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Summary
This thesis looks at the establishment of the vampire as an icon of popular culture and the
substantial differences between early and recent depictions. Contemporary vampires are both
interesting and important. They are interesting because they are complex and compelling. They
have many facets and play many roles. They are important because they are tools for exploring
social relationships and ideas concerning what it means to be human. Imaginary creatures such
as revenants, especially the vampire, are persistent elements of horror. They reflect
contemporary fears and aspirations, but their changing depictions suggest changes in the ways
that social discourses are constructed. Vampires have been an overwhelming presence in
popular culture since the 1990s and there are few signs of the narrative exhaustion that
characterised earlier periods of popularity.
The thesis explores discourses in key narratives from 19th Century literature to 20th and 21st
Century film and television. It describes how these discourses of modernity are linked to the
evolution of vampires from folkloric monsters to Christianised demons, from romantic outsiders
to superheroes, and then to ordinary folk trying to survive, make sense of their world and make
connections with other people. These transformations reveal changes in popular culture
representations of social structures such as class, ethnicity and gender. The thesis pays particular
attention to the significance of competition between religion and science in these narratives, the
implications of the incorporation of audience knowledge as a means of narrative authentication
and the blurred boundaries between discourses and genres.

Statement of Authorship
Except where reference is made in the text of the thesis, this thesis contains no material
published elsewhere or extracted in whole or in part from a thesis submitted for the award of
any other degree or diploma.
No other person‟s work has been used without due acknowledgement in the main text of the
thesis.
The thesis has not been submitted for the award of any degree of diploma in any other tertiary
institution.

12 September, 2012

Introduction
The research questions
Horror narratives, of which imaginary creatures such as vampires are common and persistent
elements, have been subject to wide-ranging discussion since well before the invention of
cinema. Labels such as „dangerous‟, „anti-social‟, „misogynist‟, „homophobic‟, „racist‟,
„authoritarian‟, „subversive‟ or „enabling‟ have been applied to the horror genre. Academic and
popular descriptions of horror are often reductionist, focussing upon narrative commonalities,
but just how homogeneous are horror narratives? Does the horror genre have a narrative
structure that distinguishes it from other genres and pushes it toward expression of conservative
or subversive views? Popular narratives include representations of social structures. Are there
consistent representations of gender, sexuality, race, ethnicity, class, science or religion, or
consistent characterisations of heroes, villains and victims within even a subset of the genre
such as vampire-centred narratives? It seems inevitable that depictions of vampires would
change over time, but can the changes that have occurred be regarded as significantly affecting
narrative interpretation?
The contribution of the thesis to the field of study
This thesis describes the establishment of the vampire as an icon of popular culture and
depictions in film and television. It examines the popularity of vampire-centred narratives, their
relationship to audiences, and commonalities and changes in regular discourses found within
those narratives. The thesis shows that dominant representations of social structures within
English-language vampire-centred narratives changed considerably during the 20th Century.
Discourses relating to social structures such as class, ethnicity and gender are examined, giving
detailed consideration to changes in the status of the vampire vis-à-vis that of audiences for the
genre, the vampire‟s association with nation-building, the domestication of the monster, and the
gendered nature of vampire sexuality. The thesis draws particular attention to how discourses of
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modernity are linked to the evolution of the vampire from folkloric monster to Christianised
demon to romantic outsider to superhero. The thesis addresses the social implications of the
transformation of the vampire into a protagonist in contemporary morality tales focussed upon
redemption, the implications of blurred boundaries between discourses and the incorporation of
audience knowledge as a means of narrative authentication.
Contemporary vampires are both interesting and important. They are interesting because they
are complex and compelling. They have many facets and play many roles. They do not simply
represent good or evil. This constitutes a significant change from early film representations.
They are important because they are tools for exploring social relationships and ideas
concerning what it means to be human. The relative sophistication of some recent narrative
characterisations suggests that audiences may increasingly find these narratives relevant to reallife decision-making. Popular culture artefacts such as vampire stories may occupy a place in
Western culture once held by Christian morality plays.
The thesis proposes: that the homogeneity of horror narratives and their delineation from other
genres is actually more problematic than accounts focussing upon narrative commonalities tend
to suggest; that narrative structure does not distinguish the horror genre from other genres; that
narratives are sites of struggle between competing ideologies or rationalities, reflecting
contemporary fears, aspirations, struggles, disputes and changes in the ways that social
discourses are constructed; and that labels that have been applied to the horror genre reflect
academic perspectives on, and the concerns of, groups engaged in struggles for social
dominance or validation.
The review of analyses of the horror genre within this thesis suggests that the theoretical and
methodological focus and narrow criteria for selection of evidence that characterises much
academic research within the area can lead to unreasonable or misleading views of the genre
that are not supported by a wider examination of the available evidence. This thesis shows
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vampire-centred narratives to be so deeply embedded in both the horror genre as a whole and in
broader popular culture that their meanings cannot be reasonably assessed without those
contextual references. This draws attention to the dynamic nature and flexibility of genre as an
analytical tool and to the increasingly blurred boundaries between fiction and reality in popular
culture.
Selection and interpretation of key narratives
This thesis describes a longitudinal study of English-language vampire-centred narratives from
the emergence of the vampire in gothic literature to the transition to the screen, the
establishment of dominant models and the subsequent diversification of characterisation. The
huge number of narratives in which vampires are key figures (more than eight hundred screen
narratives alone) precludes detailed „textual‟ analysis of each one, but a sufficiently wide
selection must be analysed to do justice to the sub-genre and to place changes in theme and
characterisation within a broader popular culture context. The most cursory examination reveals
substantial differences between some recent vampire-centred narratives and earlier narratives,
even when ostensibly the same story is being told: Stoker‟s Dracula is not the same as the
Dracula played by Bela Lugosi or the Draculas of more recent narratives. This thesis identifies
some significant differences between narratives and traces developments of theme and
characterisation in literature and on screen.
Around one hundred narratives have been selected as primary sources (see Appendix A). These
include all of the most popular 20th Century English-language vampire-centred film and
television narratives and some earlier and later narratives. While some have been given much
more space than others in this thesis, all have been watched (or read), summarised and classified
thematically. As I have been watching and reading horror fiction for decades, this was not my
first experience of most of the narratives. Many have been experienced several times. (I watch

Page 3

and read lots of other things too, but my experience of some recent horror narratives prompted
the idea that the genre would be fertile ground for study).
To assist with narrative interpretation, commentary from both academic and non-academic
sources was reviewed. The primary sources include those narratives that I found had been
identified by commentators as having had significant impacts upon the evolution of vampirecentred narratives. The focus of some earlier research was upon narratives that had not reached
large audiences. Such narratives are worthy of study, but an analysis of popular culture should
also include the most popular narratives. As television has for decades been the dominant
medium of popular culture, and in recent years has been the dominant medium for vampirecentred narratives, television narratives are essential elements of the analysis.
The narratives were classified according to the intersection of the major themes addressed in
this thesis as those themes emerged from observation. The narratives were analysed as sets of
ideological constructs embedded in the practices of narrative characters and settings. Ideological
constructs are revealed by interaction between characters, interaction between characters and
their environment, outcomes of actions and resolution of conflicts. These ideological constructs
may be not fully formed and may be contradictory. Analysis of ideological constructs was
informed primarily by the work of Gőran Therborn. Inevitably, the major themes addressed
reflect the knowledge and interests of the author.
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Chapter 1: Genre, Narrative and Audience
This Chapter discusses some characteristics of European folklore, reported cases of „real‟
vampires, scientific explanations for the belief in vampires, and the significance of the
vampire‟s status as revenant. The contribution of 19th Century English-language literary sources
to the development of the modern vampire is described, paying particular attention to Stoker‟s
Dracula. The Chapter provides an overview of the evolution of the Dracula vampire in film and
television and of narratives illustrating significant trends in the vampire sub-genre.
The Chapter reviews interpretations of horror narratives as exhibiting coherent rationalities
reflecting social conditions or personal fears. The Chapter addresses the dynamic and
problematic nature of genre, genre conventions and narrative structures: in particular, the
disturbance of normality, the significance of narrative closure, and narrative-audience
interaction. Genre identification is particularly significant for horror narratives, which have been
subjected to intense and varied criticism throughout the century of cinema. Concern for the
negative social effects of popular culture has perhaps been most virulent and consistent in
reference to horror. Attacks upon vampire narratives, whether overtly fictional or purported
representations of reality, began before the development of mass media. Some arguments
characterising early attacks reappear in recent criticism.
The vampire‟s prominence in popular culture has spawned many histories, including Carter‟s
The Vampire in Literature (1989), Silver and Ursini‟s The Vampire Film (1994), Bunson‟s The
Vampire Encyclopaedia (1993) and Melton‟s The Vampire Book (1999). Scholarly works
relating to the most famous of vampires include McNally and Florescu‟s In Search of Dracula
(1972) and Haining and Tremayne‟s The Un-Dead: The Legend of Bram Stoker and Dracula
(1997). Stam‟s Film Theory (2000) provides a comprehensive overview of approaches to film
criticism, while Carroll‟s The Philosophy of Horror (1990), Freeland‟s The Naked and the
Undead (2000), Pirie‟s A Heritage of Horror (1973) and Halliwell‟s The Dead That Walk
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(1986) address the intrinsic appeal of the horror genre. Valuable information on the historical
development of the vampire in literature is provided by Grudin‟s The Demon Lover (1987) and
Twitchell‟s The Living Dead (1981). However, texts addressing the social bases of horror
narratives such as Jancovich‟s Horror (1992), Hendershot‟s I Was a Cold War Monster (2001),
Tudor‟s Monsters and Mad Scientists (1989), Biskind‟s Seeing is Believing (1983), Modleski‟s
The Women Who Knew Too Much (1988) and Flahault‟s Malice (2003) have generally not
focussed upon vampires.
Much commentary upon the vampire has a psychoanalytic focus. Prominent works include
Wood‟s „An Introduction to the American Horror Film‟ (1979), Waller‟s The Living and the
Undead (1986) and American Horrors (1987), Creed‟s The Monstrous-Feminine (1993),
Gelder‟s Reading the Vampire (1994), Auerbach‟s Our Vampires, Ourselves (1995),
Berenstein‟s Attack of the Leading Ladies (1996), Benshoff‟s Monsters in the Closet (1997) and
Wolf‟s Blood Thirst (1997). Waller (1987) argues that the issue of survival, a theme explored by
Freud, is central to vampire film. Psychoanalytic interpretations of narratives are particularly
common in the context of gender constructions, which has been the most regularly addressed
aspect of vampire narratives since serious attention began to be paid to the significance of
popular culture.

The Vampire in Folklore
There is a plethora of sources on the characteristics and origins of vampires, ranging from those
focussing upon descriptions of „real‟ vampires to dissertations that appear as authoritative
studies of the phenomena in folklore, literature and film. Material relating to vampires in
European folklore, including cases of real vampires, demonstrates a long-standing belief in
supernatural forces, not only amongst the „uneducated‟ classes but also amongst professional
groups such as medical, clerical and military personnel. Discussions of the persistence of belief
in vampires regularly refer to texts dealing with folk beliefs. These include Montague Summers‟
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classic The Vampire: His Kith and Kin (1928) and contemporary texts such as Paul Barber‟s
Vampires, Burial, and Death: Folklore and Reality (1988). While folklore studies generally
assert that belief in supernatural creatures is common to most if not all cultures, such belief is
likely strongest where manifested in recorded cases.
Bunson (1993) and Silver and Ursini (1994) each cite more than a dozen and Melton (1999)
cites more than thirty recorded cases of real vampires. Before the rise to prominence of the
vampire in English-language popular culture, most recorded cases occurred in Eastern Europe.
Other than having risen from the dead, there is little consistency in the supernatural
characteristics of recorded vampires.
Historian William of Newburgh recorded an occurrence of vampirism in northern England in
1196. The „Berwick Vampire‟, described as being in life an evil man (Bunson, 1993: 23) or a
„lecherous husband‟ (Farson, 1975: 26), rose from his grave at night to roam the town in an
increasing state of decomposition. Although not attacking people, the vampire‟s appearance
coincided with a plague that devastated the town. After the corpse was exhumed, dismembered
and burned, the plague disappeared. Grudin (1987: 54) claims that this is the only case of real
vampirism recorded in England before the 18th Century.
The „Blow Vampire‟ (reported by Charles Ferdinand de Schertz in Magia Posthuma, 1706)
terrorised a Bohemian village. A herdsman roamed the district after his death, calling out the
names of villagers who shortly died. In this case, the exhumation and staking of the body did
not have the desired effect. That night the herdsman returned to kill a number of villagers while
mocking those who attacked him. The vampire was finally despatched, protesting violently, by
the local executioner, employing whitethorn stakes and cremation (Bunson, 1993: 29-30).
The Peter Plogajovitz case (1725) was recorded by the (German) Imperial Provisor of the
Gradisk District as occurring in a Serbian village (Barber, 1988: 5-9). It was claimed that
Plogajovitz returned some weeks after his death to throttle nine sleeping villagers and appeared
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to his wife demanding shoes so that he could travel to another village. The villagers asked the
Provisor and the parish priest to confirm that Plogajovitz was a vampire by exhuming the body
to reveal signs of vampirism (an undecomposed body with skin, hair, beard and nails still
growing). The Provisor reluctantly agreed, giving the action legal status, and he and the priest
examined the body. Although the corpse showed some deterioration, the nose having fallen off,
signs of vampirism were present, including traces of fresh blood in the mouth, which the
villagers claimed had been sucked from the victims. The Provisor declined to include some
details of the exhumation in his report. Barber (1988: 9) interprets this as implying that the
corpse was discovered to have an erection and states that in the local folklore vampires
commonly engaged in sexual activity with their widows. The Plogajovitz vampire was
despatched by staking and cremation. The Provisor‟s report of the case was acknowledged as
accurate, but scientifically inexplicable by Don Calmet, a French Ecclesiastic, in 1745.
The Arnold Paole case (c. 1732) (Grudin, 1987: 57-61) also occurred in a Serbian village.
Following Paole‟s accidental death, several neighbours died without obvious cause, prompting
recollections that Paole had once been attacked by a vampire. The exhumed corpse was found
uncorrupted and screamed when beheaded. Paole and his victims were cremated. These
vampires had, though, also attacked livestock and those who fed on the animals in turn became
vampires. By the time Belgrade officials conducted an inquest, the number of vampires had
risen to seventeen. The case prompted scholarly discussion in Germany and some interest in
France and England. In response, Pope Benedict XIV issued an edict (De Vanitate
Vampyrorum, 1752) condemning belief in vampires (Grudin, 1987: 59).
The case records of the „Belgrade Vampire‟ (1732) (Bunson, 1993: 21), based upon testimonies
of military personnel, including three regimental surgeons and a lieutenant colonel, clearly
demonstrate belief in supernatural forces. The vampire was supposedly responsible for several
deaths and the creation of more vampires. These were destroyed using the familiar means of
driving a stake through the heart and burning the corpses. The original vampire, which appeared
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fresh in its coffin, reportedly screamed when staked. The case was recorded by Dr. Herbert
Mayo in On the Truths Contained in Popular Superstitions (1851). A second „Belgrade
Vampire‟ was reported in 1923, but it appears to have had the characteristics of a poltergeist
rather than a vampire. Religious measures, including the use of holy water and prayers, were
employed to resolve the problem (Bunson, 1993: 21).
The term „vampire‟ also seems to have been liberally applied to criminals having one or two
characteristics of the folk vampire. Subsequent to the popularisation of the fictional vampire,
living persons drinking blood or committing gross violations of the boundary between the living
and the dead were likely to be named as vampires. Labelling of historical figures as vampires is
also common amongst those convinced that vampires do, or did, exist.
The story of Elizabeth Bathory, a Hungarian noblewoman (1560-1614) with an apparent
obsession with blood, inspired several films.1 Like Vlad Tepes, a (disputed) source of material
for Bram Stoker‟s Dracula (1897), Bathory‟s husband (Count Ferenz Nadasdy) spent much
time fighting the Turks. Left to run the estates for a considerable period, Bathory may have
murdered hundreds of young girls in her service2 and reputedly had an obsessive interest in her
own beauty and the occult. It was not unusual for nobles of the period to treat their peasants
sadistically. Mutilation and murder were viewed as a legitimate means of maintaining authority
and Hungarian nobles were reputed to be amongst the most sadistic in Europe. Bathory‟s brutal
treatment of her „property‟ was ignored, but she was prosecuted and convicted in 1610
following her murder of a young woman of noble birth. She was walled up in a room of her
castle, fed through a small slot, and found dead four years later.

1

Including Sasdy‟s Countess Dracula (1971) which, despite a misleading title, contains
historically verifiable material. The film includes supernatural elements, notably the Countess
using human blood to maintain her youth and beauty. Dracula does not appear in the film nor is
there reference to Bathory as being in any way related to Dracula. The film anticipated by more
than a decade McNally‟s (1983) claim that Countess Bathory inspired Stoker‟s vampire.
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Which brings us to the best known of supposed historical
vampires: Vlad Tepes (1431-1476). Vlad ruled Wallachia, a
principality of Romania located between the Danube and the
Transylvanian Alps, on three separate occasions between 1448
and 1476. Since the publication of McNally and Florescu‟s
In Search of Dracula (1972), Vlad Tepes, also known as Vlad
the Impaler and Vlad Dracula, has commonly been identified
as the inspiration for Stoker‟s vampire.3 „Dracula‟ is a title

Figure 1: Vlad Tepes
Contemporary Portrait

derived from Tepes‟ father Vlad „Dracul‟. While „Dracula‟ has been variously interpreted, the
literal translation in most recent sources is „Son of the Dragon‟. Vlad acquired a fearsome
reputation as a result of wars against the Ottoman Turks and his iron-fisted rule of his subjects.
He is reported to have impaled thousands of victims upon stakes, although this seems mostly to
have occurred as a deterrent to invading forces. Reports of Vlad drinking the blood of his
victims are disputed.
Several other historical figures are habitually mentioned in literature dealing with „real‟
vampires. These include notoriously immoral or evil characters such as the Marquis de Sade
(1740-1814) and Jack the Ripper (1888). Gilles de Rais (1404-1440), a French military hero
closely associated with Joan of Arc, but executed for subsequent crimes including murder,
sorcery, necrophilia and cannibalism, is named as a vampire by several sources. Frenchman
Gilles Garnier, executed for cannibalism during the late 16th Century, is variously labelled as a
vampire or a werewolf. The German Clara Geisslerin (c1600), who died under Inquisitorial
torture was accused of cannibalism and fornication with the devil, and labelled as a vampire or a

Lower estimates put the number of Bathory‟s victims at around fifty while some estimates
exceed six hundred (Bunson, 1993: 17).
2

Professor Elizabeth Miller, of Newfoundland‟s Memorial University and President of the
Canadian Chapter of the Transylvanian Society of Dracula, is possibly the most prominent
3
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witch (Silver and Ursini, 1994: 28). In such cases, cannibalism included drinking the blood of
children or young women. The ongoing prominence of such labelling indicates that usage of the
term „vampire‟, at least amongst those looking for vampires, remains as ill-defined now as it
originally was in folklore.
More recent cases include Sergeant Bertrand, the „Vampire of the 74th Regiment‟ (Paris, 1849)
and Victor Ardisson, the „Vampire of Muy‟ (southern France, 1901). Neither case involved
violence against living persons. Labelling the men as vampires apparently stemmed from their
fondness for cemeteries. Sergeant Bertrand, a military engineer, was imprisoned for a year after
desecrating tombs and mutilating the bodies he exhumed. Supernatural strength and agility were
attributed to Bertrand as the cemeteries he violated were well protected by walls and gates. The
case was included in a 1901 treatise on vampires by Dr. Alexis Epaulard (Bunson, 1993: 23).
Indicative of the loose application of labels, some sources have Bertrand as a werewolf. Melton
(1999: 148) claims that Bertrand‟s story inspired several novels, including The Werewolf of
London.4 Ardisson raided cemeteries and performed necrophilia, generally on the corpses of
women known to him. He was subsequently committed to an asylum (Bunson, 1993: 10).
Other 19th and 20th Century criminals labelled as vampires include a German named Sorgel,
who killed a man and drank his blood; the Frenchman Antoine Léger (1824) who killed a young
girl, drank her blood and ate her heart; Fritz Haarmann (1879-1924) the „Hanover Vampire‟;
and Peter Kürten (1883-1931) the „Vampire of Düsseldorf‟. The latter two were „serial‟
murderers who indulged in sex crimes, cannibalism and blood-drinking. The Frenchmen Martin
Dumollard (1861) and Joseph Vacher (1897), John Haigh the „Vampire of London‟ (19101949), and the American Richard Chase (1950-1980), were also serial murderers who drank

voice disputing Vlad Tepes as the main source for Stoker‟s Dracula. She has written extensively
on the topic.
This, though, is an error by Melton. Walker‟s The Werewolf of London (1935) was a Universal
Pictures film loosely based upon Guy Endore‟s The Werewolf of Paris (1934), whose
protagonist, Bertrand, is certainly modelled upon Sergeant Bertrand.
4
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blood (Melton 1999: 147-150). John Haigh reportedly saw himself as a Christ figure and
regarded drinking human blood as essential to gaining eternal life. There are more than a score
of cases since World War II, in the Americas, Europe and Australia, of multiple murder
involving blood drinking. In several of these, the murderers claimed to be vampires. In a 1959
New York case, the murderer dressed as Lugosi‟s Dracula when committing his crimes.

Explanations for the Belief in Vampires
Barber (1988), in an effort to debunk reports of real European vampires, goes to some length to
provide scientific explanations for phenomena generally associated with disinterred corpses
identified as vampires. Forensic pathology explains that the process of decomposition includes
many of the phenomena interpreted as unnatural. These phenomena are recorded in detail in
cases such as Peter Plogajovitz by officials investigating claims of vampiric activity. While the
cases remained scientifically inexplicable for the officials recording the information, the
phenomena they describe are found in textbook explanations of decomposition. Thus, Barber
explains, often widely accepted evidence of vampiric activity found upon disinterred corpses
derives from incomplete scientific knowledge. Officials made accurate observations, but
interpretation of those observations as having supernatural causes were based upon beliefs that
such things as vampires could exist.
Some examples of „real‟ vampires could well have been instances of premature burial, which
was the explanation preferred by Herbert Mayo (Melton: 1999: 241) and Montague Summers
(1960), although Summers also argued that vampires exist. Other explanations have included
the similarity of common vampire characteristics to symptoms of diseases such as rabies,
tuberculosis, porphyria5 and plague. The association with plague is overt in several fictional
vampire narratives. Mass hysteria, encouraged by cemetery guards wishing to avoid accusations
of failure of duty, appears at work in the Bertrand case (Bunson, 1993: 23). A likely explanation
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for Bertrand‟s ability to enter well-protected cemeteries is training as a military engineer.
Bertrand and Ardisson both had an apparent obsession with corpses. It was perhaps the
perceived extreme immorality of the acts performed on corpses that led to their labelling as
more than usually evil - as demonic or vampiric. Both cases occurred well after the vampire
craze that swept Paris in the 1820s following the staging of plays based upon Polidori‟s The
Vampire (1819), which no doubt gave fresh impetus to local vampire folklore, preparing the
ground for subsequent labelling of vampires.
While both Bathory and Vlad Tepes lived in a region where folk vampires were commonly
identified, retrospective assessments of evil as vampiric appears to be occurring here. Bathory
was a creature of her time and her actions apparently raised few eyebrows, at least amongst
legal authorities, until she murdered a fellow noblewoman. I am aware of no contemporary
source labelling Bathory as a vampire. The suggestions about her narcissism and dabbling in the
occult may well have been stimulated by filmic portrayals of vampires. Vlad Tepes is regarded
as a national hero and is claimed to have inspired Tsar Ivan the Terrible. He features on
Romanian postage stamps and the Romanian army‟s recently acquired helicopter is named for
him. There was apparently no suggestion that the historical Vlad was a vampire until Stoker
named his vampire „Dracula‟. The conflation went further following the publication of McNally
and Florescu‟s In Search of Dracula.
Descriptions of „real‟ vampires cover a broad spectrum of characteristics from the banal to the
fantastic. Barber (1988) may be correct in his claim that in parts of Europe (particularly the
Carpathian region) vampires were commonly believed to engage in sexual activity, but this is
not a feature of several recorded cases. Silver and Ursini (1994: 27) quote Vincenzo Verzeni, a
young Italian labourer convicted in 1872 of vampiric murders, as recorded in Ornella Volta‟s
anthology Le vampire (1963):

5

Symptoms identified with porphyria include pointed teeth, photosensitivity and lack of hair.
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“I am not mad but at the moment of strangling, I understand nothing anymore.
Once the deed is done I am satisfied and feel good. The idea never came to me to
touch or keep the genital parts. It was enough for me to hold the woman‟s neck and
suck her blood. Today I can‟t even remember what they looked like.”
Most sources conclude that Stoker drew upon Carpathian folk tales. Haining and Tremayne
(1997) argue that Stoker was familiar with Irish folk tales of vampires, werewolves and
phantom lovers and could readily have used them as source material. Stoker was almost
certainly influenced by earlier Irish gothic authors. Haining and Tremayne do not, however,
point to any recorded cases of vampires in Ireland up until the time of Stoker‟s writing. From
this I conclude that a belief in vampires in Ireland was not as strong as they suggest, although it
may have been stronger than in England. The reported cases suggest relatively strong belief in
vampires in France, Germany and Eastern Europe. It is claimed by several folklorists that
European vampire myths originate in Greece, where both Byron‟s and Polidori‟s villains
become vampires. Varma (1989) argues that the myths they draw upon were imported to Europe
from India, but there are competing claims, including that vampire myths arose independently in
most pre-modern cultures.
The characteristics of recorded cases of vampires vary considerably, as I have stressed, but
contemporary cases generally include some form of psychological description. Melton (1999:
147) asserts, without citing sources, that most modern „vampires‟ suffer from a blood fetish, a
psychological disorder known as hematomania. Related is onanism, in which consumption of
blood is associated with sexual arousal. Both are descriptions of symptoms rather than causes.
Recent labelling of criminals as vampires is largely a product of sensationalist media reporting
and „copycat‟ behaviour influenced by popular culture and may not reflect a widespread belief
in supernatural vampires. Nevertheless, it is clear that belief in supernatural phenomena remains
widespread and that vampires, like ghosts, aliens, demons and angels, are real for some people,
and perhaps a greater number than is generally acknowledged. Barber‟s and Melton‟s
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naturalistic explanations may be accurate, but they will not convince people preferring
supernatural explanations. Such a preference is based upon rejection of the completeness of
scientific explanations of phenomena. Nor are scientific explanations relevant for people who
regard vampires as sources of entertainment and temporarily accept an illusion for that purpose;
who desire and enjoy „suspension of disbelief‟. Sensationalist reporting still sells newspapers
and people still devour vampire narratives.

Characteristics of Recorded Vampires
The most common attributes of recorded vampires prior to their emergence in 19 th Century
literature are their existence as reanimated corpses (revenants) that cause the death of people. As
the folk vampire typically remains near the area of burial, victims are usually those closely
associated with the accused, often members of the vampire‟s family. The association of
vampires with plague and otherwise inexplicable deaths is clear.
But creators of vampires can find sources to justify the use of almost any characteristic, should
they feel the need. Thompson‟s „The Mythology of the Vampire‟ (1991), for example, which
appears on a website containing a collection of articles dealing with Hellenistic culture, while
claiming that “the lore of the vampire is surprisingly uniform” across cultures, lists a wide range
of characteristics, some complementary, some contradictory. According to Thompson, the most
common description of the vampire in folklore is as an animated corpse: a body possessed by
the soul it had in life. Other folk explanations for vampires include a corpse inhabited by an
alien demon or a corpse possessed by a sorcerer. Holte (1997: 12-13), however, relying upon
the scholarship of Summers, McNally, Florescu, Twitchell, Wolf and Auerbach, argues that
there is little consistency in folklore other than the vampire overcomes death, is reliant upon
blood and enjoys a sexual connection with its victim. In fact, despite several scholars attempting
to reduce folk myths to a set of common characteristics, the evidence suggests that stories of
vampires are not reducible in this manner. There may be consistency in vampire stories from
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particular regions, but cross-cultural consistencies are problematic and consistencies between
pre-modernity and modernity more so. In several cases, the „vampire‟ does not suck blood; only
in some is there mention of a sexual connection between vampire and victim. Moreover, 19 th
and 20th Century folk vampires are not invariably „undead‟. The insistence upon cross-cultural
consistency reflects the commentator‟s perspective. The consistent attribution of sexuality to the
folk vampire‟s activities, for example, possibly stems from the strong association between „evil‟
and sex in traditional Christian theology, which is evident in Christian texts dealing with the
occult such as Malleus Maleficarum (1486), a text relied upon by Summers, who was a Minister
of Religion. More recent commentators often adopt a psychoanalytic approach that also places a
heavy emphasis upon relating myths to sexuality. When we come to what vampires actually
mean for the people involved in recorded cases, the prevalence of sexuality in vampiric activity
may be overstated.
The inconsistency in the characteristics of folk vampires is substantially reduced when those
vampires are employed as models for the vampire in 19th Century literature, and more so when
dominant models emerge in early sound film. Some divergence from the dominant models is
evident during the 1970s, but it is not until relatively recently that competing models become
important. Nevertheless, even vampires from the early sound film period show some variation
in characterisation.
The most prominent vampire characteristic continues to be drinking blood. Some characteristics
are shared by most film and television vampires: possession of sharp pointed teeth, pallid skin,
intolerance of sunlight and powerful sexuality, as well as being an eternal reanimated corpse.
The capacity to breed other vampires by biting the victim also figures prominently; so too a
high degree of physical strength and athleticism. Characteristics shared by fewer screen
vampires include a capacity to change into an animal or mist; an hypnotic stare or ability to
control people, animals or weather; a capacity to love; to breed via transfer of blood; and an
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ability to scale walls or to fly. Some characteristics, such as possession of a soul and breeding
via normal sexual congress are rare. The prominence of various characteristics alters over time.
Folklore includes a wide range of factors predisposing a person to vampirism. Notable immoral
acts can also lead to vampirism. These are largely ignored in film and television narratives in
favour of vampiric attack, though immorality often provides the opportunity for an attack. The
attack is sometimes desired by the victim. In early narratives, a victim‟s desire for the vampire
is often ascribed to enthralment rather than fully-conscious passion. In some recent films
(Coppola‟s Dracula; Dracula 2000), the creation of the vampire is explicitly attributed to a
rejection of Christ. Other narratives depict vampires as non-human or as creations of science.
While a majority of recent vampires are reanimated corpses, the retention of the soul has
become less common and is explicitly rejected in narratives such as Whedon‟s Buffy the
Vampire Slayer, which depicts the vampire as a corpse inhabited by a demon. Exceptions in
Buffy are the ambiguous vampire heroes whose bodies periodically house both soul and demon.
The vampire as a corpse possessed by a sorcerer is not apparent in any of the narratives I have
examined, although it is employed in some zombie narratives.
For Thompson (1991), the folkloric vampire represents fear of the dead and a search for
immortality, as well as a desire to control the environment, and anthropomorphic concepts of
fertility; animism figures, along with concepts of a universe supernaturally permeated. Gradual
intellectual maturity becomes the prime model of growth and enlightenment. Modern vampire
narratives, though, make little reference to anthropomorphic concepts of fertility and may even
stress declining rather than increasing intellectual maturity. The latter emphasis in the horror
genre tends to be associated with a nostalgic privileging of „ancient knowledge‟. Old books
have consistently been a part of the vampire-hunter‟s arsenal. Interestingly, the most consistent
transfers from folk mythology to modern narratives have been the desire to control the
environment, fear of the dead and the search for immortality.
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The Revenant
The draft title of Stoker‟s novel was “The Undead.” In this respect, Dracula is related to
monsters such as the Mummy, Frankenstein‟s Creature, and to more recent additions such as
Freddy and Jason. Revenants are the dead who return, and the term refers to a larger category of
beings than vampires, including ghosts and zombies (Holte, 1997: 12). Flahault (2003: 86-87)
describes Frankenstein‟s Creature as embodying “the refusal” of the “fundamental split between
the living and the dead” also symbolised by the scientist‟s “searching for the secret of life in
vaults and charnel-houses.” The monster is
“a species of revenant or living dead; its very appearance bears this out. What it
presents to others is not a face but a blazon of destruction. This excludes it for ever
from the society of men; but also allows it to preserve the infinitude of the spectre.”
The substantial and continued presence of the revenant in the horror genre identifies fear of
death and of contact with the dead as amongst the most significant elements of the fantastic. The
revenant disturbs the separation of the living and the dead brought about by the „enclosure‟ of
the deceased. Kennedy (1998: 184), citing Edgar Morin (1970), states that “the enclosure of the
dead body in a shroud, coffin, vault, or mausoleum has always had the double function of
protecting the living as well as the dead.” The horror of the revenant as the walking dead is
intensified through its decompositional characteristics: the physical reflection of a state of self.
The enclosure of the dead and the mortician‟s art protects the living from contact with decay.
Decay symbolises loss of form and loss of self. The person known, and perhaps loved, is
replaced by a corrupted facsimile, which cannot be accepted as the once-living thing. Enclosure
helps protect the dead from the naturally corrupting influence of the environment and protects
the memory of the dead‟s familiars. Enclosure protects the living from direct observation of
what we must all face: our own death, decay and loss of self. The fear of death, addressed
directly by religious teaching, entails the idea that with death comes the end of self. Morin
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describes this as a “conflict between the idea of personal immortality and the signs of decay”
(Kennedy, 1998: 183). It is, then, perhaps contradictory that the popularity of horror narratives
is greatest amongst adolescents and young adults who tend not to have had to come to terms
with their own mortality and whose sense of self is not yet fully formed (if it is ever fully
formed). That this is so may reflect curiosity about an issue from which adolescents are
personally distanced. It may also reflect the fact that the volatile physical, psychological and
social changes associated with adolescence incite sensitivity to and heightened awareness of that
other great threshold whose essential crossing can no longer be denied.
As revenants, vampires have much in common with ghosts. Ghosts in the past were often
perceived as more substantial beings than they tend to be today. It was once common in Europe
when some supernatural outcome resulted from the interaction, to identify as ghosts creatures
that in almost every respect appeared physically human. This was particularly so when the ghost
was the reanimated husband or wife of the person contacted (Kawin, 2004). Early audiences
might refer to reanimated beings such as Frankenstein‟s Creature or the Mummy as ghosts.
Recent audiences may reject such a description, regarding a ghost as a generally insubstantial
representation of a deceased person with only limited capacity for physical interaction with the
natural world. Patrick Swayze‟s attempts to move a coin in Ghost, minor injuries inflicted upon
the boy who sees dead people by the ghosts in The Sixth Sense, and the activities of the ghostly
family in The Others are typical examples of this limited capacity for physical interaction. Some
Universal films during the later stage of the „golden‟ horror period made use of the earlier
perception of the „substantial‟ ghost: examples include The Ghost of Frankenstein and The
Mummy’s Ghost. Abbot and Costello Meet Frankenstein, which features Frankenstein‟s
Creature, Dracula and the Wolf Man, was also released under the title Abbot and Costello Meet
the Ghosts. None of these monsters would commonly be described as ghosts by 21st Century
audiences, but the description is appropriate for audiences of earlier folk-tales.
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Revenants, in one form or another, have survived since the earliest recordings of folk myths,
lending support to an ahistorical interpretation of the psyche in the Christian era. Some
revenants, however, demand a more specific interpretation. Fear of the reanimated loved one
occurs throughout the horror genre, from early ghost and vampire folktales, where the revenant
was frequently the former spouse or lover of the victim, to recent narratives such as Buffy,
where there is a fear of there being something „wrong‟ about those revived through magic. This
includes Buffy herself, whose revival is achieved through violation of a symbol of innocence:
ritual sacrifice of a fawn. An attempt to return Buffy‟s mother from the grave through black
magic is aborted at the moment when the sinister, but mostly unseen creature knocks at the
door. This fear of the reanimated loved one is a fear that having passed into another realm, the
loved one will return changed, no longer expressing love but seeking revenge for wrongs
suffered in life. This may represent guilt concerning failure to live up to the (perceived) love
that has been given, stemming from lack of closure when a loved one dies. Lack of closure is
indicative of the heavy emphasis upon reciprocity in relationships and an inability to accept the
finite nature of existence.

Coherent Rationalities within Narratives
Many commentators argue that film narratives exhibit a coherent worldview, some that a whole
genre presents a consistent worldview, and some that particular worldviews are presented in
„national‟ cinema or during particular time periods. Some label mass media generally and film
in particular as socially conservative. Others describe the horror genre as embodying radical or
reformist ideologies, while having to acknowledge that some horror films are clearly more
subversive than others.
Shelley‟s Frankenstein could reflect feminist frustration; Polidori‟s The Vampire, the oppressive
presence of the Byronesque romantic hero; Stoker‟s Dracula the incursion of foreign
aristocracy. Literary narratives can be regarded as giving voice to the author‟s perspective, even
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if imperfectly, but film and television narratives are group constructs and the writers‟ and
director‟s visions are often compromised. While few directors achieve sufficient status to have
their work released exactly as intended, they are generally recognised as the most significant
contributors. Unless narratives are substantially influenced by other sources, I will refer to film
and television narratives as authored by the director (e.g., Browning‟s Dracula, 1931). This
does not imply a view of the director as „auteur‟. The concept of auteur has been subject to
considerable criticism and is not now widely employed in narrative film analysis. The label,
though, has been applied to horror directors such as George Romero and Roger Corman, both of
whom have been filmmakers for five decades. Romero is best known for his series of zombie
films and Corman for films based upon the writings of Edgar Allen Poe.6 Each group of films is
aesthetically and thematically consistent, but both Romero and Corman rely heavily upon the
work of other artists.
Richard Matheson, Dan Curtis7 and Joss Whedon have each made substantial contributions to
the horror genre and might be considered auteurs. Whedon is creator of Buffy the Vampire
Slayer (1992, 1997-2003) and Angel (2001-2004). That Curtis and Whedon work primarily in
television may lessen their significance for many commentators. Prolific author and
screenwriter Matheson contributed to many films, including Curtis‟ Dracula (1974) and The
Night Stalker (1971) and several Corman films. His work is highly influential and thematically
consistent. Matheson‟s novel I Am Legend (1954) is amongst the most significant post-World

6

Romero is credited as director, scriptwriter or both on Night of the Living Dead (1968), Season
of the Witch (1973), The Crazies (1973), Martin (1976), Dawn of the Dead (1978), Creepshow
(1982), Day of the Dead (1985), Creepshow 2 (1987), Monkey Shines (1988), Night of the
Living Dead (1990), Tales from the Darkside: The Movie (1990), Two Evil Eyes (1990), Bruiser
(2000), The Dark Half (1993) and Land of the Dead (2005). Corman‟s Poe series includes The
Fall of the House of Usher (1960), The Pit and the Pendulum (1961), Premature Burial (1962),
Tales of Terror (1962), The Haunted Palace (1963), The Raven (1963), Masque of the Red
Death (1965) and The Tomb of Ligeia (1965). Vincent Price starred in all but Premature Burial.
7

Curtis directed House of Dark Shadows (1970), Night of Dark Shadows (1971) and a series of
television adaptations of classic horror narratives: Dr Jekyll and Mr Hyde (1968), Frankenstein
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War II horror narratives.8 Matheson includes vampires in his regular theme of monstrosities
created by unchecked science, while the inversion of the traditional roles of hero and monster
anticipates the ambiguous contestants of later narratives.
In the novel, Matheson recasts the vampire hunter as an everyman monster and the vampires as
„normal‟ society. Matheson‟s protagonist (Robert Neville) is the last man left alive battling a
post-apocalyptic vampire horde. Neville is a competent everyman who has adapted to his
situation by ritualising most aspects of his existence. He ventures from his fortified suburban
home during the day to replenish his supplies and to seek sleeping vampires whom he destroys
in the traditional manner. He is not intellectually inclined and only gradually comes to realise
that the vampires constitute the new society and that he is the monstrous outsider. Matheson‟s
narrative, which has similarities to Westerns such as High Noon, depicts a lone hero clinging to
a set of outdated ideas; a dangerous, doomed anachronism in a society that has lost much of its
humanity. The everyman protagonist has since become a common horror character challenging
the dominance of the specialist monster hunter. Matheson‟s inversion of basic elements of
earlier vampire narratives draws attention to the typical genre characterisation of the monster as
other and the genre‟s often uncritical acceptance of prevailing ideology.

(1973), The Picture of Dorian Gray (1973) and The Turn of the Screw (1974). Dracula (1974)
was part of that series, but was released cinematically outside the USA.
Film versions include Salkow‟s Last Man on Earth (1964) starring Vincent Price, Sagal‟s The
Omega Man (1971) starring Charlton Heston and Lawrence‟s I Am Legend (2007) starring Will
Smith. Matheson was credited as screenwriter under the pseudonym „Logan Swanson‟ in
Salkow‟s version, but received no screenwriting credit for The Omega Man. Both Matheson and
the screenwriters of The Omega Man were credited in Lawrence‟s version. Matheson was
contracted to produce a screenplay for Hammer in the late 1950s, but the project was cancelled
after the film failed to gain censor approval, probably because of the narrative‟s explicit
sexuality. Matheson is also credited as scriptwriter on The Incredible Shrinking Man (1957),
The Fall of the House of Usher, The Pit and the Pendulum, Tales of Terror, Burn Witch, Burn!
(1962), The Raven, Comedy of Terrors (1964), Die! Die! My Darling (1965), The Devil Rides
Out (1968), Duel (1971), The Night Strangler (1972), The Legend of Hell House (1973), Trilogy
of Terror (1975), Jaws 3 (1983), Trilogy of Terror 2 (1996) and What Dreams May Come
(1998). Matheson‟s novel The Shrinking Man (1956) inspired several films, including Gordon‟s
The Amazing Colossal Man (1957) and The War of the Colossal Beast (1958), and Hertz‟s
8
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Salkow‟s, Sagal‟s and Lawrence‟s versions of Matheson‟s novel generally follow Matheson‟s
plot, although each substantially reduce the sexuality of the novel. While each film reproduces
Neville‟s ritualised lifestyle, the characterisations differ from Matheson‟s Neville. Salkow‟s
protagonist is competent, but sensitive (feminised). Sagal‟s protagonist is a slowly unravelling
macho action hero, ultimately depicted as a Christ figure, dying in a crucified position pierced
by a spear after giving blood to save a group of plague survivors. 9 Lawrence‟s protagonist is a
highly intelligent, determined and physically adept military-scientist who loses his tenuous grip
upon sanity when the last link to his dead family is severed.
I Am Legend re-establishes the vampire as a domestic threat and pursues to its conclusion the
inexorable logic of the vampire infecting its victims: the individual force becomes an
overwhelming horde. The vampires win. In earlier narratives, Dracula and his „wives‟ constitute
a proto-horde, but are confined to a foreign site. The foreign horde also appears in the grand ball
scenes of Fearless Vampire Killers and Van Helsing and in the Mexican whorehouse of From
Dusk ‘Till Dawn. The final episode of Buffy also features a vampire horde, but whether they are
domestic or foreign is uncertain. The vampires are spawned in a demonic dimension, but the
entrance to that dimension lies beneath the local High School. The vampire horde is adapted by
Romero as a zombie horde in Night of the Living Dead and is thematically similar to the threat
in films such as Don Siegel‟s Invasion of the Body Snatchers (1956). Matheson‟s narrative
launches the process of diversification that results in recent narratives employing several
vampire models: the classic Dracula or Dracula clone antagonist, sometimes with a subordinate
companion group consisting of vampires, freaks or human minions (Coppola‟s Dracula,
Dracula 2000); the extended family group (Near Dark, Lost Boys, Carpenter‟s Vampires, The
Forsaken); and the vampire society or horde (The Fearless Vampire Killers, Interview with the

Attack of the 50 Foot Woman (1958). Marvel Comics revived the monster-creation sequence of
The Amazing Colossal Man in the 1960s for The Incredible Hulk.
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Vampire, From Dusk ‘Till Dawn, Underworld, The Breed, True Blood, Being Human, Twilight).
Van Helsing features a Dracula with subordinates, attempting to create a horde of vampire
offspring, while Buffy and Angel include all models.10
In the 21st Century, narratives are permanently available for repeated viewing. Buffy writer and
producer Jane Espenson sees her work as in some ways closer to a novel than to film (Kaveney,
2004b: 108-109). Like certain earlier literature (particularly comic book narratives), Buffy is
episodic and delivered over an extended period, encouraging audience feedback during the
creative process. Novels and films have consistently been subject to serialisation when
employing regularly recurring characters, for example Sherlock Holmes and Batman, as well as
Frankenstein and Dracula. Analysis of changing depictions of such characters provides
opportunities for exploring reflections of dominant and competing worldviews in popular
culture.
Siegfried Kracauer argued that because film was produced through collective effort and
addressed a mass audience, the implicit themes expressed in the medium could potentially
reinforce or undermine the legitimacy of social structures. The „intrinsic realism‟ of film
constituted an „egalitarian aesthetic.‟ Film allowed audiences to recognise the significance of
ordinary experience and to escape the uniformity of modernity. This escape from uniformity
could be both alienating and liberating (Stam 2000: 61-62, 72, 76-79). Stam argues that
Kracauer‟s ideas resurface within Christian Metz‟s conception of film as daydream, Fredric
Jameson‟s conception of the political unconscious, and the „discursive continuum‟ of cultural
studies. Kracauer described 1920-30s German Expressionist film as inherently authoritarian.

The mutated, plague-ridden creatures of Sagal‟s film have several vampire characteristics, but
are not labelled as vampires.
9

10

The film version of Buffy features vampires with varying characteristics and a Dracula clone
as main antagonist. The vampire heroes appear only in the television series, which includes
many common genre elements, but substantial variation in characterisation of human and
demonic protagonists and antagonists.
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The cultural critique movement focussed upon film as a capitalist product, down-playing the
potential for expression of subversive views. In the Althusserian Marxist view, film‟s intrinsic
realism promoted bourgeois ideology and all film narrative was authoritarian (Stam 2000: 135).
Jancovich‟s (1996) discussion of post-World War II American horror shows, however, that not
all films promote authoritarianism. Pirie (1973) regards the films of Terence Fisher, director of
many of Hammer Studio‟s most recognised horror films,11 as consistently subversive in their
attack upon bourgeois morality (which is not to suggest that the same worldview is reflected in
all Hammer films).
Narrative worldviews inevitably contradict aspects of other narratives and may be internally
contradictory. Depictions of family, gender, class or race in British and American horror films
from the 1930s onwards are not consistent. The range of subjects and characterisations in these
works (or even those of individual filmmakers) mean that a worldview gleaned from them must
of necessity be one drawn with broad brush-strokes. To the extent that film and television has an
„intrinsic realism‟, they inevitably depict the tensions and conflicts of contemporary life.
Moreover, narratives typically include perspectives on a wide variety of subjects, and authors‟
worldviews may be broad or narrow. Narrative creators do not necessarily have a deep
knowledge of scientific, psychological or sociological theories. When expressions of theories
are identified in a narrative, this need not imply that this was the narrative creators‟ intention.
By the same token, narrative intentions may not be fully realised. Retrospective statements by
narrative creators may not accurately reflect intentions during the process of creation. Then
again, narrative creators may often intend narratives to be ambiguous. Even more to the point
perhaps, interpretations of narratives are necessarily selective and reflect the analyst‟s

11

Fisher directed (Curse of) Frankenstein (1957), Dracula (1958), Revenge of Frankenstein
(1958), The Hound of the Baskervilles (1959), The Mummy (1959), Brides of Dracula (1960),
The Two Faces of Dr. Jekyll (1960), The Curse of the Werewolf (1961), The Phantom of the
Opera (1962), The Gorgon (1964), The Earth Dies Screaming (1964), Dracula - Prince of
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perspective, which inevitably differs in some respects from that of the author and may differ
considerably from audience interpretations.
Changes made to films before release can significantly affect a director‟s realisation and an
audience‟s understanding of a narrative. Scenes where the Creature accidentally drowns a small
child while playing with her were cut from Whale‟s Frankenstein (1931). Audiences did not see
the Creature‟s incomprehension and dismay, making his characterisation less sympathetic.
Scenes of the vampire hunters returning from Lucy‟s crypt were cut from Browning‟s Dracula,
leaving audiences without key information relating to the soul of a vampire now resting in
peace. In Mamoulian‟s Dr Jekyll and Mr Hyde (1932), Jekyll is listening to a small bird singing
in a tree when he first makes the transformation to Hyde without the aid of his formula. A scene
showing the bird attacked by a cat was cut. Audiences, unaware of the „nature red in tooth and
claw‟ stimulus for the transformation, were deprived of the inference that Hyde is a natural
element of the character and that encountering violence can invoke the primitive, violent side of
a personality. (There is, of course, no knowing whether these cuts were intended to change the
narratives in the way that they did).
The consequences of resurrecting a character such as Dracula, as Universal and Hammer studios
repeatedly did in sequels, invests the character with a meaning that Stoker, Browning or even
Fisher may not have intended. The lack of narrative closure accompanying the expectation that
the vampire will eventually return means that Dracula becomes not just difficult to destroy, but
effectively eternal and ever available for resurrection. This lack of narrative closure is intrinsic
to many recent horror narratives. The expectation of the monster‟s return has become a
dominant genre form. The narrative hero has long been a recurring character, the hero
representing the triumph of righteousness; when the „eternal‟ character is a monster, audiences

Darkness (1966), Frankenstein Created Woman (1967), The Devil Rides Out (1968),
Frankenstein Must Be Destroyed (1969) and Frankenstein and the Monster from Hell (1974).
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are free to interpret the lack of narrative closure as indicating the ubiquity of evil in a new and
newly powerful way.

Psychoanalytic Perspectives
Psychoanalytic concepts are regularly considered particularly relevant to interpretation of the
horror genre and have been prominent in analyses of vampire films. For some films, this view is
justified. Corman employed Freudian concepts in creating his version of Poe‟s The Fall of the
House of Usher (1960) (Hendershot, 2001: 95). However, commentators rarely acknowledge
that Corman deliberately constructed a Freudian version of the narrative.
Psychoanalytic analyses tend to be ahistorical, assuming continuity of meaning across different
periods. Wood (1979) focuses upon horror as an expression of repression and claims that horror
presents only the dominant American culture as normal. Newman (1998: 156), focussing upon
gender, describes horror as generalising the male fear of women through images such as the
vampire. These interpretations reflect static views of social relationships. Considering the
substantial international influences upon American film, it is simply not credible to claim that
only one American culture is represented as „normal‟ throughout the history of the genre. The
continual attack upon social institutions in these films suggests that horror can be as subversive
as it is normalising. The „normal‟ of I Am Legend, Night of the Living Dead, Body Snatchers
and Buffy is not that of Dracula, Frankenstein or The Wolf Man.
Where psychoanalytic analyses recognise historical change in narratives, they rarely relate this
to broader social phenomena. Tudor‟s (1989) delineation of the horror genre into a „secure‟ and
a „paranoid‟ horror era is common in psychoanalytic analyses. The delineation is regularly
marked as occurring with the release of Psycho (1960). A lessening of the delineation between
monster and victim and an association of monstrosity with normality, rather than as an invading
force, are key characteristics of paranoid horror (Jancovich, 1996: 227-228). Such blurring of
boundaries depicts uncertainty concerning social institutions and personal identity.
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Many characterisations of the monstrous other are actually similar across the two eras.
Relationships between monsters and victims are key elements of Universal‟s horror films.
Monsters such as Frankenstein‟s Creature, King Kong, the Werewolf, the Mummy, Jekyll and
Hyde are also victims. Monsters who are also victims generate drama by evoking both
empathy/sympathy and horror. The conceptualisations of monstrosity in Universal‟s Dracula
and Frankenstein are similar to those of Hammer films and those in many more recent
narratives. Lugosi‟s Dracula and Hopkins‟ Hannibal Lector are key figures in, respectively, the
so-called „secure‟ and „paranoid‟ horror eras, yet their characterisations are very similar. Lector
strongly resembles Lugosi‟s Dracula in physical appearance and in his seductive and predatory
aspects. In terms of character relationships and dramatic structure, the Hannibal Lector films
could almost be said to belong to the vampire sub-genre. While Lector lacks the supernatural
element and fangs, some vampires have neither.
Jancovich (1996: 243-250) argues that Robert Bloch‟s (author of Psycho) major theme, the
psychotic split personality, a sensationalised manifestation of modernity‟s everyday horrors,
was established decades before the release of Hitchcock‟s film. In Bloch‟s narratives,
conformity is a form of control and domination and problems cannot be resolved through
psychoanalytic adjustment of individuals to reality. Psychoanalysis, with its focus upon
childhood sexual trauma, is an ineffective solution to the monster of Psycho. Moreover, it
consistently fails in horror narratives. In these films, psychosis reflects broad social trends,
particularly those of personal isolation and a lack of a supportive or satisfying community. The
shift to expressions of paranoia in popular culture implies a society turned mad. Horror
narratives regularly exhibit distrust of psychoanalysis. Social institutions and „experts‟ are
criticised throughout the history of the genre. Monsters consistently confound science.
Recent vampire narratives even more commonly question the efficacy of psychoanalysis. In
Buffy („Normal Again‟), Buffy is locked in an asylum, where her psychiatrist classifies the
supernatural problems of Sunnydale as evidence of her psychosis. The narrative swings between
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Sunnydale and the world of the asylum, presenting both as equally believable or suspect,
provided that audiences can accept a world of demons and superheroes. Aspects of the Buffy
narrative are comparable to themes in Siegel‟s Body Snatchers and Hawks‟ The Thing (1951).
Jancovich (1996) and Biskind (1983) argue that psychoanalysis in Body Snatchers is depicted as
dehumanising. These films express a fear of dehumanised communism and question the efficacy
of scientific rationalism. Individuality, imagination and independent action are seen as elements
defining humanity; emotionless rationality is inhuman. I was a Teenage Werewolf (1957),
Dracula narratives where the asylum is a significant element, and the recent remake of The Wolf
Man (2010), have similar depictions of psychoanalysis. The difficulties of being human are a
continual theme of Buffy and other television series such as True Blood (2008-2010) and, of
course, Being Human (2009-2011).
The fear of oppression through scientific rationality and the association of psychoanalysis with
dehumanisation recurs regularly in late 20th Century horror narratives. These motifs reflect the
concern with the essential elements of human nature; what makes us human (or inhuman) and
how these attributes are associated with physical, emotional or philosophical survival. Horror,
though, doesn‟t consistently present one view of either human nature or humanity‟s survival.

Narrative Structure
Wood (1979) and Carroll (1990) argue that horror has a distinctive narrative structure. Wood
describes the horror film „formula‟ as „the Monster threatens normality‟. But this distinguishes
horror from other genres only in respect of the characterisation of the threat. Threatening of
normality is an element of most narratives.
Wood‟s simple formula is comparable to the „disturbance‟ stage of traditional narrative dramatic
structure:

Page 29



Establishment of normalcy (no drama – at rest)



Disturbance



Struggle



Resolution or climax



Conclusion (at rest)

Carroll provides a more complex and complete description of horror narratives, but his schema
also distinguishes horror from other genres only within the context of characterising the
disturbance to normalcy as fantastic. While exploring nuances of plot in respect of recognition
of monstrosity, this element of Carroll‟s discussion focuses upon the process of establishing the
nature of the disturbance. His schema otherwise reflects traditional narrative dramatic structure,
but is flawed in that it posits a straightforward relationship between protagonist and antagonist
and conflates narrative climax and conclusion. It thus provides an incomplete description of
important horror narratives such as Dracula.
Carroll‟s (1990: 107-108) discussion of the Balderston and Deane stage production of Dracula
(which excludes much of Stoker‟s novel) focuses upon Van Helsing. Carroll classifies the
narrative structure as a „complex discovery plot‟, comprising onset, discovery, confirmation and
confrontation. The structure of Coppola‟s Dracula (1992) is more complex than the Balderston
and Deane stage play. There are overlapping narratives: Van Helsing‟s story; Mina‟s vampire
encounter; Harker‟s story; and, most importantly, Prince Vlad/Dracula‟s story. With the
exception of Van Helsing‟s story, these narratives do not well fit Carroll‟s schema. In Coppola‟s
film, Dracula, not Van Helsing, is the main protagonist.12

12

Carroll (1990) does not explicitly address the difficulties posed to his schema where the
monster is the protagonist, even when discussing King Kong (explored in detail in Carroll,
2004), in which the key candidate for protagonist is Kong, whose destructive but heroic exploits
and tragic fate are the focus of the narrative following his appearance. Nor does Carroll, in his
discussion of Jekyll and Hyde, address the implications of protagonist and antagonist being the
same character.
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In traditional narrative structure, the introduction of a monster presents a problem to be
resolved. The nature of the monster is often revealed through the characteristics of its victims.
Resolution of the problem generally occurs when the nature of the monster is understood and
the monster‟s opponents operationalize a set of characteristics appropriate to addressing the
nature of the threat. These may be contrasting characteristics to those of the monster, or
comparable characteristics (e.g., superior strength), or a combination of contrasting and
comparable characteristics. The definition of human characteristics as efficacious or deleterious,
is highly significant here. Characters may be both victims and opponents of the monster. The
characteristics of the monster, victims and opponents are intrinsically linked as they define both
problem and resolution. Similar characterisation of the monster and its opponents is common
and leads to descriptions of the horror genre as relying heavily upon, or being exclusively
concerned with, mirror images.
Normalcy at the narrative conclusion often differs from that established before the disturbance:
the worldview changes. This is addressed in Carroll‟s schema in the stage where the monster‟s
existence is confirmed, but that worldview may be transitory. A subsidiary dramatic structure
may occur with the main protagonist (generally, but not exclusively, if s/he is not the monster)
developing a new worldview. Carroll emphasizes an aspect of horror that is often seen as
distinguishing it from other genres: the protagonist must act to suspend the disbelief of other
characters before the monster can be confronted. The monster is generally both uncanny and too
powerful to be defeated by the protagonist alone. Audiences can identify with this process since
(it is frequently asserted) they must suspend disbelief to enjoy the narrative.
The disturbance of normalcy could be seen as inherently subversive, but this assumes that
narratives invite audiences to question a conservative normalcy. The form of normalcy
disturbed must be empirically established. Additionally, to claim that horror is subversive or
conservative, comparisons must be made with other genres. Commentators rarely do this.
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Jancovich (1996: 200-201) is an exception, comparing Teenage Werewolf with its contemporary
Rebel Without a Cause (1955).
Conclusions tend to be crucial to any interpretation of a narrative. How the world has changed
or what the characters have learned from their struggles can be assessed by comparing the „at
rest‟ state at the establishment of normalcy with that at the narrative conclusion. This final
dramatic stage is clearly articulated in Hawks‟ The Thing, used by both Carroll and Wood to
illustrate their points. While there are films in any genre that show little appreciation of accepted
techniques of narrative structure, Hawks‟ The Thing is not one of them. At the conclusion,
audiences (and protagonists if they have survived) contemplate the new world. In Coppola‟s
Dracula, the destruction of the vampire might be seen as a moment of redemption through love,
as might the finale of Blacula. In The Fearless Vampire Killers, Count Yorga and Bordello of
Blood, the vampire hunters fail in their quest: after destroying the vampires, they are attacked by
the women they have „rescued‟. In the final scene of Hawks‟ The Thing, the audience is invited
by the journalist recording the events to “watch the skies.” The obvious subtext concerns the
threat of communist invasion, and the nature of the final state of normalcy, as in all narratives,
is crucial to any interpretation of the story.

The Horror Genre
Defining the horror genre has proved difficult and contentious. Many narratives outside the
genre contain horrifying moments while some horror films are not actually very scary. Genre
definitions tend towards typologies reflecting the particular needs of the analyst.13 A discussion
of horror should, it could be argued, address narratives identified by audiences as part of the
genre. A key factor here is that monsters are underpinned by differing views of reality. Monsters

Carroll (1990) confines the genre to narratives that include „supernatural‟ monsters, but
acknowledges that this excludes narratives such as Psycho and much of the work of authors
such as Poe. Auerbach (1995) also acknowledges that she does not address many narratives that
audiences see as significant.
13
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based upon science are extensions of the natural world whereas supernatural monsters violate
scientific rationality.
The supernatural or fantastic has been amongst the most consistently popular narrative subjects.
Four of the five most frequently repeated 20th Century film narratives (Cinderella, 104 versions;
Hamlet, 81; Jekyll and Hyde, 62; and Faust, 61) (Robertson, 2001: 29) draw substantially upon
the fantastic. Dracula and Frankenstein‟s Creature are amongst the most commonly recurring
characters in American and European film. Dracula has appeared in at least 167 films. Only
Sherlock Holmes has appeared in more. Frankenstein‟s Creature has appeared at least 121 times
(Robertson 2001: 51).
Horror was sufficiently popular during film‟s early years for an image of the grotesque creature
from the 1908 production of Frankenstein to feature on the cover of the first edition of The
Edison Kinetogram (1910), a magazine produced to promote Edison films in the UK (Halliwell,
1986: 100). Between 1908 and 1932, at least 15 versions of Jekyll and Hyde were released
(Senn, 1996). Werewolves on film date from as early as 1913. At least seven silent versions of
Faust were released in the UK, along with four versions of Maria Martin, two versions of The
Hound of the Baskervilles, The Picture of Dorian Gray (1916), The Monkey’s Paw (1923), The
Lodger (1926) and Sweeney Todd (1926). In the USA, Universal Pictures released several very
successful silent horror films, including The Hunchback of Notre Dame (1923), The Phantom of
the Opera (1925), The Cat and the Canary (1927) and the somewhat less successful The Man
Who Laughs (1928).14 Since language differences meant little in the silent era, German films

14

The Man Who Laughs was an expensive production, but failed commercially due to its release
coinciding with the arrival of sound and Universal‟s relatively poor distribution network
(Conrich, 2004). The film‟s failure and the studio‟s poor management practices contributed to
Universal‟s financial problems. Despite the great success of Dracula and Frankenstein,
continued poor management resulted in the studio being sold in 1936. The new management
immediately sacked around 70 relatives of the original owner, the majority of whom appeared to
be paid for doing nothing. By 1935, the profitability of horror films had declined. Frankenstein
cost $262,000 to make and earned $1M at the box office while Browning‟s Mark of the Vampire
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such as Der Student von Prag (1913), Der Golem (1915) and Das Cabinet des Dr. Caligari
(1920) were known to international audiences. Murnau‟s Nosferatu (1921)15 was not widely
distributed, but was certainly familiar to many people working within the genre.
Vampires were very popular silent film subjects. Film critic Michael J. Murphy (1979) lists 55
„vampire‟ films released before Nosferatu. However, Murphy supplies little information on the
majority of these other than release date and country of origin. With the exception of famous
productions such as Méliès‟ The Haunted Castle (1896), which featured a vampire bat, very few
remain available for viewing. Probably more vampire films have gone unrecorded, but some, or
perhaps most, may not have featured vampires as they came to be defined following Browning‟s
London After Midnight (1920), Murnau‟s Nosferatu and Browning‟s Dracula (1931).
Murphy‟s criteria are too broad for analytical purposes as his filmography includes any film that
features the word „vampire‟ or „Dracula‟ in its title, as well as films featuring fantastic creatures
such as blood-sucking plants or „imitation‟ vampires such as costumed persons at a masquerade
ball. Murphy also lists amateur productions, but these have not been included in the count above
as they were unlikely to be available for general release. Only five of the pre-1922 films cited
by Murphy are included in lists of vampire films that I have obtained from other sources. It is
possible that the majority of films on Murphy‟s list, such as Les Vampires (1915), a gangster
film with a central character nicknamed „The Vampire‟, employ the word „vampire‟ as a generic
indicator of sinister characterisation and do not include a supernatural, blood-drinking vampire.
Murphy‟s list indicates that the word „vampire‟ was in common usage and almost certainly had
a broader meaning than it later came to have (or was so evocative that it was used without

(1935), which cost more to make than Frankenstein, made a profit of only $54,000. Freund‟s
Mad Love (1935) lost money (Johnson 1997: 137).
Nosferatu was withdrawn from exhibition as Stoker‟s widow alleged that the film infringed
her copyright. The courts ordered all prints destroyed. Fortunately for posterity, some were
preserved in archives or private collections, but the film could not be publicly exhibited for half
a century.
15
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regard for audience views of authenticity). Nevertheless, by the time of Browning‟s Dracula,
audiences were thoroughly familiar with the more common characteristics of the supernatural
vampire. Browning‟s film contains very little explicit representation of the vampire‟s activities,
relying upon audience inference from visual clues. Dracula is not shown biting victims, but
merely covers them with his cloak. He is not even shown with fangs. While an explanation of
the origin of the monster is necessary for creatures such as The Mummy, and is naturally
present in Frankenstein and Jekyll and Hyde narratives, it is missing from Dracula narratives
until relatively recently and then is often employed as a means of sympathising the monster.
Horror film production during the silent era was encouraged by the success of „terror‟ theatre,
particularly productions such as The Bat, filmed in 1926 from a script based upon the stage play
(Conrich 2004: 47). Many stage plays and early horror films were supposedly based upon
relatively well-known literary sources.16 This provided a ready audience and probably gave the
films cultural weight. However, early filmmakers were seldom faithful to literary sources.
Browning‟s Dracula and Whale‟s Frankenstein were based upon stage plays derived from the
novels, but there is little similarity in plot or characterisation between Hillyer‟s Dracula’s
Daughter (1936) and Stoker‟s „Dracula‟s Guest‟, upon which the film was supposedly based,17
or between Dreyer‟s Vampyr18 and the claimed source Carmilla. The title is the only apparent
connection between Ulmer‟s „Poe-inspired‟ The Black Cat (1934) and the original. While The
Werewolf of London was a loose adaptation of Endore‟s The Werewolf of Paris, the plot and

16

The authors most commonly used by filmmakers, in order of popularity, have been
Shakespeare, Edgar Wallace, Alexander Dumas (pére), Dickens and Poe (Robertson, 2001: 40).
While more than 200 films have featured Sherlock Holmes, Robertson could not identify how
many were based upon stories by Conan Doyle.
„Dracula‟s Guest‟ was a chapter excised from Dracula and later published as a short story.
Fiefer‟s Dracula’s Guest (2008) is a relatively faithful reproduction of the text.
17

Dreyer was inspired by the success of Browning‟s Dracula. Dreyer‟s predatory old crone
emphasizes the older generation preying upon the young, but is desexualised. Where Le Fanu‟s
protagonist is female, Dreyer‟s is male and the relationships between Dreyer‟s vampire and her
victims contain none of the intimacy or sexuality of Le Fanu‟s narrative, undermining Le Fanu‟s
critique of patriarchy.
18
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characterisations of Universal‟s most famous werewolf film, Waggner‟s The Wolf Man (1941),
were almost wholly fabricated by screenwriter Curt Siodmak.19
Fabrication of monsters by filmmakers who didn‟t resort to literary sources or stage plays
became more common after World War II. Most 1980s and 1990s Hollywood films were
claimed to be based upon original material (Robertson, 2001: 46). The use of other popular
cultural sources (including comic books and computer games) also became increasingly
common.20 But late 20th Century film and television narratives continued to use horror literature
as a source. Films based upon the work of best-selling authors such as Anne Rice and Stephen
King remain popular, as do „classic‟ horror stories. In fact, the declining use of literary sources
has been accompanied by filmmakers producing narratives that are more faithful to their literary
sources, particularly for the two best known horror narratives, Dracula and Frankenstein.
Some commentators regard much popular literature as unworthy of film adaptation. Johnson
(1997: 118) claims that most „worthwhile‟ horror stories had been filmed by 1935 and that those
remaining were unsuited to film. Johnson‟s position echoes that of groups opposing horror
films, many overtly Christian, and including pre-World War II censors. The continuing
popularity of horror films, however, shows that audiences did not agree. Not all commentators
have shared Johnson‟s view either. Jancovich (1992: 55) argues that Universal Pictures made a

Including the often repeated “Even a man who is pure in heart ...” poem. Siodmak‟s
characterisation and iconography quickly became the standard for werewolf narratives.
19

20

The use of comic book characters and plotlines has a history dating back to 1930s and 1940s
movie serials. The relationship between comic books or „graphic novels‟ and film and television
has nonetheless grown stronger in recent years. Perennial characters such as Batman and
Superman have been joined by other superheroes. A range of narratives with less obvious comic
book origins has emerged. The transfer of characters and narratives from other media (including
representations of „real‟ people) to comic books is also common. The Buffy narrative has been
revived in „graphic novel‟ form. Dracula and Frankenstein appeared in 1960s „classic horror‟
comic books, at around the same time as JFK featured in „Superman‟s Mission for the
President.‟ Earlier representations include the notorious crime figures John Dillinger, Baby Face
Nelson and Pretty Boy Floyd. Daniels (1971) presents an interesting overview of reflections of
dominant ideas and cultural criticism in American comic books.
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significant contribution to the development of the genre by uniting the visual style of German
horror films with popular narrative forms.
Despite their deficiencies, some early sound horror films received both public and critical
approval and included impressive technical accomplishments. According to contemporary
accounts in the cinema trade papers, people queued around the block to see Browning‟s
Dracula, and again when it was re-released on a double bill with Whale‟s Frankenstein a few
years later. Horror films of the 1930s appear to have reached a more general audience than did
many later horror films. Dracula was released just after the peak of movie popularity in the
USA.21 Audiences were thrilled and amazed by the animation techniques employed in King
Kong, which was the top-grossing US film of 1933 (Robertson, 2001: 32). Whale‟s Bride of
Frankenstein (1935) is acknowledged by critics as one the finest films of the period, in any
genre. Mamoulian‟s Jekyll and Hyde, for which Fredric March received the „best actor‟ Oscar,
was named amongst the best films of 1932 by several critics.
Film vampires of the early sound period, along with other 1930s Hollywood monsters, have
been described as „camp‟ and not very scary for later audiences. They were, however, viewed
quite differently when first released, prompting flurries of outrage and condemnation similar to
those greeting the emergence of the 18th Century gothic novel, the sex and blood-drenched
1960s Hammer films and the „video nasties‟ of the 1980s. Audiences during the 1930s were
well prepared for horror‟s „golden age‟. They came to the cinema with a depth of knowledge of
the „gothic‟ and arguably a preparedness to suspend disbelief for the experience of being

21

Weekly cinema attendance in the USA rose steadily from the early 1920s, reaching a peak of
95 million in 1929 and 90 million in 1930, declining to 60 million in 1932/1933, before rising to
90 million between 1945 and 1948 (Robertson, 2001). Attendance again declined substantially
during the 50s and 60s and was at all-time low of less than 16 million in 1971. By 2000,
attendance had risen to around 31 million. UK attendance was mostly unrecorded before 1940,
but reached a peak of more than 31 million in 1946. The decline in the UK after the mid-1950s
was dramatic and weekly attendance had fallen to around one million by 1984, rising to 2.7
million by 2000. The post-1945 decline in attendance is clearly associated with the rise of
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horrified. While 1930s and 1940s horror films implied rather than made explicit the horrific
outcome of the monster‟s actions, generally avoiding the graphic violation of the body common
to more recent narratives, as well as employing different filmic conventions, contemporary
audiences knew enough about those monsters to fill in the gaps. Films of the 1930s and 1940s
deserve to be regarded as horror films and their monsters to be regarded as terrifying.
Vampire narratives have relatively limited plot variety, but often reference other horror
narratives. Dracula, Frankenstein‟s Creature and the werewolf in particular have a long and
close association. The association between horror and science fiction is similarly close.
Frankenstein has been called the first genuine science fiction narrative and most commentators
identify it as gothic horror. Most vampire narratives belong in the horror genre and some also
belong to science-fiction. There are also similarities between vampire narratives and narratives
in other genres. Analyses of trends in vampire narratives that ignore those associations cannot
adequately address either their creators‟ intentions or audience interpretations.
Narratives can, in fact, belong to several genres. As Stam (2000: 12) argues, the high density of
information carried by film makes the medium ideal for combining genres. Horror films
regularly include elements identified with other genres and recent narratives overtly cross genre
boundaries.22 Collation of horror and comedy was a prominent element of later Universal films
and is now relatively common. A significant difference between Shelley‟s novel and Whale‟s
Frankenstein and between Stoker‟s novel and Browning‟s Dracula is juxtaposition of the
grotesque and the comic. In these films, the comic is mainly generated by characters absent
from the novels. Although Universal‟s Abbott and Costello Meet Frankenstein is clearly a

television. Production of vampire films reached a peak during the early 1970s when cinema
attendance was low, suggesting that they still had a particular appeal.
Both Adler‟s Bordello of Blood (1996) and Rodriguez/Tarantino‟s From Dusk Till Dawn
(1996) include substantial comic elements. The former approaches soft-core pornography and
the latter begins as a „getaway‟ movie, but ends as something resembling a Western-vampire
horde film.
22
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comedy, it too is relevant to a study of the vampire. The monsters of Abbott and Costello Meet
Frankenstein, including Lugosi‟s Dracula, are characters lifted directly from Universal‟s classic
horror films and played straight. The comedy comes from the juxtaposition of the title
characters: the comedic normal meets the supernatural. The characterisations of „comic‟
vampires are generally similar to other vampires of the period in which they are created.
Buffy may be more closely related to Abbott and Costello Meet Frankenstein than to
Browning‟s Dracula. The means of generating comedy is similar in Buffy and Abbott and
Costello Meet Frankenstein. The same is true of other late 20th Century narratives such as Fright
Night (1985), The Lost Boys (1985) and John Landis‟ An American Werewolf in London (1981)
and Innocent Blood (A French Vampire in America) (1992), which are stylistically very similar,
particularly in acknowledging popular culture as a narrative base. In these films, the monsters
are genuinely scary. In farces such as such as The Munsters (1963) or Love at First Bite (1979),
the monsters are generally unthreatening. The type of representation is quite different here.
Many recent horror narratives include both substantial comic elements and the death of
protagonists: they maintain the sense of deadly menace that is a key feature of the standard
horror narrative.
Juxtaposition of the comic and the grotesque is more prominent in recent than in early horror
narratives. The emphasis upon the comic aspects of the „everyman‟ encountering a monster has
developed in the context of regular narrative acknowledgement of genre conventions as an
element of popular culture. The comic stems from the incongruity of monsters intruding upon
the modern, scientific-rational world of the protagonists. The means of generating horror and
comedy has the same source: the unexpected nature of the intrusion. The protagonist‟s
rationality is disturbed. On a larger scale, this is the process of narrative generation: normality is
disturbed and the protagonist acts to restore or reinvigorate the previous conditions of
normality. Sometimes they succeed and sometimes they do not.
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Genre Conventions and Iconography
Ferdinand de Saussure argued that signs give historical meaning to language (Stam, 2000: 105).
Genres can be regarded as languages and studied in terms of the meanings attributed to signs at
particular points in time. A collation of signs establishes a film as part of a genre or sub-genre
and enables broader meanings to be interpreted. Genre iconography employs familiar images or
motifs, including typecast actors, some of whom are „icons‟ so strongly associated with
particular characterisations that their mere presence invokes meanings. Studios sought vehicles
to exploit their star performers and regularly employed particular supporting actors, directors
and production teams. Early horror films were seldom big budget productions and their stars
tended to be closely identified with the genre. Recent horror films more frequently employ stars
associated with other genres.
Vampire narratives commonly feature much of the iconography from Stoker‟s Dracula: bats,
howling wolves, coffins, wooden stakes, crosses, Holy Water, as well as a mad or malevolent
human servant of the vampire. Signs of bad character in early films include drunkenness,
mistreatment of servants, „foreign‟ costuming and physical disfigurement (although character
faults often result from prior mistreatment). Signs of good character include physical beauty,
cleanliness, sobriety and a solid patriarchal family structure. Early horror films contain a range
of standard characters and situations, such as the working-class comic relief character and the
man-woman-monster romantic triangle. Working-class characters in these films generally have
little to do except offer dire warnings or display fright. While overtly stereotypical, the
monster‟s depiction is by comparison frequently quite complex. Variations of the beauty and the
beast or miscegenation motifs often appear where the motivation for the monster centres upon a
„love‟ interest.
Iconography is not fixed. Narrative characteristics are not unique to particular genres and their
meanings are negotiable. In a romantic comedy, a character staring at a full moon may be
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indicative of growing romantic intent; in a horror narrative, it is more likely to incite an
expectation of an impending transformation into a werewolf. How that sign is interpreted in a
narrative that includes elements from both genres can become a matter of some complexity.
Vampire narratives typically share themes with other horror sub-genres. What Hunt (2002: 92)
describes as the “motif of the old preying on the young” occurs in many vampire narratives. The
most common vampire is a Dracula clone who is significantly older than his victims. This motif
is shared with other horror sub-genres such as the Mummy, Jekyll and Hyde and slasher films.
It is not, however, as common in werewolf or Frankenstein narratives. In other words, it is a
major element of several sub-genres, but not the horror genre as a whole.
While vampire narratives draw upon elements from the whole horror genre, and recent
narratives draw upon a wide range of genres and popular culture generally, they resemble
television serials in that audiences respond to each narrative within the context of earlier
narratives. Early Universal films relied upon audiences having knowledge of vampire plays and
literature, while later narratives rely upon knowledge of earlier films. During the Universal and
Hammer periods, each film contributed to the development of an imaginary universe with its
own rationality. Classic monsters inhabited the same landscape and were readily brought
together in plotlines. More recently, variety of characterisation has led to the development of
alternate imaginary universes, some of which have little correspondence with others. The
rationality of particular sets of narratives is well developed while other narratives depart
substantially from established strands of the sub-genre. For some narratives, audiences require
little instruction in the „rules‟ being employed, while other narratives require substantial
establishment and expositional material.
Amongst recent narratives, the most well developed alternate universe is that of Whedon‟s Buffy
and Angel series. The large number of episodes has allowed for substantial enhancement of the
underpinning rationality. The rationality has been well understood. This is explicit in website
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correspondence between fans in their conception of what they have termed the “Buffyverse.”
Other recent narratives showing vampires inhabiting landscapes with differing monsters include
Underworld, The League of Extraordinary Gentlemen, 23 Van Helsing, Twilight, True Blood and
Being Human.
Acknowledgement of genre conventions, typical plots and characterisations by particular actors
remains common in recent narratives and is often employed for comic effect. This narrative
device promotes closer audience involvement by acknowledging „special‟ knowledge. Although
most audiences would recognise typical structures, possession of this „special‟ knowledge is
interpreted as indicating membership of a select group. It is a narrative device that is probably
most effective for adolescent audiences (and other subordinate groups) seeking to validate
particular cultural characteristics and „insider‟ knowledge.

Choices and Consequences
The consequences of actions are crucial to any interpretation of the horror genre. Horror
narratives routinely invite audiences to identify choices as good or bad. Rewards and sanctions
reflect character traits. A typical example of character traits determining outcomes is the first
encounter with the T-Rex in Jurassic Park. The coward dies while the courageous survive.
Although terrifying, the monsters of Jurassic Park act out their natural role. The „natural
monster‟ sub-genre, of which King Kong (1933) is the best-known early example, often depicts
the monster as heroic. Greed and hubris produce the threat. These narratives often depict
humans as interfering with nature and nature redressing the imbalance. Cowardice, greed, self-

23

League of Extraordinary Gentlemen brings together several turn-of-the-20th-Century (the
period setting) heroes and monsters, including Alan Quartermain, Tom Sawyer, Dorian Gray
and Mina Harker. The film combines period high technology with supernatural creatures and
makes heroes of monsters such as the vampire and Mr Hyde (whose physical appearance is
similar to recent representations of The Hulk) and ambiguous characters such as Captain Nemo
and the Invisible Man. It is possibly the first film to directly connect Stoker‟s Dracula with
Wilde‟s Dorian Gray. The main antagonist is eventually revealed as Professor Moriarty.
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interest, stupidity, hubris and social isolation are typically non-survival traits. By comparison, in
the western and crime genres social isolation can be a survival trait.
Until relatively recently, the horror genre mostly presented a view of the world where order is
retrieved from disorder; where individual choices, character, intention or desire mean
something. In more subversive films, such as Romero‟s Night of the Living Dead, irresistible
forces overwhelm the individual. Right or wrong choices, bravery or cowardice, intelligence or
stupidity, have little bearing on a character‟s fate. Everyone trapped in the house dies. The last
survivor, the only character with sufficient intelligence, skill and bravery to deal with the threat,
is shot dead the next morning by the redneck rescue party because he is black.
These narratives constitute contemporary morality tales, sites of ideological struggle,
particularly as regards the competition between the public and domestic spheres. Fisher‟s
Frankenstein is intended to show that pride comes before a fall. Violence generally leads to
violence. Other platitudes are not treated so sympathetically. Some conflicts are fundamental
and cannot be peacefully resolved. In early films, some characters, particularly supernatural
beings, are presented as essentially evil. Medicine, casework or social engineering provide no
„cure‟ for essential evil. Dialogue is futile. The conflict is based upon irreconcilable differences
of interest between evil and normal society. Resolution of the conflict can only be achieved
through destruction of protagonist or antagonist. A survival trait in such narratives is the ability
to recognize essential evil.
Recent narratives regularly present more complex scenarios. In Angel, evil is depicted as banal
and ubiquitous. Attempting to confront the source of evil at a law firm (Wolfram and Hart) that
is an agency for demonic forces, the champion of righteousness, a vampire with a soul, takes an
elevator ride to Hell. Down and down he goes until, reaching his destination, he is confronted
with the street from which he boarded the elevator, a street full of everyday human anger,
frustration and misery. Recent narratives present vampires with a wide emotional range and the

Page 43

capacity to recognize the ambiguity of their existence. Unlike in early films, these vampires are
often characterised as not essentially different from their victims or opponents.

The Evolution of the Vampire
Which narratives define the vampire sub-genre? Vampires have prominent roles in more than
eight hundred film and television narratives alone. There can be little argument concerning the
inclusion of early narratives such as Sheridan Le Fanu‟s Carmilla (1872), Bram Stoker‟s
Dracula (1897), Murnau‟s Nosferatu (1921), Browning‟s Dracula (1931) and the Hammer
Dracula and Carmilla film series (1958-1974). Several other early narratives could be included
and many later narratives of increasing variety.
The recent vampire resurgence has included the television series Forever Knight (1993-96),
Buffy the Vampire Slayer (1997-2003), Angel (2000-2004), Blade (2007), True Blood (20082010), Being Human (2009-2011), The Vampire Diaries (2009-2010), Moonlight (2010), The
Gates (2010) and the mini-series Salem’s Lot (1979)24 and Ultraviolet (1998). There have also
been irregular appearances in series such as X-Files, Lexx and Dr Who. A host of films have
appeared, including Bram Stoker’s Dracula (1992), Innocent Blood (1992), Tale of a Vampire
(1992), Nadja (1994), Interview with the Vampire (1994), Embrace of the Vampire (1994),
From Dusk ‘Till Dawn (1996), Bordello of Blood (1996), Vampirella (1996), Blade (1997), The
Wisdom of Crocodiles (1998), John Carpenter’s Vampires (1998), Shadow of the Vampire
(2000), Dracula 2000 (2000), The Breed (2001), The Forsaken (2001), Reign in Darkness
(2002), Underworld (2003), The League of Extraordinary Gentlemen (2003), Van Helsing
(2004), I Am Legend (2007) and Twilight (2008).
Vampire narratives employ what Jameson (1981: 90) identifies as ideological codings specific
to social modes of production: magic and mythical narrative; religion and the sacred; kinship;
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relations of personal domination; politics; commodity reification; and forms of collective or
communal association. The treatment, however, can differ considerably over time. While film
narratives have been much discussed, changes in vampire representations are often regarded by
commentators as stemming from literary sources. Both Carroll (1990) and Auerbach (1995), for
example, regard the evolution of the genre as primarily represented in literature and merely
(often weakly) reflected in film.25 Some film commentators are primarily concerned with
narrative structure, some with thematic considerations, others pay closer attention to aesthetic
qualities, while some address the fidelity of narratives to their source.
One means of addressing the vampire‟s narrative evolution is to examine how those based upon
Stoker‟s Dracula have changed over time. Several commentators have taken this approach.
Analysis of Dracula „clones‟ is also relevant since narratives featuring these characters are less
tied to their literary ancestors and freer to incorporate broader trends in the horror genre and
popular culture generally. Le Fanu‟s Carmilla, along with the trio of „brides‟ and the Lucy
vampire in Stoker‟s Dracula, was the main inspiration for female vampires in film and
television prior to the recent broadening of characterisation (since Innocent Blood). Changes in
the Carmilla characterisation are relevant to this type of analysis.
Television has been the most significant purveyor of popular culture narratives for at least two
generations, so there is no compelling reason why television series are less relevant than film or
literature to any analysis of vampires today. Most analyses of the horror genre were written
before the arrival of Buffy, but the series has since been the subject of substantial academic

Stephen King‟s novel was adapted for television by Tobe Hooper. In both, the small New
England town of Jerusalem‟s Lot is abbreviated to Salem‟s Lot.
24
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Gelder (1994), Holte (1997), Wolf (1997) and Flauhert (2003) also regard the horror genre as
having essentially literary sources. Carroll claims that “The immediate source of the horror
genre was the English Gothic novel, the German Schauer-roman, and French roman noir”
(1990: 4). This view is supportable in the context of 19th Century and early 20th Century horror,
but tends to focus study of the genre on the style rather than the substantive elements of the
narrative.
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discussion. Buffy represents the current state of several trends, but is certainly not representative
of the whole of the sub-genre in the 21st Century.
In excess of fifty narratives illustrating substantial changes in the vampire sub-genre can be
identified. The narratives selected for discussion here may not be the first to show particular
vampire characteristics, nor the best known to audiences, and some are poor films; they do,
however, demonstrate shifts in dominant conceptions of the vampire. The majority of vampire
narratives focus upon male vampires, hence the bias in those selected for analysis. Less than one
third of those focussed upon here feature female vampires in dominant roles. This does not
imply that representations of female vampires are less significant than representations of male
vampires. Male and female vampires frequently share substantial characteristics and are defined
in the context of a gender continuum consistent with broader depictions of patriarchal relations.
The narratives selected for analysis include those from 19th Century literature that are the main
sources establishing the characteristics of modern vampires. Some are film narratives from the
first half of the 20th Century. The majority belong to the second half of the 20th Century. Several
date from between 1970 and 1974, which was a period of considerable divergence in vampire
narratives. A substantial number belong to the last two decades. This reflects both the
significantly greater number of vampire narratives produced recently compared to earlier
periods and the greater variety of characterisation in recent narratives. Despite this variety,
recent narratives share sufficient similarities to justify their collation as a sub-genre. Several,
however, belong to more than one genre.

Dracula’s Ancestors
Stoker‟s Dracula (1897) is clearly the most influential sub-genre narrative, providing both the
vampire archetype and the vampire‟s archetypal nemesis Van Helsing. Stoker‟s narrative
represents the culmination of trends in 19th Century English-language literature that transform
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the vampire of folklore into an icon of early 20th Century popular culture. Wolf (1997)26
describes Dracula as a classic adventure story presenting a straightforward battle between good
and evil and the vampire as an “unrepentant monster,” “a heartless creature from hell.” In
creating his vampire, Stoker drew upon many sources, the most significant of which were John
Polidori‟s The Vampire (1819), James Malcolm Rymer‟s Varney the Vampire (1847) and Le
Fanu‟s Carmilla (1872). While there were poetic antecedents, such as Goethe‟s The Bride of
Corinth, Bürger‟s Leonore,27 Byron‟s The Giaour and Liddell‟s The Vampire Bride, the
vampire is generally acknowledged as established in English language prose through Polidori‟s
and Rymer‟s narratives. Commentators schooled in literary studies often attribute the 19th
Century popularisation of the vampire to sources such as The Giaour,28 but such sources would
have been unfamiliar to many audiences. It is more likely that folktales, stage plays, newspaper
reports and later films formed an information base.
The Vampire was published in the New Monthly Magazine, three years after the gathering at
Lake Geneva that produced Frankenstein. It was originally advertised as “a Tale by Lord
Byron,” probably as an attempt by the publisher to increase sales, but Byron emphatically
denied authorship and the story is now generally attributed to Polidori (Haining, 1995: 199).
The Vampire inspired a flood of stage plays, including comedies and musicals. Ten plays were
produced in Paris alone during the 1820s (Bunson, 1993) and there were productions in several

Wolf sees Stoker‟s vampire as identical to those of Curtis/Matheson‟s The Night Stalker
(1973) and King‟s Salem’s Lot (1975). King states that reading Dracula prompted his interest in
vampires (Haining, 1995: 325).
26

27

Holte (1997) regards German poets (Berger, Goethe) as inspired by 18th Century reports of
Eastern European vampires. Auerbach (1995) sees Coleridge‟s Christabel, recited by Byron at
the Villa Diodati, as inspiring Polidori and Le Fanu. Twitchell (1981) also sees Christabel as
inspiring Le Fanu. Coleridge‟s Christabel and Rime of the Ancient Mariner are also regarded by
some commentators as inspiring Stoker.
Audiences may have been familiar with Byron‟s The Giaour through snippets included in
written programmes of stage plays based upon Polidori‟s tale. Both Gelder (1994) and Haining
(1995) point to these inclusions, although my copy of a transcript from a London performance
of Planché‟s „The Vampire‟, while including a substantial amount of poetry in the form of an
opening Greek „chorus‟, does not include a contribution from Byron.
28
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other countries, including James Robinson Planché‟s
adaptation, The Vampire or Bride of the Isles (1820),
from which the text was subsequently novelised.
Polidori‟s vampire (Lord Ruthven) is a Scottish
aristocrat widely regarded as modelled upon Byron,
to whom Polidori was doctor, servant and travelling
companion.

Ruthven

is

a

reanimated

corpse

possessed by a demonic spirit, but otherwise human:
eating, drinking and enjoying the normal human
pleasures. Ruthven is dissimilar to the folkloric
vampire in being aristocratic, strongly sexualised
and a traveler rather than a creature tied to a
Figure 2: Varney the Vampire (1847)
Cover Illustration

particular place.

Subtitled The Feast of Blood, Rymer‟s Varney was serialised in the Penny Dreadfuls over 109
issues (Haining, 1995: 28) or 220 chapters (Melton, 1999: 590) and published as a single
volume in 1847, fifty years before Stoker‟s Dracula. Rymer pioneers several vampire
characteristics used by Stoker, but his vampire differs in some important respects. Varney is a
traveller, but is domestic and a commoner (although there is some inconsistency in Rymer‟s
story).29 He has a corpse-like appearance and pronounced fangs, but can disguise himself as a
normal man. He consumes only blood, is supernaturally strong, cunning, capable of mesmerism
and of transforming his victims into vampires. Varney does not fear daylight, but is vulnerable

Rymer‟s narrative provides differing information on Varney‟s origins. In one episode, where
Varney describes his transformation into a vampire during the Civil War period, he claims that
his name was Mortimer while in another episode he claims that he was called Slieghton during
the reign of Edward III, some three centuries earlier. Haining and Tremayne (1997: 86) state
that he was condemned to vampirism because as Sir Francis Varney he was a suicide. Carter
(1989b: 31) states that “Varney offers three irreconcilable stories of his past.”
29
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to fire and stakes. If killed by other means, he can be resurrected by the full moon. Varney‟s
transformation into a vampire is explicitly associated with Christian conceptions of sin.
Rymer‟s narrative has elements more characteristic of recent than of early narratives. Varney is
(at least in part) written in first person, telling the story from the point of view of the vampire.
The vampire protagonist with whom audiences can identify is uncommon in film or television
narratives until the 1990s. Varney anticipates the Anne Rice „innovation‟ by some 130 years.
Varney is serialised, a characteristic shared with many television narratives. While Rymer‟s
prose has been criticised as melodramatic, it is no more so than that of most contemporaries. It
is not great literature, but that does not distinguish it from most other stories. Despite Varney‟s
significance in establishing the sub-genre, Summers (1960), Varma (1989),30 Carter (1989a,
1989b), Auerbach (1995) and Holte (1997) are amongst the few commentators to give it serious
consideration. Summers (1960) regards Varney as better written, if less thematically
compelling, than Dracula. Auerbach (1995) devotes a chapter to discussing the symbolic
significance of the moon in Varney and other stories of the period. Gelder (1994), Halliwell
(1986), Silver and Ursini (1994) and Wolf (1997) make reference to Varney, while Grudin
(1987), Carroll (1990), Senn (1996) and Haining and Tremayne (1997) briefly mention the
narrative. Most analyses of film vampires and most general horror analyses go no further than
Stoker or Le Fanu in seeking literary sources. Lovecraft (1935), Hogan (1986), Tudor (1989),
Jancovich (1992) and Freeland (2000), for example, make no reference to Varney. Rather than
an assessment of literary merit, this lack of attention may reflect a view by some commentators
that Varney is insignificant because of the social status of its characters and audience.
Le Fanu‟s Carmilla is more overtly sexual than Varney and strongly associates perverse
sexuality (lesbianism) with vampirism. Carmilla, however, also emphasizes the mutual
attraction of vampire and victim, who share strong bonds of friendship. While Carmilla is

30

Varma‟s article originally appeared in the introduction to a 1970 edition of Varney.
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predatory, she is more sympathetic than 19th Century male vampires. Carmilla is located in
Eastern Europe, but the vampire is not a foreign invader. She shares the social status of her
victim and is welcomed to the household as a suitable companion. Le Fanu draws attention to
the vampire‟s transformational ability and introduces a group of vampire hunters with differing
backgrounds and skills.
Ruthven, Varney, Carmilla and Dracula attack young women of „good‟ families. Dracula, like
his literary predecessors, is highly sexualised and a traveler, but unlike his predecessors is
overtly foreign. Dracula is a far more formidable opponent than earlier vampires, but is not
without weaknesses. Stoker greatly enhances the vampire‟s supernatural status, including the
capacity to control the elements and the ability to transform, explicitly associating the vampire
with the werewolf. The characterisation of Van Helsing as a master of both science and the
occult is particularly significant, highlighting the competing rationalities in the narrative.
In early vampire narratives, a major vampire antagonist can be defeated only through group
effort. The vampire is such a powerful villain that a lone human being has little hope of success.
Neither Ruthven nor Varney are successfully challenged. Stoker develops the vampire hunters
of Carmilla into a ”Crew of Light,” representing the rationalities of traditional religion, the
occult and science. The melding of modern and pre-modern rationalities enables the destruction
of the pre-modern vampires of Carmilla and Dracula. With the exception of Van Helsing, each
of Stoker‟s group has a grievance against the vampire: they or a loved one has been a victim.
Like Le Fanu‟s group, they are highly motivated. Determination in the face of significant
obstacles and personal danger is a defining „hero‟ characteristic. While Dracula is much more
powerful than any of the vampire-hunting group, he dominates only when facing an individual.
Confronted by the group, he flees. The bravery of the group contrasts with the cowardice of the
vampire. The heroes lack duplicity while Dracula lies incessantly and employs disguises. His
outward persona masks his motives. The heroes triumph and the villain is destroyed. These
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standard opposing characteristics of hero and villain are employed as indicators of success and
failure for much of the sub-genre, but begin to become problematic with I Am Legend.
Dracula is not discussed by Grudin as a „gothic‟ work, apparently because the gothic genre
(1987: 24) supposedly ends with Brontë‟s Wuthering Heights (1847). The assessment that the
gothic only describes a relatively short period of English-language literature, though, is a
delineation of convenience with little analytical justification. As Aguirre (1998: 199) argues,
Stoker‟s settings (especially Dracula‟s castle) resemble those of Walpole‟s The Castle of
Otranto (1765) and Radcliffe‟s Mysteries of Udolpho (1794). The latter are classic gothic
narratives, with Otranto often labelled the first gothic horror novel. The gothic retained its
relevance throughout the 19th Century, growing in popularity in literature and film during the
20th Century.
Along with the obvious sources of Carmilla and Varney, Stoker‟s creation is probably
influenced by earlier gothic works, including Poe‟s tales of premature burial, as well as the
contemporary and highly popular R. L. Stevenson‟s The Strange Case of Dr Jekyll and Mr Hyde
(1886)31 and Wilde‟s The Picture of Dorian Gray (1891).32 Stoker‟s membership of the
relatively close community of Irish writers of fiction suggests that he would be thoroughly
familiar with the work of Le Fanu and C. R. Maturin. Le Fanu‟s influence upon Dracula is
clear, but Maturin‟s is arguably no less important. Maturin, author of Melmoth the Wanderer
(1820), recognised as a prominent example of gothic literature, was a relative of Wilde. Grudin
(1987: 95) describes Maturin as one of the greatest gothic authors. Haining and Tremayne
(1997:35-37) credit Maturin with “starting the school of weird Gothic writing in Ireland.” They

31

Jekyll is a morally upstanding doctor who, disgusted by his carnal urges towards a prostitute
he has rescued from assault, devises a potion to release his true self. The potion releases the
brutish, instinctual Hyde. Jekyll, warts and all, represents the civilised man.
32

Gray is a cad and libertine granted eternal youth because his aging and immorality has been
transferred to a portrait. While the portrait becomes increasingly disgusting, Gray‟s handsome
face remains impassive while he seduces, blackmails and murders. Portraits from The Picture of
Dorian Gray (1945) are displayed at New York‟s Museum of Modern Art.
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argue that a hidden portrait of Melmoth in a closet at Melmoth Mansion, that serves as a
reminder that Melmoth has lived for two centuries, inspired Dorian Gray. Melmoth is a
Faustian character, having traded his soul for a long life. His acknowledged vampiric
characteristics include overt sexuality and a desire to pass on his curse. Wilde used „Sebastian
Melmoth‟ as a pen name while living in France after his release from prison (Grudin, 1987: 43;
Haining and Tremayne, 1997:37). Stoker had a close relationship with Wilde‟s family. He was
one of the few people to see Wilde immediately upon his release and visited Wilde in France.
Melmoth influenced Stoker‟s vampire both directly and through Dorian Gray. Like Wilde‟s and
Stevenson‟s monsters, Dracula‟s monstrosity is hidden behind a mask of impeccably attired
civility. Dracula, Dorian Gray and Jekyll and Hyde are late Victorian morality plays concerning
conflict between socially upheld virtue and repression of carnality. In each, the author kills off
the title character(s). This re-establishes normalcy, but leaves audiences aware that repressed
sexuality undermines social stability.
There is much more that could be said about these early vampire narratives, but by the
beginning of the 20th Century the vampire was established in English-language prose as a highly
sexualised, travelling, aristocratic foreigner whose designs upon young women threatened the
domestic family structure. The main characteristics shared with the vampire of folklore were
that the modern vampire remained an undying, blood-sucking revenant: a supernaturally reanimated corpse who must feed on the living to survive. Vampires were depicted as demonic
and represented ultimate sexualised evil, but the narratives are not exhausted by issues of gender
and sexuality. Amongst other issues, they address morality, competing rationalities, class and
social parasitism, invasion and imperialism, individualism and narcissism, evolution, the psyche
and mortality.
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Dracula’s Evolution
In addition to Nosferatu, Herzog‟s 1979 remake (starring
Klaus Kinski) and Browning‟s Dracula,33 better known
screen adaptations of Stoker‟s novel include Fisher‟s
Dracula (Christopher Lee), Curtis/Matheson‟s Dracula
(1974, Jack Palance), Badham‟s Dracula (1979, Frank
Langella) and Coppola‟s Dracula (Gary Oldman). There are
dozens of others, from many countries, including several
made for television. Amongst the latter are Dracula (USA,

Figure 3: Murnau’s Nosferatu

1957, John Carradine), Dracula (UK, 1965, Denholm Elliot), Dracula (Canada, 1973), Count
Dracula (UK, 1977, Louis Jourdan) and Dracula (USA, 2001, Patrick Bergin).34 Non-Englishlanguage adaptations include a Spanish language version starring Carlos Villarias made
simultaneously with Browning‟s Dracula using the same sets and script, Franco‟s El Conde
Drácula (Count Dracula) (1970) and Deafula (1975), a version performed in sign language.
While I comment upon Franco‟s version, I have not generally analysed non-English-language
adaptations as they were seldom given wide release in English-speaking countries and there are
difficulties with identification due to availability, titling, setting and translation.
Murnau‟s Nosferatu is the earliest recognised film version of Stoker‟s novel and is significant in
the development of the vampire stylistically, as an element of the German Expressionist
influence upon early American cinema, and in providing a model of Dracula (Count Orlock) as
horrific, alien predator. Murnau‟s vampire is amongst the most creepy, menacing screen images:

Browning‟s Dracula was parodied by Mel Brooks in Dracula: Dead and Loving It (1995)
which, unfortunately, did not live up to the expectations raised by Brooks‟ Young Frankenstein
(1974), a brilliant parody of Son of Frankenstein (1939). Although both closely resemble the
films that inspired them in narrative structure, and to some extent characterisation, only Young
Frankenstein recreated the „gothic‟ style of the Universal classics.
33

34

Some television versions are unfortunately no longer available for viewing.
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sufficient to frighten even recent audiences. Murnau,
however, made many modifications to Stoker‟s story,
including significant changes to plot and characterisation,
not simply changes to character‟s names to avoid
copyright issues. Probably because of the film‟s limited
audience and repulsive antagonist, the Nosferatu-style
vampire vanished from film until revived in Hooper‟s
adaptation of King‟s Salem’s Lot, Herzog‟s remake of
Nosferatu and later the Buffy television series. Also lost
until the 1970s was the emphasis given by Murnau to the
Figure 4: Browning’s Dracula
(1931) Publicity Poster

role of women in defeating the monster.

The most influential version of Stoker‟s story, at least until the 1960s, is Browning‟s Dracula.
Browning had originally cast Lon Chaney, the star of his London After Midnight, in the title
role. Chaney died shortly before production began and Lugosi, who had played Dracula for
three years on Broadway in the highly successful Balderston and Deane stage play, assumed his
place in film history. Browning‟s reliance upon the stage play for his screenplay, evident in the
„stagey‟ look of much of the film,35 makes his Dracula substantially different from Stoker‟s
novel and was probably a function of Universal‟s desire both to contain expenditure and to
capitalise on the popularity of the play. Universal had held the rights to Stoker‟s novel for some
time and had intended to produce the film several years earlier. The delay in production
provided plenty of time to produce a new screenplay should they have wished. Production costs
also dictated that much of the „horror‟ action involving the vampire took place off-screen, which

35

This staginess was probably exacerbated by technical problems associated with the bulkiness
and poor quality of microphones used in the early days of sound production, problems which
took some years to overcome and which restricted actors‟ movements. However, filmed stage
plays were relatively common during the period and this aspect of the film may not have
disappointed audiences.
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to an extent reflects the structure of Stoker‟s novel where the
vampire is a pervading, but unseen presence for much of the
central section. The opening section of the film featuring
Renfield‟s journey to Transylvania and meeting with Dracula
employs the German Expressionist style, conveying an
atmospheric sense of menace that is well-regarded by film
critics, though the remainder of the film is less so. The film was
advertised as both “the strangest passion ever known” and “a
nightmare of horror.”

Figure 5: Dracula (1931) Dracula’s ‘wives’.

Stylistically, the caped, aristocratic, Lugosi-type vampire and his evening-gown-clad „brides‟
typified film depictions of vampires for much of the 20th Century. While there were other
available models, it was the elegant, handsome, Lugosi characterisation and not that of Chaney,
a toothier and hunched-over figure, or that of Max Schreck, that became the dominant screen
representation of the male vampire. Yet Lugosi actually played Dracula on film only twice and
another vampire on only a few occasions. In appearance, Lugosi‟s Dracula resembles the Latin
lover Valentino, a more subtle or ambiguous representation of evil than Stoker‟s, emphasising
the sexuality of the monster, a trait which has increasingly been a defining characteristic of the
Dracula vampire in film and television narratives. Lugosi‟s „exotic‟ Hungarian accent was one
of the immediately identifiable (and most parodied) aspects of the characterisation, marking him
as foreign and contributing to the romantic aspect of the vampire. Schreck‟s grotesque figure
was physically closer to Stoker‟s description of Dracula, but Lugosi‟s sexual appeal won over
contemporary audiences.
Lugosi‟s second screen appearance as a vampire (Count Mora in Mark of the Vampire,
Browning‟s 1935 remake of London After Midnight) reprised his Dracula character. Although
Count Mora and his „bride‟ are ultimately revealed as fake vampires, part of a ruse developed to
reveal a murderer, the larger part of the film proceeds as a standard horror narrative with the
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audience unaware of the subterfuge. The ruse
can only be effective (for both audience and
suspected murderer) if the vampire depictions
are obviously similar to those of earlier films,
and this was clearly Browning‟s intent when
employing Lugosi. Lugosi‟s third vampire
was Armand Tesla in Landers‟ Return of the
Vampire (1943) and he again played Dracula

Figure 6: Lugosi as Dracula with Van Helsing

in Abbott and Costello Meet Frankenstein (1948).36 Brunas et al (1990: 14) state that Tesla “is
Dracula in everything but name.” As Gelder (1994: 91) claims, Lugosi vampire portrayals are
all very similar. John Carradine made more screen appearances as Dracula and Christopher Lee
more still, but both the Dracula characterisation and the public persona of Lugosi were defined
by Lugosi‟s portrayal. In the public eye, Lugosi was Dracula. Others taking the role were
compared to or imitated Lugosi, not the Dracula of Stoker‟s novel.
While depictions of Dracula during the Universal period are stylistically very similar, there is
some humanising of the character toward the end of that period. Universal released several
Dracula „sequels‟, including Dracula’s Daughter (1936), Robert Siodmak‟s The Son of Dracula
(1943)37 and Kenton‟s monster ensembles House of Frankenstein (1944) and House of Dracula
(1945). Although the later films have little plot connection with Browning‟s Dracula, Dracula’s
Daughter follows upon the conclusion to Dracula. It begins in Carfax Abbey, where a bemused
police sergeant questions Van Helsing concerning the corpse of the Count, clad in evening dress
with a stake protruding from his chest, and that of the broken-necked Renfield. Dracula’s

36

Towards the end of his career, Lugosi also appeared in the low-budget Old Mother Riley
Meets the Vampire (1952), alternately titled My Son, the Vampire.
Neither Dracula’s Daughter nor Son of Dracula was commercially successful. The gap of
several years between the two includes the period of the British ban on horror films, during
which Universal Pictures ceased producing horror films following a change of management.
37
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Daughter and Dreyer‟s Vampyr are the only early films featuring female vampires in dominant
roles. The vampire of Dracula’s Daughter incorporates aspects of both Dracula and Carmilla.
She is predatory, has a human servant and is overtly bisexual, but is more sympathetic than
Browning‟s or Dreyer‟s vampires: she seeks a supernatural cure for vampirism and develops a
romantic attachment to a male character.
Son of Dracula was scripted by Curt Siodmak with Lon Chaney Jnr. in the title role. Siodmak
also scripted Waggner‟s The Wolf Man (1941), Neill‟s Frankenstein Meets the Wolf Man (1943)
and House of Frankenstein, each featuring Chaney as the werewolf. Chaney is an unconvincing
(son of) Dracula as his everyman persona, established through his werewolf portrayals and
evident in his middle-American speech patterns, is incongruent with his aristocratic dress and
supposedly Eastern European origin. He lacks charisma and appears rather too-well-fed to
deliver the level of sexual menace of Lugosi. Indeed, his victim plots to replace him with her
former lover.
By the 1940s, vampires had declined in popularity and Dracula mainly appeared as part of a
monster ensemble. The association was significant for the vampire‟s development, connecting
the vampire to other monsters narratively rather than merely stylistically: a connection
extensively exploited in later narratives. John Carradine played Dracula in House of
Frankenstein and House of Dracula. Each brings together vampire, werewolf, Frankenstein‟s
Creature and the mad scientist. Carradine is less physically threatening and less sexualised than
Lugosi. The characterisation is weaker and focuses more upon the vampire‟s mesmeric
qualities.38 In House of Frankenstein, Dracula, who is easily dominated by Karloff‟s mad
scientist, hypnotises an intended victim by having her stare at his gaudy ring, while in House of
Dracula he hypnotically compels a young woman to play the piano. The films accentuate the
association between science and supernature evident in Stoker‟s Dracula. Rationalities often
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characterised as competing, here readily
co-exist. This is particularly so in House
of Dracula where both vampire and
werewolf seek a medical cure for their
supernatural condition, which Dracula
characterises as an „addiction‟. The
addiction motif weakens and humanizes
the character. In House of Frankenstein,

Figure 7: Fisher’s Dracula (1958) Publicity Poster

the vampire is revived by withdrawing
the stake from his chest, setting a pattern in which narrative closure is at best temporary: evil
can be defeated, but not ultimately eradicated.
Universal‟s vampire period ended with Abbot and Costello Meet Frankenstein. Horrorcomedies were highly popular in the immediate post-War period. A decade later, Fisher‟s
Dracula (1958) revived the vampire on film with lurid colours, particularly the use of bloodred, and a heightening of the vampire‟s sexuality, which had dissipated considerably during the
later Universal films. Like Browning, Fisher uses several Stoker characters, but does not closely
follow Stoker‟s plot. Fisher‟s Dracula is also notable for moving the vampire from a
contemporary-domestic to an historical-foreign setting. Fisher‟s Frankenstein (1957) and
Dracula (both starring Peter Cushing and Christopher Lee) launched a very successful genre
period for the Hammer production company. These films coincided with the emergence of a
Western youth-oriented counter-culture. They reinterpret classic horror narratives by
highlighting prevailing social conflicts.
Gelder (1994) points to Lee‟s explicit acknowledgement of Lugosi in his portrayal of Dracula as
elegant aristocrat. Both characterisations emphasize the vampire‟s predatory sexuality, but

38

Carradine retains the gentlemanly demeanour, cape, dinner suit and, like Lugosi and Chaney
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Lugosi‟s sexuality is predominantly mesmeric whereas Lee‟s
is more physical. Browning frequently employs darkened
close-ups of Lugosi in which his eyes are spotlighted. Closeups of Lee show glowing red eyes and a fearsome set of
fangs. Where Lugosi transfixes victims, the imposing Lee
overpowers with irresistible force. Béla Lugosi‟s and
Christopher Lee‟s remain the best known Dracula portrayals,

Figure 8: Lee as Dracula

with the latter the most common representation of the vampire
from the late 1950s to the early 1970s.
It is problematic who Stoker‟s main protagonist is, but Van Helsing is Dracula‟s main opponent
and, with the exceptions of Murnau‟s and Herzog‟s versions of Nosferatu, remains so in filmed
versions of Stoker‟s novel. Even for narratives not closely reproducing Stoker‟s plot, Van
Helsing or a clone39 is the most prominent Dracula opponent (including male and female
Dracula clones) until the late 20th Century. Rarely is the Van Helsing clone female. When
female representations occur, it is generally through substitution of a Van Helsing descendant as
the vampire‟s main opponent. Even rarer is the appearance of a Van Helsing clone
unaccompanied by a Dracula-type vampire. Dracula (or Dracula clone) narratives without Van
Helsing or an equivalent character generally have little plot connection with Stoker‟s novel, but
rely upon audience familiarity with the established vampire characterisation. Holte (1997: 70)
argues that the vampire-defining aspect of the Van Helsing character was redundant by the

Snr., occasionally adds a top hat to the ensemble.
39

Van Helsing clones appear in Mark of the Vampire, Dracula - Prince of Darkness (1966), The
Fearless Vampire Killers (1967), To Die For (1989), Buffy the Vampire Slayer (1992) and the
Buffy television series, Blade (1997) and its sequels, and Queen of the Damned (2002). Jack
Crow in Vampires (1998) combines characteristics of Van Helsing and recent vampire slayers.
Professor Bulwer in Murnau‟s Nosferatu is a renamed Van Helsing, but lacks some significant
characteristics of the original. Dr. Valenzi in Dracula’s Curse (2003) is also a re-named Van
Helsing in a narrative broadly following Stoker‟s. Lifeforce (1985) includes a (female) Dracula
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1970s. In fact, audiences were sufficiently familiar with the Dracula vampire for the Van
Helsing character to be omitted by the 1940s. However, the threat of the Lugosi-style vampire
was exhausted by the 1960s. That vampire had become merely another opponent for heroic
popular culture icons (Billy The Kid Versus Dracula, 1965) or was parodied on children‟s
television shows such as The Munsters (1963). When vampire characterisations changed
substantially, opponents like Van Helsing were reintroduced.
Stoker‟s Van Helsing is a medical professional and scholar of the occult, and the character
generally retains those features in Dracula films until well into the Hammer series. The Hammer
Van Helsing, however, differs from earlier relatively static figures. To meet the threat of the
powerful, action-oriented Hammer Dracula, Van Helsing is re-characterised as an equally
powerful and active opponent who usually defeats the vampire without substantial assistance.
The Hammer Van Helsing‟s power is centred in his intelligence and adaptability, shown in his
capacity to create weapons from found objects.
During the Hammer period, the change to the vampire‟s main opponent reaches a peak in
Clemens‟ Captain Kronos - Vampire Hunter (1972). Kronos is a young, specialist, superhero
vampire slayer (a master swordsman whose sword is made from the metal of a crucifix), with
the Van Helsing clone relegated to the position of occult expert assistant. While lacking a
contemporary-domestic setting, the film is a clear forerunner of the vampire hunter Blade and
Buffy series. Buffy melds popular culture as knowledge with superhuman abilities through the
intervention of a Van Helsing clone who acts as mentor and assistant and is appropriately
designated as a Watcher. Blade‟s mentor similarly takes a subordinate role.
By the late 1990s, the Van Helsing clone generally takes the role of supporting the vampire‟s
main opponent. But the most prominent character becomes the vampire hunter rather than the

clone and a Van Helsing clone, together with regular Dracula narrative components of a victim
with a mental link to the vampire and an insane asylum.
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vampire, such vampires initially being wholly unsympathetic. In other narratives, Van Helsing
is replaced by an everyman vampire opponent, often assisted by a character with knowledge
drawn from popular culture. In several recent narratives, both protagonist and antagonist are
vampires and the focus is often upon interactions within vampire societies. In such narratives,
the role of the Van Helsing character in defining the vampire is redundant. David Talbot in
Queen of the Damned, for example, is a detached Van Helsing clone, merely watching and
recording the vampires‟ activities, while his female apprentice goes beyond such voyeurism to
become a vampire.
While the plots of Hammer‟s Dracula films grow increasingly distant from Stoker‟s novel,
audience familiarity with the vampire characterisation again sufficiently diminishes the threat
for Van Helsing to be replaced by everyman opponents (Sasdy‟s Taste the Blood of Dracula,
1970; Baker‟s Scars of Dracula, 1971). Early 1970s American films also employ everyman
opponents, but begin to vary the characterisation of the Dracula-type vampire. Both Lugosi and
Lee are elegant and sophisticated, but only Lugosi is a European immigrant and only Lee is an
action figure. Curtis‟ House of Dark Shadows (1970) (derived from the television series),
Kelljan‟s Count Yorga, Vampire (1970), Crain‟s Blacula (1972) and Curtis/Matheson‟s The
Night Stalker (1972) returned the Dracula-type vampire to a contemporary-domestic setting.
Each vampire is, like Lee, a powerful, action figure, but Blacula is not a European immigrant
and the vampire of The Night Stalker is neither elegant nor sophisticated. Those of Blacula and
House of Dark Shadows are amongst the earliest ambiguous vampire protagonists.
Count Yorga displays animal savagery when attacking his prey. His determined, but illequipped, everyman opponents partially succeed in removing the threat, but succumb to the
vampirized victims they intend to rescue (a theme reprised in Polanski‟s Fearless Vampire
Killers, 1974). The Night Stalker vampire lives in an ordinary urban home, but is given little
characterisation other than through his predations and remains an unsympathetic contrast to the
protagonist, a newspaper reporter who, throughout the spin-off television series, exposes to the
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public gaze the monster of the week. Blacula is a noble member of a subordinate group. A
victim of betrayal by Dracula, he is old and foreign, but is more displaced than an invader, and
ultimately confirms his sympathetic status through suicide. Barnabas Collins in House of Dark
Shadows seeks a scientific cure for vampirism and develops a substantial depth of
characterisation as a protagonist in the television soap opera, eventually protecting the
community from other supernatural threats. Dark Shadows focuses upon romantic interests.
Both Blacula and Barnabas pursue reincarnated lost loves, which during the 1970s becomes a
regularly employed marker for the sympathetic „romantic‟ vampire.40
The success of Hammer‟s Dracula series encouraged both the creation of Dracula clones in
diverging narratives and attempts to bring Stoker‟s novel to film with greater fidelity. The
opening credits claim that Franco‟s Count Dracula (El Conde Dracula) (1970) is the first
attempt to faithfully reproduce Stoker‟s story on film. The film proposal was sufficient to
persuade Christopher Lee to reprise Dracula with an expectation that the role would be more
worthwhile than the decreasingly verbal Hammer characterisation. Physically, Franco‟s Count
more closely resembles Stoker‟s vampire than do Browning‟s or Fisher‟s, including the white
hair and long white moustache that Stoker‟s Harker describes Dracula as possessing upon their
first meeting and which features on the cover-piece of early printings of Stoker‟s novel.41
Franco also retained more of Stoker‟s characters than did earlier films and directly reproduced
some of Stoker‟s dialogue.42 Franco‟s film did not receive a wide enough release for it to
become significant for British and American commentators and audiences. Commentators
appear to have also largely ignored the film because, like several European productions of the

While foreshadowing some aspects of Badham‟s and Coppola‟s narratives, Blacula belongs
to the „Blaxploitation‟ period of US film-making and attracted a relatively restricted audience.
40

41

The first printing had no cover-piece. The cover was plain yellow with the title in red
lettering.
Franco‟s Count Dracula is also notable for featuring Klaus Kinski in the role of Renfield.
Kinski‟s portrayal in Herzog‟s Nosferatu is amongst the most memorable of screen vampires.
42
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period, it gives the appearance of being cheaply made and generally fails to reproduce Stoker‟s
repressive gothic atmosphere, employing external Spanish locations and architecture.43
Despite claims that might be made for Franco‟s film, both Auerbach (1995) and Holte (1997)
regard Curtis/Matheson‟s Dracula (1974) as the first film to faithfully reproduce Stoker‟s plot
and characterisations, rather than reproducing Balderston and Deane‟s stage play. The Dracula
characterisation (Jack Palance) is similar to Fisher‟s, but includes the element of the mental link
between vampire and victim employed by Stoker. This is significant for several reasons. Firstly,
while the vampire retains a robust physical presence, Curtis/Matheson revive the mesmeric
quality of Lugosi‟s Dracula de-emphasized by Fisher. Secondly, accentuating the link between
vampire and victim undermines the distance between them: emphasizing the vampire‟s human
aspect and the victim‟s vampiric aspect. Thirdly, the mental link reinforces the connection
between Dracula and Lucy as a reincarnated lost lover. The inclusion of references to Dracula‟s
history as Vlad Tepes, also an element of Stoker‟s novel, contributes to the humanizing of the
vampire, although not to the extent of recreating him as a heroic figure.
The humanizing of the vampire somewhat undermines Auerbach‟s and Holte‟s claims for
fidelity to Stoker‟s novel, as do the omission of Renfield, the lunatic asylum and Lucy‟s rejected
suitors, the relatively weak characterisation of Van Helsing and the partial reproduction of the
climax from Fisher‟s Dracula. The departures from Stoker lessen the threat of the vampire. In
reducing the forces necessary for the vampire‟s destruction, the compelling meld of the
competing rationalities of science, traditional religion and the occult employed by Stoker is
weakened. Curtis/Matheson‟s Dracula is a more romantic and tragic character than earlier
portrayals and the vampire‟s victim more ambiguous. The depiction follows the ambiguous
characterisation of Barnabas in Curtis‟ Dark Shadows. However, while Barnabas fluctuates

Franco‟s Vampyros Lesbos (1970) similarly lacks a gothic atmosphere, but is overtly
contemporary and clearly not intended as a faithful adaptation of Le Fanu‟s Carmilla,
borrowing plot elements and characters from Dracula, including an asylum run by a Dr Seward.
43
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between horrifying antagonist

and heroic

protagonist,

Curtis/Matheson‟s Dracula remains the villain, although a
more complex character than Browning‟s or Fisher‟s vampire.
The most recognised romantic vampire film of the 1970s is
Badham‟s Dracula (1979). Badham returns to the gothic
Byronic model to create a sympathetic vampire with feelings
who wins the girl. The theme is eternal love rather than

Figure 9: Badham’s Dracula
(1979) - Langella as Romantic
Lead

victimisation and Badham‟s vampire is more overtly romantic and attractive than Browning‟s.
Badham‟s film is the culmination of an established trend rather than a revolutionary reinterpretation of the vampire.44 Balderston and Deane‟s play was revived in the late 1970s on
Broadway, in London and in Australia, where it was produced by Sir Robert Helpmann and
featured popular television heart-throb John Waters in the title role. The production recreated
the Universal style, employing monochrome sets and costuming with the occasional splash of
red. The programme for the Melbourne show opens with the familiar Lugosi “Good
Eeevening...” and includes a section on the “real” Dracula: Vlad Tepes. The Broadway
production starring Frank Langella was Badham‟s main source.
Badham‟s film lacks Browning‟s staginess and maintains a gothic atmosphere through the use
of decaying buildings and darkened woodlands similar to Hammer‟s habitual outdoor setting.
However, as occurs in most interpretations, Badham unaccountably changes Stoker‟s characters
and plot, omitting the journey to Transylvania and making Mina the daughter of Van Helsing
and Dracula‟s first victim. Van Helsing has little special knowledge of vampires. Mina‟s
vampire persona is horrible and her destruction gruesome which, together with the scenes of
carnage aboard the Demeter when Dracula arrives in Whitby, remind audiences that the vampire

And was immediately vulnerable to caricature. Released in the same year, Dragoti‟s Love at
First Bite spoofs Badham‟s romantic depiction. Dragoti‟s Dracula competes with Van Helsing
for the girl, wins her in traditional Hollywood romantic style and they live (?) happily ever after.
44
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is truly evil and threatening. Nevertheless, Lucy chooses romantic
love with the vampire over the sexual and social repression of early
industrialising modernity.
Saville‟s television production Count Dracula (1977)45 is more
faithful to Stoker‟s plot and presents a Dracula (Louis Jourdan)
closer to Browning‟s vampire than to Curtis/Matheson‟s or
Badham‟s. Jourdan is suave, sophisticated and mesmerising like

Figure 10: Herzog’s
Nosferatu (1979)

Lugosi, but offers little of the physical threat of Palance or Lee.
Saville‟s narrative does not suggest that Dracula has genuine romantic feelings for his victims
nor that he has an heroic past. The narrative reprises an earlier characterisation rather than
developing the characterisation of the vampire, his victims or his opponents.
Contemporary to Badham‟s Dracula, Herzog revived Murnau‟s vampire. Less physically
powerful, but more frightening in appearance than Lee, Kinski retains the power to mesmerise.
When attacking Jonathan, he creeps with crooked-clawed hands toward the bed where Jonathan
waits paralyzed, as though experiencing a child‟s nightmare. Herzog‟s Nosferatu closely
resembles Murnau‟s film, but sympathises Murnau‟s grotesque characterisation by portraying
the vampire as an aging, weakened relic. While malevolent, the vampire suffers from eternal
misery. He is destroyed by the self-sacrifice of a powerfully moral and community-minded
woman, Lucy, while an ineffectual Van Helsing refuses to believe the evidence before him.
Lucy, not Van Helsing, holds the ancient book of knowledge. In a scene similar to the attack
upon Jonathan, Lucy - in appearance the archetypal vampire bride - waits on her bed for the
vampire‟s attack, but holds him there until the sun rises. Lucy‟s sacrifice is in vain, however, as
her victimized husband (Jonathan) assumes the vampire‟s mantle.

Saville‟s production did not receive a cinema release, being shown on PBS in America, and
does not generally feature in critical analysis.
45
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Murnau‟s monster is further humanised in Merhige‟s Shadow of the Vampire (2000), a film
about the making of Murnau‟s film. The aged, forgetful, weak and self-interested vampire
(named Max Schreck) is, as the title suggests, only a shadow of his former compelling
malignancy. While he preys upon the film crew, Schreck is primarily a tool of the filmmaker‟s
compulsion. Merhige‟s Murnau is the real monster, sacrificing his colleagues and ultimately
easily destroying the vampire to construct an „eternal‟ work of art. The vampire is destroyed not
because he is evil, but because his destruction fits Murnau‟s artistic vision. Schreck requires no
Van Helsing-style opponent and Murnau faces little opposition.
Hooper/King‟s Salem’s Lot (1979) employs the physical form of Murnau‟s vampire to create a
Dracula clone similar in characterisation to Stoker‟s monster. With a contemporary-domestic
setting, the moral corruption of small-town America is reflected by physical horror. Resistance
to the vampires comes from a former resident rejected as a literary intellectual and an adolescent
whose knowledge of vampires comes not from academic occult studies, but from contemporary
popular culture.
While the vampire characterisations in Curtis/Matheson‟s Dracula, The Night Stalker and
House of Dark Shadows, Badham‟s Dracula, Herzog‟s Nosferatu, Salem’s Lot and Love at First
Bite are very different, between them they contain the seeds that come to fruition in the 1990s
heroic vampire. Those heroic vampires, however, are not Draculas.
The

romantic

vampire

is

reprised

in

Coppola‟s Bram Stoker’s Dracula (1992).
While Auerbach sees the film as a remake of
Curtis/Matheson‟s Dracula, the films differ
sufficiently for

each

to

be

considered

significant to the evolution of both the
character and the narrative. Even if Coppola‟s

Figure 11: Nosferatu (1979) - Lucy waits for
the vampire.
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Dracula is derivative, its impact as blockbuster cinema (with lush production values and casting
of box-office stars rather than icons in decline) confirmed the vampire‟s return to a mainstream
audience.46 Coppola‟s was the most successful vampire film to that time. Gelder (1994) sees the
film as heralding the arrival of (or kick-starting) the current highly popular vampire era, which
is already of greater longevity than the classic Universal or Hammer periods. Production of
vampire films (and television series) increased considerably after the success of Coppola‟s film,
but Coppola‟s success was built upon that of 1980s vampire films aimed mainly at a younger
audience, particularly Schumacher‟s Lost Boys (1987).47
Coppola‟s Dracula includes the increasingly common theme of victim as reincarnated lost love
and an extended sequence concerning the vampire‟s origin. This establishes Dracula as an
ambiguous protagonist: Prince Vlad is an heroic and tragic figure, but the vampire he becomes
is a monster worthy of little sympathy. Coppola enhances the vampire‟s deadly strength and
transformational capacity. The film relies heavily upon special effects to create overwhelming
transformations in the vampire‟s appearance, from malevolent old man to carnal werewolf to
elegant romantic lover to terrifying giant bat-like creature. A more powerful vampire requires
more powerful opponents. Coppola restores Stoker‟s Crew of Light, particularly emphasising
the potency of Van Helsing‟s knowledge, the employment of technology and the physical power
of the vampire hunters, but de-emphasising the role of Mina. Coppola emphasizes Stoker‟s
iconography and his attention to details of plot and portrayal of almost every character surpasses
all previous efforts at reproducing Stoker‟s story. The destruction of the Lucy vampire is a

Jordan/Rice‟s Interview with the Vampire (1994) similarly featured non-genre stars,
sympathetic romantic vampire protagonists and reached a mainstream audience.
46

Commentary on 1980s vampire film tends to focus upon Scott/Strieber‟s The Hunger (1983)
and Bigelow‟s Near Dark (1987), but the most successful films of the period by far were Lost
Boys and Holland‟s Fright Night (1985). On initial release, Lost Boys earned $32M at the US
box-office, more than any vampire film until Coppola‟s Dracula ($82M), which easily outearned any horror film since The Exorcist (1973). Fright Night earned almost $25M. The
Hunger earned $4.8M and Near Dark $3.4M. Even the puerile Once Bitten (1985) earned
$9.7M. Box-office data from All Movie Guide website and Robertson (2001) Film Facts.
47
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particularly compelling element of both Stoker‟s and Coppola‟s narratives, lost in most other
films, and when reproduced in Badham‟s version (replacing Lucy with Mina) carries much less
significance. The transformation of vampire to protagonist is a major departure from Stoker, but
Coppola‟s vampire is closer to Stoker‟s creation than Curtis/Matheson‟s or Badham‟s.
Films do not, of course, lack worth if they fail to bring the whole of Stoker‟s story to the screen.
Stoker‟s worldview may be no more valuable than any other and may not represent the
dominant views of his period, although his novel‟s popularity suggests that it might. The
popularity of Coppola‟s film suggests that dominant views have changed in some ways, but not
others. Films are products of time and place and, as has been stated, group efforts rather than
that of a single author. It is unlikely that any film or television narrative could simply replicate a
work of literature, and even if it did, the narrative would be interpreted differently by different
audiences. Fidelity to an original is, in any case, not necessarily significant for audiences. There
is an element of elitism associated with the possession of exclusive knowledge in connecting
filmic depiction to a literary source.
While the Byronic physical appearance has become relatively fixed, recent Draculas are more
varied than those of the Universal and Hammer periods: an unromantic, malevolent Dracula
characterisation has been revived. In Carpenter‟s Vampires (1998), the Dracula clone (Valek) is
in appearance the romantic Byronic figure (including a mental link to a partially vampirised
female victim). The protagonist is an action-oriented Van Helsing clone, but he and his team are
no upright Crew of Light. Jack Crow is unlike the scholarly, kindly and physically unimpressive
Van Helsing of Browning‟s Dracula, the more action-oriented but unambiguously moral Van
Helsing of Hammer‟s Dracula series, Badham‟s aging, inept, but well-meaning Van Helsing, or
Coppola‟s intense and mystical Van Helsing. The leader of a morally ambiguous, ultra-violent
hit squad, the cynical, misogynistic Crow draws little audience sympathy and his knowledge of
the occult serves only to support his vendetta. Nor is audience sympathy drawn towards the
Dracula clone. Crow makes a point of debunking romantic illusions about the superficially
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youthful and attractive vampire. The vampire‟s victim is a
prostitute, and her progress towards full vampire status is
inexorable. Crow‟s everyman assistant, Montoya, falls in love
with her. These are the sympathetic characters.
The Draculas of Lussier‟s Dracula 2000 (2000) and Sommers‟
Van Helsing (2004) are similarly superficial romantic Byronic
figures. Lussier‟s remorseless Dracula cuts a bloody swathe

Figure 12: Van Helsing (2004)
- Dracula

through New Orleans in considered contrast to the uncertain
existentialism of Anne Rice‟s feminised protagonists. Sommers‟ Dracula has no romantic intent.
His „wives‟ are merely vessels for his monstrous ambition. He shows murderous ferocity and
mendacity, exercising command over other monsters: werewolves, Frankenstein‟s Creature,
troll-like minions and a horde of vampire „children‟.48 In Goyer‟s Blade Trinity (2005), a deromanticised Dracula is revived by vampires seeking a means of walking in daylight. The
character is far removed from traditional depictions. This Dracula is horrific in his natural form,
but assumes a physically powerful contemporary human form for most of the film. He is
ancient, god-like and disdainful of his degenerate offspring, but observes a warrior code,
displaying respect for Blade the vampire slayer.
In Van Helsing, the title character returns to the action-oriented Hammer characterisation, but
with a „Crew of Light‟ (a learned monk, an atypically erudite and morally upright
Frankenstein‟s Creature and a skilled and determined woman with a personal mission against
Dracula) providing assistance. Both Lussier and Sommers emphasize Van Helsing as a mirrorimage of Dracula, although in Sommers‟ film only the Vatican-sponsored superhero, Van
Helsing, is ambiguously characterised. Sommers‟ film suggests that Van Helsing is immortal

Van Helsing pays homage to Universal‟s monster ensembles in an early sequence featuring
Frankenstein, Frankenstein‟s Creature, Dracula, the laboratory and the Creature‟s supposed
48
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with a significant need for redemption; inherently supernatural rather than simply a scholar of
the supernatural. Already uncertain of his moral status, while in pursuit of Dracula‟s
destruction, Van Helsing is transformed into a werewolf, literally becoming a monster, and is
responsible for the death of the romantic interest. As is clear from the title, Sommers‟ film is
more concerned with the vampire hunter than the vampire. It is part of the trend followed by
Captain Kronos, Blade and Buffy.
Not all vampires are versions of Dracula. Gelder (1994: 57) refers to the Dracula
characterisation as the „King Vampire‟ and is critical of Zizek‟s49 “post-Freudian” analysis of
the sub-genre for avoiding the question of sexual difference. Several female vampires can,
nonetheless, be considered Dracula clones, especially where they are the sole vampire in the
narrative or the dominant figure. Stoker models his Crew of Light upon the vampire hunters in
Le Fanu‟s Carmilla, but this does not make Carmilla simply a prototype of Dracula. By the
same token, neither should Carmilla and Dracula be delineated solely on the basis of gender.
Lillith in Bordello of Blood and Miriam in The Hunger are sufficiently like Dracula to be
considered clones while Marie and Mina, the protagonists of Innocent Blood and The League of
Extraordinary Gentlemen, are not. Lothos in the film version of Buffy is a Dracula clone, as is
The Master, a regular antagonist in early episodes of the Buffy series, but other prominent
vampires in the series including Angel, Darla, Spike and Drusilla, are not. The latter are
significantly more varied and ambiguous characters than the Draculas of Stoker, Browning,
Fisher, Badham or Coppola. Similarly, the „King‟ vampire in Forever Knight is a more
ambiguous, sympathetic figure than earlier Dracula clones as he is patriarch, mentor and friend
to the protagonist, a heroic vampire detective seeking redemption. The vampire mentor becomes

demise in a burning windmill. The sequence is presented in „Universal gothic‟ monochrome
with the film subsequently shifting to colour.
49

Gelder (1994) refers to two texts by Slavoj Zizek: The Sublime Object of Ideology, London,
Verso, 1989; and For They Know Not What They Do: Enjoyment as a Political Factor, London,
Verso, 1991. The latter includes discussion of vampire fiction.
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more sympathetic as the depth of his relationship with the protagonist is revealed. Because
recent narratives tend to present more ambiguous Dracula or „King‟ vampire figures, their
opponents also become more ambiguous characters. This further underscores the fact that as the
dominant vampire characterisation changes over the course of the 20th Century, so does the
characterisation of the vampire‟s opponents.

Audiences
Is there something particular about horror that appeals to an audience? Does horror have a
specific audience? Some audiences will watch most horror films, but some will only watch
certain sub-genres. Some will watch nothing made before 1990, or nothing made after 1945;
some only television; some only „arthouse‟ films; others anything by a particular director or
star. What frightens audiences changes over time. Monsters provoke and express differing fears.
Natural monsters such as dinosaurs are dangerous, but not inherently evil, not possessed of the
unremitting malevolence of the overtly alien werewolves of The Howling (1981). The fear of
dismemberment or even death is not the same as the fear of loss of self implied by
transformation into a revenant (vampire, werewolf, zombie), and different again to the fear
provoked by ghosts. Attempts to identify factors in the genre as a whole that affect all audiences
one way or another may actually be futile. Broad ideal-types adequately describe neither the
variance nor the appeal of the genre.
There is a great deal of information relating to audience/narrative interaction for recent
narratives such as Buffy, which is discussed in detail on dedicated websites.50 Buffy also attracts
substantial academic discussion, some directly addressing audience reception.51 By contrast,

Adams (1999) claims that by the end of Buffy‟s second season there were more than 1,800
websites dedicated to the series. Hudson (2004) found more than 2,000 web discussion groups.
By comparison, Hudson found 860 „general‟ vampire discussion groups and 28 discussion
groups concerned with the next most popular vampire narrative: Interview with the Vampire.
50

51

For example, Hill and Calcutt (2002). Hill also writes on audience response to film violence.
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there is only sporadic information for early films. Some judgements concerning the popularity
of films can be made from cinema attendance and studio profitability data. Additionally, there
are sources for the thoughts (generally retrospective) of filmmakers, discussions of censorship
boards, letters to newspapers, studio publicity material and the like from which meanings can be
constructed. But these are inevitably partisan, representing perhaps only a fraction of the
audience and providing sharply differing interpretations of films.
While genres or sub-genres may have specific dedicated audiences, the recent popularity of
fantastic narratives suggests that many reach a very broad audience. These narratives must be
understood in a broader context than that applicable to addressing specific elements of horror.
That said, certain genre elements assist audience understanding of narratives as morality tales by
means of which worldviews are confirmed or questioned. One of these is outrageous excess,
most recognisable in horror narratives in the form of violence, a key element provoking fear.
Evil is punished or heroism rewarded beyond the boundaries of naturalistic narratives. This can
be very satisfying for audiences. Audiences may also be encouraged to regard such punishments
or rewards as appropriate for „real‟ villains or heroes. Hence the concern of some commentators
and censors.
Conceptions of excess change over time. The producers of The Black Cat (1934) anticipated
problems with the depiction of human mutilation. The scripted finale showed the villain flayed
alive (Johnson 1997: 99), but the exhibited film showed the event in silhouette. Censorship
during the early years of film produced sanitised monsters and scenarios, reducing the
complexity of monsters transferred from literature. Much of the moral ambiguity, the pathos
encouraging audience empathy, was lost (Wells, 2002: 178). In these films, good and evil are
easily identified and good inevitably triumphs. Censors attempted to have films create an
„enlightening‟ experience rather than pandering to base emotions. Prominent horror filmmaker
Clive Barker argues that such films did not, in fact, reflect audience worldviews; that
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comparatively few Dracula audiences during the Universal period, for example, believed in the
power of the crucifix (Wells, 2002: 175).
The outrageous violence of recent horror narratives far exceeds that presented to 1930s
audiences. In 2002, in the penultimate Season of Buffy, the villainous Warren was graphically
flayed alive on prime-time television. Hannibal (2001) parodies graphic violence by depicting
the removal of part of a victim‟s skull with the villain cooking and feeding to the victim his own
brains. Outrageous excess may amuse if recognised as parody, but audience responses differ.
The behaviour of some monsters is worryingly realistic. Norman Bates is outrageously
excessive, but perhaps not too far from „real‟ psychopathic cases. Other monsters sometimes
behave like people we know.
In Buffy, the just-turned-seventeen protagonist gives herself to her true love. Angel
consequently loses his soul and returns to his original vampire persona (Angelus) – a creature of
evil excess. The narrative is concerned with adolescent emotional development, so the change is
illustrated through Angel/Angelus‟s relationship with Buffy. Angelus rejects Buffy in the timehonoured manner of the experienced cad dealing with the recently deflowered. His short speech
is instantly familiar, as is the innocent‟s reaction. Audiences who identify deeply with the Buffy
character may recall similar scenes from „real‟ life and react with dismay. Other audiences
identify the excess as parody. Rejection of Buffy does not establish Angelus as a fully-fledged
monster, but his later behaviour is so outrageous that it is unfamiliar to most audiences. In the
narrative context, outrageous punishment is appropriate. (It is a considerable narrative
achievement that the series later moves the outrageous villain towards redemption.)
Outrageous excess may protect an audience by confirming a narrative as fantasy (Neale, 1990:
167), whereas audiences of other genres who experience excessive events may suffer genuine
trauma. Defining a narrative as fantasy may have no impact, however, upon messages to do
with morality. Genre may be irrelevant for an audience‟s interpretation of characteristics
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defined as constituting a „good‟ human being, such as love, honour, trust, bravery, sacrifice,
knowledge or competence.
What audiences take from a narrative may depend as much upon the members themselves as
upon the narrative creator‟s intent. Presented with recognisable characters or relevant issues,
audiences may interpret the material in ways confirming or undermining their worldviews. An
investigation of post-screening discussions of film (Custen cited in Pack, 2000) indicates that
characters and events are discussed in terms of their congruence not with the world created on
the screen, but with the „real‟ world of the audience. Fictional status is largely irrelevant. This is
intrinsic to the appeal of narrative and is intuitively understood by narrative creators, audiences
and commentators.
Television soap operas are so popular that their elements now pervade many other narrative
forms. Soaps can be written well or poorly, deal with simple or complex ideas, contain poor or
great performances, be enlightening or reinforce damaging stereotypes. They can be set
anywhere and anywhen. The success of many television series, including horror narratives such
as Dark Shadows, Forever Knight, Twin Peaks, Buffy, Wolf Lake, True Blood and Being
Human, is built upon continuing storylines. A common element of television soaps and an
important factor in audience retention is that while each episode presents particular problems for
the protagonists, key problems, particularly those involving character relationships, lack quick
resolutions. The depiction of relationships entailing a mixture of simple and complex problems
reflects the reality of audiences‟ everyday experience. Television soaps are successful in part
because their characters are sufficiently „real‟ for audiences to care about what happens to them.
Audience identification with fictional characters is not so different from audience identification
with celebrities. Movie stars are often conflated by audiences with the characters they portray,
especially when they consistently portray a particular character type. The actor may be
perceived as the real person, although that persona is a collation of acting, marketing and
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unmanaged exposure. Identification is both direct and indirect: audience members see
themselves in the public persona; and/or see that persona as an element of society in which the
observer has a defined role. Indirect identification can assist in confirming a worldview.
Individuals may regard their interaction with a public persona to be as real as their interaction
with significant others. There can be little doubt that much of the public outpouring of grief
upon the death of Princess Diana was genuine, even though for the vast majority, the only
interaction with the celebrity was interaction with a public persona. Similar outpourings of
emotion on a grand scale accompanied the deaths of Valentino, John Lennon and Elvis Presley.
The success of fantastic films and television series such as Buffy is not simply based upon
escapism. Audiences are invited to identify with the narrative characters; to share their
concerns, tragedies, disappointments, joys and triumphs. The success of the narrative depends to
some extent upon the degree to which audiences can recognise themselves in the characters
(usually recognising a part of themselves in several characters, both „good‟ and „evil‟), and upon
how well the narrative coherently reflects audience members‟ sense of the world: their reality.
Audiences tend to identify with the character through whose eyes the story is told. Although the
character‟s flaws may be obvious, audiences are aware of that character‟s sensibility and are
able to empathise and sympathise with that character‟s point of view, even if there is little
difference between the actions taken by that character and their narrative opponents. The causes
of the character‟s later actions are made apparent during the establishing stage of the narrative.
Audiences identify elements of life experience shared with the character. Audience members are
thus able to see the character as an extension of themselves. What would they do were they in
the character‟s shoes, were they free to pursue a course of action without the encumbrances of
everyday life, family commitments and the dull compulsion of economics?
A characterisation invoking distaste or disgust does not automatically mean that audiences will
have sympathy for or empathy with other characters. Then again, some audiences may be
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predisposed to reject identification with particular character types. An American southern white
1960s audience, in the middle of civil rights debates and battles that directly threatened its way
of life, was less likely than a northern mixed race audience to have sympathy for Romero‟s hero
in Night of the Living Dead. Similarly, many audiences are unlikely to find empathy with
overtly transgressive characterisations such as those in Warhol‟s versions of Dracula52 and
Frankenstein and be unable to identify with many of the characters in those films. This does not
mean that they will not get messages from the films, but those messages may not be what the
narrative creators intended.
The early physical form of the Dracula vampire was so easily identifiable that it could be used
in commercials, comic roles or even as a child‟s learning tool in Sesame Street.53 To the extent
that the vampire retained persistent qualities, the meaning for the audience was fixed. As an
iconic image, the referents for each depiction were the other depictions. Even so, the vampire
takes several forms. As Gelder (1994: 86) puts it:
“Each new vampire film engages in a process of familiarisation and
defamiliarisation, both interpellating viewers who already „know‟ about vampires
from the movies (and elsewhere), and providing enough points of difference (in the
narrative, in the „look‟ of the vampire, and so on) for newness to maintain itself.”
Almost everything the average audience member knows about vampires has been learnt from
film and television. The Dracula character can be instantly recognised by people who have
never read Stoker‟s book. Yet audiences are involved in a negotiation of meaning rather than
simply being subjected to a particular reading of a narrative. Nor is the intent of the narrative
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Warhol/Morissey‟s Blood for Dracula (1973).

Universal‟s classic monsters made irregular appearances in children‟s animations from as
early as Mickey’s Gala Premier (1933). By the 1970s, vampires and other monsters were
regular characters in animated television series such as Groovy Goolies, Sabrina the Teenaged
Witch, Mad, Mad, Mad Monsters, Mini-Munsters and Scooby-Doo. Buffy‟s demon-hunting
group call themselves the Scooby Gang.
53
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creators necessarily fully formed or fully manifested. Creators of new vampires are also
members of audiences for existing depictions. The newness of the next depiction depends upon
a capacity for reconstruction that draws upon iconic representations and creative action. If the
creators of vampires do this one way, then audience members do so also in theirs.
Hutchings (1993), in his history of post-war British horror films, claims that the function of
popular culture is to reinforce accepted political and social ideology and that “Horror tends to be
identified as a means by which an audience comes to terms with certain unpleasant aspects of
reality” (1993: 17). In Signs Taken for Wonders (1988), Moretti attempts to show how literary
forms encourage audience consent to dominant ideologies. As Biskind (1983) argues, film
narratives may encourage the same consent. However, audiences do not simply consent to the
depiction in a narrative of particular ideologies.
Several film theorists, including Metz (1982), describe film images as interpreted through
specific structures of knowledge and belief. That narrative as art reflects ideological constructs
rather than an objective reality, and does so imperfectly, was recognised by Bakhtin and
Medvedev (Stam 2000: 50). For Metz, film is characterised by both the density of information it
contains and the audience‟s perception of its unreality. Neale (1990: 164-167) comments upon
Metz‟s view in his discussion of Carpenter‟s The Thing, describing how characters in the film
display a suspension of disbelief comparable to that experienced by the audience. As already
mentioned, Metz regards film audiences as approaching a dream state (Stam 2000: 57). In one
respect, that of understanding the fantastic as fiction, this is an accurate view. However, in
another sense, that of understanding underlying narrative worldviews, including constructions
of morality, the nature of the medium is largely irrelevant. The same message can be understood
by an audience regardless of the medium through which it is delivered, whether it be film,
television, literature or conversation; regardless of whether the message is contained in narrative
or some other form; regardless of claims made for the veracity of the information; and
regardless of whether audiences interpret the information as fact or fiction. Audiences
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participate in the creation and recreation of versions of reality through interaction with the
narrative. Narratives reflect the truth of the world as it is already, at least partially, understood
by audiences.

Adolescent Audiences
It is commonly observed that the appeal of horror to adolescent audiences lies in the genre‟s
thematic core. The three essential elements for a narrative designed to appeal to adolescents are
rejection of authority, destruction of property and sex. All are frequent elements of horror,
including the vampire sub-genre. Gelder (1994: 93) states that in gothic horror narratives
“disequilibrium is inaugurated by violence to the social order, and (an often legally sanctioned)
violence is usually the means by which a renewed equilibrium is restored.” Holte (1997: 94)
claims that violence, rebellion and sexuality are “the most consistent and significant elements in
vampire lore.” These elements are also identifiable in other genres with high adolescent appeal.
However, it is neither safe to assume that adolescents typically seek those elements nor that
their appeal is confined to adolescent audiences. Nor is it safe to assume that all adolescent
audiences are alike. Hudson (2004) argues that US studies of adolescents have tended to focus
upon delinquency, reflecting assumptions common during the 1950s and 1960s of adolescent
comparability to groups such as migrants, criminals and the working class.
Dresser‟s (1989) survey of adolescents/young adults found that the most significant reasons for
liking vampires were the vampire‟s sexuality, immortality and power. Horror and the thrill of
fear ranked much lower as reasons for becoming part of an audience for vampire narratives;
they also ranked below marginality, the vampire‟s existence as outsider; but above taboobreaking. Hudson‟s (2004) study of on-line vampire sub-cultures also identifies the importance
of empowerment through resistance (to an exclusionary and consumerist America) as central to
the appeal of the vampire for young adults. Dresser‟s survey lends support to the view that the
vampire‟s bite is interpreted by audiences as a sexual act. While the depiction of vampires
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engaged in „normal‟ heterosexual activity is more prominent in recent narratives, it was
relatively rare in earlier narratives, even for overtly „romantic‟ vampires (outside essentially
pornographic films). It was less rare when the focus was upon lesbian vampires.54
Violence was not identified by Dresser as particularly significant and its significance for the
horror genre as a whole may be overstated because of the popularity of „slasher‟ films. Vampire
films generally contain violent scenes, but the depiction of violence varies considerably from
film to film and the violence is often more stylised than the graphic destruction of bodies that
occurs in other horror sub-genres. While adolescent audiences generally may delight in onscreen destruction of public property as a sign of rebellion, the liking for violence against
people may be associated with particular audiences. All things considered, the persistent
popularity of vampire narratives could be said to derive as much from concerns with sexuality,
mortality and morality than a desire to be frightened.
Commentators upon the significance of horror for adolescent audiences frequently focus upon
personalised psychological rather than social theory. Twitchell (1990: 99) claims that horror is
“formulaic rituals coded with precise social information needed by the adolescent audience ....
[to] prepare the teenager for the anxieties of reproduction.” This view reflects Twitchell‟s
„Freudian‟ preoccupation with sex, but sex is not only about reproduction and there are other
aspects to maturity. Stephen King (1982: 1-15) sees horror as representing fear of
transformation into a world of nightmare and the loss of rational control. This may simply
reflect adolescent recognition of the world as a complex place largely beyond one‟s control. By
the same token, it could be argued that the appeal of such theory is that it itself provides
relatively simple solutions to complex problems, making the world ostensibly subject to
individual control.

54

Those films were predominantly male constructions and the sex scenes they contained tended
toward male titillation rather than accurate representations of lesbian sexuality.
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Recognising that many horror films are aimed at young audiences does not imply that the genre
is significant only for adolescents. Nor does it imply that every horror narrative can be reduced
to a representation of the transition to maturity. Horror is not wholly directed at young
audiences. Pre-World War II films were certainly not aimed at teenagers. Such an audience did
not exist until the 1950s, when companies such as AIP began creating films for the new market
(Jancovich, 1996: 198-199). Even during the 1950s, teenagers formed only part of the genre
audience and were primarily the target for low-budget productions. Teenage Werewolf was
released in the USA at around the same time as Fisher‟s Frankenstein, which was when
Universal‟s 1930s classics first appeared on television (Jancovich, 1996: 199). Teenagers have
substantial roles in neither Fisher‟s Frankenstein nor the Universal classics, nor many other
1950s and 1960s horror films. Even if these films were marketed to the new audience, they were
not specifically created as formulaic adolescent rite of passage narratives.
Narratives aimed at teenage audiences may not, in any case, encourage adjustment to the
existing social order. Jancovich (1996: 212) describes Teenage Werewolf as “a subversive
critique of parental authority” and argues that the film presents the teenage outsider as rejecting
„normal‟ family life while the common depiction of the period was of a teenage protagonist
denied access to a desired „normal‟ life (as in Rebel Without a Cause). Teenage Werewolf is not
the only film of the period depicting teenagers rejecting „normal‟ society, but it is not typical of
1950s horror. The genre tended towards social conservatism, as in the socially-integrated-butmisunderstood teenagers of The Blob. This was the period of the House Un-American Activities
Commission and several Hollywood filmmakers had already been blacklisted. Social criticism
in films attracted career-threatening political attention. The ambiguity of films such as Teenage
Werewolf and Body Snatchers may be revealing of the limits of critique for the period.
Teenage Werewolf is significant because it introduces teenage angst to the monstrosity formula,
thus influencing subsequent developments – the emergence of teenage vampires and teenage
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vampire slayers.55 Moreover, the werewolf now becomes a creation of science, produced not
through the usual process of a werewolf bite, but through experimental psychology (the socially
incompetent protagonist regresses to a primitive state) (Jancovich 1996: 207-211). In this
respect, Teenage Werewolf is similar to Ken Russell‟s version of Jekyll and Hyde (Altered
States). Stephen King sees Jekyll and Hyde as a werewolf narrative (Gelder, 1994: 127). In
most versions, however, Hyde and the werewolf are distinguished by their origins: Hyde is a
product of science and the werewolf a product of magic. This delineation does not hold in the
case of Teenage Werewolf, which shares with Landres‟ The Vampire (1957) the common 1950s
theme of dangerous science transforming an innocent into a monster.56 The creation through
science of a monster whose origins have traditionally been magical or religious is also a key
element of Matheson‟s I Am Legend.
The mid-20th Century teenage audience may now have been replaced by two discrete audiences:
young teens/pre-teens; and older teens/young adults. Older teens are now regarded by marketers
of „cultural‟ or „lifestyle‟ products as part of a young adult demographic. Before Buffy‟s
network debut, Warner Brothers executives described it as “really scary, it‟s really sexy, and it‟s
really funny,” and felt that the show “would appeal to their target demographic, the 18-34 age
group” (Tracy 2003: 14). Buffy rapidly became the network‟s highest rating show, attracting a
wide range of commentary, critical acclaim and a broader than expected audience (Tracy 2003:
17). In fact, the show was so popular that a bidding war for broadcast rights after the fifth
season saw Buffy move to a rival network.
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Teenage Werewolf was not the first genre film to recognise the existence of teenagers.
Corman had already produced several films for a teenage market (Jancovich, 1996: 198) and
other genres include well-known „anti-social‟ narratives such as The Wild One. Nevertheless,
Joss Whedon acknowledges the significance of Teenage Werewolf for combining teenage angst
and horror (Tracy 2003: 11) and teenage vampires appear earlier in Near Dark and Lost Boys,
which focus upon relationships between adolescent males and their families.
56

AIP reprised the theme in I was a Teenage Frankenstein and the vampire film How to Make a
Monster. The theme recurs in later vampire films such as Dolen‟s Reign in Darkness (2002).
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Part of the appeal of Buffy has certainly been the focus upon the transition from adolescence to
maturity. The series regularly dealt with problems identifiable by young audiences as their own:
development of sexuality; first romances; long-term commitment; trouble with authority; seeing
the consequences of and taking responsibility for actions; choosing a career; etc. Buffy and
Angel are populated with outsiders; a common identifier for the young-adult audience. The
series also deals sensitively with issues less regularly encountered in mainstream media aimed
at young adults, such as divergent sexuality and death. As the Buffy characters aged, their
problems changed to those typically encountered by people in their twenties and thirties. The
concerns of the originally adult characters became more prominent, although teenage angst
remained a substantial element through the addition of younger cast members. Angel included
comparatively few teenaged characters and from its inception focussed upon issues of concern
to an older audience. The ongoing Buffy series included social commentary on issues as wideranging as capitalist industrial relations, colonial expansion, race, gender and religion; almost
everything that appears in a standard “Introduction to Sociology” course.57 The general
perspective of the narrative might be described as relativism tempered with an underlying
adherence to liberal values.

Genres and Social Change
Jameson (1981) argues that narratives both reflect and remake social conditions, shaping social
values. Fiske argues that popular narratives reflect the most significant ideological concerns of
contemporary audiences and that audiences recognise and create subversive meanings (Stam
2000: 229-234). Genres commonly address particular discourses and treat discourses unequally.

Including the „social construction of reality‟, explicitly discussed in an episode of Buffy („Life
Serial‟) where two of the now college-age protagonists attend a Sociology tutorial. Although
Roth (2004: 259-260) claims that between the 1920s and the 1950s, the underlying philosophy
of filmmakers shifted from subjective to objective reality, many recent narratives emphasize the
subjective nature of reality. Roth points to differences between the film techniques employed to
57

Page 82

Narratives reinforce or undermine how particular discourses are routinely formulated.
Narratives mirror and comment upon concrete social conditions and contradictions, but do so
imperfectly. Some aspects are emphasized and others repressed. Some aspects of audience
experience are made important while others, often by omission, are made unimportant. Genres
help to define the world by naturalising ideologies embedded in their narratives. Because of
this, analysts have recognised that there may be just as much to be learned from examining runof-the-mill genre films, in looking at what they take for granted, as in examining pivotal films
that establish new directions for the genre.
Projected or implied utopias or dystopias have become popular scenarios. Jameson (1981) sees
utopian visions as enabling audiences to adopt critical perspectives on their conditions of
existence. By identifying with particular characters, and placing themselves in opposition to
other characters, audiences are able to assess the desirability and efficacy of particular
institutions, behaviours and values. To do this, audiences do not necessarily need to view the
representations of reality in a narrative sympathetically; they are not compelled to accept the
worldview of the narrative‟s creators. Marxist approaches can be used to further illuminate the
processes at work here.

Marxist Contributions
Prominent from the 1960s onwards, Marxist approaches to mass media analysis saw the
stereotyping of popular culture as expressing unreasonable fears as betraying analytic
complacency, conservatism and elitism. Freudian psychoanalysis could be regarded as a
dominant ideology, contributing to capitalist patriarchy by personalising social problems and
adapting the individual to conditions of domination and subordination. The secure/paranoid
dichotomy depended upon an overly selective review of the evidence.

depict the demise of the vampires in Murnau‟s Nosferatu and Fisher‟s Dracula, but these reflect
developing technical capacity more than conceptual change.
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The British Centre for Contemporary Cultural Studies (CCCS) combined structuralism and
semiology with Marxist concepts of ideology. A focus was audience heterogeneity and people‟s
interpretation of narrative via cultural knowledge, rather than through passive reception of
uniform dominant discourses (Willis, 1995: 184). Popular culture was seen as a site of struggle
between competing ideologies. Hall (1982, 1986) analysed mass media as sites of conflict and
potential resistance, identifying similarities, differences and interaction between worldviews
presented by the mass media and the daily practice of subordinate groups. Hall found that mass
media both promoted hegemony and acted as a counter-hegemonic force through depictions of
„subcultural‟ practices. Such analyses revealed the struggle between opposing interests in the
process of social transformation.
Althusser‟s concept of ideology was seen as useful to consideration of the process of audience
interpretation. Althusser focused upon the dominated and subjected being, likening
subjectification to a relationship with God (1971: 168), but employing a microstructural theory
of ideology, distinguishing ideology in general from particular ideologies (Hirst, 1979;
McLellan, 1986; Therborn, 1980; Thompson, 1984). In this view, the general form of ideology
is the means through which people make sense of their lived experience (Larrain, 1982: 156).
Particular historical ideologies exist within the context of concrete social formations. The
concept of interpellation is crucial here. Interpellation is a dynamic, ongoing process involving
ritual practices through which individuals recognise themselves as concrete, distinguishable and
irreplaceable (Althusser, 1971: 164). Interpellation incorporates Freudian concepts of
psychodynamic processes (Therborn, 1980: 7; McLellan, 1986: 33) as it involves a largely
unconscious internal dialogue. Interpellation is a dual process of recognition/misrecognition.
People recognise harmony, freedom and individual efficacy, but misrecognise relations of
conflict and exploitation (Althusser, 1977: 234). The experiencing subject comprehends an
imaginary world as „real‟ (McLellan, 1986: 33). Althusser retains Marx‟s view that lived
experience is taken-for-granted and not scientifically analysed by the subject (Larrain, 1882:
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157). Social relations are naturalised, being seen as universal or ahistorical. In Gramscian terms,
the conditions for hegemony are established (McLellan, 1986: 30). But Althusser does not see
systems of domination and subjection as immutable, describing ideological state apparatuses as
relatively autonomous and both the stake and site of class struggle (Therborn, 1980: 8).
Therborn (1980: 9) retains Althusser‟s conceptual framework, but places less emphasis upon
class relationships and the unity of ideology. Therborn (1978, 1982) argues that seeing the state
as simply an expression of dominant ideologies does not adequately explain state support for
class, gender or racial domination. State apparatuses are not wholly tools of the ruling class.
State agents have interests that may be incongruent with dominant ideologies or the
organisational form of the state. Therborn (1980: 2-5) does not see lived experience as illusion
or misrecognition. For him, ideology has a material existence and „subject‟ has a dual meaning
(1980: 17). A subject is a free, independent individual capable of action, but the individual is
also a subjected being who submits to authority. As individual subjects are defined through
symbiotic and asymmetric relationships with others, ideology creates individuals disinclined to
question the existing social order. People recognise social dominance and subjection, but
generally accept them as legitimate or inevitable: as freely chosen. In Althusser‟s terms,
subjection represents a guarantee for the subject that the world is as it should be (Therborn,
1980: 16). The subject acts upon this understanding of the world and thus reproduces it.
There is potential for conflict in interpellation. Ideology provides the means through which
people become conscious actors in the world and the means through which they make decisions
about the world, but the world is not always clear and obvious and people can only make
limited sense of it. Competing ideologies have relative power manifested in material forces.
Therborn (1980: 10) addresses conflicting ideologies and the generation or transformation of
ideologies by focussing upon the study of particular ideologies and relationships between them.
Therborn (1980: 17) replaces Althusser‟s concept of subjection-guarantee with a dynamic
concept of subjection-qualification, allowing greater potential for social change. Ideologies
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qualify human beings to act in the world through a dialectical process. Subjects are creative
actors because ideologies qualify them to undertake social roles, including the role of agent of
social change.
In this view, ideology is constituted by signifying systems and has various dimensions. Each
ideology contains definitions of self and other, which Therborn calls „ego‟ and „alter‟ ideologies
(1980: 27-28). People are defined by the articulation of multiple ego and alter ideologies (1980:
78), each relatively well or poorly formulated. Ideological interpellation occurs within what
Therborn (1980: 18) describes as three modes, characterised as responses to three fundamental
questions and their corollaries: what exists (and does not exist); what is good (and bad); and
what is possible (and impossible)? These questions have spatial and temporal dimensions,
giving an individual a sense of the world as it is, was and will be. The answers defend or attack
the status quo. In Therborn‟s terms, narrative audiences undergo interpellation: they are
subjected to and qualified to understand the narrative‟s worldview. To the extent that narrative
worldviews constitute ideology, audiences are Althusser‟s (1971: 164) “always-already
interpellated individuals.”
Although Therborn does not directly address the role of fictional narrative in promoting social
action, his concepts are applicable to genre analysis. As the operation and structure of mass
media are in several respects similar to that of the state, they can be analysed employing the
same concepts and tools used to analyse state apparatuses. Indeed, for Althusser they were
extensions of these. Mass media are arenas for competing realities: they constitute a powerful
discursive field that gives symbolic meaning to the world, in which the limits of disputes are
defined and ways of settling conflicts are legitimated. Narratives constitute discourses through
which the legitimacy of worldviews is reassessed. Fantastic narratives are perhaps more
revealing than most other narratives of views of normalcy and deviance, and of hegemonic and
counter-hegemonic ideologies, by virtue of the fact that they are unrestrained by the boundaries
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of everyday practice. They (re)define what exists or does not exist, what is good or bad and
what is possible and impossible.
Some narratives are easily recognisable as subversive; others are more subtle, but are capable of
interpretation as counter-hegemonic. Experience of narratives and the everyday world enable
audiences to construct or use meaning systems that undermine hegemony, whether or not that
was the creators‟ intention. Audiences are qualified to understand both dominant and competing
worldviews, and to prefer a competing worldview, especially if that worldview is privileged in
the narrative. Understanding a competing worldview qualifies the individual for social action.
Narratives address particular social mechanisms of subjection and illustrate possibilities for and
consequences of resistance. Because narrative meanings are not always obvious, a crucial
element of any detailed analysis is the study of the sign systems that a given narrative employs.
It is insufficient to claim, for example, that narratives containing depictions of sex or violence
simply reflect a commercial imperative to maximise audiences. Messages concerning the
significance or desirability of particular sexual or violent acts must be forensically examined.
Such analysis leads to a more sophisticated understanding of narrative support for, or opposition
to, dominant social relations.
An appreciation of the complexity of what is at stake when analysing genre dynamics, and
audience engagements with them, puts us in a better position to do justice to all that needs to be
considered when attempting to periodise the evolution of the genre and the relevance of other
factors to it.

Narrative Periods and National Cinema
Horror film production is historically relatively steady and the delineation of filmmaking into
„eras‟ is largely arbitrary and may, in fact, be of little analytical value. The disparity between
vampire characterisations in Badham‟s Dracula (1979), Hooper/King‟s Salem’s Lot (1979),
Herzog‟s Nosferatu the Vampyre (1979), Hardy‟s Thirst (1979) and Minoru Okazaki‟s Dracula
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(1980) suggests that the popularity of vampire narratives in these years did not derive from a
generally adopted re-conceptualisation of the monster. This vampire „revival‟ may equally have
been the product of opportunistic decisions to exploit a dormant popular culture icon.
Revolutionary transformations have been identified in the interpretations of Dracula offered by
Murnau, Browning, Fisher, Badham and Coppola. Their characterisations drew attention to
previously under-emphasized aspects of the vampire such as mesmerism, sexuality, animalism
and shape shifting. This reflected changes in the interpretation of the relationship between
vampires and their opponents/victims, which were metaphors for dominant social concerns.
While elements of many social relationships are reflected in the films, Murnau‟s interpretation
might be seen as focussing upon the post-World War I decay of German society; Browning‟s
the Depression era subversion of the American dream by unreconstructed immigrants; Fisher‟s
the dangers to post-World War II Britain of rejection of traditional authority and the sexual
revolution; Badham‟s as inverting Fisher‟s representation; and Coppola‟s the AIDS epidemic
and redemption through revival of a personal relationship with God. But are these films really
representative of their time periods and are the themes of the German Expressionist period
identifiably different from those of the late 1970s or the early 21st Century? The claim that the
horror genre is intrinsically more subversive than other genres is based upon a selective use of
evidence. That said, claims for such subversion may still be supportable for particular time
periods or particular narrative creators.
There are certain „natural‟ boundaries between groups of films, such as the delineation between
silent and sound film, but these are few in number and even the silent/sound boundary, while
technically and aesthetically important, may not be particularly significant as regards plot and
characterisation.
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Nor is the delineation of national cinema unproblematic. Aspects of German Expressionism are
absorbed into 1930s Universal films through importation of talent.58 Hollywood studios
habitually offered lucrative contracts to leading European filmmakers and stars. The stylistic
similarity of many early horror films, regardless of country of origin, stems from the
commercial imperative of meeting audience expectations by producing films with established
genre characteristics. Characterisations from Universal films are employed extensively by
Hammer from the 1950s to the 1970s. The style of Corman‟s „gothic‟ horror films appears to be
heavily influenced by Hammer‟s Dracula and Frankenstein series. The Asian martial arts
influence upon recent narratives such as Blade and Buffy is overt. International influences are
apparent in many genres. American westerns draw upon Kurosawa films, both directly and
through Sergio Leone‟s „spaghetti‟ westerns, while Kurosawa‟s influences include John Ford.
Pointing to the place in time and space where one era ends and another begins is invariably
contentious. Narratives from one period are continually remade in another, often with few
substantial changes.
Thematical or stylistical similarities in films from particular places and times is actually
insufficient to establish the characteristics of a „national‟ cinema. In Kracauer‟s view, an
inherent authoritarianism in German Expressionism, a “fascist aesthetic,” anticipates Nazism
and reflects a national psyche (Stam 2000: 76-79).59 German films of the period were financed
by industrialists such as Krupp (Brownlow, 1968: 510), which might be expected to produce
narratives supporting an authoritarian reconstruction of German society. Kracauer did not argue
that authoritarianism constituted an explicit theme in those films; rather, it was implicit in the
content of the narratives. Authoritarianism constituted a key element of an underlying ideology.
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Cinematographer Karl Freund, for example, was influential in the production of Metropolis
(1926), Dracula (1931), The Mummy (1932) and Mad Love (1935). Other prominent German
filmmakers contributing to American films included Lubitsch, Murnau, Siodmak, Ulmer and
von Stroheim.
59

By contrast, Kracauer identified Italian neo-realism as anti-fascist (Stam 2000: 73).
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The high level of support for Nazism in 1930s Germany suggests that Kracauer‟s view may be
justified. However, the consistency of any ideology underpinning Wiene‟s Das Cabinet des Dr.
Caligari, Murnau‟s Nosferatu, Wegener‟s Der Student von Prag and Golem films, Lang‟s M,
Freund‟s Metropolis and Dreyer‟s Vampyre seems problematic. Even if the underlying ideology
of German Expressionist films was as consistent as Kracauer suggests, the period of consistency
may have been relatively short and need not imply that films produced in other countries
displayed a similar level of consistency.
The significant influence of Expressionism upon the style of 1920s and 1930s non-German
films may have been accompanied by an influence upon narrative content. One consequence
may then have been, though, that American films of the period exhibited an inconsistent
underlying ideology. The wide range of influences upon American film suggests that these
narratives have embedded within them various ideological contests. Indeed, a high degree of
adherence to a dominant ideology is unlikely when the population had so many immigrants, or
other marginal or subordinate individuals and groups, especially during a period of substantial
social unrest such as this.
In giving symbolic meaning to the world, popular culture must surely reflect the variety and
contradictions of the symbiotic and asymmetric social relationships characterising audiences. It
should come as no surprise, then, that early films are not as ideologically consistent as has been
assumed by some commentators. Nor that to claim ideological consistency in later narratives is
an even more questionable construal of the evidence. The variety of characterisations,
particularly after the 1970s, suggests that revolutionary transformations may not necessarily
represent generally adopted re-conceptualisations of the vampire.

Summing Up: Major Discourses
Gelder (2000: 147) regards Stoker‟s Dracula as addressing major 1890s discourses: feminism,
Darwinism, eugenics, degeneration, psychoanalysis, imperialism and technology. More than a
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century later, these discourses remain significant and interpretations of Dracula continue to
have relevance. In the recent horror genre, Buffy has possibly addressed the widest range of
contemporary discourses. Dracula and Buffy have come to the fore through the most significant
media of their time. As a long-running television serial, Buffy has perhaps had a greater capacity
to address typical genre themes. It alone demonstrates that vampire narratives are neither
homogenous purveyors of dominant discourses nor inherently subversive. The persistent
popularity of Dracula demonstrates the continued relevance of substantial narrative elements.
Then again, while some elements, such as the concern with mortality, remain constant, the
depiction of social relationships in key respects diverges, and the response to and interpretation
of key elements and themes changes as audiences alter. Focusing upon the constant elements of
the genre obscures this process.
In the same spirit, it is too crude to simply say that changes in the representation of good and
evil reflects dominant ideologies or inspires social change. We need as analysts to be more
nuanced than this and to try to anticipate adaptations to the genre. For example, if, as Ben King
(1998) argues, contemporary horror narratives address fears associated with the dwindling away
of American Puritanism, we might expect to see changes in the representation of religious and
secular tensions, particularly in the solutions sought to the problems presented by the monsters
to which they give rise.
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Chapter 2: Class and Nationality
The 19th Century vampire in English literature was transformed from the peasant of folklore to
the alien aristocrat of Stoker‟s Dracula. Until the late 1970s, the typical vampire, following
Stoker‟s and Lugosi‟s example, was a European aristocrat, but significant changes in
characterisation occurred thereafter. Such depictions of class are linked to concepts of
nationality and ethnicity. Some commentators have described early vampire narratives as
elements of nation-building. The horror genre has regularly been identified as presenting
thematic oppositions of the external invasion threat and the domestic confinement threat. While
the monster escaping from confinement (Shelley‟s Frankenstein, 1818) is a standard of British
Gothic literature, Dracula constitutes an invading force. The position of other monsters such as
the werewolf, the Mummy, Hyde and Dorian Gray, are perhaps more problematic, but if
vampire narratives were elements of nation-building, this may generally distinguish them from
other horror.

Class Depictions
Aristocrat and Capitalist
In early film versions of Dracula, Jekyll and Hyde and Dorian Gray, the title characters are well
dressed, men-about-town whose smooth and enticing exterior hides a monster. In its duality, the
vampire is similar to the werewolf, but the most common characterisation of the vampire until
relatively recently was as aristocrat, while the werewolf was typically an everyman. It was also
the more sympathetic character, being more overtly a victim. Universal‟s first werewolf film,
The Werewolf of London (1935), presents an upper-class protagonist with similarities to Jekyll,
but the most recognisable werewolf of the period is Larry Talbot (Chaney Jr.). Talbot‟s speech,
dress and heavy build mark him as an everyman. Fisher‟s The Curse of the Werewolf (1961)
features the physically similar Oliver Reed as the cursed Leon. Servant to an aristocrat, Leon is
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the child of a female servant raped by a wandering beggar rendered animalistic by years of
imprisonment in the Lord‟s dungeon. The beggar is imprisoned for daring to ask for food from
the Lord‟s table. Leon‟s mother is locked in the beggar‟s cell for the Lord‟s amusement. The
curse results directly from the callous abuse of the werewolf‟s parents by the aristocrat.
The inclusion of aristocratic vampire and everyman werewolf in the same fantastic universe has
been common since the 1940s. In Underworld (2003), a centuries-old class war rages between
aristocratic vampires, ensconced in their technologically-enhanced gothic mansion, and their
former servants the werewolves, who inhabit the underworld of subways and sewers.
Aristocratic vampires usually have servants. While the sophisticated vampires of Underworld
are initially depicted as pursuing a just war against bestial opponents, the werewolves are
ultimately shown as victims. The vampires, with a few exceptions, including the protagonist
Selene, are scheming and exploitative. The morally upright Selene ends the war by destroying
the Dracula-like patriarch of her „coven‟ when she discovers that he is responsible for both the
war and the murder of her original human family. In the horror genre, aristocrats are often
depicted as the source of evil or as buffoons.
Barber (1996) claims that the transformation of the folkloric peasant vampire to aristocrat
results from the reluctance of 18th Century authors to use peasants as major characters. Nor,
with the exception of the work of realist authors such as Dickens and Mark Twain, in which
working class characters are protagonists, are low-status characters prominent in 19th Century
literature. The working class tends to appear mainly as a plot device, demonstrating the
development or degeneration of moral character for the people who really matter. None of the
major characters in Byron‟s, Shelley‟s, Polidori‟s, Le Fanu‟s or Stoker‟s stories are working
class. With a few exceptions such as Matheson‟s I Am Legend, this is the pattern for vampire
narratives until the 1970s. However, by the mid-19th Century there were numerous non-
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aristocratic characters in English literature, including Frankenstein60 and Varney. Rymer‟s story
mainly deals with life amongst the lower orders: its main audience. In this respect, Varney is
closer to the vampire of folklore than are Ruthven, Carmilla or Dracula. But Auerbach (1995:
27-28) argues that even Rymer had disdain for his audience, seeing superstitions such as the
vampire as based in ignorance, weakness, sentimentality and childish fears.
Nineteenth Century literary forms generally excluded the lower orders from dialogue upon
topics which the emerging leisured middle class claimed as their own and saw as defining their
class. Without the literacy and education valued by the middle class, the working class was
perceived in early modernity as uncivilised and lacking the refined sensibility of their betters.
The use of a literature of heightened sensibility by the middle class disguised the distasteful,
not-to-be-spoken-of origins of their class position in the exploitation of labour. Much 19 th
Century literature focuses more upon elegance of language than strong narrative development.
This is understandable in the context of an audience having little productive to do, which
focuses its attention upon posing and presenting the correct face. Gelder (1994: 29) points to
Byron‟s habitual literary posturing and in reference to Byron‟s vampire states that:
“the vampire is in one sense only a Gothic intensification of a posture already well
developed in this poem and in others. The figure in perpetual exile, condemned to
wander the earth, never at peace, unable and unwilling - as Byron described it in
Childe Harold - to „herd with Man; with whom he held/ Little in common‟ ... a

Shelley‟s Frankenstein is upper-middle class and his family cosmopolitan European: Swiss
with Italian roots. His social status is akin to Shelley‟s. Shelley states in her 1831 (2nd Edition)
introduction that she was inspired by Byron‟s conversations with her husband on the nature of
life. While she had a ready model, Shelley did not make Frankenstein aristocratic: did not model
him upon Byron as did Polidori when creating his monster. Early film versions turn
Frankenstein into an aristocrat. Whale makes Frankenstein a Baron‟s son and Fisher, omitting
most of Shelley‟s characters including Frankenstein‟s father, leaves Frankenstein with Whale‟s
aristocratic title. Whale and Fisher link the aristocracy with mad science, perhaps because both
are strongly associated with hubris.
60
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witness to rather than a participant in national struggles, and above all, suffering:
this is the typical Byronic hero ... a posture which Anne Rice takes up much later”
This flamboyant posturing is how Byron and Percy Shelley are presented in the opening scenes
of Whale‟s Bride of Frankenstein. While the author/narrator is seated, her companions stand
posed unnaturally around the fireplace. The scene resembles a 19th Century group portrait. Such
posturing was a defining characteristic of Wilde, who revelled in personifying the caricatured
image of the aesthete. Mary Shelley‟s Frankenstein and Wilde‟s Dorian Gray are replete with
literary posturing, the dominance of form over substance.
Frankenstein, despite its travelogue aspect, is more readable for recent audiences than the
floridly descriptive Dorian Gray, in which Wilde waxes interminably about the beauty of the
male form and friendship. Stoker‟s Dracula includes travelogue, but has a stronger narrative
structure than either its forbear Frankenstein or its contemporary Dorian Gray. The
commonplace inclusion of travelogue in 19th Century literature contributed to the popularity of
Dracula and Frankenstein. Stoker‟s extensive knowledge takes the reader on a journey to the
„land beyond the forest‟ (a source title), increasing narrative appeal for readers denied such
tourism. Gelder (1994) sees the „Grand Tour‟ as significant for Polidori‟s Vampire, Byron‟s
Giaour and Frankenstein.61 Both Byron‟s and Polidori‟s protagonists encounter vampires on the
Grand Tour.
By the end of the 19th Century, most literary protagonists and antagonists were middle class, but
the vampire was firmly established as aristocratic. The movement to aristocrat is associated with
particular characteristics of the vampire, especially the ability to control people and the
environment. This is not a general characteristic of early monsters and for early narrative
creators and audiences, was not a characteristic associated with the lower classes. Recent

61

While there is no explicit Grand Tour in Frankenstein, Shelley continually moves the site of
the action for little apparent narrative purpose (e.g.: moving to Britain to create the „bride‟).
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vampire depictions focus less upon control of people and the environment. Consequently,
depictions of vampires routinely include lower class characters, reflecting a less authoritarian,
more democratic worldview.
In early vampire films, and horror generally, there was little focus upon people holding ordinary
jobs; such people were generally depicted as victims and subordinates. People working behind
the store counter were monster fodder. Professionals fought the good fight. Doctors, scientists,
detectives and the like were the monster‟s opponents. Many protagonists appeared to have
endless time on their hands to deal with the threat. They had no need to undertake the plethora
of mundane tasks occupying the working class. Professionals in these narratives readily
abandon the regular activities associated with paid employment without any apparent affect
upon their working status. This ability to ignore mundane activities perhaps reflected the
idleness of the gothic novel‟s middle-class audience, but certainly did not reflect the daily
reality of early film audiences.
Stoker‟s Van Helsing abandons his regular occupation to pursue the vampire. While Seward
spends time attending to patients, Holmwood‟s and Quincy‟s capital investments occupy little
time. Mina tells Lucy that her work as assistant schoolmistress is overwhelming (Stoker
1992: 63), but Lucy has no concerns other than maintaining friendships, caring for her ailing
mother and selecting a marriage partner. Renfield‟s and Harker‟s dedication to their
employment lead to them becoming vampire victims. In Browning‟s film, Harker is not a victim
and spends his time attending to his fiancé‟s needs. Where Seward acknowledges his
inadequacy by calling upon Van Helsing, Harker contributes almost nothing to combating the
monster, but remains in an authoritative position. Despite his clear lack of appreciation of the
threat, Harker‟s orders to remove the protective devices from Mina‟s bedroom are followed
without question. Servants undertake all domestic tasks. Dracula attacks a flower-seller, but she
is merely a plot device. Audiences know nothing of her story, her hopes, fears, relationships, or
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the impact of her death upon family and friends. By contrast, the threat to the chronically idle
Mina and Lucy is central to the narrative.
In Browning‟s film, high social status derives from economic independence, but privilege does
not necessarily imply a responsibility or capacity for addressing social threats. As in Stoker‟s
novel, high status individuals provide both problem and solution, but for Stoker‟s protagonists,
the burden of opposition to the monster is a shared responsibility (and less gendered than in
Browning‟s film). Browning‟s Dracula was released during the Great Depression when
disparities between American classes were overt. The lifestyles of the film‟s upper-middle class
protagonists are closer to that of the monster than those of most audience members.
In recent narratives, the dull compulsion of economics plays more of a role. Working class
characters are not simply devices for heroes to demonstrate their heroism or villains their
villainy. Newman claims (Schneider, 2001) that Cat People (1942) was the first major horror
film to feature „normal‟ people with „normal‟ occupations in a contemporary setting.62 Near
Dark (1987) is perhaps the first film to feature an overtly lower-class head vampire. In recent
narratives, depictions of the working class sometimes approach those of the consciously
„working class‟ British films of the 1950s and 1960s.63
While the vampire society of Whithouse‟s Being Human is hierarchical, most narrative
characters are working class. The vampires are predominantly social flotsam. Several are dirty,
dishevelled losers. Even the King vampire, who maintains links to human organisations in order
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While influential for the horror genre, Cat People was typical of the genre during that period
in being a cheaply produced „B‟ production rather than a „major‟ film.
Freddy Francis, director of Hammer‟s The Evil of Frankenstein (1964), Dracula Has Risen
From The Grave (1968) and some horror „anthologies‟ for Hammer rival Amicus, was
cinematographer on several „working class‟ films of the period, including Saturday Night,
Sunday Morning. He received Oscars for cinematography on Sons and Lovers and Glory.
Francis also directed the cheap European production The Vampire Happening (West Germany,
1970), starring Ferdy Mayne (the „King‟ vampire of Polanski‟s Fearless Vampire Killers) as
Dracula, and the comic-horror Son of Dracula (1974), starring Harry Nilsson as the Count,
63
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to conceal the vampires‟ murders from the general public,
has a low-status occupation as a uniformed policeman.
The vampire protagonist (Mitchell) shares a low-rent
house in provincial Bristol with a werewolf and a ghost.
Mitchell is a down-market, shabby-chic Byronic lover. He
works as a hospital cleaner and makes attempts to join his
local community.
Buffy finds that after the death of her mother she has bills
to pay. She needs an income, but can only get menial
work. Consequently, she has less time for being heroic
and for maintaining friendships.64 Buffy’s major characters
are frequently depicted undertaking mundane activities.

Figure 13: Being Human - Mitchell

Spike is consistently shown returning to his crypt with cigarettes and booze in a brown paper
shopping bag. The Buffy characters require incomes and, on the whole, have ordinary jobs.
Lesser vampires tend towards petty theft while more prominent vampires have grander schemes,
much in the style of the criminal underworld in police dramas, although in Buffy the underworld
is literal. Spike, in some respects, resembles the Artful Dodger or Arthur Daley. He is overtly
lower class with grand ambitions, but his schemes are invariably foiled. Spike‟s vampire
persona, however, is a reconstruction of self that is explicitly aimed at addressing the
inadequacies of William, his late-Victorian pre-vampire persona of genteel, middle class poet,
rejected in love and despised by his companions.

Ringo Starr (also producer), Peter Frampton, Keith Moon and genre stalwarts Dennis Price as
Van Helsing and Freddie Jones as Dr. Frankenstein.
64

Though some recent heroes resemble those of earlier narratives. Blade, for example, appears
to get along quite well without a paying job.
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The depiction of everyday life reflecting that of the audience has been seen as supporting antimodernity or anti-capitalist themes in the horror genre. DeNora (1997)65 argues that “locality
(„this-ness‟), surprise, ambiguity, incompleteness, idiosyncrasy, imperfection, uncertainty and
interpenetration” are “intrinsic to intimacy but antithetical to advanced capitalism and its
associated modes of social transaction.” These “specificities of everyday life” are overt in recent
vampire narratives. Their growing presence may be associated with the increasingly close
relationship of film and television narratives. Long television series in particular make heavy
use of mundane activities.
Commentators have argued that a dominant theme of the horror genre (along with the western
genre) is a struggle between capitalism/civilisation and pre-modernity/nature. Almost fifty years
before the publication of Dracula, Marx penned his famous description of capital as “dead
labour which, vampire-like, lives only by sucking living labour” (1990: 342). Amongst
contemporary literary and folkloric vampires, only Varney could be described as capitalist, or
more accurately, petit bourgeois. In fact, monsters are mostly associated with modernity rather
than directly with capitalism. The association with capitalism is problematic even in Dracula.
With the exception of Varney, vampires in 19th Century literature and early films are actually
aristocrats who predominantly either attack the middle class or aristocrats who have adapted to
modernity.
For Gelder (1994: 31-34), Polidori‟s Vampyre addresses the disjuncture between the romantic
illusions of popular fiction and the harsh reality encountered by the protagonist (Aubrey), which
Gelder interprets as an ironic representation of the relationship between Polidori and Byron.
Aubrey encounters a man whom he gradually recognises as a vampire, but he is oath-bound not
to reveal Ruthven‟s secret. Aubrey honours the oath even after his sister becomes a victim.
Aubrey‟s dilemma stems from aristocratic notions of honour. The story constitutes an attack

65

There has to be some doubt about the extent of DeNora‟s contact with popular culture, given
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upon aristocratic privilege. It depicts nostalgia for pre-modernity as illusory. This contrasts with
the romanticism of Shelley, who shows disdain for Polidori in her introduction to
Frankenstein.66 Recent audiences would probably regard Aubrey‟s inaction as unreasonable,
even unconscionable. The notion that an undertaking given to a monster could be binding,
especially when it gravely endangers the protagonist‟s immediate family, might be considered
as irrational, not just alien.
Capitalism and modernity rely upon concepts such as private property and associated
hegemonic elements identified by Hall (1986) as freedom, equality, and individualism. How
these concepts are treated is crucial to interpretations of narratives as hegemonic or counterhegemonic. Given that the notion of contradiction is central to any Marxist cultural analysis, it
is not sufficient to identify class motifs or values in narratives: the historical or ideological
subtexts must be revealed. Jameson (1981: 83) argues that classes are relational, with
dichotomous ideal forms. Identifying dichotomous class motifs and values is easier for earlier
than for recent vampire narratives. The Dracula-Renfield relationship, for example, is overtly
that of feudal master and servant.
While Dracula has been seen as metaphor for monopoly capital (Moretti, 1983), the evidence of
Stoker‟s novel undermines this interpretation. For most audiences, Dracula is a feudal aristocrat.
Evidence to the contrary is at best problematic. Moretti claims, on the basis that Dracula lacks
servants during Harker‟s Transylvanian adventure, that Dracula has no servants. While Harker
makes this observation, other evidence undermines his conclusion.67 Evidence supporting

that she claims that she has “lived nearly 15 years without television or car.”
66

Polidori was paid to keep a diary of his Grand Tour with Byron. This may be a reason for the
apparent low regard for Polidori by his companions who, as artists, viewed working for a living
with contempt. Polidori‟s vampire may reflect disappointment in finding not friendship, but
exploitation in the Romantic traveller.
Dracula has master-servant relationships with Renfield, Harker, Gypsies, and his „wives‟. On
arrival at Dracula‟s castle, Harker is given cold chicken and wine. While Dracula can retrieve
the wine from his cellar, from where does he get the chicken? Harker is refreshed the next
67
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Dracula‟s aristocratic status includes his title, his acquisition of land, his exploitation of the
local community for sustenance and his pleasure in hunting. In addition, Stoker emphasizes the
strong connection between vampire and victim through the vampire‟s dependence upon
continued nourishment and the requirement that he be invited into the victim‟s home. Both
characteristics might be seen as reflecting the vampire‟s aristocratic status through depicting
dependent relations and adherence to civility. Coppola‟s Dracula reinforces the vampire‟s precapitalist status. Dracula hoards gold, with which he purchases land rather than investing for
profit. When courting Mina he exhibits conspicuous consumption. He hunts in wolf form and
takes pleasure in the hunt, especially in his conquests of Jonathon, Lucy and Mina. The vampire
resides in a castle and later an Abbey but they are decrepit, just as the vampire‟s body is an
empty shell. He asks Mina to touch his chest, to know that he is dead; that there is no beating
heart. When these signs are taken into account, Dracula might be interpreted as a metaphor for a
feudal aristocracy holding on long after its time has passed.68
Feudal aristocratic privilege was justified by a belief system in which God ordained the social
order. In Coppola‟s film, Prince Vlad‟s transformation to vampire is deliberate. Betrayed by the
religion he has fought to defend, Vlad makes God his enemy. His transformation makes him an
unnatural being within the natural world and an opponent of the religious rationality
underpinning his social world. His first victims, Renfield and Harker, are agents for the
purchase of land. As representatives of commodification, they oppose the productive base of the
feudal order. Coppola‟s Dracula opposes both feudalism and capitalism, but in different ways.
While maintaining aristocratic practices, he rejects the religious rationality underpinning his

morning and is imprisoned in the castle for some weeks so there is no suggestion that his meals
are illusions. Dracula probably gets the food from Gypsies or his serfs, who also provide
Dracula and his wives with blood, although Dracula clearly is not very well fed as he grows
younger in appearance when in England.
68

This is not to deny that some 19th Century aristocrats, especially in the UK, successfully
repositioned themselves as capitalists. In Stoker‟s native Ireland, an imposed foreign aristocracy
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position. But he neither replaces religious rationality with scientific rationality nor embraces
capitalism. Dracula stands outside both the natural world and the social worlds of feudalism and
capitalism. Both Stoker and Coppola depict Dracula as enjoying the privileges of aristocracy,
but not the responsibility of protecting those within his domain. Holmwood is aristocratic, but
embraces both scientific rationality and, through his funding of the vampire hunting expedition,
noblesse oblige. Dracula represents mere exploitation. However, while Coppola includes some
justification for the transformation to vampire, Stoker does not. Coppola depicts the faults of
organised religion as the catalyst for the transformation, but Dracula is an aberration within an
otherwise uncritical depiction of feudalism. Stoker more clearly depicts feudalism as essentially
exploitative. Both narratives depict capitalism ambiguously.
The conflict in Carmilla and Dracula is to some extent a conflict between aristocrats. Both
vampires attack the bourgeoisie, but their opponents include aristocrats. Because of their
common bloodlines and class perceptions, aristocrats of the period less readily recognised
themselves as members of nation-states. Dracula is less foreign to the aristocracy than to
members of the working class (encouraged to think of themselves as belonging to the new
nation-states) and less foreign to peasants (belonging to a specific location rather than to a
„nation‟ and recognising all aristocrats as „other‟). Browning‟s Dracula increases the otherness
of the vampire by making the vampire-hunters wholly middle-class, unlike Baker‟s The
Vampire Lovers, where the distance between peasant and aristocrat is clear. The local
inhabitants have folk knowledge of vampires, but the aristocrats who are the focus of the film
do not. Deaths in the village are attributed to vampires, but this information does not come to
the aristocrats even though their servants regularly visit the village.

commercialised agricultural production, which led to famine and mass emigration, of which
Haining and Tremayne (1997) argue Stoker was acutely aware.
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While some recent narratives retain relationships similar to the Dracula-Renfield dichotomy,
they more frequently offer a contemporary, managerial capitalist version of dominance and
subordination, together with dichotomies that can be interpreted as counter-hegemonic.

Sites of Conflict
Aguirre (1998: 199) states that “Victorian horror introduces several modifications and additions
to the field. It shows a trend towards adapting the fantastic to the bourgeois and replacing the
castle by mansions, houses, apartments.” Tudor (1989) claims that early American horror films
are set in some relatively undetermined previous era (a view shared by other commentators), but
most „classic‟ horror narratives and early film versions of those narratives employed
contemporary settings. Early films of Dracula, Frankenstein, Jekyll and Hyde and Dorian Gray
are today „period‟ pieces, but the late-Victorian period was part of life for many 1930s
audiences. These narratives typically include gothic elements within an otherwise contemporary
setting, linking the world of the audience to the horrors of the past. Like many film versions,
Stoker‟s Dracula includes contemporary and gothic infrastructure. Stoker chooses his settings
with care, often selecting verifiable localities for the action. The settings reflect the rationalities
of pre-modernity (Castle Dracula, Carfax) and modernity (Holmwood‟s mansion, Seward‟s
Asylum, Harker‟s home).
The source of the threat in Dracula differs from that in Varney, Carmilla, Frankenstein, Jekyll
and Hyde and Dorian Gray. Because of their respective modes of creation, the supernatural
versus science, the vampires and Dorian Gray are creatures of pre-modernity while
Frankenstein‟s Creature and Hyde are creatures of modernity. Dracula is the only foreign
monster in the group. While Varney is a traveler, he is domestic for English audiences.
Carmilla, Hyde and Dorian Gray remain close to their homes. Frankenstein‟s Creature‟s travels
mainly involve attempts to be close to his creator. The vampires attack contemporary
domesticity. An accommodation between science, traditional religion and pre-modern
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rationality is required to eliminate the threat. Early vampire narratives attack the Romantic
rejection of modernity in Frankenstein. But Stoker‟s community is stable until disturbed,
whereas the communities of Varney, Carmilla, Frankenstein, Jekyll and Hyde and Dorian Gray
are inherently unstable.
Dracula presents social development as continuous rather than revolutionary. Enlightenment
ideas are combined with traditional religion in a struggle for dominance over older, and deadly,
occult beliefs. Stoker‟s Texan, a suitor for Lucy and therefore a rival to Dracula, is a worthy,
wealthy, action-oriented frontiersman and the only vampire-hunter to die in the process of
eliminating the threat. Van Helsing, representing a modern Europe retaining links with the past,
is key to defeating the threat and not only survives, but single-handedly eliminates the threat of
Dracula‟s wives. Stoker, who was a fervent admirer of the artistic side of American society in
the figure of Walt Whitman, depicts another side of American society through his Texan: noble,
aggressive, but somewhat naive, lacking an understanding of the world as a whole. European
society contains the threat, but also the solution. Although the setting for much of Browning‟s
Dracula, as with Stoker‟s novel, is London, the major domestic characters are middle-American
in dress and speech. This is encourages audience identification, but like many American horror
films of the period, aims the threat squarely at a middle-American audience. Browning shows
contemporary American society subject to an alien threat, while Stoker‟s vampire, although
foreign, is an element in the formation of contemporary society.
None of these classic horror narratives are American. The narratives are reconstructed by
Hollywood, although the cosmopolitan nature of film production in 1930s America makes
„national‟ labelling somewhat problematic. Browning‟s Dracula is based upon an English stage
adaptation of an Irish novel, directed by an American, produced and photographed by Germans,
featuring music by Tchaikovsky, Wagner and Schubert, with a Hungarian in the lead role.
Whale‟s Frankenstein is based upon an English stage adaptation of an English novel, directed
by an Englishman, produced by a German and featuring an Englishman in the role of the
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monster. Both are set in Europe. Nevertheless, each has substantial American input. Each is
produced by an American film company primarily for an American audience. Identifiably
American actors are cast in significant roles. They might therefore be considered to present an
American worldview, which is not to argue that there is only one American worldview.
If these narratives, amongst several others of the period, are American, the settings might be
said to reflect an American view of Europe (particularly Eastern Europe) (or Egypt in The
Mummy) as backward-looking, old-fashioned and often including peasants.69 This contrasts with
an American view of America, as reflected by the overtly American actors in the films, as
modern and forward-looking: a new, revolutionary, capitalist society, created from
enlightenment thought, under threat of corruption from older, pre-modern, foreign cultures.
These American views of the world are apparent not only in Browning‟s Dracula and Whale‟s
Frankenstein, but Freund‟s The Mummy and later Waggner‟s The Wolf Man. As already
mentioned, in Browning‟s Dracula, the Transylvanian setting and Dracula‟s Carfax Abbey
home are gothic, but the setting for Dracula‟s opponents is contemporary. Similarly, in Whale‟s
Frankenstein the Creature is created and housed in a gothic building (complete with instruments
of torture such as whips and chains) while the decor and clothing for Frankenstein‟s domestic
scenes is contemporary. In both narratives, gothic and contemporary exist side-by-side.70 The
worldview of the minor European characters inhabiting the gothic world clashes with that of the
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This view of Europe, particularly parts of rural Eastern Europe, as retaining a Gothic aspect,
while clearly focussed upon differences rather than similarities between the „old‟ world and the
„new‟, has some evidentiary support. In a documentary on vampires (True Horror, Discovery
Channel, 04/01/06), hosted by Antony Stewart Head („Giles‟ from Buffy), a contemporary news
report shows Balkan villagers (appearing not dissimilar to the aggrieved villagers of 1930s/40s
horror films) charged with crimes as a consequence of disinterring the corpse of a recently
deceased accused vampire and removing and burning the corpse‟s heart. Interviews with
perpetrators elicited statements indicating a belief in the existence and potential danger of
vampires. This is not to suggest that news teams do not sensationalise their product through
selective representation, but unless the news team faked the interviews, the views expressed
appeared genuine.
There is some conflation or assimilation of the early 19th Century to the past in Whale‟s Bride
of Frankenstein in the opening scene depicting Shelley and her companions.
70
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modern American protagonists, but the narratives include an implicit critique of the modern
American worldview, which is contradictory and unable to recognise the authenticity of the
older view. The „peasants‟ are right to be afraid and those, like Renfield, who dismiss their fears
without due consideration pay a heavy price for their hubris. Dracula‟s modern opponents
employ traditional religious symbols against the vampire. Frankenstein‟s gothic laboratory is
filled with high-technology equipment and the modern monster ostensibly perishes in a burning
windmill with vanes arrayed like a giant, fiery cross. Frankenstein ultimately rejects the hubris
of unfettered rationality in favour of the balance between the past and the future embodied in
scientific contemporary domesticity.
In Stoker‟s novel, Lucy has three suitors and Dracula has three wives, arguably identifying
Lucy, and through her, a significant element of contemporary Western society, as an extension
of Old World decadence. Displays of aristocratic excess that draw attention to parasitic
decadence, such as the Grand Balls of The Fearless Vampire Killers and Van Helsing, remain
signs of evil in vampire narratives. While Browning retains Dracula‟s three wives, Lucy has
only one suitor.71 Additionally, in Browning‟s film Dracula‟s wives threaten Renfield, not
Harker. Browning‟s perfect couple is undisturbed, unthreatened by the compulsion of capitalist
accumulation, the impetus for Harker‟s Transylvanian adventure in Stoker‟s novel, until
Dracula invades their domestic sphere. Browning‟s early 20th Century depiction of American
domestic bliss under threat from corrupt old Europe is reprised in Dracula’s Daughter.
These narratives are a long way from the late 20th Century depiction of collapsing conventional
families in Nadia (1994). Produced by David Lynch, these are thematically similar to the whitepicket-fence with a seamy underbelly world of Lynch‟s Blue Velvet and Twin Peaks. An earlier
representation of domestic corruption appears in Hooper/King‟s Salem’s Lot. The small-town

While Miller (2000) points to Browning‟s inclusion of a bedside lamp decorated with three
female figures in Lucy‟s room, suggesting it connects her with Dracula‟s brides, this sign is
much less compelling than Stoker‟s three suitors.
71
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America that the queer invaders (the vampire and his human assistant are sophisticated, big-city
antique dealers) transform is only superficially idyllic. The town is rotten at the core due to
complacency, exploitation and willful ignorance. The vampire plague gives the existing
corruption physical form, most horrifying in the vampire children.
Earlier still, Siodmak‟s Son of Dracula (1943) placed the vampire in a contemporary American
setting (Louisiana). The setting and relatively high level of physical action, suggest an attempt
to appeal to younger audiences. While Son of Dracula is ostensibly an invasion narrative, the
foreignness of the vampire is undermined by Chaney‟s aforementioned American everyman
persona. There is little that is gothic about the vampire other than his title and clothing.
Consequently, the vampire fails to convincingly represent either invader or domestic threat.
This ambiguity is reflected in his victim, who is depicted as both mesmerised and willing to
exploit the vampire to gain eternal life for herself and her former fiancé. The fiancé is the only
major character to consistently exhibit the directness, honesty and bravery associated with the
hero figure. The characterisations of victim and vampire suggest modern America and premodern Europe are comparably exploitative and corrupt. The period of direct American
involvement in World War II was probably an inappropriate time to expect wide audience
acceptance of such a theme. Universal‟s later House of Frankenstein and House of Dracula
returned the vampire to part-gothic-part-contemporary Europe before exploiting the comic
potential of the gothic-contemporary disjuncture in Abbot and Costello Meet Frankenstein.
The displacement of horror to the period of its literary source (or before that in Hammer‟s early
vampire films) is not typical in film until the late 1950s and 1960s. During the Hammer period,
most vampire films had foreign, „historical‟ gothic settings, distancing the narrative from
relatively sophisticated audiences72 and lessening the relevance of the films for interpretation of
contemporary-domestic issues. By the late 1960s, audiences would have been less prepared to
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see themselves as distanced from social ills and more prepared to accept social heterogeneity.
Films such as Count Yorga and House of Dark Shadows placed vampires in anachronistic
Gothic mansions adjacent to complacent, affluent suburbia, retaining the characterisation of
foreign intruder. In the 1970s, Hammer returned Dracula to a contemporary-domestic setting
while Badham employed a socially critical historical-domestic setting. In Badham‟s Dracula,
Lucy‟s relationship with the vampire represents freedom from a rotten society, effectively
depicted by decaying infrastructure and aging and ineffectual antagonists. Badham reverses the
standard association of decay and exploitation with the vampire. These are here associated with
the world of the vampire hunters, which is crowded with an oppressed working class. Both Lost
Boys and Fright Night turn Dracula-type vampires into suburban neighbours. Dracula 2000
includes both gothic and modern architecture. Van Helsing holds Dracula prisoner in a
contemporary version of a castle, a corporate office building complete with an underground
tomb/dungeon.
Although the most successful late-20th Century horror film is Coppola‟s „historical‟ narrative,
contemporary settings have returned to prominence. Most recent narratives do not link
contemporary horrors with some lost gothic era, presenting them instead as intrinsic to the
modern world. While the settings may initially have been primarily familial, the range of
infrastructure employed in depicting significant events is broader in late 20 th Century narratives
with contemporary settings.73 This shift of focus occurred earlier in literature. In Matheson‟s
I Am Legend, the (monster) protagonist lives in a fortified suburban home and hunts vampires in
the sites frequented by suburban populations: homes, office buildings and supermarkets. Both
monster and victims represent a contemporary suburban America transformed from within.

Although Christopher Lee‟s upper-class English accent was less distancing than Lugosi‟s
Hungarian accent, this may have been less significant for American audiences.
72

73

This also reflects the move in cinema from staginess to multiple locations and increased
editing of scenes to generate narrative pace.
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In Buffy, Angel, True Blood and Being Human, gothic mansions and castles are mostly replaced
by contemporary structures. Buffy is set in suburbia and Angel in an exaggerated seamy Los
Angeles. True Blood and Being Human are mostly set in slightly shabby lower-class
neighborhoods.74 Major sites of struggle between good and evil include suburban homes - both
havens and sites of conflict, entrapment and bases for evil-doers; schools, universities and
libraries; churches, abbeys, cemeteries and crypts; hotels, shops, fast food outlets, factories,
banks, office buildings and hospitals.
The genre now regularly shows the “sanctity of the American suburban dream” (King, 1998) as
a facade. Rather than, as Aguirre (1998) suggests, this being confined to buildings associated
with the patriarchal family, sites of conflict now include society‟s industrial, commercial,
educational, religious, legal and administrative infrastructure. The monster no longer constitutes
a threat to the individual or the family, but to society in general. This, of course, has been a
feature of particular monsters, such as the „natural‟ monster, since at least King Kong, but it was
not generally a feature of revenants, particularly vampires, until relatively recently.

Corporate Evil
Recent horror narratives often attack corrupt, uncaring or incompetent government and big
business. Authority figures (with the exception of Van Helsing clones) generally hinder the
fight against evil. In concert with themes of other genres, Gibson‟s The Satanic Rites of Dracula
(1973) makes literal and metaphorical references to popular images of big business. Dracula is
the unseen head of a major corporation purchasing London properties (contemporary landpurchase corporations were engaged in scandalous deals) and is plotting to end all life on Earth
in a convoluted attempt to end his own existence. Where evil has previously been associated
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Some mansions appear in True Blood, but only those of the King and Queen vampires are
well-maintained. A MacMansion is the home of some vampires in Being Human. The gothic
mansion appears in suburban Sunnydale in the Buffy „Dracula‟ episode. The protagonists
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with attacks upon patriarchy and traditional religion, it is now also associated with corrupt
government and corporate mendacity. Large corporations as sites of evil are now common in
recent fantastic narratives. The Exxon Valdez, a notorious example of contemporary corporate
disdain for the remainder of the planet, is the site of the bad guys in Waterworld. In Angel, hardworking police wage a never-ending battle against crime (generally non-supernatural) while a
corporate law-firm is the main site of the forces of evil (generally supernatural). Angel shows
the separation of powers in civil society and the dominance of corporations.
A common representation of evil in Buffy is a major antagonist who is a manager of an evil
group, sometimes in a traditional position of authority such as the Mayor of Sunnydale.
Fictional narratives typically present Mayors of American cities as having substantial authority
over economic development and state institutions. In early episodes of Buffy, the Mayor is an
unseen figure with considerable power over authority figures such as the High School Principal
and police. When he finally appears, he is a domineering, socially conservative politician feared
by his associates. He champions traditional family values: milk and cookies, law and order,
cleanliness, politeness, insight into relationships. He mirrors Buffy‟s mentor, becoming a
surrogate father to Faith. In this respect, the Mayor would be at home as the patriarch of any
family soap/drama/comedy series. But the Mayor is also an inhuman creature whose ambition is
demonic transformation, partly to be achieved by devouring the graduating class of the local
high school. The collation of such opposed characteristics constitutes an easily recognisable
counter-hegemonic element of the Buffy narrative. Characteristics that in most early genre
narratives are definitively good are in Buffy ambiguously associated with both good and evil.
The Mayor is more than a patriarch in the manner of figures such as the Godfather. His political
role overtly associates him with modern institutions. While horror narratives often depict the
authority figures of modernity as narrow-minded, self-serving or incompetent and as regularly

comment upon the incongruity. Emphasising the similarity between protagonists and
antagonists in Buffy, both often occupy underground spaces.
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impeding attempts to defeat the monster, they do not
generally take the role of monster. Buffy includes other
negative representations of government, particularly the
covert anti-demon military group whose obsession with
controlling the supernatural creates a high-tech version of
Frankenstein‟s Creature.
A corporate/managerial representation of evil also
appears in Norrington‟s Blade (1997). Blade is a comicbook hero vampire (originally a minor human character
in Marvel‟s House of Dracula series), costumed along

Figure 14: Blade (1997) Publicity
Poster

contemporary Batman lines, and possibly the least
ambiguous vampire hero of the 1990s. Assisted by a Van-Helsing clone and an infected scientist
who search for a cure for vampirism, Blade battles „punk‟ vampire Deacon Foster. Blade and
Foster cultivate a young audience through mode of dress, speech and irreverence. Both oppose
the established order of vampires, a multi-national corporation hidden from the general
populace, but party to a treaty with human politicians: “They‟ve got their claws into everything:
politics; finance; real estate.” The „King‟ vampire is Chairman of the Board. The congruence
between corporation and Mafia is emphasized at a board meeting where the next generation
show contempt for the delicate establishment approach and engineer a bloody coup. Similar
representations of vampire organisations occur in The Breed, Jugular Wine (1994), Razor Blade
Smile (1998) and Reign in Darkness (2002).
In narratives such as Lost Boys and Buffy, „bad‟ characters generally embrace materialism while
„good‟ characters generally show disdain for materialism. Materialism is often portrayed as
comical, with the petit bourgeois as particular targets. The rebel youth vampires of Lost Boys
are shown to be under the control of a Dracula clone, but one who works as a shopkeeper. Buffy
attacks petit bourgeois values through placing the unworldly character, Anya, in the position of
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shop assistant and subsequently manager/partner in the Magic Shop. Anya is a former demon
attempting to make sense of modernity. The Magic Shop, the scene of several murders, sells
tourist memorabilia and dangerous items for expert occult practitioners. Despite the exotic
locale, Anya is obsessed with the mundane. When Buffy‟s group are depressed after a
particularly harrowing episode of demon-fighting, Anya invites them to cheer up by looking at
the money in the till. Materialism is often compared unfavourably with older, more „natural‟
values. Hearing that a demon has attempted to sell some mystical tomes, Buffy‟s mentor
remarks: “Demons after money? Are there no standards any more? Whatever happened to the
still-beating heart of a virgin?” This undermining of materialism already appears in early
narratives, particularly King Kong, where the sympathetic monster is the victim of rampant
capitalist exploitation, but such attacks upon capitalism are generally aimed at „big business‟. In
early narratives, negative depictions of the petit bourgeois are rare.

Industrial Dystopia
A genre may help to define the world by naturalising ideologies embedded in narratives, but the
horror genre (and the closely related science fiction genre) has been seen as a site of counterhegemonic ideology. By extrapolating from existing conditions and exploring alternatives, these
genres frequently present identifiably utopian or dystopian visions. In Jameson‟s terms, the
narratives present imaginary solutions to unresolved historical tensions. Waller (2000: 264)
claims that horror reflects the contemporary “crisis of bourgeois patriarchy” associated with
narcissism, postmodernism, a sense of the apocalyptic; and in its attitude to technology, death
and childhood.
Counter-hegemonic representations became more clearly identifiable after World War II. Body
Snatchers, Teenage Werewolf and The Blob present traditional authority figures (scientists,
teachers, politicians, police, parents) as corrupt or incompetent. While Body Snatchers is often
seen as depicting a 1950s America threatened by depersonalising communism, the narrative can
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also be interpreted as depicting depersonalisation as already integral to American society
(Jancovich, 1996: 70). These films were produced during a period when rejection of traditional
authority was commonly deemed subversive. They may have contributed to the development of
attitudes underpinning pervasive late-1960s Western political and social turmoil. This was
precisely the basis of much conservative criticism of such films. The subversive nature of horror
remains a prominent element of conservative criticism of more recent narratives.
The attempt to resolve the problems of the protagonist of Teenage Werewolf dismisses both
their social sources and the teenager‟s individuality. It proves disastrous for the teenager, his
social circle and the authorities. Far from being a relic of pre-modernity, the unfortunate
lycanthrope is both a creation of and a victim of modernity, specifically scientific
industrialisation. In a key scene, the werewolf, transfixed upon an attractive girl exercising in
the school gym, is impelled to attack her upon hearing the school bell, which Jancovich (1996:
210) identifies as a Pavlovian symbol of authority. But the school bell is more than this: it
symbolises the ubiquitous introduction through schooling of industrial discipline, and was
recognised as such during the establishment of general education in England (Thompson, 1967).
The protagonist sees the results of enforced discipline in the pathetic figure of his father, whom
the psychiatrist attempts to displace. It is the inability or unwillingness to adjust to industrial
discipline that is the cause of the teenager‟s problems, and adjustment of the patient to industrial
discipline is the main aim of the psychiatrist who creates the monster.
Similar representations of modernity-industrialisation appear in recent narratives. Buffy includes
many negative representations of industrialisation and commercialisation, including regular use
of the local factory as a site of evil-doing and Buffy‟s employment in a mind-numbing fast food
outlet. In „The Wish‟, vampires embrace modernity as a more efficient means of exploiting their
prey. The King vampire (The Master), earlier identified with a vampire religious cult,
appropriates the local factory. He creates a mechanised process of draining blood from victims
immobilised upon a conveyer belt. In launching the new „rationalised‟ system, designed to

Page 113

release the dominant group from the thrilling but
unreliable hunt, he thanks the humans for the „truly
demonic‟ invention of mass production.
In „Anne‟, our hero, clutching a hammer and a scythelike weapon, leads a revolution amongst the
inhabitants of an alternate dimension of unending
industrial drudgery and misery. These unfortunates,
the wretched refuse of American society, are trapped
by demons masquerading as a charitable organisation
(the „Family Home‟) having clear characteristics of
born-again Christian cults, including a pseudo-baptism

Figure 15: Buffy - Industrial Dystopia

ritual. The Family Home obtains information from the
local blood bank to target youngsters who are physically strong, but lacking strong social
connections: they work hard and will not be missed. Recruits are asked to undergo „cleansing‟,
but the cleansing pool is actually a portal to a demonic industrial dimension. There, recruits
recognise their captive status. An overseer in a Nazi-type military uniform asks new arrivals:
“Who are you?” A recruit responds by giving their name and is killed by a blow to the head.
The captives quickly learn that that the acceptable response to the question is “Nobody.”
Workers maintain no personal relationships, gradually lose their identities and become simply
part of the machinery. Industrialisation is depicted as a process in which worker individuality is
detrimental to the aims of the dominant group. Workers are merely resources to be exploited
and mortification is necessary for survival. The narrative operationalises Thompson‟s (1967)
argument that time in industrial capitalism is primarily a tool of work-discipline. Time passes
more rapidly in the demon dimension, but brings neither reward nor security. When no longer
useful, workers who have not been destroyed by industrialisation are returned to the streets of
Los Angeles to die.
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The narrative presents the American dream of success through individual ability and effort as
spurious and attacks the now typical genre targets of organised religion, the family, capitalism,
the medical system, industrialisation and militarism. American modernity is depicted as a
dystopia characterised by the industrial drudgery and depersonalisation more generally
associated with depictions of the Soviet regime. The symbols of the Soviet revolution are
employed in an attack upon both industrial capitalism and the perversion of Stalinism. Images
from the „Anne‟ episode of Buffy are included in the opening credits of the more consistently
dystopian Angel.
The genre attack upon modernity-industrialisation is most recognizable in the evolving
Frankenstein narrative. Frankenstein‟s creation of a Creature lacking in human social
mechanisms, by denying it familial relationships, and preventing it forming those relationships
outside that sphere by making it hideous, can be seen as a metaphor for industrialisation: the
stripping away of the human elements of the worker, leaving only those mechanically necessary
for production. The Creature‟s rebellion can be seen as a metaphor for industrial rebellion.
Shelley‟s political writings express sympathy for the Luddites.75 The Creature‟s acquisition of
knowledge is implicitly linked to factors that remain identified as undermining industrial
production: through interaction with others of his station (the blind man and his family – the
films make him a hermit – whom the creature assists and begs for friendship); and through
reading philosophical works. Film versions of Frankenstein further emphasize the Creature‟s
status through working-class dress. Although Universal‟s and Hammer‟s series do not depict the
Creature‟s acquisition of knowledge, portraying him as progressively mechanical, later films,
especially Van Helsing, restore the Creature‟s human attributes. The Creature is huge and is
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Before becoming part of the Byron group at the Villa Diodati, Mary Shelley visited Germany
where the Frankenstein name was associated with the Romantic movement. Goethe‟s The
Sorrows of Young Werther is part of the material read by Frankenstein‟s Creature. Goethe gave
public readings of the text and Faust at the ruins of the 13th Century Frankenstein Castle near
Darmstadt. The name also features in Grimm‟s folk-tale collection, where Frankenstein is a
dragon-slaying knight.
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seen as monstrous. Its feelings and intelligence are ignored. In Whale‟s film, the Creature is
opposed not only by his creator, but also by the peasants from the adjacent village. This can be
seen as peasant opposition to the creation of the working class, linked to an opposition between
religion (signed by the burning windmill) and science (signed by the laboratory). The Creature
cannot be killed (although this is not so in the novel) and continually returns to menace the
peasants, who see it as threatening their entire existence. The peasants cannot tolerate the
existence of Frankenstein‟s Creature. This is in contrast to the general depiction of the peasant
village adjacent to the vampire‟s castle, where the peasants tolerate the limited, but regular
incursions of the aristocracy. The latter is a parasitic, but known and tolerable relationship.
Horror narratives are subversive when they reflect the conflict and violence of the social order.
They attack notions that social problems can be resolved without individual action, without cooperation between victims and the oppressed, without full knowledge of the world, without
considered analysis of the problem, without resort to reductionism, without violence. They
attack the idea that resistance is futile. In short, they attack assertions made by dominant groups
aimed at preventing action by subordinate groups. Also, and importantly, many of these
narratives support the idea of honourable action: that action should be ethical and supportive of
the community.

Nationality and Ethnicity
The Project of Nation-Building
It may not be coincidence that vampires become popular literary subjects at around the time of
the formation of modern nation-states. The project of nationalism involves mobilising a sense of
national identity, merging historical fact and myth. While Hudson (2004) argues that early
vampire literature contributed to nation-building by exaggerating cultural difference, the 19th
Century vampire is more problematic. With the exception of Carmilla, where both vampire and
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victim are foreign, the vampire in English language literature is domestic until Dracula. There
was no widespread traditional folk belief in vampires in Britain, the USA or Australia.
Germany‟s empire building and proximity to Eastern Europe lead to the import of vampire folk
beliefs earlier than in Britain. Old, Eastern Europe is thus an appropriate site for Le Fanu‟s
Carmilla, which takes place in Styria, a former name of Slovenia, near to Dracula‟s home of
Transylvania. In both narratives, the aristocratic vampire preys upon the bourgeois. While
Dracula and Carmilla are overtly foreign and Ruthven is domestic but achieves vampire status
overseas, Varney is the first and until relatively recently the only wholly indigenous British
vampire in prose fiction. English language audiences can more easily see themselves in Varney.
Why then does Varney not become the model for later vampires, except through Stoker
adopting some of his characteristics for Dracula? Why does Dracula become dominant? Is it that
Dracula better symbolises the evil, degenerate „other‟ against which national identity can be
constructed?
The source for the name of Stoker‟s vampire is a mediaeval lord, notorious for bloody mass
murder in the name of nationalism and defence of Christianity. Stoker must have purpose in
making his villain foreign. McNally (1983) argues that Stoker originally set Dracula in Austria,
but inspired by Countess Bathory, moved the setting to Transylvania. Other commentators point
to Carmilla‟s setting as the likely impetus for the exotic location. Haining and Tremayne (1997)
provide detailed information on the development of Stoker‟s novel, suggesting that Stoker
always intended his villain would be foreign. It is unlikely, as Hudson (2004) suggests (relying
upon Gelder, 1994 and Moretti, 1983, amongst others), that Stoker‟s vampire metaphorically
represents a solution to the „Irish question‟ threatening the contemporary status quo (late-19th
Century England is not subject to mass migration from other sources). A possible explanation,
although problematic given Stoker‟s uncertain sympathies for Irish independence, is that Stoker
meant to identify Dracula, for Irish readers, with the English aristocracy sucking the economic
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and cultural life out of his native Ireland.76 Stoker‟s contemporaries were active in a movement
to expel the invaders and regain political, economic and social control over Ireland. Haining and
Tremayne provide some evidence that Stoker, although of protestant background, participated in
Republican politics. Stoker could have made his villain British or Western European (there was
no shortage of mediaeval candidates with bloody histories), but clearly identifies the threat as
alien. This is an unlikely metaphor for the threat of invasion from the East since the British
Empire was at its height and appeared to have little to fear from anyone. It is more likely a
reference to the brutal military, “blood sucking” economic and religious suppression of Ireland
by the English.
Grudin (1987) makes no distinction between English and Irish writers (calling both English),
even though his most prominent references for the vampire in „English‟ literature (Maturin and
Le Fanu) are clearly identifiable as Irish. Haining and Tremayne (1997) argue that much of the
impetus for English-language gothic literature, particularly vampire literature, comes from Irish
folk tales. They do not, however, provide evidence that these folk-tales emerged before the
importation of German and Eastern European folk-tales. Importation of Eastern European
vampire information was common in the early 19th Century, often in the form of travelogue.
Travelogue concerning the Transylvanian region, which Haining and Tremayne argue was
heavily infiltrated by Irish soldiers and travellers, was used extensively by Stoker in
constructing Dracula. Stoker‟s younger brother served with distinction as a medical officer in
the Turkish army during the suppression of Balkan revolts and undoubtedly also provided
Stoker with much information concerning the area.

It is not until Coppola‟s Dracula, when the USA is engaged in a struggle with Islamic
nations, that Dracula‟s origins as Vlad Tepes are made central to the narrative. While part of the
narrative in Curtis/Matheson‟s Dracula, they are not essential to an understanding of the
underlying conflict which remains, as in Stoker‟s novel, a conflict between domestic/familial
good and alien/promiscuous evil.
76
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Many heroes are associated with a nation-building exercise. Narratives transform villains into
folk heroes by identifying causes for their transgressions, sanitising the glorious past. These
heroes are employed to meet external menaces: Billy the Kid Versus Dracula (1965); Jesse
James Meets Frankenstein’s Daughter (1965). American society cannot produce real evil
because it is the land of the free and home of the brave. Tired and decadent European society,
primitive Asian or African societies, or those misled into communism produce real villains. This
rose-coloured view of the USA becomes less prominent with the introduction of „domestic‟ evil,
particularly around the time of Romero‟s Night of the Living Dead (1968). The trend is less
obvious in British horror narratives, where evil is more frequently identified as domestic.
Heroes associated with the main period of British nation-building re-emerge in 20th Century
film and remain pop culture icons, although the post-Empire period features more ambiguous
figures such as James Bond. In the context of a delineation between England and Britain, their
contribution to national identity is problematic. Taking into consideration texts such as The
Anglo-Saxon Chronicles and Geoffrey of Monmouth‟s The History of the Kings of Britain, the
delineation or conflation of England and Britain has long been problematic. Geoffrey‟s collation
of myth and verifiable historical information traces British lineage to Troy and ends with the
triumph of the Saxons: the beginning of England. Geoffrey writes in the context of political
struggles between Norman state-builders and the Saxon-Danish group they displaced. While
these were culturally similar, the struggles of the period were widely employed in identifying
national character in 19th Century narratives featuring heroes such as Arthur, Ivanhoe and Robin
Hood. These heroes are frequently identifiably English rather than British. For later audiences,
the most recognisable versions are in film. Ironically, the villains are often archetypal
Englishmen while the heroes are non-English stars. The contemporary concept of „British‟,
while having formal political homogeneity, includes several discrete cultural identifications.
England, Scotland, Wales, N. Ireland and perhaps Cornwall are identifiable by their peoples as
discrete nations. During the period of Empire, the peoples of several now Commonwealth
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nations saw themselves as British. Until the 1960s, many Australians clearly identified
themselves as both Australian and British. Consequently, they might still regard heroes such as
Robin Hood as their own.
While Polidori‟s narrative is contemporary to Scott‟s Ivanhoe (1819), which Shippey (2007)
describes as a novel of “national unification” that continues to “underpin the tottery mythical
foundations of the British state,” the two are thematically quite different. Grudin (1987: 78-80)
suggests that the characterisation of Polidori‟s vampire is adapted from the Byronesque villain
of Lady Caroline Lamb‟s Glenarvon (1816); a fragment of a vampire story constructed by
Byron at the Villa Diodati; the vampire of Byron‟s The Giaour; and from Byron himself, as a
consequence of jealousy. The characterisation of Aubrey, whose fiancé the vampire murders
and whose sister the vampire seduces, and the relationship between the two characters is,
Grudin claims, based upon Polidori‟s relationship with Byron. Gelder (1994: 31) claims that the
vampire‟s name comes from Clarence de Ruthven, the villain of Glenarvon, in which Byron
saw enough of himself to consider the novel libellous. Neither Gelder nor Grudin point to
factors other than Polidori‟s relationship with Byron as an impetus for naming the vampire.
While Polidori‟s problems with his employer are well documented, there is more to the name
Ruthven than simply a representation of Byron, and this may also have been a factor in Lamb‟s
naming of her villain. Ruthven is a name associated with British politics.
The name dates from the 13th Century. A Lordship under that name was created in the 15th
Century for the hereditary Sheriff of Perth (MacDonald 1991: 68-69). The Ruthvens were
notorious Scottish villains: the 3rd Lord Ruthven was prominent in the 1566 murder of David
Rizzio, the Catholic/Italian Secretary to Mary, Queen of Scots; the 4th Lord (made Earl of
Gowrie in 1581) kidnapped and held James VI to ransom, for which he was beheaded in 1582.

Page 120

The Earldom was extinguished by the Scottish Parliament in 1600,77 but the name was
rehabilitated in 1641 following services rendered to the Protestant cause in the Thirty Years
War. The Ruthvens were active in suppression of the 18th Century Highlander uprising.
Monarchist sympathisers and anti-modernists, including the Villa Diodati group, may well have
regarded the Ruthvens as symbols of rebellion against the natural order. Byron‟s sympathies, as
expressed in his writing centred upon Greece, certainly include nostalgia for the antiquarian and
disdain for the degenerate modern, fused with promotion of nationalism. The vampire of The
Giaour may reflect Romantic disappointment at not finding the glorious Greece of antiquity.
Planche‟s stageplay of Polidori‟s tale (and the subsequent novelisation) diverges substantially
from the original, moving the setting to Scotland (the source of the Ruthven name), changing
the plot and the vampire‟s motivation, but retaining the name and a young woman as the
vampire‟s prey. Polidori‟s Ruthven is a monstrous aristocrat. Planche‟s Ruthven is a man of the
lower orders who possesses the corpse of an aristocratic hero. There are substantial limitations
on how the latter Ruthven can operate. He has significant weaknesses (falling asleep when he
should be following someone who may be undermining his plans) and his victim selection is
driven by revenge over an aristocratic assessment of him as an unworthy suitor. He is compelled
to marry, rather than merely violate, a virgin each year or he will perish. He is unsuccessful as
he is unmasked and thus perishes.
A selection from Varney, where Varney describes his origins, which are non-aristocratic,
English and supernatural, is included in Haining‟s (1995) anthology.78 Varney describes himself
as a „political agent‟ working for various groups during the English Civil War period. He is
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The Earldom of Gowrie was revived for Brigadier Lord Gowrie of Canberra, VC, following
his retirement as Governor-General (1936-44) (MacDonald: 1991: 69).
The claim that Varney is of “middle-European background” made by Twitchell and cited by
Holte (1997: 6) suggests that neither are wholly familiar with the narrative. Twitchell is wrong
to claim that Varney‟s transformation has “quasi-medical-scientific explanations.” Holte states
that Varney was first published in 1847 and reprinted in 1853, which is at odds with Haining‟s
(1995) account. Since Haining is clearly familiar with the text, I prefer Haining‟s account.
78
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generally employed in enabling the escape of Royalists, but also has dealings with Cromwell. In
the latter, he is compelled to be a double agent, but is not too unhappy as he is paid well. Varney
unintentionally kills his young son while acting for Cromwell and is then murdered. Upon
awakening at his gravesite, he is informed by a voice from Heaven that the act of killing his son
has condemned him to an existence as a vampire.
Varney is an opportunist more concerned with money than with politics. This may represent the
way in which the Civil War dragged people from all walks of life into the conflict, whether or
not they were interested in the political outcome. It is clear that Varney fears Cromwell and
cannot really be blamed for not sacrificing himself to a cause that he is paid to be involved in,
but to which he is not committed. Holte (1997: 7) states that “Varney‟s association with an
earlier aristocracy, the Stuarts‟, sets the pattern for Dracula‟s noble family history.” Sir Francis
Varney is gentry, but not an aristocrat. Haining (1995) states that a possible source for Varney is
Sir Richard Verney, a bloodthirsty supporter of Charles I. Haining and Tremayne (1997) argue
that Stoker based Castle Dracula upon Slains Castle, which he repeatedly visited while writing
Dracula. Slains was home to Sir William Hay, a supporter of Charles I. The link between Hay
and Verney, however, is too weak to conclude that this aspect of the Varney narrative
influenced Stoker. Placing Varney in an English Civil War narrative has political implications.
Varney is produced when radical political activity is prominent, particularly in Paris, but also in
England and Germany. It may constitute an attempt to draw parallels between widespread
popular uprisings and the Civil War.
The capacity of early vampires to incite horror is not primarily, as Hudson claims, an
unconscious response to immigration. Rymer‟s vampire is domestic and common. Polidori‟s
villain is corrupted in a foreign land, but this could be interpreted as bringing to the fore evils
intrinsic to the aristocracy since an aristocratic code of honour protects evil from revelation and
the foreign land is the antiquarian source of democracy. Polidori is more likely attacking Byron.
The vehemence of Byron‟s denial of authorship was most probably a product of literary hubris,
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but may also have been influenced by his sympathy for the cause of Greek independence. Le
Fanu‟s narrative cannot be considered an element of English or British nation-building and the
narrative emphasizes cultural similarities between vampire and victim rather than difference.
Stoker‟s narrative appears well after the major period of „British‟ nation-building. Although
Carmilla and Dracula could be interpreted as part of the development of Irish nationalism, in
neither narrative are the major characters Irish. Excepting Van Helsing and the Texan, Stoker‟s
heroic protagonists are English.
There is more support for the idea that vampire narratives emphasize heroic English or British
national characteristics in the Hammer period than in earlier narratives. As Chibnall (2002: 162)
states, Hammer‟s films were generally set overseas. This is certainly true of Hammer‟s early
films, although later in the series Hammer‟s Dracula moves from foreign/historical to
domestic/contemporary locations. In this period, loss of international prestige is countered in
popular culture by the emergence of the Bond films, but it is also a period when other British
films focus upon class contradictions. Hammer‟s reconstruction of the foreign/historical reflects
1950s, 60s and 70s social concerns dressed in period costume. Contemporary representations of
historical periods and locations are always about the „now‟. Distancing narrative from audience
can enhance recognition of unpalatable contemporary as well as universal truths. Then again,
audiences who already recognise those truths may be more prepared to accept them presented in
domestic/contemporary settings.

Ethnicity and Anti-Semitism
In early films, the vampire was typically foreign. Later vampires were more likely to be native
to the narrative locale. While there are some earlier examples, the recent trend toward
domestication is established by Near Dark and Lost Boys (Gelder, 1994). Domestication is
accompanied by a broadening of the ethnic base of the vampire recruitment pool, although
vampires (with mostly recent notable exceptions: Blacula, Blade, Buffy, Vampire in Brooklyn)
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and major narrative characters are commonly white. Friedman (citing Browning‟s Dracula and
Whale‟s Frankenstein) (2004: 83) argues that horror excludes “specifically ethnic characters”
for the purpose of appealing to a broad audience. Friedman confines his description of ethnicity
to Jewish or black (making no delineation within black). In his argument, nationality is not an
indicator of ethnicity. This ignores the significance of the vampire as invader. Classing a
„Transylvanian‟ as comparable to an Englishman, American or Irishman might surprise Stoker.
Friedman may be reflecting what he believes to be general American attitudes regarding
ethnicity, but it is doubtful that many non-Jewish, non-black, „non-ethnic‟ American immigrants
and their descendants would agree with him. The creation of monsters of identifiable ethnicity
can have political implications depending upon a narrative‟s audience. The ultra-violent, but
easy to kill, Mexican vampires of From Dusk Till Dawn,79 for example, might be interpreted as
foreign or as a representation of an undesired ethnic underclass.
Freidman‟s argument generally fails with respect to vampires, but may be supportable for
Frankenstein. Whale‟s Creature has been interpreted as generically working class: a
representation of the American everyman, with political and social connotations of oppression
recognisable by depression-era audiences. Those connotations might be more elusive were the
monster identified with a specific ethnic group. But Friedman (2004) undermines the argument
by identifying Whale‟s Creature with Jewish myth. In Shelley‟s novel, a child is „rescued‟ from
the Creature after he has saved her from harm; a source of the monster‟s antipathy towards
humanity. In Whale‟s film, the Creature accidentally kills the child, which Friedman (2004)
states is drawn from Wegener‟s Der Golem (1914).
Although physically similar, Shelley‟s Creature and the Golem differ significantly in underlying
rationality, relationship to their creator and behaviour. Shelley‟s Creature is a product of
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From Dusk Till Dawn (1996) tends toward conservativism rather than the ironic ambiguity of
Reservoir Dogs (1992). Tarantino relatively consistently creates identifiable „genre‟ films,
which suggests that Tarantino regards horror as typically socially conservative.
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science; the Golem a product of magic/religion. Shelley‟s Creature is a charnel-house product of
blasphemous obsession; the Golem a „sacred‟ creation of clay intended to protect Jews from
Christian threat. Shelley‟s Creature attacks his creator because he is rejected; the Golem is given
a name by his „father‟ and faithfully follows his orders. Shelley‟s Creature destroys himself
after destroying his creator‟s community; the Golem‟s creator ritually destroys the monster
when the danger to the community has passed. Unlike Frankenstein, the Golem‟s creator
accepts moral responsibility for his creation. In his three Golem films, Wegener substantially
undermines the morality of the Golem‟s creator, bringing the narrative closer to that of both
Shelley and Whale. Friedman (2004: 87) consequently sees Wegener‟s Golem films as (perhaps
unintentionally) anti-Semitic.
Rather than unintentional, in the light of the narrative changes, Wegener‟s negative depiction of
Jews appears deliberate. The best that can perhaps be said concerning the overt racism of
Wegener‟s Golem films is that Wegener was not the most virulent anti-Semite of the period.
The last Golem film was released at the time of the Nazi rallies (Freidman, 2004: 89). Wegener
produced state-approved material throughout the Nazi tenure. Other German films of the period
were explicitly anti-Semitic, while some have been interpreted as more subtle representations of
the danger posed by the alien Jew. Murnau‟s vampire80 has been described as stereotypically
Jewish in appearance. Gelder (1994: 96), noting the vampire‟s physical appearance, hoarding of
gold and invasion of an ostensibly „good‟ German town, bringing with him a plague, claims it is
“difficult not to see this German film as anti-Semitic.”
While Gelder‟s assessment of Nosferatu as anti-Semitic is probably justified in the context of
the film‟s intended audience, the film might well have been interpreted differently had it not
been produced in Weimar Germany. Anti-Semitism strongly associates Jews with hoarding of
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Henrik Galeen scripted Nosferatu and, in collaboration with Wegener, Der Golem (Gelder,
1994: 94). Tybjerg (2004: 20) credits Galeen as director of Der Golem. Murnau‟s vampire has
been seen as a metaphor for the threat to Weimar Germany of, alternately, Nazis and Jews.
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gold, but Moretti (1988) has interpreted this as simply the process of capital accumulation, with
a specific purpose of financing property acquisition to effect an invasion. The invasion of the
„good‟ town and association with plague can be seen as broadly xenophobic: applicable to many
societies with substantial immigrant populations. The invader as sexual predator is a common
element of xenophobia found in stereotypical depictions of African-Americans and Latin
immigrants as deviant. Weimar Germany anti-Semitism is contradictory in seeing Jews as
sexual predators, as threats to racial purity, and also as exclusive in practicing endogamy.
Nosferatu can be interpreted as metaphorically representing illicit desire, but while the vampire
is indiscriminate, the interpretation is undermined by the lack of desire for the vampire of his
victims. Of itself, sexual predation does not identify the vampire as Jewish. His extraordinary
physical appearance is probably the strongest identifier for Gelder and others of the vampire‟s
Jewishness. But, that physical stereotype is not universal, and Count Orlock‟s Jewishness is a
departure from Stoker. Harker describes Immanuel Hildesheim as an “Adelphi Theatre” Jew
with a “nose like a sheep” (Stoker, 1992: 353). Orlock is emaciated, with a thin nose. Harker
does not describe Dracula as Jewish in appearance, and Stoker gives Dracula a Christian history.
Although Harker implies that Jews can look otherwise, if the description of Hildesheim is
representative of anti-Semitic views of the period (Nosferatu is released only two decades after
the publication of Dracula), neither Stoker‟s Dracula nor Count Orlock are wholly convincing
as a physical Jewish stereotype. Nevertheless, the combination of characteristics could have led
a Weimar Germany audience to see the vampire as Jew. Nosferatu may certainly have been antiSemitic for its intended audience, but is necessarily so for other audiences.
Later vampire films explicitly associate the vampire with Nazism. Two of the clearest examples
are Geissendorfer‟s Jonathan (1970) and Mann‟s The Keep (1983). Jonathan is a Dracula
narrative where a hero rids a German village of a vampire. Although the film retains little of
Stoker‟s plot or characters, it follows the Universal/Hammer vampire characterisation and
combines Stoker‟s dialogue with references to the rise and consequences of Nazism. The film is
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an incongruous mix of standard vampire adventure story and worthy political commentary, a
combination unlikely to appeal to a broad audience, even at a point in time when attention was
becoming focussed upon the existence of neo-Nazi movements.
The Keep is a dark, oppressive tale of Nazi occupation of a medieval stronghold deep in the
Carpathian Mountains during World War II. The monster is a grotesque, inhuman vampire,
released within the Keep when soldiers remove crosses from the walls, believing them to be
silver. Once awakened, the monster seeks escape to the outside world. The soldiers gradually
come to understand that they face something more powerful and violent than themselves. Only
the anti-Nazi German Commander recognises the danger, but he is killed by the S.S.
Commander brought in to solve what is assumed to be a problem of local partisans. The monster
destroys every soldier in the Keep, becoming more corporeal as it does so.
The monster corrupts a Jewish scholar bought from a concentration camp to decipher wall
writings. The monster magically heals the scholar of a degenerative disease and destroys
soldiers attempting to rape his daughter. Convinced that releasing the monster will result in the
total destruction of the Nazis, the scholar agrees to remove a sacred object holding the monster
within the Keep. Faced with Nazi violence, the corrupted scholar releases a more destructive
force. The corruption spreads to the local village, causing the local priest to go mad. When the
S.S. Commander comes face-to-face with the monster, the monster tells him “I am you.” Where
the Nazis are sexually violent, the monster has no apparent interest in humans other than
destruction. It is eventually destroyed by a specialist vampire-hunter, impelled to travel to the
Keep from Greece when the monster is first encountered. Destroying the monster also destroys
the vampire-hunter.
Nazis became easy targets once Nazism was consigned to the political fringe. Nonetheless, any
narrative can be interpreted in a manner unintended by its creators. While Jonathan associates
Nazis and neo-Nazis with the evil of vampirism, that association could be viewed as desirable

Page 127

as the vampire depicted is the traditional aristocratic, sexualised icon. By contrast, the vampire
of The Keep is an inhuman monster with few if any desirable characteristics. The film shows
that the final outcome of violence, even for the hero, is self-destruction. The Breed (2001) is
also relatively clear in directing sympathy toward a vampire community that is subject to
totalitarian oppression. The powerful, commanding, community-minded vampire-detective (a
holocaust victim) identifies a conspiracy to incite a war between vampires and humans in order
to create apartheid and racial purification. He wins the confidence of his new human partner and
normalizes relations between the vampire and human communities.

Stereotyping as Narrative Device
Stereotypical depictions of particular „nationalities‟ in film and television narratives often
establish immediately identifiable contrasts between characters‟ strengths and weaknesses: the
brash American; the loquacious Irish; the restrained English; the scheming Jew; the emotional
Latin. For effective delineation, these characterisations must reflect broadly accepted or at least
recognisable preconceptions. Thus Briggs describes M. R. James as writing with „critical
detachment‟ (1998: 101) and is quite comfortable in describing his understated, restrained,
tasteful, gentlemanly, scholarly style as not only highly effective in eliciting apprehension from
the reader, but as characteristically English (1998: 106). However, Briggs‟ description ignores
the social status associated with the stereotype. While some stereotypes are relatively classless
and broadly employed to depict „national‟ character, Briggs‟ English stereotype reflects a
character of relatively high social status (aristocrat, scientist, cleric, aesthete). The frequently
employed Irish stereotype reflects a character of low social status.
Stereotypes do not always carry the same meaning. A high status English stereotype may be
employed to indicate a more reasoned approach to a problem, as in Hammer‟s Frankenstein
where Baron Frankenstein‟s obsession is contrasted with the more measured attitude of his
friend and co-scientist. It may also be detrimental to the resolution of a problem, as in Five
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Million Years to Earth (alternately titled Quatermass and the Pit) where the measured military
approach is contrasted with the intuitive, abrasive but more effective scientist.
The high status English stereotype is also frequently contrasted with low status English
stereotypes, generally indicated through employment of specific accents and speech patterns.
Briggs‟ states that country or cockney dialects, when employed by M. R. James, denote
“simplicity and honesty, often a reliable witness” (1998: 112). This is not generally so for horror
film and television narratives. In Browning‟s Dracula, the mid-Atlantic accents of several
characters signify a capacity for higher reasoning, while the provincial or Cockney accents of
the nervous porter and other minor characters signify an inability to effectively address
problems (and the speaker‟s likely status as insignificant vampire victim). The Cockney accents
of the porter in Dracula and the village busybody in Bride of Frankenstein, and the broad
northern-England accent adopted by Charles Laughton in The Old Dark House (comic-horror)
stand for the unsophisticated working class or nouveau riche and are used for comic effect.
The precise speech of high status characters contrasts with disjointed, meandering descriptions
of events provided by low status characters. These speech patterns also signify an urban-rural
delineation where urbanity is frequently privileged in the resolution of problems. Developing in
the 1970s, a strand of horror depicts domestic rural characters as backward and the source of
horror: Deliverance; the „feral‟ families of The Hills Have Eyes and The Texas Chainsaw
Massacre; the „white-trash‟ vampires of Near Dark. These cultural stereotypes are no more
accurate depictions of social groups than the comic representations in early films. Their
narrative purpose is enhancement of particular characteristics to an extreme through which
themes manifest. These representations are a form of ideal type not dissimilar to those found in
less humanist social theory.
Early narratives often employ unsophisticated speech to promote „folk‟ authenticity. In The
Narrative of Arthur Gordon Pym, Poe uses such speech to demonstrate the fallacy of associating
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vulgarity with authenticity (Kennedy, 1998: 172). Recognition of the efficacy of pre-modern
rationality is common in vampire narratives. This rationality is encapsulated in the utterances of
provincial characters, but given „scientific‟ weight by characters such as Van Helsing and by
Stoker‟s references to verifiable folklore experts such as Armenius Vambery.81 Reference to
Vambery is a device authenticating the narrative (Gelder, 1994: 8). Recent equivalents are the
verifiable „ancient‟ books, administered by a Van Helsing clone, which provide Buffy with
information on her opponents.
Attributing supernatural events to folklore authenticates a narrative by associating the
supernatural with the kind of genuine belief that derives from eternal wisdom: a „true‟
representation of the world as it was, is, and always will be. If some people see ghosts,
vampires, etc. as real, then audiences are invited to reassess what is possible and impossible.
Supernatural „reality‟ may even be signed by employing alternate „authentic‟ spellings: vampire
becomes vampyre; fairy becomes faerie. Such affectations generally connote phenomena with a
recorded history that is alien to modernity. Amongst on-line vampire subcultures, „vampyre‟ is
sometimes used to distinguish „authentic‟ vampires from „fake‟ vampires such as Goths and
role-players (Hudson, 2004).
In horror narratives, experts are often delineated into blinkered types with highly specific skills
and knowledge who may be responsible for the creation of the problem, and well-rounded types
bringing generic analytical skills that lead to a resolution of the problem. Generic analysts
include detectives, who feature as minor characters in many vampire narratives. In Mark of the
Vampire, Night Stalker, Bordello of Blood, The Breed, Forever Knight, Ultraviolet (1998),
Angel and Moonlight, detectives are protagonists.82 In Poe‟s narratives, “detectives use their
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Stoker (1992: 246) calls him „Arminius, of Buda-Pesth University‟.
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The vampire/detective story is a staple of the sub-genre. The protagonist of Night Stalker is an
investigative reporter. The detective of The Wisdom of Crocodiles is the vampire‟s antagonist. A
detective assists the protagonist of Innocent Blood. There is also a Sherlock Holmes „vampire‟
case, but the vampire is a fabrication.
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knowledge to fold back time, to interpret forms of social disruption, and to reinstate aristocratic
authority and order” (Jancovich, 1992: 38). Jancovich sees Poe‟s detective stories as
indistinguishable from his horror fiction. This is certainly the case for the horror-detective
narrative The Murders of the Rue Morgue.
Tale of a Vampire, credited as based upon Poe‟s Annabel Lee, features a detective-type
antagonist (Edgar). The trenchcoat-clad Edgar provides clues to the vampire protagonist‟s
(Alexander) romantic interest (Virginia) concerning Alexander‟s true nature. Edgar, whose
name directly associates him with Poe, functions as rival to the vampire, attempting to frustrate
Alexander‟s romantic intent because Edgar‟s wife (Anne) was Alexander‟s previous vampirised
lover. Alexander sees Virginia as a reincarnation of Anne (played by the same actor). It is
problematic whether Edgar shares that view. The romantic interest is a narrative device
developing the vampire characterisation. Before the resolution of the conflict between
protagonist and antagonist occurs, Edgar is also revealed as a vampire, having been vampirised
by Anne (an act associated with the fear expressed by the narrator of Annabelle Lee) prior to
destroying her. Edgar and Alexander are mirror images, tragic figures doomed to exist without
love because of their vampiric state. There is no reinstatement of aristocratic authority and
order. Existence without love is disorder and neither vampire is aristocratic. They resemble the
narrators of Annabelle Lee or The Raven in both social status and as tragic romantics. The
depiction of the vampire as lonely romantic hero is superficially similar to that of Coppola‟s
Dracula, but neither vampire in Tale of a Vampire preys upon humans. Edgar is never shown
feeding and Alexander feeds upon lesser creatures. Neither takes pleasure in their vampirism.
Alexander vampirises Anne and seeks to vampirise Virginia for companionship rather than for
feeding or for domination. Alexander more closely resembles Le Fanu‟s Carmilla than Stoker‟s
Dracula.
All in all, horror narrative depictions of class exhibit little consistency. While Jancovich (1992)
sees Poe‟s nostalgia for the American south as conservative, Poe‟s aristocrats are doomed
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figures, inward looking, trapped in their Gothic mansions and incapable of adapting to
modernity. In Dracula and several other narratives, high status, especially an aristocratic
position, is associated with creation of a monster, but only high status characters can
successfully resolve the problem. Yet the monster constitutes a problem for all, not just high
status characters. Monsters often result from hubris, most obviously in Frankenstein. Monsters
are produced by the inhumanity of the kind of rationality underpinning capitalism and feudalism
alike, as well as science and religion that defies or defiles human values.
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Chapter 3: Sexuality and Morality
Until relatively recently, the authors of vampire narratives have overwhelmingly been men.
Female authors are not prominent until the second-wave feminist period: Yarbro (Hotel
Transylvania, 1978); Charnas (The Vampire Tapestry, 1980); Rice (Interview with the Vampire,
1976). Women had some creative input (other than as actors) to vampire film during the 1960s
and 1970s, but not as directors. Auerbach (1995) claims that Kathryn Bigelow‟s Near Dark
(1987) was the first vampire film created by a woman. Bigelow was both director and
screenwriter of Near Dark, which also credits Diane Nabatoff as associate producer, Diane
Perryman as art director, Dale Martin for special effects, Davida Simon for makeup, Joan Parr
as songwriter and Karen Rea for casting. Near Dark was the first vampire film, then, in which
creative control was predominantly female. Subsequently, as women have become more
prominent in film-making generally, they have taken a greater role in the creation of vampires.
Vampire narratives have traditionally included powerful men and women, although the latter
have generally been evil seductresses with deviant sexual tendencies. Women as victims have
been depicted as passive and powerless. This is a common representation in the horror genre
and occurs even in Frankenstein, where less stereotyping of women might have been expected,
given that the author‟s mother was one of the most prominent first wave feminists.83 Gender
stereotyping is less common in recent narratives. A significant aspect of the Buffy narrative is
the depiction of women as central characters in the battle against evil. The teenaged, female

There are no strong female characters in most film adaptations either. Even Whale‟s Bride of
Frankenstein (where the „bride‟ and the narrator, Shelley, are the same actor) remains centred
upon male characters. While generally faithful to Shelley‟s novel, Branagh‟s Frankenstein
(1994) goes against this pattern by making Frankenstein‟s fiancé (Elizabeth) less submissive. In
a television interview, Helena Bonham-Carter (Branagh‟s Elizabeth) claimed that she insisted
upon changes to the usual characterisation. Intolerant of Frankenstein‟s obsession, Branagh‟s
Elizabeth demands that Frankenstein‟s work must cease if their relationship is to continue.
Elizabeth‟s role continues beyond her murder. She is reanimated as the Creature‟s „bride‟, but
rejects both her suitors and her „new‟ life, and suicides. The creation of the „bride‟ and her
rejection of the Creature follows Whale‟s film rather than Shelley‟s novel.
83
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vampire slayer with characteristics generally associated with vampire victim reverses traditional
gender roles. Buffy regularly protects the male romantic interest. The Buffy women are often
powerful and complex characters who must also deal with the trials and triumphs of everyday
life. By comparison, many of the supporting male characters are ineffectual, with frequent roles
as comic foils.
Complex, powerful women appear in early films in several genres (most often paired with a
male star), but positive representations of strong female characters are rare in early horror films.
Major female characters in vampire narratives were predominantly the romantic interest and
strong female characters were generally monsters. Even Ellen Hutter in Murnau‟s Nosferatu is a
weaker character than Stoker‟s Mina Harker and, until the 1970s, most later versions of Mina
are weaker still. Although Carmilla is the most significant female vampire in 19th Century
literature, there are no faithful renderings of Le Fanu‟s character on film until the 1960s. The
most recognised appearances are in Hammer‟s „Karnstein‟ films: The Vampire Lovers (1970)
and Lust for a Vampire (1974).84 Baker‟s Vampire Lovers is relatively faithful to Le Fanu.
Nevertheless, the characterisation of female vampires in early films is more varied than for male
vampires and some include aspects of the Carmilla character. Dreyer‟s vampire (who resembles
some earlier pictorial representations of vampires) differs considerably from the elegant
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Screen adaptations of Carmilla include Blood and Roses (1960), Terror in the Crypt (1963),
The Blood Spattered Bride (1972) and Carmilla (1987). In the Hammer films, Carmilla is
renamed Mircalla. The third of the Karnstein trilogy (Twins of Evil, 1971) features the Carmilla
character in a small role, but the plot and remaining characterisations resemble neither those of
Le Fanu‟s novel nor the other Hammer Karnstein films. Twins of Evil focuses upon the
diverging paths of two sisters sent to live with a puritan uncle during the height of his witchburning activities. The uncle (Peter Cushing in a characterisation quite unlike that of his Van
Helsing alter ego) is opposed to an immoral (sexually active, but unmarried), thrill-seeking,
local aristocrat (Count Karnstein). Karnstein invokes the spirit of his ancestor Countess Mircalla
through black magic, resulting in his perhaps inadvertent transformation into a vampire.
Mircalla then disappears from the story. Karnstein vampirises the more free-spirited of the
sisters who refuses to be dominated by her uncle. In a confrontation at the ancestral castle, uncle
and vampires perish, leaving the remaining sister to settle down with a village everyman
characterised as the „voice of reason‟ opposing the vigilante puritans. The film does not explain
how Mircalla, generally characterised as both vampire and lesbian, became anybody‟s ancestor.
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vampire of Hillyer‟s Dracula’s Daughter and the vampire „brides‟ of the period. Dreyer‟s
vampire, however, is unusual; the early female vampire is typically beautiful, seductive and
sexually voracious: the archetype of the subsequently named „vamp‟.
Mid-20th Century horror films are even more socially conservative in their gender
representations than early films. Characters such as Murnau‟s Ellen, Dreyer‟s vampire and
Hillyer‟s vampire disappear by the 1940s. Horror films centred upon women focus upon
romantic relationships or familial roles and do not generally reflect the movement of women
into „male‟ occupations. The panther-woman of Cat People (1942) is a feminised werewolf. The
protagonist‟s association of sexual activity with monstrosity pushes her husband into a
relationship with another woman. The possibly delusional transformation to monster is initiated
by competition for the man. I Walked with a Zombie (1943) is Jane Eyre transposed to the West
Indies, with a thick gothic atmosphere underpinned by old mansions and Voodoo. The
protagonist is hired as nurse to a plantation owner‟s wife. She suspects the wife is a zombie and
falls in love with the plantation owner. The vampire-like protagonist of The Leech Woman
(1959) is both victim and monster, but her function is merely erotic. She kills men (including
her husband) to obtain blood to maintain a youthful appearance, but learns the secret of eternal
youth because her husband wishes to replace her with a more attractive woman. Sobchack
(1994) describes Leech Woman as depicting fears of ageing, physical degradation and decay.
These reflect fears associated with gender, medicalisation of social problems and the desire for
immortality common to vampire narratives. These narratives address repression of sexuality, but
do not recognise women as having substantial functions other than as romantic interest or homemaker/carer and suggest that monstrosity is associated with women‟s madness.
There is, however, some divergence in depictions of women in 1950‟s horror, particularly in
films that include substantial elements of science fiction. Strong female characters appear as
monsters (Hertz‟ Attack of the 50 Foot Woman, 1958, depicts aggression motivated by revenge
upon an abusive, philandering husband as madness), but also as scientists (Hawks‟ The Thing;
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Arnold‟s The Creature from the Black Lagoon, 1954). The female protagonist of Creature from
the Black Lagoon is a competent scientist, and more insightful than her companions, but is
mainly a catalyst for conflict: romantic interest for both a male scientist and the monster. The
characterisation of Nicky, the scientists‟ assistant in The Thing, is quite different. Nicky moves
from the scientist group to the somewhat feminised military group, who acknowledge her
competence and include her in discussions of strategy. Nicky is masculinised: dressed similarly
to the men, showing archetypal alpha-male behaviour, out-drinking and abandoning her
romantic interest (the military group leader) on the morning after. The character reflects
movement of women into male occupations and approaches post-1960s feminist aspirations.
However, Nicky retains the role of romantic interest and, despite her acknowledged
competence, is excluded from physical confrontation with the monster. Confirming their
subordinate status, the women of Black Lagoon and The Thing are identified by their first
names, while men are predominantly identified by surnames. Few women characters in horror
of the period represent more than minimal feminist aspirations. Regardless of workforce
qualification, their main narrative role is regularly romantic interest for a male protagonist
and/or the monster.85
Horror often depicts women who are unable to act against the monster, who rely upon
professional, male assistance to survive. This can be seen as reflecting a gendered inability to
deal emotionally with life‟s harsh realities. Romero‟s Night of the Living Dead shows a woman
so incapable of dealing with the zombie threat that she is paralysed with fear throughout her
stay at the house of doom. The later movement of film characters toward a more complete
representation of their audiences has meant that horror tends to reflect generally recognised
gender constructs. Even the action-woman Buffy, who becomes surrogate mother to her sister
after their mother‟s death, is rendered comatose when her sister is captured by an evil deity. But
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The contrast with Ripley of Alien is illustrative. Ripley adopts a leadership role, formulates
attack strategies, is the most competent combatant, and is the only survivor (apart from the cat).
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the Buffy narrative does not wholly ascribe this inability to act to gender. Buffy is returned to
action through the intervention of her friend Willow rather than her male companions.
To reiterate, there are few positive representations of strong women in vampire film/television
before the late 1970s. House of Dark Shadows has several strong female characters, but as the
series is primarily a television soap, these are mainly romantic interests (an exception is
Dr. Julia Hoffman, who is also seeking a cure for vampirism). Hammer‟s strong female
characters are mostly monsters (vampires, witches, Countess Nadasdy in Countess Dracula).
Some (the Governess in Vampire Lovers, Jessica Van Helsing in Dracula A.D. 1972 and The
Satanic Rites of Dracula) act as the monster‟s opponent. By 1979, Herzog‟s Lucy is able to
transcend her role as dutiful wife: she is the only character with sufficient intelligence, strength
and capacity for self-sacrifice to oppose the vampire.
The Hunger (1983) critiques popular culture, particularly the obsession with youth and beauty,
reprising the fear of aging and decay evident in Leech Woman (with the gender roles reversed).
Pop-culture icons Catherine Deneuve and David Bowie star as an emotionless, bisexual, female
Dracula clone (Miriam) and her rapidly declining vampire romantic interest (John). While
Miriam remains eternally beautiful, vampirism merely delays the aging process for her partners.
They do not die, but exist in an eternal hell of rejection and decomposition. Miriam and John
lack several of the features regularly associated with vampires. They are fangless, slashing their
victims throats with a small knife, and reside in a soulless, contemporary urban apartment.
Although somewhat sympathetic, their existence is one of empty elegance. The narrative brings
together competing rationalities. Lacking Christian symbols, it includes non-Christian
symbology and an attempt to find a scientific „cure‟ for John‟s degradation. A non-too-subtle
reference to a failing medical system shows John visibly aging as he waits for service. John
becomes another of Miriam‟s collection of disgusting revenants while Miriam finds a new,
female, partner. Miriam is an ambiguous character. Her new partner, the resourceful Dr. Roberts
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(Susan Sarandon), is a more positive strong female
character. She refuses a subordinate role and ultimately
usurps Miriam‟s position.
As in other genres, attempted rescue of the romantic
interest is a typical plot element of vampire narratives
and often the focus of the struggle. Vampire narratives
are thus often interpreted as reinforcing stereotypical
gender roles. Early narratives are seen as depicting the
female romantic interest as a passive, disputed male
possession and female sexuality as repressed; recent
narratives as less gender stereotyped. Typically, Dracula

Figure 16: The Fearless Vampire
Killers (1967) Publicity Poster

contests possession of women with human rivals. There
are no rival male vampires in Stoker‟s Dracula and, with few exceptions, this sets the pattern
for vampire film until recently. The vampires of Blacula, for example, never meet or compete.
The range of vampires in The Fearless Vampire Killers include a „King‟ vampire, his
homosexual son, a disobedient subordinate male and a horde of relatives at the Grand Ball, who
appear annually and rely upon the King vampire to supply victims. None directly challenge the
King vampire.
Rival vampire males appear more frequently in recent narratives. Although the vampires of
Blade are highly sexualised, Blade lacks romantic attachments86 and possession of women is
incidental to the conflict, which centres upon competition for control of vampire society. Like
Blade, the main antagonist is part of a younger generation opposing traditional authority.
Engaged in a vendetta against all vampires, Blade challenges the leaders of both vampire
groups. There is substantial variation between the film‟s vampires, but most are unsympathetic.
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Similarly, Interview with the Vampire shows a vampire
society existing alongside humans and features few
significant human characters.87 The film focuses upon
conflict

between

vampires

and

upon

the

eternal

meaninglessness of vampire existence, particularly evident
in the character of a child-vampire with the mind of a
frustrated adult who completes the queer family of the

Figure 17: Van Helsing (2004) Dracula’s ‘wives’

feminised male protagonists.
While recent female vampires vary widely, not all are not wholly reconstructed. The traditional
seductress and subordinate group of Dracula „wives‟ remain prominent. The trend for
transformation of the vampire to sympathetic romantic protagonist was stronger for male than
for female vampires. Most female vampires in Bordello of Blood, From Dusk Till Dawn, Blade,
Embrace The Darkness, Dracula 2000, Underworld and Van Helsing resemble early depictions;
different forms of the seductress appear in The Breed, The Forsaken and Queen of the Damned.
The ambiguous seductress of The Breed is also a clandestine community protector. That of The
Forsaken rips bloody chunks of flesh from her victims. Queen of the Damned‟s Akashah is a
negatively characterised Dracula clone, more powerful and demonic than the male. 88 There are
ambiguous female vampires in Forever Knight, Buffy, Angel, True Blood and Being Human; the

Del Toro‟s Blade II (2002) features a highly sympathetic female vampire hero as partner to
Blade as well as a malevolent vampire patriarch.
86

87

Some narratives involving vampire communities, such as The Breed, do not feature an
obvious King vampire.
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Lestat, the vampire protagonist, is a shallow, bored playboy whom Akashah easily dominates
until he finds his place within the vampire community at the narrative resolution. As in
Interview with the Vampire, there is no vampire slayer and other vampires constitute the only
effective opposition.
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scarcity of heroic female vampire heroes is redressed by Innocent Blood, The League of
Extraordinary Gentlemen, Blade II and the Underworld series, but they remain rarities.89
Buffy‟s range of female vampire characterisations include the traditional seductress. Darla is
introduced at the beginning of the television series. Like Buffy, she resembles an archetypal
genre victim: young, innocent and vulnerable. Dressed as a schoolgirl and escorted into the
darkened confines of the local high school by a young man with lustful intent, she turns on him
with fangs bared. Buffy‟s female vampires include the mall dweller. A late American film
stereotype, mall dwellers often have comic roles.90 While Buffy leaves the mall dwellers behind,
other characters find this more difficult or less attractive. Cordelia (cheerleader, clotheshorse,
materialistic child of wealthy parents) maintains a dual existence as mall dweller and member of
Buffy‟s demon fighting group. Cordelia is shown as having greater depth than other mall
dwellers, but reverts to type for comic effect. After the third Buffy Season, Cordelia moves to
the Angel spin-off. At the end of the third Angel Season, Cordelia is transported to a higher
plane as a superior being. For the early Cordelia, this would appear ridiculous, but the character
development over six seasons is remarkable. The transformation shows hidden potential within
the materialistic, empty-headed mall dweller. Although the narrative continually references
circumstances as influencing outcomes, it focuses upon individual potential.
Not all mall dwellers have Cordelia‟s potential. Harmony, one of the early Cordelia‟s group, is a
repeatedly employed comic Buffy character. Harmony is a classic blonde bombshell obsessed
with clothes, boys, appearing cool and shopping. She retains these characteristics after her
transformation to vampire. As vampire, her banal prattling is so annoying that her vampire lover
(Spike) attempts to stake her. She steals clothes, but prefers to steal from good stores having a

While Van Helsing‟s assistant is the vampire‟s main opponent for much of Dracula 2000,
Van Helsing‟s daughter brings about Dracula‟s destruction, becoming a part-vampire hero.
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Mall dwellers come to prominence in Clueless (1995). When Buffy is introduced (in the
original film), she belongs to a group resembling the central group of Clueless.
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sale. After she forms a vampire gang, the response of other characters, good and bad, is the
disbelieving “Harmony has minions?” But there are elements of simplicity and vulnerability in
the Harmony characterisation that evoke sympathy for her in her doomed schemes and failing
relationship with Spike. She is a long way from the gothic vampire sisters of earlier narratives
and is one example amongst many of the greater range of recent female vampire
characterisations.
Early characterisations of vampire groups show dominant males and subordinate females, but
both male and female vampires dominate humans. While early characterisations often associate
overt sexuality with monstrosity, this association becomes less prominent when the romantic
vampire becomes dominant and depictions of women are broadened. In recent narratives,
though, women more regularly take on roles other than stereotypical romantic interest, mother
or monster. The sympathetic aspects of vampire characterisations tend to be primarily
developed in the context of romantic attachments. In this regard, male vampires undergo a
process of feminisation.

Patriarchy and Family
Depictions of patriarchy and sexuality are regularly addressed in commentary upon vampire
narratives. Patriarchy can be characterised as dichotomous relationships between man and
woman and father and children. Relationships between fathers and daughters are often discussed
separately from relationships between fathers and sons. The latter are generally seen as rivalry
while the former are often characterised as ownership. Discussions of both relationships are
heavily weighted towards aspects of sexuality. There is little discussion of mother figures other
than within psychoanalytical approaches, usually as oedipal constructions, again reflecting
aspects of sexuality. Gender depictions are often regarded as reflecting static social
relationships, but while some recent narratives differ little from earlier narratives, others reflect
changing views of gender. Rather than being markedly homogenous (Grant, 1996; Schnieder,
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2001), gender motifs and characterisations in the genre both reflect and undermine
contemporary gender relationships. Several feminist commentators on the genre since the 1980s
argue that mass culture is both complex and socially critical. Modleski (1986a, 1986b), for
example, regards much of the horror genre as attacking the ideological underpinnings of
bourgeois culture, particularly the family and the school, and regards descriptions of mass
culture as predominately consumed by women and essentially passive and sentimental as sexist.
Vampire narratives reflect changing attitudes towards sexuality and family. But community
attitudes do not reflect a linear progression; they swing between points on differing continua
and are not resolvable in a reductionist manner. Neither family nor sexuality are reducible to the
other. Their relationship includes a wide range of factors and competing ideologies. Like
narratives more generally, vampire narratives do not represent attitudes common to whole
communities. They are constructed for particular audiences and appeal to different audiences at
different times and places.
Family versus promiscuity is a common thematic opposition in horror films. Monstrosity is
regularly associated, particularly in early narratives, with the absence of a traditional nuclear
family, i.e., a patriarchal structure valorising motherhood.91 But „good‟ traditional families are
not exclusively shown as under attack from evil. Dracula‟s children appear in Universal films
and members of Carmilla‟s family in Hammer films. Mircalla in Vampire Lovers belongs to a
vampire nuclear family. Son of Dracula shows the vampire in a conservative familial role. It is
possibly the only film of the period where a vampire attempts to meet contemporary moral
standards through formal marriage. Dracula and his brides are master and servants, but (son of)
Dracula seeks a single partner and arranges a ceremony before a JP. He doesn‟t choose a priest
and the marriage is clearly a path to his bride‟s inheritance. He thus remains evil in rejecting
both Christianity and romantic love, but his conservatism contrasts with his bride‟s attitude. Her
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motivation, at least subsequent to the union (it is problematic whether she enters the relationship
with free will), is to transfer the gift of immortality to her former fiancé. Nevertheless, the
relationship contrasts positively with that of possibly the most perverse „family‟ of the period.
In Mark of the Vampire, the „bride‟ is the male vampire‟s daughter; the film suggests that she
has been a murder-suicide victim following an incestuous relationship.
The absence of other male vampires in Dracula narratives emphasizes (especially in Hammer
films) Van Helsing as Dracula‟s main rival. Their conflict brings into focus similarities between
the rivals, particularly as patriarchs. The patriarch ultimately represents sexual dominance, but
is concerned with broader power relationships. Stoker‟s allocation of a substantial role to Mina
in the Crew of Light makes the group significantly different from Le Fanu‟s vampire hunters
and reflects significant differences between the vampires. Both challenge conventional male
familial authority, but Carmilla constitutes an alternative to that authority, while Dracula is
another patriarch. Both vampires are attractive to their victims, but the victim‟s attraction to
Carmilla has a stronger foundation. Both narratives place women in positions of authority, but
where Carmilla and her victim defy convention, Mina acts to defend convention. Mina‟s
ambiguity as both a victim who struggles to resist the temptation of the predator and an
empowered defender of convention reflects the vampire‟s ambiguity as an invading patriarch
who reveals the repression of sexuality within conventional patriarchy.
Significantly, the absence of a co-ordinated group of vampire hunters and the recasting of Van
Helsing (Professor Bulwer) as an ineffective opponent in Murnau‟s Nosferatu centres
opposition to the vampire upon Mina (Ellen Hutter). Women are not prominent in that role for
most of the 20th Century. Such a strong female character allows the film to be interpreted as
substantially more feminist than many later versions of the narrative, but Ellen remains
ambiguous as she overtly defends conventional patriarchy. Her position as the representative of
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domesticity contrasts sharply with the other-worldly appearance of the vampire and the
falsification of science that occurs within his domain. Ellen thus emphasises the alien character
of the threat. The Ellen characterisation and the grotesque vampire focus the narrative more
upon invasion than upon revelation of sexual repression.
Competition between patriarchs is similar to that between romantic interests. The theme of
competition for romantic interest distinguishes vampire narratives from those such as Shelley‟s
Frankenstein, but both are fundamentally concerned with family. Frankenstein and his Creature
are not rivals in the manner of Dracula and his rivals. Frankenstein is a patriarch, but the
narrative might be seen to demonstrate the unpreparedness of men for the role of father.
Frankenstein denies the Creature a place within his family and refuses to create an alternate
family. An archetypal bad father, he refuses responsibility for his creation until his own family
is destroyed. Frankenstein and his Creature both struggle to establish and maintain a concept of
self. They do not compete for a prize or even for dominance. Frankenstein wants to be rid of the
Creature. The Creature wants the companionship of his creator. The women of the narrative are
not prizes. They represent the familial comfort rejected by Frankenstein and denied to the
Creature. The Creature wants what his creator has dismissed as unimportant. Both
Frankenstein‟s Creature and Dracula threaten to destroy familial comfort. Where Dracula seeks
dominance, the Creature seeks membership of society. Whale changes the Frankenstein
narrative so that familial comfort is restored to Frankenstein. Badham and Coppola change
Stoker‟s narrative so that Dracula seeks familial comfort. Bigelow‟s Near Dark shifts the
vampire narrative to competition between familial groups. A major theme in Whedon‟s
narratives is the search for family.
Television became the dominant entertainment medium during the 1950s and 1960s and many
narratives of the period centred upon homogenous family groups. The Munsters utilized this

dealings of his family line with the Devil.
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genre to show vampires (and other monsters) as domesticated, humorous, sympathetic
children‟s characters. While horror had regularly included comic elements, these had generally
been associated with minor characters and rarely with the monster. The non-threatening comic
vampire depicts the monster as simply another member of a secure community. The Munsters
also focussed upon non-acceptance of difference. Vampires and their kin were, for the time
being, merely caricatures of their former status as representations of social evils. Real threats
were found in foreign wars or in the products of dysfunctional families, such as the killer of
Psycho (1960). The families of film psychotics are closer to those of audience experience than
many monsters, who are distanced from audiences by their supernatural sources. In the 1970s,
horror films clearly associate monstrosity with family (The Texas Chainsaw Massacre, 1976;
The Hills Have Eyes, 1978). These narratives provide explanations for psychosis, but the
explanations are rarely congruent with other narratives or coherently represent psychoanalytical
theory (Tudor, 1989: 187). They do not support Tudor‟s claim that ordinary people “might
suddenly be transformed into unpredictable and inexplicable killers.” Exceptions are more
common in other genres. In Kubrick‟s Full Metal Jacket, the transformation of gentle,
physically inept recruit to psychotic killing machine is accomplished only too well for both
recruit and drill sergeant. At least since War Hunt (1961), the war genre has relatively
consistently portrayed such transformations in recognisable stages. Horror typically associates
transformation with a single, traumatic event.
Horror narratives consistently suggest that human monsters differ radically from audiences.
They result from chemical manipulation, genetics, or physical, social or supernatural trauma.
Supernatural explanations for madness are prominent in recent narratives. For Michael Myers,
Jason or Freddie, abnormal family structures are insufficient to produce monsters. When the
creation of human monsters begins to be regularly connected with family, the association is
rarely with the nuclear family unless factors such as social isolation are involved. The „ferals‟ of
The Hills Have Eyes are as immediately recognisable as an abnormal family as are the
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incomplete families of House of Usher and Psycho. Although differing in their abnormality,
each results from social isolation. They are ideal types that audience members are unlikely to
identify as reflecting their own social situation. The monsters, while threatening, are relatively
easy to deal with once recognised. Madness is also associated with families through genetic
inheritance, although this explanation is relatively uncommon outside early Gothic horror and
when it appears is often employed for comic effect.92 Physical or social trauma, particularly
disfigurement (Phantom of the Opera, House of Wax, Dr Phibes) or social rejection (Carrie,
Dr. Praetorius in Bride of Frankenstein) is more regularly employed. The association of
madness and physical trauma in early films was perhaps inspired by disfigured or shell-shocked
soldiers returning from war. By contrast, chemical manipulation (The Invisible Man, Jekyll and
Hyde) is associated with scientific hubris and is similar to Frankenstein‟s madness.
Films focussing upon mad women tend to suggest that madness results from abnormal family
situations, such as childhood sexual abuse. Schneider (2002: 120) states that it is “widely
recognized that ... male psychopaths in the horror genre are typically characterized in sexual
terms primarily through their ambivalent feelings towards women.” Men‟s madness is
associated with an inability to appreciate the pleasurable aspects of sex. Both men‟s and
women‟s madness is associated with sex as reproduction, for men through an over-determining
(Christian) morality, often labelling victims as promiscuous (promiscuity being an indicator of
victim status in many horror films - especially teenage girls engaging in sexual activity in
remote locations). Madness for women is often associated with a failure to adequately fulfill the
mother role. However, the general cause of mental illness in women, especially depression, is
the normal patriarchal family. The source of the apparitions in James‟ Turn of the Screw is
commonly identified as repressed sexual desire. Psychological problems associated with
childcare were not labelled as „depression‟ during James‟ era, but recent audiences might
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identify that pathology in the governess‟ characterisation; similarly in The Others, where a
mother kills herself and her children following the battlefield death of her husband.93
Buffy valorises family, but the nuclear family is consistently the source of rather than the
solution to problems. Most major characters (including some monsters) encounter significant
problems with parents or partners or belong to single-parent families. Buffy‟s parents are
divorced. Spike‟s mother is widowed. Angel‟s conflict with his father drives him to renounce
his humanity. Wesley‟s social ineptitude stems from his relationship with his overbearing
father. Giles‟ youthful rebellion against his father‟s demand that he train as a Watcher includes
invoking a murderous demon. Jenny‟s Gypsy family cause her to betray Buffy‟s group.
Xander‟s fear of becoming like his drunken, abusive father causes him to abandon his bride at
the altar. Anya‟s philandering partner pushes her into a demonic transformation and, having
regained her humanity, she is again demonically transformed after abandonment by Xander. A
bite from his nephew turns Oz into a werewolf. Willow‟s overly analytical academic mother
sees ventures into witchcraft as a sign of lack of discipline and, under demonic influence, she
and Buffy‟s mother attempt to burn the girls at the stake. Buffy‟s mother‟s new partner is
revealed as a homicidal robot. Tara‟s family creates an elaborate myth in which she is partdemon to keep her at home performing domestic duties. Cordelia‟s over-indulgent parents
produce a self-centred child lacking social skills. Her father commits tax fraud, which results in
Cordelia abandoning her college plans and seeking work as an actress, making her a vampire
target. Faith‟s rejection of her drunkard mother and her attempts to please her surrogate father
(Sunnydale‟s Mayor) underpin her transformation from vampire slayer to murderous sociopath.
Nevertheless, Buffy‟s and Angel‟s groups both regard themselves as families. When Tara‟s
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As her death is associated with failure as a mother, the wife in The Others fails to recognise
that she is dead. The ghostly husband, returned by the wife‟s will after fulfilling his gendered
role, is confused by his surroundings. This perhaps shows men as more accepting of death.
Ghost, however, shows both men and women resisting evidence not fitting their worldview and
the female characters adapt more readily than in earlier ghost stories.
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father demands that she return to her domestic duties, Giles tells him that Tara has a new family.
Following the death of one member of his group, Angel states that they will not lose another
member of the family.
Freeland (2000: 17), drawing upon Lacan and Mulvey, sees horror depictions of evil as
patriarchal: women usurping the father‟s role are punished. Berenstein (1996), however, argues
that horror subverts conventional authority by encouraging audience identification with
characters of both genders. She identifies similar anxieties associated with disruptions to gender
and class relationships in Britain and America during the 1930s and the 1950s. National
paranoias in the 1930s centred upon breakdowns in familial structures associated with collapse
of the industrial base and failure of the international financial system. Similarly, post-World
War II anxieties centred upon the failure to re-establish pre-war social order: changing social
and domestic roles for women, growth of the middle class, the rise of consumerism
accompanied by loss of faith in economic progress, and threat of atomic war. Universal and
Hammer horror films reflected these anxieties. Buffy encouraged rejection of patriarchy by
suggesting that traditional families and gender roles are sources of a number of those anxieties.
Although recent narratives reflect changing views of family, depictions of mothers are amongst
the least variable aspects of horror narratives, particularly vampire narratives. Partly, this stems
from the absence of mothers as major characters in early narratives, while fathers or substitutes
in the form of Van Helsing94 are prominent. Varney has a son, but the child‟s mother is absent
from the narrative. While Varney invades a „complete‟ family, his target is the daughter not the
mother. Carmilla‟s target is motherless. Lucy Westenra‟s mother dies before Lucy is
vampirised. Mina Murray has no parents. She becomes a mother some years after Dracula‟s
destruction, in the narrative epilogue. Mina-as-mother has only a tenuous relationship with the
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vampire.95 Motherless families are common early vampire targets. Such families might be seen
as vulnerable because they are incomplete gender structures and lacking of key protection:
every mother is a latent „tiger mother‟.96
The highly sexualised vampire characterisation leads to avoidance of depictions of interactions
between vampires and mothers. Where mothers appear, they are typically desexualised. UK and
US censorship codes contained no specific prohibitions concerning mothers. The sexualised
mother taboo was perhaps so strong that prohibitions were thought unnecessary. Sexualised
mothers are consistently depicted as transgressive. In Brides of Dracula, Van Helsing demands
that the undead hordes (materialized as bats) destroy Baron Meinster for violating their code.
Meinster has vampirised his mother (Baroness Meinster) and has partially vampirised a young
woman who becomes a conduit for other victims. Since the latter is a typical vampire victim,
Van Helsing‟s admonition must relate to the mother‟s vampirisation. Attacks upon other family
members, including the hypocritical fathers of Taste the Blood of Dracula, do not attract such
vehement condemnation. Mothers are minor characters in Taste the Blood of Dracula and not
vampire targets. The human Baroness Meinster is an active, domineering aristocrat. As vampire,
she is submissive. She remains seated, unprotesting, while Van Helsing questions and then
destroys her. She appears considerably older than most female vampires of the period,
comparable in age to Van Helsing. Her inactivity avoids overt associations between an aged
mother figure and vampire sexuality.
These narratives valorize motherhood. Single parent families, though, remain suspiciously
vulnerable to attack and likely sources of monstrosity. The absence of a male authority figure

Stoker‟s rarely filmed epilogue includes statements from Van Helsing and Jonathan Harker
that there is no formal proof of the vampire‟s existence, distancing the monster from the
protagonists‟ „normal‟ lives.
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In Shelley‟s Frankenstein, the early death of Frankenstein‟s mother contributes to the lack of
a mediating „normal‟ family influence upon his scientific pursuits. His mother‟s absence might
be seen as motivating Frankenstein toward taking on the roles of both mother and father
(usurping God‟s role) in the asexual creation of a monster.
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leaves Norman Bates‟ relationship with his mother as the focus of his psychosis. In Near Dark,
both homesteader and vampire families are motherless, suggesting such families are dangerous.
In Lost Boys, a single mother (Lucy) attempts to re-establish her family in a new location and to
form a relationship with a man (eventually revealed as a King vampire), which places her family
in danger. Auerbach (1995: 167-168) states that “Lost Boys admits no world beyond the
family.” Lucy‟s children‟s “only authority is their giddy divorced mother ... and her own
father.” Lucy herself “is so distracted by working and flirting that she abandons her boys to a
vampire gang.” Yet it is unclear whether this is an attack upon the concept of single motherhood
or the idea that a single mother should seek a partner. Nor is it clear why the grandfather, who is
instrumental in eliminating the vampires, should be regarded as an unsatisfactory authority
figure.
Buffy‟s divorced mother (Joyce) seeks relationships with good, solid men; generally, there is
only a hint of sex. Her only overt sexual relationships are with her former husband and Giles.
The latter results from ingestion of „demonic‟ drugs („Band Candy‟) and is declared a topic that
is not for discussion by Joyce, Giles and Buffy. Buffy learns of the dalliance during an episode
in which she becomes telepathic („Earshot‟). Spike‟s mother is a recurring character in his
slowly unfolding backstory, but remains a kindly, supportive invalid up until the revelation that
the sentimental Spike vampirised her in an attempt to indefinitely prolong their loving
relationship. But this new demon-mother is cruel and sexualised. Spike destroys her as she
makes sexual advances toward him. The episode is a significant element of Spike‟s
vulnerability to control by evil forces in the last Buffy Season (although by then he has regained
his soul). While Spike protests that the thing he destroyed was not his mother, but a demon with
his mother‟s appearance and memories, he acknowledges that having killed both mother and
demon-mother makes him monstrous. Blade displays no sentimentality when confronted with
his highly sexualised now-vampire-mother. His vendetta is based upon revenge for the attack
upon his pregnant mother, which made him part-human-part-vampire. Thinking his mother
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dead, he is surprised by her reappearance, but destroys her dispassionately after she makes
sexual advances toward him. There is ambivalence toward mother figures in Buffy and
dispassion in Blade. In Buffy, there is much discussion of vampires as „sires‟, but references to
vampire mothers and grandmothers are centred largely within generation-gap humour. The
sexualised mother is addressed, but the focus is mostly upon the still-current taboo.
While continually associated with repressed sexuality, the association of vampirism with family
is not prominent until the 1980s. It is evident in Lost Boys and Near Dark, which are similar to
1950s teen movies in rejecting the superficial attractiveness of youth rebellion in favour of
wholesome family values. However, other interpretations of these films are possible. Little
differentiates the competing mirror-image, isolated, motherless, patriarchal families (one an
upstanding rural „homesteader‟ group, the other a travelling group of white-trash vampires) of
Near Dark. No family model is privileged. While Lost Boys might be seen as promoting the
traditional patriarchal family by showing a single parent putting her children at risk, the film
also shows that reforming the family with the wrong man endangers the children. The lone
parent family is reconstructed as an extended/blended family (grandfather, mother, children and
adopted child), that proves strong enough to defeat the vampires. Lost Boys earned ten times as
much as Near Dark at the box office, which might indicate an audience preference for narratives
involving non-patriarchal families, but is probably more related to casting, vampire
characteristics and comic content.

Vampire as Sexual Metaphor
The folkloric vampire‟s association with immorality is reflected in early vampire narratives and
persists beyond the Hammer period. While immorality has many aspects in the broader horror
genre, for vampires it is most commonly related to sexuality. Heightened sexuality often
provides opportunities for vampire attack. The emphasis upon sexuality was irregularly an
element of the male folk-vampire, common to particular areas of Europe, and in literature was
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more overtly associated with the female vampire prior to Stoker‟s novel. Praz, in „The
Metamorphoses of Satan‟ (Carter, 1989a: 2), describes the 19th Century male vampire as
deriving from the Byronic villain-hero who perpetrated the “love-crime.” The elegant aristocrat,
whose English prose vampire forbear is Polidori‟s Lord Ruthven, is a defining characteristic of
the Byronic romantic lover. Reflecting late-Victorian morality and perhaps the views of Stoker
and LeFanu,97 Praz‟ concept of evil is fundamentally Christian and strongly associated with
sexuality. Separation from God is signified as strongly by overt and deviant sexuality as by
murder and cannibalism.
As did Hammer‟s vampire films in the 1960s and 1970s, the explicit sexuality of True Blood
pushes the boundaries of what is acceptable outside essentially pornographic media. Despite her
love for vampire Bill, Sookie has erotic dreams featuring vampire Eric. Sharing of blood
provides the characters with emotional links. Humans trade vampire blood as a powerful
aphrodisiac. For most of the sub-genre, the vampire remains associated with uncontrolled
desire. Illicit sexual activity continually provokes transformation to vampire. Baron Meinster in
Brides of Dracula becomes a vampire as a result of debauchery; a young man of questionable
morality and liberal inclination falling in with a bad crowd. In Taste the Blood of Dracula,
otherwise „moral‟ men who visit a brothel unwittingly revive Dracula. In Twins of Evil, Count
Karnstein becomes a vampire after one of his regular satanic rituals revives his ancestor
Mircalla. In The Addiction, vampires are extreme manifestations of human immorality. In
Incense for the Damned, vampires drink blood to achieve orgasm. The film shows an academic,
symbolically emasculated within the class-ridden English university system, adopting
„vampirism‟ as a cure for impotence.98
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While attacking the „establishment‟, Incense for the Damned is highly conservative in the way
it associates deviant sexuality with evil and, like the later Hammer narratives, depicts youth
counter-culture as dangerously immoral. The narrative operationalises Freudian theorising of
the sub-genre, depicting vampirism as a psychological disorder.
98
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Sexual predation is a characteristic vampires share with other monsters. Dracula, Jekyll and
Hyde and Dorian Gray each depict struggles between Victorian morality and carnal urges, and
in each the sexual predator is destroyed through the efforts of overtly „moral‟ opponents. The
promiscuous, insatiable Dracula is defeated when he attacks the pillars of society. Dorian is
eventually recognised as a monster and destroyed because he fails to endorse family values.
Disgusted by his carnal desires, Jekyll attempts to release his good side, but instead releases
Hyde. The message is that Jekyll, warts and all, represents good. Hyde evokes terror through
associating sexuality with violence. In early horror films, sexual activity is often associated with
the primitive and must be repressed. In later narratives, sexuality is more often an element of the
balanced life and must be acknowledged and exercised. In the unbalanced life, especially in
serial killer narratives, evil often results from over-expression or repression of sexuality. In this
regard, Stevenson‟s novel resembles recent narratives: excessive repression of sexuality is bad
for the individual and society. Recent narratives generally include ambiguous characters rather
than clear moral delineation between monsters and opponents.
In vampire narratives, opposition between religion and sexuality is often more overt than
opposition between religion and science. Religion redresses human weakness and supports
patriarchy, but vampire narratives can also be seen as critical of patriarchy. The „natural order‟
of repression of (especially female) sexuality is fatally flawed. Sexual repression leaves both
women and men vulnerable to the vampire. Browning‟s Dracula emphasizes the vampire as
romantic rival to Harker. Publicity for the film includes statements such as “The strangest love
story of all.” Dracula is an intelligent, aristocratic, exotic, man-about-town, always in full
evening dress and with a fine line in conversation. He is overtly more romantic than the dimwitted, insipid, domestic Harker. The asexual Van Helsing provides the only resistance to the
vampire. The vampire represents freedom from the sexual repression of normal familial
relations, although this freedom brings with it a new order of dominance and subordination.
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The interpretation of Lugosi as sexual predator is informed by his resemblance to Valentino,
whose persona held strong appeal for women, but was threatening to men. The vampire‟s
sexuality is less overt in Lugosi‟s immediate successors (John Carradine and Lon Chaney Jnr).
During the Hays Office period, the sexuality of the male vampire may have been deliberately
reduced by casting actors without obvious appeal to women. Carradine, while elegant and
aristocratic, is hardly a sexual magnet. Chaney‟s menace stems mainly from association with
other monsters (Frankenstein‟s Creature and the Wolf Man). His vampire is among the least
overtly sexual Dracula representations. The subsequent lessening of the male vampire‟s sexual
appeal is one reason for the persistent association of the vampire with Lugosi until the Hammer
period. Both male and female vampires are much sexier in the Hammer period than in the
Universal period,99 but where Hammer‟s male vampires are thoroughly evil, Hammer‟s female
vampires are more ambiguous and often have subordinate roles.
The motif of the old preying upon the young is encapsulated in the apparent age difference
between the Dracula-type vampire and most victims. Sexually active older men, including
fathers (especially in Taste the Blood of Dracula), and romantic relationships between older
men and younger women are common in vampire narratives. The Van Helsing character is not
shown in romantic or sexual relationships, but Dracula-type vampires and their main opponents
appear of a similar age. Until after the Hammer period, the young offer little resistance to the
vampire, but the attraction of the older Dracula-type vampire is questioned in films such as
Buffy (1992), where the teenaged protagonist resists and destroys the vampire. Post-1970s
protagonists are increasingly teenagers/young adults. Fewer vampires appear significantly older
than the protagonists. The mysterious European aristocrat (Lugosi, Carradine, Lee, Palance) is
no longer a convincing image of overpowering sexuality crossing the generation gap.

This is perhaps not so for non-English-language films. In Universal‟s Spanish language
version, Dracula‟s physical appearance is closer to the Hammer vampire than to Lugosi.
99
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By the end of the 1970s, the apparent age-difference between vampire and victim is
substantially reduced in some films, but not others. Badham‟s candle-lit seduction scene at
Carfax Abbey is very different from the earlier standard vampiric seduction. Dracula woos the
girl as the leading man might in any romantic narrative. Unlike earlier Draculas, Langella looks
the part of the Byronic romantic lead: an elegant, handsome, long-haired Lothario from a
bodice-ripper novel (the dull Harker, apparently most interested in his high-tech automobile,
offers little competition). Herzog, on the other hand, presents a repulsive, aging monster. In both
Badham‟s and Herzog‟s films, Lucy chooses to remain with the vampire, but where Badham‟s
Lucy wishes to escape her corrupted community, Herzog‟s Lucy wishes to save her community.
These are much stronger female figures than appear in most versions of Stoker‟s narrative.
Coppola‟s film depicts romantic love between vampire and victim in a manner that the filmmaker expects will be accepted by late-20th Century audiences. Gelder (1994: 90) regards
Coppola as moving Dracula into the Hollywood romance genre. Prince Vlad appears
considerably younger when courting Mina than when meeting Harker, and thus a believable
suitor. Coppola‟s focus upon romantic love transfers the main narrative conflict to an internal
conflict for the protagonist. Dracula is an unseen menace for much of Stoker‟s novel, but a
constant presence in Coppola‟s film. Coppola‟s is predominantly a personal narrative while
Stoker‟s is predominantly social. This is also evident in Mina‟s characterisation. Coppola
abandons Stoker‟s focus upon Mina as the character drawing together the disparate elements of
the vampire-hunting group. He favours Van Helsing in that role and relegates Mina to an object
of desire. Coppola‟s Mina is girlish and weak; subject to rather than in command of her
emotions and sexuality.100 The overall effect of these changes is to move Dracula further toward
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Partly, this is attributable to (mis)casting popular non-genre actors in particular roles. Antony
Hopkins‟ Van Helsing is an appropriately imposing figure, as might be expected from his earlier
genre appearances, and Tom Waits imbues Renfield with madness and pathos. By contrast,
Keanu Reeves‟ Jonathan Harker is insipid and, despite being given the task of despatching the
subdued vampire, Winona Ryder‟s portrayal of Mina Murray is child-like.
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a traditional patriarchal contest with a woman as the prize. Coppola‟s narrative is less feminist
than Stoker‟s, less rational, more Christian and more focussed upon personal redemption.
Coppola‟s Dracula exudes deviant sexuality. In this respect, the film is faithful to Gelder‟s
(2000: 145-146) reading of Stoker: “Dracula is coded as promiscuous, perverse, sexually fluid
(heterosexual, yet homoerotic) insatiable, queer.” Coppola‟s Dracula is overtly manipulative in
the early stages of his „romance‟ with Mina, mesmerising her into not seeing him as he pursues
his lust for Lucy. Dracula-as-werewolf copulates with a willing Lucy, but Mina sees only Lucy
writhing in pleasure without apparent cause. The scene emphasizes Dracula‟s bestial, but
contradictory nature. His powerful and predatory sexuality is applied to both Lucy and Mina,
but Mina is an innocent while the overtly sexual Lucy provides Dracula with an easy victim.
Earlier, Lucy had shown Mina Kama Sutra. During Dracula‟s attacks, Lucy is dressed in a
revealing nightgown (exposing her breasts) while Mina generally remains fully clothed. Lucy‟s
costuming resembles that of Dracula‟s „wives‟. In Lucy‟s case, the vampire‟s parasitic nature is
immediately apparent, but in Mina‟s case, he appears motivated by love. Mina closely
resembles the wife whose suicide inspired Prince Vlad‟s rejection of God. He resists the
impulse to bite her while in a secluded booth at the film-house and initially refuses Mina‟s
request to transform her into one of the undead. He displays no reluctance to vampirise Lucy,
stating before killing her that he condemns her to the eternal hell of living death.
Dracula‟s predations impel Mina to become his „bride‟. Mina does not witness the Lucy
vampire as devourer of children nor the horror of her destruction. Nor is Mina like Lucy a
conscious prisoner of repressive morality. Mina seeks release from the human condition because
she cannot face mortality. She tells Dracula: “Take me away from all this death!” Mina is
sexually attracted to the exotic Prince Vlad and clearly dissatisfied with her relationship with
her decidedly ordinary fiancé. Following her marriage, soon after her loss of virginity, Mina
states that she now understands her attraction to Prince Vlad. Mina then enters a form of
marriage with the vampire. Scenes of Mina and Jonathon‟s marriage ceremony are intercut with
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scenes of Mina as Dracula‟s willing victim: Mina drinking the communion wine, the blood of
Christ, and Mina drinking Dracula‟s blood are juxtaposed. But before her seduction is complete,
the vampire is confronted by the Crew of Light and again revealed as a creature of nightmare.
Until the romantic vampire becomes prominent, the attraction of the vampire is generally shown
as enthralment rather than conscious desire. This depiction persists, but recent vampires develop
romantic relationships (although the romantic interest is often also a vampire victim or a target
for other monsters). Shimako Sato‟s Tale of a Vampire (1992) features a sympathetic, romantic,
vampire protagonist with reincarnated love interest. However, unlike Coppola‟s upright Crew of
Light, the vampire‟s opponent is a shadowy and ambiguous character, ultimately revealed as
another vampire seeking revenge for the vampirisation of his wife, the protagonist‟s lost love.
These vampires are characterised as more human than most vampires were to that time and
vampirism is depicted as degrading rather than an opportunity for eternal love. Similarly,
Po-Chib Leong‟s The Wisdom of Crocodiles (1998) has a romantic vampire protagonist and
depicts vampirism as a curse. The sophisticated, soulful and knowledgable vampire must feed
on someone who loves him: love imbues the victim‟s blood with the elements necessary for his
survival. Victims are not transformed into eternal lovers, but die. The vampire develops a strong
romantic attachment to his final intended victim and attempts, unsuccessfully, to overcome his
blood-lust. The victim survives the attack and the vampire is destroyed. Neither Tale of a
Vampire nor The Wisdom of Crocodiles place emphasis upon traditional religious symbology. In
neither do the vampires seek social interaction beyond a relationship with their victim. In both
cases, interaction with wider society is forced upon them.
The widely varying vampires of Buffy have romantic and sexual relationships, even when soulless. In romance, little distinguishes humans from vampires. Some show little concern for
others. Some passionately commit to their partner. Buffy has romantic and sexual relationships
with both humans and vampires. All end badly. Buffy‟s romantic relationships show varied
aspects of sexuality. Many Buffy characters, male or female, are slaves to desire and tend to
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confuse sex and love. Buffy is ashamed of her relationship
with Spike, both because they engage in transgressive sex
and because she cannot love him. Spike interprets their
relationship as love. Spike is both mass murderer and
hopeless romantic. Spike accepts Drusilla‟s offer to make
him a vampire because he is rejected in love. Once
transformed, Spike loves Drusilla deeply. Angelus
(Angel‟s earlier soul-less persona) makes Drusilla insane
before transforming her and later has sex with her to

Figure 18: Angel (2003) Publicity
Poster

demonstrate to Spike that vampires are beyond human
affection. Spike declares that this act made him a monster.
Spike later realises he loves Buffy. He endures much pain
to win her, but eventually recognises that his efforts are
futile. Even then, he is prepared to die for Buffy. Buffy
tells him in the series finale that she loves him, but by then
Spike understands this is said from affection and pity
rather than romantic love.
Spike, even with a soul, is not Angel – Buffy‟s first and
only true love. Romantic love blinds us to faults in our

Figure 19: Fanged Spike

lover that are obvious to others. Buffy‟s well-meaning school counsellor ironically describes her
relationship with Angel: “You thought he was one person, then you made love and he changed.”
Angel‟s change is physical; he reverts to Angelus upon taking Buffy‟s virginity. Steven Katz,
scriptwriter on Shadow of the Vampire (cited in Roddick, 2001), sees vampire narratives as
essentially concerned with the association of sex with guilt and danger: “you are changed the
next day: you‟re ill, or you‟re not the person you were before.” In Buffy, monsters are often
manifestations of personal crises or social contradictions. The school counsellor does not see a
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world filled with monsters. He sees through the lens of psychoanalysis, which is inapplicable to
Buffy‟s world. He is soon after killed by a monster and Buffy, not realising he is dead,
unburdens herself to the partly-seen corpse.
Buffy learns, but slowly. With her second sexual relationship, she still seeks idealised romance.
Buffy doesn‟t understand why, having made his conquest, her partner abandons her. Buffy‟s
third relationship (Riley) is shown as uncontrolled desire. Their compulsive sexual activity
manifests sexually repressed spirits that threaten their friends. Buffy‟s associates are also shown
as unable to control their desires, which leads to love and tragedy. Xander regularly finds
himself in life-threatening situations by forming relationships with demons disguised as
attractive women. Anya reverts to her vengeful demon persona after being left at the altar. Oz is
unable to resist the attraction of a female werewolf and loses Willow. Angel and his former
vampire partner Darla create a mystical child who becomes a key player in an apocalyptic
conflict, causing Cordelia‟s death. Although not wholly consistent regarding sex and morality,
Buffy generally does not discriminate by gender. Men and women (and male and female
monsters) are equals in love, desire, triumph and tragedy. Buffy, however, may not be typical of
recent vampire narratives, which often retain more traditional gender representations, though the
series does share themes with other teenage horror narratives; casual sexual liaisons, for
example, regularly lead to disaster.
Recent vampire narratives increasingly include explicit sexual activity. Embrace of the Vampire
(1994), a standard (for the period) romantic vampire narrative, includes a reincarnated love
theme, but is mainly a voyeuristic exercise for Alyssa Milano fans. In Embrace the Darkness
(1998, and sequels), traditional vampire iconography and plot are incidental to explicit sexual
activity. The association of soft-core porn and horror is not coincidental. Horror and sex are
taboo subjects: not to be discussed in pleasant society. Censors now deem both as suitable for
uncultured adult audiences. Although not populated exclusively by men dominating women,
such sexual dominance characterises most pornography and is especially evident in
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representations of women as sexual slaves: the powerless victim. The rape of the naked and
bound Megan by the decapitated/reanimated mad scientist in Re-Animator (1985), a loose
adaptation of Lovecraft‟s short story, is reproduced with varying degrees of overt sexual activity
in many horror narratives. Such scenes are primarily voyeuristic. Their narrative function could
be achieved in a less explicitly sexual manner. It would seem that by its nature, horror provides
a legitimate, but still illicit, opportunity for audiences to experience explicit representations of
sexual activity without the embarrassment of attending films classified as pornographic.
Association of sexuality with horror in early films is not, as Tudor (1989: 174-175) suggests,
limited to vampire narratives. Sexuality is clearly associated with the metamorphosis of Jekyll,
werewolves and the Mummy, as well as psycho-killer and ghost stories. This does not imply
that the entire genre can be reduced to an exploration of dangerous sexuality. Sexuality does not
exhaust these narratives, is not the most significant element of many (Frankenstein, Der Golem,
The Thing,101 Alien, The Blob, Poltergeist, The Omen, Pet Sematary, The Keep, End of Days,
etc.) and it is relatively insignificant in most „natural terror‟ narratives (Them!, Tarantula,
Godzilla, Frogs, Night of the Lepus, Jaws, Cujo, Jurassic Park).

Female Sexuality
Most vampires show overt, dominant sexuality. Male vampires are commonly seen as
symbolising dominant masculinity and submissive femininity and female vampires as
symbolising deviant sexual aggression. Creed (1993: 3) argues that horror films associate
monstrosity with the feminine. However, early vampires are most often dominant males.
Additionally, Creed‟s view that monstrous women are defined by their sexuality is less
supportable for later narratives. Negative depictions of overt sexuality are gender neutral in
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While Jancovich (1992: 65) argues that the asexual mode of reproduction is the central
feature of monstrosity in The Thing, this downgrades the aspects of invasion and the creature‟s
feeding of its offspring upon human blood, which places it higher on the food chain than the
defending group.
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early narratives. Later narratives less frequently associate sexuality with evil, but until relatively
recently, retain negative depictions of dominant women.
In early film, family regulates sexual activity, which is depicted as legitimate for the purpose of
procreation. Promiscuity, extra-marital or non-heterosexual sexual activity embody lust. Good
women seek personal relationships; sex is the price they pay for the prize of family. Horror
generally reflects this gendered view.
Early vampire narratives present a contradictory view of women, who are depicted as both
slaves to desire and as satisfying men‟s desire to achieve their real goal of family stability. The
vampire threat is often interpreted as a thinly disguised metaphor for the dangers of unrestrained
female sexuality. Stoker‟s female vampires pervert the standard gender roles of wife and
mother. Dracula‟s „brides‟ and the Lucy vampire exhibit neither the friendship aspect of the
relationship between vampire and victim nor the lesbianism of Carmilla, but remain sexually
perverse in not reflecting the conventional familial relationship of a single partner. The „brides‟
and the Lucy vampire feed upon children. The partial transformation of Mina into a vampire
draws her towards the same characterisation. Stoker‟s vampires are created both through sin
(Van Helsing claims that some of Dracula‟s line were believed to be in league with Satan) and
through victimisation, the latter perhaps constituting an inability to resist temptation. However,
Dracula‟s seduction of Lucy and Mina resembles mesmerism or enthralment in that the vampire
is consistently described as ugly or disgusting by those who see him clearly. 102 Evil is
represented in physical form as a corollary of moral corruption.
Tudor‟s (1989: 174) view typifies commentary linking the vampire threat to women‟s inability
to resist desire; destruction of the vampire is seen as restoring the „natural‟ order of women‟s
domestication. Francis (1998: 142-4) has a similar view, describing vampire narratives as

Along with hairy palms and bad breath, Stoker‟s Dracula is physically quite unlike
Browning‟s Dracula and more closely resembles Murnau‟s vampire, a figure with crooked,
clawed hands, sharp rodent-like teeth and a cadaverous head.
102
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typically identifying men with dominance and control, and women with passivity and
submission. Francis regards „traditional‟ vampire narratives as hiding the violent repression of
women and gay men exposed by Charnas‟ Vampire Tapestry. Simpson (2000) claims Charnas
aims to depict patriarchy as predatory and the de-romanticised vampire (Weyland) as evil.
However, even groups of narratives with generally consistent vampire characterisations, such as
Hammer‟s Dracula series, vary in their depictions of sexuality. The awakening of female
sexuality by the vampire can be seen to disrupt stable patriarchy, but might also reveal
patriarchy as hypocritical and repressive. Hammer period female vampires (and victims) are
often more voluptuous than those of earlier narratives. Hammer narratives generally enhance the
association of rampant sexuality with danger.
It is problematic whether early narratives (Carmilla in particular) overtly depict repression of
homosexuality, but they certainly expose violent repression of women. Dracula provides the
archetype; violent repression of women is overt in Stoker‟s novel. Dracula‟s feeding/sexual
practices and the destruction of the Lucy vampire are clear examples. Francis (1998: 149-152)
regards Dracula as a conservative and repressive response to the 1890s Women‟s Movement
(the awakening of female sexuality is brutally punished), describes Dracula as “patriarch par
excellence,” and sees the intentions of vampires and vampire hunters in Charnas‟ novel as very
different from that in Stoker‟s. But while violent patriarchal repression may be hidden by other
narratives of the period, in Dracula the generally unacknowledged conditions of patriarchy are
explicit, and Charnas‟ novel could be otherwise interpreted as highly conservative. Telling the
story from the vampire‟s perspective evokes empathy for the lifestyle and survival of a
patriarchal monster. Subjecting the vampire to control by other patriarchs, making Weyland a
victim of the process he inflicts upon others, evokes sympathy for the vampire. In this and other
ways, Francis‟ privileging of Charnas‟ narrative over Stoker‟s is problematic.
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Wolf sees Dracula somewhat differently to Francis. In his introduction to the 1992 edition of
Stoker‟s novel, he describes Dracula as a “psychosexual allegory” in which a demonic force
eroticises women. Stoker describes Lucy as turning from purity to “voluptuous wantonness.”
Wolf describes her as transformed from virgin to “shameless slut,” indicating that he views
highly eroticised women negatively. This could be the interpretation that Stoker intended since
the story ends with the Harkers, having survived their erotic adventures, happily established as a
traditional family with a child. As Gelder (1994: 57) points out, the spectacular destruction of
the Lucy vampire contrasts with the rather subdued despatch of Dracula. Their respective ends
may reflect the degree of offence against the natural order that each represents. Lucy thrashes
and screams as torrents of blood spurt from her wounds: shroud substitutes for wedding dress;
stake and blood for consummation. Dracula, rival patriarch, crumbles to dust after a slash to the
throat and stab to the heart. Wolf‟s description of Lucy suggests that female sexuality should be
repressed while Francis criticises Stoker for punishing women who express their sexuality. Each
presents a preferred reading. Neither view is precluded by the narrative evidence. Neither view
necessarily reflects the author‟s intent.
For Holte (1997: 94-96), early female vampire narratives (Lenore, The Bride of Corinth,
Christabel) reflect a common creation myth depiction of male authority triumphing over threats
from sexualised women, a theme reprised in English Gothic romance. But these early vampires
are not as thematically indistinguishable as Holte suggests. In Christabel, a proto-vampire
seduces a father and daughter. The „Bride‟ of Corinth is a revenant seeking her former lover.
Lenore is a maiden seduced by a spectral lover. Additionally, while the triumph of male
authority occurs in Judeo-Christian and other creation myths, it is not established as common to
all creation myths.
Poe‟s narratives contain no supernatural vampires, but regularly include vampire-like women.
Holte describes these as „lamia‟: common Gothic literary figures who drain the life from other
characters. Both Holte and Twitchell (1981) refer to „Ligeia‟ (Holte describes the title character
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as physically resembling a vampire), and Madeline in Fall of the House of Usher, as having
vampiric characteristics. Both apparently return from the dead, although each may be a product
of their lover‟s imagination. Yet Poe‟s narrative intentions may differ from those basing films
upon his work. Hendershot (2001: 97) sees House of Usher as a “romantic tale of
self-destructive love,” but argues that Corman turns Poe‟s romanticized incestuous love
between Roderick and Madeline into a conventional heterosexual relationship impeded by a
perverted third party. Hendershot sees Corman as treating incest as perverse. This is
unsurprising since Corman‟s work is explicitly Freudian and foregrounds the incest taboo for
his audiences. Roderick and Madeline are punished, but both Poe and Corman show Madeline
as victim. Interpretations of Madeline as vampiric reflect conservative gender views. Madeline‟s
sin is hardly comparable to that of contemporary male vampires. Roderick is the more villainous
in Corman‟s film, but is not described as vampiric by commentators upon either Poe‟s or
Corman‟s version. If Poe‟s Madeline is proto-vampire, she shares few characteristics with male
vampires other than non-conformist sexuality and the appearance of being a revenant. She does
not leave her „death‟ site seeking victims and her only continuing relationship (perhaps
imaginary) is with the partner sharing her guilt. As with other Poe narratives, if she is
dangerous, she is dangerous only to that partner. She does not represent a threat of infection for
others. While the initial victims of folk vampires are typically near relatives, folk vampires, like
the fictional Ruthven and Varney, usually threaten the wider community. Poe‟s characters may
not be typical of female vampires of the period, but their threat is distinguishable from typical
Gothic male vampires. They are weaker, less evil characters.
These prototypes differ from later female vampires, who are much stronger characters. Harker‟s
encounter with Dracula‟s „brides‟ is the most sexually explicit element of Stoker‟s novel and
often appears as such in film (Coppola emphasizes the eroticism). Dracula ultimately asserts his
authority, but the attempt to possess Harker shows the brides as independent and possibly as
rivals to Dracula. Characters similar to such „traditional‟ female vampires appear in recent
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narratives, but often have redeeming qualities. The
most prominent female character of The Breed
(Lucy Westenra) has an overpowering, mesmeric
sexuality, as well as control over a large and
dangerous feline, but her relationship with a human
detective develops into a relatively „normal‟

Figure 20: Innocent Blood (1992) – Marie

romance and she sacrifices herself for her
community. Similar characterisations occur in
Innocent Blood and The League of Extraordinary
Gentlemen, whose vampires show control over their
blood-lust and are selective in their choice of
victims, attacking only evil antagonists.
Following a failed attempt to destroy a gangster
victim, who begins transforming the remainder of

Figure 21: The League of Extraordinary
Gentlemen (2003) - Mina Harker

his gang, Marie, the sympathetic protagonist of
Innocent Blood, mounts a crusade to destroy the growing vampire menace. She is assisted by an
initially disbelieving male detective. The two become romantically linked and Marie engages in
some of the most overt „normal‟ heterosexuality by a vampire until that time. Marie considers
suicide after eliminating the „evil‟ vampires, but is persuaded to continue her relationship with
her mortal partner.
Mina Harker in League of Extraordinary Gentlemen has a powerful sexuality, but her vampiric
nature is hidden until she is physically threatened. She is prepared to sacrifice herself for her
companions. She flies, transforms into a horde of bats, has supernatural speed and strength and
is only vulnerable to a stake through the heart. No attempts are made to deter her with Christian
symbols and she does not avoid sunlight. Mina and the immortal and almost invulnerable
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Dorian Gray have been romantically involved. Ultimately, they find themselves opposed and
closely matched.
Selene in Underworld is similar to Marie or Mina in many ways, but has little contact with
humans. She is defined in reference to other vampires and the werewolves she hunts. While
other vampires are untrustworthy and feed on humans, Selene is a skilful, straightforward
assassin who rarely shows her fangs. She feeds on blood packages rather than humans because,
as she says in Underworld Evolution, “you wouldn‟t want that on your conscience.” She is
highly sexualised and, in Underworld Evolution, engages in „normal‟ heterosexual activity with
her romantic interest.
Amongst the most overtly sexualised of vampires is the comic-book hero Vampirella: a
revealingly costumed adolescent male fantasy who is a very popular figure at vampire movie
conventions. Corman‟s Vampirella (1996) includes little of the comic-book vampire‟s explicit
bisexuality. With the exception of a scene where she allows herself to be restrained to prevent
her feeding upon an imprisoned companion, Corman‟s Vampirella is a powerful protagonist
who dominates men and eventually destroys Dracula. Corman‟s main characters are generally
men; women are primarily victims. Vampirella, one of Corman‟s rare vampire films, is also one
of the few of his oeuvre with a female protagonist. Yet aside from the strong female protagonist,
there is little in the narrative that might be seen as remotely feminist.103
Holte‟s (1997: 100) and Berenstein‟s (1996: 50) views that female vampires emphasize the
authority, sexuality and independence generally denied to women are justified. Unlike some
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Corman is executive producer on Vampirella. Angela Baynes is (co)producer. Casting Roger
Daltrey as Dracula-as-rock-star sets a down-market tone for the film. Corman regularly includes
social issue subtexts within entertaining narratives and the film‟s gender constructions may
reflect perceptions of what is acceptable to audiences rather than a personal worldview.
Jancovich (1996: 276, quoting Gale Anne Hurd) indicates that Corman actually favours women
as creative talent. Hurd admits to surprise at subsequently encountering sexism (and ageism) in
Hollywood, stating that Corman encouraged a naive idealism concerning the film industry.
Hurd was producer on The Terminator (1984) and Aliens (1986).
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feminist commentators, Berenstein sees neither female
vampires nor horror generally as merely indicative of a
conservative male „gaze‟. Rather, Berenstein sees them as
enabling reconsideration of gender roles by both men and
women, arguing that even Universal‟s films encourage
resistance to fixed gender perceptions (Stam, 2000: 176).
There is evidence that audiences see gender and sexuality as
consistently strong elements of vampire narratives, but it is
problematic whether the questioning of gender roles extends

Figure 22: Underworld (2003) –
Selene

beyond the duration of the narrative for audiences whose
subjectivity does not already include unconventional gender
elements.

Homosexuality
Early

horror

films

such

as

Universal‟s

Dracula,

Frankenstein, The Mummy, etc. have been described as
„camp‟, but this may be more a retrospective than a
contemporary assessment. Censors could deny classification
(a commercial disaster) to films containing explicit reference

Figure 23: Vampirella

to or inference of sexual perversion. Horror films were
subject to closer censor scrutiny than other genres and identifiable sexual perversion would have
been unlikely to go unnoticed, even taking into account the well-documented inconsistency of
censors. Most contemporary audiences may not have identified queer attributes in those films.
Later audiences may more readily identify „camp‟ characteristics in early films because queer
communities have adopted those characteristics (and previously camouflaged gay symbolism)
as indicators of sexual identity and audiences have become more aware of them. Overtly
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homosexual male vampires began to appear in films when censorship rules began to be ignored.
Polanski‟s Fearless Vampire Killers (1974) includes an overtly homosexual male vampire (as
well as a Jewish vampire), parodying traditional vampire iconography and emphasizing the
sexual ambiguity of the vampire‟s „kiss‟. In Warhol/Morissey‟s Blood for Dracula (1973), the
queer, ineffectual, physically weak vampire is overcome by a powerful, highly sexualised,
Marx-quoting, everyman hero. The film is a darkly comic bloodfest, with a limb-lopping scene
similar to that of Monty Python and the Holy Grail. The vampire requires the blood of a virgin
to survive,104 which the hero denies him by ensuring that no virgins remain in the vicinity.
Thoroughly opposed to the overtly conservative moral position of much of the genre to that
time, this pre-AIDS era narrative suggests that sex is good for you. However, despite a
feminised vampire, women are not given active roles. The competition between queer vampire
and Marxist everyman remains anchored within a traditional patriarchal structure.
Recent narratives commonly employ signs of homosexuality to enhance monstrosity, but the
overt „camp‟ of The Rocky Horror Picture Show with its Transylvanian transvestites differs
from the frenetic, emotional, feminised performances of Colin Clive in Whale‟s Frankenstein or
Dwight Frye in Browning‟s Dracula. While Clive and Whale, along with early film-makers
such as Murnau and Stellan Rye,105 are now recognised as having been homosexuals, this does
not imply that everything in their films or performances was intended to be interpreted as
related to sexuality, whereas such an interpretation certainly has to be applied to Rocky Horror.

Employing otherwise standard representations, Storm‟s Once Bitten (1985) places a highly
sexualised female Dracula clone in a suburban setting and reprises the need for virgin blood
theme, relying upon gender role reversal and audience sub-genre knowledge to generate crude
teen humour. Trashed by critics, the comic teen narrative (Jim Carrey plays the virgin) did well
at the box office, although not as well as Fright Night (1985), which placed considerably more
emphasis upon horror.
104

105

Tybjerg (2004: 19) reports that Stellan Rye (1880-1914), who directed Der Student von
Prag, left Denmark for Germany after receiving a jail sentence for homosexuality.
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Benshoff (1997) argues that homosexuality, criminality and communism were strongly
associated in the US during the 1950s and that the entire horror genre can be understood as
metaphoric suppression of homosexuality. While it is not safe to assume that 1950s US
metaphors are common to horror films, nor even to all US films of the period, criminality,
monstrosity and signs of homosexuality (males with effeminate characteristics, females with
masculine characteristics) are associated in Frankenstein, Dracula and Dracula’s Daughter.
This may have been the intent of filmmakers such as Whale and Clive despite or even because
of their own homosexuality. But these elements are not common to the whole genre and the
intention may not have been to associate the occurrence of monstrosity with suppression of
homosexuality. Audiences are most likely to identify signs of homosexuality when looking for
such signs, perhaps when seeking affirmation of homosexual or homophobic identity. Case
(1991), for example, attacks the failure of neo-Freudian discourse to approach the „queer‟ view,
but admits that much of her analysis is explicitly informed by her own adolescent construction
of social identity.
Much of the campiness of early sound films stems from the acting style of the period and the
use of foreign, especially English actors. The actors, many of whom undertook stage work
between films, were trained in a style suitable for the stage, with exaggerated emotional
vocalisations, expressions and mannerisms. The style was appropriate for audiences unable to
discern subtle movements or to hear subtle vocalisations. The current naturalistic acting style is
not prominent in early sound films. English actors may also have been popular with studios
because they lent the films some „class‟, especially when speaking in an English upper class
tone. Basil Rathbone as Baron Frankenstein in Son of Frankenstein (1939) is supposedly the
best actor in the film, but lends a manic aspect to the character which, combined with his
aristocratic bearing and fruity tones, now appears camp. While Bela Lugosi has been considered
a lesser actor, he plays Ygor (the broken-necked assistant) with a level of understatement and
dry humour that is closer to typical recent performances. He is thus now more convincing in his
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role than Rathbone is in his. Karloff‟s lisp could be interpreted as both sinister and camp.
Similarly, any suggestion of a less-than-red-blooded American male could once have been
interpreted as foreign, sinister and sexually suspect.
The only overtly sexually deviant vampire of the early period is the bisexual vampire of
Dracula’s Daughter (Countess Zaleska). The Countess is more a tragic than an evil figure,
seeking a cure for vampirism by intoning a strange prayer while cremating the body of Dracula.
She seduces a young woman, which includes mesmerism and a suggestive removal of a top
garment, ostensibly to employ her as a portrait model. The Countess meets her demise at the
hands of her jealous servant (Sandor), who takes offence at her interest in the handsome
Dr. Garth, a former student of Van Helsing. Garth goes to Castle Dracula to rescue his
secretary/romantic interest, Janet. Sandor shoots at Garth, but the Countess throws herself in
front of Garth and the arrow pierces her heart.106
Lesbianism has consistently been a feature of the Carmilla character, but films employing
Le Fanu‟s plot and characterisations do not appear until late in the Hammer era. Hammer‟s
films draw heavily upon overt sexuality, strongly associating perverse sexuality (lesbianism)
and evil. Holte (1997: 106) sees reconsideration of gender roles as particularly significant for
the interpretation of Carmilla narratives. Although the strong female vampire is generally
destroyed in the narrative resolution, the exploration of non-conventional sexuality might be
seen positively by audiences, even audiences not composed of adolescent males. Freeland
(2000: 21) also questions whether audiences necessarily regard homoeroticism negatively
because it is associated with the vampire or whether it is validated through an attractive

In Almereyda‟s Nadja (1994), an (unaccredited) version of Dracula’s Daughter filled with
contemporary angst, the lesbianism of the vampire is highlighted. Nadja appears heavily
influenced by executive producer David Lynch. Hal Hartley‟s regular players Martin Donovan
and Elina Lowensohn have key roles. Peter Fonda plays Van Helsing as a slightly deranged
crusader who, after killing Dracula, finds that his family is the target of Dracula‟s daughter.
Nadja‟s patriarchal families are shown as flawed. Both vampire and human families are beset
with problems for which the film presents no solutions.
106
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depiction. As Auerbach (1995) argues, Le Fanu positively associates lesbian sexuality and
female friendship: Carmilla‟s supposed victim finds with the vampire the intimacy (or romantic
love) denied to her in her isolation. While Carmilla seduces a female virgin, Le Fanu‟s narrative
does not suggest that this is a survival requirement. Auerbach (1995: 48) disagrees with
Twitchell‟s (1981: 129) claim that Carmilla depicts homosexuality as sterile, seeing the
depiction as one of passion and „abundance‟.107 Baker‟s Vampire Lovers, with the voluptuous
Ingrid Pitt as Carmilla, treats the lesbian aspect of the relationship between vampire and victim
sympathetically, if from a voyeuristic, adolescent male fantasy viewpoint. Carmilla and victims
regularly appear in various stages of undress and Carmilla is characterised equally strongly as
lesbian and vampire. The vampirism is clearly unnatural, but the girlish lesbianism is more
seductive, and in isolation might be seen as morally acceptable. The obvious pleasure gained by
the participants both reflects and encourages the sexual experimentation of the period. Vampire
Lovers illustrates the increasing sexualisation of the vampire and, unlike Dreyer‟s vampire or
even Fisher‟s Dracula, Baker‟s Carmilla appears not significantly older than her victim. This
may reflect gendered constructions of age-related appropriate sexual behaviour, but brings
identification with the vampire closer for what had become a predominantly younger audience.
The Hammer Carmilla is a powerful, dominant female figure who, while similar to Dracula in
several ways, reflects changing concepts of gender. Contrary to Tudor‟s (1989) claim that
Hammer‟s lesbian vampire films defuse the threat of female sexuality by narrative closure, these
films continually remind audiences that narrative closure for vampires is temporary. Audiences
were well aware before the 1970s that vampires would return. Hammer‟s standard opening is

While both Carter (1989a) and Holte (1997) regard The Living Dead highly, Twitchell‟s
Freudian approach is reductive and consistently negative regarding homosexuality. Carter
(1989a: 11) describes The Living Dead as an elaboration of Twitchell‟s „The Vampire Myth‟
(1980) in which Dracula is described as “adolescent male fantasy.” Auerbach claims that
Twitchell‟s Dreadful Pleasures (1985) asserts that the entire horror genre is based upon
universal fear of incest.
107
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revival of the vampire. As Frankenstein narratives also
demonstrate, having been opened, Pandora‟s box cannot be
closed.
As previously stressed, female vampires are frequently more
overtly sexual and sexually ambiguous than males. There is
explicit, non-feeding homosexuality by female vampires in softcore porn vampire films, Hammer‟s Carmilla films, The Hunger,
From Dusk Till Dawn and Bordello of Blood (whose mainly
female vampires reside in a brothel). Sexual ambiguity in male

Figure 24: True Blood –
Eric

vampires is generally recognised in the act of feeding, which
includes ecstatic elements. While most male vampires target
young female victims, and some require them to survive, they
usually feed on both males and females. Until recently,
mainstream male vampires rarely engage in non-feeding sexual
activity

with

other

males.

Female

vampires

are

Figure 25: True Blood Russell

less

discriminating.
In recent narratives, homosexuality is less often defined as perverse or overtly associated with
evil, although it can be a subject of comic caricature. Buffy depicts homosexuality neutrally.
Buffy‟s closest friend (Willow) progresses to a lesbian relationship that is generally shown
positively, but includes many of the problems associated with heterosexual relationships in the
series. The similarity between „normal‟ and „deviant‟ sexuality is emphasized.
In True Blood, the vampire‟s bite remains highly sexualised and vampires are strongly
associated with rampant sexuality and perversity, but homosexuality is not defined as
perversity. While Russell is evil and overtly homosexual, he is not caricatured in the manner of
his partner. The more ambiguous Eric both enjoys sex with women (including incest) and
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engages in homosexual acts with Russell‟s partner as part of his scheme of revenge. Male
vampires appear in the erotic dreams of male and female characters. True Blood‟s vampires
have a wide range of characteristics. In their association with good or evil, they are
characterised similarly to humans. They have similar loyalties and romantic attachments. They
tend to be wiser and more forward-thinking than the humans of the series, many of whom are
relatively stupid, but this leads them to be more scheming. Homosexuality or bisexuality is not a
defining characteristic of good or evil. Sometimes treated sensitively, homosexuality is also
caricatured for comic effect, but many other human characteristics receive similar treatment.
In Being Human, Mitchell has sexual encounters only with women, but has intimate friendships
with George and Annie that are comparable to aspects of the relationship that Carmilla has with
her „victim‟. George (werewolf) and Annie (ghost) are also supernatural entities. Annie‟s noncorporeality and George‟s animalistic episodes threaten their concepts of self. In their home,
intimate relationships characterise a familial environment in which monstrosity does not define
the characters; they maintain and grow their humanity secure from the monsters lurking outside.
Through his intimate relationship with Nina (whom he unintentionally afflicts with his curse),
George progresses beyond his initial hero-worship of the much more experienced and „cooler‟
vampire. Always possessed of a strong social conscience, George strives to rescue Mitchell
from the vampiric elements of his character. While Mitchell‟s relationship with Annie
transforms into romance, the love between Mitchell and George is a sexless male friendship that
survives the development of intimate relationships with other people. This is a more complete
representation of human relationships than is usually found in narratives focussing upon
sexuality or romantic love. Yet George and Annie‟s love for Mitchell makes them vampire
victims. Their willingness to accept harm done to others because of their need for love makes
them complicit in Mitchell‟s crimes. The first episode of the third series shows the reunited
friends joyously celebrating in their new home, while, unnoticed in the background, a television
news service reports on an atrocity perpetrated by Mitchell.
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The relative importance of sexual characteristics of monsters and their opponents for the overall
moral structure of a narrative depends upon their place in a dichotomy or along a continuum. In
Browning‟s Dracula, overt sexuality is opposed to family as a dichotomy, and the latter is
privileged. In Badham‟s Dracula, overt sexuality is opposed to family, but the former is
privileged. In Coppola‟s Dracula, sexuality and family are opposed and the latter is again
privileged, but on a continuum rather than as a dichotomy. In Buffy and Being Human, sexuality
and family are not directly opposed. Each is repeatedly redefined; non-traditional forms are
often privileged. The morality structures of Buffy and Being Human differ considerably from
early narratives, though some elements are already identifiable in Badham‟s and Coppola‟s
films. The vampire generally retains an association with rampant sexuality, but in recent
narratives, overt sexuality is rarely a defining characteristic of evil and considerably more
attention is paid to other aspects of the human condition. Positive depictions of sexuality
become common much earlier than positive depictions of dominant women. Recent narratives
shift the association of evil from the alien to the domestic. Evil is more regularly associated with
industrialisation, capitalism or militarism; and patriarchy (whatever its sexual orientation) is
portrayed as more deeply embedded than modernity.
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Chapter 4: Rationalities (Religion, Science and
Modernity)
This Chapter examines representations of religion and science in vampire and related narratives
from the standpoint of their critiques of modernity. Christian symbols have been central to
vampire narratives, but the dominance of these symbols has been challenged by secular morality
and by a renewed interest in non-Christian mythology, mysticism and knowledge. In early
narratives, vampires were Christian demons. While most recent narratives retain elements of
traditional vampire lore, the significance of Christian symbols has decreased. Such narratives
reflect a declining Christian authority over morality and the supernatural. Secularisation has
accompanied the transformation of the vampire from a representation of ultimate evil to a
character taking many roles, including that of hero. Yet competing rationalities co-exist uneasily
in vampire narratives. It is possible to delineate commonalities between aspects of scientific
rationality and traditional religion. Horror narratives may acknowledge this, often by default,
but have been most notable for being sites of struggle between a range of intersecting
hegemonic and counter-hegemonic ideologies, often characterised as dichotomies. Science and
technology are commonly opposed to religion, magic, nature or the domestic sphere in the
horror genre and these oppositions are no less significant for vampire narratives. Whereas early
narratives tend to present such oppositions as dichotomous, more recent narratives increasingly
represent ideological constructs as points upon continua.

Religion and Secularisation
Personal Insignificance and Mortality
Religion addresses community and individual significance by attributing underlying purposes to
events. Otherwise unbearable events such as the death of a loved one or one‟s own impending
demise are afforded places in a grand scheme. Scientific explanations of the world lessen the
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significance of family or community, and imply a lack of individual meaning or purpose. Horror
narratives reflect uncertainty and pose questions about contradictions in contemporary life, even
when located in the past. Poe‟s (1998, first published 1851) description of creating The Raven
identifies changes in the narrator‟s thoughts in response to increasingly significant personal
questions through interpretation of the rote and unfaltering utterances of the bird. The poem
begins with recognition of the banality of the event, but ends with the imposition of meanings
reflecting the narrator‟s despair. The desire to impose meaning upon his life is greater than the
narrator‟s loss of hope of being with his lover in the afterlife. The narration reflects Poe‟s
history of personal loss and his depressed state.
Vampire narratives can also be seen as struggles between competing human desires. Amongst
the more significant contests are those between what Waller (2000) describes as the continuity
associated with personal immortality and the closure associated with death. While the regular
characterisation of Renfield in Dracula narratives attributes the desire to become a vampire to
mesmerism or Renfield‟s madness, many narratives depict apparently fully cognizant humans
seeking to become vampires. The sexual attraction of the vampire is commonly featured, but the
desire of victims is often depicted as being more focussed upon immortality. Vampirism is
depicted as being a means of avoiding aging, particularly for women. Transformation holds out
the possibility of preservation of self.
In Dracula’s Daughter, Sandor‟s role as vampire‟s assistant is underpinned by a desire to
become a vampire. Sandor‟s physical appearance is similar to that of Dr. Caligari‟s
somnambulist. He appears to have undergone anticipatory socialisation for an „undead‟
existence. His desexualised appearance implies that the main attraction of vampirism is a desire
for immortality. He is a less sympathetic character than the vampire (Countess Zaleska), who
initially seeks escape from vampirism. Jealous of the vampire‟s intention to make the romantic
lead (Garth) her eternal mate, Sandor attempts to kill Garth, but the Countess sacrifices herself
to save Garth. Sandor is confirmed as evil and his desire for vampirism as appropriate. In Son of
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Dracula, the vampire vampirises and marries Katherine, gaining her substantial estate as an
American base. Katherine has occult knowledge and is aware of what vampirism entails, but
whether she is mesmerised or freely commits to vampirism is problematic. The latter is more
likely as she claims to be using the vampire to gain eternal life for herself and her former fiancé,
who rejects her offer. Katherine seeks immortality more than fulfilment of her sexual desires.
The vampire (Lon Chaney Jr.) does not exude sexual magnetism. Katherine‟s coding is
ambiguous. She rejects the label „vampire‟, telling her fiancé that she prefers the terms „undead‟
or „immortal‟.108 In Dracula A.D. 1972, Dracula is revived by a descendant (Johnny) of a former
acolyte seeking vampirism. Johnny is motivated by family tradition, rejection of established
authority and thrill-seeking. As a representative of early 1970s London counter-culture, Johnny
shows few signs of sexual repression. The film‟s Dracula acolytes not only seek immortality,
but reject key aspects of modernity. The film depicts the counter-culture as a meaningless
existence, directly linking anti-establishment views with moral danger.
In Buffy and Angel, characters seek vampirism to avoid aging or imminent death. In Buffy („Lie
to Me‟), Billy, facing painful death from a brain tumour, bargains away the lives of his
companions and his ex-girlfriend (Buffy) in an attempt to become a vampire. In Angel, Darla is
returned from death109 as a human being, but finds that she is dying from syphilis. She once
again exchanges her soul for eternal life as a vampire. These characters are aware of what
vampirism entails, but the desire for preservation of self exceeds their fear of damnation. Not all
characters seeking vampirism share that knowledge. In Angel („Eternity‟), an actor losing her
youth and beauty seeks vampirism as a remedy. The narrative makes overt references to
obsession with the body. In Buffy („Lie to Me‟), young people dissatisfied with a meaningless

Vampires in Buffy have asked to be referred to as „undead Americans‟. The narrative makes
regular humorous references to political correctness.
108

109

Angel killed his former partner Darla in an early episode of Buffy, but Darla retained a
significant role in the narrative as an element of Angel‟s backstory. A 17 th Century prostitute,
Darla was turned into a vampire when dying from syphilis. Darla turned Angel into a vampire.
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existence romanticise vampires as gentle „lonely ones‟ and seek to join them. They mimic
vampires in dress and speech, but, unlike Sandor, they are foolish rather than evil. They seek
continuity of self, but not a bargain in which they lose their soul. Vampirism for these young
people constitutes a response to the problems of modernity. The eternal life offered by
traditional religion is not even considered. While early vampire narratives tended to uncritically
reproduce traditional religious discourses when addressing the competing desires for continuity
and closure, an increasing number of recent narratives adopt a variety of discourses in exploring
the struggle.

The Christian Monopoly on Morality and the Supernatural
Noted film encylopaedist Leslie Halliwell (1986: 12-13)110 claims that the World War II British
ban on horror films was illogical because people needed to be uplifted by a belief that
supernatural forces guided events and by the promise of life after death. Halliwell apparently
sees traditional religion as inadequately addressing these issues, despite claiming that religion
promotes the idea of rebirth and that belief in Christ‟s resurrection is “the epitome of the
desirable unprovable” (1986: 1-2). Halliwell sees Christianity as based upon wishful thinking
and argues that religion and adult fairy tales („walking dead‟ narratives: Dracula, Frankenstein,
The Mummy) respond to the same fear of death and desire for resurrection. He further argues,
but without explanation, that both Christianity and revenant myths draw strength from a lack of
absolute proof of their claims. Halliwell infers that audiences regard these narratives and
Christianity as competitors in the death and resurrection stakes. Such competition requires belief
in the efficacy of supernatural forces other than those contained in Christian doctrine.
Halliwell‟s observations illustrate how far traditional Christian religions in the English-speaking
world have fallen in the public mind as the authority on supernatural forces, life after death, and

Halliwell‟s Filmgoer’s Companion is probably the most recognised text of its type and has
been published annually for several decades.
110
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as arbiters or determiners of morality. Christian discourse retains substantial influence
(including in nominally secular spheres), but commentators such as Halliwell accept competing
discourses as valid. For most of the 20th Century, horror narratives were not generally
acknowledged as competitors. Those discourses were taken seriously by some Christian groups,
who mounted continual and sometimes successful campaigns against the genre, but whether
other audiences took them seriously is doubtful.
Widespread belief in supernatural forces in pre-modernity and early modernity is unsurprising
since it was encouraged by religion. Belief in God often implies belief in the Devil. It is a short
step to belief in angels and demons. Vampires are often explained as instances of demonic
possession. While not widely advertised, the Catholic Church continues to enact exorcisms.
Some Anglican clerics conducted regular exorcisms until the 1970s. Reverend Christopher NeilSmith, described by Farson (1975: 15) as “a leading British exorcist,” exorcised several
vampires, which he labelled “half animal, half human,” rejecting psychological explanations
and viewing vampirism as a form of devil-worship. Exorcisms constitute an extreme attack
upon religious deviance. More common are censorship attempts by religious groups and highranking clerics. US religious groups complaining about the content of popular culture
narratives, including Buffy, X-Files and Charmed, regularly argue that young consumers
endanger their immortal soul by acknowledging supernatural forces other than those approved
in official doctrine. Mouw (cited in Ostling, 1989), a Californian Evangelical commentator,
argues that the rising popularity of magic, the occult and the New Age constitutes the adoption
of a “premodern world view” as “a reaction against modernity.”
Theologian Massimo Introvigne regards new religious movements drawing upon elements of
Eastern philosophy (and the incorporation of those ideas into popular culture) as dangerous for
traditional Christianity. Introvigne sees separation between God and the world as crucial to
traditional Christian philosophy. This focus upon separation is also basic to contemporary
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fundamentalist Christian doctrine (Zeidan 2002: 210). Of particular concern to Introvigne was
the lack of that separation in popular culture narratives:
“Popular culture, thus, confirms that stories our generation of non-belonging
believers (and younger generations) like to tell and hear, are not about secular
universes, but involve notions of a Higher Power. These stories, however, more
often than not, have no sovereign, omnipotent, transcendent God ... Supernatural
beings may be out there, but traditional theology is not regarded as useful for
dealing with them.”
The desired monopoly over the supernatural and definitions of good and evil by traditional
Christian religions is increasingly under challenge. Popular culture narratives may now
constitute more influential sources for definitions of morality and the supernatural than
traditional religion. Alford (1997: 13) argues that, at least for a younger audience, the vampire
has replaced the Devil as the predominant representation of evil, although Alford does not take
into account the variety of representations of the vampire in recent narratives.
Religions have consistently attempted to stifle competing supernatural discourses. The longrunning battle with witchcraft is famous. Official Catholic opposition to belief in vampires is
perhaps less well known, but was established long before vampires became prominent in
English-language literature. The case of the Paole vampires (1732) occurred after Serbia joined
the Hapsburg Empire (1718), bringing Roman Catholic and Eastern Orthodox Churches into
direct competition for followers within the region. The Paole case raised much interest on the
nature of vampires amongst German scholars. Grudin (1987: 57-61) states that there were at
least 12 treatises and 4 doctoral dissertations relating to the case. Much less discussion was
generated in England and France, although the Oxford English Dictionary credits the first
English use of „vampyre‟ to a source contemporary with Paole. Melton (1999: 242) claims that
reported cases of vampirism were more common where there was competition between Roman
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Catholic and Eastern Orthodox Churches. Melton also claims that Benedict XIV‟s edict
condemning belief in vampires may have been aimed at undermining attempts by priests to
encourage local vampire beliefs to gain revenue from exorcisms and additional masses. There
seems to be no comparable Protestant or Eastern Orthodox document. These claims do not
appear contradictory and the latter is supported by the relatively large number of reported cases
of vampirism in Eastern Europe. Although there were several reported cases in Germany and
France and considerable time had passed since either was a site of substantial religious
competition, fewer of those cases include overtly supernatural elements. There are no recorded
cases of vampires in England during the long period of extreme Catholic-Protestant religious
conflict.111 There is no clear reason why competition between Churches would encourage local
belief in vampirism unless that belief was already strong. An existing strong belief in vampires
could readily be exploited by local clergy.
In Europe, until the emergence of the vampire in literature, strong belief in vampires seems
associated with areas both dominated by Orthodox Christianity and least subject to
modernisation. Orthodox authorities do not appear to have seen vampires as constituting a threat
comparable to that of witchcraft for Western Christianity. Unlike the early Western vampire of
fiction, which has probably been correctly labelled as a reaction to modernity, the folk vampire
appears to have been an accepted element of a worldview in which supernatural beings are
generally responsible for everyday events. Contemporary Western vampires, however, are not
only a reaction against modernity, but an element of a broader recognition of the incapacity of
any worldview to provide a complete explanation of the world.

Varney becomes a vampire during the English Civil War, but Varney‟s sources are the
Romantics, which points to conflict between religion and modernity rather than conflict
between religions.
111
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While Christianity may never have held the monopoly on the supernatural or definitions of
morality that its proponents might have wished or declared,112 the authority of Christian
Churches was not seriously questioned during the British ban on horror films. 113 Questioning
Church authority was the province of intellectuals, but hardly a popular pastime for the masses.
More recently, Halliwell describes popular culture rather than organised religion as the site
where issues of the supernatural, and perhaps morality, are addressed in a way that reaches a
mass audience. Will Wright (1975) might agree, arguing that popular culture, in particular the
„western‟ film genre, addresses issues of morality by constructing myths that serve a similar
function to the myths employed by „primitive‟ societies to explain the structure of the universe.
If this is true of the western genre, then it is also true of the horror genre, although mythological
constructions within genres may differ.

Contemporary Belief in the Supernatural
While western societies currently display a less than full acceptance of scientific authority, this
is insufficient to sway a majority of people toward a theocentric worldview. Such things as the
attack upon personal, individual sovereignty, particularly manifested in support for authoritarian
patriarchy; the wide range of competing interpretations of divine authority; and ongoing
revelations that expose the fallibility of religious leaders, make fundamentalist Christianity an
unattractive alternative to secularisation amongst youth. Falling Church attendance, the
increasing acceptability of declaring „no religion‟ in censuses, and the increasing acceptability
of questioning Church teachings by lay persons, all clearly indicate the declining status of
religion (see Appendix B). This decline can also be observed in the secularisation of religious
festivals such as Easter and Christmas. Many minor holy days now go almost unrecognised by
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See Abercrombie et al‟s The Dominant Ideology Thesis (1980).

113

Halliwell is mistaken that the British Censor banned horror films at the outbreak of World
War II. The ban had been in place for several years and had already affected horror film
production.
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the majority of the population or, like St Valentine‟s Day and Halloween, have been
transformed into almost wholly secular celebrations (few celebrants actually recognise
Halloween as All Hallows Eve). As its status declines, Christian religion not only commands
less authority on moral issues, but has less dominance over the supernatural. Halliwell‟s
assessment of the importance of horror films to a belief in supernatural forces or an afterlife
may have been wide of the mark if presented in 1940, but in the new millennium his views
could well reflect those of many Britons, Americans or Australians.
Newman (1998: 155) claims that Freud saw art as sublimating fears and, by relegating them to
fiction, converted those fears to pleasures. Freudian approaches to horror, like those of many
other commentators, assume that monsters such as vampires are recognised as purely imaginary
creatures. Leaving aside what constitutes the „imaginary‟ and how this differs from the „real‟,
can it be confidently asserted that vampires are always considered unreal? For many in the premodern world, vampires were as real as the demons and angels that populate the art of the
period. Reported cases support the persistence of a belief in vampires in modernity, even if
beliefs are not identical to the beliefs of pre-modernity. For believers, fictional representations
of particular vampires do not necessarily constitute a general relegation of the vampire to
fiction.
Belief that vampires are real may well be dismissed as delusion. There is no convincing
evidence for the existence of vampires and there are scientific explanations for phenomena
interpreted as evidence of vampirism, but this can also be said of other so-called supernatural
phenomena. Yet most people still express belief in the supernatural, and not just belief in
phenomena acceptable within a Christian discourse.114 Belief in supernatural phenomena
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A 2009 survey of Australian beliefs showed that 63% of people polled believed in miracles,
57% believed in God, 53% believed in life after death, 51% believed in angels, 49% believed in
psychic powers, 41% believed in astrology, 37% believed in the devil, 34% believed in UFOs
and 22% believed in witches. Opinion polling has shown the strength of such beliefs to be even
greater amongst Americans (Neilsen, 2009). As the case of the „Cottingley Fairies‟ (1917)
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commonly identified with pre-modernity remains part of many worldviews in so-called modern
societies. Punter argues (1998: 118) that explanations for events in Algernon Blackwood‟s early
20th Century ghost stories115 presuppose a belief in the supernatural, as does the work of
M. R. James, the early 20th Century horror author and son of an English clergyman. James
presents his stories as though the author had merely recorded the details of tales told by
someone who regarded them as factual (1998: 121).116 The early 20th Century is firmly within
what is termed modernity and should, if modernity is an accurate description, be characterised
by an enveloping belief in scientific rationality and an increasing rejection of supernatural
explanations of key phenomena. Scientific rationality during that period continued to be
questioned and supernatural beliefs were not confined to officially approved „religious‟ ideas.
Current acknowledgements of supernatural phenomena are not necessarily comparable to
supernatural explanations common in pre-modern Europe. Recent narratives meld supernatural
phenomena from a range of European, American and other traditions. Unless all these
phenomena are regarded as serving the same social role and stemming from the same
worldview, depictions of the supernatural such as occur in Buffy should not be seen as
congruent with their disparate sources. Reductionist interpretations of folk myths, including

demonstrates, „rational‟ people are prepared to accept the existence of impossible creatures on
the presentation of slight evidence. Two films describing the events, Fairy Tale: A True Story
and Photographing Fairies, appeared in 1997. No doubt some audiences, and not just children,
arrived or left convinced that fairies were real.
Blackwood‟s best known works are The Empty House and other Ghost Stories (1906) and
John Silence: Physician Extraordinary (1908). Both collections are listed by Bloom (1998) as
significant for the horror genre. Aguirre (1998: 228) notes that Blackwood‟s „Ancient Sorceries‟
(1908), contains shapeshifting cat-humans. From Aguirre‟s description, the creatures resemble
those of Lewton/Tourneur‟s Cat People (1942) and may have provided inspiration for the film,
although Haining (1995: 267) claims that Lewton based the narrative on a folktale heard as a
child in the Caucasus. While Cat People is a „werewolf‟ narrative, Haining (1995) includes it in
his Vampire Omnibus collection, perhaps because of stylistic similarities to early vampire films,
particularly Dreyer‟s Vampyre.
115
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Of course, this does not suggest, and Punter does not argue, that a presupposition of belief in
the supernatural is characteristic of all horror narratives of the period.
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those of Grimm117 and Frazer (Shippey, 2007),118 are not adequate for an understanding of the
meanings of these collated narrative sources for recent audiences.
For some audiences, the continuing popularity of vampire narratives represents not suspension
of disbelief, but acknowledgment that supernatural explanations of otherwise inexplicable,
uncontrollable or unfortunate events are viable. The persistence of the vampire and the
persistence of religious belief are based upon the same need to explain the world in the face of
the incompleteness of science.

A Christian Demon
Summers (1960) claimed that “Christianity accepts the existence of vampires,” regarding them
as creations of the devil, which is the source of the power of Christian symbols (the cross, holy
water) to deter or destroy the vampire. Summers refers to Kramer and Sprenger‟s Malleus
Maleficarum (1486), the notorious catechism against witchcraft, which he published in
translation119 in the same year as his classic vampire text, as an authority for his claims, but
acknowledges that vampires are not specifically mentioned in that text. Malleus Maleficarum

Shippey (2007) and as editor of The Shadow-Walkers: Jacob Grimm’s Mythology of the
Monstrous (2005), describes Grimm‟s project of collating fairy tales for the purpose of
establishing an „original‟ mythology as crucial to the process of German nation-building.
117

Kawin (2004), relying extensively on Frazer‟s The Golden Bough, is such a reductionist
interpretation. First published in 1922, Frazer‟s text was a regularly employed 20th Century
authority upon pre-modern magic and religion. However, recent commentators have suggested
that the evidence supporting Frazer‟s interpretation of European folk tales was fabricated to fit
his pursuit of commonality amongst pre-modern worldviews. Yet Frazer‟s text remains a
significant source for commentators seeking to tie modern narratives to an essentialist view of
folk mythology. Kaveney (2004c: 30), while not arguing for the acceptance of Frazer‟s view,
claims that the finale of Buffy Season Five was criticised for not conforming to Frazer‟s rules of
similarity and contagion.
118

Both Summers‟ (1960) The Vampire: His Kith and Kin and Summers‟ translation of Kramer
and Sprenger‟s (1971) Malleus Maleficarum were originally published in 1928. Holte
(1997: 16) claims that Malleus Maleficarum (Part 1, Question 15) includes a vampire story.
This story concerns association of a dead and buried woman with plague. Disinterred, the
corpse is found to have partially consumed the shroud. The corpse was beheaded and the plague
ceased (Kramer and Sprenger, 1971: 78). However, an interpretation of the story as „classic‟
vampirism is tenuous at best.
119
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expanded upon the 1484 Bull of Pope Innocent VIII, Summis Desiderantes Affectibus (Grudin,
1987: 8). This gave the text official status and established demonic possession and creatures
related to the vampire such as succubi and incubi as part of Christian doctrine. But these
creatures are demons taking human form and not revenants, which is generally the status of the
vampire. Summers‟ and Holte‟s claim that the existence of vampires is accepted by the
Christian Church is undermined, at least after the mid-18th Century, by Pope Benedict XIV‟s
issue of De Vanitate Vampyrorum (as previously mentioned). When vampires enter Englishlanguage prose, they are explicitly not part of Christian doctrine. Creators of 19th Century
vampires import Christian symbols into their narratives, but they do not simply represent
existing Christian theology. Early vampires in English-language literature constitute examples
of the appropriation of Christian symbols by the laity. Such appropriation demonstrates the
beginnings of a loss of authority over those symbols by clerics.
Varney‟s origins are explicitly Christian: the murdered man is denied entry to Heaven by a
booming voice telling him the sin of killing his child has condemned him to return from the
grave as a vampire (Rymer 1995: 34). The significance of child murder is reinforced in an
episode where another man is condemned to become a vampire for killing his young nephew. In
a contradictory episode, Varney‟s vampirisation results from suicide (Haining and Tremayne,
1997: 86). Both episodes strongly associate vampirism with traditional Christian conceptions of
sin. By the time of Stoker‟s Dracula, the vampire is very much a Christian demon. Dracula is
overtly anti-Christian and not a creature of pagan rationality. Stoker describes him as defending
his lands against the Turks;120 a clear identifier of Dracula with the historical Vlad. Travelling to
Dracula‟s castle, Harker hears villagers saying (in translation) werewolf, vampire, witch, hell
and Satan (Stoker 1992: 16). Van Helsing later states (Stoker 1992: 246-247):

This might mark him as evil in the worldview of Stoker‟s brother who, in correspondence
during his service as a medico for the Turkish army, designated all opponents of the Turks as
„bad‟, but Stoker would not necessarily follow his brother‟s reasoning.
120
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“The Draculas ... had dealings with the Evil One. They learned his secrets in the
Scholomance, amongst the mountains over Lake Hermanstadt, where the devil
claims the tenth scholar as his due. In the records are such words as „stregoica‟ witch, „ordog‟ and „pokol‟ - Satan and hell, and in one manuscript this very
Dracula is spoken of as „wampyr‟”
Stoker designates Christian symbols as good without confining his use of religious symbols to
Christianity. When Holmwood stakes the Lucy vampire, he is described while swinging his
hammer as looking “like a figure of Thor” (Stoker, 1992: 222), the Norse God. Folkloric
vampire deterrents include pagan or ambiguous symbols, some of which (garlic, wild rose) are
retained by Stoker (1992: 246). Nevertheless, the Crew of Light are overtly Christian. Aversion
to Christian symbols marks Dracula as a creature of the devil, but still a religious subject.
Official Christian dogma does not recognise vampires, but there are clear connections between
modern vampires and Christian beliefs. Vampires cannibalise their prey, drinking blood to
sustain immortality. Christians practice ritual cannibalism: consuming the body and blood of
Christ. Some Christian doctrine claims that transubstantiation occurs: the bread and wine
actually become the body and blood of Christ. Consuming the body and blood of Christ is a
means of ensuring eternal life: becoming immortal in the presence of God. The modern vampire
represents a perversion of Christian belief and in several narratives the vampires is recognised
as a demon as conceptualised in Christian discourse.
Although depictions have broadened to include non-Christian mythology and scientific
explanation, the essentially Christian demon remains the dominant form throughout the 20th
Century. Coppola‟s, Carpenter‟s and Lussier‟s vampires retain many of the characteristics
brought to dominance by Rymer‟s and Stoker‟s narratives. Continuing a sub-genre trend, each
relies heavily upon Christian symbols and heightens the 19th Century vampire association with
Christian supernatural rationality. Each explicitly links the creation of the vampire to organised
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religion and by returning to the characterisation of the vampire as evil incarnate, suggests that
religion is superficially attractive, but a cause of social problems.
Coppola‟s opening sequence enhances Dracula‟s status as an overtly Christian demon. Prince
Vlad‟s wife suicides when she is told he has been killed fighting the enemies of Christ. As a
suicide, she is refused Christian burial, and thus denied eternal life in the presence of God. Vlad
responds by rejecting Christ. He fails the test given by God to Job.121 He becomes an eternal
opponent of God: a vampire. Carpenter‟s Valek is the product of a mismanaged exorcism,
which leaves a demon in command of a former priest‟s corpse. The Vatican-directed role of
Jack Crow and crew is to clean up the mess, which leads to an interpretation of the film as a
thinly disguised depiction of concealment of corruption within the Catholic Church.122 The
Dracula of Dracula 2000 is an even more overt victim of Christianity. Lussier makes Dracula
the epitome of Christian evil: an undead Judas Iscariot, an innovative explanation for the
vampire‟s aversion to crosses and silver. Lussier‟s Dracula has explicitly rejected Christ. If
Judas has no choice but to fulfill his role in the crucifixion, then his resurrection as vampire is
not only a mirror of Christ‟s resurrection, but also a continuation of a God-given role. The
parallel destiny is consummated with the vampire‟s crucifixion at the narrative climax, initiated
by his part-daughter Mary, which might signal the vampire‟s return to God‟s presence or his
ultimate descent into Hell.

121

In the Book of Job, Satan is an angel and counsellor to Yahweh (God) (Flauhault 2003: 16).
Job is a paragon of virtue, a perfect servant whom Yahweh rewards with a perfect life. Satan
argues that Job will turn away from Yahweh if his rewards are taken from him. Yahweh accepts
the challenge. Job subsequently complains of the injustice of his suffering and of the
indifference of Yahweh to his plight. Yahweh tells Job to accept his insignificance. Job repents
and his perfect life is restored.
Coppola‟s depiction of the historical Vlad and of the death of Vlad‟s wife is partially
historically accurate. The Queen threw herself from a tower of the fortress, but this was to avoid
capture by invading forces rather than in response to news of the death of her husband. Vlad is
reported to have earlier unchivalrously fled the fortress via an escape tunnel.
Sommers‟ Van Helsing also shows an ambiguous vampire hunter, whom it is suggested has
supernatural links with a vampire hidden by the Vatican.
122
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There is substantial variance in horror narratives in the methods employed to destroy other
monsters, but the solution to the problem represented by the vampire generally includes
Christian symbols established in 19th Century literature, even when the vampire is associated
with non-Christian religion or a secular threat. The vampires of Rodriguez/Tarantino‟s From
Dusk Till Dawn, who reside in a Mexican whorehouse, ultimately shown to be the upper level
of an Aztec temple, associating them with pagan Gods and blood sacrifice, remain vulnerable to
the cross and Holy water. In the vampire-western Curse of the Undead (1959), the gunfighter
vampire, “an unseen malignant influence,” has been interpreted as a metaphor for communism
(Hendershot 2001: 49). In 1950s America, the communist threat is characterised as antireligious and, by inference, based upon reason rather than faith. Hendershot states that the 1950s
American religious revival “stemmed largely from anticommunist sentiment.” The vampire of
Curse of the Undead undermines law and order and sets the locals against one another, turning
some into vigilantes and causing them to reject the local preacher. The vampire is destroyed by
a bullet impressed with the symbol of the cross. The film recognises Christianity as
underpinning American modernity.
Many recent narratives retain specifically Christian definitions of evil, but Coppola‟s is the least
ambiguous in this respect. While late-19th Century technology is prominent, Christian symbols
(crucifixes, prayers and holy water) and primitive weapons (stakes and knives) are the key
elements for eliminating vampires. The quest of Coppola‟s vampire hunters resembles a
Christian crusade while Prince Vlad is an actual crusader. Coppola graphically depicts the
cruelty of the Christian knights123 by drawing upon the mythologised actions of the historical
Vlad, much more so than in Stoker‟s or Curtis/Matheson‟s narratives. In Coppola‟s film, Prince
Vlad‟s victims are staked or flayed alive. Emphasising the similarity between the opposing
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Several narratives emphasize the ambiguity of Christian crusaders. Both Nick Knight
(Forever Knight) and the King vampire in The Forsaken were crusader knights before
transformation. In Buffy Season Five, Buffy battles crusading knights intent on thwarting the
ambitions of a minor evil deity.
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forces, Vlad is clad in blood-red armour resembling medical diagrams of muscle tissue, as
though he himself had been flayed alive. His cruelty towards the enemies of Christianity
foreshadows Dracula‟s cruelty. Before the final confrontation between Dracula and the vampire
hunters, Van Helsing remarks: “We have all become God‟s madmen.” It is perhaps merely an
in-joke, but Antony Hopkins portrays both Van Helsing (a manic characterisation) and the priest
who refuses to bury Prince Vlad‟s wife in sacred ground. In similar fashion to Godfather Part
III (1990), which links the murderous immorality of the Mafia to Vatican politics, Christianity
as organised religion is shown as flawed. It is God, rather than organised religion, to which the
vampire is opposed, God who provides the tools to fight the vampire and God who is the source
of the power through which the vampire is defeated.
Both Dracula‟s existence and the means of his destruction are contradictory. Dracula forces the
vampire hunters to fight on the ground of unreason, not the ground of science and technology
that they would prefer. Dracula‟s presence within his sphere of influence is god-like.
Approaching the castle, Jonathon is watched by an eye in a blood-red sky. The mere touch of
Dracula‟s hand, stretched unnaturally toward him, lifts Jonathon into the coach. In the castle,
the laws of physics are unreliable: Dracula creeps down a wall, oblivious to gravity; fluid from a
bottle drips up; doors close without being touched. In London, Dracula turns Mina‟s tears to
diamonds in his hand. He transports himself as a green mist. When confronted by Van Helsing,
he ignites the threatening crucifix and transforms himself into a writhing mass of rats to escape.
But it is on his ground that he is finally defeated. Dracula is tracked by the vampire hunters
through his mental link with Mina. Like the Lucy vampire, Dracula‟s wives are destroyed with
blessed objects and pre-modern weapons. Trapped in his coffin at the entrance to his castle
before the sun has set, Dracula‟s minions are eliminated by the vampire hunters. The weakened
vampire is attacked with knives before finally allowing himself to be despatched by Mina and in
a moment of reconciliation with God, expires with a look of peace upon his face. While
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Dracula‟s opponents live in a world of capitalism and technology, the struggle and restoration of
order occurs via religion.
As with many of the issues it addresses, Whedon‟s Buffy is ambiguous concerning religion. At
the climax of Season Five, Buffy, adopting a crucifixion pose, sacrifices herself to save the
world. She is resurrected through witchcraft. Upon her return from „heaven‟, Buffy tells Spike
that she has been removed from a state of completion and is enduring great suffering. Yet
toward the end of the series, she tells Angel that she still has progress to make in becoming fully
human. In Angel, Cordelia ascends to a higher plane of existence, but associates her state of
ascendancy with boredom, pleading for her former companions to rescue her. Cordelia‟s
ascension is depicted along classic Christian lines. She is tested and found close to moral
perfection, sacrificing her wellbeing and the achievement of her fondest desires, including
romantic love, for the benefit of her companions. She is borne aloft clad in a flowing, white
gown upon a brilliant ray of light. These story-lines constitute seemingly contradictory views of
religion, but contradictions are expected in a long-running and evolving narrative. Episodic
narratives such as Varney and House of Dark Shadows and film series such as Universal‟s and
Hammer‟s monster movies are regularly criticised for their contradictory elements. Some
contradictions may result from technical „continuity‟ failures, but others may stem from their
creators wishing to reflect the contradictory nature of existence.
In his discussion of Shelley‟s Frankenstein, Flahault (2003) argues that the Job narrative
underpins modern conceptions of good and evil. There are clear parallels between the Job
narrative and those of Coppola‟s Dracula and Buffy, particularly in Buffy Season finales where
Buffy is stripped of everything she has relied upon before the assault by the monster. Buffy,
however, differs from Job and Coppola‟s Dracula in that where Job and Dracula must accept
ultimate authority to be restored to an „ideal‟ state, Buffy rejects established authority and
philosophy, relying upon her inner strength, her humanity, to triumph. The narratives of Job and
Coppola‟s Dracula aim to restore the protagonist‟s ideal state while the Buffy narrative aims at
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establishing a new state (recognised as incomplete). Coppola‟s film suggests that without the
love of God, human beings become monsters. Coppola associates Godliness with Catholicism
and non-conformist sexuality with corruption. Where Job and Coppola‟s Dracula are
profoundly conservative and religious, Buffy is radical and humanist.
The effectiveness of Christian symbols in combating the vampire began to be questioned during
the 1960s. In Polanski‟s Fearless Vampire Killers, a Jewish vampire dismisses the cross thrust
toward him with “Have you got the wrong vampire!” In Love at First Bite, a Jewish descendant
of Van Helsing attempts to deter Dracula with a Star of David. The Van Helsing clone in
Captain Kronos states that there are several species of vampires, each requiring a specific
method of destruction. In 7 Golden Vampires,124 Van Helsing tells a group of Chinese students:
“In Europe, the vampire walks in dread of the crucifix. Here, it could be the image of the Lord
Buddha.” In several Hammer films, including Captain Kronos, crosses only provide protection
for those of firm Christian faith. In Fearless Vampire Killers and Love at First Bite the religious
„error‟ is played for laughs but, as in 7 Golden Vampires, the cultural specificity of symbols is
emphasized. This theme is reprised in later narratives. In Being Human, vampires are deterred
by both Christian and Jewish symbols.
Other narratives rely upon secular solutions. The vampire protagonist of The Breed is a Polish
Jew, but the film avoids addressing the effect upon non-Christian vampires of traditional
vampire religious symbols by employing scientific means of vampire destruction. While Blade
includes mystical elements, it specifically denies the efficacy of traditional religious symbols as
weapons against vampires, focussing upon intolerance of sunlight and garlic, medical remedies
for vampirism and advanced technology. This is especially evident in the absorption of
traditional ancient books of knowledge within an electronic library. In Blade Trinity, science,

Baker‟s The Legend of the 7 Golden Vampires (1974) presents both a globalised Western
vampire and Asian vampires. While Dracula is similar to earlier Hammer depictions, the Asian
124
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rather than occult knowledge and the vampire slayer‟s physical prowess, brings about Dracula‟s
destruction. The representation of „good‟ is broader than found in early narratives.
Buffy develops a complex „universe‟ containing monsters with a variety of Christian, occult and
scientific sources. Buffy‟s vampires remain defined by their vulnerability to Christian symbols,
but use other rationalities in their battle against the forces of good. Aguirre (1998: 201) states
that “Christianity demoted pagan deities to the rank of demons,” but Buffy ascribes equal status
to Christian and pagan supernatural entities, overtly denies the Christian monopoly of the
supernatural and stresses the ambiguity and relativism of good and evil. Many antagonists and
protagonists share similarities. The definition of evil in later episodes is considerably different
from the understanding exhibited by the protagonists in early episodes. Subsequent to the
revelation of Angel as vampire, the status of demons and humans had to be individually
assessed and protagonists could disagree in their assessments. This is particularly so in later
episodes in respect of Spike, where attitudes mirror those of the protagonists‟ early attitudes
towards Angel.125
The question of whether only humans possess a soul is addressed in several narratives.
Thompson‟s (1991) description of the folk vampire as an animated corpse possessed by the soul
it had in life may be congruent with the vampires of some 20th Century narratives, but the
vampires of Buffy, with the exception of the heroic protagonists, are defined as animated corpses
without a soul. Demons are initially assumed to be soul-less and therefore evil. The appearance
of good demons and evil humans forces a reassessment. In Angel („I‟ve Got You Under My

vampires are characterised quite differently: relatively unthinking, ultra-violent purveyors of
martial arts. The disparity foreshadows the variety of vampires in recent narratives.
125

Spike and Angel are mirror images. Before becoming vampires, Spike (William) and Angel
(Liam) had similar names (Liam is a Gaelic form of William). Their characters grow more
similar as the series progresses. By the finale, they are overt rivals for the positions of both
Buffy‟s lover and the heroic vampire with a soul described in the ancient prophesies. Spike is
also a mirror of Buffy, but in later episodes only the most obvious example of this. Mirroring of
protagonist-antagonist is frequent, with liberal employment of doppelgangers.
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Skin‟), the demon hunters perform an exorcism upon a child, but discover that it is the demon
that requires rescue. The child lacks a soul and is the greater sociopath. In the narrative,
possession of a soul is equivalent to possession of a conscience. When Angelus‟ soul is restored
via a curse (Buffy, „Becoming‟), the purpose is to cause the vampire perpetual torment in
revenge for the murder of a beloved member of a Gypsy family. Angel‟s misery at the
recognition of his history of evil produces almost a century of degradation. He is rejected by his
vampire companions, shuns human company and feeds upon vermin.
Humans can be evil, but the demon hunters of Buffy battle exclusively supernatural forces. The
distinction drawn between supernatural and human evil is significant since it places the group in
direct competition with organised religion. While the group may come into conflict with secular
authorities, they do not constitute an alternative to those authorities. But the secularsupernatural delineation is shown to be problematic. In Buffy Season Six, Warren kills Willow‟s
lover Tara while attempting to kill Buffy. Warren is established as immature and narcissistic.
He has earlier accidentally killed his former girlfriend while employing magic to make her his
sex-slave and has attempted to have Buffy take the blame for the death. Warren and his
companions use magic and science to realise their adolescent fantasies. There is heated debate
between the protagonists as to whether Warren, being human, should be dealt with by the
criminal justice system. The issues of the auspices of the demon hunting group and the
implications of killing a human being become a significant narrative element on several
occasions.126 Willow‟s determination to punish Warren causes her transformation from demon
hunter to deadly supernatural antagonist. She enacts a gruesome, supernatural revenge that
designates her as evil, but, like Warren, she remains a human being with a soul.

They are crucial to Faith‟s fall from grace, which begins with her reflex killing of
Sunnydale‟s Assistant Mayor, who was perhaps attempting to reveal the Mayor‟s intentions
(„Bad Girls‟).
126
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Other narratives are ambiguous regarding the soul. In Carpenter‟s Vampires, the main vampire
is an animated corpse possessed by its original soul. In Coppola‟s Dracula, it is unclear whether
Prince Vlad loses his soul through his explicit rejection of God. Vlad claims that he will rise
after death and, as vampire, tells Mina that he is a corpse, but there is no depiction of his death
until his final destruction. Coppola‟s Mina and Lucy begin their transformation to vampire
before death, while they still possess souls. For each, a struggle ensues between the human and
vampiric aspects of the personality. In The Wisdom of Crocodiles, the vampire struggles with
his conscience, which may indicate that he retains his soul. Martin and Vampire’s Kiss feature
„vampires‟ that are living humans who may be simply delusional, while Vampirella and
Lifeforce feature living alien vampires.127 But the wholly secularised vampire is atypical and
recent narratives generally retain specifically Christian representations of good and evil.
Characterisation of the vampire as a soulless, animated corpse is significant to interpretation of
narratives retaining Christian symbols as vampire deterrents. Christianity is founded on the
earthly battle for the immortal soul. Vampires with souls can be redeemed, or reconciled with
God, while those without souls can only be destroyed.
Recent narratives generally do not depict human beings as essentially good or evil. Coppola‟s
and Whedon‟s narratives depict paths to evil or righteousness. The traumatic events catalysing
the transformations of Prince Vlad, Faith and Willow into supernatural monsters are climaxes in
a series of events in which the characters gradually lose their humanity. Prince Vlad is
dehumanised by his murderous defence of Christianity. Faith endures a series of traumas and
betrayals exacerbated by her instinctual nature. Her transformation is completed when she finds
compassion and loyalty in a demonic father figure. Willow gradually transforms from a gentle,
studious schoolgirl to a powerful wielder of magic. Friends die or are lost along the way, she

Hooper‟s Lifeforce (1985), based upon Colin Wilson‟s The Space Vampires (1977),
incorporates alien vampires into a broadly Dracula-type narrative, the leading vampire being
female, with obvious connections to 1950s science-fiction/horror narratives.
127
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battles the forces of evil and addiction, makes errors that hurt her friends and sees much of the
worst that her world has to offer. By the time the final trauma arrives, she is hardly recognisable
as the character in the early episodes of the series. Whedon‟s Cordelia undergoes a gradual
transformation from self-centred teen queen to self-sacrificing paragon of virtue. Although
never likeable, Warren is not introduced as an evil villain. His career to villainy is less a
transformation than a development of existing traits: recognisable instances of egoism,
selfishness and bad decisions. For each of these characters, the narratives provide more-or-less
plausible explanations for their behaviour. There are irredeemable characters in recent
narratives, but they are far less common than in early narratives such as Stoker‟s or Browning‟s
Dracula, Murnau‟s Nosferatu, Dreyer‟s Vampyre or Hammer‟s vampire series.

Mass Media Characterisations of Christianity
To better appreciate the significance of the role played by religious symbols in vampire
narratives, we need to place it in the context of more general mass media depictions of
Christianity. There has been debate, predominantly in the US, concerning the image of
Christianity, particularly the image of clerics, presented by film and television. Generally,
conservative commentators and Christian organisations have been highly critical of recent
narratives, arguing that they present a distorted view of religion. Particular targets have included
such obviously controversial films as Scorsese‟s The Last Temptation of Christ (1988), which
presents Judas Iscariot in a relatively flattering light and focuses upon Christ as a sexual being,
and The Handmaid’s Tale (1990), which presents a dystopic vision of Christian fundamentalists
gaining political power, but also lightweight comic material such as The Pope Must Die (1991),
which includes depictions of Vatican corruption. Torrens (1995) quotes Michael Medved,128
film critic and author of Hollywood vs. America (1992), as stating:

Medved argues that „Hollywood‟ lacks strong religious beliefs and depicts those holding
strong religious beliefs as lacking depth of character. Similarly, Huston Smith (1996) argues
128
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“Hollywood ... has given us „so many villains who are religious,‟ so many „crazed
killer Christians,‟ corrupt clergymen and stereotypes of the faithful as a „bunch of
boneheaded suckers,‟ that it cannot but have a „cumulative and powerful impact‟.”
The relative prominence of positive images of traditional religion varies considerably depending
upon media and genre. Skill and Robinson (1994) concluded from a quantitative analysis of
depictions of Christian leaders in fictional television drama129 that there was no systematic
negative characterisation. The Parents Television Council (USA) (1996) reported that depictions
of religion during the previous year were generally positive, while the Media Research Center
(USA) stated that both the number and proportion of positive television depictions increased
during the early 1990s (O‟Brien, 1998). Skill and Robinson also point to research suggesting
that, rather than a substantial decline in recent years, religion and religious values were
relatively inconspicuous in US fictional print media throughout the 20th Century. On the other
hand, Rothman (1996) cites studies showing a significant decline over the last 50 years in the
number of film characters portrayed as holding traditional religious beliefs. As for the most
ubiquitous element of television, advertising, Maguire and Weatherby (1998) found religious
content in only 2% of American television commercials.130 This is significant because, they
argue, commercials are strong indicators of prevailing social patterns, although Maguire and

that although the US is generally highly religious, the nation and the mass media are run by an
elite lacking strong beliefs. He lays the fault squarely at the door of liberal universities. News
and current affairs television, says Smith, has marginalised religion, replacing routine religious
presentations with political commentary. The few religious presentations that remain, such as
exposés of televangelists and the atrocities of religious fanatics, are largely negative. Media
critic Tom O‟Brien (1998) claims that “On television, priests are openly ridiculed while hardboiled police detectives grapple with issues of faith and morals.” Heaven knows what
Americans would make of Father Ted‟s (1995-1998) entirely unflattering but highly comic
depiction of Catholic priests.
Skill and Robinson‟s sample included 100 episodes of television drama aired on US network
television in 1990. The religious leaders analysed were predominately white, male and Catholic.
129

130

Based on a sample of around 800 commercials aired on eight networks during 1996.
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Weatherby do not commit to any of several explanations offered for the scarcity of religious
content.
Medved acknowledges that early Hollywood and some recent narratives present positive images
of traditional religion. Going My Way (1944), Boy’s Town (1938) and Angels With Dirty Faces
(1938) feature very positive presentations of priests, played by such well-loved American actors
as Bing Crosby, Spencer Tracy and Pat O‟Brien. A score of biblical epics from the D. W.
Griffith period to the 1960s could be described as reverential. Medved also regards films such
as Speilberg‟s Schindler’s List (1983) and Weir‟s Witness (1985) as presenting traditional
religions positively. He argues that most presentations of religion are distorted, but that positive
distortions are socially beneficial. Medved apparently regards mass media as not only a prime
source for defining normal behaviour, but also one that may be more powerful than traditional
religion. This view is similar to Halliwell‟s, although Medved suggests that Hollywood should
act as a propaganda machine for Christianity. UK and US censors from the 1930s to the 1960s
agreed. Hollywood production codes during that period prohibited the portrayal of ministers of
religion as either villains or comic foils (Geier, 1998) while the British censor (BBFC)
prohibited the portrayal of ministers of religion in “equivocal situations” (Johnson, 1997). The
latter‟s delicacy of language apparently allowed the depiction of clerics as unambiguously bad,
but filmmakers rarely tested that interpretation before the 1960s.
Huston Smith is correct that television news/current affairs are increasingly secularised.
However, positive presentations of religion are neither absent nor hard to find on television.
Australian audiences can access several specifically religious television programs such as
Compass and cable subscription packages include the Australian Christian Channel, which
telecasts 16 hours of exclusively positive material each day.
Both positive and negative religious material appears daily in print media and newspapers still
employ writers devoted to religious affairs. A survey of reporting of religious affairs in The Age
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(Spratt et al, 2005: 65-66) showed that 74% of reports concerned Christianity and that most
contained negative presentations, but that negative reporting was more common for nonChristian religions. The most common topics related to sexuality and religious influence upon
political platforms during election campaigns. Nevertheless, in both negative and positive
presentations, the arguments put forward by religious leaders were treated as legitimate. A large
proportion of the news reports dealing with Christianity focussed upon dialogue between
religious beliefs and Western liberalism, presented as an element of on-going debate in Western
democracies. In recent years, in both Australia and the USA, there has been considerable
newspaper debate on the role of fundamentalist Christian groups in secular politics. Some
reporting, such as that concerning the anti-liberal campaigning of the Exclusive Brethren in
Australia and the long-term support for conservative politics of US fundamentalist Christian
groups, has questioned the legitimacy of religious influence upon secular institutions. There has
been little questioning, however, of the legitimacy of comment by religious leaders upon issues
such as poverty or immigration. The views of religious leaders are habitually sought for reports
on such issues. The involvement of religious organisations in secular politics appears to be
reported most negatively where a perception exists that the involvement is self-serving,
particularly in relation to monetary gain. Religious leaders whose influence upon secular
politics supports the acquisition or retention of wealth and clerics exhibiting „immoral‟ sexuality
do not fit the image of the heroic, community-oriented clerics of pre-World War II popular
narrative, nor the image of the patriarch presented in television family dramas.
Viewing traditional religions as relatively insignificant for popular culture employs an overly
restrictive definition of religion. Clerics may appear less frequently than characters such as
police or journalists, but religious beliefs do not reside only in religious leaders. Expressions of
religious belief are contained in routine activities such as saying grace before a meal and
moralising by major characters in family dramas. A function of patriarchs in 1960s-1980s
western-family dramas such as Bonanza (1959-1973), The Waltons (1972-1981) or Little House
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on the Prairie (1974-1983) is confirmation of the practical efficacy of Judeo-Christian morality.
The process is so familiar that Bonanza‟s patriarch Ben Cartwright (Lorne Greene), whose first
son was named Adam,131 can credibly assume the patriarch role of Adama (complete with
biblical epic robes) in Battlestar Galactica (1978-1979).132 These television patriarchs strongly
resemble priests in 1930s and 1940s Hollywood dramas. Actors with established patriarch
credentials continue to play key roles in television family drama series such as Picket Fences
(1992-1996) or 7th Heaven (1996-2002) and situation comedies such as The Cosby Show (19841992), but are becoming less common. Supporting the argument that professionals such as
police play similar roles to priests in television drama, the patriarch of Picket Fences133 is the
local sheriff while that of 7th Heaven is a priest.

Depictions of Organised Religion in Vampire Narratives
In some horror films, such as The Exorcist, clerics play a prominent role, but despite a reliance
upon Christian symbols and morally upright patriarchs, clerics rarely appear as protagonists in
vampire narratives. One of the few exceptions is Fisher‟s Dracula - Prince of Darkness (1965),
which replaces Van Helsing with a successful crusading priest. The general absence of clerics
from earlier films is partly explained by the activities of censors, but the ban does not explain
the lack of positive portrayals in vampire narratives. One explanation is that the source material
for vampire films did not include depictions of priests and filmmakers saw no particular benefit

131

Ben Cartwright has three sons, each from a different mother, all dead by the time the boys
have grown to manhood. There are no enduring women characters in the narrative.
132

The narrative concerns a group of human space-travelling refugees, the surviving members
of the „Twelve Tribes‟, seeking to settle upon a lost colony (Earth). They are pursued by the
Robotic Cylons. The narrative‟s alternative creation myth borrows characters from JudeoChristian, Greco-Roman and Norse mythology, including Apollo, Athena, Cassiopeia, Omega,
Adam, Cain, Lucifer and Sheba.
133

Tom Skerrit, the patriarch of Picket Fences, also plays the Captain of the Nostromo in Alien
(1979), but proves ineffectual and is an early monster victim. The hero of Alien is a matriarchal
figure, although this aspect of the role is more overt in the sequels Aliens (1986) and Alien
Resurrection (1996). The latter was scripted by Joss Whedon.
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in introducing such characters. Early narratives were constructed in the context of increasing
acceptance of scientific rationality where traditional religious figures were losing their position
as arbiters of morality. Vampire narratives explicitly focussed upon a contest between the forces
of good and evil and the absence of traditional religious figures would appear to indicate their
loss of status. Gothic horror, from Lewis‟ The Monk onwards, might therefore be seen as
contributing to the acceptance of Enlightenment philosophy rather than simply reflecting
already established views.
Stoker‟s Dracula includes many Christian symbols, but few clerical characters. A Chaplain is
present at the marriage of Jonathan and Mina and nuns care for Jonathan after his escape from
Dracula‟s castle, but these are minor characters. No clerics are involved in the struggle against
the vampire. Van Helsing, who brings with him sacred objects and knowledge to be employed
in the struggle, is the closest of the major characters to a religious representative, but he
employs sacred objects in concert with ones that are pagan or occult, as well as scientific objects
and knowledge. He could not be considered a representative of traditional religion. His use of
pagan knowledge, bearing in mind the condemnation of the belief in vampires by the Catholic
Church, represents opposition to traditional religious dogma. Stoker places the vampire at
traditional religious sites, in graveyards, tombs and at Carfax, which Stoker describes as a
mediaeval house with an attached Chapel. The religious aspect of Carfax becomes more
prominent in Dracula films, where it is generally described as Carfax Abbey. Both Carfax and
the neighbouring asylum have been converted from their original function to buildings meeting
modern needs. Carfax is a site of decay, and in Dracula films the asylum is also often presented
as decayed. These buildings and burial sites constitute links with the past, making them
appropriate sites for the vampire as a representative of pre-modernity.
While elders are generally depicted as debauched and hypocritical in Taste the Blood of Dracula
(1970), one states: “If I weren‟t religious I‟d say he was possessed ... possessed of the devil.”
This clearly delineates religion from belief in possession and, in the context of the film‟s strong
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cult motif (a common motif in Hammer‟s Dracula series), delineates „real‟ religion from
cultism: genuine religious belief excludes supposedly „pagan‟ (but actually Christian) concepts
of demonic possession. Genuine religious belief is associated with a naive scientific view in
which „irrational‟ evidence is rejected as mis-observation. A similar association of traditional
religion and naive science appears in Herzog‟s Nosferatu where Van Helsing, whose medical
science cannot address the problem of Harker‟s illness, rejects occult explanations of the
evidence placed before him by Lucy and implores her to place her faith in traditional religion.134
Herzog‟s Van Helsing displays misplaced faith in both science and religion. Since audiences are
aware of the true nature of the threat, Van Helsing‟s obstinacy reflects the blinkered worldview
of both medical science and religion. Too late for Jonathan and Lucy, Van Helsing eventually
accepts Lucy‟s explanation and destroys Dracula‟s corpse in the traditional manner (with
hammer and stake), for which the newly released vampire Jonathan orders his arrest. Audiences
can have little sympathy for the ineffectual Van Helsing.
In vampire narratives, priests are most likely victims or the unwitting instigators of vampirism
(Dracula Has Risen From The Grave, Scars of Dracula, Coppola‟s Dracula, Carpenter‟s
Vampires, Dracula 2000). With the exception of Dracula - Prince of Darkness, clerics offer
little resistance to the vampire in the Hammer Dracula series. Dracula Has Risen From The
Grave features two priests, one cowardly and unable to recover his congregation following the
demise of Dracula in the previous Hammer film. Following a failed exorcism at the castle, the
priest falls and his blood causes Dracula‟s revival. He then comes under the vampire‟s control.
The second priest, after forcing the first to perform the exorcism, becomes the vampire‟s target
of revenge and his niece is vampirised. Dracula is defeated when impaled upon a cross, but his
fall is caused by an avowed atheist. The priest in Scars of Dracula is ineffectual when faced

Although Van Helsing is not Dracula‟s main opponent (as in Murnau‟s film, that role
belongs to Lucy, Murnau‟s Ellen), the characterisation is in keeping with that of Dracula, whom
Herzog endows with few of the supernatural abilities of Stoker‟s or Murnau‟s vampire.
134
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with the vampire and attempts to discourage the villagers from attacking Dracula‟s castle with
warnings about violence leading to violence. During the attack on the castle, the villagers‟
families are massacred by a horde of vampire bats while taking refuge in the local church. Most
representations in Hammer‟s Dracula series suggest that religious symbols are vampire
deterrents because of their connection to God rather than to organised religion.
More recent narratives vary in their depictions of clerics, but are generally unsupportive of
traditional religion. Coppola‟s Dracula shows Orthodox priests as catalysts for Prince Vlad‟s
rejection of God through their condemnation of his suicided wife. From Dusk Till Dawn
features a lapsed priest who achieves a measure of redemption by sacrificing himself to preserve
his companions before he succumbs to vampirism. Bordello of Blood shows a televangelist
ridding the world of evil-doers by luring them to a brothel filled with vampires (the vampire
hunter is a flippant, Jewish detective). Carpenter‟s Vampires shows a naive priest assisting
Vatican-directed vampire hunters to destroy a former priest (Valek) made into a vampire by the
Catholic Church. Valek had rejected the church and was consequently seen as possessed by the
devil. A blundered attempt by fellow priests to perform an exorcism has left Valek‟s evil soul in
command of his animated corpse. While implying but not directly showing Dracula as vampire,
Vlad The Impaler (2000) provides an unsympathetic portrait of the Eastern Orthodox Church
conducting an inquisition.
Buffy often presents traditional religion negatively, poking fun at its illogic and making regular
references to unsavoury religious practices, but features both naive and knowing, good and evil
religious figures. Only one significant protagonist (Riley, Buffy‟s romantic interest in Seasons
Four and Five) professes adherence to Christianity and that disclosure is only relevant in one
episode („Who Are You?‟) where vampires threaten worshippers in a church. Clerics rarely
appear in the series and when they do are generally relatively helpless victims. An exception
occurs in the final episodes of Buffy, where a deadly antagonist is an outwardly „Christian‟
priest who has gained great power from worshipping a demonic spirit, a power primarily

Page 203

employed in the destruction of women. The priest, employing a rationale based upon a variation
of the Adam and Eve myth, defines all women as evil and himself as righteous. This clearly
associates traditional Christianity with repression of women. Non-conventional Christianity is
also negatively represented. The born-again Christian cult in „Anne‟ attracts young adults by
preying upon their inability to find a place within contemporary urban modernity (see page
114). Unlike in earlier family drama, religion here is not a solution to the problems of
modernity.
Attacks upon religious cults through associating them with demons are consistent elements of
horror narratives. Non-conventional religion is an easy target for narrative creators. No loud
objections were heard from censors when an ancient Egyptian deity intervened to prevent the
triumph of the reincarnated Im Ho Tep in The Mummy (1932). Neither were there objections to
the film‟s depiction of the corruption of a priest, undoubtedly because he was not Christian. The
plot of The Mummy rests upon the efficacy of pre-Christian worship and blasphemy. By
contrast, Bride of Frankenstein was widely banned by local censorship groups in the UK while
pictures of lesser quality exhibiting more blatant body-violating horrors, such as Murders in the
Zoo, were generally ignored. Johnson (1997: 125) argues that this was because the theme of
Frankenstein-as-God was considered more offensive than scenes of actual horror such as
dismemberment. Before granting an exhibition certificate, the UK censors caused references to
Satanism in The Black Cat (1934) to be excised and replaced by a Cult of Sun Worshippers.
In the Hammer series, vampires are regularly associated with Satanism as well as other occult
practices. Occult practices are generally depicted as directly opposed to traditional Christianity.
Hough‟s Twins of Evil (1971) strongly associates vampirism with witchcraft, while at the same
time depicting Christianity as repressive.135 The vampire‟s main opponent is a puritan who
draws little audience sympathy because of his brutal treatment of innocents accused of
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witchcraft. The vampire is destroyed mainly through the efforts of a village everyman, depicted
as the voice of reason. Gibson‟s Dracula A.D. 1972 (1972) maintains the association between
vampirism and witchcraft and associates Dracula directly with contemporary and domestic
youth and sexuality. Van Helsing‟s descendants are the vampire‟s main opponents. Dracula is
located in a deconsecrated Gothic church and represents a superficially attractive alternative to
conservative morality. Gibson‟s Satanic Rites of Dracula (1973) associates vampirism with
satanism. Fisher‟s earlier The Brides of Dracula (1960) places heavy emphasis upon the notion
of vampirism as a cult or sect, with a strict code of conduct. Hammer‟s Van Helsing continually
refers to vampirism as a cult. While films such as The Exorcist were undoubtedly influential
during the period, horror films based upon the efficacy of witchcraft were already popular in the
UK.136 A recurring theme in these films is witchcraft as both science and religion (Hunt, 2002).
It may seem incongruous to argue that a sub-genre that utilises so many Christian symbols may
undermine Christian hegemony. However, the way in which these symbols are used is
significant. While Buffy retains Christian iconography, it also includes a plethora of material
from non-Christian spiritual sources and consistently and explicitly rejects organised religion as
useful in the fight against evil. The expansion of spiritual discourses in Buffy extends to the
acknowledgement of Wicca137 as a lifestyle choice with much to offer in the fight against evil,
rather than simply another evil to be fought. Buffy‟s closest friend Willow develops into an
increasingly powerful witch throughout the series and ultimately becomes Buffy‟s most
powerful ally, capable of raising Buffy from the dead. This validation of an alternative spiritual

Twins of Evil is situated in Hammer‟s pre-modern Eastern Europe. Peter Cushing, who
regularly played Van Helsing, is again cast as the vampire‟s main opponent.
135

136

They regularly featured a character resembling the notorious occult figure Alistair Crowley.
Some starred Christopher Lee. Thematically similar to Dracula AD 72, in To the Devil a
Daughter, contemporary youth, having rejected the stability of the 1950s, are depicted as
susceptible to dangerous ideas that can lead to their destruction and the destruction of society.
137

The Australian Standard Classification of Religious Groups (ASCRG) recognises Animism,
Druidism, Paganism, Pantheism, Wicca (and Witchcraft) and Satanism as legitimate faiths.
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discourse to Christianity contrasts starkly with 1960s and 1970s Hammer films, in which the
depiction of witchcraft is almost wholly negative.
Association of black magic with female vampires (and consequently the appearance of witches)
is relatively consistent throughout the history of the genre. Russell (2004, originally published
in 1978) claims that few non-comic representations of witches occur in film prior to the 1940s;
the witch becomes a staple of the horror genre in the 1960s.138 Unconventional sexuality in
1970s vampire narratives was regularly associated with unconventional religion. Hunt (2002:
93-94) argues that UK narratives depicting conflict between „old‟ and „new‟ faiths
metaphorically represent attacks upon the influence of 1960s counter culture by Conservative
politicians, Mary Whitehouse, the Festival of Light and “all the others for whom
„permissiveness‟ was an evil which had been allowed to spread much too far.” Horror has
consistently refused to simply endorse the moral debates of politicians, academics and
scientists.
Not all narratives of the Hammer period presented witchcraft negatively (Bewitched) and not all
recent narratives present witchcraft positively (Smallville, The Blair Witch Project). Nor is
witchcraft consistently depicted positively in Buffy. Early in Season One, following the
introduction of vampires, Buffy faces an attack through witchcraft („The Witch‟) and the abuse
of Willow‟s magical powers in Season Six is developed into a powerful addiction motif. At the
climax of Season Six, Willow has become a vengeful, demonic opponent who threatens to
destroy the world. Like television series such as Charmed, magic is a tool regularly employed in
Buffy by the forces of both good and evil. As with the depiction of traditional Christianity,
witchcraft is not a defining indicator of good or evil.

138

Russell is incorrect, however, in claiming that there was no document on vampirism
comparable to Mallus Maleficiarum (2004: 66).
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Nor in recent narratives is witchcraft associated with exclusively supernatural vampires.
Although the vampires of Underworld (2003) are several hundred years old, inhabit a Gothic
mansion and display many common vampire characteristics, the film contains little religious
symbolism. Hi-tech scientific equipment is employed by and against the vampires in their war
with the werewolves and medical technology is prominent in the search for a carrier of a
specific genetic code. But vampires belong to what are labelled covens, linking Underworld‟s
vampires to their supernatural and anti-Christian predecessors.
The opening narration of Buffy denies the Christian creation myth, stating that the world began
not as a garden, but as a place of demons. However, Buffy includes some strong Christian
motifs. Buffy has died twice and each death has clearly Christian overtones. On the first
occasion, in a distorted baptism, Buffy is revived as a stronger warrior after being drowned by a
„King‟ vampire (The Master). On the second occasion, Buffy sacrifices herself to save the world
by leaping from a high tower into the mouth of a portal to a demon dimension, thereby closing
the portal. The Christ-like nature of her sacrifice is emphasized by her body as she falls: it
unmistakably resembles crucifixion. Buffy subsequently spends time in some dimension
resembling a Christian version of heaven. All in all, the narrative and its key protagonists
express uncertainty and ambivalence about the existence of God.

Representation of Competing Rationalities
Vampire narratives contain competing rationalities, worldviews or ideologies and often
represent these using opposing characters. What happens to those characters, who triumphs or
loses and why this occurs, suggests the efficacy of various rationalities. Conflicts between
rationalities in vampire narratives take place in the context of their manifestation within other
elements of popular culture. Vampire narratives often employ archetypes used widely outside
the sub-genre. The depiction of science, scientists and associated technical vocations such as
medicine in the broader horror and closely related science fiction genres are especially
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significant for audience interpretations of vampire narratives. The interaction between Dracula
and the mad scientist in House of Frankenstein, for example, is informed by existing knowledge
of mad scientists, that in turn informs audiences‟ understanding of how „real‟ scientists behave.
Ideologies can be seen as defining communities. Pre-modern communities were often
geographically isolated and not subject to mass media. Such communities often lacked
substantial exposure to alternative ideologies. In pre-modern communities, it was easier for
particular ideologies, such as those contained within Christian discourse, to achieve dominance,
even if that dominance was more problematic than is often assumed. Contemporary
communities are part of a globalized culture, or at least have much wider contact with
alternative views of the world than did pre-modern communities. Concrete ideologies, rather
than geography, are now more likely to be delineators of community. Moreover, people often
belong to multiple communities. Film genre audiences sharing similar views of the world
represent communities of belief. They use distinctive language and recognise particular signs
that may have different meanings for other audiences. Genres and sub-genres often offer a
means of establishing difference from „others‟, especially for adolescent audiences.
Contemporary modernity is characterised by rational pluralism: traditional religion co-exists or
competes with non-conventional supernatural ideas and scientific rationality. Eipper (2011)
describes this as syncretic secularity (see Appendix B). Various forms of rationality are seen as
acceptable explanations of the world as a whole, or for parts of human experience. The idea that
a single rationality adequately explains the universe would appear to be less widely held within
contemporary modernity than within pre-modernity or early modernity. Loss of faith in grand
theory characterises the thinking not only of social theorists, but of the population at large.
A common theme in early horror narratives was of conflict between early-modern scientific
rationality and the search for „supernatural‟ meaning, but many early horror films clearly depict
an alternative system of belief to both enlightenment thought and traditional Christian
rationality, one that includes the existence of fantastic creatures such as vampires and
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werewolves. This „old‟ system of belief is shown to have efficacy since its threats manifest.
Audiences are not asked to recognise that particular system of belief as valid, although some
audience members may, but are given opportunities to recognise flaws in the systems of belief,
the rationalities, that dominate their everyday world. In Universal period US films, alternative
rationalities are often depicted as corrupting influences, while in the post-Cold War period,
dominant American rationalities are more frequently depicted as corrupt. British and European
narratives tend to be consistently more critical of dominant rationalities, without necessarily
providing cohesive alternatives.139
In Universal period US films, the dominant rationality generally provides the most complete
view of the world, but has significant flaws.140 Recognition of the incompleteness of the
dominant rationality allows the more-or-less successful amalgamation of inconsistent alternative
rationalities (radical science and supernatural entities) in monster ensembles such as House of
Frankenstein. The overt collation of disparate systems of belief is common in recent monster
ensemble narratives (Van Helsing, League of Extraordinary Gentlemen, Buffy, True Blood,
Being Human).
In a Buffy Jekyll and Hyde story („Beauty and the Beasts‟), a monstrously transformed young
man (Pete) kills several people, including the psychologist treating Buffy (traumatised by the reappearance of Angel, whom she believed she had killed). Buffy‟s group suspects werewolf Oz

As Tudor argues (1989: 144), Fisher‟s Frankenstein and The Fly (both late 1950s) show
opposing versions of „mad science.‟ Fisher‟s Frankenstein is obsessive, corrupt and dangerous
to the community while André, the doomed scientist of The Fly, wishes to help the community
and is a danger mainly to himself. The British perspective is much darker than the American
and is reflected in the cinematography and setting. The laboratory in The Fly is brightly lit,
clean and well-ordered, while that of Frankenstein, historically remote, is dark and dank Gothic.
Although The Fly has a contemporary domestic setting, it also distances the narrative from the
audience through foreign (French) naming of characters, displacing the „evil‟ of science to a
non-American source.
139

140

The flaws of rampant capitalism are overt in King Kong, while those of unrestrained science
are evident in Whale‟s Frankenstein and The Island of Lost Souls (1933).
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of the murders.141 Like Angel, driven mad by his exile to „Hell‟, Oz is murderously violent. To
be worthy of his attractive girlfriend (Debbie), Pete has developed and consumed a drug to
enhance his manliness. The drug gives extraordinary strength, but removes inhibition toward
violence and renders Pete insanely jealous of anyone having contact with Debbie. Debbie
disposes of the drug, but by then Pete‟s transformation is initiated by rage. Debbie shows classic
„domestic‟ violence symptoms: hiding her bruises and claiming they are an expression of love.
The narrative encourages some ironic sympathy for Pete. Believing himself physically superior
to anything the world can offer, Hyde-Pete attacks Oz, whom he has seen chatting to Debbie.
During the attack, Oz transforms to werewolf and Pete flees, pursued by Buffy, the superhuman
vampire-slayer. Just when he believes he has bested Buffy, Pete is attacked and killed by the
insane vampire Angel. The narrative attacks scientific rationality by showing it, through Pete, as
supporting violent patriarchy and, through the psychologist, as incapable of effectively
addressing adolescent problems. But neither does the alternative occult rationality provide a
solution to male violence.
The „Buffyverse‟ is exceptional in including relatively consistent explanations for all the
phenomena it contains. Science, traditional religion and the occult each provide tools to combat
demons. Science and magic coexist comfortably because it is acknowledged that the dominant
rationality cannot explain all phenomena and is actively employed to disguise inconsistencies.
The school principal and local police provide „rational‟ explanations for supernatural events
while privately acknowledging that the truth constitutes unacceptable public statements.
Sunnydale residents, excepting villains and Buffy‟s coterie, show selective amnesia, only

Oz is a traditional werewolf-victim. A female werewolf (Veruca) in Buffy („Wild at Heart‟)
differs from the male in being more aware of her werewolf actions. Veruca revels in her
werewolf existence and sees her werewolf aspect as dominant while Oz regards the werewolf as
a monthly aberration, which his girlfriend Willow likens to the few days each month she is
irritable during the menstrual cycle. Veruca is more clearly evil. In Angel, however, a
sympathetic female werewolf, a potential romantic interest for Angel, is a victim lacking
awareness of her werewolf activities.
141
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occasionally acknowledging the supernatural. In „Gingerbread‟, following the apparent ritual
murder of two children, the town mothers create a group to „take back Sunnydale from the
demons and vampire-slayers.‟ The spokesperson (Buffy‟s mother) makes a speech rejecting the
Mayor‟s „rational‟ explanation of the murders, but the group, which exhibits fundamentalist
characteristics, organising the banning and burning of books dealing with the supernatural, is
shown to have been manipulated by demonic forces. Subsequently, Sunnydale‟s adults return to
their „normal‟ repressed state. The teenagers and young adults of the town, the most frequent
targets of demonic activity, generally recognise the coexistence of science and magic. Those not
recognising themselves as beneficiaries of dominant authority systems are most prepared to
question the efficacy of the rationalities underpinning those systems.
The opening scenes of Van Helsing depict the animation of Frankenstein‟s Creature, the murder
of Frankenstein by Dracula and an attempt by the vampire to gain control of the Creature who,
distressed by his creator‟s death and pursued by irate villagers, flees to apparently perish in a
burning windmill. Throughout the remainder of the film, Dracula attempts to use Frankenstein‟s
technology to perfect a horde of bat-like vampire „children‟, created through sexual intercourse
with his trio of vampire brides. Dracula‟s goal is world domination and he is opposed by a
monster-hunting, Vatican-sponsored superhero (Hugh Jackman), assisted by a problem-solving
monk, an adept female warrior with a family history of conflict with the vampire (Kate
Beckinsale) and Frankenstein‟s Creature. Dracula‟s minions include his brides, vicious,
instinctual werewolves, and a group of diminutive drudges who tend the machinery of Dracula‟s
hellish, early-industrial manufacturing process, located within the vampire‟s gothic castle. 142

142

Critics were generally dismissive of Van Helsing, which some regarded as an unsatisfactory
collation of disparate sub-genres, similar in many respects to 1940s Universal monster
ensembles. This heritage was unashamedly acknowledged through a relatively faithful
recreation, in monochrome, of Whale‟s scenes in Frankenstein‟s laboratory. The film
reproduces several sub-genre themes, including the vampire‟s superficial Byronic attractiveness;
the close association between vampire and werewolf; the enhanced superhero status of the
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While Stoker‟s vampire is positioned as opposed to the technology of modernity, since at least
the 1940s film and television vampires have sought to use that technology, particularly medical
technology. The most common application has been the search for a cure for vampirism, which
is Dracula‟s aim in the Universal monster ensemble House of Dracula. This is reprised in a
number of narratives, including House of Dark Shadows, Forever Knight and Blade. The
Dracula of Van Helsing differs from his predecessors in employing science to enhance rather
than diminish his difference from humanity. This establishes him as part of the line of
unsympathetic, thoroughly evil vampires.
In Van Helsing, as in Buffy, Blade, Underworld and Being Human, magic (or religion) and
science co-exist. Although earlier narratives generally depicted these rationalities as competing,
often through competing characters, protagonists and antagonists in recent narratives exist in a
world where both rationalities are effective and characters avail themselves of tools from either
without much consideration of an inherent incongruity.143 Characters may express astonishment
at the results of the various technologies, but this is not necessarily associated with rejection of
the underlying rationality. The narratives reflect the experience of their audiences. Technology
such as contemporary computing may appear magical to users without an understanding of the
underlying science. Science fiction depicts substantial fantastic technology supposedly almost
within our grasp. Much fantastic technology depicted in early narratives has been realised.
Fantastic achievements purporting to be representations of „real‟ science are regularly depicted
in „forensic‟ narratives such as CSI or Bones. A recent UK survey144 reported widespread belief

vampire hunter; the vampire and vampire hunter as mirror images; the vampire-hunting team;
and the developing action-oriented female characters.
143

Both Dracula 2000 and The Forsaken combine traditional religious and scientific
rationalities, but oppose them by associating them with, respectively, age and youth. Both
employ an „occult‟ mental link between vampire and pursuer as a narrative device. As in
Stoker‟s novel, the vampires meet their demise at the hands of protagonists who are capable of
combining traditional religious, occult and scientific knowledge.
144

Survey of 3000 Britons reported in The Age on 12/03/2011.
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in the reality of time-travel, memory-erasing technology, teleportation and light sabres. As with
religion, repeated narrative representations can make it difficult for audiences to distinguish the
fantastic from the real. This, ironically, makes it easier to accept the efficacy of non-scientific
rationality. The co-existence of science and religion was simply accepted by Enlightenment
giants such as Newton and Kepler, both of whom were overtly religious: Newton dedicated his
major work to the glory of God; Kepler wrote a thesis on the birth-date of Christ.
Like many horror narratives, vampire narratives are often dystopic. Utopias and dystopias are
ideal states relating to particular rationalities. The dystopian vision of Jekyll and Hyde rejects
the achievement of perfection through science. Although this might be seen as anti-rationalist,
scientific rationality must, by implication, be opposed by another rationality. Amongst the most
common oppositions to science in horror narratives are religion and family. The moral of Jekyll
and Hyde is similar to that of Frankenstein, but Jekyll fails to recognise that man must be an
imperfect reflection of God. Whale‟s Frankenstein emphasizes scientific hubris: surveying his
creation, Frankenstein declares that this must be what it feels like to be God.
Dracula and Carmilla are very different dystopias to those of Jekyll and Hyde or Frankenstein.
There is anti-science in the vampire tale, but the hubris associated with the privileging of
existing scientific knowledge, not scientific method, is criticised. Le Fanu‟s vampire hunters
consist of three male authority figures: a doctor, a clergyman and a general. This constitutes a
combination of rationalities and methodologies: science (medicine); religion, with some
knowledge of the occult; physical force and strategy. Each contributes an element necessary for
the vampire‟s destruction. Stoker‟s Crew of Light recreates and expands the group, which
includes Mina, who is both recorder of the group‟s activities and vampire victim, and Jonathan,
also a vampire victim. The other members are Lucy Westenra‟s suitors, the aristocratic Arthur
Holmwood, the wealthy Texan action-man Quincey Morris and Dr. Seward, who calls for
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assistance from Van Helsing, precisely because he is a scholar with a knowledge of both science
and the occult.145
Stoker enhances the power of the group to meet the increased power of the vampire. He adds
considerable financial power to oppose the vampire‟s capital resources. Van Helsing tells the
Crew of Light that they may triumph because they can bring together knowledge from tradition,
religion and science. Despite his supernatural strength, this is denied to the vampire (Stoker,
1992: 244). The science and occult aspects of the group are significantly greater than that of Le
Fanu‟s group, while the traditional religious aspect is diminished through omission of a cleric.
Where the vampire is a creature of pre-modernity, the group accesses both modern and premodern sources of wealth and knowledge.
While the Vampire Lovers plot follows Carmilla fairly closely, the vampire hunter group more
closely resembles Stoker‟s, but without participation by the vampire‟s victim. The group
includes a General, a Baron, the victim‟s fiancé, a Doctor and an upper class friend. Le Fanu‟s
clergyman is missing. Baron von Hartog assumes the mantle of a Van Helsing clone. As in
Dracula, the science and occult knowledge of Le Fanu‟s group is enhanced while the traditional
religious aspect is reduced. The reduction of the traditional religious aspect of the vampire
hunters is a feature of most of Hammer‟s period pieces, with the exception of Dracula - Prince
of Darkness. In Vampire Lovers, the strategic aspect of the group is retained and the physical
force is enhanced, as is group motivation through the addition of further concerned familiars of
the victims. The vampire is less discriminate than Le Fanu‟s, attacking women and men, family,
servants and villagers. She represents a broader threat than Le Fanu‟s vampire and the vampirehunting group is consequently broadened.

145

In Buffy, Blade II and Blade Trinity the vampire hunting team is expanded to include experts
in several areas and resembles Stoker‟s Crew of Light. In Blade Trinity, the Van Helsing clone
(Whistler) is replaced early in the narrative by a high-tech scientific team.
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Stoker‟s Dracula emphasizes the use of contemporary technology, but a particular scientific
method, empiricist development of theory from observation (induction) rather than idealist
derivation of practice from theory (deduction), is crucial to defeating the vampire. Commonly in
the horror genre, characters must respond to events that are „impossible‟ in the world described
by normal science and must convince sceptical local authorities of the menace of the monster.
Audiences expect that those who refuse to believe that the monster exists in the face of
overwhelming evidence will become victims. Those who see things as they really are triumph,
while those who see the world through an ideological mist become victims.
The triumph of observation over idealist reasoning is a consistent theme in horror narratives.
While holding to an empiricist philosophy, Hammer‟s films progressively undermine the notion
that „hard‟ science and associated technical vocations such as medicine provide an adequate
understanding of the world. They therefore provide an inadequate set of solutions to human
problems, both personal and social. The films present hard science as theory-driven and
insufficiently adhering to observational methodologies. In vampire narratives, practitioners of
science who deny the efficacy of other rationalities are generally ineffective against the vampire
and, as in many horror narratives, regularly act to undermine more effective forms of action. In
Brides of Dracula, for example, science is represented by an ineffectual and doddering doctor.
The most common exception to depictions of the ineffectual scientist is Van Helsing, who in
Stoker‟s narrative combines science with other rationalities in his attack upon the vampire. But
not even the depiction of Van Helsing escapes popular scepticism about science. The early
Hammer representations are more physically oriented versions of Browning‟s Van Helsing,
whose knowledge of both science and the occult make him the vampire‟s main opponent.
Beginning in the 1960s, the medical expert aspect of the Van Helsing character begins to be
played down in some narratives in favour of expertise in the social sciences. In Fearless
Vampire Killers, the Van Helsing clone is a scholar of the occult, but without any apparent
medical training. By the twilight of the Hammer period in 7 Golden Vampires, Van Helsing has
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changed from a medical doctor to an anthropologist. In Love at First Bite, Van Helsing‟s
grandson, a psychiatrist, is the vampire‟s main opponent. The Buffy Van Helsing clone is an
occult expert school librarian. Whenever Van Helsing or his clones retain medical
qualifications, they rarely act as the vampire‟s main opponent. In Herzog‟s Nosferatu, Van
Helsing remains a medical doctor, but has lost the characteristics that in Stoker‟s narrative made
him an effective opponent of the vampire. In Forever Knight, which otherwise retains
traditional vampire symbology, Van Helsing is replaced by a purely medical professional: a
female pathologist and the vampire‟s romantic interest. She acts as a vampire opponent only in
the context of seeking a cure.
The depictions of science and scientists in the vampire sub-genre generally reflect those in
narratives where scientists have more significant roles. The Thing is based upon John W.
Campbell‟s Who Goes There? (1938). While both film versions of the narrative (Hawks 1951,
Carpenter 1982) emphasize special effects (thereby implicitly endorsing technology), the
narrative, characters and outcomes differ considerably. The scientists remain insightful but
ineffective in both films. In Carpenter‟s re-make, the 1950s military heroes are replaced by a
commercial group, the journalist is missing, and the female romantic interest (Nicky), earlier
characterised as both competent and dominant, is replaced by a hyper-reactive (feminised) male,
„alternative‟ science conspiracy theorist. The characterisation of the monster also differs.
Hawks‟ alien is an emotionless, vegetable-based, humanoid life-form feeding upon blood.
Carpenter‟s alien, which is more like the creature of Campbell‟s novel, is a shape-shifter who
assumes the form of any creature it absorbs. Hawks‟ military group destroys the monster while
in Carpenter‟s film the humans lose.
Campbell‟s, Hawks‟ and Carpenter‟s narratives do not illustrate a linear thematic progression
reflecting American social fears. While explicitly acknowledging Hawks‟ narrative in recreating
the classic flying saucer discovery scene, Carpenter‟s narrative more closely resembles
Campbell‟s, particularly in characterisation of the monster and in the setting (the South Pole).
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Hawks moved the setting to the North Pole, a point on the strategic path between the USA and
the USSR, befitting the specific fear of a communist invasion. The narratives all express a fear
of dehumanization, but in the 1930s novel and the 1980s film the threat is superficially
indistinguishable from the protagonists, whereas in the 1950s film the threat is overtly foreign.
The narratives also express a fear of actual alien invasion. Campbell‟s novel was published in
the same year as Orson Welles‟ radio dramatisation of H. G. Wells‟ War of the Worlds, which
famously panicked many in its American audience. The release of Hawks‟ film coincided with a
spate of flying saucer sightings beginning in 1947 and continuing well into the 1950s.
Carpenter‟s film was released during a period of reported alien abductions.
Similar trends to those in science fiction-horror narratives occur in vampire narratives. Special
effects have remained an integral element and scientists are unable to meet the challenge. Van
Helsing clones combine elements of various rationalities, remaining the most effective
opponents of the monster – that is, until the emergence of the specialized vampire slayer, who
first appears in Captain Kronos, but becomes the predominant vampire opponent in Buffy, Blade
and Van Helsing. Following Matheson‟s post-apocalyptic vampire horde in I am Legend,
reinterpreted as the archetypal contemporary zombie film in Night of the Living Dead, it became
increasingly likely that the humans would lose. The emergence of the specialized vampire slayer
(or zombie killer in the Resident Evil series), swung the odds in favour of humanity, but created
an ambiguous superhero whose frequent separation from those protected reflects themes
foreshadowed by 1960s Marvel comic book heroes.146 Buffy, the current archetypal vampire
slayer, is ejected from school, rejected by academia, fired from her job, suspicious of religion,
torn out of heaven, in love with a vampire, betrayed by her mentor, thrown out of her home by
family and friends, but rejects their rationalities and finds a way to defeat the horde. The
ambiguous superhero thus became a dominant feature of the vampire sub-genre some decades
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Page 217

after such characters came to dominate other genres, but when it occurred was accompanied not
only by substantial questioning of the distinction between heroes and villains but by a
thoroughgoing delineation of rival rationalities.

Scientific Vampires
While vampire narratives are generally characterised by competing rationalities, some feature
vampires that are wholly explained by or are the products of science. Narratives featuring
„scientific‟ vampires include The Vampire (1957), Charnas‟ novel The Vampire Tapestry
(1980),147 Lifeforce (1985), Red Blooded American Girl (1991) and Reign in Darkness (2002).
In each of these narratives, the vampires retain sufficient characteristics from standard vampire
lore to be easily recognisable. Other monsters have been described as vampires because they
exhibit one or more characteristics from standard vampire lore, including the creature from
Hawks‟ The Thing, who feeds its offspring on human blood, but such claims are highly
problematic. These creatures are unlikely to be readily recognised as vampires by most
audiences.
Strayer‟s The Vampire Bat (1933) is an early example of a vampire created by a mad scientist,
but it does not feature a human vampire. A human vampire does feature in The Vampire, but the
film is otherwise relatively insignificant, though it is mentioned by a few commentators,
including Tudor (1989: 137) and Johnson (1997: 89). The vampires of Matheson‟s I Am Legend
are also the product of science gone wrong and the vampires of Lifeforce are brought to earth
through misguided space exploration. More recently, Dolen‟s Australian film Reign in Darkness
features a protagonist seeking a cure for AIDS who is transformed into a vampire. Late in the
film it is revealed that vampires have been funding the medical experiments to ensure their food
supply and have supplied vampire blood for the purpose. Underworld features a hybrid
vampire-werewolf created through genetic science. Van Helsing associates reproductive
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technology with both Frankenstein‟s Creature and vampirism, melding rather than opposing the
rationalities of traditional religion, occult knowledge and science. Scientifically created
vampires, however, remain a rarity. It is more common in recent vampire narratives to place
substantial emphasis upon the use of science and technology in combating supernaturally
created vampires, usually downplaying (as already discussed) the role of traditional religion in
the process. These include the Blade series, Dracula 2000 and The Breed.
Blade includes an unusually high level of technology, replacing the sub-genre‟s traditional
ancient books with an electronic library, employing fantastic weapons and vehicles and
including a search for a scientific cure for vampirism. To maintain custody of his deadly and
immortal enemy, the Van Helsing of Dracula 2000 prolongs his own life with regular injections
of a serum created from Dracula‟s blood. Sharing the blood of both „fathers‟, Van Helsing‟s
estranged daughter inherits aspects of vampirism. Van Helsing is killed early in the film,
leaving his assistant, a competent everyman, to pursue the vampire and protect Van Helsing‟s
daughter, whose loyalty to her father is tested by the compulsion of her blood tie to Dracula.
The Breed emphasizes scientific research, empiricist police work and the banality of evil. The
vampires have superhuman abilities and a need for blood, and the film uses established
character names (Lucy Westenra, Graf Orlock, Seward and Bathory), but the vampires fear
neither daylight nor crosses and are not, on the whole, evil. The Breed‟s vampire community
contains a wide range of character types. Many appear simply as ordinary people going about
their daily lives, subject to an ever-present fear of persecution. As a group, they constitute
victims and are explicitly identified with refugees and the holocaust. In one sequence, a group
of vampire refugees attempt to escape persecution by heavily armed men intent on their
extermination. Like much of the film, the sequence is shot in sombre grey and brown tones,
resembling images of Eastern Europe during World War II. The setting is the near future in
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what may be a totalitarian version of the USA. The ambience is similar to that of Radford‟s
version of Orwell‟s Nineteen Eighty-Four (1984) or Gilliam‟s Brazil (1985). Many of the
characters in bureaucratic organisations are unnamed (and shot in medium close-up from
skewed angles), posters with „newspeak‟-type slogans adorn the walls of official buildings,
large television screens deliver official messages, and gothic architecture is prominent.
The main protagonist‟s family was destroyed during the holocaust and he accepted
transformation to gain bloody revenge over the Nazi oppressors. We are invited to like and
admire The Breed‟s vampire detective because of his strength, determination and nobility of
character. The vampires‟ actions in The Breed have purposes other than self-gratification. Even
the main antagonist, a vampire-scientist who engineers a war with the humans, is motivated by
preservation of his species, which is a mutation of humanity. This motive would make him a
sympathetic character were it not for the methods he employs. In the conflict between motive
and method, the main antagonist is identifiably similar to scientists in many horror narratives,
notably in several productions of Frankenstein.

Frankenstein as a Metaphor for Contemporary Science
Frankenstein films are examples of lay knowledge and associated understandings of the role
and workings of contemporary science. Knowledge of the narrative is now so pervasive that
Frankenstein‟s Creature is amongst the first points of reference in news media discussion of
science-gone-wrong or problematic breakthroughs such as genetic engineering. Nerlich et al
(1999) argue that dystopian science fiction images and metaphors, particularly the Frankenstein
narrative, were the most significant influences on public attitudes towards cloning and genetic
modification. Headlines in related newspaper reports frequently employed a Frankenstein
metaphor. The metaphor is appropriate as Shelley clearly intended the narrative as a warning of
the danger of science for science‟s sake. Jancovich (1992: 26) argues that Shelley condemns
Frankenstein for isolating science from the domestic sphere. While this is certainly a significant
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aspect of the attack upon science, Shelley clearly indicates that like Prometheus (the subtitle
character of the novel), Frankenstein is punished for hubris, referred to as the “mad pride of
intellectuality.” The need to place science in its proper role, as servant rather than master of
social relationships,148 is consistent with Shelley‟s (and her close associates‟ – her father‟s,
mother‟s, husband‟s and Byron‟s) political opposition to industrialisation, evident from her
public writings. The domestic sphere is given prominence in the novel as a necessary brake on
science and technology.
Shelley‟s science focusses upon re-animation of the dead, a theme she reprised in two other
narratives (The Reanimated Englishman, 1826 and The Reanimated Roman, unpublished). She
was no doubt influenced heavily by her father, utopian economic theorist William Godwin, who
published a novel around the time of his wife‟s death (St. Leon, 1799) dealing with a magical
elixir of life. Mary Wollstonecraft died from complications associated with childbirth, depriving
Godwin of his emotional and intellectual partner, Mary Shelley of a „normal‟ family, and her
mother of a continued political role.
Shelley‟s Creature is huge (eight feet tall), grotesque (taut, yellowish skin and black lips), but
extremely athletic, fast, agile and strong. It feels little hurt from injury, but is not invulnerable. It
is mainly vegetarian and is intelligent, teaching itself to read, learning philosophy, languages,
asking existential questions (who am I, what am I, from where did I come and to where am I
going). It wants, but is denied human companionship. The Creature begins to understand its
position as „other‟ and attempts to form a domestic partnership through forcing Frankenstein to
create for it a bride. But Frankenstein fears the prospect of a powerful, inhuman species. He
destroys the bride before it is animated and the Creature turns feral, having no purpose but

The representation of science in Frankenstein differs from that in Stevenson‟s Jekyll and
Hyde. Where science in the former is divorced from the domestic sphere, Jekyll‟s motive for
creating a perfect human stems from a desire to make himself worthy of his intended wife.
148
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revenge upon its creator. This can be interpreted as a metaphor for modernity‟s supposed
rejection of God.
The Creature‟s understanding of its position is only partly realised in Whale‟s Frankenstein, is
enhanced in the sequel Bride of Frankenstein, but is entirely missing from Fisher‟s
Frankenstein. In film, the Creature is most humanized when finding „family‟ with the old, blind
hermit. Shelley‟s Creature is denied family by Frankenstein, who is repelled by and rejects his
creation. This recalls, but inverts the Eden myth as the Creature gains knowledge only after its
rejection. The idyllic garden setting is replaced by a dysfunctional family environment, typically
signed in the Gothic novel by Gothic architecture. Where Whale‟s Creature (in its most
recognisable Boris Karloff depiction) is consistently child-like and uncomprehending, Shelley‟s
becomes as sophisticated as its creator. Both are pitiable, but the murderous rage of Shelley‟s
Creature, initially revealed in its unrealised bitterness towards the forest-dwellers who reject it
and then in its callous throttling of Frankenstein‟s young brother, reflects the position of the
everyman shown or promised, but denied his earthly paradise. The child-like quality of the
Whale/Karloff Creature, also evident in the characterisation of monsters such as King Kong,
evokes sympathy, perhaps most clearly in the scenes with the hermit in Bride of
Frankenstein.149 The Whale/Karloff Creature, however, never progresses beyond this child-like
state and does not evoke the depth of sympathy of the wronged, reasoning, intelligent Creature
of Shelley‟s novel.
In Whale‟s Frankenstein, the repentant scientist returns to the loving arms of his family
following recognition of his folly and the Creature‟s demise. Holte (1997: 53) regards Fisher‟s
Frankenstein as closer to Shelley‟s in that the narrative focuses upon Frankenstein and stresses
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The Creature achieves temporary companionship with the child whom it accidentally drowns
in Frankenstein and with the scientist‟s assistant (Ygor) in Son of Frankenstein. It is
problematic whether the Creature recognises it is being exploited when it murders at Ygor‟s
request. It may view this as the price of friendship otherwise denied it. It shows great distress
when Ygor is killed.
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his antisocial nature. Following Frankenstein‟s announcement that he is to marry the aristocratic
Miss Elizabeth, his servant Justine (whom he had promised to marry) tells him she is pregnant
and will reveal his activities to the authorities. Frankenstein abandons his bride on their wedding
night to work in his laboratory. He disposes of Justine by trapping her in the laboratory with the
Creature. Waiting outside the laboratory door, close-ups of Frankenstein‟s facial expressions
imply orgasmic satisfaction as the girl is killed.150 He later displays cowardice when faced with
execution by claiming he is blameless and the Creature is responsible for the murder.
Being amongst the most recognisable filmic depictions of science, Frankenstein informs
audiences for vampire films, even though the depictions of science in the original Dracula and
Frankenstein are very different. Where Van Helsing is a sophisticated empiricist who
overcomes a monster intent upon destroying a stable community, Frankenstein is a unworldly
theorist: a learned fool who creates a monster that destroys his community. But the stability of
the community that Stoker depicts is based upon repression of human needs. Shelley‟s
romanticism depicts pre-modern communities as satisfying human needs.151

Science as Represented by Medicine
Horror generally reflects the replacement of religion by medicine as a mode of explanation for
deviance. But monstrosity is often depicted as human weakness and impervious to medical

While these events occur within neither Shelley‟s nor Whale‟s narratives, Shelley‟s doomed
servant is named Justine. Shelley‟s Justine is wrongfully hanged for the murder of
Frankenstein‟s young brother. Shelley‟s Frankenstein is traumatised by her fate, but does not act
for fear of the consequences of revealing the existence of the Creature.
150

The narratives also reflect defining characteristics of their media. Whale‟s film emphasizes
technology. Shelley writes in the romantic style, overly verbose, intent on impressing the reader
with command of language, which frequently makes for unbelievably eloquent dialogue.
Reflecting Stoker‟s legal background and long management experience, Dracula is a record of
events: diary entries and precisely dated correspondence, mainly aimed at conveying crucial
information rather than providing florid description. Where Stoker‟s narrative style is modern,
reflecting an uneasy accommodation of rationalities, Shelley‟s reflects the rejection of
modernity as satisfying human needs.
151
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resolution. Physical and psychological medicine is regularly depicted as flawed and often as
contributing to monstrosity.
Religious groups during the Universal period objected to the presentation of evolutionary theory
in the horror genre. Murders in the Rue Morgue, Island of Lost Souls and Jekyll and Hyde, in
particular, focus upon humanity‟s bestial inheritance.152 Shelley‟s Frankenstein (2nd edition) is
linked to theories of social progress through reference to Darwin in the „Introduction‟ and
„Preface‟.153 A century after Shelley‟s revised explanation of Frankenstein‟s origins,
Mamoulian‟s Jekyll and Hyde associates the character‟s „regression‟ with Darwinism:
“Mr. Hyde is the exact replica of the Neanderthal man, so he‟s our ancestor. We
were that once. The struggle or dilemma is not between evil and good, it‟s between
the sophisticated, spiritual self in man and his animal, primeval instincts”
(Senn, 1996: 35)
Mamoulian emphasizes that Jekyll and Hyde are two sides of the same individual, reflections of
each other, revealed by initially showing Jekyll and the first transformation to Hyde in a mirror.
Each face hides the other. Neither is complete. Grodal (Tybjerg, 2004: 17) describes Jekyll and
Hyde as “schizoid horror-fiction,” in which audiences identify with the initially revealed aspect
of the character. Mamoulian‟s intention is also to draw the audience towards identification with
Jekyll, and through him Hyde, by use of point-of-view camera: “The camera begins by being
Jekyll and Hyde. In other words, you are Jekyll, the audience is Jekyll” (Senn 1996: 38).
Stevenson‟s Hyde is superficially attractive, but physically disturbing in an indeterminate way.
Mamoulian‟s Hyde is repulsive and primitive, undermining the association between evil and

Dracula draws upon physical typing of criminality: “The Count is a criminal and of criminal
type. Nordau and Lombroso would so classify him ...” (Stoker, 1992: 346).
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Shelley states in her „Introduction‟ (page xi) that the „Preface‟ was written by her husband,
but with the exception of urging her to complete the manuscript, this was his only contribution.
153
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modernity. Cinematographer Karl Struss (Senn 1996: 43) disagreed with Mamoulian‟s
interpretation:
“I thought they made a very bad mistake ... the change from Jekyll should have
been largely a psychological one, with subtle changes only in the makeup. But they
foolishly changed the hair and put false teeth in, and made him look like a monkey.
That was terrible. Jekyll‟s shouldn‟t be a physical change, after all, it should be a
mental one.”
Although a product of science/modernity, Hyde is clearly associated in most films with an
earlier stage of human development, often through enlargement of facial characteristics and the
addition of a great deal of hair. In Van Helsing and The League of Extraordinary Gentlemen he
is gigantic. Fleming‟s Hyde (Spencer Tracy, 1941) and some recent narratives de-emphasize the
physical change, however, returning to Stevenson‟s „psychological‟ evil. Mamoulian‟s
interpretation distances Hyde from an audience and draws him toward Stoker‟s Dracula. Evil is
pre-modern.
Stoker‟s Dracula is physically repellent, and in film often assumes a frightening visage. His
ugliness is prominent in each version of Nosferatu. Early Dracula, Frankenstein and Hyde
narratives tend to associate physical beauty with moral beauty, disease with monstrosity and
evil with the primitive. Amongst the differences between Shelley‟s and Whale‟s Frankenstein is
the changed focus from socialisation as the cause of the Creature‟s behaviour to biology through
implantation of an abnormal brain. But while social isolation significantly influences Shelley‟s
characters, one of Frankenstein‟s flaws is his focus upon physical beauty. At University,
Frankenstein regards the ugly (perhaps brutish) teacher as less intellectually compelling than the
handsome teacher. While seeing his Creature as merely a mechanical object, Frankenstein
thinks it beautiful. When given life, he sees it as others, and the Creature itself, come to see it.
As the Creature acts, Frankenstein increasingly describes it as hideous.
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Vampire narratives that associate vampirism with disease include representations of physical
medicine as only partially effective. Treatment of victims with blood transfusions delays death
and suggests the possibility of resistance to the vampire, although this is usually ineffective
without metaphysical intervention.154 In The Brides of Dracula, Van Helsing successfully
cauterises a vampire bite-wound with the assistance of the application of Holy Water. By
contrast, the competent everyman homesteader patriarch of Near Dark,155 uses blood
transfusions without assistance from supernatural artefacts to prevent his son‟s transformation
into a vampire.
Case (1991) claims that the transformation of the vampire into a plague and association of
nature with contamination is a post-1950s phenomenon, but folk and other early vampires were
regularly associated with plague. The association in Matheson‟s I Am Legend is explicit in
Murnau‟s Nosferatu:156 in the horde of rats accompanying the vampire‟s arrival; the subsequent
images of a plague-ridden town; the vampire‟s grotesque appearance which suggests physical
decay; and in the addiction motif of the compulsion to feed that keeps the vampire too long with
his victim. Murnau‟s Nosferatu emphasizes the horrific appearance of the vampire and
associates foreign invasion with plague. But while the repulsive physical form is retained, in the
three versions of Nosferatu the characterisation of the vampire undergoes considerable change:
from nightmarish monster to marginally sympathetic outsider to pathetic collaborator with the
filmmaker. While the fate of the vampire is fixed, those of other characters change. In Murnau‟s
film, the woman‟s sacrifice rids the town of the menace. In Herzog‟s film, her sacrifice
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Exceptions to the requirement for metaphysical intervention include remedies for vampires
created purely by „scientific‟ means, but in these narratives science fails in the way that it fails
in Frankenstein narratives.
155

Near Dark resembles a Western and includes few traditional supernatural trappings and
neither a Dracula clone nor a Van Helsing clone.
Melton (1999: 496) claims that the term „nosferatu‟ is derived from the Greek „nosphoros‟,
meaning plague-carrier, and entered the Romanian language because of a traditional association
of vampirism with disease. Stoker took the term from a popular travelogue and it appears in a
speech by Van Helsing.
156
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temporarily saves the town, but leaves the disease to spread. In Merhige‟s film, the sacrifice is
beyond the control of the woman: the filmmaker, having promised the actress to the vampire to
gain his co-operation, stupefies her with drugs so that she can play the final scene. The disease
motif of Murnau‟s film is retained in the later films, but in Merhige‟s depiction metamorphoses
into drug addiction and the monster is re-conceptualised as domestic rather than imported.
Recent audiences might see Nosferatu as a metaphor for heroin addiction or AIDS while the
vampire‟s addiction could be seen through puritan eyes as a fatal character flaw. Coppola‟s
Dracula has been interpreted as employing vampirism as a metaphor for AIDS,157 most
particularly with the juxtaposing of images of microscopic blood flow with images of vampire
seduction. Cardone‟s post-adolescent road movie The Forsaken (2001) presents a group of
highly sexualised, but murderous vampires pursed by and pursuing a pair of vampire hunters
carrying the vampire infection. The vampire hunters postpone their transformation through
drugs derived from AIDS research. In Reign in Darkness, vampire blood is used to seek a cure
for AIDS.
Vampires of early narratives have been seen as a metaphor for syphilis and this association
resurfaces in recent narratives. Van Helsing is giving a lecture on syphilis when he is introduced
in Coppola‟s Dracula. The lecture associates syphilis with the vampire bat, the spread of
civilisation and religious repression of sexuality. In Buffy, a major antagonist (Darla) is dying of
syphilis when she is transformed into a vampire. Symptoms associated with Stoker‟s death were
commonly attributed to syphilis. It has been speculated that he contracted the disease from
prostitutes on visits to Wilde in Paris. However, Haining and Tremayne (1997) regard evidence
for Stoker having syphilis as unconvincing and I am aware of no evidence that Stoker suffered
from the disease while writing Dracula.
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Cottle (1986) describes the spread of AIDS through purchasing Third World blood for US
medical procedures as “The vampire trade.”
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Varney, Dracula’s Daughter and House of Dracula depict vampirism as a compulsion or
addiction and the motif is prominent in later narratives such as Buffy and Ferrara‟s The
Addiction (1994) that associate addiction with the dehumanising exploitation of great power.
Like Varney, Countess Zaleska is compelled to do evil by her need for blood, but is repelled by
her existence and seeks an escape. Varney suicides and Countess Zaleska sacrifices herself to
save her romantic interest, but Carradine‟s Dracula shows no propensity for self-sacrifice. In
Buffy, Willow‟s addiction to magic is overcome by her love for her partner and her childhood
friend. Buffy‟s addiction to perverse sexuality involving Spike is overcome by re-establishment
of respect for both herself and her partner. Faith‟s addiction to thrill-seeking, which results in
her alliance with the forces of evil and a self-loathing death wish, is overcome by the selfless
intervention of Angel, whom Faith has been hired to assassinate. Ferrara‟s film depicts a group
of vampires defined as evil because they reject standard concepts of morality. Their
rationalisation of submission to base desires, as the narrative title implies, is a metaphoric
representation of submission to addiction. Like Ferrara‟s Bad Lieutenant (1992) and Coppola‟s
Dracula, Catholicism is presented as the solution to human weakness. In Dracula’s Daughter
and Buffy, secular rather than sacred love is the solution to addiction.
Addictions and diseases such as AIDS or syphilis are often regarded as self-inflicted, stemming
from undesirable personality traits: lack of a work ethic, homosexuality or promiscuity.
Character flaws lead to vampirism in Coppola‟s Dracula and Dracula 2000 and are observable
in many other vampires. Dracula and many of his clones are foreign. Addictions and diseases
are often regarded as having foreign origins. Heroin addiction stems from overseas military
service, the influence of decadent European youth culture, subversive communism, or is the
product of foreign drug cartels. AIDS is popularly thought to have been imported from monkeys
in darkest Africa. Syphilis, too, is associated with overseas travel. Vampirism can be depicted as
a foreign disease that is sucking the life from our youth, undermining production, progress and
ultimately the whole of society.
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Addiction is regularly associated with mental rather than physical health. Horror often
highlights the failure of medicine and is particularly critical of psychological medicine. Films
based upon Stoker‟s Dracula usually include a representation of an asylum. Holte (1997: 41)
claims that in Browning‟s film, the asylum and the opera represent science and civilisation.
Order and progress are aligned against decadence and decay; reason against seduction and
superstition. But these sites can be interpreted differently. Browning‟s opera can be seen as a
site of decadence, presenting Dracula with an opportunity to insinuate himself into the lives of
his intended victims Lucy and Mina. As in Badham‟s and Coppola‟s films, Browning‟s asylum
is a site of decay and unreason. The asylum houses Renfield, who is incurable, impervious to
Western science; it fails as an institution. Little in Dracula films suggests that any asylum
patient is being cured. The representation of psychological medicine as ineffectual is consistent
in horror depictions of madness and the treatment of madness.158 The mad are never really
cured. Even if pronounced cured and released from a medical facility, the expectation is that
madness has merely been hidden, either deliberately, or because of an inability to recognise true
madness.

Naive and Sophisticated Science
Medicine as generally depicted in vampire narratives may not match the public perception of
„true‟ science, but reflects distrust of increasing medicalisation. Failure to identify supernatural
sources for problems stems from a rejection of explanations for phenomena other than those
currently posited by science. This, of course, is a weakness of scientists rather than of scientific
method. It reflects deductive rather than inductive reasoning: it does not follow the empiricist
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Count Yorga includes a direct attack upon psychoanalytic solutions to the problem, which, of
course, is not all in the mind of the victim. In The Wolfman (2010), the asylum is depicted as a
site of torture and misplaced faith in idealist theory. The head of the institution gives a lecture
on delusional behaviour oblivious to the ineffectually restrained patient transforming into a
werewolf behind him. In a satisfactory resolution for audiences, the werewolf wreaks havoc
upon the assembled „experts‟.
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method of observation followed by theory construction underpinning the Enlightenment
triumph of science. Stoker‟s Van Helsing does not make this error, but argues that we should
believe our eyes, even if what we see is denied by science (1992: 244-245). Theory should be
modified through observation: “at the first I was sceptic. Were it not that through long years I
have trained myself to keep an open mind, I could not have believed until such time as that fact
thunder on my ear” (Stoker, 1992: 243).
Despite their doubts concerning the efficacy of supernatural explanations, Stoker‟s protagonists
do not act as though those explanations are impossible. They neither assert a full knowledge of
the world nor claim that their story is the only „true‟ representation of events. In the epilogue,
Jonathan states that events were recorded as they were perceived, but that belief in the events is
not expected of the reader. Having dealt with the threat, his belief in the efficacy of science
causes him to doubt what has been recorded.
Dracula shows that unswerving allegiance to a key concept of modernity, that science has
demonstrated the inefficacy of other forms of knowledge, is a recipe for disaster. Scientific
rationality may be a dominant view in Stoker‟s narrative, but is not regarded as complete and
exclusive. Scientific rationality includes an understanding that some things have yet to be
adequately explained. The unknown will always remain. A naive-scientific approach assumes
that knowledge of the world is sufficient to ignore non-standard explanations of events. A more
sophisticated scientific approach might acknowledge the possibility of vampires, even in the
face of a lack of convincing evidence.
Browning‟s Harker is less sophisticated than Stoker‟s character. He ignores the warnings and
instructions of Van Helsing by removing the protective wolfsbane and garlic flowers from the
room of his fiancé, already a vampire victim and predicted by Van Helsing to receive further
visits. Something is dreadfully wrong with Mina and standard medicine has failed to identify the
cause of the problem. Browning‟s Harker rejects the empirical evidence. He displays a naive
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adherence to contemporary science as a complete and exclusive explanation of the world. Few
audience members would behave as Harker does. Even if professing an overwhelming belief in
the efficacy of science and a formal disbelief in a supernatural explanation of events, the risk to
the characters associated with being wrong is too great. Harker‟s behaviour is irrational.
Narratives can change what audiences would regard as reasonable behaviour through historical
or exotic settings, but most recent narratives are contemporary and domestic. Locating
narratives such as Dracula or Frankenstein in pre-modernity distances audiences from narrative
characters in terms of their respective knowledge of the world. Within the contemporary (for the
time) settings of Stoker‟s novel and the early Universal films, placing events in a perceived premodern location (old Europe) constituted sufficient social distance for perceived differences in
knowledge to be an effective narrative device. In the 21st Century, establishing a location
perceived to be sufficiently socially distant is increasingly difficult (even allowing that audience
perceptions of reduced social distance may reflect insufficient knowledge of the world).
Historical settings, however, undermine the vampire‟s association with modernity.
Recent narratives continue the theme of conflict between science and the supernatural, but
routinely through characters who reject naive scientific rationality159 and behave as audience
members might. Actions reflect reasonable recognition of risk while audiences can assess poor
judgement. In horror narratives, characters make decisions that appear reasonable at the time,
but ultimately place themselves or others in danger. Mostly, these decisions are based upon
incomplete knowledge and audiences are frequently privy to greater knowledge of the dangers
involved than are the narrative characters.
A common response of narrative characters to impossible evidence is a search for a rational
explanation. Horror narratives acknowledge differing rationalities. Supernatural explanations

Jancovich (1996: 67) notes that a character in Body Snatchers “describes science in a manner
which is similar to the work of Kuhn and Feyerabend.”
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are rational; they present a generally consistent worldview, but apply different rules to those of
naive science. Audiences have always been familiar with at least some of those rules, but
narrative representations of occult knowledge have changed. In early films, occult knowledge
initially belongs only to vampire experts and representatives of pre-modernity. Occult
knowledge is now typically depicted as an element of popular culture available to most
characters within a narrative.
In Buffy („Surprise‟), our hero, engaged in fighting a vampire, crashes through a window into a
room where her friends wait to greet her with a surprise birthday party. After a brief struggle,
Buffy stakes the vampire, who immediately turns to dust. Amongst the waiting group are
Xander, Willow and Oz, on a first date with Willow. Pre-werewolf Oz has no experience of the
group‟s battle with supernatural forces, but lives in Sunnydale (a centre of supernatural activity)
and is established as expert in popular culture. Oz stares at the spot where the vampire turned to
dust as Willow approaches.
Willow:

Are you okay?

Oz:

Yeah. Did everybody else see a guy turn into dust?

Willow:

Uh, sort of...

Xander:

Yep. Vampires are real, lot of „em live in Sunnydale, Willow‟ll fill you in.

Willow:

I know it‟s hard to accept at first...

Oz:

No. Actually, it explains a lot.

Recent narrative characters regularly acknowledge the limits of their knowledge and when
confronted with „impossible‟ events, show that their worldview, which until then was similar to
that of the audience, has changed (Neale, 1990).160

160

Audience members may suspend disbelief or change their worldview; some may have
worldviews that already include the „impossible‟ depicted on the screen; some may leave the
narrative with a new worldview; some may refuse to accept the impossible altogether without
regarding the narrative as a waste of time.
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Buffy includes both occult experts with ancient tomes and teens/young adults with extensive
popular culture occult knowledge.161 Everyone has the film and television-based information
that the way to kill a vampire is a stake through the heart (although this is not how Dracula was
killed in Stoker‟s novel). The appearance of Dracula in Buffy („Buffy vs. Dracula‟) is greeted
with disbelief, then excitement because He, a classic fictional character, knows about Buffy.
When Buffy disposes of Dracula, she waits for him to re-appear before staking him again,
because, she explains, she has seen all his films.
Part of the appeal of narratives such as Buffy is continual references to non-genre popular
culture. Comedy in Buffy draws heavily upon discontinuities between Gothic horror and popular
youth culture.162 These cultural references are comparable to exclusive literary knowledge,
providing young audiences with a sense of possessing the narrative by excluding those
unqualified to understand them. In physical appearance, dress and speech, protagonists, and
some antagonists, in Buffy and Angel resemble those of young-adult television soaps. Buffy
features an abundance of teenage/young adult language and continually develops language
specific to the narrative (Adams, 1999). Characters using „teen‟ language generally employ a
naturalistic acting style while many villains adopt the melodramatic style of the genre classics.
Language and melodrama in Buffy is employed for comic effect to illustrate the generation gap,
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Buffy even acknowledges academic analyses through naming of characters. Qualified
audience members will recognise references to Montague Summers in Buffy Summers and to
Robin Wood in the recurring character of that name in Buffy‟s final season.
162

Fran Kuzui, director of the original film, claims credit for the ubiquitous pop-culture
references and for introducing martial arts to the vampire slayer‟s arsenal (Buffy was expected to
gain Japanese financing and a Japanese audience) (Tracy 2003: 3-7). Blade is also strongly
influenced by Asian cinema, employing martial arts, samurai weapons and a meditation ritual.
Several Buffy actors were (or were relatives of) pop-culture icons (Tracy, 2003: 5). Rutger
Hauer (Buffy‟s Dracula clone) and Donald Sutherland (Van Helsing clone) also appeared in the
remake of King‟s Salem’s Lot as the Dracula clone and his mortal accomplice. An „in‟ joke for
genre audiences, but perhaps indicating Buffy‟s substantial influence. Other narratives employ
subtler „in‟ jokes. In an early series of 24, three major characters had previous prominent roles
as vampires: Kiefer Sutherland – Lost Boys; Geraint Wyn Davies – Forever Knight; and Julian
Sands – Tale of a Vampire. Another character employs the pseudonym „Jane Espenson‟ (Buffy
writer and producer) to enable Jack Bauer‟s entry to a secured building.
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conflicts between rationalities and conflicts between empiricism and theory. It is particularly
effective in humanising the deadly Spike, whose brash, impulsive, punk persona clashes with
the measured, authoritarian, gothic mysticism of the vampire organisation (a demonic religious
order) in the early episodes of the series. Spike‟s relationship with the vampire organisation is
similar to Buffy‟s relationship with the vampire-hunting organisation to which she is reluctantly
tied. Spike is a mirror of Buffy and they speak the same language, a language their elders have
difficulty comprehending. The narrative‟s cultural references frequently poke gentle fun at the
older generation. Part of the appeal to older viewers is the amusing stereotyping of „uncool‟
adults (not us) and familiarity with the earth-shattering importance that mundane events assume
for the narrative‟s adolescents. There are also not-so-gentle presentations of older people as the
enemy: authority figures such as Buffy‟s mentor and his Watcher‟s Council, teachers, parents,
government, police and military.
Depictions of contemporary modernity in recent narratives generally show knowledge drawn
from science and popular culture as comparably useful and universally available (although some
people are more knowledgable than others).163 Competency is not the sole province of expert
practitioners socially distant from audiences.164 Study of the supernatural often mimics scientific
methodology. Being Human, however, shows the dangers of pseudo-science underpinned by
fundamentalist Christianity. A group of scientists and priests offer to free werewolves and

Some recent films reprise „traditional‟ horror characters whose actions reflect naive-scientific
views. These characters‟ knowledge does not mirror that of audiences. With the clear intent of
honouring Stoker‟s novel, Coppola‟s Dracula presents uninformed protagonists (excepting Van
Helsing), but like Fisher (and most Hammer films), Coppola distances narrative from audience
by using an historical setting. The thieves of Dracula 2000 act irrationally when they steal and
open Dracula‟s coffin with the expectation of finding untold wealth: they wilfully reject
empirical evidence contradicting current knowledge. Audiences, privy to exclusive information,
including the film‟s title, are naturally prepared for the emergence of a vampire. Yet the
associated fear is contingent upon acceptance that vampires might exist, if only in fiction.
163

Questioning of the status of experts is foreshadowed in Polanski‟s depiction of incompetent
vampire hunters who are ultimately responsible for spreading the vampire plague. While
Polanski exploits the comic potential of the monster-victim relationship, the vampires constitute
164
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ghosts from their supernatural burden. The lead scientist is author of a text on Intelligent Design
who proposes a genetic cause for evil. While some supernatural beings remain cynics, the desire
to regain their humanity allows others to be seduced by the false hope offered by the group
(who keep secret their belief that vampires, lacking a soul, cannot be returned to God and must
simply be destroyed). The group employ deceit and brutality to fight against what they perceive
to be a fundamental evil. To eliminate the monsters, they themselves become monstrous.
Pre-modern rationality never went away. It is present in the mundane perusal of horoscopes,
continued adherence to religious doctrine, belief in luck or fate, and underpins many monsters.
Recent narratives do not reject science, but acknowledge the finite nature of scientific
knowledge and the continued existence of the unknown. Vampire narratives do not rest upon
rejection of scientific rationality, but upon melding of scientific and supernatural rationality. In
this, they reflect common views of the world. Audiences for early narratives were also familiar
with the rules of supernatural rationality. Reification of scientific dominance and deference to
established religions, as contestants for dominance over supernatural rationality, are perhaps
reasons for presenting „normal‟ characters who do not mirror audiences‟ knowledge. Modernity,
as an ideal type, has only roughly been approached in Western societies.165

Blurring the Boundaries of Reality
Alternate universes with different rules of physics or where magic is the dominant rationality
are commonplace in fantastic narratives. Cohesive alternate realities undermine conceptions of
normality. As in most recent narratives, knowledge of vampires in Charnas‟ The Vampire
Tapestry comes from popular culture: characters do not need to learn about vampires, only to

a genuine threat and win. Fearless Vampire Killers suggests that real social threats are
potentially overwhelming because of widespread ignorance and incompetence.
165

On several criteria, empirical justification for descriptions of the world as post-modern is at
best problematic. If, as Francis (1998: 149) argues, “fragmented consciousness, the decentred
subject ... is characteristic of the fantastic,” then this aspect of self, identified as an element of
the post-modern, has been prominent in popular culture narrative since early modernity.
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recognise their reality. Francis (1998: 135-136) describes the task facing Charnas‟ characters of
discriminating between applicable knowledge and that which remains „fictional‟ as equivalent
to that facing Todorov‟s audience for the fantastic. When fictional characters are shown making
choices comparable to those made by members of the audience, they are drawn to a closer
identification with the narrative and the boundaries between fiction and reality are blurred.
Fantastic narratives habitually make problematic distinctions between the real and the unreal.
For some commentators, this makes such narratives potentially subversive (Newman, 1998:
155; Francis, 1998: 136). Narratives that question what is real and unreal potentially undermine
oppositions based upon such things as nationality, class and gender.
What is regarded as real and unreal varies within cultures and between audiences. Suspension of
disbelief does not necessarily accurately describe the process of becoming part of an audience
for supernatural narratives. This is especially so for purported representations of reality, as is
claimed for narratives supposedly based upon actual events such as The Amityville Horror, The
Exorcist or Fairy Tale: A True Story, but is also relevant for narratives acknowledged as
predominantly fictional, such as Shadow of the Vampire and Dracula. Merhige‟s fictionalised
version of the making of Nosferatu draws attention to the blurred boundaries between fact and
fiction within narrative (and the vampiric nature of film-making). A strength of Stoker‟s
Dracula, a reason for easy audience acceptance of it, is that much of the information it contains
is identifiably „real‟: verifiable minutiae such as train timetables; books that Harker describes in
Dracula‟s library; London and Whitby buildings, streets and landmarks; and carefully
researched historical information such as that relating to the Balkan wars. Inclusion of detail
from the real world assists acceptance of fictional aspects of the narrative. Regardless of
whether narratives contain supernatural elements, when fictions occur in familiar settings,
audiences can draw upon their own knowledge. Stoker‟s Dracula (for much of the narrative)
was local and contemporary for audiences at the time of publication and for some considerable
time afterwards. The narrative‟s exotic settings were also likely to be familiar to readers of
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contemporary travelogues. This use of factual detail remains a substantial element in recent
narratives.166 Dracula‟s authenticity is enhanced by scholarly research into Dracula‟s historical
origins, such as McNally and Florescu‟s In Search of Dracula, incorporated in films from the
mid-1970s such as Curtis/Matheson‟s Dracula. Curtis also enhances narrative authenticity
through use of naturalist photography rather than obvious studio sets.
The inclusion of detailed, verifiable information can validate fiction to the extent that some
accept the narrative as factual. Poe‟s use of minutiae in The Narrative of Arthur Gordon Pym is
intended to illustrate the problematic nature of distinctions between truth and fiction (Kennedy,
1998: 173-4). Many of the „facts‟ in Poe‟s story relate to mutually exclusive events. Kennedy
argues that the contradictions are intended to demonstrate “the illusion of legitimacy and
authority which facts produce in a culture that prizes rational, scientific discourse - such as
travelogues.”
Amongst films that appear purposely constructed to bring into question the validity of the
„facts‟ that they present, Dreyer‟s Vampyr is regularly given prominence. Vampyr is by
contemporary standards a poor quality production with a confusing narrative structure. Whether
this was Dreyer‟s intention or the result of an underdeveloped concept is open to question. The
actors are mostly amateur and the much-lauded atmospheric quality of the film largely stems
from the blurred images of over-exposed film. The over-exposure was, at least initially,
serendipitous. On many levels, the film compares unfavourably with its contemporaries and was
not a success with audiences. Had it not been championed by later generations of critics and
academics, it might long-since have disappeared from view. Nevertheless, it remains significant
as a surreal example of the early fantastic that focuses attention on the routine blurring of the
boundaries between fact and fiction.

It is common for narratives to mix historical „fact‟ and fictional characters. In
Howard/Brown‟s The Da Vinci Code (2006), although the protagonist states in his lecture that
166
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While ambiguity is often more overt in recent narratives, ambiguous threats and the
representation of fantastic worlds as legitimate dream states are commonplace in horror and
science fiction. Ambiguous monsters refuse reductionism. Ambiguity is particularly prominent
for ghosts (which are regularly associated with sexuality). In The Shining, Jacob’s Ladder, The
Sixth Sense and The Others, it is problematic whether the apparitions are genuine or the product
of tortured minds. In Ghost, the charlatan medium resists the idea that her auditory encounters
with the supernatural constitute real events and not manifestations of madness: she would rather
see herself as insane than admit to the existence of ghosts. Even when an apparition produces
physical effects, the nature of the medium implies that the events might not be real. Ambiguity
often rests upon the adoption of a character‟s perspective rather than an unmediated viewthrough-the-camera. In Jacob’s Ladder, almost the entire narrative is the protagonist‟s
perspective and objectively unreal. It is a version of the world that is made real by its
psychological and social consequences. The perspective in The Others is largely that of the
wife, which other versions of reality intrude upon and eventually dominate. In the Buffy episode
set in the insane asylum („Normal Again‟), both versions of reality are actually perspectives of
the protagonist, and neither is presented as satisfactorily objective. The protagonist of
Vampire’s Kiss suffers from delusions of vampirism, but the film contains elements suggesting
that his encounter with a vampire was real. From the standpoint of the representation of
problematic reality, „Normal Again‟ resembles Vampire’s Kiss, Dreyer‟s Vampyre and Henry
James‟ The Turn of the Screw (1898), of which Clayton‟s The Innocents (1961)167 is perhaps the
best-known film version. Carroll (1990: 144-145) regards Turn of the Screw as a paradigmatic
example of Todorov‟s conception of the fantastic narrative. The governess‟ increasing

he is searching for „original‟ truths, the narrative presents history as the subject of academic
debate rather than as a set of established facts. This enhances narrative authenticity.
Ambiguity within Turn of the Screw is enhanced by raising questions of the children‟s
innocence, a theme exploited in The Exorcist and The Omen where children are conduits for
evil. Vampire children subsequently appeared in several narratives including Salem’s Lot,
Interview with the Vampire and Buffy. Night of the Living Dead includes a zombie child.
167
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instability means that the narrative supports both supernatural and naturalistic readings; neither
can be conclusively taken as real. For Todorov, such audience uncertainty defines the
fantastic.168 James claimed that the ambiguity of supposed supernatural events was crucial to the
generation of terror (Tibbetts, 2002: 104).
Acknowledgment of genre conventions contributes to the ambiguous reality of recent vampire
narratives, which sit on a continuum stretching from the „real‟ to simulation to fiction. Interview
with the Vampire acknowledges and plays with popular culture conventions, being broadly
constructed using an interview format and including a scene in which vampires perform a play
reprising a „traditional‟ vampire narrative. Romero‟s Martin (1976) presents a vampire who
may or may not be an adolescent fantasy; it is amongst the earliest non-comic narratives to
explicitly recognize an audience‟s existing vampire knowledge. From around 1980 (Salem’s
Lot, Fright Night, Lost Boys, Near Dark), the Van Helsing character deriving occult knowledge
from ancient tomes begins to be replaced by adolescents with occult knowledge based in
popular culture sources such as films and comic books. The main opposition to the vampire in
Fright Night comes from a teen protagonist, whose girlfriend is the vampire‟s target. The
protagonist recognises his neighbour as a vampire because he is a horror movie fan. He enlists
the help of a fake Van Helsing clone (an actor regularly playing the part on a television show)
who reluctantly rises to the occasion and assists in the destruction of the vampire. 169 Bordello of
Blood acknowledges audience knowledge by employing as an unsuspecting early victim an
adolescent vampire-hunter from Lost Boys. This phenomenon is not confined to the vampire
sub-genre. In Craven‟s Scream (1996), a character recites the rules of „teen‟ horror movies. The
emergence of the adolescent popular culture expert signals a significant change in the sub-genre.

168

While Paul Wegener and Robert Weine, prominent creators of German silent horror film,
argued that the „fantastic‟ was cinema‟s ideal subject (Tybjerg 2004: 34), ambiguity is not
predominantly a function of medium.
169

The characterisations were repeated in Fright Night Part 2 (1989) and largely reprised in the
recent remake.
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Narrative acknowledgement that it is an element of popular culture enhances rather than
undermines Buffy‟s position within the genre. But unlike Fright Night, Lost Boys or From Dusk
‘Till Dawn, Buffy does not rely solely upon knowledge of popular culture. Buffy‟s mentor
maintains a substantial library of occult references, some verifiably genuine, that are continually
employed for research. Together with the immediately recognisable suburban setting and
ubiquitous popular culture references, the library acts like Stoker‟s verifiable minutiae to
validate the narrative.
Narrative and metaphor are imperfect representations of reality, but are often interpreted as
literal rather than representative truths. Bible stories are interpreted as the indisputable word of
God. Horror narratives are seen as representing actual social conditions. Audiences know that
narratives, whether fact or fiction, reflect the beliefs of their creators. Audiences choose to
believe that some narratives reflect reality and some do not. Even for a narrative recognised as
fictional, audiences who invest in the narrative want to believe that some of what they encounter
could actually happen. We do not habitually undertake „rational‟ analysis of the world based
upon a scientific assessment of evidence. We allow our wants, needs or preconceptions to
dominate our interpretation of reality. Narratives that fit their worldview confirm for audience
members the correctness of that view. Narratives that do not may cause questioning of that
view.
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Chapter 5: Rehabilitation and Redemption
By the late 19th Century, the vampire was an antique, alien, sexualised, anti-Christian
monstrosity challenging science and the nuclear family. Early vampire films reduced the
complexity of vampire narratives to produce the most evil of monsters. Generally, middle/upper
class males of high moral standing defeated this rival patriarch. This model remained dominant
until the 1970s, but recent vampires are characterised by diversity, ranging from the traditional
Dracula-type to children‟s characters such as Bunnicula.170 While the unrepentant monster
continually reappears, some recent vampires are highly romanticized and others are heroic.
Some display a depth of characterisation exceeding their literary ancestors, differing little from
the people with whom they interact, struggling to make a place in the world, asking the same
questions concerning the meaning of existence and, despite their supernatural powers,
displaying similar strengths and failings. Recent vampires are as likely to be representatives of
excluded communities as representations of ultimate evil.
Wolf (1997) recognises that the vampire has evolved from a creature of unmitigated evil to one
with whom audiences can identify, but argues that religious imagery that identified the vampire
as primarily threatening the immortal soul has been replaced by depictions of victims subject to
psychological threats. But the „psychological vampire‟ was never a dominant trend. Many
recent vampires reprise earlier characterisations and religious imagery remains prominent. Most
are contemporized and domesticated. The leading vampires of True Blood are not called Vlad or
Carmilla; they have names such as Bill, Eric, Russell and Pam. This change in characterisation
has been accompanied by undermining of traditional gender roles and a melding of what in
earlier narratives were generally depicted as competing rationalities of science, traditional and
non-traditional religion. This has not generally been a process in which the vampire sub-genre

A vampire rabbit who sucks the juice from garden vegetables, Howe‟s Bunnicula appeared in
1979 and featuring in several sequels, including the delightfully titled The Celery Stalks at
Midnight (1983).
170
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has undergone sudden, revolutionary changes identifiable in single narratives such as
Browning‟s Dracula, Badham‟s Dracula, Coppola‟s Dracula or Whedon‟s Buffy. All recent
vampire characteristics have a substantial history and, as recent narratives readily acknowledge,
vampire narratives draw upon sources, both literary and within popular culture generally, that
are much broader than the vampire sub-genre.
Even the least sympathetic of early film vampires drew attention to normalized suppression of
women and sexuality and these films encouraged some sympathy for dominant women. The
inevitable triumph of good over evil valorized pre-modern heroic characteristics such as
courage, self-sacrifice, Godliness, violent resolution of conflict and adherence to dominant
authority systems and the nuclear family. Christian suppression of sexuality was most overt in
relation to women, but was not entirely gendered in the films. In terms of moral codes (and
narrative structure), little distinguishes early 20th Century horror from other genres. Horror was
more likely than other genres to draw attention to the fallibility of scientific rationality, but
often reflected a worldview akin to that of the literary Romantics. Early horror films more
frequently reflected the worldview of Shelley‟s Frankenstein than that of Stoker‟s Dracula.
Few recent vampires are wholly secularized and most retain a powerful sexuality. Vampires
continue to challenge modernity, but some are champions of the widespread rejection of
scientific, political and spiritual authority that characterizes contemporary audiences. The
sexuality of recent vampires reflects audience aspirations; for most audiences, sexuality is no
longer associated with moral decay. Monstrosity reflects the replacement of moral certainty
with ambiguity; a declining commitment to Christian authority. One of the most significant
stages in the transformation from villain to hero is the development of the romantic vampire, but
the romantic vampire reflects a personalized rejection of modernity. Rehabilitation is
incomplete until vampires develop the capacity to act on behalf of community. Vampires
subsequently resemble traditional flawed heroes seeking redemption.
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Evil and Ambiguity
Until the end of the Hammer period, the vampire consistently represented ultimate evil. While
other monsters posed significant threats, few were essentially evil. The scheming,
conscienceless, part-human vampire differed from monsters acting from instinct, responding to
disturbance or controlled by evil forces. Predominantly, vampiric evil was defined by predatory
sexuality. Overt sexuality distinguished most vampires from other monsters, particularly their
long-time companion the werewolf. The traditional film werewolf acts from primal instinct.
This representation persists, but recent werewolves take varied forms. While both vampires and
werewolves threaten victim transformation, early vampires were antagonists while werewolves
were generally protagonists and consistently shown as both victim and predator. As they
diversified, vampires moved toward rehabilitation while werewolves more regularly became
highly sexualised creatures revelling in their destructive power. The ambiguity generally
characterising monstrosity prior to early film spread to both vampire and werewolf.
Frankenstein‟s Creature, the vampire‟s other regular monstrous companion, is relatively
consistently shown as acting from fear or revenge or causing damage through incomprehension
(even with the substitution of a „criminal‟ brain). The Creature is dangerous and feared, but not
evil in the manner of the early Dracula-type film vampire. Universal‟s Creature became
progressively less sentient and therefore lacking criminal intent. In Hammer‟s Frankenstein, the
immoral, obsessed, cowardly, uncaring Baron Frankenstein is more evil than the unthinking
Creature. Recent narratives approach the humanity and suffering of Shelley‟s Creature.
The vampire‟s human characteristics reinforce its evil status. Lugosi‟s Dracula is suave,
sophisticated, charming, mysterious, even at times displaying a sense of humour. His main
sympathising aspect is his desire for death. However, he generates limited sympathy as, rather
than end his undesirable existence, he sucks the life from others to survive, condemning victims
to their own miserable eternity. Nosferatu‟s Count Orlok lacks Lugosi‟s enticing mask, but
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whether he is more evil than Lugosi‟s Dracula is debatable. His animalistic appearance evokes
fear and disgust, which perhaps makes him appear less calculating than Lugosi in his pursuit of
victims, but Orlok is not, as Holte (1997: 29) claims, mindless. He makes plans and carries them
out, is generally in command and rarely allows emotion to triumph over intellect. Only his
demise demonstrates weakness, showing him as a prisoner of desire, and is perhaps his only
sympathising aspect. Cold, calculating, rational pursuit of goals marks both Orlok and Lugosi‟s
Dracula as human and evil. The early film vampire acknowledges the human potential for evil,
but shows evil as a characteristic of the foreigner.
While some changes in vampire characterisation occur between earlier films and the Hammer
period, they are much less substantial than those since the Hammer period. Silver and Ursini
(1997) claim that 1960s and 1970s vampire films were “groundbreaking and revisionist with
increased emphasis on Freudian psychology, sexual explicitness, and self-reflexive satire.” This
is an overstatement. Despite the relatively ineffectual Carradine Dracula, until after the Hammer
period male vampires are models of moral corruption. In Taste the Blood of Dracula, Dracula is
described as “the most evil man of all time.” This depiction is typical of the Hammer series.
Until after the Hammer period, the female vampire is generally vicious, scheming and sexually
transgressive. However, undermining Creed‟s (1993) argument for the monstrous feminine,
early female vampires are sometimes more sympathetic than the male. This is perhaps because
their sexuality is more closely associated with romantic attachments.171 In Dracula’s Daughter,
the vampire is the first major character introduced. She retains sympathetic aspects throughout
the film and at the climax sacrifices herself to save the romantic interest. Female vampires usurp
male familial roles, but unlike Hammer‟s male vampires, female vampires rarely seek
dominance outside the familial sphere. This somewhat softens the characterisation, but even
Hammer‟s Carmilla lacks the complexity of her literary ancestor. The ambiguous vampire of
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Dracula’s Daughter does not become a dominant form until after the emergence of Badham‟s
romantic Dracula. Although the romantic vampire is now a dominant form, female vampires
generally remain more sympathetic than the male. The female vampire of Lost Boys is far more
sympathetic than her male companions. The heroic female vampire protagonist of Innocent
Blood is far more sympathetic than Coppola‟s Dracula (released in the same year). The daughter
of the King vampire in Blade II is distinguished from other vampires by her sense of honour.
Throughout the history of horror, audiences are led toward identification with and sympathy for
many types of monster through mirroring of monster and protagonist. Identification with the
monster brings into question the morality of human protagonists and the efficacy of human
characteristics. Frankenstein, Jekyll and Dorian Gray possess explicit, if distorted, mirror
images. Dracula‟s duality is comparable to his contemporaries Dorian Gray and Jekyll and
Hyde. Coppola‟s Dracula emphasizes both Prince Vlad‟s identification with the victim and the
vampire hunters‟ identification with the vampire. The despatch of the Lucy vampire, with
knives and torrents of blood, is juxtaposed to Van Helsing cutting into a rare and bloody piece
of beef at Jonathon and Mina‟s table. The penultimate Buffy season includes a plot arc involving
Buffy‟s attempts to come to terms with being raised from the dead and her clear identification
with the vampire. In Underworld, audiences are initially led to identify with the vampires as the
narrative unfolds from the point of view of the vampire-hero Selene. The revelation that the war
with the werewolves has been caused by the King vampire‟s cruel mistreatment of the lead
werewolf, with overtones of miscegenation, causes sympathies to shift. Vampires and
werewolves are ultimately shown to have the same genetic source. Selene is one of few
vampires consistently depicted positively.

Depictions are not wholly consistent. Varney includes episodes presented from the vampire‟s
perspective. Dreyer‟s repulsive old crone is overtly de-romanticised.
171
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Through the Alien series, Ripley and the monster increasingly share characteristics: in Alien,
they are matched combatants; in Aliens, they are competing maternal figures; in Alien3, Ripley
carries the monster inside her; in Alien Resurrection, the cloned Ripley is mother to the
monsters and shares their DNA. Ripley‟s monstrous characteristics are graphically depicted in
the collection of failed clones, her acidic blood, her superhuman physicality and her emotional
affinity with the alien horde. Concurrently, the hyper-rational android „science officer‟ who
releases the monster in Alien is humanised, becoming a technical specialist soldier in Aliens and
a „freedom fighter‟ intent on destroying the monster, but the most compassionate protagonist of
Alien Resurrection. The definition of human broadens: the capacity for monstrous action resides
within each of us. As Friedman (2004) argues, who could doubt that following Auschwitz?
Flahault (2003)172 suggests that horror regularly encourages audience identification of
monstrosity within themselves and recognition of similarities between themselves and human
perpetrators of monstrous crimes. This is especially so for recent vampire narratives, which
include the contradiction of humanised vampires and Christian symbols addressing inhuman
evil. The ambiguity reflects the ambiguity of audience experience.
Ambiguous protagonists and encouragement of identification with the monster suggests an
increasingly subversive genre. Horror, however, also includes straightforward heroes, patriarch
protagonists and entirely unsympathetic monsters. Redress of the disturbance caused by the
monster is often authoritarian, involving extreme violence and personalisation of social
problems. Coppola‟s Dracula is profoundly conservative in presenting the solution to the
problem of monstrous humanity as a return to a personalised relationship with the God of Job.
The vampire hunters of Matheson‟s I Am Legend and Carpenter‟s Vampires are similarly
characterised, but Carpenter‟s necessary Christian evil replaces Matheson‟s doomed secular
anachronism. King (1998) argues that early Hollywood films legitimised violence by
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Flahault (2003: 31-33) sees the experience of Auschwitz as comparable to the experience of
Job and argues that the concept of idealised, radical evil is intrinsically linked to monotheism.
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disassociating aggression from feelings of remorse or guilt. King claims that recent narratives,
particularly „stalker‟ films, present identical characterisations of victim and monster: “young,
affluent, attractive, and completely desensitised to trauma though hyper-sensitive to materialism
and mass media flippancy.” While recent vampire narratives often legitimise violence through
characterising protagonist and antagonist similarly, some show a level of sensitivity to trauma
rare in earlier narratives. In Buffy, Faith‟s love of violence proves disastrous. To reach maturity,
Buffy must reject the Faith model of resistance to the monster and learn to practice restraint:
consequences of actions are a continuing theme.

Vampire as Protagonist
In Stoker‟s Dracula, Jonathon Harker is the first character encountered. The early part of the
narrative is Harker‟s story. Audiences are led to identify with Harker: they can see themselves
in him, understand his motives in putting himself at risk and empathise with his struggle to
return home. Several film versions introduce the vampire as a threat to Harker. Stoker tells his
story from the point of view of several major characters, but not that of the vampire. While
some narrative elements may evoke sympathy for the vampire, audiences are generally
encouraged to more closely identify with other characters. Coppola‟s Dracula begins with the
heroic Prince Vlad. The causes of his dehumanisation are apparent: wrongs done to him
motivate his later actions. He evokes both empathy and sympathy. Although later events shift
audience sympathies, the vampire is established as one of us rather than the alien threat of most
Dracula narratives. Coppola‟s departure from Stoker‟s narrative structure in depicting the most
famous of vampires as protagonist is perhaps his most significant contribution to development
of the vampire sub-genre. Coppola‟s Dracula is romantic, but not the vampire hero of recent
narratives. Badham‟s Dracula evokes sympathy for the vampire through a romantic depiction,
but Lucy is the main protagonist and the vampire‟s point of view is only rarely presented.
Curtis/Matheson‟s Dracula is characterised similalrly to Coppola‟s, but Palance‟s screen history
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makes it difficult to see him as other than villain.173 Vampire protagonists featured in earlier
narratives such as Blacula, but these reached much smaller audiences.
Blacula begins with Prince Mamuwalde arriving at Castle Dracula intent on convincing Dracula
to end his slave trafficking. Unaware that he is meeting with a vampire, he attempts a
negotiation between aristocrats. Mamuwalde is noble, sophisticated and erudite. His honourable
intentions contrast sharply with the deceitful, racist, exploitative Dracula who, following an
amicable conversation, bites Mamuwalde, seals him in a coffin and makes a short speech
displaying contempt for Africans. Dracula tells Mamuwalde that he is condemned to an eternity
of confinement as a vampire for his impertinence and that he (Dracula) will feed upon
Mamuwalde‟s wife. Dracula is marked as thoroughly evil and Mamuwalde as sympathetic
victim (and for many Western audiences, a representative of an oppressed minority). A pair of
gay American antique dealers importing material from Eastern Europe accidentally releases
Mamuwalde. During a murderous rampage, Mamuwalde encounters what he believes to be his
reincarnated wife. He unsuccessfully attempts a reunion and, recognising his love is doomed,
suicides.
By the 1990s, the transformation of romantic vampire to vampire hero had become a significant
sub-genre strand. The seeds of this transformation are contained in narratives featuring monsters
as protagonists, including Varney, I Am Legend, Dark Shadows and Blacula. Key elements of
the process were the vampire‟s development of a social conscience and recognition of a need for
redemption, and differentiation of vampires within a narrative. The vampire as hero in search of
redemption is a theme in two long-running television series (both were derived from earlier

In contrast, by the time of Blade Wesley Snipes‟ screen persona is predominantly heroic.
Audiences (perhaps drawn to the films in expectation of the typical Snipes hero) are
predisposed to empathy/sympathy for Blade. Similarly, audiences are predisposed to
empathy/sympathy for Kate Beckinsale (Underworld), Brad Pitt, Tom Cruise (Interview with
the Vampire), Rick Springfield (Nick Knight) and Jude Law (The Wisdom of Crocodiles).
Employing stars likely to evoke audience empathy/sympathy as vampire protagonists is
common within the last two decades.
173
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films) with contemporary domestic settings: Parriott/Cohen‟s Forever Knight (1992-96);174 and
Whedon‟s immensely popular Buffy (1997-2003) and spin-off Angel (2001-2004).
By telling the story from the vampire‟s point of view, audiences empathise with the character
and vicariously experience the consequences of the character‟s actions. This is the foundation of
traditional parables: vicarious experience teaches or reinforces how to live in the world. Flahault
(2003) argues that Bible story audiences are informed of Satan‟s motive for rebellion. The
stories demonstrate the folly of opposition to God‟s will, but Satan is a character with whom
audiences can find empathy. Many recent vampire narratives come closer to this traditional
parable form than do earlier narratives where there is less opportunity for empathy with the
monster. Many other early film monsters (Frankenstein‟s Creature, King Kong, Mummy,
Werewolf, Creature from the Black Lagoon) encourage empathy and sympathy. The entirely
alien monster is most common during the Cold War period where, particularly in the US, the
sense of threat to nation, way of life and self is prominent.
Nineteenth Century vampire narratives are not consistently straightforward battles between
good and evil. Ruthven, Varney and Carmilla challenge conventional morality and while
vampires are more clearly evil in Dracula, the challenge to morality remains a crucial narrative
element. Films of the Universal and Hammer periods simplify the vampire. Recent narratives
restore the vampire‟s complexity and often emphasize the moral ambiguity of vampire, victim
and opponent. Recent audiences are broader than those for 19th Century vampire literature and
mid-20th Century films. Film and television increasingly reflect the complexities of audience
experience.

174

Nick Knight, intended as a feature-length television series pilot, aired in the US in 1989,
featuring pop star Rick Springfield as an overtly sympathetic vampire. The narrative was similar
to the recent Moonlight series. Nick Knight was not picked up by US television, but appeared as
the US/Canadian production Forever Knight a few years later, in which a heroic protagonist
vampire detective, remorseful over past misdeeds, seeks a cure for vampirism. Forever Knight‟s
lead actor, Geraint Wyn Davies, had been a regular cast member of US television‟s Dracula:
The Series (1990) featuring some characters, but not the plot of Stoker‟s novel.
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It is perhaps television that has been most responsible for these narrative developments. The
television soap Dark Shadows first aired in 1966 and the vampire Barnabas Collins was
introduced the following year. Barnabas turned the series into a hit that ran for a further four
years.175 The ambiguous vampire alternated between malevolence, romantic interest and
community protector. In this Barnabas is similar to Angel and Spike. Buffy and Angel were
phenomenally successful: running for 12 seasons (more than 250 episodes) between them and
continuously in syndicated repeats since their conclusion.176 Especially in later episodes, status
as protagonist or antagonist is often ambiguous.
In the Buffy finale, the group fighting evil includes several characters that have committed
murder. Spike and Anya are mass murderers whose killing activities continue into the final
season. Initially a recurring antagonist, Spike is a character of developing nobility. His
motivation for joining Buffy‟s group is complex, combining rejection by his romantic partner,
symbolic emasculation in the form of an acquired incapacity to harm humans 177 and a growing
devotion to Buffy. The hero‟s ambiguity is evident in Buffy‟s rejection of Spike‟s early
romantic overtures. The rejection is appropriate, but enacted with cruelty like that of the
narrative villains (including Spike). The early Spike is at his most sympathetic when Buffy
humiliates him, throwing dollar bills at the kneeling vampire and repeating the words of
William‟s (Spike‟s pre-vampire persona) object of desire: “You‟re beneath me!” A tear appears
in Spike‟s eye, to be quickly replaced by murderous rage. In a harrowing scene during their
romantic relationship, Buffy subjects Spike to a severe beating when he attempts to prevent her
from turning herself in to the police following a murder. Recognising what she has done, Buffy
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Dark Shadows had around 1,250 episodes, spawning fan clubs, novels, festivals and two
films (Holte, 1997).
176

When the final season of Buffy aired on free-to-air television, Australian fans with cable
television could watch episodes from four seasons of Buffy and two seasons of Angel in any
week without recourse to recording technology.
177

A microchip implanted by a covert and morally ambiguous government agency prevents
Spike from harming humans, but he can still do considerable harm to demons.
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flees in horror. Neither is aware that Buffy is innocent of the crime, but Spike‟s clear intention
is to protect Buffy from herself. As a vampire without a soul, Spike, by narrative definition, is
evil, but he loves Buffy and is prepared to sacrifice himself for her, even when there is little
hope of winning her love in return. For Spike, unrequited love is a recurring experience and
receiving a beating a regular expression of love. Spike‟s attempt to rekindle their romance turns
to attempted rape. Recognising what he has done, Spike resolves to regain his soul to be worthy
of Buffy. With soul restored, he faces his monstrosity and recognises he can never be worthy.
Buffy and Spike are sympathetic, but flawed characters.
Angel‟s companion Wesley is, like Angel, a figure seeking redemption. They have similar
issues with parental authority and a history of oscillating loyalty and distrust. Wesley is a failed
Watcher, partly responsible through incompetent management for Faith the Vampire Slayer
joining forces with Sunnydale‟s Mayor. Wesley joins Angel‟s group, becoming a skilled demon
hunter, but, believing that Angel will kill his infant son, kidnaps the child, inadvertently
delivering him into the hands of Holz,178 who returns the boy as a demon-hunting teenager with
an enduring hatred of his biological father. Angel swears revenge upon Wesley, but later
recants. In the final season of Angel, Wesley kills what he believes to be his domineering father
(a disguised robot) to save Winifred (Fred), his romantic interest. Fred, a beloved member of
Angel‟s group, is a science whiz rescued from slavery and death in an alternate dimension.
Wesley and Fred‟s love is unconsummated. Fred is killed when a powerful demon (Illyria)
possesses her body. Wesley becomes Illyria‟s mentor, but Fred‟s death leaves him mentally
unbalanced. At the finale, Angel sends Wesley to kill one of the demons who manipulated the
kidnapping of his son. Wesley is killed and Illyria kills the demon. If Wesley‟s death was
manipulated, this is consistent with Angel‟s actions in the final season. Angel allows Fred to die

178

Holz, obsessed by revenge for the destruction of his family by Angel, takes the child to an
alternate dimension where time passes much more quickly. A pair of demons manipulates the
kidnapping in an attempt to thwart a prophecy in which Angel‟s son destroys one of them.
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to avoid the deaths of thousands. He murders a friend to impress a group of demons against
which he is plotting. He has a companion (Lindsay - a former lawyer with whom Angel has a
long history of antagonism) killed, arguing that although now fighting on the side of good,
Lindsay is too allied to the forces of evil to constitute part of the solution.
Buffy and Angel are ambiguous in regard to ends justifying means, but show the consequences
of questionable actions taken in the pursuit of laudable outcomes. They stress ambiguity by
frequently showing events from the viewpoints of different characters (Sayer, 2004: 133). Each
member of Buffy‟s and Angel‟s groups make catastrophic errors of judgement, have
weaknesses with significant consequences for their friends and are mirrored by antagonists.
Characters move from protagonist to antagonist and vice versa. Antagonists, especially the
lawyers of Wolfram and Hart, regularly switch allegiances. In the final season, each of Angel‟s
group choose to join Wolfram and Hart. Angel draws upon the stylistic and thematic
conventions of film noir,179 interweaving corruption, social disintegration and disillusion within
an ongoing battle between good and evil180 often played out on darkened, rain-soaked
streetscapes (Sayer, 2004: 138-139). Tragedy and pathos are compelling and disturbing
narrative elements: characters are consistently denied carefree lives or happy endings. Many
characters are products of dysfunctional families and few romantic relationships last. Many of
Angel‟s and Buffy‟s companions die. Some deaths are heroic, but few might be considered
deserved within the context of simplistic popular culture narrative morality. Recent popular
narrative often presents a more complex world. Buffy and Angel depict unresolved
contradictions and problems without apparent solutions: complexities reflecting everyday life.

179

Buffy less frequently resembles film noir, but some images of anguished victims in Angel‟s
introduction are taken from an episode of Buffy set in LA.
180

God-like beings intervene in the battle between good and evil, but behave much like Greek
or Norse Gods, quarrelling amongst themselves and using protagonists as pawns in their games.
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The deaths of several Buffyverse characters were unexpected and profoundly disturbing for
regular audiences. Willow‟s dead lover Tara was scripted to reappear (by demonic
impersonation) in Buffy‟s final season, but the actor “declined to return, arguing that it would be
too upsetting for viewers still grieving for her character” (Kaveney, 2004a: 51). Cordelia
develops from self-centred immaturity to paragon of virtue, but is rewarded by transformation
to monster and death. Kaveney (2004a: 72-73) sees Cordelia‟s fate as tragic. This reaction does
not derive from an audience so besotted with a television show that real-life concerns are
overshadowed. While unashamedly exploiting clichés, much of the fantastic narrative deals with
real-life issues. An award-winning episode concerning the death of Buffy‟s mother („The
Body‟) was almost entirely dedicated to dealing realistically with adolescent reactions to the
death of a member of the immediate family.181 The episode highlights the difficulty of accepting
death, the inertia stemming from not knowing what to do next, the prevalence of long, awkward
silences and fussing over trivial details of attire or lunch.
Buffyverse characters often die while seeking redemption: in attempts to regain their humanity.
Misery and death as reward for seeking to become a better human being, for attempting to adopt
characteristics narratively and generally defined as desirable, reflects a profoundly pessimistic
worldview.182 Were it not for their comic aspects, the narratives (especially Angel) would
approach the bleakness of acknowledged „classic‟ tragedies.

The Rehabilitated Vampire
The vampire is humanised through love, self-sacrifice and redemption. In recent narratives,
vampires or demons can play the hero in a morality tale and, perhaps more importantly, can be

Kaveney (2004a: 78-79) states that „The Body‟ is “a homage to the memory of Whedon‟s
own dead mother, who died of the same causes as [Buffy‟s mother] Joyce; in interviews, he has
remarked on how incidents like Willow‟s clothes crisis derive from actual lived experience.”
181

The „Slouching Towards Bethlehem‟ Angel episode acknowledges W. B. Yeats‟ pessimistic
view of the modern era as the end of civilisation.
182
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just another person going about their daily life. Demons as everyday characters in popular
television series problematize the demonisation by mass media and state institutions of „real‟
people. In British and US World War I and World War II recruitment posters, opposing soldiers
were identified as different and evil through depiction as bestial and demonic. Popular culture
undermines the process of demonisation by depicting demons as good, evil, or one of many
shades between, as having the same joys, concerns, triumphs and problems as audiences. If
changes in vampire narratives reflect a general lessening of belief in heaven and hell, God and
the Devil, the concerns of fundamentalist Christians may be well founded. Like authority
figures in 1950s and 1960s teen movies, their rejection of the protagonists‟ views reflects
considered self-interest.
Early vampire narratives are naively romantic in suggesting that true love rather than base
sexuality should be the foundation of marriage. Unlike some literary antecedents, early film
vampires rarely displayed romantic love. Browning‟s Dracula was billed as a „strange love
story‟ in publicity posters and Lugosi clearly resembles Valentino, but the „strange love‟ is a
coded reference to predatory sexuality. As with Stoker‟s and Murnau‟s narratives, Browning‟s
Dracula displays no romantic intentions. A romantic relationship requires that the vampire
demonstrate a concern for someone other than himself. The vampire in Dracula’s Daughter has
a romantic attachment, but this is rare for the period and is not a characteristic associated with
male vampires until the 1960s. It has, however, a precedent in Le Fanu‟s Carmilla, where strong
bonds of female friendship could be seen as romantic.
Later narratives are more complex. In Coppola‟s Dracula, Lucy‟s overt sexuality leads to her
destruction. Harker is ensnared because he puts career before love. Love catalyses both Prince
Vlad‟s transformation to vampire and Dracula‟s submission to destruction. Similarly, in Blacula
Mamuwalde is destroyed because a potential victim appears to be a reincarnated lost love.
Curtis/Matheson‟s Dracula and Tale of a Vampire also feature vampire passion for a
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reincarnated lover. The reincarnated lover is a stage in the humanisation of the vampire
connecting the monster to its human past.
The vampire-in-love theme, with love coded as romance, is now common. Forever Knight,
Buffy and True Blood feature several vampires in love. Nick Knight is warned by his mentor not
to develop strong attachments to humans, but consistently does so, even before seeking
redemption. Another Forever Knight character claims her vampirism has been cured through
developing genuine love for a human partner. Through love for Buffy, Angel loses while Spike
regains his soul. Soul-less Angelus remains obsessed with Buffy, but Spike is an enigma.
Buffy‟s vampires are demons in possession of a human corpse. Demons in the narrative have
widely varying characteristics: some are thoroughly evil; some are heroes; others are just
everyday folk. Vampires, however, with the exceptions of Angel and Spike, are less ambiguous
until late in the series. Without a soul, Spike should not care for others, but he shows love for
his mother, romantic interests (Drusilla, Buffy, but not Harmony) and Buffy‟s family. After
Drusilla rejects him for displaying weakness by bargaining for her survival, Spike tells Buffy
and Angel that love knows no reason. Bill in True Blood genuinely loves Sookie, the main
protagonist, while Eric has deep affection for his sire and progeny and the otherwise detestable
Russell is devoted to his partner of several hundred years. The theme of Twilight, of course, is
romance between girl and vampire, although what a hundred-year-old vampire would find in
common with an unremarkable adolescent (she isn‟t a Buffy superhero) and how he can
stomach continually returning to high school is a mystery.
The delineation between romance and sex found in early vampire narratives is mirrored in
werewolf narratives, which until recently consistently employ the theme that love can free the
predator from the curse. In Buffy, however, romantic love is a curse: following study in Tibet,
Oz is able to prevent his transformation to werewolf, except when near his former lover Willow.
Love as a prelude to disaster is a recurring theme in Buffy. Following Tara‟s murder, Willow
becomes a demonic witch who threatens to destroy the world. When Xander and Anya‟s
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relationship falls apart, Anya reverts to her former demon persona. Jenny‟s love for Giles leads
to her murder by Angellus. Angel‟s transformation to Angellus occurs because he achieves a
moment of true happiness (love/sex) with Buffy. Buffy is subsequently forced to kill him.

Redemption
The need for redemption is a key element of the fear evoked by modern vampires. Revenants
persist as major horror characters, reflecting concerns of personal continuity and closure. We
fear both death and the return of the dead. The dead return, not as desired loved ones, but driven
by malice. Failing to fulfill our promise of being fully human, we fear recognition of our
imperfection: revelation of our monstrosity. In early narratives, this was equated with distancing
from God, a representation of community. Modernity‟s increasing individualisation is reflected
in loss of community and lessening of adherence to traditional religion. Loss of faith in
traditional authority systems does not equate to paranoia. The re-domestication of the vampire
reflects increasing recognition of social structures as problematic: lessening of moral certainty.
Narratives operationalize competing views. The once dominant view is no longer the
aspirational ideal. Some search for meaning in alternative religions, but more often meaning is
sought in secular authority. The fundamentalist response of traditional religion to challenges
from alternative religions and secular authorities decreases their relevance for increasingly
pluralistic societies.
The attraction of the closure associated with death has been an element of vampire narratives
since at least Varney. Browning‟s Dracula says “To die; to be really dead ... that must be
glorious. There are far worse things awaiting man ... than death” (Freeland 2000: 128). Herzog‟s
vampire suffers from eternal loneliness and a meaningless existence. He tells Jonathan:
“Time is an abyss. Profound as a thousand nights. Centuries come and go. To be
unable to grow old ... is terrible. Death is not the worst. There are things more
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horrible than death. Can you imagine enduring centuries. Experiencing each day
the same futile things.”
But few film or television vampires have the strength of character, or reach the level of despair,
to end their existence. As a consequence of his commonness, Varney finds difficulty adjusting
to his existence as a vampire and ultimately, no longer able to endure that existence, commits
suicide by leaping into the lava pit of Mount Vesuvius. Mamuwalde, unable to be reunited with
his lost love, drags himself into the sunlight to die. Nick Knight asks his mentor to kill him
following a failed attempt to transform his romantic interest and the deaths of two detective
partners.183 Coppola‟s Dracula cannot perform the deed, but allows Mina to despatch him.
While each is unexpectedly rescued, True Blood‟s Bill exposes himself to sunlight to save his
lover while Eric attempts to avenge the murder of his human family by trapping himself and
Russell in sunlight. In Being Human, Mitchell begs his friend George to kill him to punish
Mitchell for his crimes, to prevent further murders and to redress George‟s complicity.
If there is nobility in the act of vampire suicide, Varney, Mamuwalde, Nick Knight and Mitchell
are nobler than Coppola‟s Dracula. In recent narratives, perhaps the most noble of vampire
suicides is that of Spike in the Buffy finale. Spike‟s love for Buffy is similar to the relationships
shown in Blacula, Badham‟s Dracula, Forever Knight, Coppola‟s Dracula and True Blood. But
Spike recognises that while Buffy may have affection for him, she can never return his love.
Spike‟s suicide is a sacrifice for the common good: an act of redemption.
Redemption is the focus of Angel. His murderous history makes Angel more in need of
redemption than most. Early in the series, Angel receives a prophesy (the fallibility of ancient
prophesies in Buffy and Angel is a continual reminder of opposition to traditional authority)
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At her request and after much soul-searching. While there is no apparent sexual relationship,
the liaison has been intense and long lasting as she has sought a medical cure for vampirism.
Neither of Nick‟s detective partners sees he is a vampire, but one partner forms a relationship
with another romantic vampire.
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promising an eventual return to full humanity for the vampire with a soul. This becomes an
underlying motivation for self-sacrifice. Angel‟s sacrifices include rejecting short cuts to his
utopia. He rejects a magical ring that allows him to retain his vampire abilities, but walk in
sunlight. He rejects a human life with Buffy that involves loss of the power to effectively assist
her in the struggle against evil. He rejects a „normal‟ family life with his later romantic interest
Cordelia and his infant son. Angel and Cordelia sleeping peacefully on either side of the infant
is possibly the most comfortably familial scene in the series. Rejecting these temptations,
together with his „sacrifice‟ in crucified pose to save his former partner Darla from impending
death and offering his services as a humble servant to his group, codes Angel as a Christ
figure.184 Buffy was similarly coded.
Angel and Spike cannot undo their earlier deeds. They are heroes haunted by their pasts.
Ultimately, they recognise that redemption must be sought without promise of reward. Angel‟s
final battles are fought with little expectation of regaining his humanity (which ambiguously
frees him to commit heinous acts) and no expectation of ultimate victory over evil. The
impossibility of triumph becomes clear after Angel is forced to confront the ubiquity of evil. His
initial reaction is deep depression and murderous rage. At his nadir, he callously locks a group
of Wolfram and Hart lawyers in a room with vampires Darla and Drusilla on a killing spree. But
he is eventually reconciled with his companions and is subsequently able to make necessary
decisions, even when recognising that they involve sacrificing his friends. He finally fights on
because that is his job – he utters the final line of the series as the battered remnants of his group
advance to confront overwhelming demonic odds: “Let‟s go to work.”
Like Buffy‟s and True Blood‟s vampire heroes, Being Human‟s Mitchell cannot undo his crimes.
But Being Human presents a dystopia bleaker than most vampire narratives: monstrosity

After betraying Angel, Wesley is described by his lover as “Judas.” An episode where Angel
returns to being Angelus (sacrifices himself) to combat a demon closely resembling a traditional
Christian portrait of the Devil who has brought down a rain of fire upon LA is titled „Calvary‟.
184
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characterises both human and supernatural characters. Mitchell‟s bloody history inspires other
vampires. His attempt to reform the vampire community, by enabling his kin to control their
blood-lust through a program mimicking meetings of Alcoholics Anonymous, is thwarted by the
intervention of monstrous humans. A bomb planted by a group of religious fanatics and
scientists destroys the vampires. Mitchell is betrayed by a doctor/scientist who has become his
lover. The group aim to cure the werewolves‟ curse (but conceive of no cure for vampires) and
hold to their flawed theories although they only succeed in killing the werewolves who come to
them for help. The defrocked priest who leads them murders members of the group in pursuit of
his goals. Decades earlier, the priest‟s family were murdered by vampires. Mitchell and another
vampire react to the destruction of their community by slaughtering innocent passengers on a
commuter train. When acting instinctively Mitchell lacks any conscience, but when exercising
self-control is tormented by memories of his inhumanity. Mitchell seeks redemption in personal
relationships with his friends George and especially Annie, with whom he falls in love. But
Being Human shows the fallacy of Badham‟s romantic vampire. At the end, even those who
love him recognise that Mitchell‟s acts of heroism and small kindnesses cannot balance the
ledger. Atrocities are not excused through an understanding of why they came to be committed.
For Mitchell, there can be no forgiveness; no redemption.
On the whole, early film vampires neither seek nor can recognise redemption. With few
exceptions, those vampires are pitiless sociopaths; sexuality represents selfish satisfaction of
animalistic instinct. From the 1950s in fantastic film, humanity is defined by individuality,
imagination and independent action. In vampire narratives, humanisation begins with
romanticisation, recognising sexuality as representing eternal love. Religion begins to be
depicted as a problem rather than a solution to social ills and there is increasing adherence to
secular morality. Increasing democratisation leads to undermining of meritocracy and increasing
relativism. Narrative authenticity is enhanced by validation of audience knowledge, which
reflects and contributes to lessening authority, blurring the boundaries of spheres of influence,
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undermining the validity of professional expertise and potentially supporting increasing
narcissism.
But the early romantic vampire seeks only fulfillment of a relationship with another individual.
Their love is not comparable to the sacred. Redemption becomes possible when the vampire
practices self-sacrifice on behalf of community. Redemption becomes assured when the
sacrifice is on behalf of a community refusing them membership. Recent narratives increasingly
depict vampires not solely as parasites, but as outsiders seeking to become useful members of
society. In part, this reflects recognition of the parasitic aspect of many social relationships.
Recent vampires are comparable to politicians, lawyers, corporations: capable of social harm or
social good. They resemble the anti-heroes of recent westerns or crime drama. Most recent
narratives depict vampiric aspects of the vampire-hero as both dangerous and enabling.
Sexuality is no longer the vampire‟s defining characteristic and no longer represents merely
instinct or naive romance, but is one of many elements constituting the whole human. This is
vampire as flawed superhero. Our imaginary enemy has become our imaginary friend through
which we explore what it means to be human. As Auerbach (1995) claims, the vampire is us. It
was always so.
Some recent vampires are sufficiently mature to accept their imperfections. They do not seek
perfection, but continue as a work in progress. The project of self-improvement does not seek
ratification through the sacred. It reflects secularised modernity in explicitly rejecting the
dictates of traditional religion, but, unlike the world conceived in naive scientific rationality,
recognises the need for integration of spheres of existence and knowledge. Reason without
consideration of human needs is not the project of modernity. Science is seen as problematic,
but narratives less frequently reflect the Romantic view.
Some commentators see recent vampire narratives as mere imitations, combining elements of
earlier narratives with elements of other genres, examples of what Jameson (1991: 18) calls
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“pastiche.” In Jameson‟s view, postmodernity is characterised by merging of incompatible
discursive fields (English, 1991). But genres are artificial constructs; mass media equivalents of
the collation of ostensibly separate spheres addressing partial aspects of human interaction
(economy, law, psychology, environment, etc). These fields are not essentially discrete, but are
constructed as such through technical analysis. Pastiche constitutes abandonment of arbitrary
genre boundaries.
From Stoker‟s Dracula onwards, vampire narratives explicitly undermine delineation of
supposedly incompatible spheres of knowledge. Van Helsing, the perfect empiricist, when faced
with what science cannot explain, recognises the authenticity of ancient knowledge. Willow, the
precocious science student turned witch, explains science to Buffy: “chemistry is a lot like
magic, but less newt.” Recognition of the incompleteness of discursive fields is intrinsic to
modernity. This recognition underpins the pervasive rejection of naive science in horror
narratives and the persistence of commonplace adherence to religion and magic.
All narratives are derivative and none are perfect representations of genre. Most merely reprise
popular contemporary characters, plots and themes, but narratives in any genre occasionally find
revelatory combinations that resonate with audiences‟ understanding of the world. Buffy and
Being Human do not reflect Jameson‟s view of the postmodern. They are addictive, but have
great depth, explore contradictions rather than remaining static, are emergent rather than
residual. They might be regarded as genuinely counter-hegemonic. These and some other
narratives discussed here evoke deep emotional responses in audiences, comparable to
narratives more commonly regarded as worthy. They are not Shakespeare or Conrad, but not
much is. If there is a growing complexity in the depiction of everyday and unusual events and
relationships by popular culture, this offers opportunities for audiences, which are neither
passive nor homogenous, to participate in dialogue concerning substantial issues such as
religion, gender roles, deviant sexuality, etc. Such interactions can contribute to the formation of
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more enlightened views of the world. But neither horror as a whole nor vampire narratives are
wholly subversive or conservative.
While narratives are often aimed at specific audiences, some recent vampire narratives attract
very large audiences. These large audiences are composed of disparate social groups with some
shared features. Audiences are no longer predominantly relatively unsophisticated young males
seeking thrills rather than social commentary. Vampires and regular vampire narrative plot
elements are inserted into narratives where most elements are typically found in other genres.
This is not a recent phenomenon, but becomes more apparent when narratives reach large
audiences. These collations are successful because horror narratives have always addressed
significant social issues, generally by creating ideal types through which aspects of those issues
are simplified and magnified. Often, such collations inspire reinterpretation of elements of the
genres involved in ways reflecting contemporary social concerns.
Horror narratives remain popular because they express the overwhelming sense felt by
audiences of disjuncture between the world as it is experienced and the world as it might be, and
recognition of personal imperfection and of the relative impotence of the individual in the face
of irresistible social forces. In addressing these issues, narrative creators revive the established
malignant villain or transform vampires into superheroes or members of oppressed communities
or ordinary folk trying to survive, make sense of their world and make connections with other
people. In earlier periods, vampires were so stereotyped that the sub-genre reached narrative
exhaustion. Currently, new vampires appear with each film and television season and the
narrative possibilities seem endless. What will we see next: feminist Islamic vampires; eurotrash eco-terrorist vampires; vampire as secret agent; vampires go Bollywood; or replacement of
the vampire in the popular imagination by another monster (werewolves are a prime candidate)?
Whatever comes next, the vampire will return in a form expressing audiences‟ dominant fears
and aspirations.

Page 262

Appendix A: Primary Sources
This analysis is based upon a selection of literature, film and television depictions of vampires.
There are several hundred film and television vampire narratives. Selection of narratives is
based upon substantial changes in the depiction of the vampire as a significant antagonist or
protagonist. Only those given an English language general release have been considered
primary sources. Reference to some non-English language sources (including some silent films)
has been made where these are significant for developments in plot, characterisation or theme.
Reference has also been made to narratives not featuring vampires as central characters.
Vampire-centred narratives draw extensively upon material from the broader horror genre, other
genres such as the gothic novel, science fiction and popular culture in general.
There are two major reasons for the focus upon English language material. Firstly, the large
number of potential primary sources needed to be culled to a manageable size for analysis.
Secondly, the aim of the analysis is to discover possible interpretations of the narratives for an
Australian audience. While Australia since World War II has seen increasing ethnic
heterogeneity, English remains the main language for a majority of Australians.
Initially, the narratives were grouped by time period and further grouped according to
characterisation and/or plot structure. The initial time period groupings were: 19th Century
literature; the Universal Pictures period (1920s to 1940s); the Hammer horror period (1950s to
mid-1970s); and later narratives (mid-1970s onwards). The Universal and Hammer periods are
commonly identified as discrete periods in analysis of the horror genre. Time periods were
further delineated during the process of analysis. After consideration of comparability in plot,
theme and characterisation, delineation of film narratives from television narratives was
rejected. Narratives representative of substantial trends in both the vampire sub-genre and the
broader horror genre (where there appeared to be a significant influence upon the vampire subgenre) were selected for detailed analysis.
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Pre-1950

Later Narratives

Nosferatu (1921)
Dracula (1931)
Vampyre (1932)
Mark of the Vampire (1935)
Dracula‟s Daughter (1936)
Son of Dracula (1943)
House of Frankenstein (1944)
House of Dracula (1945)
Abbott and Costello Meet Frankenstein
(1948)

Dracula (1979)
Salem‟s Lot (1979)
Thirst (1979)
Nosferatu the Vampyre (1979)
Dracula (1980)
The Hunger (1983)
Fright Night (1985)
Once Bitten (1985)
Lifeforce (1985)
Vamp (1986)
The Lost Boys (1987)
Near Dark (1987)
Elvira, Mistress of the Dark (1988)
To Die For (1989)
Red Blooded American Girl (1991)
Bram Stoker‟s Dracula (1992)
Innocent Blood (1992)
Buffy the Vampire Slayer (1992)
Forever Knight (1992-96)
Tale of a Vampire (1992)
Embrace of the Vampire (1994)
Interview with the Vampire (1994)
Jugular Wine: A Vampire Odyssey (1994)
Nadja (1994)
The Addiction (1994)
Dracula: Dead And Loving It (1995)
Bordello of Blood (1996)
From Dusk Till Dawn (1996)
Vampirella (1996)
Blade (1997)
Buffy the Vampire Slayer (1997-2003)
Vampires (1998)
Embrace The Darkness (1998)
Razor Blade Smile (1998)
Ultraviolet (1998)
The Wisdom of Crocodiles (1998)
Dracula 2000 (2000)
Shadow of the Vampire (2000)
Vampire Hunter D (2000)
Vlad The Impaler (2000)
Angel (2001-2004)
The Breed (2001)
The Forsaken (2001)
Blade II (2002)
Queen of the Damned (2002)
Reign in Darkness (2002)
League of Extraordinary Gentlemen (2003)
Vlad (2003)

Hammer Horror Era
The Vampire (1957)
Dracula (1958)
The Brides of Dracula (1960)
The Last Man on Earth (1964)
Dracula (1965)
Billy The Kid Versus Dracula (1965)
Dracula - Prince of Darkness (1966)
Carry On Screaming (1966)
The Fearless Vampire Killers (1967)
Dracula Has Risen From The Grave (1968)
Incense for the Damned (1969)
Taste the Blood of Dracula (1970)
Count Dracula (1970)
The Vampire Lovers (1970)
Countess Dracula (1970)
House of Dark Shadows (1970)
Vampyros Lesbos (1970)
Count Yorga, Vampire (1970)
Scars of Dracula (1971)
Lust for a Vampire (1971)
Daughters of Darkness (1971)
Twins of Evil (1971)
The Omega Man (1971)
Dracula A.D. 1972 (1972)
The Blood Spattered Bride (1972)
Blacula (1972)
Captain Kronos - Vampire Hunter (1972)
The Night Stalker (1972)
The Satanic Rites of Dracula (1973)
Blood For Dracula (1973)
Dracula (1974)
Legend of the 7 Golden Vampires (1974)
Lust for a Vampire (1974)
Martin (1976)
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Dracula‟s Curse (2003)
Underworld (2003)
Van Helsing (2004)
Underworld Evolution (2005)
Blade Trinity (2005)
Ultraviolet (2005)

I Am Legend (2007)
True Blood (2008-10)
Twilight (2008)
Being Human (2009-11)
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Appendix B: Secularisation and the Decline of
Traditional Christian Churches
Organised religion has been in decline in the West for some time. In my own country, Australia,
this trend has been clear for several generations. The proportion of Australians declaring
themselves Christian fell from a peak of 97% at the 1921 census185 to below 70% in 2006.
Contrary to popular belief, there has not been significant growth in smaller Christian religions,
which constituted around 28% of Australians between 1933 and 1971, but have been in relative
decline since, falling to 20% in 2006. While the proportion of Australians describing themselves
as members of non-Christian religions has grown steadily since 1971, these groups are
relatively small and in 2006 constituted 5% of the population. The greatest growth measured by
the census has been in the proportion of Australians declaring they hold no religion, who were
fewer than 1% of the population until 1971. In 2006, this group had grown to 19% of the
population.
The Australian census does not measure how deeply religious beliefs are held,186 but asks only
for a declaration of membership of a religious group. While the census does not provide a
comprehensive measure of religion, it shows that the number of people prepared to declare that
they hold no religion has risen dramatically. This is a reliable and valid measure of the
movement away from traditional Christian religions. Another measure of decline in religious
authority is the substantial increase in „civil‟ marriage ceremonies. Nevertheless, Australia
remains a predominantly Christian society, even if the extent of religious observance does not

185

The greatest decline occurred for Anglicans. Adherence fell at each census since 1921, when
it was around 44%. By 2006, it was below 19%. Since 1986, Catholics have outnumbered
Anglicans, largely due to the high proportion of Catholic immigrants. But the 2006 census also
showed a decline in the proportion of Catholics within the population. Sources: ABS census
data and Australian Social Trends 1994, ABS 4102.0, p.177.
The ABS‟ Time Use Survey has been used to measure religious activity, but published data
does not show relative rates of participation in religious activity between religions.
186
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approach that of the USA. ABS census religion definitions delineate more than eighty varieties
of Christianity, although most have relatively few adherents. Buddhism and Islam are now
amongst the top ten religious groupings in Australia, but despite the size of the groups, census
data definitions do not distinguish between different forms of those religions.
Australia is far from alone in showing a decline in adherence to traditional Christianity. In
Ireland, Church attendance has declined significantly in recent decades; only half of Irish
Catholics attend weekly Mass and substantial minorities reject fundamental doctrines.187 Davie
(1994) claims that only around half of Europeans identifying as „religious‟ regularly attend
services. Ostling (1989) cites substantial declines in attendance at US Protestant Churches since
the 1960s.188 Additionally, these congregations were considerably older, on average, than the
remainder of the population and the prospect of replacement was bleak as Sunday School
enrolments had more than halved. Australian congregations are also older, on average, than
those not professing religious adherence.
There is evidence that a growing number of Christians are unwilling to accept Church teachings
as the sacred, incontestable word of God. Hence the popular acceptance of narratives such as
The Da Vinci Code, which not only addresses theological debates concerning Christ‟s divinity,
but also relies upon audiences being prepared to accept that clerics would be actively involved
in conspiracy and murder. The rejection of traditional theology by high-ranking clergy feeds
these debates. The reaction of several Christian Churches to what is seen as a loss of faith has
been a retreat into fundamentalism, a move that pleases some, but further alienates others.

Based upon a survey undertaken for Ireland‟s state broadcaster (RTE), reported in The Age
newspaper (September 27, 2003). Although remaining higher than in urban areas, attendance
declined most significantly in rural areas. Until the 1970s, attendance at Mass was above 90%.
The survey showed that 13% of Irish Catholics disbelieved the virgin birth and 5% rejected
Christ‟s divinity.
187

188

Ostling (1989) notes that the US decline occurred almost exclusively in majority white
Protestant congregations. Attendance for black Protestant groups, Roman Catholics and
conservative Evangelical churches all increased.
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The daily practices of of religious institutions have always included secular elements, but in the
context of secularisation as the application of non-religious rationality to social interaction,
fundamentalist Christianity might be seen as primarily developing from a view that both the
daily practice and the philosophy of Churches have become over-secularised.
Commentators whose perspective is essentially religious tend to regard the process of
secularisation as a movement toward Godlessness and see science (often characterised as simply
another „faith‟) as incapable of addressing elemental human needs. Sociological or
anthropological perspectives, on the other hand, tend to regard religion critically and
secularisation as a defining element of modernity. This debate is often framed within questions
about whether values stripped of sacred authority form a legitimate foundation for social action.
This might be expressed in other words as: Can there be any meaning to a life without God?
Eipper‟s (2011) anthropological critique of Taylor‟s (2007) Christian account of secularisation
addresses some essential elements of these perspectives. Taylor argues that concepts of what is
possible and impossible have altered fundamentally so that what was once a clear choice
between belief or non-belief in God as determinant in all things has become an allocation of
belief in God to significance for some things, but not others. Eipper argues that Taylor assumes
a universal need for the „transcendental‟, which precludes authentic evaluation of alternative
views; precludes acceptance of the legitimacy of a non-religious life. Eipper recognises that
what distinguishes science from religion is that doubt is an essential element of the former while
the latter is characterised by surety. He describes modernity as syncretic: combining often
incompatible belief systems into a gestalt characterised by internal inconsistencies.
Secularism, in the form of the separation of civil society from Church authority, has origins in
pre-modernity, but is confirmed as an element of modernity in the USA with the First
Amendment to the Constitution and in France in 1870 with the establishment of the Third
Republic and the subsequent Law of Separation of 1905 (Laborde, 2002: 167-169). The First
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Amendment declares that “Congress shall make no law respecting an establishment of religion
or prohibiting the free exercise thereof” and the Law of Separation that “the state neither
recognizes nor subsidizes any religion.” As Laborde points out, these laws recognise religion as
associated with the individual citizen. They thus associate individualisation with secularisation.
Unlike the USA and France, the UK did not enact disestablishing legislation and retains a
formal relationship between the state and an official religion. The process of modernisation has
thus differed in these countries, but the process of secularisation is not necessarily tied to formal
secularism. It would be difficult to argue that contemporary religious groups have less influence
upon public policy in the USA than they do in the UK. Regardless of formal secularism, these
states, and Australia, privilege religion through subsidisation of schools, relief from taxation,
recognition of oaths in legal proceedings, empowering of clerics to perform marriage
ceremonies, performance of prayer at openings of Parliament, etc. Secularisation in „late‟
modernity is far from complete.
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