina Auerbach does, “that Dracula’s primary progenitor is not Lord Ruthven, Varney, or Carmilla, but Oscar Wilde in the dock” (83),6 it cannot be overemphasised that Stoker did not require personal experience with such deep-seated contemporary, anxiety-inducing spectres such as homosexuality and syphilis in order to incorporate them into his Gothic morality tale. Contrary to the dictates of some creative writing instructors, it is possible to write — and to write well — about something one has never experienced in the flesh. My guess is that Stoker had never actually encountered a vampire, and yet he writes about this entirely fantastic phenomenon in a compelling and realistic way.

Putting both the ludicrous and the “in the flesh”-style hypotheses aside, what is indisputable is that Dracula was a consummate 1890s creation which responded, albeit sometimes cryptically, to “a distinct constellation of contemporary fears” (Pick 71) including syphilis, homosexuality, feminism, decadence, and imperial decline. The key-word under whose aegis this plethora of fears stood united was “degeneration.” As J. Edward Chamberlin and Sander L. Gilman outline in the introduction to their critical anthology Degeneration: The Dark Side of Progress, the fin de siècle concept of degeneration was most powerfully associated “with something unnatural, even — or perhaps especially — when associated with natural desire or supernatural dread” (ix). Dracula functions within these parameters as it inextricably unites supernatural dread with what were regarded by the more reactionary forces within Stoker’s society as unnatural desires. Indeed, in the sexually paranoid environment of the fin de siècle which was assaulted by a “rhetoric of medical terrorism” designed to regulate prostitution and demonise certain sexual practices (Showalter, Sexual 195), the tendency existed, especially among extremists, to “view ... sexuality [in general] as disease” (199). As Elaine Showalter argues, Oscar Wilde’s trial for homosexuality in 1895 served a crucial function, for it “created a moral panic that inaugurated a period of censorship” (171). Although it might seem ironic given Dracula’s porno-Gothic7 tenor, Bram Stoker was actually an outspoken advocate of censorship. As Jacqueline LeBlanc outlines in her essay here examining the thematic of censorship in Stoker’s original novel and Coppola’s 1992 cinematic adaptation, Stoker published two articles on this subject in the early 1900s for The Nineteenth Century & After — “The Censorship of Fiction” (1908) and “The Censorship of Stage Plays” (1909). In the former article, Stoker denounces the “class of works ... meant by both authors and publishers to bring to the winning of commercial success the forces of inherent evil in man” (485). He argues that the people involved in this venture “prostitute their talents” (487), and that women writers are “the worst offenders in this form of breach of moral law” (485). While Dracula cannot deny the charge of sexual titillation and graphic violence, Stoker would argue that his novel portrays the truly seductive nature of evil and the terrible price to be paid for succumbing to it. Several literary critics have reiterated this reading, describing Dracula as a Christian allegory (Frayling 79) that unapologetically promotes conservative “family values.”
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Program for the staged reading of Dracula at the Lyceum, 1897. Courtesy of Jeanne Keyes Youngson.

Indeed, the reactionary message conveyed by Stoker’s morality play is undeniable — in no other British fin de siècle novel is the sex=disease equation so prominent or so uniquely played out as it is in Dracula. Vampirism is the ultimate “sexually-transmitted” degenerative disease. Ironically and notably, vampirism is also the ultimate zipless fuck, a thoroughly Victorian displacement of the traditional sex act. For all of its “disguised” sexuality, however, vampirism still delivers more of an erotic bang for the cultural consumer’s buck. It elicits more titillation and generates more shock value per word/frame than any graphically detailed sex scene possibly can. Mina’s vampire baptism episode perhaps best illustrates this point. It is entirely appropriate, therefore, that in Dracula, a novel where sex is figured as an anti-Christian regressive process of succumbing to one’s “inner vampire,” the only actual acceptable Christian instance of the unmentionable act occurs behind the scenes between a married couple (Mina and Jonathan Harker), and results in a type of immaculate conception (the birth of their son, Quincey).

The alarmist concept of degeneration, however, extended well beyond the realm of sexuality during Stoker’s era when it may be said to have spread its tentacles into various discursive domains — cultural, economic, political, and medical. In an article from 1990, Stephen D. Arata argues that degeneration haunted Britain throughout the 1890s, where it effectively threatened the confident Victorian rhetoric of progress. Wittily describing Dracula as a demonic “Occidental tourist” who signifies the erosion of “Victorian confidence in the inevitability of British progress and hegemony” (622), Arata maintains that Dracula actually “enacts the period’s most important and pervasive narrative of decline, a narrative of reverse colonisation” (623). Arata provides a catalogue of reasons for this erosion which includes the “decay of British global influence, the loss of overseas markets for British goods, the economic and political rise of Germany and the United States, the increasing unrest in British colonies and possessions, [and] the growing domestic uneasiness over the morality of imperialism” (622).

Given this socio-political climate where “fissures ... [were] appearing in bourgeois hegemony, patriarchy and imperial power ... [and] forces [were] gathering ... against and within Victorian society” (Longhurst 65–66), it is not surprising that the literature produced during Stoker’s fin de siècle era was “saturated with the sense that the entire nation — as a race of people, as a political and imperial force, as a social and cultural power — was in irretrievable decline” (Arata 622). It is similarly unremarkable that scapegoats were readily found and culturally demonised in order both to account and atone for this decline. Among their number were New Women, homosexuals, Jews, artists (depending on their style and subject matter), and immigrants (especially from Eastern Europe). Bram Stoker’s stroke of narrative genius in Dracula lay, in part, in the fact that his portrait of a spiritually and physically decadent vampire (he is a walking corpse, after all), tapped into and combined the two foremost fears of his day: invasion of the body and the body politic by a degenerate “Other.” That Stoker’s treacherous, alien pollutant finds allies, unwitting and otherwise, within Britain, only serves to compound the threat. That Dracula so incredibly resembles an Englishman almost immediately upon his arrival in their country (after a short stint as a wolf), and is literally lovingly embraced by Britain’s sacred, domestic angels, converts threat into unspeakable terror.

The fact that Gothic literature was a prominent venue for representing this fin de siècle degeneration crisis is not surprising. As Chris Baldick explains in the introduction to The Oxford Book of Gothic Tales, Gothic literature emanated, in part, from “a fear of historical reversion ... of the nagging possibility that the despotisms buried by the modern-age may prove to be undead” (xxi). More than any other single element, the return of the repressed past is at the core of this genre, and it is with a consideration of the role of the past in Stoker’s work that this essay collection begins. First, however, Patrick McGrath lends an established Gothic novelist’s insights into the relationship between Bram Stoker and his vampire. In this engaging prefatory essay, McGrath illuminates Stoker’s achievements in Dracula and considers why this work and its eponymous villain have remained decidedly and justifiably undead over the past century. Gerald Walker and Lorraine Wright then escort the reader into the domain of Transylvania, a territory Stoker knew only by way of books and maps which he examined in such places as the British Museum. In “Locating Dracula: Contextualising the Geography of Transylvania,” Walker and Wright provide some wonderfully unique maps of their own in their assessment of the actual and imaginary aspects of Dracula’s Transylvanian setting. They consider the poetic licence taken by Stoker with both the physical and the human geography of this region in a novel that they maintain enacts “the struggle between antiquity and modernity in a mytho-realistic landscape.”

The first section of essays in this centenary collection focuses on Dracula as an 1890s “vampire text,” and is motivated, in part, by Daniel Pick’s agenda of “address[ing] Dracula historically ... [in order] to suggest some of its crucial discursive contexts” (71). On this front, the opening section may also be said to respond both to Margaret Carter’s claim that “relatively little has been written about Stoker’s immediate sources” (8), and to Stephen Arata’s allegation that “criticism has consistently undervalued Dracula’s extensive and highly visible contacts with a series of [contemporary] cultural issues” (621). Carol Senf begins this section with her essay, “Dracula, The Jewel of Seven Stars, and Stoker’s ‘Burden of the Past,’” which examines Stoker’s literary treatment of “the conflict between modernity and the primitive past.” Considering Stoker’s attitudes towards fin de siècle scientific and cultural developments, and contemporary findings in the area of Egyptian archaeology, Senf argues that Dracula enacts a triumph of modernity. Rather intriguingly, Senf illustrates how modernity loses its battle with the past in The Jewel of Seven Stars, a novel Stoker published only six years later. Jan Gordon also considers the role of the past in Dracula in his provocative essay “The ‘Transparency’ of Dracula.” In his examination of the monstrous in Gothic literature, Gordon foregrounds its attendant notion that “the past can never be really past.” He argues that Dracula is a truly 1890s artistic product that exhibits the fin de siècle preoccupation with double agents and transparencies. The figure of Count Dracula, Gordon claims, acts as a monstrous and “transparent agent of metonymie transfer” that resists transcription. Gordon then outlines the nature and role of this popular “double agent’’/transparency motif in a series of fin de siècle intellectual systems, cultural expressions, and artistic interests ranging from Karl Marx’s Grundrisse and Walter Pater’s “Diaphaneitè” to Oscar Wilde’s aesthetic theories and Sigmund Freud’s Studies on Hysteria.

Stephanie Moss’s essay “The Psychiatrist’s Couch: Hypnosis, Hysteria, and Proto-Freudian Performance in Dracula,” considers Dracula’s Freudian connections in greater detail. She maintains that Dracula intervenes in the contemporary debate about hypnosis, and even anticipates Freudian psychology as Stoker manipulates hypnosis and hysteria as metaphors for the effects of repression. As Moss illustrates, the role of hysteria in Dracula functions, quite specifically, as a theatrical response to traditional gender roles and rites of passage like marriage. My essay here, “Blood Brothers: Dracula and Jack the Ripper,” examines the issue of fin de siècle anti-Semitism and Dracula’s relationship to the disturbing and resonant Ripper murders which occurred in London’s East End district of Whitechapel in the fall of 1888. Based, in part, on Stoker’s introductory comments to the Icelandic edition of Dracula, I argue that Stoker consciously fictionalised these serial killings in Dracula. Focusing on the issue of “ethnicity” and the Jewish semiotic markers shared by Count Dracula and Jack the Ripper, I illustrate how Dracula exhibits signs of fin de siècle anti-Semitism and enacts the contemporary fear of alien invasion.

This volume’s second section turns to the issue of Dracula’s role as twentieth-century “vampirised text.” Many provocative questions arise about Count Dracula’s potential to speak to the concerns, anxieties, and desires of the twentieth century. In his essay “Count Dracula and the Martians,” R.J. Dingley argues that Dracula’s joint alarmist-and-anodyne abilities as “a myth capable simultaneously of exposing and exorcising potential sources of spiritual, political, and moral crisis,” explains its continued fascination for our century (22). Although several contributors illustrate how Dracula continues to be used as a fable of social control in the twentieth century, in certain cases, as with Werner Herzog’s 1979 film Nosferatu: Phantom der Nacht (Phantom of the Night), the traditional dichotomies of us/them, good/evil are terrifyingly blurred. As Jake Brown and Nina Auerbach independently illustrate, some twentieth-century writers and filmmakers have recognised that “there are social forces more frightening than Dracula” (Auerbach 155). Count Dracula has even suffered greater reduction. As David Boyer has illustrated in his Might article examining Satan’s recent graduation to popular advertising icon, credibility is a crucial component in the popular response to traditional icons of evil. Turning to another recent publication, Boyer explains, “In his book The Death of Satan, Andrew Delbanco argues that, since Americans no longer believe in God or Satan or the battle between good and evil — in a culture that holds nothing sacred — an impotent, cartoonish Satan is the inevitable result” (43). In some instances, as with the conception of a trinity of commercial, cartoonish Counts — General Mills’ Count Chocula, Sesame Street’s Count, and Disney’s Count Duckula — Dracula has experienced a similar emasculation.

Perhaps the most provocative claim about Dracula’s relationship to the twentieth century, however, is made by Nina Auerbach in Our Vampires, Ourselves. According to her, the fact that Stoker’s notorious Count has been “reproduced, fetishized, besequeled, and obsessed over” throughout this century is apt as he perfectly symbolises our evil and impersonal age. As Auerbach unapologetically states, “in his blankness, his impersonality, [and] his emphasis on sweeping new orders rather than insinuating intimacy, Dracula is the twentieth century he still haunts” (63). Stoker’s alien invader was, in other words, the ideal fin de siècle creation to usher in this century. Although perhaps divested of his original, more obvious anti-Christian vestments, Dracula’s ever-shifting face has reflected our culture’s ethical debates. Ironically, however, as evil and impersonal as our times might seem to some, the evil vampire is a rare commodity in today’s vampire literature market. As several of this collection’s contributors suggest, the most fashionable vampire of the twentieth century is a vampire in touch with his/her “inner child,” a marginal creature capable of incredible love and intense sexual intimacy. Many recent vampire creators — notably and especially women — have exhibited a strong sympathy for the devil-vampire. In certain instances, they have effected a momentous narrative shift by granting access to the vampire’s innermost thoughts, a viewpoint significantly absent in Stoker’s Gothic classic.

This volume’s second section addresses several of these complex issues while focusing on Dracula as a twentieth-century “vampirised text.” It begins with an essay by Dracula aficionado Margaret Carter, entitled “Share Alike: Dracula and the Sympathetic Vampire in Mid-Twentieth Century Pulp Fiction.” Commencing with an “against the vein” reading of Stoker’s Dracula, Carter illustrates how this novel contains the embryo of the twentieth century’s most popular bloodsucker — the sympathetic vampire figure. Bringing Harold Bloom’s “anxiety of influence” theory to bear on Stoker’s novel, Carter maintains that “virtually all twentieth-century vampire fiction labours under an ‘anxiety of influence’ with regard to Dracula.” She provides ample evidence in support of this theory from ten vampire stories and novels published between the 1920s and the 1960s. Each of these bloodsucking creations, Carter argues, was crucial in leading the way to the sympathetic vampires who inhabit the novels of Anne Rice and Chelsea Quinn Yarbro.

In her perceptive essay, “Vampires in the 1970s: Feminist Oligarchies and Kingly Democracy,” Nina Auerbach continues the chronological assessment of literary vampires in the twentieth century. Focusing on vampire fiction produced in America after the Vietnam War and Richard Nixon’s presidency, Auerbach declares the 1970s “a halcyon decade for vampires” during which they, like women, became authorities possessed of an authentic and resonant public voice. Marginalised creatures who advanced desperate social critiques, the vampires in the works of Chelsea Quinn Yarbro and Suzy McKee Charnas resisted patriarchy, a social force Auerbach deems “more frightening than Dracula.” While the oppressive nature of patriarchy is retained in the works of Anne Rice and Stephen King — in fact, the vampires in the latter’s fiction are described as “so horrible that they may look retrograde” — Auerbach chronicles how the literary vampire became “for the first time, inextricably attached to childhood,” a phenomenon which persisted into the 1980s when, she argues, horror became the territory of the young.

Veronica Hollinger’s “The Vampire and the Alien: Gothic Horror and Science Fiction,” reminds the reader that Dracula’s birth was significantly concurrent with the genre of science fiction and, more specifically, with H.G. Wells’s The Time Machine (1895), “the first great science fiction novel.”8 Although, as Hollinger notes, the vampire is a figure “most typically associated with the horror genre,... it too has, on certain rare occasions, crossed the border from fantasy to science fiction.” Her essay focuses on two popular science fiction works featuring vampires — Colin Wilson’s The Space Vampires (1976), a novel which consciously revises Stoker’s Dracula, and Jody Scott’s 7, Vampire (1984), a feminist parody of Stoker’s Dracula — and concludes with a supplement to Auerbach’s claim that “every age embraces the vampire it needs” (145). As Hollinger sees it, every ideology also “embraces the vampire it needs.”

Norma Rowen’s illuminating essay “Teaching the Vampire: Dracula in the Classroom,” completes this section. It explores her experiences and insights after three years of teaching a course on the vampire at York University in Toronto. With Dracula as the central course text, Rowen’s students explored various twentieth-century cinematic and literary revisions of Stoker’s classic work. Perhaps the most interesting insight in Rowen’s essay is the fact that for young, marginally-aware, Rice-loving students, Stoker’s Transylvanian Count is a disturbingly unsympathetic figure. As Rowen describes the popular student response to Dracula, “the journey into the dark and hidden reaches of the self is more difficult when the shadow/guide assumes the form, not of someone youthful and attractive — however murderous — but of a repulsive and unrepentant elder with bad breath.”

Section three of this volume, “Mondo Dracula — Celluloid Vampires,” turns its attention to Dracula in the cinema, a medium that Russian author Maxim Gorky intriguingly described in 1896, the year before Dracula’s publication, as a type of hypnotic and “technological vampire that promised a kind of living death” (Skal 4).9 Given the seductive nature of both the vampire and the cinema, it is entirely appropriate that the vampire has had a love affair with the silver screen throughout the twentieth century. An exceptionally popular figure in film since its inception, the vampire was as much drawn to the comfortable hypnotic darkness of the cinema as that medium was magnetically drawn to his superior skills in translating sexual desires — in a manner more acceptable to the censors — to the screen.

Jacqueline LeBlanc’s ‘“It is not good to note this down’: Dracula and the Erotic Technologies of Censorship,” offers a detailed and cogent consideration of the connection between vampirism and technology in the light of Stoker’s writings on censorship. Detecting a collusion between eroticism and censorship in Dracula, LeBlanc contests the popular perception of a morally “schizophrenic” Stoker who was both Victorian puritan and pornographer. Dracula, she argues, furnishes a novel and modern treatment of the censorship theme as vampirism is specularly linked to a technology which both produces and polices erotic discourse. LeBlanc concludes her essay with an examination of the “postmodern” technologies of censorship and their ideological significance in Francis Ford Coppola’s recent cinematic adaptation of Dracula.

In his essay “Draculafilm: ‘High’ and ‘Low’ Until the End of the World,” Jake Brown argues that adapting Stoker’s Dracula to the silver screen “has proven to be a daunting task.” Maintaining that Stoker’s Dracula is “all over the ideological map” and straddles the gap between high-brow academic interest and low-brow popular appeal, Brown illustrates how these novelistic features were carried over into the four most famous cinematic adaptations of Bram Stoker’s Dracula in the twentieth century — F.W. Murnau’s Nosferatu: Eine Symphonie des Grauens (A Symphony of Terror, 1922), Tod Browning’s Dracula (1931), Werner Herzog’s Nosferatu: Phantom der Nacht (Phantom of the Night, 1979), and Francis Ford Coppola’s Bram Stoker’s Dracula (1992). Brown classifies the Browning and Coppola adaptations as low-brow, box-office successes, and claims that the Murnau and Herzog versions distinguished themselves by appealing to a highbrow academic market. While all four directors managed, to varying degrees, to capture a piece of Dracula that appealed to their particular cultural contexts, Brown implies — in agreement with actor/filmmaker Orson Welles — that the definitive, accurate adaptation of Stoker’s novel has yet to be produced.

The last essay in this section, “The Supernatural Ronin: Vampires in Japanese Anime,” by Natalie Bartlett and Bradley D. Bellows, turns to the question of Dracula’s cultural adaptability. This extensive piece charts the Western vampire’s entrance into Japanese culture after World War Two. By way of an in-depth examination of the elements significant to Stoker’s narrative, Bartlett and Bellows consider the nature and significance of Dracula’s entrance — especially along ethical and aesthetic lines — into Japanese animation (known as anime). In addition to offering a detailed historical assessment of the vampire in Japanese film, they focus their critical lenses on two of the most popular vampire animation films produced to date — Vampire Hunter D (1985) and Vampire Princess Miyu (1988).

This volume’s final critical section, “Dracula at Large — Vampires and Society,” turns to a consideration of Dracula’s social impact. That the 1890s are uncannily reflected in our own fin-de-millennium, AIDS-devas-tated, censorship obsessed, “family values” age accounts, in part, I think for Dracula’s current appeal. The Count’s influence in the twentieth century, however, has been even more extensive. Not only is he a popular icon in advertising, his name has been used to designate everything from a hormone purported to increase longevity10 to an Allied operation in Burma during World War Two (Ludlam 152). Dracula actually played a more significant role in that international crisis, however, for in order to enforce “the equation of the Hun-like Dracula with the Hun-like Nazi” (Leatherdale 235), free copies of Stoker’s novel “were issued to US forces serving overseas” (236).

In more recent years, Dracula has influenced the formation of the Temple of the Vampire, a splinter group of the Church of Satan which has, as Benjamin H. Leblanc outlines, its own Vampire Bible, ring, and ritual medallion. Part of their Vampire Creed reads, “I am a Vampire. I worship my ego and I worship my life, for I am the only God that is” (Webb). Perhaps equally sinister is the recently diagnosed borderline psychiatric disorder known as “cinematic neurosis” where “sufferers believe they have been bitten by vampires or occupied by a demonic presence.”11 In their terrifying delusions, they “experience feelings of invasion or fear culled from horror-film imagery, sometimes even experiencing flashbacks to scenes in the film” (Kingwell 282). This neurosis attests to the vampire’s more negative and unsettling social impact, an impact that was intimated — albeit in a very watered down form — in the 1920s when audience members attending the early stage play based on Dracula had to be revived after fainting spells.12

Richard Anderson, an applied urban environmental historian, begins this essay section with an examination of Dracula’s relationship to postwar suburbia, a place Henry Miller outrageously called an “air-conditioned nightmare.” In “Dracula, Monsters, and the Apprehensions of Modernity,” Anderson delineates how classic horror cinema was not simply an innocuous form of popular entertainment in that pristine-but-paranoid, Tupperware-sealed environment. It was also a resonant genre that encoded suburbia’s apprehensions about modernity. More specifically, Anderson focuses on Dracula’s preoccupation with achieving social purification and control through violence, and its embedded anxiety about the demonic potential of modernity and science. In his article, “Dracula as a Contemporary Ethnography: A Critique of Mediated Moralities and Mysterious Mythologies,” Livy Visano provides an alternate viewpoint to the popular claim that Dracula reinforced the status quo of fin de siècle Britain. Contrary to Anderson’s interpretation of Dracula’s unconscious moral apprehensions, for instance, Visano reads Dracula as a conscious and provocative fictional study of the sociology of morality. As Visano sees it, Stoker encouraged his readers to “interrogate their own credulities and to become estranged from acts of moral policing.” By granting the counter-hegemonic discourse of superstition a principal role in his novel, for example, Stoker deliberately pointed up the glaring inadequacies of the most important social institutions of his day, among which were science, Christianity, and the law.

Benjamin H. Leblanc’s “The Death of Dracula: A Darwinian Approach to the Vampire’s Evolution,” concludes the critical essay component of this volume with the shocking proclamation that Dracula is dead. By way of a Darwinian reading of the history of the vampire in folklore and literature, Leblanc charts the three stages leading to the Count’s demise. He chronicles the shift from the supernatural vampire to the romantic vampire then, finally, to the interiorised vampire whose emergence was concurrent with the advent of the New Age movement. Leblanc completes his examination with an assessment of Dracula’s “dark legacy” to several of his twentieth-century offspring, which include “psychic vampires” who feed off psychic energy as opposed to blood, and the charismatic, spiritually-enlightened “Vampyre” worshipped by members of the Order of the Vampyre.

This volume would not be complete without statements from those individuals and associations that have been involved with Stoker and Dracula studies over the years. Section Five, “The Red Pages,” provides seven entertaining and informative pieces from founders of some of the world’s most important societies and institutions involved in Stoker/Dracula research. Section Six includes an Appendix and “The Bloody Bibliography,” which are intended to promote further scholarship. While it may be hard for some to believe, areas of Dracula research remain relatively unexplored. Despite much dedicated work to date, so much more remains to be done.
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RUMOURS OF DRACULA’S death have been greatly exaggerated. Judging by his countless literary, celluloid, and cyberspace offspring, the Count is certainly alive and sucking.

While James Twitchell has described the vampire as “probably the most enduring and prolific figure we have” (ix), Dracula is inarguably his most memorable incarnation. Indeed, the Count’s transmutation skills appear to be far from on the wane. As David J. Skal has described the almost supernatural power of Stoker’s novel, “Whatever else it might be, Dracula is certainly one of the most obsessional texts of all time, a black hole of the imagination. The story seems to get younger with age, drawing vitality from its longevity, and attracting an ever-widening public” (7).

Short of proffering a primed and exposed jugular, how then is one to say “happy hundredth birthday” to Count Dracula? What, after all, may one possibly offer the demon lover who — endowed with eternal life, an endless supply of swooning virgins, and mounds of glittering gold — essentially has everything? We have chosen to offer this celebratory volume as both a tribute to Stoker’s vivid imagination and a gift to ardent fans of his enthralling novel.

Bram Stoker may have died at the age of 64 on the 20th of April, 1912, at 26 St. George’s Square, but with the creation of his protean, hypnotic vampire, he enshrined himself forever in literary history. Thanks, in part, to an earnest and ongoing resurrection project undertaken by many scholars and fans, Stoker may rest assured that where his Count goes, he is sure to accompany him. This should prove to be no short journey for, as Harry Ludlam has memorably stated, “The surest thing is that Dracula will outlive us all” (196).

Carol Margaret Davison
Montreal, Canada
Hallowe’en, 1996
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Illustration by the Rev. William Fitzgerald for Stoker’s 1881 collection of stories entitled Under the Sunset.

NOTES


1 For contemporary responses to Bram Stoker’s novels, see The Critical Response to Bram Stoker, an invaluable work by our contributor, Carol A. Senf.

2 For anyone interested in a concise yet comprehensive overview of the developments within Dracula criticism since the 1956 publication of Bacil Kirtley’s article “Dracula, the Monastic Chronicles and Slavic Folklore,” Margaret L. Carter’s Dracula: The Vampire and the Critics is essential reading. On the heels of her captivating and cogent introduction, Carter reprints twenty-one of the most influential critical essays on Dracula written between 1956 and 1988. As she notes with regard to Dracula’s academic popularity, “Aside from a few articles published from 1956 through the 1960s, serious study of Dracula and vampire fiction in general began in the early 1970s” (1).

3 In his biography of Stoker, Daniel Farson outlines Leonard Wolf’s opinions about Dracula’s creator: ‘“Bram Stoker eludes me,’ says Professor Wolf. But, ‘In Stoker’s own writing a person occasionally shows through, or, better, is exposed. Particularly in his later novels (and of course Dracula) there obtrudes the raw, harsh presence of a man endowed with nearly inexhaustible energy who is writing over, around, or under what he knows about loneliness and — predominantly — sexual terror. Referring specifically to The Lair of the White Worm, he concludes: ‘There is no way to ignore the signs of confusion and loneliness the narrative obtrudes” (224). As to the popular view of Stoker as self-effacing, a perfect managerial type who was always content to take the back seat to Henry Irving, Margot Peters maintains that Stoker’s “revenge for life-long self-effacement was Dracula” (20).

4 In his innovative novel Anno Dracula which unites real and literary figures from the Victorian fin de siècle, Kim Newman forges a ludicrous but intriguing scenario where Dracula actually marries Queen Victoria. The reader only catches a brief glimpse of this couple at novel’s end prior to Queen Victoria’s suicide. In Newman’s disturbing “British Gothic” portrait, marriage literally involves female enslavement. Consider this shocking depiction of Queen Victoria: “The Queen knelt by the throne, a spiked collar round her neck, a massive chain leading from it to a loose bracelet upon Dracula’s wrist. She was in her shift and stockings, brown hair loose, blood on her face. It was impossible to see the round old woman she had been in this abused, wretched figure” (447). Despite Newman’s sometimes clumsy writing, the Victorian period can never be seen in the same stilted way after a reading of Anno Dracula. For further discussion of Newman’s novel, see my chapter here “Blood Brothers: Dracula and Jack the Ripper.”

5 As Elaine Showalter has outlined in her article “Syphilis, Sexuality, and the Fiction of the Fin de Siècle,” a popular rumour circulated during the autumn of 1888 that “the Ripper was a mad doctor avenging himself on prostitutes for a case of syphilis” (94).

6 It is interesting to note, however, that the Dracula-Wilde association is not new. It was first advanced in 1966 when critic Grigore Nandris reminded readers that “when Dracula was written the minds of Londoners were preoccupied with the trial of Oscar Wilde” (378). Nandris advanced even more specific — although debatable — points of contact between Dracula and the trial of Oscar Wilde. He writes, for example, “It may be purely accidental, but it is interesting to recall the resemblance between the scene of the dancing harlots in front of the Old Bailey at Oscar Wilde’s condemnation and that of the vampire-women with their sarcastic remarks and debauched gestures in the haunted castle of the Count of Bistritza on the night when the London lawyer became aware of his dreadful master’s intentions” (378).



While Talia Schaffer limits her focus to the issue of sexuality and what she calls “the crisis of the closet in 1895” (382), however, Nandris’s argument is somewhat more expansive as he postulates that Dracula played out the contemporary ideological crisis between “Bohemianism” and conventional Victorian bourgeois mores. Nandris’s focus on this clash between lifestyles and worldviews, therefore, comprises issues of established aesthetic principles as well as sexual orientation and ethics. Although I suspect that the differences between Nandris’s and Schaffer’s critical standpoints are dictated, in part, by the socio-cultural preoccupations of the periods in which they wrote, what must be foregrounded is that they both discern in Dracula’s intricate narrative web a sense of several fin de siècle preoccupations.


7 In an environment where Gothic classifications continue to proliferate, Robert Druce has recently introduced the category of porno-Gothic. For more details about this genre see his essay “Pulex Defixus, Or, The Spellbound Flea: An Excursion into Porno-Gothic.”

8 R.J. Dingley’s essay, “Count Dracula and the Martians,” provides an intriguing comparison between Stoker’s Gothic thriller and another of Wells’s novels, The War of the Worlds, which was serialised in Pearson’s Magazine in 1897, the same year as Dracula’s publication. Dingley classifies both works as invasion stories, a fictional sub-genre popular in fin de siècle Europe. Dingley argues that in both works England is regarded as an inferior territory and the invaders survive by way of sucking blood from humans.

9 David J. Skal provides Maxim Gorky’s response to Lumière’s Cinématographe in Moscow in 1896, the year before Dracula’s publication. “Deeply disturbed by what he beheld,” Gorky described the cinema as follows: “Your nerves are strained, imagination carries you to some unnaturally monotonous life, a life without color and without sound, but full of movement, the life of ghosts, or of people, damned to the damnation of eternal silence, people who have been deprived of all the colors of life” (4).




10 The drug melatonin, which some researchers have described as a wonder drug that cures insomnia, prevents cancer, extends life, and boosts immunity, has been called the Dracula hormone.

11 Cinematic neurosis seems, in fact, to offer a weird twist on Robert Bierman’s 1988 feature film Vampire’s Kiss where a young literary agent (played by Nicholas Cage) who believes he has been bitten by a vampire, thereafter experiences a mysterious series of transformations.

12 As David J. Skal relates, “a uniformed nurse was ready to administer smelling salts to faint-hearted patrons at all London performances of Dracula,” produced by the Hamilton Deane Company. Although having this nurse in attendance was initially conceived as a publicity stunt, she turned out to be necessary — “at one performance, thirty-nine audience members took advantage of the offer” (75). In recent years, the vampire has continued to elicit serious physiological reaction. During the screening of Neil Jordan’s 1994 adaptation of Anne Rice’s Interview With the Vampire, for example, some audience members fainted, while others had to be escorted from the cinema.
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Preface: Bram Stoker and His Vampire

Patrick McGrath

“I heard recently of one elderly woman who knew Florence [Stoker] and said that she used to be terrified when Bram wrote his horror novels because he ‘became’ the personality he was writing about and behaved very strangely at home.”

(Farson 231–232)

BRAM STOKER CAME LATE TO THE VAMPIRE. BY THE time Dracula was published in 1897, the undead predator had long been a staple of Gothic fiction and, before that, a familiar figure in the folklore of Central Europe. In that incarnation he was not an aristocrat but a plump Slavic peasant in a dirty linen shroud, with long fingernails, a stubbly beard, and a ruddy, swollen face with his mouth and left eye open. Students of the vampire believe that the corpse which not only refuses to stay dead, but returns to bring death to friends and neighbours, is to be found in the folklore of almost every culture in the world, and that the ubiquity of such revenants is connected with body-disposal practices and certain peculiarities of the process of decomposition. Human corpses bloat and bleed from the mouth, poke their fingers up through the earth, and can give the impression of still being animate. From such phenomena potent myths arise.
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Illustration by Lorraine Wright.

In the late eighteenth century, at about the moment that the Gothic emerged as a distinct literary genre, the vampire graduated from folklore to fiction. Lord Byron’s physician, John Polidori, wrote The Vampyre in 1819. This was a direct result of the famous storytelling session of the Byron-Shelley circle that also spawned Frankenstein. Based on the character of Byron himself, the vampire in Polidori’s tale is called Lord Ruthven (pronounced “riven,” aptly enough). He shares as many characteristics with Dorian Gray, the soulless monster created by Stoker’s friend Oscar Wilde, as he does with Dracula.

After The Vampyre came the hugely successful Varney the Vampyre, a lurid and sensational novel by James Malcolm Rymer, and then in 1872, Sheridan Le Fanu invented in Carmilla the first great female vampire. Traces of Carmilla can be discovered in Dracula in the writhing sirens who almost seduce Jonathan Harker when he finds himself at their mercy one desperate night. Tolstoy, de Maupassant, and Hoffmann also wrote vampire stories. In fact, the vampire stalks nineteenth-century literature as persistently as it does twentieth-century cinema, and can be identified as the prototype of George Eliot’s Mr. Casaubon in Middlemarch. This figure of death lures the heroine, through marriage, into his mausoleum of a mansion where she must dwell with him in dust and shadows and books.

At first glance, Bram Stoker seems a somewhat unlikely figure to have created a vampire of such power and grandeur, such sheer, complex, nuanced evil, as Dracula. Stoker was an outgoing Irishman of apparently boundless vitality who sustained two demanding careers and a large circle of friends. He had a tendency to form strong attachments to vigorous creative men older than himself, Henry Irving and Walt Whitman most notably, the latter once saying of him, “My gracious he knows enough for four or five ordinary men; and what tact!... He’s like a breath of good, healthy, breezy sea air” (Roth 12). The friendship with Irving was the more important relationship. It had properly begun after the actor’s famous recitation of “The Dream of Eugene Aram” in Dublin in 1876, which so moved Stoker that he had to be carried from the room in a fit of hysterics. When Irving formed his own theatrical company he asked Stoker to be his business and front-of-house manager. Stoker promptly got married and moved to London.

He worked for the charismatic Irving for more than twenty years, running the Lyceum Theatre and organising the company’s tours in both Europe and America. He is described by Laurence Irving, Henry’s son and biographer, as a “ruddy, bearded gentleman ... of robust appearance and hearty ebullience” (Irving 278), and later as “well-intentioned, vain, impulsive, inclined to blarneying flattery.” Irving also remarks with snide asperity that Stoker “worshiped [my father] with all the sentimental idolatry of which an Irishman is capable” (453). He says that Stoker loved to rub shoulders with the great, took himself too seriously, and was susceptible to intense jealousy if Irving showed favour to a rival lieutenant. He does not allude to the blarneying Irishman’s literary work.

We can be fairly sure that the Gothic flame was lit in Stoker at an early age. According to Phyllis Roth’s biography, Bram’s mother “recounted Irish tales of superstition, vividly depicting the banshee, whose wail presaged imminent death, as well as the terrors of the cholera epidemic that killed thousands when she was a child in Ireland” (2). It seems plausible that it was as a result of hearing such stories that Bram nursed his lifelong fascination with death and deathly things, though his was a clever, complicated personality, by no means exclusively preoccupied with morbidity. At Trinity College he threw himself into athletic and intellectual pursuits and was elected president of both the Historical and the Philosophical Society.

After graduation he joined the civil service as a clerk and apparently found the tedium of the work almost unbearable. It is hard to resist the picture of a robust but divided and conflicted man: when he met Henry Irving in 1876 he was writing horror stories, but his best energies were going into a book called The Duties of Clerks of Petty Sessions. The passionate and darkly romantic imagination had not been extinguished by clerical work, rather it coexisted, uneasily, with the dutiful, disciplined master of dry legalistic detail. Not until Dracula, begun some twelve years later, did Stoker succeed in creatively fusing the mutually antagonistic forces in his own personality: sturdy devotion to all that was good and proper on the one hand, rapt fascination with the idea of evil on the other, specifically its personification in a monstrous figure of unrestrained lust and satanic ambition.

Stoker’s triumph in Dracula was to depict the stature, origins, and motives of his vampire with such clarity and richness of detail that the book’s ability to captivate is as strong today as it was a hundred years ago. There is a lovely touch early in the novel when Jonathan Harker, by now a prisoner in Castle Dracula, returns to his chamber to find the Count making his bed for him. It is entirely unexpected, this simple act of domestic intimacy, and the reader remembers that though a monster, Dracula must still move among humans and pass as one of them. The faint tenderness one feels at seeing Dracula behave like a housemaid disappears, however, as soon as Jonathan realises what it means: there are no servants in the castle; he is alone with the ghastly creature. This, in turn, means that the Count must have been the driver of the coach that brought him to the castle — and is therefore able to control a pack of wolves simply by raising his hand — and so it goes.

And it is on that same night that Jonathan is struck by the Count’s referring to himself in the plural, as “we.” To Jonathan this suggests royal pretensions. We know better, for Dracula is a creature who subverts even the integrity of identity. Not only is he capable of transformation and multiplicity, he is committed to reproducing himself in the human population. He intends to create a world of vampires like himself. So not only is his “we” a precise pronoun, it is a threat, and it is this threat, as soon as it is understood, that drives the novel’s great central conflict.

Lesser vampires tend to display selective aspects of Dracula’s nature, with the result that many of the Count’s characteristics have become clichés of the genre: the aversion to garlic, sunlight, and the crucifix; the ability to change into, among other things, a bat; the attraction to nice girls whom he transforms into creatures of voracious appetite who then require the best efforts of Anglo-American manhood, and Dutch science, to put them back to sleep. But what distinguishes Stoker’s vampire from its predecessors, and its later imitators, is the sheer scale of transgression Dracula embodies. No mere thirst for blood drives him. His challenge is to the very idea of mortality itself. What he wants is the breakdown of the distinction between life and death, and the creation of a race of undead beings whose relationship to time, to nourishment, and to daylight, mirrors his own. Like Satan, his real father, Dracula’s argument is with God, and with the biological arrangements God made for humanity.

Evil on this diabolical scale demands opposition of more-than-heroic proportions; Stoker manages a masterly fusion of the mediaeval romance tradition with the Victorian cult of manliness. One can almost grow weary of his insistence on the piety, virility, chivalry, and tact of Seward, Morris, Godalming, and Harker; but whatever this may suggest about the author’s own homosocial nature, it is structurally necessary, if Dracula’s wickedness is to be seen in its true light. The vampire must be a match for not one but four of the finest flowers of Christian manhood that Western civilisation can muster, plus of course the encyclopaedic intellect of Van Helsing.

Connected to this is Stoker’s use of documentary evidence as his sole narrative mode. Nowhere is the story left to a mere novelist’s construction. It is, rather, a composite of the diaries, memoranda, correspondence, newspaper clippings, and phonographic records produced and/or collected by the characters involved. The illusion of accountability is there to sharpen our sense of the reality of the evil under examination, an evil that comprises not only Dracula’s project of raising an army of the undead, but his favoured method of recruitment as well: he exploits the sexual vulnerabilities of his victims, particularly of course the women. Poor Lucy Westenra, for one, is doomed, we suspect, the moment we hear her voice the wish that she might have all three of the men vying for her hand. The arousal of uncontrolled female passion is to Dracula’s enemies one of the most distressing aspects of the vampire’s activity. Lucy, with her sleep-walking and the mild promiscuity of her unconscious desires, is ripe for the plucking.

What does this suggest about the libido of the “red-haired giant,” as Laurence Irving called Stoker? In this regard there is a conjecture by Stoker’s grandnephew, the writer Daniel Farson, that after the birth of Stoker’s son, Noel, in 1879, Stoker’s wife Florence forced on him an unwanted celibacy. Farson guesses that this celibacy broke down twenty years later, and that sometime after the publication of Dracula, Stoker contracted from a prostitute the syphilis which Farson claims killed him in 1912 (Roth 20).
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The suggestion of chronic sexual repression in a man as hale and vigorous as Stoker sheds a tentative light on the dynamics of that powerful imagination, given the great underground currents of sexuality that surge through the novel, finding sublimated expression in descriptions of vampiric activity. Stoker’s Dracula routinely ravishes the throats of his victims, and in one memorable scene with Mina he cuts his own chest and makes her drink from it like an infant. His transaction with his victim is thus more complex than mere rapacity, or parasitism, for it demonstrates the vampire communicating its pathology, that is, infecting. It is hard not to hear in this the whisper of syphilis that so haunted the late-Victorian imagination. The point, though, about Dracula’s infection is that it is moral as well as organic; it makes the victim evil like himself, and liberates her from the moral world.

What finally sustains Dracula’s majestic stature is its ability to make the reader complicit in this activity. In folklore as in Christian doctrine, the idea of the body that lacks a soul is as horrifying as its inverse, the phantom, the disembodied spirit. The vampire kills its victim’s soul and introduces her to a condition of moral licence, a pre-Oedipal paradise where all appetites can be unstintingly gratified without thought for consequences. The reader’s pleasure is complex, for he, or she, will identify not only with the victim in his/her submission to the sheer passion of the other’s need, but with the vampire as well.

Bram Stoker’s achievement in Dracula is thus to give exhaustive expression to the very energies that power Gothic fiction — that is, the drives and terrors of the unconscious mind — and, at the same time, to fully articulate the Gothic’s central organising principle, the transgression theme.
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