










































































































































































































































































































































































expectation of a presumably sexual as well as dietary sustenance. Like Varney 

too, the vampire's menacing nature is here manifested in physical appearance by 

her loose, flowing hair and her state of undress that presents her with bare arms 

and neck, her lips subtly parted in a victorious smile over her white bared teeth. 

In the eponymous 'vampire' of the title, many of the traits hitherto observed and 

explored in the vampire in nineteenth-century literature are found to be here 

again present, encountering once more the sheer force of the ambiguity that 

surrounds the textual vampiric character. For, in a by now familiar rendering, in 

terms of establishing a fixed sense of self she too is a shape-shifter, moving from 

one set of labels to another. Never told her name, she is known to the reader only 

as 'the woman' (1. 4), 'the lady' (1. 15), and even more obliquely as, 'rag and a 

bone and a hank of hair' (1. 3). Like Ruthven and Varney, she is socially 

integrated into the world in which she is situated. Within the sphere of the poem, 

she is closely linked to the male character through a sexual bond, but the reader 

is told by the speaker that for all of her assimilation, she lacks a certain 

knowledge and understanding: 'It's coming to know that she never knew why! 

(Seeing at last she could never know why)! And never could understand' (11. 32-

33). It is this fundamental 'lack' in her character that retains her status as Other 

in the text and marks her as a paradox and contradiction. As is the case with her 

antecedents, she too represents duality, inside and outside of society, integrated 

but at the same time aloof, obviously intimate and yet, for all that irrevocably 

detached. Furthermore, lines like, 'So some of him lived but the most of him 

died' (1. 27), strongly evoke the parasitic energy transfer that has so characterised 

the vampire from its earliest textual incarnations but especially as it has 

developed throughout the 1800s. Again the vampire here feeds on her victim, if 

not exactly through blood, then through other manifestations of vitality and life­

energy. Here it is the overtly sexualised element of their partnership that initially 

sustains her, providing her with a willing victim, and moreover, one who is to a 

certain extent complicit in the fate that befalls him. His choice is frequently 

bemoaned by the speaker and it is his submission that yields other forms of 

vitality to his vampire lover, like physical wealth or the' goods he spent' (1. 12), 

and even his future emotional potential: 'Oh the toil we lost and the spoil we lost! 

And the excellent things \ve planned' (11. 18-19). The vampire's partner!victim 
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ends the poem, 'stripped to his foolish hide' (1. 23) while her characterisation as 

the woman that never knew why and 'never could understand' (1. 33) is 

reinforced to comprise our final impression of the poem. 

The vampire in the nineteenth-century text is therefore a highly unusual 

beast. From Byron's curse and Polidori's Ruthven to Rymer's Varney and 

Kipling's unnamed vamp, the literary vampire that spans the Romantic and later 

the Victorian literary tradition is often so diverse and manifests in such a variety 

of styles, genders and literary forms that it would seem any attempt to 

characterise this creature is an impossible task. And yet, it remains that there are 

some fixed points of contact in the textual vampire's catalogue. As already noted, 

the most obvious and abiding trait of the vampire is ironically the very ambiguity 

that makes it so difficult to categorise, to name in the first place; despite the 

variety of forms, situations and settings in which it appears, then, the vampire 

always manifests in a blurred and indistinct form that, paradoxically, is in itself a 

key defining characteristic. Consistently a shape-shifter, as a textual construction 

the vampire forever exists in a state of flux between stable identities, 

encompassing often paradoxical character traits within the one persona. All of 

these vampires are, in a sense, doubles of themselves. Their inherent duality and 

lack of a stable identity designation itself becomes a defining character trait. All 

textual vampires seek social integration, they always desire to develop roots into 

the civilization on which they prey, whether this comprises the familial ties they 

held in life, or the friendships and close personal relationships that they actively 

cultivate in their Un-dead state. The vampire's threat is enhanced manifold by 

the ease with which it penetrates to the core of our carefully constructed social 

units. All the vampires hitherto encountered have displayed this disturbing 

propensity to 'pass'. And closely tied in to the fragmented and multifarious 

condition of the vampire's (lack of) identity, to its ability to mutate to present as 

different and diverse forms of being, the positioning of the vampire within our 

carefully-constructed social units is what provides it with a compensatory sense 

of self. As such, these assimilative properties can be regarded as a hallmark of 

the vampire tradition in literature. All vampires also always feed. From their 

earliest incarnations in text, they exist as parasites, draining the internalised 

essence of their victims, an essence that, as previous examples illustrate, can take 

the more familiar form of blood, but can also be generated by social or sexual 
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encounters, and even, in the case of Varney's desires on the Bannerworth family 

home, by monetary transactions. Perhaps, in a need to compensate for the 

instability of their own identities, they all actively seek to appropriate aspects of 

another's sense of selfhood, be this emotional, financial, or in the case of blood 

as one of the most basic and innate signifiers of identity, physical expressions of 

an individual self. 'These Vampyres' may 'suck the Blood of many of the 

Living' but they do this with a view to actively imbibing an identity for their own 

lack of stable sense of self is, ironically, one of the constants in the literary 

vampire's condition. 

All of these traits are highly significant and key to our developing an 

understanding of the emergence, the popularity and the continuity of the textual 

vampire in the Romantic and Victorian periods, and all of these traits are there to 

be seen in Dracula. We have noted on numerous occasions throughout this work 

the many ways in which Stoker's vampire Count is fragmented, how he is 

inherently composed of nationally-related duality and contradiction, and how he 

is ultimately lacking at his core a stable and abiding sense of self. In addition, the 

Count feeds not only to survive, to regenerate, but also to claim ownership of 

individuals. His fury at the female vampires' designs on Harker in his castle, his 

enraged proclamation that '''This man belongs to me!"'(p. 39), is born out offar 

more complex desires than a simple wish for physical sustenance. Like Ruthven, 

Varney and Kipling's unnamed seductress, the Count seeks social integration. In 

fact, he seeks social dominance. The Anglo-Irish vampire that Stoker imagines 

into reality is therefore clearly born out of the literary vampire as it has 

progressed throughout the nineteenth-century text, something that we will see in 

even greater detail in the next section. However, there is yet another trait that will 

perhaps have an even greater impact on the criteria of assessment in this sphere 

and this relates to the fate of the vampires already analysed. 

While it is true that the Romantic and Victorian vampires may not always 

be represented in texts in the period as obviously or consistently supernatural, 

that their easy positioning as Other is constantly undermined by an ability to 

integrate themselves within our worlds, to come to closely resemble our own 

inner natures, the fact remains that the literary vampire as constructed has 

consistently won out over its human adyersaries. One of the most notable 

features or the nineteenth-century vampire as examined is its inherent lack of 
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vulnerability to external attack and demise. Too intangible to die, most just 

simply walk right off the page. Byron's unnamed vampire that we began our 

discussions with here exists in a self-contained section peripheral to the main 

narrative of the poem in which he appears; he has no existence outside of this 

and so even though the main body of the text is concluded with Leila's death and 

the Byronic hero's seclusion to a monastic life, the curse that conjures the 

vampire is a part of the poem that has no real beginning and as such, no ending 

either. The Byronic vampire therefore lives on, apart from the limitations or 

boundaries of the core story. The same can be said for Kipling's un-named 

female vampire, for, in much the same way, she is so intangibly constructed, 

rendered as so ephemeral and is so minimally drawn she almost doesn't exist. By 

this logic, it is therefore not possible for her to not exist either; she is too elusive 

to be confined to or killed off by the structures of Kipling's short but surprisingly 

rich poem. Polidori's Ruthven may be more central to the action of his text, in 

that his fate is intimately tied up with the main plot, but he doesn't die either. He 

simply leaves the story, walking from the pages of the text and leaving a trail of 

death and destruction in his wake. Ruthven emerges victorious from his dealings 

with Aubrey and his family. Rymer's Varney does eventually die but it is by his 

own hand. Despite the best efforts of those that pursue him, it is Varney himself 

and not his human adversaries/ friends who puts an end to his unnatural life, 

throwing himself into the bowels of the volcano Vesuvius. And while, unlike his 

fellow textual Un-dead in the period, Varney does indeed get a finite ending, it is 

an ending on his own terms. In a very important sense therefore, Varney is still 

the master of his own existence; no human character decides if he lives or dies. 

And moreover, the apparent invincibility of the literary vampire is important to 

note because, combined with an inherent indeterminacy, a need for social 

interaction and assimilation, and a recurring propensity for internalised 

contradiction, it is one of the consistent and notable traits found in relation to a 

textual construct of the vampire in nineteenth-century literature, but it is also one 

that changes dramatically once Anglo-Irish involvement through Le Fanu and 

Stoker comes into play. 

The literary vampire as it develops and matures through the Romantic 

and Victorian text presents as an elusive entity, an enigma, but one that 

commonly originates in the voids found within ourselves. Try as one might to pin 
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it down, in the most important of ways its core identity is constantly in flux, it 

embodies internalised contradictions with ease. It should come as no surprise, 

then, that it is the literary vampire that Anglo-Irish emigre Stoker chooses as the 

vehicle through which to write the core realities of his own experiences of 

selfhood and belonging. The parallels between the shape-shifting, intangible and 

Un-dead Other as established in the Victorian text are particularly appropriate to 

reflect the instability of Stoker's own position in relation to constructions of the 

self in text, to the creation of an imaginative autobiography. And while shape­

shifting and inner duality may commonly comprise the most abiding traits of the 

literary vampire of nineteenth-century Britain, this chapter ultimately argues that 

it is Irish, or more specifically, Anglo-Irish involvement in the shaping of this 

literary character that offers us a new way of reading both the vampire and the 

Anglo-Irish writer in the latter half of the nineteenth century. When viewed in an 

Anglo-Irish context, vampiric mutation, instability, integration and hybridity as 

shown here become central and, more than that, necessary components of 

analysis, and far from presenting an obstacle to investigation and understanding, 

it is the vampire's very indeterminacy that provide us with the key to unlocking 

both the potential significance of the vampire as construct and the conflicted 

cultural and national condition of a specific set of writers that employ such a 

trope in their fiction to such great effect in our period. For both the Victorian 

Anglo-Irish writer and the nineteenth-century vampiric construction, then, the 

very mutability and lack of a fixed and tangible identity are what commonly 

form the crux of both senses of (national) self. It is the interplay between the 

Anglo-Irish condition and the vampire in narrative that proves to be such a 

fascinating, productive and hitherto unexplored avenue of analysis, and it is this 

interchange that comprises the chief focus of our investigations from here on in. 

II 
The grounds for making a special case for Anglo-Irish involvement in, 

and influence on, the evolving history of the literary vampire in the nineteenth 

century is the main focus of this chapter, deeply invested as such an engagement 

is in the investigations of this thesis as a whole - in Stoker's creation of Anglo-
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Irish imaginative autobiography in Dracula. It is through the fusion of 

constructions of (Anglo-) Irish national identity and of the textual Un-dead that 

the reader witnesses sustained interaction on the part of the Anglo-Irish writer 

with the vampire in text and moreover, some marked changes in this nationally­

speci fic evocation of the vampire motif in print. Indeed, such changes to the 

textual progression of the literary vampire at the hands of the Anglo-Irish writer 

in the latter half of the nineteenth century are undeniably born out of the 

specificity of the Anglo-Irish cultural condition in the mid to late Victorian 

period. These Anglo-Irish vampires therefore become a distinctive literary 

evocation of the realities of the national identity question for the beleaguered 

community in this period, both inside and outside of Ireland as we shall see. 

Merged in a symbiotic relationship, the expression of one proves equally 

illuminating of the other. The special relationship that exists, therefore, between 

the Anglo-Irish writer and the literary vampire stands aside from and outside any 

broader sympathy the vampire has in portraying the idiosyncrasies of generalised 

Victorian fears and anxieties; there is a marked and specific affinity between the 

intangible position of the Anglo-Irish identity question and that of the vampire as 

it had developed over the course of nineteenth-century literature. Essentially, it is 

a core sense of the commonality of experience that makes the vampire an 

eminently appropriate vehicle for Victorian Anglo-Irish expressions of national 

being; an initial sense of similarity between the characteristics of art and the 

realities of life that allowed Anglo-Irish writers like Stoker, to adopt and apply 

the literary vampire as a profound form of national self-expression and in the act 

of doing so, to actively and consciously shape it into something even more like 

himself, something that could elucidate the precariousness of his national 

position and the elusiveness of his national and literary senses of self. In short, 

this section examines the contention that the vampire comes to function in these 

texts as Anglo-Irishman, and, more than that, as a metaphorical Anglo-Irish 

writer, to serve as the most appropriate literary construct available to express the 

realities of the Anglo- Irish situation, to write the national self and to provide a 

crucial literary forerunner for the imaginative autobiography of Stoker's Dracula. 

But, as stated at the outset of this section, even before Stoker's notable 

involvement in the genre, the Anglo-Irish writer and the literary vampire proved 

a productive combination. For it is in Sheridan Le Fanu's 'Carmilla' that the 
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reader witnesses a notable coalescence of Anglo-Irishness and vampirism for the 

first time. Indeed, as David Glover argues, 

perhaps the most commonly cited Irish influence on Stoker's work is that 
of[ ... ] Le Fanu, whose vampire story 'Carmilla' was an important 
precursor of Dracula, and whose influence is openly acknowleged in his 
short story 'Dracula's Guest'. In fact, traces of Le Fanu's distinctive 
Anglo-Irish Gothic mode are evident throughout Stoker's writing 24 

With this in mind, 'Carmilla', poses a key text for our analysis here. 

What was it that first drew the Ascendancy writer to the vampire trope as 

it had developed through Romantic and Victorian writings? This section seeks to 

build on the survey of the nineteenth-century vampire in text just completed to 

provide an answer to such an enquiry. It is also fundamentally concerned with 

the changes and modifications the Anglo-Irish writer makes to the textual 

evocation of the literary vampire as it had become established, and to what end, 

examining how through its appearance in Anglo-Irish literary endeavours the 

vampire develops in even more dramatic ways than it had done previously, a 

process that is initiated by the use of the vampire as metaphor for Anglo-Irish 

national insecurity and anxiety both within and beyond the contexts of Anglo­

Ireland in the nineteenth century. And of course, while it is Stoker's Dracula, 

that represents the richest and most developed source to yield to this particular 

line of analysis, while this is the central idea driving this thesis as a whole and as 

such, is analysed in great detail in the final two chapters that follow, it is 

nevertheless imperative to any thorough examination of the complex link 

between Anglo-Irish text and the literary vampire that it is noted that the 

connection between the two does not begin with Stoker's novel, but rather that it 

is initially and importantly forged a few decades earlier with the work of Le 

Fanu's and his short story 'Carmilla'. 

'Carmilla' was published in 1872 as part of a larger collection of 

supernatural stories entitled In A Glass Darkly. One of the most substantial of the 

works assembled there, of all the tales in this strange and diverse anthology it has, 

alongside 'Green Tea', perhaps received the most scholarly attention, attention 

that for the most part stems from the often overtly sexualised relationship 

24 David Glover. Vampires, Mummies and Liberals: Bram Stoker and the Politics of Popular 
Fiction (Durham: Duke. 1996), p. 29. 
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between the vampire Carmilla and her female victim Laura.25 Pre-dating 

Kipling's rendering by over twenty years, critics here have pointed out that in a 

relatively unusual move, the supernatural entity at the heart of the narrative is a 

young, sexually predatory female and she is treated of in a detailed and sustained 

manner. In fact, despite itself drawing on S.T. Coleridge's Gothic fragment 

Christabel (1816) which features female proto-vampire Geraldine at its core, 

Carmilla stands at the beginning of a progression of female vampires proper, or 

vamps, a progression that extends well into the twentieth century and beyond?6 

Lucy Westenra and the brides of Dracula are her obvious daughters but there are 

others that Carol Margaret Davison, amongst others, are keen to show. 27 And yet, 

if the lens shifts slightly, Carmilla can be said to stand to inaugurate another 

tradition of literary vampires - she is also the first Anglo-Irish vampire of note in 

prose, and as Martin Willis explains in his essay, 'Le Fanu's "Carmilla"; Ireland 

and Diseased Vision', Le Fanu's text is now positioned as firmly within the 

realm of Irish studies as it is in the spheres of Gothic and slightly more 

specialised, vampiric literature, as areas of analysis?8 

In W.J. McCormack's ground-breaking biography, Sheridan Le Fanu and 

Victorian Ireland, the author seeks to relocate Le Fanu's writing within the 

particular contexts of the difficulties faced by the Anglo-Irish Ascendancy class 

within a nineteenth-century Irish environment.29 Extraordinarily innovative in 

many ways, not least for expanding on the implications of Elizabeth Bowen's 

argument that the reality of the Anglo-Irish situation is omnipresent, albeit in 

covert and displaced ways in all of the writings produced by this class, 

McCormack's study does much to open up Le Fanu's work to productive 

historicist readings, as discussed in our analysis ofLe Fanu's Uncle Silas in 

25 For more on what Robert F. Geary calls the text's 'sinister lesbian erotocism', see his essay, 
"'Carmilla" and the Gothic Legacy: Victorian Transformations of Supernatural Horror', in The 
Blood Is the Life: Vampires in Literature, ed. by Heldreth and Pharr, pp. 19-31. 
26 Samuel Taylor Coleridge, Christabel, in Romanticism: An Anthology, 3

rd 
edn, ed. by Duncan 

Wu (Oxford: Blackwell Publishing, 2006), pp. 639-55. 
27 See Bram Stoker's Dracula: Sucking Through the Century, 1897-199-:', ed. by Carol Margaret 
Davison (Toronto: Dundurn Press, 1997), for a detailed discussion of twentieth-century film and 
the legacy these vampires owe to their literary predecessors. . 
28 Martin Willis, 'Le Fanu's "Carmilla", Ireland and Diseased Vision', in Literature and SCience: 
Essays and Studies 2008, ed. by Sharon Ruston (Cambridge: Brewer, 2008), pp. 111-130. 
29 W.J. McCormack, Sheridan Le Fanu and J'ictorian Ireland (Oxford: Clarendon, \980). 
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Chapter Two.
3o 

What McConnack has to say about 'Cannilla' specifically, 

however, is surprisingly very little, the vast majority of his analysis is reserved 

for Uncle Silas and Le Fanu's earlier work. However, McConnack is by no 

means alone in his approach to what he feels to be the inherent historicism of 

Anglo-Irish literature. As already seen, critics like Declan Kiberd, larlath Killeen, 

Richard Haslam and Marjorie Howes have all followed suit in uncovering the 

nationally and culturally specific elements of Anglo-Irish writings, while 

scholars such as Willis and Robert Tracy have worked to tease out the Irish 

elements ofLe Fanu's 'Cannilla' in particular.31 

Willis, himself drawing on Matthew Gibson's work, argues that the 

setting of the story 'might well be read as a transposed Ireland; its own politics of 

Protestant and Catholic conflict and colonial intervention similar to Ireland's 

political and religious history,.32 In this reading, the isolated and predominantly 

rural landscape of Styria in which Laura and her family are transplanted settlers 

should therefore be read as a substitute for domestic Ireland in everything but 

name because of the dynamic between the Catholic peasantry, Protestant 

landowners, deliberate and sustained emphasis on castles in the narrative that 

function as a thinly disguised Ascendancy Big House and a threatening female 

figure, designated by Christopher Frayling as the femme fatale fonn of vampire, 

an archetypal Celtic trope.33 Tracy, for his part, supports such an assertion by 

contending that, 'Le Fanu's chief interests were Ireland and the supernatural, 

interests which often coalesced' in his literary output and he also points to Le 

Fanu's childhood exposure to native Irish myths and legends, and his later 

political apathy in relation to the Irish nationalist movement.34 Furthennore, 

Tracy sees this position as feeding directly into the writing of the strange and 

multi-layered story that would become 'Cannilla', a text that, as argued here, is a 

melting pot of 'personal confessions and expressions of political and social 

30 See Chapter Two 'Stoker's Literary Inheritance: An Anglo-Irish Gothic', p. 99, for a 
discussion of Elizabeth Bowen's remarks in regard to Le Fanu's novel Uncle Silas. 
31 See Robert Tracy's Introduction to Joseph Sheridan Le Fanu, In A Glass Darkly, ed. by Robert 
Tracy (Oxford: Oxford University Press, 1993). 
32 Willis. p.112. See also Matthew Gibson, Dracula and the Eastern Question: British and 
French Vampire Narratives of the Nineteenth-Century Near East (Basingstoke: Palgrave 
Macmillan, 2006). 
33 Ibid. 
)4 Tracy. In A Glass Darkly, p. xix. 
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anxieties'?S The issue here is not, then, that the Irish or Anglo-Irish elements of 

'Carmilla' have been missed or misinterpreted; various critics such as Margot 

Gayle Backus and Raymond T. McNally have shown then that 'Carmilla' may 

validly be read as a story about Ireland and Irish matters, and more specifically 

and perhaps pertinently, about the vagaries of Anglo-Ireland and Anglo-Irish 

concerns. 36 What is missing from such a line of analysis, however, what has not 

been explored to its fullest extent by these critics working within Irish studies, is 

the position Carmilla herself as a vampire occupies in relation to these historical 

and social readings, for it is the construction of the vampire herself that may truly 

be said to possess Irish, or perhaps more accurately, Anglo-Irish connotations if 

we care to look. 

Both Tracy and Willis maintain that Carmilla as character stands as a 

metaphor for the resurgent native Catholic population and the threat that it 

accordingly represents to Anglo- Irish interests in the mid to late 1800s. The 

reasons they each advance for this reading are certainly persuasive and 

convincing in their manner. Tracy points to the similarities between the 

dispossessed Catholic gentry forced from their lands during the seventeenth­

century plantations and Le Fanu's construction ofCarmilla, of the impact of the 

past on her present actions. At the story's conclusion, Carmilla is shown to us as 

an impossibly ancient being, a member of a long-supplanted aristocracy that 

literally haunts the houses of the new landlords of their estates. As a member of 

the now extinct Karnstein family, Carmilla spends her time ingratiating herself 

with the families of the new caretakers of her lands perhaps in an attempt to 

reclaim the social position that is now lost to her. The reader encounters this 

firstly with the General's daughter whom Carmilla seduceslkills outside of our 

narrative proper, and latterly of course with Laura when she and her mother 

orchestrate her stay at their family schloss on the pretence of recovering from an 

injury. Through this lens of analysis it is not difficult to position Carmilla as the 

deposed Catholic aristocracy, cut loose from her original territories and Laura 

and her family as the newly instated Protestant Ascendancy class. As Tracy here 

35 Ibid. 
36 See Margot Gayle Backus, The Gothic Family Romance. Heterosexuality, Child Sacrifice and 
the Anglo-Irish Colonial Order (Durham: Duke University Press, 1999), p. 133 and Raymond T. 
McNall\'. 'Bram Stoker and Irish Gothic' in The Fantastic Vampire: Studies in the Children of 
the Night: Selected Essays from the Eighteenth International Conference on the Fantastic in the 
Arts, edited by James Craig Holte (London: Greenwood, 2002), p. 15. 
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argues, 'Cannilla is a native of the terrain she haunts. She is one of the ancient 

lords of the land, whose descendants, reduced to peasant/tenant status, often 

haunted the Anglo-Irish estates confiscated from their ancestors. ,37 Moreover, 

the pointed references to Laura's English name and her father's repeated 

insistence at speaking English, reciting the works of Shakespeare and clinging to 

English customs of propriety and conduct, all mark her in her tum as Anglo-Irish 

colonist and recall the manner in which the Ascendancy sought to differentiate 

themselves culturally and ideologically as well as physically from the local 

populace upon their arrival in seventeenth-century Ireland.38 As Backus notes, 

'Laura's situation, in its geographic isolation, the constriction of her family unit, 

and its cultural insularity, represents a reduction ad absurdum of the Anglo-Irish 

settler colonial family. ,39 

Such interpretations are further reinforced by the fact that the difficult 

and intangible position of the displaced Catholic gentry can be read into the 

complex positioning of this literary vampire in relation to identity. Cannilla, after 

all, variously appears in the narrative as a dream presence, as the subject of an 

ancient painting, as an injured young woman, as a giant, cat-like creature, and as 

an undisclosed black mass. Indeed, as a vehicle, the fluctuating vampire motif is 

ideally suited to illustrating the complexities of the native Catholic Irish position 

as discussed here. Neither dead nor alive and an active shape-shifter, a figure that 

consistently seeks active integration into the social structures of Laura's family, 

Cannilla's elusive nature recalls a Catholic class that ceased to be able to express 

its identity in Ascendancy Ireland. Ostensibly, then, the evidence for the case for 

Cannilla representing the native and threatening population and Laura and her 

father the neWly-positioned Protestant ruling class who are under attack from a 

supernatural source is certainly compelling. However, the distinction between 

Laura as Anglo-Irish landowner and Cannilla as native Irish threat is by no 

means as easy to segregate and define in such absolute tenns as the above 

analysis might imply. For if Willis again argues that, 'Cannilla's hidden identity, 

her association with superstition and myth, and her representation as infectious 

37 Ibid, p. xxvii. 
38 See Chapter One, 'Writing the Nation: The Anglo-Irish Ascendancy and the Question of 
National Identity' for a discussion of the fluctuating national identities of the Anglo-Irish class 
over the course of the eighteenth century in Ireland. 
39 Backus, p. 128. 
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disease all conform to, and in some respects exceed, what Le Fanu would clearly 

have recognised as a common pattern denotative of Irishness', then his reading 

fails to acknowledge that another kind of Irish identity, and Anglo-Irish identity, 

might be at play here instead.40 

The doubled relationship between Laura and Carmilla is a highly 

complex and mutually dependent one and any lasting distinctions between the 

two characters are extremely difficult to arrive at. Like the mutually sustaining 

dynamic between Geraldine and Christabel in Coleridge's poem, or Ruthven and 

Aubrey, Carmilla and Laura are companions, friends, perhaps even lovers, even 

if these relationships are defined retrospectively in unhealthy and ultimately 

negative terms. For a time, Laura enthusiastically desires Carmilla's friendship to 

combat her enforced solitude in an isolated rural residence with only her 

detached father and servants for company. Viewed in this light, Carmilla's 

position as vampire becomes harder to define unequivocally as opposed native 

Irish threat. For it is the closeness of Laura and Carmilla, their shared ancestry 

and the mirroring of their personal circumstances, the way they apparently visit 

each other's dreams and the mutually sustaining if ultimately undesirable bond 

that they forge, that means that rather than placing them as opposites, the 

characters' inherent similarities complicate a reading of what the vampire might 

represent in the narrative. 

In many ways, therefore, the vampire is better suited to describing the 

Anglo-Irish position in this story. Rather than viewing Carmilla and Laura as 

opposed positions, as displaced Catholic on the one side and land-owning 

Protestant on the other, the relationship between the two women instead speaks 

to commonality, to a kind of shared and collective identity. Like Laura, Carmilla 

is aristocratic. Both women are descended from the Kamstein line. Therefore, 

instead of simply accepting that, 'Carmilla's invisible differences more overtly 

parallel those that divide the Irish from the Anglo-Irish', the narrative encourages 

us to entertain that the two women are not as opposed as they might first 

appear:H Carmilla and Laura are doubles of each other, Carmilla is also a double 

of the General's daughter because Laura is, and to a lesser extent Laura doubles 

Carn1illa's other victims in her intended fate. Furthermore, the story itself is a 

111 Tracy. In A Glass Darkly. p. xxvii. 
41 Backus. p. 130. 
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double; it invites varied and often combined interpretations from within the 

realms of Gothic criticism, vampire studies, Irish studies and psychoanalysis. 

Carmilla as a character and 'Carmilla' as a text both reject straightforward 

designations and labels. The character and the form both undermine attempts at 

meaning which may seem to undermine my attempts to describe an Anglo-Irish 

intention but that is exactly the point. In a text that eschews easy classification, 

an Anglo-Irish reading of the vampire is the only one that can ultimately make 

sense. The inherent insecurity of the Anglo-Irish position on their fluctuating 

identity means that paradoxically, the impossibility of designation in this text, be 

it in character or form, becomes the dominant criterion for assigning an Anglo­

Irish self to the vampire at all. It may seem a paradox to suggest that on the one 

hand, the vampire in this story represents Anglo-Irish rather than Irish 

communities; that it is Carmilla herself who primarily mirrors the Anglo-Irish 

writer, rather than Laura and her father, while on the other suggesting that 

doubling implicitly rejects any classification but it is precisely because the 

doubling device so complicates usual clearly-defined categorisations that it 

actually reinforces an Anglo-Irish reading of the vampire motif. As Laura herself 

notes, upon seeing Carmilla for the first time, she recognises her: 'I saw the very 

face which had visited me in my childhood' (p. 100) But what is even more 

illuminating is Carmilla's response: 'She confessed that she had experienced a 

similar shock on seeing me, and precisely the same antipathy that had mingled 

with my admiration of her. We now laughed together over our momentary 

horrors.' (p. 102). The instability ofCarmilla's characterisation as Other, coupled 

with the ease with which she infiltrates the social structures of Laura's world, 

and indeed, her similarity to Laura herself, combine to ensure that in many 

important ways, the two young women here figure as the opposed sides of the 

same person, contrasting and yet complementary, and at the core, one in the same. 

For while Carmilla ostensibly feeds from Laura, Laura also gains a friend and 

confidant in her interaction with Carmilla: 'For my part, I was delighted. I was 

longing to see and talk to her; and only waiting till the doctor should give me 

leave. You, who live in towns, can have no idea how great an event the 

introduction of a new friend is, in such a solitude as surrounded us.' (p. 99). 

Moreover, although Carmilla is eventually exposed as a danger and threat to be 

destroyed, Laura misses her after she goes and actively tries to recreate 
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Carmilla's presence in her life imaginatively: 'to this hour the image of Carmilla 

returns to memory with ambiguous alternations - sometimes the playful, languid, 

beautiful girl; sometimes the writhing fiend I saw in the ruined church; and often 

from a reverie I have started, fancying I heard the light step of Carmilla at the 

drawing room door.' (p. 148) And of course, in the very act of telling her story, 

of giving Carmilla a life after her second and apparently ultimate death in 

literature, Laura undermines the finality of the ending of the narrative, something 

that speaks volumes of Laura's own need for Carmilla in her life, or rather, the 

aspect of herself that Carmilla, as textual vampire, helps to bring into being. 

What are the reasons by which it can be stated that the literary vampire 

represents the Anglo-Irish class and more specifically the Anglo-Irish writer then? 

The first and most persuasive factor in this reading is the previously mentioned 

undefined identity of the vampire in literature. As is evident in all of our previous 

examples, the vampire is caught between the states of life and death, between 

friend and foe, between supernatural Other and familiar figure. The vampire is 

both rooted in society and its structures and forever excluded from them, and as 

such is perfectly constructed to represent the confusion and complexity of the 

Anglo-Irish condition in nineteenth-century Ireland. If the Anglo-Irish 

Ascendancy struggled profoundly with questions of national definition - neither 

Irish nor English at this stage but neither, the complexity of the vampire as it is 

written throughout the Romantic and Victorian periods make it a particularly apt 

vehicle for the expression of a profound uncertainty of position, both physically 

and ideologically speaking, that affects the Anglo-Irish as a class in our period. 

Indeed, an examination of the cartoon 'The Irish Vampire' (Fig 4.2) as an 

example of Victorian visual culture proves to be particularly illustrative of such a 

suitability. This illustration by Sir John Tenniel appeared in Punch on October 24 

1885, and represents the Anglo-Irish M.P. Charles Stewart Parnell in the form of 

a giant vampire bat hovering menacingly over the sleeping figure of an 

unsuspecting Hibernia. What is presented here, by virtue of Parnell's status as 

member of the Protestant Ascendancy, is not so much an Irish as an explicitly 

Anglo- Irish vampire, and true to form, one whose hovering between national 

affiliations here is Gothicized, encapsulating the complexity of the Anglo-Irish 

position in relation to both Irish and English identification in a remarkably 

effective manner. Tying in with the concerns raised in the first and especially 
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third chapters, that the Anglo-Irish were perceived as English in Ireland and Irish 

in England, thus destabilising any sense of national identity they might want to 

claim, the Anglo-Irish vampire is here presented as a threatening but insidious 

figure that evokes the very best of Anglo-Irish Gothic, attacking Hibernia while 

she is sleeping, she is wholly unaware of its presence or danger it implies. 

All of the traits that characterise the vampire in nineteenth-century 

literature take on a special significance when viewed in an Anglo-Irish context. 

In the fluidity of the vampire's construction in the nineteenth-century text we 

find the ideal vehicle for the articulation of the complexities of the Anglo-Irish 

identity question as it exhibits in the period, for a true writing of the self. In the 

vampire's desire for social integration too, there are the symptoms of the Anglo­

Irish failure to satisfactorily resolve this sense of conflicted selfhood, for the 

vampire's integration is ultimately necessary precisely because it does not belong, 

because it has no designated place of its own to occupy. The phenomenon of 

internalised duality that is such an abiding feature of the nineteenth-century 

vampire narrative, can, when regarded within the context of Anglo Ireland, be 

used to further represent in a textual manner the sheer displacement of the 

Anglo-Irish condition. The vampire is a double of itself, turned inward to fracture 

the self into its composite parts. It encompasses oppositional tendencies within 

the one body and thus cannot sit easily within anyone designation, thus 

confusing stable characterisation. The vampire rejects being classed as anything 

which is the very reason why it is so suited to representing the complex and 

contradictory identity concerns of the Anglo-Irish class as a whole and the 

Anglo-Irish writer in particular. Passing as Other, the vampire finds itself 

adopting the habits and eventually the lives of others through close intimate 

relationships. And of course, as is the case with Ruthven and Aubrey, Carmilla 

and Laura, the closest and most intimate connection a textual vampire has is to 

its victim through the act of feeding. For the first time explicitly drawn in Varney, 

the vampire bites the neck of Flora Bannerworth and absorbs her interiority and 

her essence through her very blood into its own being. 
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Fig. 4 .2 Tenniel , The Iri sh Vampire ' Punch, 24th October, 1884. 
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Blood as food is a key component of many of the vampire narratives 

already examined, but blood is also one of the most potent expressions available 

of national identity, of race and place, often symbolising family, heritage and 

tradition, all of the things that proved so contentious in the Victorian Anglo-Irish 

situation. The blood may be the life, but it can also constitute the very core of 

self, the essence of being and 'Carmilla' is a story in which the imagery of blood 

abounds. On the discovery of the vampire's grave, Laura notes that Carmilla's 

'leaden coffin', floats with blood, 'in which to a depth of seven inches, the body 

lay immersed' (p. 145). When Carmilla is finally destroyed by the combined 

efforts of the General and Laura's father, 'a torrent of blood flowed from the 

severed neck' (p. 145). The ultimate destruction of the vampire comes about by 

the spilling of its blood, a blood that is not intrinsic to the vampire but gleaned 

from external sources, in an act that takes on a highly charged significance in 

Victorian Anglo-Ireland, where questions of bloodlines, of national identity, race 

and ethnicity as prescribed by religious belief form the key to power, patronage 

and a sense of belonging on the one hand, and persecution and social exclusion 

on the other. 

The features that make the vampire narrative so attractive to the Anglo­

Irish writer, so suitable a vehicle for the exploration and interrogation of the 

complexities of the Anglo-Irish identity question as it presented itself in Ireland 

in the second half of the nineteenth century, are therefore here apparent. But the 

Anglo-Irish writer did not simply adopt the vampire motif, he changed it and it is 

through his involvement that a literary tradition almost a century in the making 

finally consolidated into a tradition: 

This story of a mysterious guest who preys on the unsuspecting daughter 
of an English civil servant, now widowed and retired in Austria, might 
appear but a simple continuation of the providential exempla and short 
Gothic tales, with only a difference of heightened suspense and improved 
narrative techniques in fitting plot and character to length. But these 
differences, however important, are themselves grounded in more subtle 
transformations.42 

Unlike its mainstream British counterparts, for example, the Anglo-Irish vampire 

as created by Le Fanu is always a supernatural creature, and possessed of specific 

42 Robert F. Geary, "'Carmilla" and the Gothic Legacy: Victorian Transformations of 
Supematural Horror', in The Blood Is the Life: Vampires in Literature. ed. by Heldreth and Pharr, 
pp. \9-3 \ ( ~.'i). 
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character traits in this regard; it is forced to behave in a certain way and to act 

within the brief of its supernatural being. Despite her need to successfully 

integrate into the routines of Laura's family, Carmilla cannot disguise that she is 

often languid and weak. Her behaviour is often noticeably eccentric; she cannot 

suffer religious observance without discomfort and unease, and her response to 

the insulations made by the peddler in the castle courtyard betrays her origins in 

another time and space. Later, when the true extent of her vampirism is revealed, 

the reader is told that aside from the fact that she must feed from the blood of the 

living to sustain her own 'life', she is also under an irrevocable obligation to 

return to her burial place at least once a day to rejuvenate herself, and she is even 

compulsively bound within the restrictions of her own name or variations thereof. 

presenting as Mircalla and Millarca at various other points in the narrative. As 

distinct from Polidori or Rymer's creations, the Anglo-Irish vampire's 

supernatural state is a constant, not a passing condition that the vampire can slip 

in and out of as suits it. For where our previous examples fluctuated between 

supernatural and mundane manifestations, where Ruthven was every bit as 

dangerous as a debauched playboy, and Varney's amnesia regarding his 

nocturnal activities allows us to more readily separate the components of man 

and monster, in creatures like Carmilla, the vampire state is omnipresent and 

played out against the backdrop of a series of rules that cannot be broken. And 

where there are vampires, now distinct and recognisable entities with an 

attendant mythology that sets out the possibilities and limitations of the Un-dead 

condition, now there are vampire experts, drafted into the narrative to tell us all 

about these proclivities. Hinted at in Varney, the expert here assumes a dominant 

and central role in explaining what a vampire is, what it means, and what it can 

and cannot do. 

There is a conscious effort on the part of the Anglo-Irish writer, therefore, 

to explain his vampire, to classify its powers and its limitations, to give it 

something resembling a fixed and stable sense of self, even while 

accommodating the inherent instability of the vampire as a construct, an 

instability of identity onto which he maps his own insecurities regarding national 

and cultural affiliation. Conversely, however, this process also means that the 

Anglo-Irish literary vampire is ultimately more restricted, more constrained, and 

ultimately more vulnerable than its mainstream counterparts. In 'Carmilla', there 
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is a prolonged staking scene - the reader finally given explicit detail on how one 

might go about killing a vampire: 

The body, therefore, in accordance with the ancient practice was raised 
and a sharp stake driven through the heart of the vampire, who uttered; 
piercing shriek at the moment, in all respects as might escape from a 
living person in the last agony. Then the head was struck off, and a 
torrent of blood flowed from the severed neck. The body and head were 
next placed in a pile of wood, and reduced to ashes, which were thrown 
upon the river and borne away. (p. 145) 

From a nationally-specific perspective, the destruction of Carmilla by the other 

characters of the story, speaks far more to Ascendancy fears of their own demise, 

than it does about reasserting a form of dominance over the local Catholic 

populace. But there is some hope for Le Fanu's class in the re-emergence of 

Carmilla through literature, through an inscription of the essence of her being in 

the literary text, through a writing of the self. And although Carrnilla is truly 

dead at the close of the narrative, Laura still hears and listens out 'the light step 

for Carmilla at the drawing room door' (p. 148). In this, significantly different 

way to her mainstream literary counterparts, Carrnilla almost evades death. This 

is after all, a story within a story, written down by Laura and catalogued by a Dr 

Hesselius for the sake of posterity. Does the Anglo-Irish vampire hold out some 

hope for the Anglo-Irish class then, that despite their failing and disappearing 

sway of influence in later Victorian Ireland, there may yet be some continuation 

to their existence? Robert F. Geary, in his essay, '''Carrnilla'' and the Gothic 

Legacy: Victorian Transformations of Supernatural Horror', argues that Carmilla 

is 'the first really successful vampire story [ ... ] for it stands as a paradigm of the 

transformation of the incoherent numinous elements of the faded Gothic into the 
,43 D h . I enduring form of the modem supernatural horror story . oes t e partla 

preservation of Carrnilla through a self-conscious literary form speak of 

optimism for the fates of the Ascendancy class within a pastoral Styria or a 

colonial Ireland? This may indeed be the case for Sheridan Le Fanu in the 1870s 

but the fate of the Anglo-Irish, and that of their vampires, changes dramatically 

in their next major incarnation; in the metropolitan invasion narrative that is 

Stoker's Dracula. 

43Ibid,p.19. 
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In noting a quality later adopted and exploited to its fullest potential when 

harnessed by Le Fanu in 'Carrnilla', a text that emphatically evokes the realities 

of the domestic Anglo-Irish situation as perceived by one of its internal 

participants, this chapter flags up the close relationship between vampirism and a 

sense of Anglo-Irish identity. Indeed, as our analysis ofLe Fanu, and also 

Tenniel's cartoon has shown, cultural representations of vampirism and the 

Anglo-Irish condition coalesce in extraordinarily complementary and productive 

ways in the latter part of the nineteenth century. The vampire, by sheer virtue of 

its undefined state, proves itself the ideal vehicle for articulating the complexities 

and concerns of the Anglican community in Victorian Ireland, but more than that, 

the inbuilt indeterminacy of the vampire, its capacity for social integration and its 

ability to feed on both the life blood but also the core identity of its victim, all 

combine to create a creature as preoccupied with the complexities of national 

selfuood as the Anglo-Irish writer himself. For the attempt by the Anglo-Irish 

writer to imbue his literary vampire with a more rounded and, in a sense, real 

textual existence than it had hitherto enjoyed, itself speaks volumes about Anglo­

Irish preoccupations with creating a fixed sense of self, or perhaps more 

pertinently, the intense difficulties that lie therein. As Anglo-Irish vampires like 

Carmilla and take the unprecedented move towards resembling a stable state of 

being in print, then, complete with identifiable characteristics and abilities but 

also with fixed limitations, they further encapsulate the involved set of questions 

surrounding Anglo-Irish identity in our period. The literary vampire when 

therefore employed by the Anglo-Irish writer, deftly embodies the conflicted 

sense of national identity so central to the Ascendancy condition, and moreover, 

the efforts of the Anglo-Irish writer to reconstruct the indeterminate vampire as a 

solid whole is especially illuminating of Ascendancy anxieties on the subject of 

national, and thereby social and personal affiliation. 

We have already seen how David Glover writes of the key influence of 

'Carmilla' and its construction of the vampire on Dracula. In any event, this 

influence is easy to discern. The highly sexualised portrayal of especially the 

female vampire is a direct literary allusion to Le Fanu's construction ofCarmilla. 

So too is the aristocratic nature of the Anglo-Irish Un-dead - Carmilla is a 

Countess, Dracula a Count - and the isolated and feudal setting in which the 

vampire makes its home. Indeed, \ve also know from Stoker's working notes that 
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he intended to position Castle Dracula within Styria, just as 'Carmilla' is, but 

changed his setting to Transylvania somewhere during the writing process.44 

Stoker's Dracula, like Carmilla, is a shape-shifter, frequently employing the 

guise of a large animal, or elemental forces, to pursue its aims. As in 'Carmilla', 

there is a prolonged staking scene in Dracula, with detailed information on how 

one actually about killing a vampire. Van Helsing, like the General is a vampire 

expert. Indeed, in a particularly Anglo-Irish legacy, vampirism in Dracula, like 

'Carmilla' is subject to strict rules. To quote Van Helsing again: 

He can do all these things, yet he is not free. Nay, he is even more 
prisoner than the slave of the galley, the madman in his cell. He cannot 
go where he lists; he who is not of nature yet has to obey some of nature's 
laws - why we know not. He may not enter anywhere at the first, unless 
there be someone of the household who bid him to come, though 
afterwards he can come as he please. His power ceases, as does that of all 
evil things, by the coming of the day. [ ... ] there are things which so 
afflict him that he has no power, as the garlic that we know of, and as for 
things sacred, as this symbol, my crucifix, that was amongst us even now 
as we resolve, to them he is nothing [ ... ] The branch of the wild rose on 
his coffin keep him so he move not from it; a sacred bullet fired into the 
coffin kill him so that he be true dead; and as for the stake through him, 
we know already of its peace; or the cut-off head that giveth rest. '" (pp. 
223/224) 

Stoker's 'extending the "rules" of the vampire genre' here is a direct result of the 

Le Fanu's nationally-motivated involvement in the genre of vampire literature, it 

builds on the work done by Le Fanu in inscribing Anglo-Irish national identity 

anxieties through the limitations and restrictions imposed on his literary vampire. 

In this sense, 'Carmilla' stands as perhaps the most important influence on the 

manner in which the Anglo-Irish Dracula comes to the page, for Stoker not only 

carries on but actively progresses Le Fanu's construction of literary vampirism in 

this way. Indeed, as concrete evidence of his claims, Glover also cites 

'Carmilla's influence on Stoker's short story 'Dracula's Guest', published by the 

widowed Florence Stoker in 1914 but as Stoker's working notes for Dracula tell 

us, originally intended as part of that novel.45 Indeed, in terms of discerning the 

weight of Le Fanu's inscription of the Anglo-Irish condition on the textual 

H Miller and Eighteen-Bisang note, 'Exactly when Transylvania trumped Styria as the vampire's 
homeland remains a mystery, but there is no doubt that this decision was made after 14/3'90.' 
Bram Stoker, Bram Stoker's Notes for Dracula: A Facsimile Edition, ann. and transcr. by Robert 
Eig,htl:l:n-Bisang and Elizabeth Miller (Jefferson: MacFarland & Company, 2008), p. 29. 
45 Bram Stoker, 'Dracula's Guest' in Williams. pp. 57-66. 
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vampire, and moreover, its, I would argue, profound influence on Stoker and his 

Dracula, this brief tale's significance far far outweighs its length. 

'Dracula's Guest' takes place somewhere along Jonathan Harker's 

journey from England to Castle Dracula. Stopping over at a hotel near Munich it 

concerns Harker wandering alone on Walpurgis Night, 'when according to the 

belief of millions of people, the devil was abroad' (p. 62). Seeking shelter from a 

terrible storm, the young solicitor stumbles upon a deserted village where stories 

had been told about men and women, freed from the grave and, 'found rosy with 

life and their mouths red with blood' (p. 59) centuries before. Lost and at the 

mercy of the elements, Harker seeks refuge in a tomb of a suicide where written 

on the door is the inscription 'the dead travel fast' (p. 62) that will later be found 

in Dracula. Terrified by a vision of the occupant of the tomb, the Countess 

Dolingen of Gratz, and dragged by some unknown force into the crypt of the 

dead woman, Harker is saved from freezing to death only by a giant wolf lying 

across his body to keep him warm. The wolf, of course, is Dracula himself, who 

has also sent on a note admonishing the hotelkeeper to keep Harker safe: 'He is 

English and therefore adventurous. There are often dangers from snow and 

wolves and night. Lose not a moment if you suspect harm to him. I answer your 

zeal with my fortune - Dracula.' (p. 66). 

Le Fanu's 'Carmilla' is clearly written into what may once have been one 

of the early chapters of Dracula. Its setting, emphasis on folklore and 

superstitious peasantry, depopulated and ruined village associated with an 

aristocratic female vampire threat and the image of the female vampire writhing 

in her tomb all clearly acknowledge the debt Stoker owes to Le Fanu's Anglo­

Irish focused novella, and in particular the final agonies of the eponymous 

vampire: 'Just then there came another blinding flash, which seemed to strike the 

iron stake that surmounted the tomb and to pour through to the earth, blasting 

and crumbling the marble, as in a burst of flame. The dead woman rose for a 

moment of agony, while she was lapped in the flame, and her bitter scream of 

pain was drowned in the thundercrash' (p. 63). In fact, 'Dracula's Guest' 

indisputably demonstrates the importance of this other context for Stoker, this 

peculiarly Anglo-Irish tradition of writing the vampire, of using the literary trope 

as it had progressed throughout the mainstream nineteenth-century text to 

acti\c!y address the complexity of Anglo-Irish national affiliations in textual 
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form. In its appetite for blood and therefore (national) identity, in its fluidity, 

capacity for assimilation and social integration, in its desire to feed for reasons 

beyond that of simple physical sustenance, the literary vampire proved itself to 

be an incredibly useful vehicle for the Anglo-Irish writer to express the concerns 

of his caste, both within Ireland and beyond, surrounding matters of national 

identity. In 'Dracula's Guest' Stoker has shown himself to be textually indebted 

to Le Fanu's specifically Anglo-Irish engagement with the vampire in print. 

However, Stoker's vampire goes beyond what Le Fanu strove to achieve in 

'Carmilla' in that Dracula is not just an evocation of Anglo-Irish concerns 

surrounding national identity on a collective level but the fictional manifestation 

of Stoker as an individual as well as a member of a class, an Anglo-Irish writer 

living and working in the metropolis. The vampire parallels Stoker's personal life 

as lived, it evokes the national self in the way in which this impacts on the 

individual and it is to this individual, to Stoker, his own sense of (national) self, 

and how this is perceived by those around him that comprises the focus of our 

next chapter. 
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The Anglo-Irish Insider: Bram Stoker and 
the Politics of Passing 

'For he dare not be his true self, awake and visible, lest he be 
discovered. ' I 

The last chapter articulated the involvement and impact of the Anglo-

Irish writer in the evolution of the vampire in nineteenth-century literature and 

the importance of such foundations on the nationally-focused reading this work 

proposes of Stoker's Dracula as imaginative autobiography. For in building on 

the Anglo-Irish vampire as created by Le Fanu, Stoker's Dracula is concerned 

not just with writing the conflicted Anglo-Irish national self on a general or 

communal level, but also with writing himself and the specificity of his own 

personally lived experience as Anglo-Irishman and Anglo-Irish writer in turn-of­

the-century London. We know from the analysis of earlier chapters that Stoker's 

special situation in the British capital physically removed him from whatever 

sense of home, material or ideological, that he had thus far experienced, and yet 

his newly-established place in London society also brought into sharper focus the 

question of who he was in terms of his own national construction, who he was in 

turn perceived to be in this regard, and how he ultimately perceived himself. GJ. 

Watson says of the Irish migrant writer that 'the unifying theme is each writer's 

attempt to grapple with, or define, the nature or meaning of Irish identity, and the 

resultant effects on the content and form of their art. Subsidiary themes, closely 

connected, recur [ ... ] the recurring tension between the writer's desire to identify 

with his community and his feelings of marginality.' 2 Watson is not talking about 

Stoker here but the important thing is he could be. Stoker's reality as an Anglo­

Irish immigrant in London therefore allowed him the most pointed insight yet 

into the inherent alienation of his class, both inside and outside oflreland itself, 

and of the fraught complexities of his own national identity. For as Watson again 

argues, 'assertions of nationalism as born out of a lack rather than an affirmation: 

'always lurking somewhere near the surface is a painful sense of insecurity 

deriving ultimately from the sense of a lost identity, a broken tradition, and the 

I Bram Stoker, Dracula, ed. by Roger Luckhurst (Oxford: Oxford University Press. 2011), p. 320. 
2 OJ. Watson, Irish Identity and the Literary Revival: Synge. Yeats. Joyce and 0 'Casey (London: 

Croom Helm, 1979), pp. 13-\·+ 
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knowledge that an alien identity has been, however reluctantly, more than half 

embraced. ,3 In Dracula, Stoker, 'uniquely and rather oddly placed as an outsider 

who found himself at the heart of the patriotic British establishment', creates a 

literary work that profoundly manifests these concerns, a work of imaginative 

autobiography.4 Necessarily enabled, if not actively compelled by the sustained 

referentiality between author and character that does not exist in 'Carmilla', to go 

beyond what Le Fanu could convey, to progress but also to transcend the new 

tradition of literary vampirism begun in Le Fanu's Anglo-Irish vampire narrative, 

there is in Stoker's desire to construct a veritable mythology around his Dracula, 

to designate the Count's powers and weaknesses as that of a broader race or 

generic type of vampire, in short, to provide him with a sense of belonging even 

as he eschews all attempts at categorisation, the most developed and personal 

example yet of the engagement of the Anglo-Irish writer with issues of national 

belonging, and, more importantly, of national belonging in print. The 

culmination, therefore, of the investigations of the previous four chapters, it is 

the notion of Stoker's own sense of national self, how it is created, controlled and, 

most especially, how it is authentically conveyed through the written word that 

we must now explore. 

We have noted on repeated occasions the manner in which Stoker's most 

famous novel is a textual representation of the real-life exercises of national self­

formation, Dracula functions as a true writing of the national self, a genuine 

example of imaginative autobiography, in that it actively conveys the inner 

realities of Anglo-Irish identity concerns for its author in a sustained and 

fulfilling way through the activities of its vampire protagonist. Both interlopers 

with the ability to 'pass' as insiders, and both possessing an inner nature arguably 

profoundly threatening to contemporary metropolitan concerns, Stoker and his 

vampire parallel each other on fundamental levels that directly channel such 

issues as separation, innermost perceptions of national identity and the anxieties 

and problems that these meditations may engender. The national self in relation 

to Stoker is therefore what this chapter is all about. In later sections we will turn 

to address such key issues as external perceptions of Stoker's national identity 

3 Ibid, p. 20. . 
~ Barbara Belford, Bram Stoker: A Biography of the Author of Dracula (London: Onon Books, 
1997), p. 5 and Andrew Maunder, Bram Stoker (Tavistock: Northcote, 2006), p . ..+ 7. 
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and Stoker's own engagement with the theme of national identity construction 

especially in his non-fiction. But as a text, Dracula's national positioning and 

how this has been perceived is as equally fraught with complexity as that of its 

author and its protagonist and in a chapter that now seeks to explore national 

identity construction for Stoker for the way that these may be seen to impact on 

his vampiric alter ego, this is a key point that must first be addressed. In a chapter 

that is ultimately all about constructions of national selfhood for Stoker, we must 

first turn now to the many national selves of Dracula. 

To elaborate on some of the assertions made in the Introduction, Dracula 

is viewed by many scholars as a text that perfectly encapsulates the zeitgeist of 

late-nineteenth century life. As such, its identity has accordingly been bound up 

in its ability to articulate such diverse contemporary themes as the threat of 

female sexuality and the spectre of the New Woman, the fear of male sexuality 

and the danger of homosexual relations, the risk of invasion and reverse 

colonisation, of degeneration, disease, feudalism, modernity, Marxism, and even 

Judaism. 5 As already noted, the question of what Dracula is really about and 

where it should be placed, presupposing of course, that there is just one answer 

available to such an inquiry, has troubled and tantalised critics in equal measure 

for years, with the discourses of psychoanalysis, formalism, feminism, post­

colonialism and queer theory all playing their own part in attempts to penetrate to 

the essence of the novel, whatever that might be seen to be. Moreover, it is out of 

such an environment of inquiry that a strand of criticism especially important for 

the purposes of this chapter, and indeed, for the investigations of this thesis as a 

whole, has come to the fore in the last twenty years or so. It is one that seeks to 

particularly privilege what it sees as the nationally-specific contexts of Stoker's 

5 For an example of gender/sexuality-bases studies of the novel see Kathleen L. Spencer, 'Purity 
and Danger: Dracula, the Urban Gothic, and the Late-Victorian Degeneracy Crisis', ELH, 59:1 
(1992), 197-225. or Bram Dijkstra, Idols a/Perversity: Fantasies a/Feminine Evil in Fin-De­
Siecle Culture (Oxford: Oxford University Press, 1988), pp. 333-51. For an example of an 
analysis of the novel through the lens of Queer Theory see Talia Schaffer, "'A Wilde Desire 
Took Me": The Homoerotic History of Dracula' in Brarn Stoker, Dracula, ed. by Nina Auerbach 
and David J. Skal (New York: Norton, 1997), pp. 381-425. For a Marxist interpretation of 
Dracula see Franco Moretti, 'The Dialectic of Fear' in Signs Taken/or Wonders: Essays on the 
Sociology a/Literary Forms (London: Verso, 1983), pp. 83-108, or Robert A. Smart, 'Blood and 
Money in Bram Stoker's Dracula: The Struggle Against Monopoly' in :'doney, Lure, Lore and 
Literature, ed. by John Louis Digaetani (Westport: Greenwood, 1994), pp. 253-60. For examples 
of psychoanalytic approaches see Bram Stoker: History, Psychoanalysis and the Gothic, ed: by 
William Hughes and Andrew Smith (Basingstoke: Macmillan, 1998), and sections of PhyllIs A. 
Roth, Bram Stoker (Boston: Twayne, 1982). 
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text, with scholars such as Seamus Deane, David Glover, Michael Valdez Moses, 

Joseph Valente and Peter Haining and Peter Tremayne, amongst others, arguing 

that Dracula can productively be read from within the sphere of an Irish, or 

indeed Anglo-Irish, literary context. Using a broad framework of postcolonial 

and historicist methodologies as their keystone, these scholars therefore contend 

that the text is as much about Ireland, Irish issues and Irishness as it is about 

anything else.
6 

In many ways building on established lines of enquiry, but also 

representing a more focused line of analysis than many of the approaches to the 

novel hitherto employed, the 'Irish School' of criticism, then, by which I mean, 

those critics who look to place or indeed, replace, Stoker's work within the 

contexts and concerns of a literary tradition produced by (Anglo-) Irish writers or 

one that deals explicitly or implicitly with Irish concerns, concerned itself with 

offering new and illuminating ways of exploring and understanding Stoker's text 

through the guiding prism of Irish Studies. Through its work, attempts have been 

made to reclaim Bram Stoker as an overtly Irish writer dealing with overtly Irish 

subject matter, and the question of how Dracula may be read as a specifically 

Irish text, with a specifically Irish national identity, is one of central focus. 

I 
Cannon Schmitt was one of the first critics to explicitly address the 

presence of what he sought to position as particularly Irish elements of Dracula 

in his 1994 essay, 'Mother Dracula: Oriental ism, Degeneration, and Anglo-Irish 

National Subjectivity at the Fin-de-Siecle,.7 In this work he flags up a number of 

crucial points for a nation-specific reading of the novel, rooting his assertions in 

the text's perceived anxieties surrounding the intermixing of racial identities and 

6 For examples of historicist takes on the novel see Daniel Pick, '''Terrors of the Night": Dracula 
and "Degeneration" in the Late Nineteenth Century', Critical Quarterly, 30 (1988), 71-87, or 
David Glover, Vampires, Mummies and Liberals: Bram Stoker and the Politics of Popul~r 
Fiction (London: Duke University Press, 1996). For those that also draw from post-colo~!al or 
racial frameworks, see Stephen D. Arata, 'The Occidental Tourist: Dracula and the AnxIety of 
Reverse Colonisation', Victorian Studies, 33 (1990), 621-45, Chris Morash, '''Ever Under Some 
Unnatural Condition": Bram Stoker and the Colonial Fantastic,' in Literature and the 
Supernatural, ed. by Brian Cosgrove (Columbia: Columbia University Press, 1995), pp. 95-119, 
Empire and the Gothic, ed. by Andrew Smith and William Hughes (London: Palgrave, 2002) and 
H.L. Malchow, Gothic Images of Race in Nineteenth Century Britain (Stanford: Stanford 
University Press, 1996). 
7 Cannon Schmitt, 'Mother Dracula: Orientalism, Degeneration, and Anglo-Irish National 
Subjectivity at the Fin-de-Siec\e', Bucknell Review, 38: I (\ 994), 25-43. 
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its relation to Irish and British nationalist discourses at the tum of the century. To 

this end, Schmitt alludes to Stoker's own status as 'creole', as racially crossbreed 

Anglo-Irish, as well as to the Count's attack on Mina and the subsequent mixing 

of her blood with her vampire assailant's to promote his line of analysis, tying 

the intermixing of the bodily fluids through the vampiric encounter to what he 

terms the Anglo-Irish fear of 'absorption' or negation by the native or indigenous 

Irish. For Schmitt, however, the perceived necessity in some quarters of a sharing 

of blood for the continuation and rejuvenation of the English race in our period is 

also present: 'The resulting hybrid, as perhaps the Anglo-Irish hybrid himself, is 

not a contaminated being so much as a being strengthened and revivified. ,8 

Schmitt's thesis therefore argues that the novel actively advocates the cultural, 

social, racial and also national hybridity, that despite the fact that the borders that 

exist between past and present, East and West, Irish and English, are ostensibly 

restored at the close of the text, Stoker's text ultimately endorses a mixed identity 

that works for the good of the (English rather than Irish) 'nation', and beyond the 

narrow constraints of racial/national identity as viewed in a traditional and 

boundaried sense. 

An innovative piece of scholarship in many ways, Schmitt's essay raises 

some intriguing and highly influential concepts for an Irish-centric reading of 

Dracula, not least the notion of the hybrid Anglo-Irish author, and moreover, the 

impact that such a status might have on the novel created. For Schmitt, Stoker's 

productively conflicted Anglo-Irish identity is evoked through the human 

characters such as Mina, Quincy Morris, and even Van Helsing, and the ultimate 

example of this beneficial racial mixing, necessary for the health of the national 

body, is realised in Mina and Jonathan's son Quincy, a child with numerous 

ideological and even perhaps biological fathers, who transcends the bounds of 

anyone nationality or familial grouping. By means of contrast, the vampire, on 

the other hand, is figured here as comprised of a single and stagnant racial 

identity, one that is tied to the past and that represents arrested if not actively 

atavistic tendencies. With the defeat of Dracula, then, it is the birth of Quincy 

Harker as hybrid that represents the future, an idealised imaginative projection of 

the complexities of Stoker's own class and with it a transcending of traditional 

R Ibid, p. 39. 
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and, for Schmitt at least, restrictive Irish/English divisions that are emphatically 

rooted in the human and not the vampire state. In a similar vein, Kellie Donovan 

Wixson, in 'Dracula: An Anglo-Irish Gothic Novel', takes the by now familiar 

approach of exploring Stoker's, 'bifurcated identity' as an Anglo-Irishman and 

sees this manifesting itself in various ways in the novel, finding the evidence for 

Stoker's hybrid national, racial and cultural senses of self personified in the 

character of Jonathan Harker.9 According to Wixson, Harker's experiences at 

Castle Dracula, in the part of the novel that she feels is most significant to an 

Irish reading of the text, are incompletely documented thereby encoding a sense 

of the internalised duality so inherent in the Anglo-Irish condition. In much the 

same way, Harker's reaction to the vampire women who try to seduce/eat him is 

as much one of desire as it is of fear and also inherently unstable. By contrast and 

with echoes of Schmitt, Wixson believes Dracula to represent absolute certainty 

in his homeland. He is, she argues, figured as the master of all he surveys, 

representing a fixed and stable identity in a Transylvania where nothing else is as 

it seems, and as such, does not possess the necessary ambiguity of the core and 

abiding Anglo-Irish condition. 10 

Schmitt and Wixson's articles place authorial and therefore national 

identification squarely on the side of the human characters in Stoker's text. 

However, the direction of analysis changes somewhat in Chris Morash's 1995 

essay, "'Ever under some unnatural condition": Bram Stoker and the Colonial 

Fantastic', for while there is here again a prolonged engagement with the hybrid 

status of Stoker's own national identity, there is also the acknowledgement of an 

affinity between the author and the vampire he creates for the first time. Stoker's 

position, according to Morash, as 'a member of the Irish intelligentsia who had 

worked for the British imperial administration', allows for 'the paradoxical 

coexistence of atavism and modernity in the same figure', a contradictory state of 

selfhood that is also found in the text's construction of the vampire Count. I I For 

Morash, it is the vampire's rather than the human's identity that is here 

9 Kellie Donovan Wixson, 'Dracula: An Anglo-Irish Gothic Novel', in Dracula: The Shade and 
The Shaduw, ed. by Elizabeth Miller (Westcliff-on-Sea: Desert Island Books, 1998), pp. 247-56. 
10 In closino off the vampire to the possibility of channelling the fundamental ambiguity of the 
Anglo-Irish condition, however, Wixson fails, I think, to appreciate the sheer mutability o.fthe 
vampire as constructed by Stoker in this part of the narrative, playing the role ofcoach-dnver and 
servant as well as lord of the castle with ease. 
II Morash, p. 108. 
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constantly in flux, an idea that David Glover takes and expands to greater length 

a year later in Vampires, Mummies and Liberals: Bram Stoker and the Politics of 

Popular Fiction, when he argues that Stoker's relationship to his home country 

as Anglo-Irishman is an extremely complex one and that the Irish and English 

loyalties on either side of the hyphen frequently pull him in opposing 

directions.
12 

It is this familiarly conflicted sense of self, then, already so 

explored in this work, that allows the vampire that Stoker creates, as a creature 

with a 'multiplicity of forms', to be read by Glover as the embodiment of Anglo­

Irish concerns and that imbues Dracula as a whole with an Anglo-Irish national 

identity. 13 

Continuing on this track, some critics like Seamus Deane have taken such 

assertions of commonality to mean that Dracula himself may be 

straightforwardly equated with a very specific example of Ascendancy society: 

that of the Anglo-Irish landowner. Deane argues that, 'Dracula is the story of an 

absentee landlord who is dependent in his London residence on the maintenance 

ofa supply of soil' from his native land, in the same way as characters like Sir 

Kit Rackrent might depend on the revenue of their Irish properties to fund their 

lifestyles ofleisure in Britain. 14 In a similar vein, Raymond T. McNally's chapter, 

'Bram Stoker and Irish Gothic', also exploits the perceived connection between 

the vampire and the Anglo-Irish, particularly the Anglo-Irish landlord. IS Like 

Deane, McNally sees Dracula as 'taking the life blood from living human beings, 

as do the living vampires of Ireland, the landowning, declining class in the 

people's imagination' .16 He even goes so far as to suggest that in writing Dracula, 

'Stoker was warning that some day the Irish would band together and destroy the 

alien vampiric aristocracy in Ireland' .17 Such an interpretation gains in credibility 

by taking into account, as Michael Valdez Moses does, that Land Leaguer 

Michael Davitt referred to these same landlords as, 'cormorant vampires', 

12 Glover, p. 13. 
\3 Ibid, p. 41. 
14 Seamus Deane, Strange Country: Modernity and Nationhood in Irish Writing since 1790 
(Oxford: Clarendon Press, 1997), p. 89. 
15 Raymond T. McNally, 'Bram Stoker and Irish Gothic', in The Fantastic Vampire: Studies in 
the (~hildren of the Night, ed. by James Craig Holte (London: Greenwood, 2002), pp. 11-21. 
16 Ibid, p. 20. 
17 Ibid. 
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draining the life from their tenants through rackrenting and evictions. 18 And yet, 

in his article, Moses sees another, more particular source for Stoker's vampire 

Count. With the aforementioned hybridity and ambiguity of Stoker's vampire as 

his key, he argues that Dracula himself is in fact a removed and re-imagined 

evocation of M.P., Land Leaguer, Home Ruler, and 'uncrowned king ofIreland', 

Charles Stewart Parnell; in other words, 'the charismatic appeal and 

metamorphic appeal of Parnell's persona, taken to a higher power' .19 This is a 

view largely supported by Bruce Stewart in his 1998 essay, 'Bram Stoker's 

Dracula: Possessed by the Spirit of the Nation?', when he emphatically refutes 

Deane's opposing argument, instead stating that: 

not alone is Count Dracula unlikely to have been intended by his creator 
as a portrait of the bloodsucking colonist of popular Irish historical 
memory, it is more probable that Stoker meant his vampiric tendencies to 
represent the kind of atavistic violence commonly attributed to Land 
League activists, and - by implication - to Charles Stewart Pamel1.2o 

And so, on it goes. As stated at the very outset of this thesis' discussions 

on the topic, it should be apparent to the attentive reader that interpretations of 

Dracula and particularly Dracula's national positioning from within the Irish 

School of Stoker criticism are as widely diverse in analysis and conclusion as 

those without. To this end, Raphael Ingelbein's 2003 work, 'Gothic Genealogies: 

Dracula, Bowen's Court, and Anglo-Irish Psychology', sums up the sheer 

variety of the Irish School to date, noting that any hopes that firm insights may 

be finally gained from the long overdue historicist placing of Dracula within its 

Irish context were soon dispelled, as the 'ideological controversies inherent in 

Irish studies were quickly imported into the novel's interpretation,.21 In fact, 

Ingelbien's essay itself merely contributes to the interpretative multiplicity at 

large here, taking the line that as, 'an elusive, fascinating cipher, Dracula then 

becomes a mere body onto which various anxieties can be proj ected', and 

countering that it is therefore psychology, particularly a study into the 

18 Michael Valdez Moses, 'Dracula, Parnell and the Troubled Dreams of Nationhood' ,Journal X, 

2: I, (1997), 66-112 (p. 79). 
19 Ibid, p. 69. 
20 Bruce Stewart, 'Bram Stoker's Dracula: Possessed by the Spirit of the Nation?' in That Other 
World: Thl.' Supernatural and the Fantastic in Irish Literature and its Contexts, ed. by Bruce 
Stewart, 2 vols (Gen'ards Cross: Colin Smythe, 1998), II, pp. 65-66. 
21 Raphaellngelbien, 'Gothic Genealogies: Dracula, Bowen's Court, and Anglo-Irish 
Psychology', ELH, 70 (2003), 1089-1105 (p. 1089). 
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psychological reasons behind the Count's 'personal effects, gestures, and words', 

that holds the key to conclusive interpretation of an Irish Dracula for 'a proper 

understanding of that Gothic vein, and of its links to Ascendancy psychology, as 

well as an awareness of its presence in Stoker's novel, are essential to the placing 

of Dracula in the mined context ofIrish history,.22 For all this, Ingelbien does 

ultimately concur with many of his critical predecessors that Stoker's vampire 

exhibits the characteristics of the Anglo-Irish Ascendancy, however, writing that, 

'Stoker gave Count Dracula enough of a psychology to paint him as an Anglo­

Irish aristocrat pining for the heyday of the Ascendancy and expressing its values, 

moods and isolation' through his actions. 23 

As stated in the Introduction, there would seem to be, then, far less 

coherence or agreement in findings then the label of' School' might here seem to 

suggest. Particularly on the key question of what, or indeed who, Dracula himself 

signifies from a national perspective, there is considerable divergence of opinion 

and none of the interpretations advanced here are wholly without their problems, 

especially when considered in relation to the nature of the StokerlDracula 

affinity that I figure as so central to my own argument. Taking Deane's advocacy 

of Dracula as Anglo-Irish landowner and Stewart's rebuff of this, both made on 

the grounds of Stoker's own indeterminate identity, as examples, it soon 

becomes apparent that neither writer in their arguments fully appreciates the 

complexity inherent in the national affiliations of the authorial character. 

Stewart's assertion that Stoker would have viewed the Anglo-Irish landlords as 

an alien and hostile class, and that his vampire as threat is somehow constructed 

to channel this, fails to appreciate Stoker's own status as Anglo-Irishman, albeit a 

member of the middle and not landed class, which we explored in such lengths in 

Chapter One. Anglican in an Ireland where religion was the main defining 

feature of ethnicity, and Protestantism the route to patronage and progress, a 

graduate of Trinity College and the latest in a line of civil servants in his family, 

ideologically, ifnot necessarily materially, Stoker is a part of the Victorian 

Anglo-Irish elite. But equally, Deane's equation of what he feels to be the 

author/vampire pairing, and thereby the novel's sympathies with the Anglo-Irish 

landmvning elite, is not without its own problems. For while we have argued 

22 Ibid, p. 1091 and p. 1102. 
23 Ibid, p. 1102. 
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here that Stoker felt a core cultural affinity with the ruling members of the 

Anglo-Irish Ascendancy, Chapters One and Two have also stressed that this 

commonality within Ireland, foundational as it is to any later discussion of 

Stoker's national self, does not tell the whole story for this particular Anglo-Irish 

migrant writer. 

This persistent problem, then, of where to position Dracula and therefore 

Dracula, what exactly the vampire and the text's relationship is to the author 

from a national perspective is useful in that it highlights some mutual concerns 

common to almost all working within the intersecting spheres of Irish studies and 

the novel. For, for all the internal differences, and these are many, there are also 

shared threads within the Irish School of criticism, notable recurring themes 

present in much of the analysis already here introduced, especially when 

considering how to position the novel within an Irish, or indeed, Anglo-Irish 

context. As also flagged up in the Introduction, the various approaches thus far 

have all largely subscribed to the view that the politics, social conditions and 

cultural environment of late nineteenth-century Ireland is deemed in some way to 

impinge on the text, with the Land War in particular treated of as a probable 

underlying inspiration for Stoker's novel and its construction of the aristocratic 

vampire. Dracula himself, then, is frequently taken to represent some various 

aspects of nineteenth-century domestic Irish culture; most often he is identified 

by critics as symbolic of the Ascendancy landlords but he is also prone to being 

perceived as a metaphor for Land Leaguers like Pamell on the grounds of his 

shape-shifting and indeterminate identity. Finally, most critics of the Irish School, 

as indeed most critics who look at Dracula in general, position the vampire as 

Other in the text, as the threat against which the forces of good define themselves 

and as such, one that must ultimately be vanquished. The vast majority of 

readings, despite any arguments involving the StokerlDracula pairing, thereby 

situate the authorial and consequently the reader's sympathies with Harker and 

company, who ultimately triumph in the text, in the process placing Stoker and 

the vampire he creates on opposite sides of the text, further complicating any 

clear positioning of the text's own national affiliations. 

Joseph Valente, author of Dracula's Crypt: Bram Stoker, lrishness and 

thl.' Question of Blood, is of all the critics working within the bounds of Irish 

scholarship on Dracula, the one that comes closest to my OW11 interpretation of 
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the novel and its related national contexts.24 His own view of the Irish School 

looking as it is for an 'Irish Dracula', is that it is a model too dependent on its 

British historicist counterpart; that it fails to bring anything truly innovative or 

insightful to the table. Furthermore, Valente asserts, as Ingelbien does, that for an 

ostensibly coherent branch of analysis, its findings are often confused, 

disconnected and 'of uncertain consequences,?5 Nevertheless, Valente's own 

work does offer some intriguing arguments into the novel's national placing. At 

the heart of his argument is what he terms 'the metrocolonial conditions of 

production', that inform the genesis of the text at both national and individual 

level; that Ireland's own conflicted and problematic status in the nineteenth­

century sphere, caught between the poles of the colonised and the colonisers, 

creates a nationally-specific condition of hybridity, the results of which are there 

to be seen in Dracula.26 In other words, Ireland's own dual status in the 

Victorian period as a country 'at once a prized if troublesome colonial possession 

and a despised but active constituent of the greatest metropole on earth', informs 

the Irish people's position as 'at once agents and objects, participant-victims as it 

were, of Britain's far-flung imperial mission', rendering them a "metrocolonial 

people', inherently hybridised, like the country in which they live.27 Approaching 

from this angle, Valente's view of Ireland and the Irish comes close to my own 

reading of the Anglo-Irish national condition of Stoker, although for his part, 

Valente often makes no distinction between the Protestant settler class and the 

native and the indigenous population in his analysis. Moreover, within the 

context of nineteenth-century Ireland, Valente sees Stoker as an exceptional 

example of metro colonial identity in action because of his own unusual 

background of Anglo-Irish father and a mother who was of Celtic and not planter 

origin, as a highly specialised and distinctive case. Stoker is accordingly figured 

not as Anglo-Irish, as a member of a class, then, but as 'interethnic Anglo-Celt 

and hence a member of a conquering and a conquered race, a ruling and subject 

people, an imperial and occupied nation,?8 It is this 'metrocolonial condition, of 

which Stoker's subject position is an extreme and therefore exemplary case [ ... ] 

,.j Joseph Valente, Dracula's Crypt: Bram Stoker, /rishness and the Question of Blood (Chicago: 

University of Illinois Press, 2002). 
25 Ibid, p. 2. 
,6 Ibid, p. 3. 
27 Ibid. 
28 Ibid, p. 4. 
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an uneasy social and psychic space between authority, agency, and legitimacy on 

one side, and abjection, heteronomy, and hybridity on the other', that Valente 

sees as manifest in Dracula, where 'every prominent Irish motif [ ... ] splits 

internally along metrocolonial fault lines [ ... ] and shivers into opposed yet 

overlapping ethnic significations, class associations, partisan connotations, and 

sectarian resources' .29 

Valente's 'manifold logics' that he sees as present in the text are not an 

obstacle to critically deriving meaning within an Irish context, but rather, like the 

vampire himself and as this work has stated from the outset, part of the intrinsic 

meaning of the novel itself. In a by now familiar contention, an (Anglo-) Irish 

interpretation of the text is rendered as inseparable from Stoker's own conflicted 

sense of national self, an assertion that fully coincides with my own arguments 

regarding the text. However, in relation to the Anglo-Irish positioning of the 

author, Valente argues that Stoker is 'a highly improbable conduit for the cultural 

fantasies of the ruling groups, according to the criteria of the very identity 

politics that would undermine such an analysis', and that he, 'cannot be said to 

have met those criteria with respect to any clearly and closely demarcated social 

constituency of his time,.3o Conversely, this thesis has argued at length that in 

considering questions of national affiliation, the individual and the community 

are engaged in a dialogue with each other. To divide Stoker from the class he is 

born into, to render him instead as a highly individualised exception is to entirely 

miss the complexity of specifically Anglo-Irish identity concerns in latter-day 

Victorian Ireland. To remove Dracula from the context of Anglo-Irish anxieties 

as a whole, particularly when I argue that it has so much to say about how this 

class perceived itself and its own reality at the jin-de-siecle, seems to me to be 

unwise, for to make the case for Stoker's uniqueness apart from his country and 

class is to eliminate him and his work from a convention of writing, a 

progression of work, as we have seen, which this thesis firmly situates it within. 

Such assertions overlook the fact that the Anglo-Irish Ascendancy as a class was 

equally as fragmented as the way Valente here positions Stoker, and moreover, 

disregard the difficulties that Valente perceives in Stoker's own self-construction 

in the period in fact reinforce not refute his membership of such a social 

29 Ibid. p. 5. 
30 Ibid, p. 9. 
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grouping. If anything, Valente's work makes an even more compelling case for 

thinking about Stoker as a specifically Anglo-Irish writer and the need for his 

inclusion in any discussion of Anglo-Irish communal concerns in text. 

As will by now be clearly apparent from the chapters leading up to this 

one, in opening up Dracula to what I believe to be the fullest and most 

illuminating reading the Irish School can offer, in constructing the text as an 

autobiographical rendering of Stoker's own conflicted national condition as 

Anglo-Irish writer, my own analysis focuses on the inherent similarities between 

Stoker, both as a member of a community and as an individual, and the vampire 

that he creates and reads in the novel a very specific kind of national self. The 

Irish School's field of scholarship was undoubtedly groundbreaking in that it 

proposed, in many ways, an entirely new tradition of nationally-focused analysis 

in relation to Dracula, and of course it is a tradition that my own work, and the 

explorations of this thesis as whole are in this sense significantly indebted to. But 

while the readings hitherto examined are undoubtedly productive and important, 

and while any interpretation of the Irish aspects of the novel that fails to address 

the textual symbols and parallels pointed out by these scholars would be a 

superficial one indeed, my own work represents a significant departure from 

established practice on a number of crucial levels. 

As stated in the Introduction, it is my contention that an (Anglo-) Irish 

reading of Dracula does not need to be grounded in Ireland itself to be valid or 

successful. My main problem with the findings of the Irish School to date is 

simply that everyone of the critics hitherto explored roots their analysis within a 

domestic Irish context. An 'Irish' reading of the text unequivocally equates to an 

Irish setting for these scholars; the politics and pressing social issues of Ireland in 

the latter-half of the Victorian period must be manifest for an Irish interpretation 

to be considered justifiable. And so, as already stated, the wilds of Transylvania 

become rural Ireland, the Romanian peasantry becomes the Catholic Irish 

tenantry and Castle Dracula itself assumes the often castellated structure of the 

Ascendancy Big House. Dracula himself becomes one of a variety of things 

depending on who you read, but despite fluctuating between numerous 

possibilities he is always ultimately tagged as a player in the internal Irish 

landscape of the latter 1800s, figured by many of the critics thus far discussed as 

an Anglo-Irish landlord, sucking the life-force (or blood) from his tenants by the 

211 



practices of rack-renting and absenteeism. There is no sense in any of the critical 

opinions advanced, varied though they undoubtedly are, that the automatic 

placing of the novel within late Victorian Ireland is in any way problematic or 

limiting. An (Anglo-) Irish reading of Dracula therefore equates to an Irish 

Dracula. And yet, as has already been established, an Anglo-Irish reading of 

Dracula does not necessarily need to be rooted in this setting for the simple 

reason that Stoker, unlike Maturin or Le Fanu or any other Anglo-Irish writer to 

whom he may be compared, did not live all of his life in Ireland alone or engage 

solely with the domestic Irish environment, on either a physical or an ideological 

level. We know that Stoker's Irish background is undoubtedly important; this 

work has already stressed the foundational importance of the author's formative 

years spent within the sphere of middle-class Ascendancy Dublin, and as such 

their influence on Dracula is unquestionably an important one. However, we also 

know that Stoker did not truly achieve success as a writer until after he had left 

Ireland for the opportunities offered by the metropolitan landscape in the late 

1870s, and it is the sense of cultural hybridity, of embodying an intermixing of 

identities highlighted by Stoker's own experiences in London in the late 

nineteenth century that is such a fundamental aspect of his own writing and 

literary creation. With this in mind, an Anglo-Irish reading of Dracula therefore 

equates to an Anglo-Irish London Dracula. 

Dracula therefore represents Stoker, and Stoker himself gives rise to 

Dracula and Dracula as constructed. The shapeless, indeterminate vampire 

Count that subverts markers of identity of all kinds, national, social and sexual, is 

in fact a profound, symbiotic and sustained literary vehicle for the textual 

articulation of his creator's deeply conflicted sense of national self, and it is this 

positive identification between the vampire and author, between Dracula and 

Stoker, and rooted in a British and not an Irish landscape that forms the missing 

link in the analysis of the Irish School. Stoker the man, Stoker the emigrant and 

Stoker the writer sits at the core of this research, the author himself forming the 

crux of any Irish, or more accurately, any Anglo-Irish reading of Dracula in an 

exercise of imaginative autobiography. Of course, as in any discussions of 

autobiographical texts, of the chronicling of a life through the literary form, it is 

the individual that comes under the closest scrutiny. This chapter therefore 

examines Stoker in this regard, exploring Stoker's life as presented both in his 
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period and ever since then by his various biographers. It also examines Stoker's 

own engagement with constructions of an explicitly national selfuood, through 

an assessment of his biographical work detailing the life and times of Henry 

Irving. It is therefore to Stoker that this chapter now turns, for before it can 

properly confront the question of an Anglo-Irish reading of Dracula as a writing 

of Stoker's own self, it must first attempt to penetrate to the heart of the elusive 

and enigmatic figure of Bram Stoker himself And this, as we have already noted 

in the Introduction and as Stoker's many biographers will testify, is something 

that is rather difficult to do. 

II 

The Introduction and previous chapters have already sketched all that can 

be said with confidence about Stoker's life, for despite the availability of such 

fixed information as the date of his birth, his familial circumstances, his 

education and early career, despite the fact that the circumstances of his move to 

London and the fact that he worked closely with one of the most famous and 

recognisable figures in late Victorian society are widely known, ultimately 

surprisingly little can be readily discerned about the intimate realities of the man 

who was Bram Stoker. What is missing is detail and despite the best efforts of at 

least four dedicated biographers, these particulars of Stoker's life, his personal 

sphere, his innermost thoughts and opinions, and even the true circumstances of 

his death, remain contested and elusive.3l In our own time, Stoker exists as a 

shade; his image is at the mercy of the narratives woven out of a few threads of 

fact and much necessary embellishment. The myths that have grown up around 

31 There have been numerous biographies of Stoker over the years, each with their own take on 
Stoker's life-story, and starting with Harry Ludlum's A Biography of Dracula: The Life Story of 
Bram Stoker (London: Foulsham, 1962), completed with input from Stoker's son Noel. It doesn't 
quite function as a piece of impartial scholarship but it does have the advantage of offering 
personal insights and anecdotes perhaps unavailable to external researchers. It was followed by 
Daniel Farson's The Man Who Wrote Dracula: A Biography of Bram Stoker (London: Joseph, 
1975), a text notable (and controversial) because of Farson's assertion that Stoker died of syphilis, 
a direct result of his apparent liaisons with prostitutes. Phyllis A. Roth's study, Bram Stoker 
(Boston: Twayne, 1982) followed a few years later and is heavily indebted to 
psychoanalysis. The most recent Stoker biographies are Barbara Belford, Bram Stoker: A 
Biography of the Author of Dracula (London: Orion, 1997), Paul Murray, From the Shadow of 
Dracula. A Life of Bram Stoker (London: Jonathan Cape, 2004), and Lisa Hopkins, Bram Stoker: 
.. , Literary Life (Basingstoke: Palgrave Macmillan, 2007). 
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Stoker since his death are in many ways fuelled by his own sense of privacy; by 

his own admission he was of a highly secretive nature. He left behind very little 

insights into his own view of his world or the people in it, himself included, 

which is why the discovery of Stoker's' lost journal' discussed in the 

Introduction was such a coup for Stoker studies.32 If one travels to visit Stoker's 

grave at Golders Green Crematorium in north London, one simply finds an urn 

inscribed with his name and the dates of his birth and death, along with those of 

his son Noel, which were added later. There is no indication here of the man 

behind the name. No information is provided on Stoker's career, on his 

nationality or on his role as a writer. Ironically, Stoker's most ostensibly 

autobiographical piece of writing, Personal Reminiscences of Henry Irving, 

(1906), is one that is primarily dedicated to the life of his employer and it 

conceals as much as it reveals, though more of this later.33 Moreover, as 

discussed in the Introduction, as Stoker's vampire celebrity has moved into the 

very heart of our popular consciousness, Stoker himself is all but eclipsed by his 

own creation, and Daniel Farson is largely correct when he proclaims that, 'in 

acclaiming Dracula we have forgotten Stoker' .34 But in order to argue that 

Stoker and his vampire are essentially one in the same, that it is Stoker's life in 

totality, his experiences and especially his move to the metropolis and 

subsequent life there, that irrevocably shape his literary vampire as written, it is 

first necessary to tum to external perceptions of the author, communicated by 

those who knew him and those who knew of him. In particular, references to 

national construction and national identification for Stoker as he lived his life in 

the capital in the period must be explored. 

Barbara Belford characterises Stoker as 'the Anglo-Irish outsider, a 

dreamy romantic who attained a level of personal friendship with the English 

establishment but is remembered only as Henry Irving's factotum' .35 This 

sentiment is evident nowhere so much as in the obituary notices that ran on the 

news of Stoker's death in 1912. Indeed, the first sentence of the notice in The 

Times on 220d April of that year reads as follows: 'The death took place at 26, St. 

J2 Bram Stoker, Bram Stoker 's Notes for Dracula: A Facsimile Edition, ann. and transcr. by 
Robert Eighteen-Bisang and Elizabeth Miller (Jefferson: MacFarland & Company, 2008). 
JJ Bram Stoker, Personal Reminiscences of Henry Irving, 2 vols (London: Heineman, \906). 

H Farson. p. 172. 
J5 Belford. p. xi. 
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George's-square, S.W., on Saturday evening, after a long illness, of Mr. Bram 

Stoker, who for nearly 30 years was the intimate friend of Sir Henry Irving' .36 

From this writer's perspective, Stoker was known primarily as a friend and 

employee of Irving's, rather than as a recognisable figure in his own right, a 

sentiment echoed by Stoker's own friend Hall Caine, who, 'expressed the 

thoughts of many when he suggested that if Stoker were remembered at all 

(which seemed unlikely) it would be solely for his intense relationship' with the 

actor, 'which comprised "his whole life", rather than for any important literary 

endeavours' .37 And while the obituary goes on to detail some of Stoker's early 

life and education in Dublin, as well as Stoker's fledging career as a journalist, it 

is again Irving's presence that is given primary importance here: 

How long he would have been content to play these humble, though 
miscellaneous, parts is impossible to say; but in 1876 or thereabouts he 
first came into contact with Henry Irving, and two years later he had 
permanently thrown in his lot with him as his manager and confidential 
secretary, and he remained with him until the end.

38 

The vast majority of the rest of the notice paints Stoker as a 'confidential friend 

and right-hand man' of Irving and a loyal friend of 'enduring spirits' .39 Stoker's 

other identities as Anglo-Irishman and writer are relegated to second place 

behind his role as manager of the Lyceum and 'jidus Achates' to Irving.4o What 

reference there is to Stoker as an author is as follows: 

A fluent and flamboyant writer, with a manner and mannerisms which 
faithfully reflected the mind which moved the pen, Stoker managed to 
find time, amid much arduous and distracting work, to write a good deal. 
He was the master of a particularly lurid and creepy kind of fiction, 
represented by 'Dracula' and other novels; he had also essayed musical 
comedy, and had of late years resumed his old connexion to journalism. 
But his chief literary memorial will be his Reminiscences of Irving, a 
book which [ ... ] cannot but remain a valuable record of the workings of 
genius as they appeared to his devoted associate and admirer.41 

Irving then, eclipses Stoker and his individual achievements in his period. In 

terms of his profession, he was regarded primarily as Irving's manager rather 

than as a prolific, much less, talented writer, and even in the realm of Stoker's 

36 The Times, Monday, Apr 22, 1912, p. 15. 
37 Maunder, p. 1. 
38 The Times, Apr 22,1912. 
39 Ibid. 
40 Ibid. 
41 Ibid. 
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literary output, aside from references to some 'lurid' fiction, the Anglo-Irish 

emigre writer is defined almost solely by his relationship to his far more famous 

employer, a trend that is also clearly visible in many of Stoker's other obituaries. 

The New York Times entry from 23 April 1912, for example, opens with the 

statement that 'Bram Stoker, author, theatrical manager, close friend and adviser 

of the late Sir Henry Irving, died in London last Sunday. For twenty-seven years 

he was business manager for the famous English actor, in charge of the Lyceum 

theatre during Irving's tenancy of that house.' The rest of the article echoes the 

pattern sketched out in The Times by detailing Stoker's relationship with Irving 

first and then later listing the texts Stoker produced as a writer. Unsurprisingly, 

Personal Reminiscences of Henry Irving again here takes top billing.42 

This association with Irving sometimes leaves Stoker's own identity, as 

perceived by others, coming off the worse, as is the case with the following 

extract, written by an unnamed American journalist during the Lyceum 

Company's tour of the United States in 1885: 

We are told of ' an individual who called himselfBram Stoker [ ... ] who 
seems to occupy some anomalous position between secretary and valet, 
whose manifest duties are to see that there is mustard in the sandwiches 
and to take the dogs out for a run; and who unites in his own person every 
vulgarity of the English-speaking race' .43 

In this construction, then, Stoker is regarded as a menial dogsbody, a member of 

the travelling troupe who performs the most basic and undignified tasks, in other 

words, not much better than a servant. The last phrase of the outburst, however, 

is a particularly significant one in that it specifically evokes the issue of Stoker's 

own national affiliations. Exactly what is meant by 'the English-speaking race' 

here is unclear. Is the reporter referring to what he perceives as Stoker's 

Englishness or could it be that the 'English-speaking race' to which he refers is 

in fact the (Anglo-) Irish? Of course, it could merely mean that the writer here 

means to allude to the entirety of the English-speaking world, but nevertheless, 

there is still a marked reference to the question of Stoker's nationality. externally 

constructed to reflect in an emphatically negative and derogatory manner on 

Stoker himself. It is not the first time that the question of Stoker's nationality or 

42 'Bram Stoker' The New York Times, 23rd April, 1912. See also Bram Stoker' British Weekly 25 
April 1912, 'Bram Stoker' Daily Telegraph 23 April 1912 and 'Mr Bram Stoker' Irish Times, 23 

April 1912. 
43 Quoted in Farson, p. 79. 
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national affiliation is raised in relation to perceptions of his character in the 

period. In a letter to his wife, dated 17th March, 1885, the American, Louis 

Frederick Austin, who worked with the Lyceum Company during their U.S. tour 

of the same year, had this to say about Irving's manager: 'I would rather live in a 

garret than fawn upon people as Stoker does for the sake of sticking my legs 

under the mahogany' .44 In his assertion that Stoker, 'will go about London next 

season blarneying of his literary labours for Irving', the image presented of the 

Anglo-Irishman is one of an insincere social climber who resorts to hollow 

flattery in an attempt to secure his own unfounded social position.45 It is an 

assessment that is to reappear in Laurence Irving's biography of his grandfather, 

Henry Irving: The Actor and His World (1951), where Stoker is negatively 

characterised as, 'inflated with literary and athletic pretensions', but far more 

importantly, as an individual who 'worshipped Irving with all the sentimental 

idolatry of which an Irishman is capable, revelling in the patronage which, as 

Irving's manager, was at his disposal, and in the opportunities which his position 

gave him to rub shoulders with the great' .46 Significantly, Irving also denounces 

Stoker as 'well-intentioned, vain, impulsive' and crucially, 'inclined to 

blarneying flattery' .47 

What is especially important in Austin and Irving's depictions of Stoker 

is not necessarily the damaging depictions of Stoker in and ofthemselves, for 

while these are undoubtedly interesting to any investigation of the authorial life 

as lived, as indeed they are to this thesis, it is rather the close relationship 

between such constructions to questions of Stoker's national positioning, that 

truly concerns us here. The phrase 'blarneying', in both instances, is 

indisputably an allusion to Stoker's (Anglo-) Irish background, and in both cases 

it is also used in an undeniably negative sense. Such references in their animosity 

toward their subject draw on the gamut of negative national stereotypes as 

encountered in Chapter Three, with the most dangerous aspect of the middle­

class Anglo-Irish parvenu being precisely his ability to integrate, to infiltrate 

through to positions that would never have been open to his largely Catholic and 

14 Ibid, p. 86. 
~, Ibid, p. 87. 
46 Laurence Irving, Henrl' Irving: The Actor and His World (London: Faber and Faber, 1951), p. 

453. 
47 Ibid. 
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poverty-stricken counterparts. Both Austin and Irving explicitly discuss Stoker's 

incorporation into London society, and their shared view of him as a ruthless 

social climber, keen to get his feet under the table, as it were, speaks to fears 

attached to this assimilated nature of the Anglo-Irishman in the capital in the 

period, the same assimilation that proves so dangerous when employed by the 

vampire in Dracula. In Stoker's capacity as Lyceum manager, he cultivated the 

acquaintance of some of London's most influential figures, with Andrew 

Maunder stressing his integration into middle-class London society as 'well­

known man about town, doyen of the male world of Victorian clubland,.48 

Laurence Irving is right, then, in his estimation of Stoker's ability to 'rub 

shoulders with the great', an ability both he and Austin explicitly link with 

Stoker's Irish, or as I argue, Anglo-Irish heritage. 

As regarded by others, then, Stoker, when he was recognised as Other, 

was recognised as Irish Other. And while not all depictions of Stoker are as 

negative as those just examined, it must be said that opinions of Stoker that make 

explicit reference to his nationality in a positive manner outside of Ireland itself 

are far less easy to come by. Upon his death, the Irish Times claimed him as 'an 

Irishman of the best type,49 which is unsurprising, but it is in Walt Whitman's 

descriptions of Stoker as 'fresh, breezy, Irish', that there manifests a different 

and more affirmative rendering of Stoker's national identity, equated as it is for 

Whitman with health and masculine vitality. 50 Finally, there are also certain 

discussions of Stoker's Irish identity that position it as neither a positive or 

negative attribute, but instead see it as an integral part of Stoker's own ambiguity. 

Daniel Farson recalls a conversation with a woman named Mrs Cruikshank, who 

knew the Stokers personally, on the question of Stoker's accent: 'When I asked 

[ ... ] if he spoke with an Irish accent, she said it was mild, "except on occasions 

when he was having an argument with someone, and then he spoke with a very 

strong Irish accent".,51 There is more than an element here of the internal double 

last seen in our discussions of the literary vampire, of a being who could pass as 

insider whilst concealing the fact that he was in fact, outsider, except for in times 

of stress when he revealed himself for what he really was, which is especially 

48 Maunder, p. \2 and p. IS. 
49 Ibid,p.15. 
50 Walt Whitman about Stoker, quoted in Belford, p. 45. 
51 Farson, p. 232. 
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important. The theme is continued in another Farson anecdote where he writes of 

hearing 'of one elderly woman who knew Florence and said that she used to be 

terrified when Bram wrote his horror novels because he "became" the personality 

he was writing about and behaved very strangely at home', an intriguing trait 

especially when considered alongside the fluctuating identities of Dracula.52 

Whether seen in positive or negative terms, then, Stoker's integrative ability so 

associated in these external perceptions with the question of his national identity 

is much commented on by his admirers and detractors alike. The latter, for their 

part, see this as a form of threat, distinct from the more obvious dangers posed by 

the Irish residuum to be sure, but a tangible threat nonetheless, and often all the 

more potent because of its insidious nature. And crucially linked to this ability to 

'pass' is not just Stoker's status as hybrid Anglo-Irishman but also his role as a 

writer. With this in mind, Austin's assertion that Stoker would use his connection 

with Irving to boast of his' literary endeavours', makes a greater degree of sense. 

For this American, the act of writing is but another, if particularly objectionable, 

example of Stoker's unjustly incorporated position in metropolitan society, an 

integration that is explicitly associated with the insidious nature of his nationality 

as perceived by others. It is a threat that is to be recognised and guarded against. 

If Stoker is integrated into social structures of the fin- de- siecle 

metropolis, he is also very much a part of the specifically Anglo-Irish community 

of London, and particularly well connected to other Protestant Ascendancy 

writers living and working in the city. We have already mentioned the fact that 

Stoker knew the Wildes in Dublin. What needs to be added at this juncture is a 

continuation of this acquaintance in London with Wilde a regular visitor at the 

Lyceum. Belford, Farson and others recount an anecdote of how when Florence 

Stoker was making her stage debut at the Lyceum as a member of a chorus, 

Wilde sent his erstwhile love interest flowers through the intermediary of the 

Lyceum's leading lady Ellen Terry.53 Shaw too, while working as a theatre critic, 

made frequent trips to the Lyceum to see Irving play, and Jack B. Yeats, brother 

to the poet William, painted Henry Irving's portrait. But more than this, Stoker, 

as well as Shaw, Yeats, and for a time Oscar, Willie and Lady Wilde, were all 

members of the Irish Literary Society, an association founded in London in 1892, 

S2lbid. 
s'Selford,p.135. 
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with the explicit intent, 'To promote the study of the Irish Language and 

Literature, Art and Music, History and Economics, and to provide a common 

meeting ground for Irishmen and Irishwomen, irrespective of creed or politics.' 54 

And it is Stoker's membership of such an organisation that provides us with our 

greatest indication yet of how he perceived of himself and his own national 

identity in London in our period. 

Stoker it seems joined the I.L.S. at its inception, for he is listed as an 

'Original Member' on the roll call of 1900, along with Charles Gavan Duffy, the 

M.P. T.P. O'Connor, Yeats, and the poet's great love interest, Maud Gonne. As a, 

'highl y popular centre of literary and social intercourse for the Irish in London', 

then, the I.L.S, with its meetings, lectures, society headquarters, and attendant 

publication, The Irish Literary Society Gazette, sought to encourage: 

All that is best in Irish literary, artistic and musical London may be said 
to be represented in the Irish Literary Society; we have amongst us poets, 
musicians, critics, historians, dreamers and practical men [ ... ] On our 
death-roll are the names of men and women who have helped to re-create 
what is best in the Ireland ofto-day, on our roll of the living are many 
who are shaping the Ireland of the future. 55 

Despite its ostensibly non-political stance, it is nevertheless implicated in the 

various discourses surrounding the Irish Question in late-nineteenth century 

Britain, most especially in its determined rehabilitation of the standing of the 

Irish national character. In a report on the organisation's programme oflrish 

history lectures, for example, reported on in the Gazette, we find that these were 

designed to combat the common supposition, 'by Englishmen, that till they 

brought over laws and social institutions, the Irish were sunk in barbarism'. 56 The 

article goes on to assert that, 'nothing is more difficult than to convince English 

people of the perfect and elaborate system of laws which governed the "mere 

Irish",.57 Similarly, the I.L.S.' series of talks on Irish music were deemed 

necessary lest, 'our English musical friends never forget that Irish missionaries 

54 The majority of primary source material pertaining to the Irish Literary Society of London, its 
manifesto, members and activities, is now lost, but most of what does remain is housed at Special 
Collections, Boole Library, University College Cork. All subsequent references in this thesis to 
material pertaining to the l.L.S. or Stoker's involvement therein are to this collection. There is 
also some relevant material currently held at the National Library ofIreland, Dublin. 
55 SOllvenir Programme of the Coming of Age of the Irish Literary Society of London, 1892-1913 
(Edinburgh: Edinburgh University Press, 1913). 
56 Irish Literary Society Gazette, Vol. 4: 1 (June, 1899), p. 8. 
57 1bid. 
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inaugurated plain-song at Lindisfarne, Durham, Lichfield, Malmesbury, Suffolk, 

Cornwall, and Glastonbury; that the Irish of the eleventh century invented the 

"Sonata" fo ,58 Ad' th d' rm . n In case e rea er IS left in any doubt as to the importance 

of such a statement, we are reminded that, 'If ever a nation should be proud of its 

musical history, then, indeed, Ireland's claim to pre-eminence is beyond all 

compare.'59 Indeed, ifthere was ever any doubt as to the nationalist mission of 

the I.L.S. then we need only to tum to Charles Gavan Duffy's inaugural speech 

of 1893 and his hope to 

make of our Celtic people all they are fit to become-to increase 
knowledge among them, and lay its foundations deep and sure, to 
strengthen their convictions and enlarge their horizon; and to tend the 
flame of national pride, which, with sincerity of purpose and fervour of 
soul, constitute the motive power of our great enterprises. 6o 

In terms ofliterary endeavours too, the I.L.S. had this to say about the writing of 

texts: 

For to-day our faces are turned in the only natural direction; we are 
looking to Ireland itself for stimulus; to Ireland's history and language; to 
her old association and her ancient literature. With so true a support, with 
a stimulus at once so natural and fresh, we may surely hope that the living 
impulse in Ireland to-day may yet clothe itself in forms peculiarly her 
own, that will renew her youth and restore her to her old place among the 
nations.61 

It is against the backdrop of such rhetoric, then, that we must consider Stoker, 

something that previous scholarship of the author's biography has almost wholly 

neglected. 62 For while Stoker does not seem to have been as active a member as 

some of his fellow compatriots, it is true, his recurring membership of a society 

that sought to provide a community of Irish and Anglo-Irish writers and others 

living and working in London, and that defined Irish literature as literature about 

58 Irish Literary Society Gazelle, Vol. 7: 1 (March, 1900), p. 6. 
59 Ibid. 
60 Quoted in 'Souvenir Programme of the Coming of Age of the Irish Literary Society of London, 
/892-/913, Special Collections, Boole Library, VCC, p. 3. 
61 Irish Literary Society Gazette, Vol. 10: I (March, 1901), p. 9. 
62 Stoker'S membership of the I.L.S. is rarely mentioned by his various biographers, and ifit is it 
is never presented as in any way noteworthy. However, while we do not have any evidence to 
suggest that the novelist played an active role in the society's business, the Irish Literary Society, 
London: list of members, associates and honorary members 1900 (London: The Women's 
Printing Society, 1900), lists Stoker as an original member who renewed his subscription every 
year from 1892 until that date at least. Given what is known of the I.L.S.'s often overtly 
nationalistic agenda, Stoker's sustained membership of such an organisation must be a 
fundamental element in any study that seeks to explore Stoker's own sense of national self in 
turn-of-the-century London as this one does. 
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Ireland, itself tells us a great deal about this Anglo-Irish immigrant's national 

affiliations and the relationship these have to his sense of himself as a writer. It is 

in Stoker as a writer, after all, that thesis is ultimately concerned and so we now 

must tum to Stoker's own perceptions and constructions of himself in his own 

words and manifested through his writing to examine what insights we can glean 

from the national identity question as discussed by the writer himself and the 

impact any such observations might have on our reading of Dracula as 

imaginative autobiography in our next chapter. 

III 

This chapter has already mentioned at length the difficulty faced by many 

of Stoker's biographers in constructing a cohesive narrative of his life and self 

out of such little raw material, so few primary sources available. For while 

Stoker kept diaries, wrote correspondence, albeit chiefly on Lyceum business, 

and made working notes of his projects, most notably Dracula, as is to be 

expected given the period and context in which these were written, they 

ultimately offer little in the way of insight into Stoker's inner reality, his thoughts 

about himself, his personal life, and his view of his place in the society and 

culture in which he lived. 63 Readings of Dracula aside, then, the closest thing 

researchers have to traditional autobiographical information comes from asides 

or digressions in Stoker's non-fictional writings, most famously including the 

aforementioned Personal Reminiscences of Henry Irving, where Stoker deviates 

from his discussions of Irving'S story for a moment to supply some information 

about himself and his own opinions. In addition to this, there are also some 

lectures and non-fictional prose to draw from and it is to these that I wish to tum 

for a moment. For, moving to examine Stoker's introduction to the history and 

culture of the United States entitled A Glimpse of America and published in 1885 

to coincide with the transatlantic Lyceum tour, interestingly enough, it is this text 

that give us our first reference by Stoker to questions of his own nationality, 

selthood and his own view of his place amongst these textual formations. 

63 See Eighteen-Bisang and Miller. 
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It is during a discussion of the differences between the United Kingdom 

and the United States that Stoker himself first makes explicit mention of the 

question of national affiliation, writing that: 

We Londoners have opportunities of witnessing, in our own daily life, the 
whole scheme of human existence. We have points of contact with as 
high a civilisation as the earth affords; and also, I fear, with here and 
there, as complete a system of savagery as distinguished those aborigines 
who won a place in history by resting on the outside of Captain Cook. 64 

The allusion here to 'we Londoners,' is one that is underlined by Stoker's later 

declaration that he, 'often felt chagrin at the thought that we English can never 

repay in any similar way this expression of American hospitality' .65 Such 

utterances would seem to position Stoker as 'English' then, as a Londoner who 

felt himself at home enough in the metropolis to appreciate the internalised 

duality of the capital in the period, and, moreover, to offer a critique of it in 

comparison to the American cities he visited. But as will soon become apparent, 

it is not quite as simple as that. 

In Personal Reminiscences, and amidst the often hagiographic depictions 

of Irving's life and career, Stoker recounts the story of how he himself cultivated 

a strong friendship with Alfred Lord Tennyson, then in his twilight years and 

ailing, visiting the poet at his home regularly to discuss poetry, politics and the 

act of writing. According to Stoker's narration, he was conversing with 

Tennyson one day when he was asked by the poet laureate, "'Are you Irish?" 

When I told him I was he said very sweetly: "You must forgive me. If I had 

known that I would not have said anything that seemed to belittle Ireland'" , (Vol. 

1, p. 231). Tennyson's apparent ignorance here of Stoker's own nationality 

would seem to fit the pattern already noted of Stoker apparently identifying as 

English, of keeping his national heritage secret and undisclosed, of succeeding in 

'passing', of concealing his Otherness in another's eyes. And yet, for all that 

there is of course an element of covert self-promotion at work here that is firmly 

tied to issues of national representation. By including such a story in his 

biography of Irving, Stoker is here quietly affirming, but affirming nonetheless, 

the (Anglo-) Irish elements of his own national characterisation. Furthermore, by 

64 Quoted in Farson, p. 72. 
65 Ibid, p. 76. My emphasis. 
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choosing such a well-respected, establishment figure to couch his story of 

national representation and to suggest that ifhe had known the reality of Stoker's 

own nationality he would not have spoken about the Irish situation in negative 

terms, Stoker is textually presenting himself as the reasonable, moderate and 

positively rendered Anglo-Irishman, and all the while subtly refuting the 

negative reputation of Ireland through his writing, a process already seen again 

and again in The Snake's Pass and The Primrose Path, in a concentrated act of 

national rehabilitation. 

It is Watson that argues that at the close of the nineteenth-century that 

'Irish [writers] finally took possession of the stereotype, modified the Celt into 

the Gael, and began that new interpretation of themselves' .66 Such assertions are 

useful when discussing Stoker because this is not the only time that constructions 

of the Irish national character and its alliance in the popular perception with 

violence and negative stereotypes find their way into Stoker's non-fiction. Again 

in Personal Reminiscences, he describes how at the height of the Land War he 

used to often talk to Gladstone of political matters, and to this end, shortly after 

the publication of The Snake's Pass, he presented the prime minister with a copy 

(Vol. 2, p. 27). Gladstone later commended Stoker on the text, something that 

Stoker recalls with an obvious pride: 'Possibly it was that as Mr. Gladstone was 

then full of Irish matters my book, being of Ireland and dealing with Irish ways 

and specially of a case of oppression by a "gombeen" man under a loan secured 

as land, interested him for he had evidently read it carefully' (Vol. 2, p. 29). 

There is not a little self-promotion in the recounting of an anecdote that shows 

him to be on such intimate terms with the prime minister moreover one that 

shows Gladstone read and enjoyed Stoker's first novel proper. But more than this, 

in describing his giving Gladstone his novel, a novel rooted in 'Irish matters', 

Stoker is here drawing our attention to his own national identity in his writing; by 

textually highlighting his own claim to expertise in the area, he is here affirming 

his own status as Anglo-Irishman presenting his own view of the Irish situation 

in fiction as seen through the eyes of a self-acknowledged insider. He is here 

bringing together his national heritage with his role as a writer. 

66 Watson, pp. 12-13. 
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Knowing that The Snake's Pass could count the British prime minister as 

part of its readership was undoubtedly gratifying for Stoker, underlining as it 

does one of the main reasons Stoker gives in the memoirs for moving to London; 

that of realising his literary ambitions in a thriving marketplace replete with 

many more opportunities than would have presented themselves within a 

domestic Irish context. Indeed, in a conversation with James Knowles, editor of 

The Nineteenth Century, Stoker was asked why a move to London was necessary, 

'Could you not write, to me for instance, from Dublin?' (Vol. 1, p. 46). Stoker in 

response stated, 'Oh! Yes I could write well enough, but I have known that game 

for some time. I know the joy of the waste-paper basket and the manuscript 

returned unread' (Vol. 1, p. 46). The most significant aspect of the above 

conversation lies, however, in Stoker's counter question to Knowles, '''You are, 

if I mistake not, a Scotchman [ ... ] And yet you came to London. You have not 

done badly either, I understand! Why did you come?''' (Vol. 1, p. 46). It is clear 

that Stoker sees certain parallels between his own and Knowles' statuses as 

Celtic outsiders possessed of the desire to live successfully in London. But more 

than this, the extract speaks to Stoker's desire to successfully advance his long­

standing ambition to make it as a writer. The story of Stoker's' Irish novel', as 

read by Gladstone, then, speaks directly to this wish, to advancement and 

integration into society, to an accepted and assimilated sense of selfuood, 

something that could be achieved through the process of textual creation. 

In truth, explorations of national identity are never far from Stoker's own 

literary endeavours, charting as they do the core reality for the Anglo-Irish writer 

in the metropolis. To this end, there is a story in Personal Reminiscences that 

Stoker tells involving himself, Irving, a policeman, and the controversies 

surrounding Home Rule, and worth quoting at length because of the insights it 

offers into Stoker's creation of the Irish national character in our period and his 

own relationship to it as constructed. Stoker writes about how he and Irving were 

arguing about the merits or otherwise of the Home Rule struggle when out in 

London one day, a not unusual topic for discussion it would seem: 'Those were 

the early days in the Home Rule movement, and as I was a believer in it Irving 

was always chaffing me about it' (Vol. 1, p. 343). As they were conversing, 

Irving spied a policeman coming towards them and hailed the officer to come 

and tell them, as a true, 'Voice of England' what his thoughts on, 'this trouble in 
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Ireland' were. Stoker narrates the policeman's response as thus: "Ah, begob, it's 

all the fault iv the dirty Gover'mint!" He goes on: 

His brogue might have been cut with a hatchet. From his later 
conversation - for of course after that little utterance Irving led him on -
one might have thought that the actor was an ardent and remorseless rebel. 
I came to the conclusion that Home Rule was of little moment to that 
guardian of the law; he was an out and out Fenian (Vol. 1, p. 344). 

This policeman, like Stoker, has come from Ireland, an outsider in London who 

nevertheless has managed to 'pass' as a native to an actual insider like Irving. 

Indeed, in his capacity as constable he is entrusted with the very preser,'ation of 

law and order in the capital, showing the extent to which he has infiltrated 

metropolitan structures. And yet, this particular policeman, by the sentiments he 

expresses, is not so much a mere supporter of the Home Rule initiative, but, as 

Stoker puts it, 'an out and out Fenian' , a member of that class of Irish republican 

willing to achieve his ends through violence and terrorism against the British 

state that we encountered in Punch in Chapter Three. He, like Stoker, is an 

internalised double. His integration into London life is complete, no-one would 

suspect (until he opens his mouth that is), that this policeman is in fact Other, and 

moreover, an Other explicitly allied with a nationally positioned threat by the 

very establishment that employs him. And yet, for all their apparent similarities, 

in his textual reconstruction of the scenario Stoker sets himself apart from his 

fellow countryman, separated from him here by class, political conviction and an 

obvious signifier of an Irish nationality; a thick brogue that Stoker writes 

phonetically for this 'Voice of England', but which he does not apply to himself. 

In fact, he positions himself alongside Irving in regarding the policeman and his 

emphatic denouncement of government policy in Ireland with bemused 

detachment. It would seem, therefore, that Stoker ultimately reinforces negative 

stereotypes regarding the Irish threat for Britain, especially the evocation of 

Fenianism, in his portrayal of the Irish policeman in the capital. 

There is much of the same narrative distancing at work in an earlier 

evocation of the Irish, this time within Ireland itself, in this text with Stoker's 

recollection of a time walking through the Phoenix Park in Dublin with Irving 

when they came across a wrestling match. Again, Stoker here identifies himself 

\vith his friend and against the other participants, distancing himself from his 
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countrymen on the basis of class, and also ethnicity: 'They did not know either of 

us, but they saw we were gentlemen, strangers to themselves, and with the 

universal courtesy of their race put us in front when the ring had been formed' 

(Vol. 1, p. 51). Because of his perceived distance from his subjects on economic, 

social, racial and probably thereby religious grounds, it is unsurprising that 

Stoker would therefore distance himself from this separate 'race' as he terms it. 

However, in almost all other respects, Stoker's depiction of these 'native' Irish 

plays against type. In his discussion of the fight itself, he frequently uses phrases 

such as, 'noble game' (Vol. 1, p. 52), and he is emphatic in his assertion that 

proceedings were 'unquestionably fair' (Vol. 1, p. 52). In fact, Stoker's text 

provides us with nothing but a positive endorsement of the entire experience: 

It was a lesson in fair play which might have shone out conspicuously in 
any part of the civilised world - or the uncivilised either if we do not 
'count the grey barbarian lower than the Christian child'. (Vol. 1, p. 52) 

In stark contrast to the enduringly negative stereotypes in our period of the 

violent, primitive and bestial Irish, this depiction of a boxing match involving 

members of the Irish peasantry is constructed as a model of decorum and civility. 

Stoker emphasises again and again the innate sense of justice of the Irish 

working-classes, of strong and noble moral conviction and of a fair and civilised 

nature. When Irving contributed some money to be used by the competitors as a 

prize for the victor, Stoker is at pains to point to the equal division of this fund 

amongst all of the fighters. The popular British perception of the Irish poor as 

degenerate; violent and morally reprehensible, engaged in terrorism and other 

acts of threat seen on the pages of Punch in previous chapters, is here rewritten 

by Stoker in a wholly positive light. 

Like the subtle recovery of Irish national reputation in the passages 

involving Tennyson and Gladstone, and the more overt example of this in the 

anecdote just discussed, to say nothing of Stoker's first novel The Primrose Path 

discussed in Chapter Three, another important example of the rehabilitation of 

the Irish national character is to be found in the second volume of Stoker's 

memoirs of Irving, this time involving Irving and Ellen Terry, the most popular 

actress of her day. Prefacing the account by stating, 'I belong to a nationality to 

whose children "blarney" is supposed to be a heritage' (Vol. 2, p. 192), Stoker 

goes to recount ho\\'. during the Lyceum tour of the US in 1883, the Attorney 
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General of the United States, Benjamin H. Brewster was so effusive in his praise 

upon meeting Terry in Philadelphia, that he could be accused of precisely this. 

As already seen, the charge of 'blarney' in late-Victorian society was hardly a 

positive one, and on the face of it, the Attorney General, himself 'of an Irish 

family which had sent very prominent men to the Bar' (Vol. 2, p. 193), seems to 

be upholding negative national stereotypes of backwardness and incivility: 'Until 

one knew him and came under the magic of his voice, and tongue, his appearance 

was apt to concern one over-much. He was quaint in his dress, wearing frills on 

shirt-front and cuffs.' (Vol. 2, p. 193). By virtue of his ancestry, at least 

according to Stoker, the Attorney General described here is of Irish origin but 

integrated successfully into American society, to the highest echelons of the 

justice system in this case. Like Stoker, and the London police officer he is also 

houses an internal duality, with his outward appearance no indication of an inner 

reality. The reader is told that at first glance he appears unfashionable and 

'quaint', that his peculiar dress sense may give 'concern'. Crucially however, this 

deceptive appearance belies a gift for oratory that turns the negative 'blarneying 

flattery' that Austin and Laurence Irving so derided in Stoker on its head. For in 

his effusive praise of Ellen Terry, a woman that British and indeed American 

society held in the highest regard, Stoker here transforms the negativity 

associated with Irish 'blarney' into an admirable and affirming character trait: 

'When Ellen Terry had left the room he turned to us and said, with all the 

conviction which makes "blarney" so effective: "What a creature! What a Queen! 

She smote me with the sword of her beauty, and I arose her Knight!'" (Vol. 2, p. 

193). The final thing to note here, of course, is Stoker's textual affirmation of his 

own national identity. In his declaration of, 'I belong to a nationality', Stoker 

here is proclaiming himself as (Anglo-) Irishman through the written word. 

When perceived as Other, perceived as Irish in both the positive and 

negative characterisations of that designation, by those around him and who 

knew him to be so, it remains that for Stoker himself, the issue of national 

affiliation pervades much of his writing. In his own work, in his fiction as we 

have seen, and in his non-fiction, he both distances himself from the undesirable 

elements of the popular perceptions of the Irish race, but also often works to 

recover and redeem the (Anglo-) Irish national reputation in both overt and 

covert ways. Nationality, then, and in particular Irish or Anglo-Irish nationality is 
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a key textual preoccupation for Stoker throughout his oeuvre. As such, his work, 

both fiction and non-fiction is deeply invested in the question of national self­

representation in literature, and of course, no work is as invested in this as 

Dracula and so it is to Dracula we now tum. Dracula as Stoker, Stoker as 

Dracula, true in a way that illuminates for us Stoker as an Anglo-Irish emigrant 

living and working in London, and the perceptions of those around him ofhim in 

the 1890s. 'There but not there, Stoker is now the unseen face in the mirror, the 

soulless invisible man, kin to the eternal outsider: the vampire. ,67 It is this textual 

paralleling that we must now explore. 

67 Belford, p. x. 
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An Anglo-Irish Dracula 

When we first meet the Count upon Harker's arrival in Castle Dracula, 

we are given a detailed physical description by the young solicitor of his strange 

new employer: 

His face was a strong - a very strong-aquiline, with high bridge of the 
thin nose and peculiarly arched nostrils; with lofty domed forehead and 
hair growing scantily round the temples, but profusely elsewhere. His 
eyebrows were very massive, almost meeting over the nose, and with 
bushy hair that seemed to curl in its own profusion. The mouth, so far as I 
could see under the heavy moustache, was fixed and rather cruel-looking, 
with peculiarly sharp white teeth; these protruded over the lips, whose 
remarkable ruddiness showed astonishing vitality in a man of his years. 
For the rest, his ears were pale and at the tops extremely pointed; the chin 
was broad and strong, and the cheeks firm though thin. The general effect 
was one of extraordinary pallor. 1 

In a by-now familiar construction, the vampire as rendered here is described in 

terms of contrasts, uniting in his one person both 'extraordinary pallor' and 

'astonishing vitality'. For of course, it is Dracula's internalised contradiction, his 

fluctuating designation that moves here between youth and age, vigour and decay 

that creates the fluidity so suited to an expression of the Anglo-Irish national 

identity question. In an account steeped in the Victorian pseudo-science of 

physiognomy and thereby designed to alert the reader to the inherent 

untrustworthiness of the character it relates to, the physical characteristics of the 

Count as listed here allude to the association made by Cesare Lombroso amongst 

others between particular physical attributes and a proclivity to degeneracy or 

criminality.2 Dracula's mouth is figured as 'cruel', his teeth are 'peculiarly sharp', 

his eyebrows are 'massive', and his ears are pOinted.3 But more than this, we find 

a whole host of physical characteristics here that simply do not make sense when 

I Bram Stoker, Dracula, ed. by Roger Luckhurst (Oxford: Oxford University Press, 20 II), p. 20. 
2 See Chapter Three 'The (Anglo-) Irishman in the Metropolis', for a discussion of the various 
discourses of degeneration, physiognomy and miscegenation prevalent in the latter part of the 
nineteenth century, with an especial emphasis on the works of Cesare Lombroso and Max Nordau, 
and the relevance of this to the Irish and Anglo-Irish cases. 
3 See Judith Halberstam, 'Technologies of Monstrosity: Bram Stoker's Dracula', Victorian 
Studies, 36:3 (1993), pp. 333-52, for a discussion of the novel that uses the physical description 
of the Count found in the text to explore Dracula's latent views on Jewishness and Jewish bodies. 
Monica Tomaszewska's article, 'Vampirism and the Degeneration of the Imperial Race­
Stoker's Dracula as the Invasive Degenerate Other', Journal of Dracula Studies, 6 (2004), pp. 1-
8, for an approach to the text that is similarly rooted in the Count's physical appearance. 
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viewed together, such as the ruddy vigour of the lips coupled with the paleness of 

the skin, the 'broad and strong' chin juxtaposed with the thin cheeks, the scarcity 

of hair on the head, but the profusion of it in other unspecified areas. For, for all 

the intricacy of such a finely detailed description, what is particularly striking 

about the above passage is in fact the lack of any concrete or reliable infonnation 

it actually provides us with about Dracula himself. For all the indicators that are 

here presented, the inherent contradictions of youth and age and health and 

sickness that Stoker paradoxically unites in one body, make it impossible to fonn 

an accurate or consistent picture of the Count, despite the wealth of data provided; 

as Harker himself proclaims, 'What manner of man is this, or what manner of 

creature is it in the semblance of man?' (p. 35). Rather, the novel actively 

undermines the value of physical description at all by destroying the link 

between bodily signifiers and what they might logically or usually mean in this 

portrayal of Stoker's vampire double, making use of the discourse of 

physiognomy only to show how unworkable it ultimately is. In this most basic of 

ways, the multifarious and unstable nature of Stoker's own sense of national self, 

as Anglo-Irish emigrant writer in London is therefore mapped onto the inherent 

multifarious and unstable nature of this textual vampire. 

This metamorphosing sense of the physical self is also apparent in 

another description Harker gives of the Count, after he has followed him to his 

chamber. The profoundly unsettling scene that confronts him there is presented 

as follows: 

He was either dead or asleep, I could not say which - for the eyes were 
open and stony, but without the glassiness of death - and the cheeks had 
the warmth of life through all their pallor, and the lips were as red as ever. 
But there was no sign of movement, no pulse, no breath, no beating of the 
heart. (p. 48) 

Lying in his coffin and again constructed in inconsistent tenns, the vampire 

represents impossibility, an unfeasible hybrid of binary oppositions united in one 

paradoxically functioning fonn. In a sustained act of textual transference of the 

uncertainty of his own national position, Stoker's description of his central 

character throughout the narrative is not so much misleading, then, as it is 

impossible. As Kathleen L. Spencer argues, 'in creating his vampire Count, 
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Stoker has given to formlessness itself a form of continuing potency,.4 David 

Glover, for his part, argues that 'the Count himself seems to occupy a space that 

is virtually beyond representation, an unmirrorable image, a force able to assume 

a multiplicity of forms, physiognomy's true vanishing point,.5 It is not that the 

impression formed of Dracula is wrong, that it will have to be reassessed later, 

but rather that there is an immense problem forming any sensible impression at 

all, a narrative device that, as we have already seen, stems directly from the 

instability of the authorial national condition. 

Suzanne Nalbantian, in her investigations of fictional life-writing, 

characterises the genre as, 'a mode of cognition and perception', a textual form 

that is born out of an active authorial engagement with the thematic crossovers 

between life as lived and art as created. 6 And, as the investigations of previous 

chapters will attest, in the mapping of Stoker's own conflicted sense of national 

selfhood, as experienced, onto his literary vampire, as textually evoked in 

Dracula, the foundations of a reading of the novel as an imaginative 

autobiography, as a fictional writing of the national self, are therefore established. 

For Dracula as textually constructed emphasises a national identity construction 

in literature that is forever in flux, that cannot be defined, that is always in 

question, and that therefore profoundly resembles the authorial situation of 

Stoker's own conflicted status as national Other in thefin-de-siecle metropolis, 

rendering the paralleling of selfhood between Stoker and Dracula as central to 

Dracula as a literary project. It has already been shown how both the Anglo-Irish 

writer and his varnpiric doppelganger exist on the borders of normative society; 

Stoker by virtue of his national hybridity, a condition heightened and intensified 

by his status as emigrant, and Dracula, in his turn, by virtue of his inherently 

unstable Un-dead state as rendered, a condition that perpetually fluctuates 

between such apparently reliable categorisations as male and female, human and 

animal, alive and dead, Anglo and Irish. It has been shown too the points of the 

text that serve as anchors for such a strand of analysis; the Count's unexpected 

and covert appearance in the heart of London's bustling thoroughfares is one 

~ Kathleen L. Spencer, 'Purity and Danger: Dracula, the Urban Gothic, and the Late-Victorian 
Degeneracy Crisis', ELH, 59: I (1992), 197-225 (p. 221). 
, David G lover, Vampires, Mummies and Liberals: Bram Stoker and the Politics of Popular 
Fiction (Durham and London: Duke, 1996), p. 74. 
6 Suzanne Na1bantian, Aesthetic Autobiography: From Life to Art in Marcel Proust, James Joyce, 
,'irginia Woolf and AIl(/i:~ Nin (Basingstoke: Macmillan, 1994), p. 36. 
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moment that can trace its origins back to Stoker's own personal circumstances as 

immigrant in the turn-of-the-century capital. The vampire's proud monologue on 

his dynastic heritage to Harker at his castle in the Transylvanian mountains is 

another, and moreover, one that in its subject matter goes to the very heart of 

abiding Anglo-Irish national identity concerns of the latter half of the nineteenth 

century, as Elizabeth Grubgeld here makes plain: 

The family history thus frustrates what it sets out to attest: a correlation 
between its writer's life and a shared national history, a place within the 
social structure of the community, class status, and a hereditary 
nationality. If a troubled uncertainty about the future prevails in late­
nineteenth- and early twentieth-century autobiography more generally, 
for most Anglo-Irish writers that anxiety takes the form of a conviction 
that one's world is about to disappear or has disappeared already.7 

It is certainly not hard, then, to see here the equivalence between the inherent 

concerns of national identity positioning for Stoker as Anglo-Irish writer, 'a 

correlation' between this 'writer's life and a shared national history', a 

'hereditary nationality', and the preoccupations of the literary vampire as 

described in this narrative. For, as has already been repeatedly noted, it is 

precisely this commonality or 'referentiality' between Stoker and his Dracula, 

between the author and a self-created textual version of himself, and through him 

his class, that allows us to think about the novel along specifically 

autobiographical lines. Manifesting Stoker's own integrated existence in London 

that was the focus of our discussions in Chapter Three, is the Count's capacity 

for social integration as textually rendered, his desire to assimilate into the 

community he threatens so that none would know him 'for a stranger' (p. 23). 

Indeed, in his ability to control and, more importantly, become various animals, 

Dracula channels the bestial discourse pertaining to the Irish immigrant. By 

feeding on the life energy as well as the blood of those he wishes to become/kill, 

Dracula evokes the threat attached of the assimilated (Anglo-) Irish immigrant 

like Stoker that was viewed with such suspicion by Laurence Irving in the last 

chapter. And if, as Laura Marcus contends, 'new developments in 

autobiographical writing focus on the interweaving of fact, fiction and myth, and 

also that of ethnic identities and identifications', then Dracula and indeed 

7 Elizabeth Grubgeld, Anglo-Irish Autobiography: Class, Gender and the Forms ofl'.'arrative 
(New York: Syracuse University Press, 2004), p. 16. 
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Dracula itself, present as ideal candidates for classification as an imaginative 

example of that mode. The novel's analogous evocation of Stoker's 'fractured 

sense of 'hereditary nationality' as Anglo-Irishman and as Anglo-Irish writer, 

and the aristocratic vampire's corresponding, yet equally problematic 

construction as shape-shifting and paradoxical Other, Stoker's Dracula therefore 

asserts its candidacy for inclusion within the bounds of national self-writing in 

the strongest of possible terms. 8 

As a character, then, Dracula is obviously the vehicle through which 

Stoker's preoccupation with the theme of national identity is inscribed and 

communicated, but it is important to note that the influence of this inscription is 

felt throughout the novel that bears his name, for Dracula, as a text, shares 

something of the vampiric duality that pervades its central character. So potent is 

the relationship between author and vampire in this regard that it impacts beyond 

itself and on the novel as a whole. For while the congruence between Stoker and 

Dracula is undoubtedly the heart of any assertion that the novel represents an 

autobiographical, albeit a displaced and Gothicized account of Stoker's own 

reality and situation as Anglo-Irish writer in the city, this thesis also ultimately 

contends that a truly comprehensive reading of the novel in this regard is not just 

confined to the core similarities between this particular writer and his vampire, 

that the literary evocation of Stoker's own sense of nationally conflicted selfuood 

is not limited to the character construction of Dracula alone but that it is Dracula 

as a whole that functions as Stoker's imaginative autobiography. 

Evidence of the writing of Stoker's own national selfuood, his own 

experiences and his own life as lived, positively abound throughout this text, and 

in many cases, wholly apart from the vampire at all. For example, in a paralleling 

of Stoker's own dedicated research before writing Dracula, Harker tells us that 

he too, 'Having some time at [his] disposal when in London, [ ... ] had visited the 

British Museum and made search among the books and maps of the library 

regarding Transylvania' (p. 5).9 In terms of places mentioned in the novel, 

Stoker's own working notes tell us that 'before he was seduced by the charms of 

Whitby', a holiday destination for him and his family, he had 'assumed that his 

8 Ibid, p. 291. 
9 For more information about Stoker's working method in writing Dracula, see Bram Stoker, 
Bram Stoker's Notes for Dracula: A Facsimile Edition, ann. and transcr. by Robert Eighteen­
Bisang and Elizabeth Miller (Jefferson: MacFarland & Company, 2008). 
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vampire would enter England via Dover, which was the most common portal to 

London.' 10 He changed the setting after his visit there to accommodate his own 

fondness for the Yorkshire coast. We also find references to people known 

personally to Stoker scattered throughout the narrative. In a letter to Seward 

regarding the patient Renfield, we read a 'Report from Patrick Hennessey, M.D., 

M.R.C.S., L.K.Q.C.P.I., etc., etc.' (p. 145). The credentials listed here signify 

'Doctor of Medicine, Member of the Royal College of Surgeons, Licentiate of 

the King's and Queen's College of Physicians, Ireland'. 'As several editors have 

noted, these are the titles of Bram Stoker's eminent medical brother, Sir William 

Thornley Stoker'. 11 Ellen Terry makes an appearance in a newspaper report in 

the section of the novel relating to Lucy's targeting of children on Hampstead 

Heath: 'It is only in accordance with general principles of human nature that the 

"bloofer lady" should be the popular role at these al Fresco performances. Our 

correspondent naively says that even Ellen Terry could not be so winningly 

attractive as some of these grubby-faced little children pretend - and even 

imagine themselves - to be' (p. 166). And when Van Helsing tells the others that 

in relation to the vampire threat faced, '''I have asked my friend Arminius, of 

Buda-Pesth University, to make his record; and, from all the means that are, he 

tell me of what he has been.'" (p. 224), Roger Luckhurst tells us that Arminius 

Val embry, 'an eminent Orientalist and linguist who was familiar with many 

dialects of Turkish in the Ottoman Empire and travelled widely through central 

Asia', 'had visited the Lyceum Theatre to see the play The Dead Hand in 1890,' 

and had made the author's personal acquaintance there. 12 Life as lived therefore 

enables art as created here in a variety of concrete and tangible ways that span 

out from the Stoker/Dracula pairing at their core. This work posits Dracula as 

Stoker's imaginative autobiography and Dracula as a textual project in its 

entirety accordingly proves truly illuminating in this regard. By broadening the 

initial starting point from the primary StokerlDracula pairing that forms the 

keystone of these explorations, then, many of the other elements of the novel, so 

intrinsic to many of the most important critical interpretations in Dracula's past 

10 Ibid, p. 19. 
II Luckhurst, note 1--15, p. 380. 
12 Ibid, note 22--1, p. 385. 
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can also be subjected to an Anglo-Irish interpretation with original, but far more 

importantly, nationally illuminating and constructive results. 

In reading Dracula as a valid example of imaginative autobiography, then, 

as a textual form of national self-expression for Stoker, and through him, his 

class at the close of the nineteenth century, this chapter therefore uses the 

Dracula/Stoker pairing to think about how the commonality at the core of this 

relationship proves to be a dominant preoccupation of the novel as a whole. For 

in a text that creates such affinity between Stoker and Dracula on the grounds of 

a shared unstable identity it is only natural that the concept of identity itself, 

indeed of the very process of categorisation of the self in any shape or form, 

functions as an intensely problematic and all-encompassing trope in the text as a 

whole. To quote Marcus, in her positioning of the genre of autobiography itself 

as 'a topic, a resource and a site of struggle', it is 'the ultimate undecidability of 

the relationship between character as fixed and universal, and as shaped and 

particular [that] is a part of the general crisis around questions of character, 

identity, and subjectivity'. 13 Liam Harte takes this fluidity of categorisation even 

further by arguing that it is precisely the type of instability or conflict so central 

to the autobiographical form that has the capacity to present the writer with 

opportunity rather than obstacle, with the imaginative resources required by a 

literary project: 

such intimations of fracture and insufficiency can also become sources of 
creativity; the story of the self is narrated, despite the treacheries of 
language [ ... ] the vacillating self, poised between definition and dispersal, 
enunciation and erasure, affirmation and dissolution. Repeatedly, we 
come upon acts of self-portraiture that show subjects taking a paradoxical 
delight in doubleness and ambivalence, even as they strive for self­
completion, suggesting that the Irish autobiographical self is most itself in 
the very process of becoming. 14 

This is certainly true of Dracula, where the volatility of the Anglo-Irish 

national identity question is creatively mapped onto the insecurity of the 

treatment of the theme as a whole. Identity, then, or rather the indeterminacy of 

the identity question, serves here as both the chief preoccupation of Dracula, as 

the dominant theme that manifests in every facet of the text as constructed, as 

\3 Laura Marcus, Auto/biographical Discourse: Criticism. Theory. Practice (Manchester: 
Manchester University Press, 1994), p. 9 and p. 25. 
14 Modern Irish Autobiography. Self. Nation and Society, ed. by Liam Harte (Basingstoke: 
Pa1grave Macmillan. 2007), p. 5. 
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well as the core and abiding national condition that necessitates the creation of 

the novel in the first place. In this manner, the instability of identity formation 

functions here on a micro and a macro level, productively pervading all aspects 

of the narrative as constructed. It is the evocation of this core commonality 

between Stoker and his Dracula, then, of an especially fraught identity 

construction that is not restricted to singular characterisation but moves out from 

that to be rather deployed as an over-arching theme and pervasive narrative 

strategy that proves central to Dracula as a whole and to the investigations of this 

final chapter. The core anxiety surrounding identity, belonging and a sense of 

'home', both literally and figuratively which permeates Stoker's other fiction and 

non-fiction that we have examined, sits at the very centre of what Dracula as a 

text is at its most broadly about. Indeed, according to Spencer, the novel in its 

entirety can be read as: 

an attempt to reduce anxiety by stabilizing certain key distinctions [ ... ] 
between male and female, natural and unnatural, civilised and degenerate, 
human and non-human. At issue, finally, underneath all these distinctions, 
is the ground of individual identity, the ultimate distinction between self 
and other. 15 

Through the device of internalised duality, then, this anxiety surrounding the self, 

and how it may be constructed and deconstructed, infiltrates the wider elements 

of the plot, the form of the novel, and the resolution of the narrative in both overt 

and covert ways. In fact, all other characters are also epitomised by internalised 

contradiction, by the embodiment of seemingly opposed qualities within the one 

body that fundamentally problematises all attempts at classification, at stable 

identity designation, as will soon become apparent. To this end, the first and 

second sections here look closely at he obstacles surrounding stable 

characterisation in the novel, as well as issues of self-formation on a broader 

level, as an over-arching thematic and formal preoccupation that filters through 

to discussions of sexual indeterminacy, shifting morality, the opposition of 

heroes and villains and textual perspective. Mirroring the plotting of the novel 

itself, the final section of this chapter then returns again to Dracula, and to his 

final demise in his native place to consider what the conclusion of Stoker's novel 

15 Spenc\!r, p. 203. 
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may mean for our reading of the text as imaginative autobiography of Stoker as 

Anglo-Irish emigre writer in London. 

I 
I f the inherent similarities between Stoker and his textual vampire mark 

the starting point of an exploration of the novel as imaginative autobiography. 

then it is important to note that much of the core correspondence between 

authorial condition and Dracula is broadened out to include the other characters 

in the text. The three vampire women who happen upon Jonathan in an 

unfamiliar part of the castle, for example, are described so problematically that 

the reader is initially unsure as to whether they exist at all, whether they are 

objectively real or instead the mere external projection of Jonathan's own 

repressed and unconscious sexual desires: 'In the moonlight opposite me were 

three young women, ladies by their dress and manner. I thought at the time I 

must be dreaming when I saw them, for, though the moonlight was behind them, 

they threw no shadow on the floor' (p. 38). As he did with the Count, Harker 

goes on to describe in detail the physical appearance and great beauty of these 

three women but, as is consistently the case with Dracula, this is all the while 

destabilised by: 

something about them that made me uneasy, some longing and at the 
same time some deadly fear [ ... ] They whispered together, and then all 
three laughed-such a silvery musical laugh, but as hard as though the 
sound never could have come through the softness of human lips. It was 
like the intolerable, tingling sweetness of water glasses when played on 
by a cunning hand. (p. 38) 

These vampire women are therefore introduced in terms no less ambiguous than 

is the case with their progenitor. And like their creator, they make no sense. They 

do not obey the laws of physical reality, existing somewhere between the states 

of dreaming and waking; they have the appearance of women but they are 

fi'equently compared to inanimate objects like water glasses and are portrayed in 

such a way as to throw any attempt at classification such as gender into 

immediate question: 'I am alone in the castle with those awful women. Faugh! 

Mina is a woman, and there is naught in common. They are devils of the Pit!' (p. 

52). In their behaviour too, and in Harker's reaction to their actions, they wholly 

embody contradiction, inconsistency and indeterminacy: 
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I was afraid to raise my eyelids, but looked out and saw perfectly under 
the l~shes. The fair girl went on her knees and bent over me, fairly 
gloatmg. There was a deliberate voluptuousness which was both thrilling 
and repulsive [ ... ] I could feel the soft, shivering touch of the lips on the 
supersensitive skin of my throat, and the hard dents of two sharp teeth, 
just touching and pausing there. I closed my eyes in a languorous ecstasy 
and waited - waited with beating heart. (p. 39) 

In a familiar psychoanalytic trope, and one in which scholars of this approach 

have used as evidence of Stoker's own repressed sexual urges, the imprisoned 

clerk here both desires and fears the female vampires; their encounter with him 

always hovers somewhere between an attack and seduction, meaning that they 

cannot be categorised without significant difficulty. Nothing at all is known 

about their pasts; indeed, the reader is never even told their names. Outward 

beauty is no guarantee of inner beautiful natures, then, but more than this, the 

very concept of identity for these characters is figured as unknown. In the same 

way as Dracula is figured as both servant and master, host and captor, man and 

monster, Anglo-Irish, the women in the castle, if they can indeed be tenned 

women at all, are both deadly and desirable, they repulse their human 'victim' as 

much as they excite and entice him, and in their movement between vamp and 

vampire, between temptress and threat of a wholly different kind, these nameless 

creatures ultimately fail to embody anything at all. 

It is Lucy Westenra as Dracula's most noteworthy victim, of course, that 

serves as the most obvious example of an internalised human double in the novel. 

Initially introduced into the narrative with a face 'of unequalled sweetness and 

purity' (p. 202), her straightforward characterisation as the paradigm of Victorian 

femininity is undercut by covert sexual desires unrecognised and unsanctioned 

by the society in which she lives. In a letter to Mina, discussing her recent 

engagement to Arthur Holmwood after three separate marriage proposals, she 

declares her regret that society dictates she is only pennitted to marry one of her 

suitors, 'Why can't they let a girl marry three men, or as many as want her, and 

save all this trouble'? But this is heresy, and I must not say it' (p. 58). Lucy's 

dangerous sensuality is further alluded to when the reader learns she has been 

sleepwalking outside in her nightclothes, perhaps in an unconsciously 

transgressive desire at night to shirk the rules that bind her by day. Such 

nocturnal wanderings are repeatedly characterised in tenns of jeopardy; Lucy's 
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mother, Mina tells us, 'has got an idea that sleep-walkers always go out on roofs 

of houses and along the edges of cliffs' (p. 70), while Mina herself, when she 

discovers Lucy gone, is as concerned for her moral character as she is for her 

physical wellbeing: 'filled with anxiety about Lucy, not only for her health, lest 

she suffer from the exposure, but for her reputation lest in case the story should 

get wind' (p. 88). With this in mind, it is highly significant that it is on one such 

occasion of somnambulism that Lucy first encounters the Count and begins her 

descent into vampirism, a degenerative process only made possible because of 

the Madonna/whore dichotomy at the core of her character as constructed. It is 

Lucy's blood combined with her illicit sexual desires that sustain the vampire on 

his nightly visitations to her bedroom, and when the reader later learns that the 

Un-dead cannot enter a house of the living unless expressly invited on the first 

occasion, the implication is that Lucy herself has bid him come, and come he 

does to suck her dry. Furthermore, the implicit sexual undertones that underline 

such nightly visits are further heightened when, through the vampire's attentions, 

Lucy does indeed get her wish for intimacy with all three of her suitors as each of 

the young men, along with Van Helsing, give up their blood to her in secret and 

sexually charged transfusions in an attempt to save her life. Indeed, the carnal 

implications of this exchange of bodily fluids is so overt that her fiance Arthur 

must be kept unaware of the efforts of his friends for, the reader is told, 'It would 

at once frighten him and enjealous him, too' (p. 121). 

In the internalised oppositions of her character and in her absorption of 

the life-force of numerous other characters, Lucy therefore exhibits many of the 

characteristics of the vampire state even whilst still living. Moreover, when she 

finally does die and rise again as the Un-dead, her sexually predatory nature is 

hardly a surprise: 'The sweetness was turned to adamantine, heartless cruelty, 

and the purity to voluptuous wantonness' (p. 196). And of course, neither too, is 

the overtly sexualised manner in which the members of the Crew of Light take it 

upon themselves to ensure her final death: 

The Thing in the coffin writhed; and a hideous, blood-curdling screech 
came from the opened red lips. The body shook and quivered and twisted 
in wild contortions; the sharp white teeth champed together til the lips 
were cut and the mouth was smeared with a crimson foam. But Arthur 
never faltered [ ... ] his untrembling arm rose and fell, driving deeper and 
deeper the mercy-bearing stake, whilst the blood from the pierced heart 
welled and sputtered up around it. (p. 201) 
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In a scene much commented on by scholars of the novel because of its 

'misogynistic violence', critics are keen to point out that when Dracula himself 

eventually meets his demise at the end of 'jonathan's great knife' (p. 350), he is 

subjected to no such drawn-out and detailed death. Maud Ellmann, for her part, 

likens it to 'a gang rape', discussing how, 'Lucy seems to revel in this 

penetration, writhing and foaming in a grotesque parody of orgasm' .16 But far 

from the circumstances of Lucy's staking here representing irrefutable evidence 

of Stoker's own sexist agenda, of an emphatic elimination of the threat of fin-de 

siecle female sexuality, Lucy's rebirth as Un-dead and the attendant 

circumstances of her final death may be seen as in keeping with inherently 

opposed tendencies that made up her human identity. In other words, Lucy's 

experiences as a vampire derive from that that is already present in her nature -

her innate and subversive sexual desires, something that her vampirism merely 

highlights but does not create. In reminding us of Min a's concern for her friend, 

and particularly her friend's dubious morality, ever before the advent of Dracula 

or his attentions, Phyllis A. Roth notes that 'only when Lucy becomes a vampire 

is she allowed to be "voluptuous", yet she must have been so long before, 

judging from her effect on men and from Mina's description of her' .17 Lucy is 

not here transformed into something Other than herself; her sensuality is merely 

magnified, not originated in her conversion into vampire, and the manner of her 

ultimate demise in this regard is in keeping with this construction. 

Lucy is a prime example of internalised contradiction in that, like Dracula 

and his vampire companions, she paradoxically embodies opposed characteristics 

with ease. Like the Count, and indeed Stoker, her identity as presented in the 

novel is undermined by her tendency to subvert all usual categorisations of self 

in the first place. In a letter to Mina she discusses Dr Seward's 'curious habit of 

looking one straight in the face, as if trying to read one's thoughts' (p. 54), and 

believes that he will have difficulty doing this to her because she is 'a tough nut 

to crack' (p. 54). She then she poses the intriguing question, 'Do you ever try to 

read your own face? I do, and I can tell you it is not a bad study, and gives you 

more trouble than you can well fancy if you have never tried it' (p. 54). Lucy's 

16 Bram Stoker. Dracula, ed. by Maud Ellmann (Oxford: Oxford University Press, 1996), p. xxvi. 
17 Phyllis A. Roth. 'Suddenly Sexual Women in Dracula', in Dracula: The Vampire and the 
Critics. ed. by Margaret L. Carter (Ann Arbor: UMl, 1988), p. 59. 
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preoccupation with reading herself, or more accurately, her difficulty in 

performing this act, her inconclusive results when she attempts to derive stable 

meaning from her own face in the mirror, parallel Harker's description of 

Dracula and the vampire sisters as detail rich but ultimately unreadable, and 

thereby unknowable. 

Destabilising and undermining as this is of the reader's grasp of the 

narrative, it is only to be expected in relation to the inherently ambiguous 

character of the Anglo-Irish vampire, constructed as it is to reflect the 

ambiguities of Stoker's own national condition. 18 And yet, Mina Harker, the 

dutiful wife of Jonathan and the shining representative of virtue for the rest of the 

'Crew of Light', is rendered as problematically as her friend if we care to look. 

In terms of her physical appearance and its relation to a closer sense of self, 

'Madam Mina' too represents an indiscernible paradox, with the mark scorched 

on her forehead by Van Helsing's application of the Host after she has drunk of 

Dracula's blood, the only aspect of her physiognomy that the reader is privy to. 

According to herself, this marks Mina as unclean and unfit to remain in the 

company of her husband and the other men, an assertion that is granted greater 

force as she begins her slow transformation towards the vampire state and 

develops a newfound psychic link with the vampire that both fed from and fed 

her; a strong, almost empathic bond that the others cannot rid her of no matter 

what they do. Ken Gelder counters that 'she shares the most intimate moment 

with Dracula himself - a moment she repudiates soon afterwards in front of Van 

Helsing and the others, but which also allows her to feel (as no other character 

does) "pity" for the vampire whose blood she has tasted and who she is now 

helping to destroy' .19 But physical signifiers have been seen to manifest as 

unreliable signposts in this narrative, and Mina's growing internal vampirism 

does not negate her emotional bonds with or her loyalty to her husband and his 

friends, and her desire to help them in any way she can as she uses her 

connection with the Count to locate the fleeing vampire back to the safety and 

obscurity of the East. Despite, or rather perhaps because of, the red mark that 

18 See Chapter Four, "'We of Dracula Blood": The Evolution of the Victorian Literary Vampire' 
and especially my reading of lS. Le Fanu's 'Carmil\a' and the importance of the vampire's 
ambiguity to an Anglo-Irish reading of the story. 
19 Ken Gelder, Reading the Vampire (London: Routledge, 1994), p. 79. 
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brands her as cursed, Mina proves herself wholly committed to its opposing 

cause and subverts any expectations engendered by her physical appearance. 

Mina embodies a multiplicity of physical identities, then, and so too do 

her associates, rendering all senses of self as portrayed in Stoker's Dracula as 

unstable and indeterminate as the Anglo-Irish author himself. Like Cousin 

Monica/Lady Knollys in Le Fanu's Uncle Silas, Arthur Holmwood is also Lord 

Godalming, an aristocrat, in an age when both extremes of the social scale - the 

residuum and the nobility, are significantly allied with discourses of degeneration. 

Furthennore, the superficially watertight respectability of the other characters is 

frequently called into question. As a man of medicine, Dr Seward presides over a 

lunatic asylum at the unusually young age of twenty nine, but his frequent 

exclamations over his own fears of going mad undercut his position as that of 

safely distant and distinct from the inmates he governs and the sane proprietor of 

the establishment. His close dealings with the inmate Renfield, who also subverts 

any clear classification as a 'madman' with moments of important lucidity: 

'Don't you know that I am sane and earnest now; that I am no lunatic in a mad fit, 

but a sane man fighting for his soul?' (p. 230), as well as the fact that his asylum 

adjoins Carfax, one of the houses that Dracula buys to store his coffins of earth in 

London, further undennines the veneer of respectability and sanity that Seward 

works so hard to project. The distance between the identities so painstakingly 

constructed by the human characters in the text and the vampiric Other that 

subverts all usual methods of classification or stable designation is not, then, as 

wide as it may first appear. And if through the literary evocation of the volatility 

of the Anglo-Irish national identity question, the characters of the novel are 

consistently destabilised by their incongruous constructions of selfhood on an 

individual level, then collectively they are also complicit in the treatment of 

thematic instability in the novel as a whole, as the text moves from a specific 

character-based hybridity to broader textual interrogations of such issues as 

sexuality and gender, narrative strategy and, particularly central to our concerns, 

the fraught matter of nationality, of racial and ethnic affiliation. 

II 
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One of the most obvious manifestations of the Anglo-Irish vampire's 

hybridised nature is the Count's ability to disrupt sexual category boundaries 

between male and female, for while figured ostensibly as male, his ability to 

create new vampires (there is no evidence in the text that the female members of 

his species can do this) problematises easy biological definitions in that he 

literally gives birth, as it were, to Un-Dead life. In relation to sexual 

characteristics, Gelder argues that, 'the vampire crosses gender relations here, 

being simultaneously patriarchal (dominating, sadistic) and yet - producing the 

"thin open wound" - expressing the sexuality that denies phallocentric power in 

its mutilation, taking thereby on the role of women as conceived by the 

narrators' .20 The scene in the novel when Dracula vamps Mina, with the image 

presented of her as a kitten forced to drink milk from a saucer, further reinforces 

the concept of the Count as somehow feminised, for it is the mother's milk Mina 

is forced to drink here that will initiate her transformation into the vampire state. 

Equally, however, Mina's absorption of Dracula's blood on her marriage bed, 

with her husband lying fixed in a stupor beside her, may also be easily 

interpreted in terms of an illicit heterosexual encounter, with the vampire's 

desires for the women of England one of the most threatening aspects of his 

invasion campaign: 'your girls that you love so much are mine already; and 

through them you and others shall yet be mine - my creatures, to do my bidding 

and to be my jackals when I want to feed' (p. 285). And yet, Dracula's 

heterosexuality has been called into question by critics like Gelder, who see the 

Count's primary interest to lie in Jonathan Harker in distinctly homosocial ifnot 

homosexual terms. The vampire's enraged proclamation after the failed 

attack/seduction of Harker by the vampire women in the castle, is thus regarded 

in a broader context in which the vampire uses the women of middle-class 

England to get to the men. This is a text, 'where men can touch each other only 

through their women', and Dracula's desires in this regard are anything but 

straightforward.21 

In terms of their gender constructions too, the human characters do not 

completely embody their prescribed social roles as paragons of assertive 

Victorian masculinity, with Harker in particular blurring the boundaries between 

20 Ibid, p. 72. 
21 Ibid, p. 76. 
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male and female spheres with his imprisonment at Castle Dracula, his passivity 

in the face of the female vampire's attack, his descent into nervous illness 

following his undisclosed escape and his subsequent hysterical relapse when he 

re-encounters the Count in Piccadilly all figuring him, in contrast to his wife with 

her 'man's brain', as undesirably feminised: 

He was very pale, and his eyes seemed bulging out as, half in terror and 
half in amazement, he gazed at a tall, thin man [ ... ] The poor dear was 
evidently terrified at something - very greatly terrified; I do believe that 
if he had not had me to lean on and to support him, he would have sunk 
down [ ... ] After a few minutes' staring at nothing, Jonathan's eyes closed, 
and he went quietly into a sleep, with his head on my shoulder. (p. 172) 

Such gendered indeterminacy is matched by the blurring between hetero - and 

homosocial ifnot homosexual relations, with Glover arguing that, 'In Stoker's 

writing there is a persistent yet deeply troubled attempt to reimagine the terms of 

heterosexual subjectivity, its desires and perversions, often mixing bold ideas 

with a measure of ambiguity, as if it were somehow perilous to press his 

conclusions too far. ,22 And of course, in terms of an explicit Anglo-Irish 

dimension, the spectre of fellow Anglo-Irish emigre Oscar Wilde looms large 

over discussions of this kind, not least because as Alexandra Warwick argues, 

'the recent trials [ ... ] in 1895 had raised anxieties that homosexuality actually 

constituted an identity, and worse, that these unspeakables were difficult to 

distinguish by sight from 'normal' population,.23 In many ways, Wilde stands as 

the archetypal internalised double, the covert Anglo-Irishman embroiled in a 

secret life in terms of nationality and of course, sexuality. To this end, Nina 

Auerbach and Talia Schaffer both regard the novel as directly engaging with 

Wilde's disgrace, with Auerbach concluding that Dracula's 'primary progenitor 

is not Lord Ruthven, Varney or Carmilla, but Oscar Wilde in the dock [ ... ] As a 

result of the trials, affinity between men lost its fluidity. Its tainted embodiment, 

the homosexual, was imprisoned in a fixed nature, re-created as a man alone, like 

Dracula, and, like Dracula, one hunted by the "stalwart manliness" of normal 

citizens,?4 Schaffer, for her part, goes so far as to argue that Dracula represents 

22 Glover. pp. 2-3. 
2J Alexandra Warwick. 'Vampires and the empire: fears and fictions of the 1890s', in Cultural 
Politics at the Fin de Siecle, ed. by Sally Ledger and Scott McCracken (Cambridge: Cambridge 
University Press. 1995). p. 208. 
14 Nina Auerbach. Ollr Vampires Ourselves (Chicago: University of Chicago Press, 1995), p. 84. 
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Stoker's textual and clandestine engagement with the fate of his compatriot, and 

his sympathy and perhaps even identification, on some level at least, with his 

situation, 'avoiding the crude binary options of openness and reticence, the cruel 

choice between writing and silence, he produced a text that spoke about Wilde in 

a diffused, hidden, flowing and distorted way', or, to put it slightly differently; 

'Dracula reproduces Wilde in all his apparent monstrosity and evil, in order to 

work through this painful popular image of the homosexual and eventually 

transform it into a viable identity model' ?5 
Such analysis is undoubtedly valuable and productive but while Schaffer 

points to the hidden commonality between Stoker and Wilde on the grounds of a 

hidden sexual sympathy, Wilde's status as covert Anglo-Irishman, as a vehicle of 

a subversive threat, also speaks to Stoker's fears about perceptions of his own 

national, rather than specifically sexual identity especially when the close 

relationship between the two is considered. Wilde was eventually found out of 

course, not as a national Other it is true, but the main charge that was levelled at 

him during the trial was that he led a double life, and that the dark underbelly of 

his Other self found its way onto the pages of his fiction. 26 In The Picture of 

Dorian Gray, the duality, internalised contradiction and instability of Wilde's 

own experience was therefore seen to be mapped onto the tale of a man living a 

double life, of a young and beautiful aristocrat concealing an ugly and debased 

soul, whose flawless outward appearance masks an inner nature that is revealed 

only in his portrait, in an artistic rendering of the self. However, its real 

significance lies in the way it deals with what O'Connor terms national 'self­

identity fashioning' .27 It is Dorian's duality, his hybrid status as both man and 

monster, that is the best manifestation of the novel's preoccupation with national 

as well as sexual identity and its textual mapping of the author's own concerns. 

As Wilde himself straddles the categories of insider and interloper, Anglo 

and Irish, famous and infamous in late-Victorian London, Wilde's protagonist 

walks similarly unstable lines between muse and murderer, between 'Prince 

2S Talia Schaffer, "'A Wilde Desire Took Me": The Homoerotic History of Dracula', in Bram 
Stoker, Dracula, ed. by Nina Auerbach & David J. Skal (New York: Norton, 1997), p. 471. 
26 See Merlin Holland, Irish Peacock and Scarlet Marquess: The Real Trial o/Oscar W~lde 
(London: Fourth Estate, 2004), and Oscar Wilde, The Picture of.Dorian.Grar e.d. by MIchael 
Gillespie (New York: Norton, 2006), for discussions of the detaIls of WIlde s tnals. 

27 O'Connor, p. 198. 
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Charming' (p. 159), and 'a satyr' with 'the eyes of a devil' (p. 132). The final 

passage of the novel in which the painting is discovered by Dorian's servants 

illustrates this dichotomy perfectly: 

When. they entered, they found hanging upon the wall a splendid portrait 
of theIr master as the~ had last seen him, in all the wonder of his exquisite 
y~uth an~ be.aut~. Lymg on the floor was a dead man, in evening dress, 
wIth a kmfe m hIs heart. He was withered, wrinkled, and loathsome of 
visage. It was not till they had examined the rings that they recognized 
who it was. (p. 188) 

Dorian's inner duality, then, his concealed but conflicted core identity, is a theme 

at the very heart of the novel. And it is in this textual evocation of the Anglo­

Irish condition, then, that Dorian Gray stands alongside Dracula, for 'Stoker's 

imaginative identification with Wilde', the manner in which he 'simultaneously 

explores Wilde as monster, and identifies with the real Wilde's pain', writing 'as 

a man victimized by Wilde's trial, and yet as a man who sympathizes with 

Wilde's victimization', goes to the heart of what Dracula as imaginati \'e 

autobiography is about. 28 

The textual incongruities in the treatment of sexuality and gendered 

identities are also to be found in one of the most basic sets of oppositions in the 

narrative, that between what is 'good' and 'evil', with the line between apparent 

moral oppositions constructed as a fine and fluid one. Carol A. Senf makes the 

point that the 'good' characters in this text engage in an awful lot of subversive 

and at times, illegal, activity, breaking into private properties on numerous 

occasions, loitering in cemeteries at night, infiltrating sealed vaults and digging 

up corpses. They also consciously avoid encountering a policeman on 

Hampstead Heath after they discover one of Lucy's child victims, for fear of 

having to explain their OWfl involvement in the situation, and they fail to report 

crimes to the police. Far from representing the ideal Victorian citizen, the 

protagonists of this text are in fact much closer to the vampire they seek to 

eradicate than it would at first appear, for: 

even if Dracula is responsible for all the Evil of which he is accused, he is 
tried convicted and sentenced by men (including two lawyers) who give 
him ~o opportu~ity to explain his actions and who. repe~tedly violate th7 
laws which they profess to be defending: they aVOId an mquest of Lucy s 
death, break into her tomb and desecrate her body, break into Dracula's 

28 Schaffer. p. 472. 
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?ouses, frequently resort to bribery and coercion to avoid legal 
Involvement, and openly admit that they are responsible for the deaths of 
five alleged vampires.29 

Upon their attempt to break into one of the Count's houses in Piccadilly, Arthur 

argues against Harker accompanying them; '''You had better not come with us in 

case there should be any difficulty; for under the circumstances it wouldn't seem 

so bad for us to break into an empty house. But you are a solicitor, and the 

Incorporated Law Society might tell you that you should have known better.'''(p. 

277). He goes on, "'Besides, it will attract less attention if there are not too many 

of us. My title will make it all right with the locksmith, and with any policeman 

that may come along.'" (p. 277). Paradoxes in terms of their personal and social 

morality, then, these men appear to support and uphold the dictates of the social 

structures such as the law, but in reality, it is their very knowledge of these 

structures that provides them with the very means of subverting and 

circumnavigating their demands. More importantly, it is of course through the 

eyes of this group of characters that the reader ultimately experiences the novel. 

Like its eponymous hero, and indeed its nationally-conflicted author, 

Dracula encompasses a multiplicity of identities - there is no clear or unified 

authorial voice but a collection of divergent discourses, viewpoints and 

experiences that all combine to further emphasise the instability of identity as a 

fixed or knowable concept. To this end, Senfs assertion that: 'Dracula is never 

seen objectively and never permitted to speak for himself while his actions are 

recorded by people who have determined to destroy him, and who, moreover, 

repeatedly question the sanity of their quest', has important implications for how 

the reader positions themselves in terms of their own moral sympathies in 

relation to the text.30 Removed from the narrative by time and by a number of 

authorial viewpoints, none of which represent Dracula himself, like Edgeworth's 

Castle Rackrent, the text presented is not even the first-hand account of the 

events it describes, but rather an amalgamation of a number of different 

perceptions of events, initially transcribed by Mina and later edited into one 

document. The binary constructions of text are therefore rendered more and more 

29 Carol A. Senf, The Vampire in Nineteenth-Century English Literature (New York: Bowling 

Green University Popular Press, 1988), p. 425. 
30 Ibid, p. 424. 
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unreliable, something that becomes even more evident when the reader turns to 

the anonymous editorial note that opens the novel: 

How these papers have been placed in sequence will be made clear in the 
reading of them. All needless matters have been eliminated so that a 
history almost at variance with the possibilities of latter-da; belief may 
stand forth as simple fact. There is throughout no statement of past events 
wherein memory may err, for all the records chosen are exactly 
contemporary, given from the standpoints and within the range of 
knowledge of those who made them.3

! 

Indeed, in constructing the Preface as he does, Stoker evokes the prominent 

Anglo-Irish authorial technique already encountered in texts ranging from 

Rackrent, to Melmoth the Wanderer, from Uncle Silas and 'Carmilla,.32 Here 

employed to destabilise the idea that anyone meaning may be derived from the 

inherently subjective nature of the text as presented, it disrupts the credibility of 

the authorial voices that impart the narrative to us, writing as they are only 'from 

the standpoints and within the range of knowledge of those that made them'. In 

light of this instability, then, the question of reader identification is rendered as 

intensely problematic. Troy Boone sees 'the text's relation to Harker's values [as] 

ironic and critical', an assertion that gains in credibility when a closer 

examination of the text renders the authorial sympathy with the middle-class 

Londoners more than a little unstable.33 

The previous chapter noted how Joseph Valente has argued that the 

authorial and reader's sympathies do not reside solely and simply with the heroes 

of the text, and against the vampire intruder, but rather that, 'poignantly aware 

from his owrI experience that the face of the vampire is the hidden side of the 

human character, Stoker creates unreliable narrators to tell a tale, not of the 

overcoming of Evil by Good, but of the similarities between the two' .34 Stopping 

to consider how the 'good' characters here are often not very good at all, how it 

is their failure, according to Senf, to recognise their OwrI intrinsic similarities to 

the vampire threat that compels them to kill him, and that Dracula, far from 

presenting a contrapositional force, manifests instead as what is already present 

31 Bram Stoker, Dracula, ed. by Roger Luckhurst, unnumbered page. . 
32 See Chapter One 'Writing the Nation: The Anglo-Iris.h Ascendancy and the Question of 
National Identity', for a discussion of the Editor in Mana Edgeworth's Castle Rackrent, pp. 70-

?3\roy Boone, "'He is English and therefore adventurous": Politics, Decadence and Dracula', 

Studies in the Novel, 25: I (1993), 76-91 (p. 79). 
34 Senf, p. 431. 
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in their natures; various desires for sex, money and power, cloaked in the socially 

acceptable avenues of professionalism and courtship, the reader finds that it is 

not easy here to separate the two groups into oppositions, however it may 

'bl 35 A b ostensl yappear. uer ach, for her part, contends that with the writing of 

Dracula, the intimacy that the literary vampire had hitherto enjoyed with human 

society is eradicated, that the closeness of Ruthven, Varney and Carmilla to their 

victims/friends is replaced by a detached desire for conquest, a firm divergence 

of vampire and human interests into branches of irreconcilable difference , 

writing that, 'before Dracula, vampires embodied forbidden ideals of intimacy; 

after Dracula, they moved to America and turned into rulers' .36 However, as the 

primary literary vehicle for Stoker's own identity concerns, his own internalised 

duality as Anglo-Irish Other, and his anxiety regarding his position, his sense of 

place in relation to the wider collective, the Count's inherent similarity to the 

supposed champions of the narrative shows a move towards the imaginative 

integration of the literary vampire from a position of difference to similarity. 

Dracula is a novel that because of its preoccupation with a sense of self, how it is 

constructed, maintained and received by society at large, is firmly rooted in that 

same society. The Count's dearest wish may be to conquer a new territory but he 

wants to do this by breaking down the (sexual, social, national) barriers between 

himself and the other characters. It is integration and not antagonism that will 

ensure his survival if anything can at all, a reality that speaks directly to Stoker's 

own national position as a member of an endangered and embattled class. 

Charles Stewart Parnell once wrote that 'Ireland is not a geographical 

figment, she is a nation', by which he meant that physical boundaries and borders 

do not in themselves create 'Ireland' but that the Irish 'nation' is something more 

than this, something constructed or imagined in a different way.37 To this end, 

the manner in which the fundamentally fractured construction of a national 

seltbood is to imagined in Dracula's fluctuating characterisation, thematic 

inconsistencies and contradictory narrative strategies has already been discussed. 

This is, after all, a text in which binary oppositions are dismantled, in which the 

simple oppositions of good vs. evil, Us vs. Other are repeatedly pulled apart to 

35 Ibid, pp. 428-29. 

~~ ~~~~~~Ci~ 0:1~~' O'Connor, Celtic Da\l'n: A Portrait a/the Irish Literary Renaissance (London: 

Hamish Hamilton, 1984), p. 31. 
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reveal a world of complexity and sliding classifications. Upon closer inspection it 

becomes apparent that there is no straightforward conflict in this text; rather the 

novel as imaginative autobiography sets about demolishing all simple cases of 

opposites in a narrative action born directly out of the migrant Anglo-Irish 

writer's own sense of his conflicted cultural condition. As Sean Ryder contends: 

To make a life into a narrative [ ... ] is to bring the apparently incoherent 
fragments of experience under the controlling structure of a story that has 
a beginning, a middle and an end. The anxiety produced by the sense that 
life may be essentially fragmentary, a disconnected flux of experience, is 
dissipated by the presence of a reflective autobiographical narrative voice. 
This voice has a comforting confidence in its abili7 to tell the truth and 
to discern the essential pattern or meaning oflife.3 

As an example of imaginative autobiography, then, Stoker's novel is deeply 

invested in the national identity question, and in its sustained commitment to the 

creative rendering of the inherent instability of identity designations it may be 

read as a textual attempt to engage with the nationally conflicted status of author 

and his class. In relation to the structures of statehood, for example, 'Stoker's 

text, for all its apparent "reification" of dominant political beliefs, exposes the 

dangers of failing to challenge their authority: hisfin-de-siecie supernatural 

fiction constructs an aesthetics of instability to suggest that new siecies demand 

new and alternative visions of experience' .39 To quote Liam Harte, the narrative 

mode presents itself as an ideal to process such concerns: 

the complex relationship between language and identity lies at the heart 
of this discursive problematic. What shadows many of the texts under 
discussion here is the unsettling position that the putative nation may be 
no more than a rhetorical fiction, as insubstantial and unstable as the 
(de )composing self, may in fact be no more than an effect of the process 

f 
., 40 

o wrItmg. 

In terms of the explicit exploration of the concept of national identity in the novel, 

then, Van Helsing and Quincey Morris stand as quintessential foreigners and as 

substitute evocations of the colonial Irish situation, both may be regarded as 

Other if the central and stable opposition in the text is perceived to exist between 

England and the dangerous territories that lie beyond its borders. In keeping with 

38 R d "'With a Heroic Life and a Governing Mind": Nineteenth-Century Irish 
N~~:ali~t ~~tobiOgraphY, in Modern Irish Autobiography: Self, Nation and Society, ed. by 
Liam Harte (Basingstoke: PaIgrave Macmillan, 2007), p. 15. 

39 Boone, p. 89. 
40 Harte, Modern Irish Autobiography, p. 5. 

251 



reveal a world of complexity and sliding classifications. Upon closer inspection it 

becomes apparent that there is no straightforward conflict in this text; rather the 

novel as imaginative autobiography sets about demolishing all simple cases of 

opposites in a narrative action born directly out of the migrant Anglo-Irish 

writer's own sense of his conflicted cultural condition. As Sean Ryder contends: 

To make a life into a narrative [ ... ] is to bring the apparently incoherent 
fragments of experience under the controlling structure of a story that has 
a beginning, a middle and an end. The anxiety produced by the sense that 
life may be essentially fragmentary, a disconnected flux of experience, is 
dissipated by the presence of a reflective autobiographical narrative voice. 
Thi~ voice has a comforting confidence in its abili7 to tell the truth and 
to dIscern the essential pattern or meaning of life. 3 

As an example of imaginative autobiography, then, Stoker's novel is deeply 

invested in the national identity question, and in its sustained commitment to the 

creative rendering of the inherent instability of identity designations it may be 

read as a textual attempt to engage with the nationally conflicted status of author 

and his class. In relation to the structures of statehood, for example, 'Stoker's 

text, for all its apparent "reification" of dominant political beliefs, exposes the 

dangers of failing to challenge their authority: his jin-de-siecle supernatural 

fiction constructs an aesthetics of instability to suggest that new siecles demand 

new and alternative visions of experience' .39 To quote Liam Harte, the narrative 

mode presents itself as an ideal to process such concerns: 

the complex relationship between language and identity lies at the heart 
of this discursive problematic. What shadows many of the texts under 
discussion here is the unsettling position that the putative nation may be 
no more than a rhetorical fiction, as insubstantial and unstable as the 
(de )composing self, may in fact be no more than an effect of the process 
f 

.. 40 
o wrItmg. 

In terms of the explicit exploration of the concept of national identity in the novel, 

then, Van Helsing and Quincey Morris stand as quintessential foreigners and as 

substitute evocations of the colonial Irish situation, both may be regarded as 

Other if the central and stable opposition in the text is perceived to exist between 

England and the dangerous territories that lie beyond its borders. In keeping with 

38 S R d '''With a Heroic Life and a Governing Mind": Nineteenth-Century Irish 
ean y er, . h S 1(, N' dS' d b Nationalist Autobiography, in Modern Irish AutoblOgrap!y: e., all on an oClely, e . y 

Liam Harte (Basingstoke: Palgrave Macmillan. 2007), p. 15. 
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by-now established patterns in the novel, both men evade easy characterisation 

for although allied with the middle-class Englishmen in their fight against the 

vampire, their actions in many ways are anything but clear-cut. Van Helsing in 

particular is problematic in this regard; for throughout the text he marks himself 

as overtly Other with his peculiar diction, his professed Catholicism and of 

course, his detailed, unexplained and possibly suspect knowledge of vampirism 

itself, 'There are such beings as vampires; some of us have evidence that they 

exist. Even had we not the proof of our own unhappy experience, the teachings 

and the records of the past give proof enough for sane peoples' (p. 220). Quincey 

Morris, too, has been the subject of critical debate in which some scholars, 

Franco Moretti included, seek to position him as in league with Dracula because 

of his ambiguous response to the vampire in a number of key situations.4
\ And 

while the rendering of the American adventurer as somehow allied with the Un­

dead is perhaps a stretch too far, it does remain that Stoker's characterisation of 

this transatlantic outsider is often vague and undefined. Of course, Morris is 

further allied with difficulties in designation when his is the name given to 

Jonathan and Mina's son, a child who unites in his one person, the varied selves 

of his numerous ideological, and in a sense, biological, fathers, an action that 

Joseph Valente attributes to the influence of Stoker's 'metrocolonial'/Anglo-Irish 

concerns.42 Furthermore, in an Anglo-Irish reading of the complex identity of 

Mina, Valente also goes on to see her very name as rooted in Anglo-Irish history 

with Mina, or Wilhelmina, evoking the Dutch heritage of the Williamite Wars in 

Ireland. In addition to this, her birth surname of Murray 'encrypts a deeply 

hybrid Irish heritage - at once native and settler, Anglo and Celt, Catholic and 

Protestant' , a deliberately ambiguous construction that speaks directly to the 

hybridized ethnicity of Stoker himself. 43 In terms of the representation of 

national or colonial territories too, many scholars of the Irish School position the 

East, portrayed in Dracula as a site of antiquity, feudalism and superstition, as a 

surrogate Irish territory, and in stark contrast to the modern and advanced West, 

where trains run on time and cutting-edge technologies form a part of everyday 

41 Franco Moretti, 'A Capital Dracula', in Bram Stoker, Dracula, ed. by Nina Auerbach and 
David J. Skal, p. 435, and Joseph Valente, Dracula's Crypt: Bram Stoker, I,:ishne~s, and the. 
Question of Blood (Chicago, University of Illinois Press, 2002), p. 99, for diSCUSSIOns of Qumcy 
Morris' apparently suspect behaviour in the novel. 
42 Valente, p. 3. 
43 Ibid, p. 130. 
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life.
44 

But Dracula does return to Transylvania at the end ofthe novel, pursued 

back to his native place by Harker and his friends. And if this chapter" s 

investigations began with an assertion that the crucial pairing of StokerlDracula 

was at the very heart of this novel, that its influence positiwly pervades the rest 

of the text in terms of characterisation, plot, thematic concerns and structure, 

then in its final section it must return with the figure of the Anglo-Irish literary 

vampire as Stoker's literary counterpart to Transylvania to discuss how the 

central pairing of Stoker and his vampiric counterpart is present in the end of 

Dracula and what this might mean for the text's evocation of the Anglo-Irish 

national identity question. 

III 
Dracula ends, then, as it began in Transylvania, with Harker this time 

accompanied by Van Helsing, Quincy Morris and the others engaged in a race 

against the elements, the landscape but most importantly time, in their quest to 

defeat the vampire once and for all. Befitting its status as Dracula's home nation, 

here in Transylvania the conditions inherent in the Anglo-Irish literary vampire 

are exacerbated, bleeding out from their source to the other characters who find 

themselves placed within its landscape. This thesis began its investigations with 

an acknowledgement of Dracula as shape-shifter, for if internalised duality is the 

inherent condition, then 'passing' is the fundamental action of the Anglo­

Irishman and especially the Anglo-Irish immigrant. The proliferation of this in 

Dracula serves, then, as further testament to the validity of an Anglo-Irish 

reading of a novel that writes the reality of Stoker's own experiences of self in 

fictional form for tied as it is to fluctuating depictions of Anglo-Irishness, 

'passing' as other is therefore innately racialised. There is here again the fusion 

of passing with allusions to Anglo-Irishness. The homeland of Dracula, is the site 

of the Count's initial hybridity, his initial instance of passing in the novel, and 

when he first dresses in Harker's clothes to leave the castle to hunt: 

It was a new shock to me to find that he had on the suit of clothes which I 
had worn whilst travelling here [ ... ] This, then, is his new scheme of evil: 
that he will allow others to see me, as they think, so that he may both leave 

44 See Jennifer Wicke, 'Vampiric Typewriting: Dracula and its Media', ELH, 59 (1992), 469-93 
for a discussion of how the novel makes use of modem technological advancement. 
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evidence that I.have been seen in the towns or villages posting my o\\n letters. 
and. that any wIckedness which he may do shall by the local people be . 
attnbuted to me. (p. 44) 

The ability, but moreover the need, to masquerade as Other, to assume the 

appearance/ character/life of someone or something else is therefore a 

fundamental aspect of the Anglo-Irish condition, of the Anglo-Irish literary 

vampire, and of Stoker's novel. 

The text, the actions of his vampire protagonist and those of the humans 

who pursue but also mirror him, write a textual account of authorial experience 

of the instability of national identity through this passing narrative. And at this 

point in the novel it also spreads out from the Count to effect the other characters. 

engaging the humans who pursue the vampire in processes of active deception 

and disguise as they trace the Count East, to his houses that hold his 'native 

earth' in the East End, and to the real East of Transylvania. In their expedition 

down river to desecrate Dracula's temporary refuge in London, Morris and 

Arthur Holmwood travel incognito in the hope of maintaining the element of 

surprise. Specifically they do not travel in Arthur's, or rather Lord Godalming's 

own coach, for as Quincey counters, 'don't you think one of your snappy 

carriages with its heraldic adornments in a byeway of Walworth or Mile End 

would attract too much attention for our purposes?' (p. 273) And in a more 

pronounced and nationally explicit version of this manoeuvre while chasing the 

fleeing vampire along the Bistritzia River, Harker and the others fly a Romanian 

flag from their vessel: 'With every boat which we have now overhauled since 

then this trick has succeeded; we have every deference shown to us, and not once 

any objection to whatever we chose to ask or do' (p. 332). Any opposition they 

may have encountered from the locals in a land where Dracula is known as 

'boyar' (p. 23), had their true purpose be known, is negated by their outward 

assumption of another identity to aid them on their way. Of course, they 

eventually succeed in their aims. They run their vampiric adversary to ground 

and there they vanquish him. 

It would seem that it is Dracula's ultimate demise, above all the other 

elements of the novel that is indicative of Stoker's own view of himself, and his 

tenuous position in metropolitan society, a position underlined by his vampire's 

eventual vulnerability. In a culmination of the progression towards definition but 
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also destruction that was noted in Chapter Four, we have already seen how 

Stoker here takes the established vampire mythology and emphatically makes it 

his own, in the process creating a dogma so potent and powerful that it has 

remained with us, by and large, ever since, with crucifixes, garlic, bats and mist 

as now established conventions of the vampire genre. Dracula's 'existence is 

hedged by absolute if arbitrary rules vampires fear to break even now' .45 But 

while the Count may be the most detailed and defined example of the literary 

vampire to date, in many ways it is this very definition that also makes him the 

most susceptible to attack, a condition that speaks directly to Anglo-Irish 

anxieties surrounding a fractured and fragmented sense of self, and the 

uncertainty of its position and its continuation. To this end, the reader is 

reminded throughout the novel of the powers of Dracula, but, crucially, of his 

limitations too. This vampire, 'is of himself so strong in person as twenty men' 

(p. 239), 'he is of cunning more than mortal, for his cunning be the growth of 

ages; he still have the aids of necromancy, which is, as his etymology imply, the 

divination of the dead, and all the dead that he can come nigh to are for him at 

command' (p. 239). We have also seen, however, that Dracula is vulnerable, that 

he is restricted by a long list of criteria that inhibit his movements and his actions. 

And in a direct re-writing of the 'we of Dracula blood' of Chapter One that drove 

invading armies back from its borders, as Jake Brown argues, 'Harker, Van 

Helsing, Seward, Quincey and Godalming show steeley fortitude from start to 

finish, turning the tables on the invading monster by invading continental Europe 

to defeat Dracula on his home turf. ,46 

The strict and exacting conditions that Stoker places around his vampire 

and that directly lead to his destruction speak to deep-rooted concerns about a 

solid identity, or lack thereof. In many ways, the rules that Dracula must live by 

mark him definitively as something, as part of a race. In sharp contrast to 

Coleridge's proto-vampire Geraldine, and to the creations of Polidori, Byron and 

Rymer, Dracula, on the one hand, represents a fixed and tangible state, and 

moreover, a state that exhibits certain recognisable characteristics for someone 

like Van Helsing to acknowledge. Indeed, the very fact that Van Helsing, like the 

45 Auerbach, p. 85. 
46 Jake Brown, 'Draculafilm: "High" and "Low" Until the End of the World' in Bram Stoker's 
Dracula: Sucking Through the Century, 1897-1997, edited by Carol Margaret Davison (Toronto: 
Dundum Press, 1997), p. 272. 
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General in Le Fanu's 'Carmilla', is a sort of vampire expert, an authority in the 

text is testament to the predetermined nature of Dracula's condition. Not only is 

there a vampire, but there are vampires; there must have been before or the 

Dutchman would not and could not have been so familiar with their lore. 

However, the selfis a complicated and unstable affair, and paradoxically, the 

very mythology that on the one hand seems to fix the vampire as a knowable and 

boundaried entity, on the other hand, provides the key to taking it away. Dracula 

is defeated by the same set of conditions that give a shape to his shapeless 

existence. It is not by the strength or cunning of his adversaries that he meets his 

final death, but by the unfortunate coincidence of their arrival with the setting of 

the sun. The concluding section of the novel has such stylistic impetus because 

the human characters are engaged in a race with the vampire, to get to him whilst 

he is still imprisoned during daylight hours and before he reaches the safety of 

his castle and the return of his powers. They are almost too late, as Harker 

recounts: 'As I looked, the eyes saw the sinking sun, and the look of hate in them 

turned to triumph' (p. 377). In the end, however, defeated in his most vulnerable 

and powerless state, Dracula's ultimate death is absolute. His head is severed 

from his body guaranteeing that he will not 'reincarnate', and he is wholly 

banished from the text that bears his name. 

The Count's final defeat surely poses some problems for a reading built 

on the inherent commonality between the vampire protagonist and the Anglo­

Irish writer; ending as the novel does with the final destruction of what I argue, 

functions as the fictionalised version of Bram Stoker's national self. According 

to H.L. Malchow, rooted as his interpretation is in both sexual and racial 

discourses, Dracula's death, 'anticipates the mass destruction of both European 

Jews and sexual deviants' in the Nazi death camps of the 1940s'. 
4 7 

As tenuous as 

this may initially appear to be, the concept that the text predicts a racial/national 

destruction of some kind is nevertheless an interesting one. In this light, the final 

passages of the novel may be seen to look forward to early events of the 

twentieth century in Irish affairs, to the decline of the Protestant Ascendancy as a 

class in the face of a newly militant and increasingly Catholic republicanism 

within Ireland itself. And the fact that the novel revolves around the intense 

47 H. L. Malchow, Gothic Images of Race in Nineteenth-Century Britain (Stanford: Stanford 
University Press, 1996), p. 166. 
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difficulties in forming stable selves, as well as our knowledge of Stoker's intense 

interest in the Irish political sphere, even after he had left it, make this a 

legitimate possibility, especially when considered in the light of the violence and 

destruction of the Easter Rising, the realisation of a new and militant nationalism 

in Ireland, took place a mere decade and a half later.48 

And yet, to return to the indeterminacy that opened this chapter and 

indeed this thesis, like many things in Dracula, the ending of the novel is not as 

definite as may at first appear, especially in relation to the fate of the eponymous 

Anglo-Irish vampire. The final passages of the novel tell of the humans' return to 

Transylvania in a cyclical revisiting of the text's initial starting point with Mina 

and Jonathan's child Quincey, whose, 'bundle of names links our little band of 

men together' (p. 378). The child is named after his many ideological fathers, 

and as such he, like the defeated vampire, too is a hybrid. In many ways, then, 

the internal duality of Stoker's nationally-conflicted literary vampire is merely 

displaced onto the next generation and relocated to another territory, another 

nation. The Anglo-Irish internalised double is not eradicated; he is merely 

tempered and moulded into a shape that is more socially acceptable, and 

preserved for the future. In fact, the internal instability of the Anglo-Irish Un­

dead is perpetuated in a new and more durable form, a conclusion that is 

underlined by the manner in which the text draws attention to its own duality, to 

the instability of its position and form, in the closing lines of the narrative: 

We were struck with the fact that, in all the mass of material of which the 
record is composed, there is hardly one authentic document! Nothing but 
a mass of type-writing [ ... ] We could hardly ask anyone, even did we 
wish to, to accept these as proofs of so wild a story. (p. 378) 

The duality, instability and intangibility of the Anglo-Irish author and his 

vampire counterpart are therefore maintained to the end, and, the reader is given 

to understand, will continue. 

The resolution offered, then, by the ending of the text is a complex one 

indeed. For if the existence of Jonathan and Mina's son is indicative ofa future 

for the Anglo-Irish writer, if, as William Hughes has it, the text is a, 'particularly 

Irish struggle towards modernity from a Gothic past', then Dracula suggests the 

48 See Chapter Five 'The Anglo-Irish Insider: Bram Stoker and the Politics of Passing', pp. 207-
09. 
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future for the Protestant Ascendancy writer now lies outside of Ireland both , 

physically and imaginatively.49 The vampire goes back to its native place to die 

but in its stead comes a new human character who is ultimately just as conflicted 

as its progenitor in terms of its own personal identity. However, this instability in 

the case of Quincey Harker is not a cause for concern, but for celebration. Mina 

and Jonathan are proud to hold, 'the secret belief that some of our brave friend's 

spirit has passed into' their son (p. 378). With Dracula, then, Stoker is positing 

the very real possibility of continuity for the hybridised character, albeit a 

continuity removed from the affiliations with the past, in the case of Stoker, with 

the domestic Irish landscape. Far from representing the end of the Anglo-Irish 

writer/vampire, Dracula as imaginative autobiography leaves the question of a 

continuity of existence decidedly open for if, 'self-narration is the defining act of 

the human subject, an act which is not only "descriptive of the self' but 

''fundamental to the emergence and reality o/that subject", then Dracula as text 

writes its own future and that of its nationally ambiguous author into a new form 

of existence. so In this way, the continuation of Dracula, and indeed, also that of 

his author, is ultimately guaranteed by the text's conclusion. 

h G h · d b William Hughes and Andrew 
49 Bram Stoker: History. Psychoanalysis and teat IC, e . y 

Smith (Basingstoke: Palgrave, 1998), p. 20. '. 1 d' a Press 1991), quoted in 
so Anthony Paul Kerby, Narrative and the Self (~loommgtonili n l~ome\l University Press, 
Paul Eakin, How Our Lives Become Stories: Makmg Selves (I aca. 

1999), p. 21. 
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Conclusion 

Mr. Bram Stoker is an Irishman through and through. A word from ''th 
man" or a glance from his big, burly figure, not to mention impetuous e 
manner of talking and walking, leave no doubt as to his origin. I 

This has been a project bound up with constructions of national identity, 

specifically that of (Anglo-) Irishness and how it is formed and maintained. But 

more importantly, it has also been concerned with conflicted senses of national 

selves and how such a conflict is rendered creatively through the processes of 

writing. As imaginative autobiography, Bram Stoker's Dracula functions as a 

text that is conceived out of an insecure national position; that engages with a 

lack of stable national place by textually evoking the essence of its author's 

displaced social and cultural condition. For, through the complex characterisation 

of its eponymous vampire, Dracula reveals Stoker's own conflicted sense of 

national selfhood not merely as an individual but as a member of a conflicted 

class unsure of its place within a broader national context. As Paul John Eakin 

argues when describing the autobiographical impetus in writing: 'Theirs are 

situated selves, products of a particular time and place; the identity-shaping 

environments in these autobiographies are nested one within the other - self, 

family, community set in a physical and cultural geography, in an unfolding 

history.'2 Dracula is by no means alone in its central preoccupations. Writing as 

he does from a position of national indeterminacy, as a displaced member of the 

Anglo-Irish class Stoker takes his place in a larger tradition of nineteenth-century 

Ascendancy literature that similarly incorporates the work of other novelists like 

Maria Edgeworth, Charles Robert Maturin, and Joseph Sheridan Le Fanu. But if 

this is a tradition that is deeply invested in the difficulties of identity designation 

within Ireland itself, it is also one that is even more interested in these matters 

outside oflreland's borders. 

The issue of Stoker's membership of the Irish Literary Society in London 

in the 1890s is, then, in many ways an appropriate place to conclude this work's 

discussions for one of the central questions of this thesis has been how does the 

already culturally displaced Anglo-Irish writer negotiate issues of national 

I Quoted in Paul Murray, From the Shadow of Dracula: A Life of Bram Stoker (London: Jonathan 

Cape, 2004), p. 247. th . C 11 1999) P 85 
2 Paul John Eakin, How Our Lives Become Stories: Making Selves (I aca. orne, ,.. 
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belonging outside of the nation itself? Assimilated into London's social 

structures, 'passing' as insider yet all the while remaining covertly but 

undeniably Other, the instability of the Anglo-Irish immigrant in the 

metropolitan setting had a profound impact on his literary endeavours, for, as this 

thesis has demonstrated, it was Stoker's life in the capital that heightened an 

already established sense of national hybridity and provided the dominant 

creative impetus behind the writing he produced there, and enabled Dracula 

alone to be termed an imaginative autobiography, born out of but different to the 

previous tradition of Anglo-Irish self writing. It was Stoker's life in London after 

all, his particular circumstances as a doubly displaced migrant writer that finds 

its fictional representation in Dracula's metropolitan ambitions, and in Dracula, 

that provides that novel with Marcus's key criterion of 'referentiality'. And yet, 

given the enormity of the metropolitan influence on Stoker and other Anglo-Irish 

writers like George Bernard Shaw, W.B. Yeats and Oscar Wilde, the textual 

productions of the Victorian Anglo-Irish diaspora and particularly their 

engagement with ideas of national affiliation outside of their nation of origin 

have been almost wholly neglected by scholarship. The Irish Literary Society 

itself rarely functions as more than a footnote in critical works despite serving as 

an important focal point for (Anglo-) Irish national affiliation injin-de-siecle 

London and counting Yeats, Wilde and Stoker all within its ranks. In a similar 

vein, treatments of Anglo-Irish identity in Stoker's later fiction and non-fiction, 

for example, have yet to be adequately explored and yet novels such as Lady 

Athlyne (1908), Famous Imposters (1910) and essay collections such as 

Snowbound, (1908) which recounts the experiences of the Lyceum company on 

tour, are deeply invested in the mechanics of national identity construction and 

the instability of national identity designations, particularly within an American 

context.3 

It is here that more work needs to be done. The association between self 

and nation is a fundamental one for the Victorian Anglo-Irish writer and must be 

recognised as such, but it is the relationship between the displaced Anglo-Irish 

writer and the nation that is left behind that is often even more productive and 

3 Bram Stoker, Lady Athlyne (Chicago: Valancourt, 2007), and Bram Stoker, sno;b;und The 
Records of a Theatrical Touring Party (Westc1iff-on-Sea: Desert Island Books, 1 9 ). 
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engaging. It can only be by acknowledging this relationship that a true sense of 

these authors and their works can begin to emerge. 
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