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ABSTRACT 
Bram Stoker’s Dracula (1897) represents the amoral contrivances of love and desire that 
express the psychology of the author; particularly ‘subversive’ or ‘subcultural’ genres 
such as the Gothic that may facilitate clearer approach to the unconscious of both 
individual and culture. The purpose of this study is to examine the queer sexuality of the 
monstrous body and argues that Count Dracula faces sexual desire not only for the 
women, but for the men as well. These men woefully reciprocate Dracula’s seduction 
through the Count himself and his female victims. Blood, in this respect, is therefore read 
as a menstrual taboo by seductive women as one of the many punishments for New 
Woman. Furthermore, Dracula the monster resembles Dracula the body of text that must 
be read like a woman’s body, which therefore must be protected from foreign influence 
and corruption. In response to the New Woman and the Suffragette movement, this study 
also argues that Dracula is read like a menstrual narrative where he embodies feminization 
by giving ‘birth’ to other vampires through his seduction and foreign sexuality. This is 
because the novel genders male blood as good and female blood as bad, like a menstrual 
blood which provokes a sense of ‘horror’ and uncleanliness. Stoker’s representation of the 
vampire and the victim is a trope for the relationship between the Victorian male doctor 
and the female hysteric patient. This study thus presents that male characters in Dracula 
are seen as raping the women into becoming hysteric and impure, while menstrual taboo 
functions as a means to protect men from the threats poses by menstruating women. 
Through these interpretations, this study helps to locate Stoker’s novel within a complex 
place at the end of the nineteenth century concerning the status of women. 
 

Keywords: Dracula, menstrual taboo, queer sexuality, Gothic monster 
 

Introduction 
Count Dracula is a contradictory creature. He is a man and monster who is caught between 
the world of living and dead; he is powerful and parasitical; he is sexually alluring yet 
horrifying. Stoker creates the figure of Dracula to instill fear and to haunt the Victorian fin 
de siècle. It is rife with sexual undertones too; the novel is heavily embedded in a very 
disturbing psychosexual allegory because there is a demonic force at work whose intent is 
to eroticize women with its foreign sexuality. Dracula also presents a series of 
contradictions and confrontations between old traditions and new concepts. In other 
words, old Europe is set against modern London and scientific rationality is set against old 
beliefs and superstitions. 

Dracula is cleverly written in diary-forms, personal letters, telegrams, shipping logs, 
clippings of newspaper articles and transcriptions of phonograph. However, because the 
novel is written in these narrative forms where we only hear the voices, opinions and 
perspectives from the diarist themselves, we therefore have the disadvantage of hearing 
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none from Dracula himself. By following the journeys of these band of vampire hunters, I 
noticed certain things about vampirism that has been overlooked by critics, readers and 
even myself since I first read it years ago. Dracula, I noticed, does not only prey on virgin 
women. He preys on men too. Moreover, these men reciprocate Dracula’s seduction 
through the Count himself and his female victims. The men I refer to are Jonathan Harker, 
Renfield and even Arthur Holmwood. Although, I do not necessarily imply that these men 
are virgin. They may arguably be not. Vampiric sexuality has been marked as a queer and 
outlawed body. It has also been described as homoerotic and heterosexual exogamy by 
John Allen Stevenson. He argues that although the Count has women of his own – his 
vampire brides – he is still exclusively interested in the women belonging to someone else 
(Stevenson, p. 139). However, which is it? Are the men virgin or not? It is possibly all of 
these and more. Therefore, the research questions I intend to address are these; 

Since Dracula is famously known for his blood-sucking manner of preying upon 
virginal women, why does he victimize the men as well? 2) More specifically, why does 
he prey upon the men whom are especially related to Mina Harker and Lucy Westenra? 3) 
What does this say about Dracula’s sexuality then? In this case, the word ‘exogamy’ may 
be misleading. Therefore, Stevenson also reconsiders Dracula as an interracial sexual 
competition rather than an intrafamilial strife due to Dracula’s pursuit of Lucy and Mina 
that is motivated by his omnivorous appetite for difference and novelty (Stevenson, p. 
139). This therefore makes me wonder; does Dracula represent a sexual foreigner who 
threatens exogamy and aroused sexual awakening in both men and women, only for them 
to suffer the nature of their cultural and racial differences? Moreover, I also find issue as 
to why do virginal women often fallen victims to demonic figures? And why do these 
demonic figures like Dracula only feed on virgin women? 
 
Kiss of a Vampire: Sex, Fangs and Blood 

‘“Enter freely and of your own will!”’ (Stoker, p.18) 
These are the very first words spoken by Dracula in the novel. By convention, 

vampires must be invited across thresholds. But they also must ensure that a person enters 
freely into a pact with them, as Van Helsing explains, ‘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.’ (Stoker, p. 223). Unbeknownst about his future state, Jonathan 
enters willingly. The very moment when Jonathan steps into Dracula’s castle, the 
relationship between hostage and captor is made. Jonathan’s narrative is also a story of 
bondage. Much like Stockholm syndrome, Jonathan forms a psychological alliance with 
Dracula despite the latter’s primitive and death-like appearance. Stoker begins with the 
eerie meeting between Jonathan and Dracula to create a complex cultural construction by 
allowing Harker to experience imprisonment. The imprisonment within this context, 
meanwhile, is read from both perspectives between closeting and coming out in relation to 
homosexuality. Thus, the relationship between homosexuality and vampirism could be 
read as a requiem for the enforced interment of their desires because Stoker creates 
Dracula to define homosexuality as both monstrous and alluring. Homosexuality and 
anality are often associate together with defecation, dirt and decay. That being said, I find 
the imprisonment of Jonathan inside Dracula’s castle to be read as a gay man who is 
obliged to inhabit the abjected space; a dark space that reeks with foul and stench like a 
bodily orifice which men dare not penetrate. I propose that Jonathan experiences a 
homoerotic desire towards Dracula as well, much as he finds it revolting. One scene in 
particular best registers the intensity of conflicting feeling generated by Jonathan when he 
enters the deep dark vault where Dracula lays, 
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‘[A] wild desire took me to obtain that key at any risk,…I bent over to touch him, 
and every sense in me revolted at the contact; but I had to search, or I was lost. The 
coming night might see my own body a banquet in a similar way to those horrid three 
[women]. I felt all over the body.’ (Stoker, p. 50-51). 

This becomes a euphemism for Jonathan’s homoerotic desire for Dracula because 
he has the urgent desire to feel another man’s body. Jonathan as an English solicitor 
travels to Transylvania to help Dracula purchase a house in London. Therefore, he 
inadvertently allows Dracula, an Eastern European man, to have access and invade 
England like an imperialist. Similarly, this applies to Jonathan’s body as well since he also 
inadvertently allows Dracula to imprison him in the castle. When Jonathan enters 
Dracula’s ‘lair’, he was properly horrified by the monstrosity and rapid transformation 
over the vampire. The moment that signifies Jonathan’s true imprisonment happens when 
Dracula’s penetrating “Medusa” gaze turns him somewhat into stone and thus prevents 
him from killing the vampire, ‘[T]he eyes fell full upon me, with all their blaze of basilisk 
horror. The sight seemed to paralyse me,’ (Stoker, p. 51) Dracula’s eyes give Jonathan a 
thrill of horror at his own commotions of pleasure because his entire body has gone 
completely immobile which prevents him from harming his ‘host’. But I noticed that 
Dracula, now in his slightly younger self and lying so stiffly, resembles a human genital; 
the head is the female genital and the erect body is the male genital, 

‘[T]he white hair and moustache were changed to dark iron-grey; the cheeks were 
fuller, and the white skin seemed ruby-red underneath; the mouth was redder than ever, for 
on the lips were gouts of fresh blood, which trickled from the corners of the mouth and ran 
over the chin and neck…he lay like a filthy leech, exhausted with his repletion.’ (Stoker, 
p. 51). 

The head with its full of dark hair and mouth that stains with fresh blood looks like 
a ‘genitalized head’, an upward displacement of the female sexual organs, and the mouth 
therefore stands for the vagina dentata which translated from Latin means ‘toothed 
vagina’. Dracula’s erect body also resembles a penis erection that is sated by sexual 
intercourse – which Marcus asserts, ‘As for man in this setting he is really not part of 
nature…he is actually not man. He is an enormous erect penis, to which there happens to 
be attached a human figure.’ (Marcus, p. 272). This explains the reason why his cheeks are 
fuller like a sore and swollen vagina, his lips gout with fresh blood like a flowing of 
menstrual blood from vagina, and his body lies exhausted from penetration of a penis to 
the vagina. Unlike Dorian Gray whose portrait ages cruelly with each life he kills, Dracula 
becomes younger in appearance by feeding off on human blood like a leech to gain a 
longer lifeline. Other than that, Jonathan’s terror upon Dracula’s Medusa gaze links to the 
threat of castration because the gaze is both self-empowering and self-endangering. To 
confront such dread of looking at the female sexual organs (Dracula’s head; i.e. ‘toothed 
vagina’) therefore may wound or devour his body which causes him to have a fear of 
castration. 

With this terror in mind, Jonathan closes the coffin lid shut. But by imprisoning 
Dracula inside the coffin, Jonathan inadvertently imprisons himself inside the castle as 
well. I suggested earlier that Jonathan experiences a homoerotic desire for Dracula. This is 
because being imprisoned gives him a sense of sexual freedom – he assumes the role of a 
passive victim who cannot ward off Dracula’s horrific advances, ‘What could I do but 
bow acceptance? …I was a prisoner, and that if I wished it I could have no choice.’ 
(Stoker, p. 33) [italics added] Jonathan’s remark also shows that he and Dracula are one 
and the same with each other’s ‘longing’ as the latter declares, ‘“This man belongs to 
me!”’ (Stoker, p. 39). The moment when Jonathan discovers he is a prisoner in the castle, 
it leaves him feeling overwhelm with helplessness. Jonathan’s intense experience of 
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imprisonment means that Stoker writes the rest of the novel to domesticate and deplete 
some forms of other captivities for the other characters’ too. In fact, imprisonment does 
not only punctuate with Jonathan’s narrative, but it also applies to Dracula and his visit to 
the English soil. Van Helsing explains of vampirism, 

‘He can do all these things, yet he is not free. Nay, he is even more prisoner than 
the slave of the galley, than the madman in his cell. He cannot go where he lists…His 
power ceases, as does that of all evil things, at the coming of the day. Only at certain times 
can he have limited freedom.’ (Stoker, p. 223). 

The very daylight imprisons Dracula then and he must therefore be ‘confined 
within the limitations of his earthy envelope.’ (Stoker, p. 271). Hence, Dracula transforms 
from being a hunter to a hunted man. But when Dracula does start moving freely in 
London, Stoker produces Renfield; a surrogate Dracula who is a zoophagous that feeds on 
other animals – just like Dracula who feeds on humans. Dracula is a demonic force at 
work whose intent is to eroticize women and men with its foreign sexuality, as I stated 
earlier. Stoker thus merges pathological sexuality with foreign feature which comprises of 
otherness that manifests to dark and perverse bodies. In other words, Dracula the monster 
and his foreign sexuality resembles Dracula the body of the text. Since Dracula is 
constructed out of journals, letters, newspaper clippings and other forms of narrative, the 
text therefore presents a body of work which only certain characters contribute. These 
characters who do contribute are only Jonathan, Mina, Lucy and Dr Seward who, 
interestingly enough, are all English. As a result, this prompts a question – is this a 
deliberate or a subconscious writing done on Stoker’s part to have only the English 
characters contribute, construct and protect the texts of Victorian England from 
foreigners? More specifically, from the ‘other’ Victorians? 

Since Stoker writes in such a way, I connect foreign sexuality to the body of the 
text – the narratives. These controlled narratives suggest that the textual body must 
therefore be protected from foreign influence and corruption – just like the bodies of the 
English women must be protected from Dracula and his foreign sexuality. Writing and 
reading, in this case, must be controlled and censored from outsiders because the narrative 
episodes unite these characters together in a safe bond of mutual confidence and 
disclosure, as well as representing the deployment of knowledge and power within that 
safe bond. It has also come to my attention that the ‘other’ Victorians do not only apply to 
Dracula, but to the other vampire hunters as well within that safe bond. Because the 
narratives are only constructed from the English characters whom I have previously 
mentioned, the other characters such as Van Helsing, Arthur Holmwood, Quincey Morris 
and Renfield have only their voices recorded in the narrative by the English characters. 
We therefore do not read and have access into their own thoughts and ideas because they 
are foreigners. As we know, Van Helsing is Dutch and Quincey Morris is American. 
Arthur Holmwood, or going by his title Lord Godalming, is English. However, I 
categorize him as a foreigner, not only because Stoker silenced his voice, but also due to 
his aristocratic status which thus puts him in a different class than the other English 
narrators. Renfield, I assume, is English as well but he has been classified as psychotic and 
therefore his subjective presence is only re-presented by Dr Seward. As these narratives 
must be protected from foreign influence and corruption – like the bodies of the English 
women – sexual subjectivity has thus become a controlled production by a group of 
professionals such as doctors, lawyers and aristocrats. Writing also takes on a form of 
sexual function because the text produces sexual subjectivity where we can atomize the 
extent of Dracula’s monstrosity, his parasitism and the assault upon the sexuality of his 
enemies. I propose likewise because Dracula’s silence – his voice is only heard through 
Jonathan’s anecdote – is prevalent, almost infectious that ultimately conceives him as 
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fetish. This is because his narrative omission from the text establishes him into a form of 
sexual desire due to the mysterious aura that surrounds him – which in truth is the most 
appealing form of seduction to women. 

Concerning monstrosity, I have discussed that Dracula is imprisoned by the very 
daylight and that by convention, he must be invited across thresholds to ensure that a 
person enters freely into a pact with him. This means that monstrosity in the text is not 
constantly in motion because Dracula moves freely and is likened to a mist of ‘red cloud’ 
until he settles into a distinct and proper shape. This is why he comes first to the dreams of 
women to enter their mind and seduce them. Dreams, in this respect, play an important 
role because dreaming of a vampire symbolizes seduction and sensuality, as well as fear 
and death. According to Freud, the majority of symbols in dreams are sex symbols. That 
being said, Dracula’s teeth symbolize an object that can penetrate the body like a penis. 
This then prefigures his sexual invasion of Lucy and Mina’s bodies when he punctures the 
women’s necks. Once he has materialized into a solid form – like that of an erect penis, 
his features then present a suggestive remark in relation to sexual matters because Dracula 
as flesh and blood personifies a peculiar yet alluring sexuality. In one scene, he comes to 
Mina in a mist form to seduce her, 

‘The mist grew thicker and thicker…till it seemed as if it became concentrated into 
a sort of pillar of cloud in the room, through the top of which I could see the light of the 
gas shining like a red eye…The last conscious effort which imagination made was to show 
me a livid white face bending over me out of the mist.’ (Stoker, p. 241). 

By seducing Mina and making his presence known into her dream, the safe bond 
of the group is therefore sabotaged because Dracula the foreigner manages to enter Mina’s 
mind and have access into all her thoughts and feelings. Infiltrating Mina’s mind also 
signifies that Dracula successfully gains entrance and penetrates into the bodies of English 
women. Furthermore, it is also important to note that when Dracula sucks Mina and 
Lucy’s blood, the women were left with red stains on their nightdresses. With this in mind, 
I find Mina and Lucy both covered in blood signifies their defloration. This is because 
whenever a woman has sex for the first time, there is a shedding of blood from her. 
Therefore, it represents the moment when the women lose their virginity to Dracula. Thus, 
Dracula’s dominant role is achieved through his sexual promiscuity as he ‘assaults’ Mina 
– just as he had first done with Lucy. The textual body constructed by the group is also 
corrupted and therefore becomes dangerous because it is no longer safe and protected 
from outsiders – like Mina as well. As Mina falls under Dracula’s spell, he can read her 
every thought then which causes her to be barred from the group’s plans because her mind 
is now considered to be corrupt and threatening. Mina’s exclusion from the group also 
represents her as an unwanted and unclean woman who is thrown aside, exactly like a 
fallen woman who is pushed away from society. In fact, she is considered unclean after 
Dracula sucks her blood. Moreover, Dracula also possesses a power of telepathy; a 
thought transference which he shares with Mina – given that he now has access into her 
mind and therefore her body as well. What does this say about their relationship then? It 
suggests that Mina has now become his child. As Mina falls under Dracula’s spell, the 
image of her crouching like a child before the vampire – and drinking blood from his 
bosom – feminizes Dracula as maternal, 

‘[H]is right hand gripped her by the back of the neck, forcing her face down on his 
bosom. Her white nightdress was smeared with blood, and a thin stream trickled down the 
man’s bare breast, which was shown by his torn-open dress. The attitude of the two had a 
terrible resemblance to a child forcing a kitten’s nose into a saucer of milk to compel it to 
drink.’ (Stoker, p. 262). 
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I propose likewise because transforming his victims into vampires resembles the 
image of a mother giving birth to children. The male body in this respect, therefore, is 
rendered productive and fertilizing by his vampiric sexuality because he reproduces, and 
he alone creates other vampires. As we know, Mina and Lucy epitomizes the English 
womanhood of maternal domesticity and quiet femininity. But Dracula manifests 
dangerous subversive desires which disrupt Victorian moral and sexual codes, and 
therefore he could easily threaten the women’s quiet stability with his foreign sexuality 
that is both alluring and horrifying. He achieves this by creating more vampires through 
engaging in a sexual relation with his victims. Through this sexual engagement, he 
conceives more vampires who share the same sexual predilections and behaviors. He is 
perverse, and therefore produces sexuality through his victims’ willing bodies by 
transforming pure and virginal women into seductresses. I argue that the victims are 
‘willing’ because Dracula would put his victims into a state of trance when he seduces 
them. That way, they cannot fight off his sexual advances – just like Jonathan cannot, and 
would not, either as I have discussed earlier. This is why I do not necessarily view 
Dracula’s assaults toward his victims as a rape, because they accept his sexual advances, 
albeit being in a state of trance. Therefore, Lucy and Mina’s transformations emphasize an 
urgent and insatiable sexual appetite – just like the three female vampires who present 
similar voracity by attacking Jonathan and enticing him into engaging sexual activity with 
them. 

As Dracula’s brides stress an insatiable sexual hunger for Jonathan, Stoker’s 
female vampires therefore conform to female sadism whose blood-sucking ways serve as 
an erotic stimulant. They mark the relationship between the vampiric and the erotic which 
transform them from sexual beings into perverts. The status of ‘sexual pervert’ therefore 
becomes scientific and Gothic sensational identity because they symbolize the sexuality 
that Victorian England denied. The female vampires also embody an aggressive and 
threatening sexuality that can dissipate sexual gender distinction. Therefore, can their 
attack on Jonathan be read as female gang rape upon an innocent and pure man? I find this 
scene in particular at Castle Dracula demands to be read as such because the three female 
vampires set out to seduce and drink Jonathan’s blood; a language of sexual seduction that 
he almost falls into until he catches a whiff of blood on the breath of one of the vampires. 
The scent of blood is a suggestive of the vagina dentata. I propose likewise because these 
female vampires literally do have sharp and canine teeth that resemble the “tooth vagina”. 
Moreover, the female vampires could also effectively severe or castrate Jonathan who now 
displays an acute castration anxiety. His fear of these women has become the foundation 
of phallocentric human culture because he is threatened by the innate power these female 
vampires exude. 

Because the female vampires represent the mark of death, this means their ambush 
on Jonathan could also foretell his own death. But Jonathan’s awaited anticipation for the 
coming of the teeth tells me that he is actually longing for the bite of the teeth to pierce 
into his skin. I argue likewise because his eroticized narrative regarding this event 
accounts for his persistence in dwelling on the sexual of the female vampires into erotic 
spectacles. This is because vampirism is associated in erotic terms. But the ‘passionate’ 
event Jonathan experiences with the female vampires might have only been his overactive 
imagination due to his sexual deprivation; considering that Jonathan is still unmarried to 
Mina at the time of the attack and therefore, deprived of any sexual engagement. His 
overactive imagination is also further explained as Marcus states, ‘…it could only have 
been written by men who at some point in their lives had been starved…the orgies 
represented are the visions of permanently hungry men’ (Marcus, p. 273) [italics added]. 
However, while vampirism is erotic and sexually alluring, it is also disconcerting because 
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it masks a deeper sexual threat. Marcus again asserts that the ‘organ is not a natural but a 
supernatural object. It is creator and destroyer, the source of all and the end of all being – 
it is literally omnipotent and plays the role in pornotopia that gods and deities play 
elsewhere.’ (Marcus, p. 272). Therefore, the female vampires’ sex organs are not only 
frightening because they paralyze Jonathan in his bed – like the gaze of Medusa; these un-
Dead women are terrifying because they symbolize the bad blood of menstruating women. 

Mulvey-Roberts argues that Stoker’s observation to the relationship between 
women and blood is a surrogate for menstrual taboo; an eroticized haemofetishism 
(Mulvey-Roberts, p. 78), or auto-vampirism where the bleeding of oneself does not 
involve ingestion of blood. But rather, the blood flows outside the body naturally like 
normal vaginal bleeding of menstruation. It can also be looked upon as drinking one’s 
own blood due to engaging in self-harm of discharging one’s own blood from the body. 
Likewise, the menstrual taboo in this respect functions as a means of protecting men from 
the threats and dangers expressed by menstruating women. This is due to the startling 
similarities between vampires and menstruating women whom are both condemned as 
unclean, and agencies of corruption and pollution. As Dracula and his female vampires 
feast on human blood, it prompts back to my earlier questions; Why do virginal women 
often fallen victims to demonic figures, and why do these demonic figures like Dracula 
only feed on virgins? As we know, virginity means a state of purity. The blood of virgin 
humans contains pure innocence; similar to what is found in children’s blood – which is 
why Lucy preys on children. The virgin blood also signifies that the blood is holy and 
therefore has not been touched nor tainted. But despite the fact that Dracula’s attentions 
focus particularly on Mina, a selfless woman who embodies all that is holy and good; and 
Lucy, who is, by contrast, dangerously modern in her own ways – I argue that the vampire 
does not only drink virgin blood. 

Dracula is only led to believe to have done so because for many generations, the 
vampire myth as a sexual allegory has been heavily depicted by cinematic media as lusting 
after virgin blood only; all due to his foreign sexuality and the weak resistance of virgins. 
But I argue differently. A virgin’s blood would taste absolutely no different from a non-
virgin human. However, there is an underlying reason for audiences to believe otherwise. I 
find that Dracula tempts virgin not only because the taste of virgin blood entices him, but 
because the strong desire to rob one’s virginity makes it thrilling for him. The loss of 
one’s virginity is such a crucial moment, especially in a woman’s life. For Dracula to 
forcefully rob them of their innocence, therefore, suggests that he takes sexual delight in 
drinking their innocent blood. Other than that, I have mentioned that blood is a language 
of sexual seduction; it circulates throughout vampiric sexuality as a surrogate for other 
bodily fluids like milk or semen. This is why Lucy as a vampire feeds upon children, 
which earns her the name of ‘Bloofer Lady’ – a further corruption of ‘beautiful lady’. As a 
vampire, she lures defenseless children at night to their drink blood; a role reversal of a 
mother’s nurturance because she feeds children instead of breastfeeding little ones. As a 
matter of fact, ‘blood’ language proves to only be spoken by sensual women. Here, we 
have the same incident happens with Lucy and her three suitors as well. As a vampire, 
Lucy no longer represents the virginal English woman. In fact, she is punished for her 
desire for the three suitors; Arthur, Dr Seward and Quincey Morris. I argue that Stoker 
employs Lucy in the first place to attack the concept of the New Woman by portraying her 
as openly ‘forward’ in her desires for the men. Furthermore, I believe that Lucy, as the 
New Woman, is portrayed likewise because Stoker intends to represent her as a masculine 
intellectual and an over-sexed female. 

As the term New Woman was coined to describe free-spirited women who take 
advantage of newly accessible education and employment opportunities, Lucy poses a 
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dangerous threat to male-dominated society because she breaks free from the social 
restraints imposed upon her through her over-sexualized behavior. Her transformation as a 
vampire therefore creates fear and anxiety in men. Hence, she is brutally punished through 
sex. Here, I argue that she is also punished due to her moral weakness and a strong desire 
for sex that inevitably allows Dracula to prey easily upon her. As Lucy slowly declines to 
join the un-Dead, her entire body begins to deprive of flesh and blood. Her fresh virginal 
blood now turns into bad blood like menstruation; unclean and impure. Lucy is now 
likened to a foul scent of menstrual blood, not only because menstruation is personified by 
the figure of vampire, but because she shares the same menstrual taboo such as avoiding 
crucifixes and is forbidden from entering a church. The sexual issue here is also further 
explored when Lucy receives blood transfusion from her three suitors. I find her blood 
transfusion from each man ironic because it symbolizes a reflection of her desire for three 
husbands, ‘“Why can’t they let a girl marry three men, or as many as want her, and save 
all this trouble?”’ (Stoker, p. 58). However, when they transferred their blood to Lucy, the 
men inadvertently give their blood to Dracula as well. I propose this because Dracula is 
the mother that conceives other vampires. 

As I have discussed earlier, Dracula reproduces, and he alone creates other 
vampires. The vampiric sexuality combines power and femininity together within the 
same single body. Dracula’s maternal femininity therefore flows into Lucy as well since 
she displays sexual voracity towards the men who have given her their blood. Since blood 
is a language of sexual seduction, the blood that animates Lucy therefore is that of the 
men. This is because blood represents the blood-lust of vampire who possesses an 
insatiable and addictive thirst. Lucy’s identification of the vampire and New Woman 
suggests that she is becoming less feminine in having appropriated her sexual appetites for 
men. Therefore, eliminating the foulness of menstrual blood can only be achieved through 
the death of the vampire. As Van Helsing and the other three men visit Lucy’s tomb to 
decapitate and drive a stake through her heart – for this is the only way her spirit will be 
free from the vampiric curse – they are aware of the dangers of the vampiric femme fatale 
she emanates which almost ruins Arthur and the group’s plan due to her seduction, 

‘“Come to me, Arthur…My arms are hungry for you. Come, and we can rest 
together. Come, my husband, come!” There was something diabolically sweet in her 
tones…As for Arthur, he seemed under a spell…he opened wide his arms. She was 
leaping for them, when Van Helsing sprang forward and held between them his little 
golden crucifix. She recoiled from it,’ (Stoker, p. 197). 

The sight of Lucy as a vampire resembles the sight of menstruating women that 
could be fatal as gazing at Medusa. She is also described not as a woman, but as ‘The 
Thing’ writhing in a coffin. Likewise, before Lucy must be ‘restored’ to womanhood, I 
find her restoration proceeds through an act of rape by Arthur. His fantasy of sexual 
gratification with Lucy is repressed and denied since she is ‘dead’ and no longer human. 
Therefore, the sadistic underside of his sexual fantasy may be overstressed with a 
vengeance that leads him to mete out the punishment onto her, ‘Arthur took the stake and 
the hammer…he struck with all his might…his untrembling arm rose and fell, driving 
deeper and deeper the mercy-bearing stake, whilst the blood from the pierced heart welled 
and spurted up around it.’ (Stoker, p. 201) With this in mind, the stake symbolizes a 
patriarchal phallus – Arthur’s penis, to be precise – as he takes sexual delight in staking 
her body. I suggest so because Lucy’s death mirrors exactly like an orgasm, ‘The body 
shook and quivered and twisted in wild contortions…And then the writhing and quivering 
of the body became less, and the teeth ceased to champ, and the face to quiver. Finally it 
lay still.’ (Stoker, p. 201) Arthur’s violation manages to restore the virginal sweetness and 
purity back to Lucy’s face. Thus, her decapitated face mirrors Medusa where the face 
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without the body is sometimes depicted as beautiful in death. Dracula with its Gothic 
myths of Victorian repression and sexual enlightenment thus insists that the paranormal 
phenomena mask a ‘deeper’ sexual secret. The text also mirrors male anxieties concerning 
the moral degeneracy of the fin de siècle towards the end of the nineteenth century 
regarding the status of women, the feminization of men and the feminist movement in the 
form of the New Woman. 

 
Conclusion 

Though the Gothic novels are like the works of any other nineteenth-century 
authors; still, we gasp and are consumed at what the writers are saying: the truth. As the 
truths reveal that monsters blur the line between the real and the imagined, they set a 
restriction on the powers of representation that coerce us to examine the distinction 
between real violence committed upon monsters by ‘justice’ (punishments for 
homosexuals and New Woman, i.e. the trial of Oscar Wilde and Lucy’s penance as a 
vampire) and actual violence committed by monsters upon reputable citizens (Dracula’s 
assaults on humans). In this bold clarity, science and art come into conflict with these 
Gothic novels that threaten to affiliate with real life. Thus, whether the link between a Mr. 
Hyde or Dracula with Jack the Ripper, and a Dorian Gray with Oscar Wilde is by 
coincidence or deliberate, the relation between these representations and reality is what we 
call ‘Gothic’ at the fin de siècle; terrifying, unpredictable, shifting, sexual and monstrous. 
Moreover, what is achieved in the monstrous form of race, class, and gender suggests that 
we can read homophobic, racist and sexist discourses in Gothic form as well. I have used 
the term ‘Gothic’ to attempt at identifying and reading the texts as monstrous, but what the 
monster does as I have examined is to put forth into question the symbols of interpretation 
that demand us to fix new meaning into the queer sexuality and body of the monster. That 
being said, we need to ask why we must insist on reading the monster as erotic and what 
should we resist in order to make the monster stabilize the impulse of ‘other’ Victorians. 
As my final answer to conclude this study, we must invest in our own identification with 
the monster in order to lay to rest the myths of Victorian repression or sexual terror within 
our own modernity. We must construct the subjectivities of class, race and sex to the 
monstrosity because these texts are Gothic inasmuch as their language or representation to 
produce the monstrous effect of sexuality, identity and narrative. The appeal of the Gothic 
text, then, lies in its power to reveal the mechanisms of monster production and artificial 
truth that denaturalizes the humanness of its enemies. As the Gothic texts concern 
themselves with modes of production and consumption, we must resist the interpretative 
strategies that attempt to put them in their place. And whether their place is to stabilize 
their body into misty form and pass monstrosity off as the counterpart of the natural, we 
must try to show that Gothic text produces monstrous capitalist execution into monstrosity 
bodies and queer sexualities in the hybrid of class, race and gender. 
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