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ABSTRACT

Herrera, Silvia E., The New Woman Person®racula and th@wilight series: An Elliptical

Struggle of Social OrdeMaster of Arts (MA), May, 2011, 104 pp., references, 51 titles.

This thesis will explore the existence of the New Woman persona found in the Gothi
works, Bram Stoker'®racula and Stephanie MeyerBwilight series By exploring this
persona, we can shed light on the internal struggle, comprised of Victorian gaademd
one’s desire to seek greater liberation, which results in the presencelgifteralestruggle that
finds itself at a constant state of progression and digression. In order to haater gre
understanding of the New Woman persona, we must explore both works’ themes of the uncanny
figure, sexuality and female heroism. Through the exploration of these thentashans will be
used to distinguish a deep relationship between both works. The parallels drawmlikésee
characters will prove the internal struggle women underwent in order to aehiatieartic state,

resulting in the existence of the New Woman persona in vampire literature.
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INTRODUCTION:

THE NEW WOMAN IN GOTHIC LITERATURE

At my nearest bookstore, | noticed a display with an abundance of books piled upon one
another. The cover of the book was a ruffled red and white tulip centered on a black background.
| then noticed a sign that stated “Best Seller.” | grabbed the book with one handdatigerea
title, New Moon | decided to read the back cover and reviews. | was baffled as to why this book
would be a best seller. My curiosity led me to purchasing and reading the neighl.tb say |
was delightfully moved by these characters, especially by the fenwadmpnist, Bella. Though,
the word pathetic is the word that comes to mind when | think of Bella. She seemed so
backwards and out of place for a twenty-first century woman; a horrible role foodely
young teen or woman. Who would have known then that my contempt for this character would

ultimately be the stepping stone in the initiation of my thesis.

Upon my attendance in a Comparative Literature course, Dr. Rebecca Migcjusdsted
for the classroom to write a comparison essay on two literary works. Dheéiesked what |
was planning to write about, and | explained to her my topic. She felt that | needethe re
myself from my comfort zone, since | enjoyed writing about psychoandltftieary. She asked
me what | currently was reading, and | replied viigw Moon | explained my disdain for the
novel and characters. She smiled and then said, “Write about that! Compare it to anopiirer vam

work.” | explained to her that | had never read a vampire novel, not even the epitootieiof g



horrorDracula. That was all she needed to hear. “Then, you will write a comparison between

Dracula and theTwilight series.”

The bestselling noveBraculaand theTwilight series encompass the essence of the
gothic genre and have made their way into the hands of millions. A question often posed about
these well known works is: why are these vampiric works, with untraditional female
protagonists, so popular in society? In order to have a greater understandingpufgblirity
and influence to society, this introduction will explore the spheres of the autitbreaalers,

with regards to the historical context of the novels’ publication and response.

A distinct link found inDracula and theTwilight series is the New Woman persona,
which emerged as a rebellion against Victorian conventions. In the nineteetuityce&zomen
were once thought to be “Angels of the House” who were responsible for the waglidb¢neir
husband and children. Some Victorian women began to walk away from the kitchen, speak out
their concerns, and therefore sought higher forms of education and took control of their
sexuality, which entailed dressing for comfort and refusing to hawérehjlthese women
radicalized the Victorian era and literature. New Woman writerstagsin voicing the
frustrations of Victorian women. Some of these influential women were: GtiveefBer, Kate
Chopin, and Sarah Grand to name a few. Sarah Grand , a writer who removedrberdéié
bounds of marriage and motherhood, contributed many powerful New Woman works such as:
“The Man of the Moment,” “The Modern Woman,” “The New Aspect of the Woman Question,”
and “The Undefinable: A Fantasia,” all of which centered on social and gerdgeality and
were published in 1894. Grand’s name is often synonymous to the title of the New Waman, f

she serves as an exemplary model of this woman'’s ideologies. As Grand arguesMan of



the Moment,” “when woman ceases to suffer degradation at the hands of man, she will be

satisfied, and let him alone” (620).

Bram Stoker'®Dracula was published in 1897 at a time when established Victorian
social and gender roles were challenged by the emergence of the NeanWersona in
society, being mirrored in contemporary literature. The New Woman personadiadual
who conflicts with societies standards, taking on modern roles not relegated to wnee
time, and advocates for social freedoms for the Victorian woman. Stoker made use@iithe
Woman persona iBraculato illustrate the controversies of social and gender upheavals of the
time. Nineteenth century upper and middle class Victorians could not keep their haheés off
novel; they were fascinated, enthralled, and threaten&tdmula. The struggle between good,
the Victorians, versus evil, Count Dracula, was illustrated as a wonderfydhmoeia respects to
the movement of feminism and its social consequences. Victorians viewed and etieirced t
women to be angels of the house; though, some Victorian women began to question their
submissive position and sought for independence. Dracula struck a chord to its atdéetace
its relevance to the New Woman and her movement. Readers utilized the texina®f for
escapism from Victorian society and into a window where gender roles eversed and

satisfied.

TheTwilight series by Stephanie Meyers was published between 2005 and 2008, over a
century after the publication @fracula. The importance of these new novels in comparison to
the epitome of Victorian horror is the reemergence of the New Woman persona, duriag a
period where women are believed to share equal roles with men, a standardctbeirVi
counterparts did not enjoy. Twenty-first century women, while enjoying an axpaepertoire

of liberties, are still subjugated by various norms stipulated by the men isdleaty. While
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Western society has evolved since the Victorian period, women are stiklyaestricted in
various facets of society. For instance, society’s expectations of womendtadliéfered much
from Victorian expectations. Women are still expected to be fruitful motihergiuardians of
the home. If a woman is divorced and childless, society rarely questions thef theliman.
Instead blame is placed upon the women, arising accusations of barrenness @berdittife.
As opposed to shifting responsibility to the man, the woman is continuously being oppsessed b
the society that questionably accepts her. These restrictions have led sntbegence of the
New Woman persona in gothic literature of the twenty-first century, asxgression of
underlying oppressions experienced by women, mirrored in the novels. While, Victanmaen
fought the oppression and subjugation enforced onto them, their twenty-firstyqencgeny
face similar repressions. While granted many rights, and held equal inimséaryces to men,
women are continuously suffocated by the modern patriarchal male dominassy. sea
result, the New Woman persona has once again risen in neo-gothic vampatarktereflecting

the undying cries of the women she reflects.

Literature has the ability to invoke and provoke actions and involvement within the
reader. Vast arrays of interpretations lie within the language ofthelteough the language of
the text, the reader is able to travel unknown worlds, encounter the fantastic, and take on n
personas by merely reading a few lines and words. To read is to esseartgatiset. Through
the use of the textBraculaandTwilight seriesreaders are able to bring life to the New Woman

persona and her influence to the genre and self.

Today,Draculais seen as the epitome of gothic horror that offers a psychoanalytical
view into the fears and desires of Victorian society. For contemporatyriias, the novel did

not achieve the same fanfare and recognition of modern day readers, due to it&csymbol



relevance to Victorian sexuality and gender role reversals. InCfeatula, at that time, was
placed into the popular canon of adventurous fiction. According to Nina Auerbach and David J.
Skal, they stated thatDtacula seemed commonplace in 1897 in part because it was one of
many fantastic adventure stories pitting many Englishmen againggrfan®nsters” (ix). While
some viewed the novel as ordinary, other nineteenth century reviewers asd\aec
captivated and elevated of its creativityre Daily MailreviewedDraculaon June 1, 1897, as a
guintessential work that surpassed some of the great horror works of the tinesjehereads,
“In seeking to parallel to this weird, powerful, and horrorful story our mind tet@isuch tales
as ‘The Mysteries of Udolopho,’ ‘Frankenstein,” ‘Wuthering Heights,” ‘Thé éfahe House of
Usher,” and ‘Marjery [sic] of Quether.” But ‘Dracula’ is even more appglin its gloomy
fascination than any one of these” (RevDo#cula, by The Daily Mail363). When published in
America in November 1899, tf&an Francisco ChronicleeviewedDracula as “one of the most
powerful novels of the day...the story is told in such a realistic way that onelaeitdpts its
wildest flights of fancy as real facts. It is a superb tour de force wtaafps itself on the
memory” (Rev. of Dracula, ban Francisco Chronicl867). Advanced Victorian readers were
appalled and attracted Rracula due to its controversial context of gender and social role
reversals. Th8ookmarreviewedDracula on August 1897 as an extraordinary work “since
Wilkie Collins left us we have had no tale of mystery so liberal in manner and sy elasen.
But with the intricate plot and the methods of the narrative, the resemblancestoribe of the
author of the ‘The Woman in White’ ceases; for the audacity and horror of ‘Draceill&toker’s
own” (Rev. ofDracula, by Bookmar366). This review lightly touches the surface of how

“liberal” the novel is in respects to social and gender reversals. Fahthaced Victorian



reader/ thinkerDracula was approached, not only as a fictional horror, but as a biographical

analogy of the repressions felt of the time.

Female Victorian readers found themselves unconsciously identifyindovatiula’s
female protagonists, Lucy and Mina. The reader’s identification with badyMina creates an
internal recognition of the self’'s conflict between the desire to confororctetal gender norms
versus the liberation of attaining an identity that is not governed by societycortiiist brings
to light the reader’s subliminal ambition to follow the New Woman persona’soigigolf female
liberation. Readers, who were too fearful of being out casted or disowned &igty,stbustrated
their aspiration to display New Woman behavior by losing themselves within tes paile
text. Consequently, through the reader’s association with the female protagoDiscula,
they are able to live vicariously through a double figure; the double figure beihgthe
Woman persona. According to Jacques Lacan, the double is produced by the “mirror stage,”
which is the identification of oneself “when [one] assumes an image” and is thedayspa the
appearances of the double, in which physical realities, however heterogeneoai®fity wases,
but not restricted to], are manifested” (442-443). While Julia Kristevesstadt a double gives
the subject a temporary identity and is the “unconscious substance of the samieictinat w
threatens it and engulfs it” (246). In other words, the reader is able to ®apyesepressed
desires, needs, or wants through the usage of another figure, in order to protdctronese
scrutiny and abolishment. The presence of the New Woman in Gothic litezlitwve for the
reader to create a social connection with the female protagonists, thugiggreevehicle for
escapism from everyday norms. TodByaculais marked as an influential piece in female

feminism, by conveying the emergence of the New Woman in Victorian soneysaauthority



in gothic literature. Even in the twenty-first century, readers find theeselentifying with the

New Women found ilbracula and other gothic works.

TheTwilight seriesbecame a phenomenon for millions of women worldwide. According
to Stephanie Yap fromhe Strait TimesTwilight has sold more than “13 million copies in the
United States alone” and continues to thrive (par. 10). Joe Neumaier fr@raith&lews
reports that in 2003 wilight acquired the No.5 spot and rapidly moved to the No.1 spot on the
New York TimeBest Seller list for Children’s Chapter Books, within a month of publication,
and was named Best Book of the YeaPmplisher's Weeklyin 2006, New Moon the second
installment, hit No. 1 on the New York Times Best Seller list. In 2B@lpse the third
installment, beat J.K. Rowlingldarry Potter and the Deathly Hallowsr the top spot on best
seller lists (Neumaier 34). The books were often received in two differbtg;ligne being
accredited for being a wonderful love story and another as an anti-femamistlwesl|
Schillinger, from theNew York TimeSunday Book Review for the Children’s Books / Young
Adult, writes that “Meyer, the popular young-adult author, has teased her reétigiseew
romantic confusion of a normal (well...human, at any rate) girl who’s beingguaitsua teen
wolf named Jacob Black and is in love with a ravishing American Nosferatu nameddEdwar
Cullen” (Schillinger), thus, creating a whirl wind love story that everyeoeld want to sink
their teeth into. Othefwilight readers argue that based on the advances of feminism in the
twenty- first century, the series portrays anti-feministic idgigls, thus bringing women back.

Rebecca Walker critiques, on her word press blog, that the series is a poor exaerplaisi:

Bella Swan stars in four anti-feminist novels, Tvalight series. She and the
other main characters are gender stereotyped to a fault. Abusive misogymy and a

embracement of lookism run rampant throughout the 500 pages of the first novel,
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Twilight, and her experiences with teen romance and/or love are truly a

masterpiece on how to have an unhealthy relationship. (LadyRebecca)

Whichever wayTwilight is viewed, it still has managed to find its way into the homes of millions

of Twi-hard fans.

Interestingly, the series seems to be tailored for a specific grdemafe readers. Julia
Arensen, fronThe Advertisem Australia, explains that “the series unashamedly targets teenage
girls and women in general with the story of a blood-thirsty high-school romiaaiceerves up a
burgeoning love affair and tame supernatural thrills” (28). According to Stepkayer, the
series is centered on the theme of adolescent love, a time where love isasichplee; in an
interview conducted by Damian Whitworth for thee TimesMeyer explains, “Because it’s the
first time you fall in love, it's the first time you kiss somebody. All thosifgs are so much
stronger. You are not calloused up yet, you haven’t had your heart broken a few tires so y
know how to handle it. Everything is very vivid so it's a lot of fun to write about” (Whitworth).
These reviews suggest that women and teenagers alike can relate to thedvaeed of
enduring an emotional journey of true love, in order to achieve an identity of onékeliev
completion of another. Ifhe Adverstiser forty -something year- olfwilight fan named
Melinda Bilbey was quoted saying, “For women waiting for a real-life [dwelight is the
perfect fantasy vehicle. Also, as an older reader, Bella’s expesiecbe back to my youth and |
remember what it meant to fall in love for the first time” (Arensen 28). Tioadilly, women
have been taught that their life is not complete until they have obtained a sigroficar. By
having a significant other, one would have obtained stability. Even some women whadb@m t
independent, search for a sense of security in another to reduce the responsitalities)le

woman, such as paying the bills.



Meyer’s incorporation of the supernatural figures brings success to the works. The
vampires and werewolves serve as uncanny figures, which are defined asrspthaths
familiar and yet unknown at the same time. By incorporating an uncanny figeinegrtipire,
readers are able to escape through the unknown. The supernatural figure exudes sragdenes
mystique; all the more reason why female readers become entranced vathigines not found
in reality. They serve as an excuse to be in a constant search for the ideahéuch a lot more
thrill seeking as opposed to just settling for any man. By living vicariously thrBetla, female
readers are able to escape their mundane life and run away with an ideal lsoittwells in the

realm of the supernatural, giving them an excuse to live dangerously without consequence

Twenty-first century female readers are attracted to the gbiilght series due to its
romantic and chivalric elements, characteristics uncommonly practiced Wdayen of the
twenty-first century are unlike the women of the Victorian era; theyraeetd do what they
please and are considered equals to men, even though they still confront gendetigsequali
Today, women carry various titles from wife, mother, girlfriend, daugfitend, lover, career
woman, volunteer, and limitless amounts of others that could lead any woman to feel
overwhelmed with responsibilities, one where your identity becomes lost i arreasof
labels. In the article “Multiple Roles Make Women Susceptible”, Dr. Lei@bszat, Executive
Director of the Canadian Centre for Stress and Well-Being in Toronto jrexitat “The one
big difference between today and past generations is that the majawityr@n are now in the
workforce...women today have a completely different life from a gewerati two ago...
[though] they still try to follow in the footsteps of their parents and grandparéktsltiple
Roles” C9). Eli Bay, founder of The Relaxation Response Institute in Toronto, filitkeates

that women “are very hard on themselves. They feel that they have to prove theiuse lthedt



they must do everything perfectly. Unfortunately, this need to be prefect gger tiots of stress
related problems” (“Multiple Roles” C9). This suggests that women yearnreseetp the
simplicity of Victorian life, and the excuse of being withheld of certaspoasibilities, would

ease one’s mind. As a result, twenty-first century women unconsciously desire étmmfort

of standardized Victorian social and gender norms, where women were once wooedednanda
position and maintained by their husband. The liberties of today have created ahbaicklas
women searching for the rigidity of a relationship mimicking Victoriandads. In order to fill
this void, many have turned to literature, for one instardadequinnovels, to fulfill their

repressed desire for Victorian chivalric ideals.

Stephanie Meyer'$wilight series is an exemplary example of a work used today to
escape the realities of the twenty-first century social and gender.ridimas draws the readers
to the text is the reader’s unconscious recognition of the New Woman personaesseep
woman; from the women of the Victorian era to the women of today. Females,gadmarily,
can relate to the female protagonist, Bella, and the internal strugglesdenakes in order to
find her place in society. Women of the twenty-first century are the repatisernaf the free
woman who has more liberties than her Victorian predecessors, hencefufii New
Woman'’s goal of achieving independence from society’s norms; unfortunatelyeth&fdman
persona never demised, for she resurfaces as the repressed woman that asléyunddmen
are still being oppressed and are discreetly being stripped of their indepieletding. Women
are still expected to conform to certain standards in order to gain acceptaneecaymtion.
Standards that were once believed to be removed are in actuality still enforcedcticegbrFor
instance, female sexual liberation is believed to be accepted as a norm in sodat\s

however, if a woman is overtly sexual, her behavior is still questioned and then sieteid ks
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tainted. Women feel this oppression and resort to escaping in literature. Whigfemale
readers find themselves attracted to the Victorian chivalric behaviorr@dwdlen displays unto
Bella Swan. Edward’s out of this world admiration and protectiveness of Be#lees for the
readers a pathological desire to regress to Victorian standards in ordeeieatiuh a suitor.
Through Bella, the New Woman persona, the reader is allowed to break away into &oolthe
or time period with an uncanny figure, Edward the vampire, where social and gamderds

can be reversed.

To the readers, both Victorian and modern gothic wdkacula and theTwilight series,
serve as a catalyst in achieving self recognition with the New Woman pelsaioeng so, the
readers live vicariously through the female protagonists / double figure in oraehuie e
cathartic release of the social and gender oppressions felt of the tinféeWwh&’oman figure is
essential in uncovering the truth of a society’s lack of equality and bringghtdHe internal

conflicts that lie within the reader against society.

Fundamental to understanding the significance of the New Woman in these goksc wor
is the relationship between the author and their gender. Bram Stoker and Stephanig®leyer
responsible for creating literary works with strong popular followings, worlksliinstrate the
emergence of the New Woman persona both in Victorian and twenty-first centigtyso
Primarily, the author’s gender signifies differing views in the reprasientof the New Woman
persona; as well as the author’s background and environment as motives for tbe ofeéae

New Woman persona in their novels.

Bram Stoker, born 1847, was considered a man of progression. Stoker was often

surrounded by powerful women, women who voiced their concerns and conveyed a desire to
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break social and gender norms (Senf, “Dracula’: Stoker’'s Response” 3 0rdivgg to Harry
Ludlam, Stoker’'s mother, Charlotte, was often described as free willed and outsyguke
detained herself with “social welfare work and determined championing ofdhker sex,”
especially women who worked in workhouses, where she advocated for a solution to éequaliz
the sexes, both here and in our colonies, by encouraging emigration. In new countees,ahe
dignity in labour, and a self-supporting woman is alike respected and respedtabdlam 13-

14). While Stoker’s relationship with his mother might have been amicable, eveleygpests

his relationship with his wife, Florence Balcombe, was not. Daniel Farses gtat Stoker’'s
granddaughter believed that Florence refused to have any sexual relatiohsmwaifter the birth
of their child (214). The disapproval of having relations with her husband, suggests a @foma
outspoken courage to rebuff matrimonial intimacy; an act uncharacteristiictbaian woman.
Therefore, Stoker’s experiences with his mother and his sexual frustration Hadaokt of

intimacy with his wife resulted in Stoker creating a double standard fotetveWoman.

According to Carol A. Senf in “Dracula’: Stoker's Response to the New WomanReB8$
personal life leads him to incorporate the New Woman and her ideolodieadula; Senf

explains:

Familiar with the feminist movement and apparently supportive of women’s
struggle for professional equality, he creates women characters who are the
intellectual equals of the men in his novels; however he seems to have drawn the
line at sexual equality, and he has his heroines choose the traditional roles of

marriage and motherhood instead of careers. (38)
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Stoker is supportive of the strength of the New Woman. Unfortunately, because ofudle sex
repression enforced onto him by his wife, Stoker also viewed the sexual nature\Naiw

Woman with vexation. As a result, Stoker carried ambivalent notions of the New Womlear. St
was also aware of the controversial status of the New Woman within ¥ictociety. We can
conclude Stoker was aware of the attention the novel would attract, with theancbfishe

New Woman persona racula.

With respect to Stoker’s gender and the time period, he made certain his female
protagonists did not achieve the liberation the New Woman sought for, by retnogbesn
into true Victorian women. Victorian disapproval of the New Woman'’s ideologie®guastly
resulted in Stoker’s decision in violently murdering Lucy for transformibg a vampire and
denouncing Mina from heroine to housewife and mother. A woman who is overtly sexual would
be considered unfit for society or any man. We can speculate that Stoker’'s oah sex
frustration and his natural right as a Victorian man of authority would leadohionde a sexual
woman into submission. Stoker illustrates this submission in his violent, gruesaime, a
unforgiving murder of Lucy, a sexual vampire who poses a threat to societyesslia Stoker
ensured that the New Woman personBiiacularetrogressed into the perfect Victorian girl

society expected of that time.

A polar opposite to the progressive Irish Catholic Stoker, the author divilight series
was an educated conservative Mormon housewife from Arizona. By regardyey 8/gender
and time period, we can gain an understanding of the influence the New Woman passona h
the Twilight series. Stephanie Meyer, a university educated woman, was born in 1973. Because
of her Mormon upbringing and being a mother of three as well as housewife, we asatspec

that Meyer felt confined by the responsibilities of the twenty-first cgniaman by taking on
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various roles. In order to escape her mundane routine, Stephanie Meyer peiditagsioese
fantastical characters, Edward and Bella, to live vicariously through ainel/a@ cathartic
release. Meyer has been quoted before addressing tHatitight series was written for her
own personal enjoyment and not for others (Whitworth). Also, due to her writingwhera
conflict between her female responsibilities and her desire to loseferset writing.

According to Damian Whitworth froriithe Times

[Meyer] felt compelled to keep writing, often with the youngest of her three sons,
who was then a baby, clinging to her. Her husband became “kind of mad at
[Meyer]. He said: ‘You never sleep, you don't talk to me, | never get to use the
computer. What are you doing?' | told him | was writing some stuff for fun.”

(Whitworth).

It is clear that Meyer is unconsciously seeking an outlet to express ressegpemotions,

desires and needs. Meyer even goes as far as to say that her works are indesdbehi
cathartic release, “When you think about vampire novels, there is a lot of gere=gsna lot of
sexuality, a lot of darkness, blood obsession. When you read my books it is completedntdiffer
Really, the whole vampirism thing is a metaphor for feeling trapped in arcestei

(Whitworth). Meyer’s statement of “feeling trapped in certain role” could betaphor for the
roles she holds as a housewife and devout Mormon, that create the feeling of bereagjeuliff

and restrained. We can, therefore, speculate, why Meyer depicts her peotadpnist to

regress to Victorian standards. The need for the simplicity of Viotbfeaappealed to Meyer
due to the voice she gives to Bella. We can speculate that Meyer must feetteahisy her

responsibilities and wants to achieve a greater form of liberation throughdracter.
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Stephanie Meyer is a woman of twenty-first century, who graduatedBragham
Young University with a degree in English, a college associatediwghChurch of Jesus Christ
of Latter-day Saints in Utah (Whitworth). As an educated woman she rheetahdards of the
twenty-first century, though unfortunately she was unable to utilize her edugaterher main
responsibilities became of being a mother and a housewife. Due to her poasibégidn of the
situation, Meyer utilizes her degree to create her double figure Bellagautd relive and
achieve her inner desires. In an interview Withhemagazine written by Lev Grossman, Meyer
acknowledges her work as a form of escapism; “I really think that's the undearigitaphor of
my vampires,” she says. “It doesn't matter where you're studeiarliwhat you think you have
to do; you can always choose something else. There's always a differérfGuatsman).
Critics question Meyer’s dedication to female empowerment, due to thehwagyesents her
female protagonist, Bella; one moment, we can see Bella is frustratedhevjghessures of
society and yearns for the simplicity of Victorian life in order to bé Wwér Victorian suitor,
and, in another, we see her character fight to maintain her status as a womawertyirst
century, who is liberated to do as she pleases. IfiltbelimesMeyer states, “that criticism of

her as anti-feminist is ‘a bunch of crap. If anything | am anti-human,’rslo&s? (Whitworth).

As a female writer, who has probably felt the oppressions of the time, Meyeiatnto
Bella’s internal conflict. Essentially, Bella is the New Woman persotiae Twilight series; she
struggles with the desire to comply to her Victorian suitor’s wishes but adtie time yearns
for an extra ounce of freewill. In order for Bella to achieve the ultimate @rfreedom, she
must transform into a vampire. Unlike her predecessdpsanulawho are forced into the roles
of Victorian womanhood, Bella achieves the ultimate form of liberation, by begoanvampire.

Ultimately, Meyer chooses to allow her character to live happily evariafthe form of
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vampire, the ultimate form of freedom. By allowing Bella to achieve freetiteyer essentially
has allowed herself and many other readers the chance to achieve the unattaioagh the

bounds of the text.

The authorship and gender has an influence on how the characters and storyline are
developed and received. Through the use of this knowledge, one is able to tap into the work and
open a window to other interpretations of the text. Readership is considered the formany
interpreting a text, though the authorship should not be ignored for both go hand in hand in

achieving understanding.

In summation, the popularity of the Gothic worksaculaand theTwilight series, is due
to the familiarity the reader can draw from the texts; this being thelunastruggle between
social and gender roles versus the desire for female liberation. | satitdrnal conflict is called
an elliptical cycle and suggest that it defines the New Woman personiasigying an interest
for an uncanny figure, exuding overt sexual desire, and conveying heroic qualifeatds the
fundamental behaviors of the New Woman persona. These behaviors contribute to her need for
self acceptance, consequently, creating a relation to the reader, wal f&els confused with

their stance in society.

| argue that the New Woman persona is influential in neo gothic literdteré the
connection she bestows unto the readers. The New Woman persona is often disguised as a
damsel in distress who endures a series of internal struggles. Though thegpoésengncanny
figure, an element of gothic literature, the New Woman persona begins toquaeslifight for
the attainment of a position in a societal group. The vampire, monstrous outcast, and

supernatural allow the female protagonists, New Women, to divulge into the unknown and
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ultimately give way for a Victorian woman to break social rules, thus emviag their repressed
desires. As a result, the text becomes a vehicle for the reader’s inmertaléseak social norms
and live vicariously through the New Woman found within the work, in order to purge their

feelings, emotions, needs, and wants through the text to achieve a catheaste.rel

As previously mentioned, the female protagonistnacula and theTwilight series
come from different time periods, from the Victorian period to the twenty-#rsiucy, and yet
they are all repressed. | argue that society and its traditions havesggpwasmen for centuries,
hence creating an internal struggle. While separated by a century tdgwoiipe experiences of
women in modern Western society have led to the rise of a Victorian relic, theVidewan
persona. For the New Woman persona will always be in stasis; she never fulspesgor
regresses, she is constantly in an ellipsis. | demonstrate that the NeanWamnever achieve

complete satisfaction, since these bounds have never been broken, but simply defiaed by

This begs to ask the question: Is the New Woman persona really “new”? The answer i
no. As we have seen, the New Woman persona has emerged in the mid-to latearvéctoend
can still be found today, in the twenty-first century. Her transgression throughlitistetes
that she is essentially not “new.” The New Woman persona essentially lags aisted, as the
consequence of every woman'’s struggle with society and her liberation. Tegergational
name of the New Woman persona emerged from the Victorian, but what she repgrasents
always been felt by generations. We can label women who clash with sacidgw Women or
maybe even feminists, but she will always be “woman,” since her steugggentially have
never been “new.” The New Woman persona’s existence is never ending, as long as wome
continue to be oppressed and subjected as her Victorian counterpart, she will flathirsbhe

text. What was once thought as a Victorian relic of the past is still heneahnee might have
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changed in modern day, but her existence can be found in society, for unfortunatedythe N

Woman persona’s endeavors have been in vain and her struggle is never ending.
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CHAPTER |

THE UNCANNY: FROM THE GOTHIC TO THE VAMPIRE

The mere mention of the word “Gothic” tends to call up thoughts of shadows, darkness,
castles, cemeteries, mysterious figures, disillusioned characters, asd &athic is often
referred to set literary and artistic periods from the 1770s to the mid mtretsstury based on
certain conventions. Though, the genre is known for reviving itself with different cbone in
the nineteenth and twentieth century, thus possessing multiple definitions, | Heff@ethic as
the uncanny. In viewing the genre as uncanny, these dark images are causedprgss®ns of
an individual or society. Through the use of gothic literature, one is able to €ppe=self
through the text, allowing the manifestations of their subconscious to be he@ne. Rise of
The Gothic NovelMaggie Kilgour states that “the gothic reflects the return of the regutess
which subconscious psychic energy bursts out from the restraints of the consoio{8.eg
These energy bursts lead to a rebellious nature, where one utilizes tke@otkate a
“nightmare vision of the modern world” to confront past and present conflictso(KiltR).
Gothic and history are deeply interconnected, as these nightmarish imaggeratiee
repressions felt by an individual in accordance to the social and cultural evdres tifte
period. In this chapter, | argue that the gothic’s key component, known as the ungansyidi
often utilized as the vehicle for true escapism and influences the chsiractems in the genre.

| take the historical time periods and events of the Victorian era and the {fiventgntury into
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consideration, in order to further explain the role for the uncanny figure in tlayitgorks of

Dracula and theTwilight series.

Gotbhic literature articulates the repressions felt by contemporaréepanticular time
period. For the Victorian era, the gothic is commonly associated with thigipdtie to its
historical relevance to the repressions felt by society. In the ninletegmiury, a movement of
sexual oppression and female domesticity was felt. The need to express bdthesgresions
made its way onto the text of gothic literature. At the time, the Victoriane unaware that
gothic literature was being utilized as a form of expressioHidtory of the Gothic: Gothic
Literature 1825-191AJarlath Killeen explains, “It was in the twentieth century that the Vastori
‘era’ was retrospectively homogenized and transformed into an age of sepagasion
shadowed by perverse transgression, an age of hypocrisy and duality” (e Mactorians,
their society was one of social and moral progress, allowing them to rej@etsth@nd move to a
modern period. In actuality, the Victorian era was also one of barbarism, whieketanpitude
and decorum went hand in hand and the past, female domesticity and male hegemony, came
back to haunt them. The gothic dwells in both the past and present. Killeen points out “both the
historical novel and Gothic fiction ask important questions concerning the relesfamstory to
the present” (28). It is evident to say that history tends to repeat itselflstnoppressions felt
by the women in the Victorian era - who served as wives, caretakers, rdpoesss, and were
not equal to man - can still be felt in the twenty-first century. Through the wgero¢
literature, the past can be both demonized and idealized for human liberty. Kiljgaim®x
“The fantastic is a means to examine questions in ways which are deemed inafgnopniore

‘realistic’ kinds of literature, because in fantasy the desire which haurfisrbieden can be
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explored” (32). Gothic literature transcends time periods and is still uttirky as a medium

for the expression of repressions.

An understanding of the characteristics of gothic literature is negaessader to
comprehend its importance to Victorian and modern repressed women. In this chapize, |
Anne William’s definition of Gothic to draw parallels betwd@racula and theTwilight series to
the genre. In thért of DarknessAnne Williams attempts to exhibit how Gothic literature is
based upon three principles: Gothic literature is poetic, Gothic and Romantic aaad@othic
literature is categorized into two genres, male and female. Williaeasizes that the genres of
Gothic and romance are not separate, but one; due to the various correlations inagegards t
uncanny. Williams maintains that Gothic literature is most likely to be fourttémin prose
fiction. Prose fiction is categorized as an un-realistic narrative knoarirem-Realistic prose
fiction,” which means informal speech or everyday dialogue (A. Williams {33 to un-
realistic behaviors, situations, and lack of morals, it is necessary that onstandethat the
prose fiction begins to fall under the category of being feminine, thus resortinghb@aek i
romance — patriarchal family. The romance genre revolves around a centistbigyevith
various subplots complementing or guiding the storyline to a resolution of ach&kiagpy
ending scenario between lovers (The Romance). Williams also points oubfrtheymost well-
known gothic literary characters are composed of female characteresten though the
characters themselves remain male. Such personage as Bram Stoker’'sr@oulatiBDracula
is believed to be composed of female symbols. For example, Count Dracula is vienaddsl
of “female power and perversion” (A.Williams 123). It is these feminine, Gothiacteistics-
“darkness, madness, blood”- that give way to Dracula becoming the “Other”l{jArdgi 122-

123). According to Williams, “all gothic trappings —ruins, graves, dark enclosurdsgss and
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even the sublime —signify the presence of this ‘Other,” also known as the pbther‘female”
(A. Williams XI). Williams continues by asserting that the female Gatlotis a journey
through superstition, the uncanny and opening one’s mind to other possibilities for gaining an

insight of the world around them.

Today, Bram Stoker'®Bracula and Stephanie MeyerBwilight series are considered
guintessential examples of popular vampire literatDracula embodies the genres of the male
and female gothic, uncanny, and sublime, which constitutes it as a Gothic workasjitee
Twilight series is seen as a romance, where two unusual teenagers plan to deddattall
preserve their supernatural love. As previously mentioned, Anne William stat&othé and
romance are one entity in a genre; thus, both texts fall under the genre of the Bwthiedation
demonstrated by both texts is the characters exploration of the supernatwmgi ttie vehicle
of the vampire. It would be safe to say that vampire literature originatesidet of Gothic

literature.

The uncanny in Gothic literature is often described as the bump in the night, the
unfamiliar figure, the chill that runs down your spine and the terror of cominge teith
something unordinary. In Sigmund Freud’s essay “The Uncanny,” he defines theyuasann
something that is “not known and [yet] familiar” at the same time (Freud 418jurtHer argues
that everything that is new or unfamiliar is not always frightening, it independs on the
circumstance and what it surfaces, for “what is novel can easily becgmefing and
uncanny; some new things are frightening but not by any means all. Something haddede
to what is novel and familiar to make it uncanny” (Freud 418). The uncanny is the thiatige
lends itself between reality and something unfamiliar in an individual. Inable®othic and

Gender Donna Heiland conveys that the uncanny is based on the “psychology of fear,” it
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disrupts an individual’s sense of identity which destabilizes them from ciwlizdhus leaving
them estranged from their self and society (Heiland 78). Heiland fukplaires that Freud
categorizes the uncanny in two classes where that unordinary “sometmrgecain to
supposedly past stages of cultural development (‘when primitive beliefs which have been
surmounted seem once more to be confirmed’), or it pertains to past stages of individual
psychological development (‘when infantile complexes which have been repressiedica
more revived by some impression’)” (78). Through Freud’s observations of both expsyieac
states that most will experience the uncanny when something repress=dthem to utilize and
believe in the supernatural realm, in order to achieve a cathartic stden(H&). Michelle A.
Masse in “Psychoanalysis and the Gothic” argues that “Psychoanalysiseagathic are
cognate historical strands made up of the same human hopes and anxieties” (Mas8b&31
Masse is trying to convey is that psychoanalysis and the gothic genrady;kzand in
influencing the reader and characters in exploring unsought oppressions. Hedarmhdo
explain, though not focused on Masse’s argument, that “uncanny experiences confritmt us w
mirror-images of ourselves or our culture that terrify us because we do nastandghem, and
that threaten us insofar as they threaten to undermine the version of re&liyhwah we love
every day” (Heiland 79). The uncanny can be frightening, causing a feeliagdifirity in an
otherwise alien situation. Consequently, the uncanny allows one to confront tipeistidesires
and fears through the use of mirror like images that are projected from the sunaérttatse are
known as double figures that at times take on the form of monstrous figures. The doublafigure
source of the uncanny, allows one to experience life through another without thie fear o
consequences and destroying their ego. Both the uncanny and gothic deal with theiausons

which establishes a strong relationship between the two. With this being said,ahaymna
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gothic literature, is often the unconscious repressions of an individual’s fedesias, hence

becoming the ghost that haunts their existence.

The uncanny is supernatural. It is the unfamiliarity and fantasticalnéiss ohcanny that
allows it to fall into the canon of the paranormal. In gothic literature, monstgures$i grow
from the uncanny nature of those whom encounter them and allows for one to explore avenues of
unsought experiences. As a result, the presence of an uncanny figure, such asea wampir

initiate a disturbance of social and gender roles, thus creating a vehiesiref and fear.

The character of the blood sucking vampire first appeared in John Politheei’s
Vampyre(1819). The attributes given by Polidori’s fictional vampire, Lord Ruthven, bedame t
model by which writers based their future vampiric characters upon. The nihateahiry saw
the birth of other vampires, such as Lord Varney from James Malcolm Rywaerisy the
Vampire(1847), Carmilla / Countess Mircalla from Sheridan Le Fa@asmilla (1872), and
Count Dracula from Bram Stokeracula (1897). These literary vampires captivated and

evolved the vampiric figure to what it is seen today.

The description of the vampire has evolved in the centuries since the character wa
introduced to gothic literature. In the nineteenth century, the vampire was edragg
threatening member of the aristocracy who was often described as a hidegusitiea
creature like appearance. These characteristics gave wa fiogure’s terrifying appeal to
society. The disturbing physical appearance of the vampire and its magnitnfleesfce to
society is a frightening element; as a result, the vampire is seeraasral that can bare a
position of power in a human governed society. Writers began altering theadtigatures of

the vampire in subsequent novels, such as Carmwitia is described as “a beautiful creature” as
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opposed to just a creature. These shifts in appearance create a sligitlivattampire, who
can intertwine itself into the fabric of society. In Bram StokBracula,the creature is
described as strong and masculine, a member of Eastern Europeanygehiayjng the pointed
ears, long nails and hairy extremities of a beast. Dracula’s appearpvenates as the novel
progresses. Unlike his predecessors, society is more tolerant of Drappeésance. The
vampire will evolve from a creature possessing beast like qualities, segédnat from society,
to that of an attractive man that allows him to blend and become widely accepteddidgtor
Carol A. Senf irThe Vampire in 19 Century English Literaturehe twentieth-century vampire
has evolved into a beautiful, rebellious, erotic, and blood lusting figure as opposed to his
frightening, grotesque and gentrified predecessidis {/ampired). The figures are still blood
thirsty and aristocratic, but now they are attractive and appealing, thwsgllacceptance into
society. In Stephanie MeyerTavilight series, novels based in the twenty-first century, she
depicts her vampire, Edward Cullen, as a physically attractive, weaitbgtsen year-old, who
is mysterious and wanted by every girl in his high school. His brooding good lookshath to
mesh within the students without any suspicion of being a monstrous figure. Thts bsgshe
guestion: What makes the vampire so appealing? The answer is simple. Thapgmahbf the
vampire directly relates to the power these creatures hold within society. Mpee/és able to
escape the norms established by society while at the same time marnhmrtate serve his
needs. The literary characters as well as readership wish to possessdaip@sar and social
status enjoyed by the vampire; the vampire is not controlled by society noteskfzesurrender

his rights. This, in turn, leads to the appeal and success of the vampire.

Dracula and theTwilight series are exemplary models of utilizing an uncanny figure

within the conventions of gothic literature. The uncanny element sets the mood ofyhe st
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therefore creating a terrifying, exciting, and adventurous plot. By incdnpgian uncanny
figure, such as the vampire, into the plot of a gothic work, the protagonists’ behaviorekecom
influenced by its presence and their social structure becomes disrupted, leatiog a@n
interesting storyline. Coincidently, the succes®acula and theTwilight series can be

accredited to the attendance of the vampire.

The mere mention of his name brings goose bumps, terror, and excitement to people
everywhere. He is often described as an aristocratic man with pale skip,rbdayes, bears
two piercing white fangs, blood dripping lips, and is adorned in all black attire. kfiewmn to
many as Count Dracula. Bram Stoker’s vampire, Count Dracula, is considdrexlepitome
figure of gothic horror. His name is synonymous with the vampires we know and mzogni
today. In Stephanie Demetrakopoulos essay “Feminism, Sex Role Exchanges, and Othe

Subliminal Fantasies in Bram Stoker’s ‘Dracula,” she argues thattthgnuing popularity of
Dracula may be ascribed to our wish to allow our most deeply repressed psychic and societal
desires to surface in fantasy form” (111). The vampire serves as a metapteat fife social
threats. His true power is found with the female protagonists, who are gnélatiynced by the

Count (SenfThe Vampirés9-60). Only through the Count are the characters and readers allowed

to live in a world where social order, temporarily, can no longer define or contnol the

In Dracula, the presence of a vampire creates a disruption in the social structure of a
Victorian community. Dracula is first introduced as a wealthy aristedZatunt, who is in
search of acquiring land in London. Jonathan Harker, a business man and fiancé to Miba, is se
to help the Count select an appropriate estate; “and with him | went into plans andrdkeds
figures of all sorts” (Stoker 27). Throughout his stay, Jonathan observes the Count’'s amdisua

un-Englishman like behavior. John Allen Stevenson explains in his essay “A Vamgiee in t
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Mirror: The Sexuality of Dracula” that Dracula exhibits atypical cost for an aristocrat; “we
learn early that Dracula lacks servants, that he is nocturnal, that he ldasalone, and that he
despises mirrors, and only later do we watch him crawl down walls headefgdtsmall

children to his women, and sleep in his coffin” (142). Stevenson further argues that Jonathan
views the Count differently “because of what food he eats and how he obtains andsptegpare
because of where and when he sleeps, because of his burial customs. To Harkemaarty,

what is foreign is monstrous, even if it is only a matter of table manners” (142ulBis

judged by the cultural standards of an Englishman; this is the reason wdwalDtekkes the form

of a monstrous outcast to Jonathan Harker and the English/Western men, creatiieg chsor
their social sphere. What also frightens the men is Dracula’s display cdlahka behavior.

For instance, Jonathan recaps Dracula descending from a wall outside of Diastida

What | saw was the Count’s head coming out from the window. | did not see the
face, but | knew the man by the neck and the movement of his back and
arms...But my very feelings changed to repulsion and terror and when | saw the
whole man slowly emerge from the window and being to crawl down the castle
wall over that dreadful abyss, face down, with his cloak spreading out around him
like great wings...l saw the fingers and toes grasp the corners of the stones,
clear of the mortar by the stress of years, and by thus using every progeudi
inequality of move downwards with considerable speed, just as a lizard moves
along a wall. What manner of man is this, or what manner of creature is it in the

semblance of man? (Stoker 39-40)

To a Victorian, the words “animal” and “aristocrat” should not be synonymous to deh ot

with respects to an individual with power in society. Dracula’s animal like behdeviates
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from the accepted manners of the Victorian upper class. A creature should maoir fecdd a
position of power in a human governed society; therefore, Dracula must be banisinechbef
creates any disturbance. In addition, the men begin to question their masculimtgommgaring
themselves to the Count’s ability to seduce and entrap their English womeraréhmgsented
with a foreigner who not only can penetrate a woman with his piercing rod, but rssafamggll.
The men feel castrated and disadvantaged sexually since they aregeibbigrihe well

endowed triple phalli vampire. The Count resorts to this method to attain nourishmenisdnd sat
his sexual need to procreate. His need to feed and procreate becomes a threxzisteribe ef
the human race; Dracula proclaims, “My revenge is just begun! | spreaat itenturies, and
time is on my side. Your girls that you all love are mine already; and thrbeghytou and

others shall yet be mine — my creatures, to do my bidding and to be my jackalswdardrid
feed. Bah!” (Stoker 325). The count practices exogamy, meaning marrying oethsiosannot
procreate or feed off of other vampires, but he can accomplish his missiohewtives and
daughters of a foreign race, otherwise, he would perish (Stevenson 144). Van Helshrgg and t
men are now certain that this foreigner must be destroyed in order to tedtoree. The
presence of Dracula, an uncanny figure influences the actions and emotions déthe ma
protagonists; this influence, coincidently, creates both internal and extentigts that give

way to an enticing gothic storyline.

Dracula’s presence creates an opportunity to reverse gender roles fonale fe
protagonists. The uncanny figure serves as a form of escapism from theinoenthe

characters can withdraw themselves into the foreign yet familiar. hrowcy and Mina’s
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encounters with Dracula, both protagonists utilize this uncanny figureedsce of desire to

release repressed emotions, by allowing them to explore their sexual aicchheperties?

The presence of Dracula influences the actions of the characters foummdtiathovel.
The uncanny figure challenges and threatens the social structure and gkasdef a
community, allowing the characters to revert to different roles that weagppotinted to them
before. Men are allowed to be frightened and resort to child like behavior, whil@thenwv
become masculine and domineering of the men and their sexuality. Only witealsa
destroyed, do the men and women revert back to their original roles. As Demetrakopoulos
further explains, “No one changes from his or her exposure to Dracula; they@il severt to
previous purity and goodness, cleansed of the short overlay of evil” (111). Only throagyieD
are the characters ever able to explore and break bounds; without the uncannthggure
characters would not have been able to morph into other roles and the storyline would have been

plain and dull.

The mere mention of his name makes teenagers and women alike squeal and faint. His
dashing good looks are often described as god like, with a tall and lean build, witlaatbrill
smile, deep set black eyes that turn amber, and pale skin that radiatestékevhkin exposed to
the sun. These women speak of no living man, but only of the fictional vampire, Edward Cullen,
from Stephanie Meyer$wilight series. The uncanny figure, Edward, is utilized as a vehicle of
desire for the novels readers. Julia Arensen fitwve Advertisestates that the success of
Twilight “lies in the fact that it is driven by female desire” (28). This desinegoie attainment
of a unique, dangerous, chivalric, girlfriend obsessed, naive, boyfriend, whose only pketsure

please his one and true love, Bella. Aresen argues that “what woilksiliglit's] advantage is

! These arguments will be further explored and discussed in the following chapters.
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its unfailingly old-fashioned romantic hero, Edward. He is pale, mysterious and lgpadin
typical gothic leading man” (28). Through Edward’s presence, the characigrreaders able to
live a fantasy filled world where social bounds are created and destrotteel faypernatural

realm.

In the Twilight series, Meyer’s vampires utilize their uncanny skills to manipulatetgocie
to create appropriate outcomes for themselves. The Cullens possess qumeldeson or
unbeknown to their human contemporaries. For one, the Cullens are vampires, whose bodies are
cold as stone and tough as cement, can only sustain nourishment through the intake of warm
fresh blood, travel at incredible speeds, and some have greater supernattiesl thiaih others.
Stereotypically, vampires are classified as monstrous figures, whiclc@mlg out from hiding
in the middle of the night to wreck havoc, feed, and transform others into their monsttous cul
Edward and his vampiric family exude a contrasting peculiarity of the vaffignire by trying
to weave themselves into the fabric of society. The Cullens are often foundditghattain
what originally made them human; Edward often illustrates his displeashi® adndition, “I
don’twantto be a monster.’ His voice was very low.” (MeyBwilight 189). Meyer’s vampires
take on positions that allow them to integrate and communicate with their human gauster
For instance, the leader and father figure of the Cullen Clan, CarlislexChuliels a position as a
well respected doctor at the Forks Hospital, which allows the vampiric féonighold
themselves as wealthy high class individuals, as opposed to being perceived asmhiddle
class citizens on the verge of poverty. The vampires make use of their skills anddgeotele
create an entrusting environment for themselves and one of comfort. The Cullens corsiey a de
to be accepted and perceived as members of society, with an element of wiwetly Bella

points out the Cullen family’s luxurious cars:
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‘[The Cullen family] took Rosalie’s car.’[Edward] shrugged as he parkgtitae
a glossy red convertible with the top up. ‘Ostentatious, isn't it?” Um, wow,’ |
breathed. ‘If she habat, why does she ride with you?’ ‘Like | said, it's
ostentatious. Way to blend in.” *You don’t succeed.’ | laughed and shook my
head as we got out of the car..."Why do you have cars like that at all?’ |
wondered aloud. ‘If you're looking for privacy?’ ‘An indulgence,” he admitted
with an impish smile. ‘We all like to drive fast.” (Meydiilight 199)
As much as the Cullens try to demonstrate a disconnection from their monstrous @fluenc
allowing them to be perceived as human beings, they often utilize their supdralailitres to
attain their desires and wants. Edward often makes use of his ability to readopladsdn
outcome that would be most desirable to him. His most desired outcome is to constantly be by
Bella’s side, especially in the comfort and privacy of her room. For irstarieen snuck away
in Bella’'s room, Edward can tell whether or not Bella’s father, Charlie, difmg# her room,
which allows him ample time to hide or leave, without any evasiveness; “Chaiing up;
I'd better leave,” Edward said with resignation” (Meydew Moon542). Edward employs his
vampire like abilities to sneak and enter into Bella’s room without any provasdtom
Charlie. Though, Charlie, who is merely a human being, is not much of a threat to Ebws\rd; t
his say is often disregarded. For example, Bella asks Edward about Chankeéabouts,
“Charlie?’ | asked. Edward frowned. ‘Sleeping. You should probably know that Eakiong
the rules right now. Well, not technically, since he said | was never to wallgthtos door
again, and | came in the window...But, still, the intent was clear” (Méyew Moon503). As
seen in this quote, Edward shows no regret for his actions, but merely makes wittgrdem

about it.
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In addition, Edward’s un-biological vampire siblings also bear supernaturéikabil
which allow them to foretell and influence the actions of others. Alice Cullenshes,d1as the
skill to foretell the future through mental images, which gives her the capabiinfluence an
outcome; Alice explains her talent to Bella, “Some things are more ctréenrothers... like the
weather. People are harder. | only see the course they’re on while theyr®nod they change
their minds — make a new decision, no matter how small — the whole future shife/éi(M
Twilight 435). With this ability, Alice can change the outcome of the vision, by infilngr=ad
manipulating others and certain events, to something more appeasing for les@arfiple, Alice
envisions Edward committing suicide in Italy; Alice states, “We mesadly be too late. | saw
him going to the Volturi...and asking to die” (Mey&lew Moor419). In order to prevent
Edward’s death, Alice encourages Bella to fly with her to Italydp kim, thus interfering with
the foreseen sequence of events and allowing her to keep her brother alivel’ €£bdwagher,
Jasper Hale, has the ability to sense and influence the emotions of other&lBellictim to his
ability, “I hoped that by myself in the dark, | could give in to the terriblesfdzat hovered on
the edge of my consciousness, unable to break through under Jasper’s careful supervision”
(Meyer, Twilight 411). Through the bidding of Edward, Alice and Jasper are often employed to
use their supernatural skills to influence Bella Swan, who frequently fealsvmveness of
their talents; Bella explains, “My head is sort of... private. But it doesmt $asper from being
able to mess with my mood or Alice from seeing my future” (Megezaking Dawrb96).

Unlike their vampiric predecessor Count Dracula, who threatens societyydivebtthe
extinction of the human race, the Cullens indirectly threaten society by maimgwaad
employing their human counterparts, than exterminating them. As opposed tmgesobi@asic

human behavior to resolve conflicts, the Cullens often use their supernaturalsaiilitie
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manipulate those around them to produce an effective outcome that falls in theiFfaeorill

is not often expressed in the judgment of the humans. For the humans are often told what to
believe and how to go by living their lives. In the case of Bella, if the Cullenscabusy
maneuvering and controlling her actions, they are busy distributing lies ohleezabouts to her
father. Ultimately, the Cullens’ desire to be accepted as humans is ahremggh the
achievement of truly being human is never reached, for their monstrous influencdais muc
greater, thus employing their supernatural abilities to manipulate thearhcounterparts to
generate acceptable outcomes in their lifetimes.

Edward, an uncanny figure, influences Bella to convey regressive femitnaeide
uncharacteristic of her contemporaries. Bella, a woman from the tdesttgentury, reverts
back to Victorian standards to attain a relationship with her vampiric VictoridEndoad,
Edward. Born in Chicago in 1901, during the end of the Victorian period and the nascent
Edwardian period, it is safe to presume that Edward was raised and instiledictorian ideals
from his Victorian parents, hence his strong convictions to Victorian ideologiesréhat
illustrated in the series. Before the entry of the uncanny figure ia’'Béfie, she was the
guintessential twenty-first century woman, who possessed the ability ary tdbachieve an
education, create an individualistic identity, build a career, and explore avbatiegre once
regarded for men only. Meyer supports this claim by describing Bellarag sy mature for
her age, educated and well read, from Bronte to Shakespeare and Faulkner to(Bellacbas
read it all and expresses her contempt when examining the school readiig kdteady read
everything. That was comforting...and boring” (MeyBwilight 15). Bella’s gender reversal is
not merely attributing to the attainment of masculine qualities but the ldbkmf since she

reverts to a primitive form of female domestication; this being the Victov@aman. Bella is
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more than willing to surrender any bounds of freedom, given at the time, or relationghips
family and friends, in order to be accepted and loved by Edward, the uncanny Tigunegh
her dismissal from the feminine gender role of the twenty-first centalia Begins to illustrate
Victorian behavior by acting naive, weak, silent, and obedient; Bella expladshave some
trouble with incoherency when I'm around him” (Mey&wilight 204). Throughout the series,
Bella often displays bursts of progressive behavior in the attempt to attaiti@paispower
that will allow her to voice her opinions, a quality often exuded by the New Woman. For
instance, infwilight, Bella requests to leave formerly than abruptly from her father, Charlie, in
order to not worry him, even though her life is in jeopardy:
‘Does anyone want to hear my plan?’ ‘No,” Edward growled. Alice glared at him
finally provoked.
‘Listen,’ | pleaded. ‘“You take me back.’...
‘I demandhat you take me home.’ | tried to sound firm.
Edward pressed his finger to his temples and squeezed his eyes shut.
‘Please,’ | said in a much smaller voice. He didn’t look up. When he spoke, his
voice sounded worn. ‘You're leaving tonight, whether the tracker sees or not. You
tell Charlie that you can’t stand another minute in Forks. Tell him whatevgr stor
works. Pack the first things your hands touch, and then get in your truck. | don’t
care what he says to you. You have fifteen minutes. Do you hear me? Fifteen
minutes from the time you cross the doorstep.’ (Mejetilight 384-385)
Bella’s voice is quickly silenced with Edward’s disapproval. It almost seenf€adward gives
in to Bella’s request when she is given an opportunity to speak with Charlie; though, he

manipulatively incorporates certain stipulations and a time frame in aréteep control of her.
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Bella utilizes the uncanny figure to attain the ultimate form of libenatbecoming an uncanny
figure who does not follow societal norms and restrictions. A common misconcepitgiratiéd

in the series is that Edward’s refusal to transform Bella into a vampineaist ®f love to save

her soul from damnation; Edward states, “I cannot be without you, but | will not dgetroy

soul” (Meyer,New Moon518). This refusal is not as chivalric as it is often perceived by readers,
for Edward’s true actions lie in his fear of attaining an equal partnerh&afittorian male, the
woman was not often seen as an equal, for the man was the leader of the household and the
woman was the supporter of the man and his endeavors. The vampire represents fre¢laem, for
creature is never confined by the social structures of society. Thetelttizievement for

liberation would be to transform into a vampire; Bella addresses Edward about her
transformation date, “I want to hurry,” | whispered, smiling weakly, gyim make a joke of it.

‘I want to be a monster, too’ (Meyedtclipse25). Edward refuses her transformation in order to
maintain an unequal status where Bella would need him to survive successfully in the
supernatural realm. If Bella was to transform into a vampire, she wouldspdhseabilities of
strength, stealth, speed, and an appetite for human blood. As a newborn vampire, her abilitie
will be exceptionally stronger than Edward’s. For one, her physical straniyjbe no match for
Edward; Bella asks Edward, “How strong wilbe?’ He grinned. ‘Stronger than | am™ (Meyer,
Eclipse317). With Bella becoming an uncanny figure as well, no longer will Edward be seen as
the strong, masculine figure; he will be castrated from his position to a lower orfelikeuc

Bella is as a human. Secondly, Bella’s appetite for blood, often served ésphondor semen,

will be much stronger than Edward’s. This is frightening for Edward, for Bed&atsial nature

will be overpowering and not in control as before; Edward explains that newborn vaanpires

“Bloodthirsty, wild, out of control. The way we all were” (MeyEglipse26). Newborn
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vampires are, as described by Jasper, “volatile, wild, and almost impossiblertd’ ¢deyer,
Eclipse290).

By becoming a vampire, an uncanny figure, Bella will exhibit barbariexoeh
synonymous often reserved for the masculine sex than a woman. These are thessasohy
Edward is so adamant of encouraging Bella to remain human, in order to avoid malangSel
masculine equal. Only through the presence of the uncanny figure does Bellansigercto
regress and conform to her Victorian predecessors’ standards, which weresetwed for the
domesticated woman, in order to attain and preserve the love between them.

The presence of Edward, the uncanny figure, allows for the reversald#rgetes. As
previously mentioned, Bella has reverted to Edward’s antiquated Victorradhastis to maintain
their relationship; hence, she illustrates qualities of a Victorian womaa \Agorian woman,
her position of power is often limited. Though, when her family or friends are theegtBella
places herself as the hero, often rescuing her supernatural counterphgselsituations,
Edward becomes the feminine model, the damsel in distress, while Bella iagbelime figure,
the hero. Bella utilizes the uncanny figure to reverse gender roles fogrneditbBy taking on
the position of the hero, often a role suited for a man, she is exuding masculinesqUdlise
leads to a role reversal between the two sexes. Her progressive behavior is notameorthe
twenty-first century woman; though, for the Victorian woman, her behavior igldimg
powerful and familiar to the New Woman. Due to her retrogression, Bella now, cruusiyg,
exhibits behavior of the New Woman in order to achieve recognition and a stance of powe
within a selective group. Only by being the uncanny figure’s girlfriead,Rella encounter the
supernatural realm and allow her to explore the masculine role of a hero andrsave he

supernatural family and friends.
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Edward and the Cullen Clan influence and manipulate the actions of the humans who fall
prey in their supernatural realm. As opposed to Stoker’'s Dracula who direatgnodls a
society, Meyer’s Cullen Clan, on the other hand, indirectly manipulate and influendeutinan
counterparts. The Cullens’ charm is undeniably unavoidable and persuasive, forausir be
social status, and supernatural abilities only allow them to create and molevtimsacounter
them, in order to achieve a desirable outcome for themselves. In addition, the poésence
vampire continues to influence social and gender roles, which are often reversed and
maneuvered. This allows for the characters, and readers, to escape into the therld of
supernatural. As Melinda Bilbey, a fan of the series, expresbegight is the perfect fantasy
vehicle” (Arensen 28). As a result, only through the encounter of a vampire are theshuma
influenced and disrupted from their sequenced routines and fall prey to a monstrais figur
desires.

The gothic allows one to explore unknown worlds and release the repressions felt of that
time, thus allowing one to achieve a cathartic release. Through the use of the digraenthe
characters and readership are allowed to utilize the figure to break all bowuodsety and lose
themselves in the world of the supernatural. Heiland states that monsterassemeanny
doubles of our societies, reflecting back to us images of everything that wedsaweit as
undesirable or threatening to the status quo, and forcing us to face that which we weultb pref
leave hidden” (100). As fulfilling it may be to live carelessly through a ddignlee, in
retrospect, it can also inhibit progress. Heiland argues that the “uncanny keemsronefring
forward. It threats the hierarchal structure of patriarchy and thergss'gassociated with the
rational world of enlightenment” (80). It is a compulsion for the uncanny to continudiasty a

the past to repeat itself, thus avoiding any real progress. This is the rdgstireviemale
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protagonists never fully achieve liberty. As New Women, they are enduring emairgguggle
between social norms and their desire to achieve freedom from societahicdgisThis struggle
creates an elliptical cycle, where the female characters endure nsavhpmgress to only be
thrusted back into submission; in other words, they are constantly in states o$gmyesnd
regression, never fully achieving a stance but constantly shifting in a melieg €ircle. Gothic
literature opens a window into the life of oppressed women from the historiegbéinods of
the nineteenth and the twenty-first century. As long as society and men bound women into
submissive roles, monstrous figures will continue to be imagined, written aboutyehyi
carelessly through. For gothic’s uncanny figure is a key element in the $ufvika New

Woman and her repressions, thus giving her a voice.
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CHAPTER Il

FEMALE SEXUALITY: THE UNLEASHMENT OF DESIRE

Sexuality is a common theme that is censored in Victorian middle to high clasty;soc
nevertheless, through the means of literature, it is able to be addressed aed @lldourish. In
contrast to the established gender ideals of Victorian sexuality, Gaénatlire paints the biased
perspective of Victorian sexual roles and its repressions. In this chagtguel how the
presence of the New Woman persona in Gothic literature is essential in voicregriagsions
of the Victorian woman. Focus is placed on the female protagonidtaaula and theTwilight
series, who challenge Victorian gender roles and explore their sgxashitew Women. For
starters, the nov@raculatakes place during the Victorian era. The female protagonists, Lucy
and Mina, are portrayed as ideal Victorian women enduring an internal stret\gkeh societal
norms and their repressed sexual desires. In Christopher Craft's essayyKwith Those Red
Lips: Gender and Inversion in Dracula,” the noDehcula “presents a characteristic, if
hyperbolic of Victorian anxiety over the potential fluidity of gender ro{&$2). Whereas the
Twilight series takes place in the twenty-first century, where women are allowgglore their
sexual desires; however, the modern woman protagonist, Bella, falls in love wittoaavi
vampire, Edward. In order for Bella to preserve her love with Edward, she mgress¢o his
societal Victorian norms, which creates a conflict with her sexual neddsisidesire for a
Victorian woman. Overall, the female protagonists from both works display New Woman

behavior and endure an internal conflict between their societal norms and sexeal desi
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To Victorians, sexuality was to be constrained and limited to traditiomalastds of
behaviors. Women in society were to remain restricted and pure and have no relatton to se
While an emotional and physical expression of love is seen as integral partiafymar the
modern mind set, to Victorians, sex was to be engaged for the sole means of prgareatder
to promote individual and social progress. For the Victorians, love was believed to be an
emotional act; as a consequence, love should not be subjected to the physical. BodnVictori
men and women shared very distinct and interrelated gender roles establisimetheisociety;
the woman was to remain pure at home, while the man was free to sexually explonenis i
desires. According to Kathleen Spencer, in “Purity and Danger: Dracularliha Gothic, and
the Late Victorian Degeneracy Crisis,” the ideal Victorian woman haxy rfigauises of maiden,
wife, and above all mother, Woman (with a capital) had been appointed the guardian of moral
virtue” (205). The Victorian woman’s primary role of the house is to provide salvation by
providing cohesion to the family structure through the means of enforcing idlicideals. The
Woman, positioned as the “Angel of the house,” “was to save Man from his own b#setans
and lead him toward heaven” (Spencer 205). For some women, these expectationdiowdte dif
to meet, which created much discomfort in the home, thus, “more and more women insisted on
leaving the house of which they had been appointed angel, the house that, if a refuge for me
became for many middle-class wives and daughters a more or less pleasaiht($pencer
206). In the eyes of men, a woman who denied her traditional role was essentialhg demyi
womanhood. IrPlain Talk on Avoided Subjectsvritten in1882, Henry Guernsey states that, “no
women should ever marry without a full knowledge of her duties to her husband, payticularl
the sexual respect, for without granting this privilege to her husband in full eodlathere

cannot be maintained a happy married life” (94). Women who denied their womanhood in the
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attempt to seek other avenues of self expression and identity, became fallen@Gmggeksllen,
these women became the predecessors of a new generation, known as the New Woman, who
rebelled against the Victorian values that repressed women, thus creating af watential

change and evil that threatened society.

Victorians believed sexual inhibitions were directed as a powerful source thahoed
our everyday activities. In “The Power of Desire and The Danger of Péed&atorian
Sexuality Reconsidered,” Steven Seidman states that “sex was a natuned wisbse
significance for the individual and society was far-reaching and powés). Seidman
continues that sex was seen as a “principal source of misfortune and evil” tioadlepave a
person’s destiny of purity and success (50). Sexuality was deemed powerfuédad teebe
contained, in order for man and civilization to function appropriately among one another.
Seidman explains that sex is necessary to promote the health and reproductionieta Sgec
should not be valued for its sensual qualities; by doing so, one became engaged in the domino
theory of sex (50 — 52). This theory is initiated when one falls prey to their innex sex
inhibitions that can become overwhelming and habitual, rather than procreative,dsémge |
“self control and social purpose” (Seidman 50, 52). In other words, if you are anvemuadeek
to satisfy your sexual desires, your destiny will lead you to a lifainfand disgrace, because
sex has become a tool of gratification than of procreation; “the victim sinksrdeepdeeper in
pollution, till he is overwhelmed at least in irretrievable ruin and disgraadif@an 50). A
Lecture to Young Memvritten in 1840, Sylvester Graham explains that sexual excess “impairs
the intellectual and moral faculties, and debases the mind” (97-98). Not only dakase the
mind but, according to Kathleen Spencer, sex is “paradoxically seen as both social and

antisocial; it helps to define individual identity while at the same timaténéeng the collective”
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(218). Gothic literature illustrates the stance of women belonging to se@egyoften placed in
positions that inhibited their sexual desires. While, some authors empowered ttiesarVi
women in their novels, by giving the female characters qualities not commonr tditterian
contemporaries; it nevertheless remains that “almost all readings jgresginen sexuality that
is repressed and displaced throughout the text” (Spencer 197). Nonetheless, sserespoé
the Victorian woman did not go unchallenged and the evolution of sexual desire became

provoked in Gothic literature with the help of the New Woman persona and the uncanay figur

The presence of a vampire in Gothic literature becomes a sexualizeddhheamale
characters within the text by disrupting societal order of genders. Th@reaalso identified as
the Other, threatens to destroy societal norms and roles, by transformimgelend women of
brave men into masculine things. Once bitten and transformed into a vampire, women woul
gain supernatural abilities that would rival against the abilities of their inomade counterparts;
as a result, the vampire figure would allow a woman to take on a role of masculthjppaer
through the unknown, hence the title of masculine things. This competition for women can only
lead to the stance where one race, vampire vs. human, will rise up and leave the to#ited cas
in defeat. For instance, in the essay “The One-Sex Body in a Two — Sex Worldy Cynd
Hendershot argues thatacula “thoroughly tropes the vampiric body as dangerous that even
casual contact with it throws gender systems and sexual identities inteiflliX381). This
flux is due to the fact “the vampire, dead yet intensely sexual, defies both featuaad
society’s restrictions and therefore manages to escape many of thédinsithat affect human
beings” (Senf, “Dracula” 39). The vampire by definition brings forth change lzalténges an
established society, since this figure “has no true ‘national’ identity, nonconty’ to belong

to,” essentially an outsider (Spencer 213). In addition, the presence of this undead figure
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paradoxically, brings to life and excites the inner repressed desires ®ithom encounter
him. Simon Williams, in “Theatre and Degeneration: Subversion and Sexuakfygsses that
“sexual desire is exhibited as supernatural possession that causes the bevamet
deliriously in caverns and shady places in search of her demon lover. But oncerstsetoet
consciousness, she is totally unaware of the dark forces that have briefly takeardwady”
(246). Furthermore, the threat of loyalty is not only subjected to the vampire but tlemaem

well; “the danger is not that she will be captured but that she will go willif§tgvenson 139).

Contrary to Victorian ideology, many Victorian women did enjoy engaging asex
pleasure. In the 1875 contemporary wdHe Function and Disorders of the Reproductive
Organs William Acton states that “there are some few women who have sexuakdesstong
that they surpass those of men”; even though Victorian opinion would say, a modest woman
should never succumb to her sexual indulgences (234). The Mosher survey conducted in 1892-
1913 by Clelia Mosher, later edited and published by Carl Degler in 1973, contrédtheted
popular stereotype of the passionless, prudish Victorian” woman being desensitsex
(Seidman 59). The women interviewed for the survey demonstrated how Victorian women
“relished sex, claimed high rates of orgasm...accepted themselves as fldksxprsexual
beings’, thus leaving ‘little evidence here of Victorian prudery’” (Seidman\&8jorian women
did not only see sex as a means for physical pleasure and gratificationplag ‘@s expression
of love and a key source of the marital bond” and “part of healthy living and fregagoi}”
(Seidman 59-60). Furthermore, according to the Mosher survey, before the 1900s, woenen we
bit reluctant about sex, but nevertheless enjoyed sex; after the 1900s, women \eespendp
equality and spirituality in the bedroom. After the 1900s, women viewed sex as atpdoess

both sexes, not only in regards to procreation, but as a reason to express love. Thisaliffere
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social view on sex made way for a generational shift to create immslap between love, sex,
and marriage (Seidman 60-61). Consequently, the wave of female sexual fremuioviichorian
social roles posed a greater threat to Victorian society, due to a womaréstdeake on role of
power through sex. Victorian women who explored their sexuality fell unto tte®stpe of the
New Woman persona, who was “more frank and open than her predecessors. Sleetdelt fre
initiate sexual relationships, to explore alternatives to marriage and imatlkeand to discuss
sexual matters such as contraception and venereal disease” (Senf)&dD8&g. The New
Woman'’s sexual ideologies and behavior was a threat to Victorian societyelléfevas that

with the bat of her eye and her sultry temptations could eventually bring down ae.empir

In Dracula, Lucy Westenra is portrayed as the embodiment of the awakening of
sexuality. Stoker presents Lucy’s character as an ideal Victorian waimais beautiful, young,
pure, genteel and aristocratic but is a marginal character nonethelesss marginal due to her
flawed inability to control her sexuality, which violates Victorian séxakes. Whereas her
counterpart, Mina Harker, is the archetype of a good Victorian woman; nonsthkisestance
will later be questioned in regards to her sexual behavior. The initial signgyé lsexual
awakening can be seen in a letter entry she submits to Mina explaining hematdkituation
of receiving three proposals in a single day. Lucy is not ashamed of her preatidarnis rather
disappointed with her restrictions; “Why can’t they let a girl marrgghmen, or as many want
her, and save all this trouble?” (Stoker 66). Lucy is also not bashful of her untradhiaungthts
and sarcastically says, “don’t tell any of the girls, or they would tisngeall extravagant ideas
and imagining themselves injured and slighted if in their very first day at treygelid not get
at least six. Some girls are so vain” (Stoker 63). Lucy’s sexuality iatémeg to her

community, “sufficiently threatening that she becomes an appropriatgatenactim — [and]
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will not limit herself to one man” (Spencer 210). These thoughts can be ingerpiebeing
repressive; the idea of being with more than just one man makes her un-monogamaurs, thus

unconventional Victorian woman, a New Woman.

In theTwilight series noveEclipse Bella also searches for her own sexual awakening.
As Lucy Westenra, Bella has many suitors as well. Her suitors incldeerft Cullen, Jacob
Black, and Mike Yorke. Bella claims her heart is devoted to only one man, Edward, avho is
vampire; however, her intentions with Jacob seem more than just being frieaekédywBuld
find ways to sneak away from Edward to see Jacob, only to encourage his fieellregs Once
Jacob would return these feelings, Bella would shun, abuse, and insult him, in order ighestabl
boundary between them. The fact that Jacob was a werewolf, uncanny figure, dcésdreto

him and allowed her to use him for his company, time, and protection:

‘Sometimes | think you like me better as a wolf.’

‘Sometimes | do. It probably has something to do with the waycgaii talk’

‘No, | don’t think that’s it. | think it's much easier for you to be near me when I'm
not human, because you don’t have to pretend that you're not attrached(ta)

| make you nervous. But only when I'm human.

When | am a wolf, you're more comfortable around me.” (Melyelipse478)

In the text, Bella restates her love over and over again for Edward; neverthelessiomsrsay
otherwise. By regressing into the Victorian values Edward favors, her urdekesires become
repressed, forcing her to find ways to release this repression. In order tanhaveerstanding

of her regression, one must keep in mind that Edward was born June 20, 1901, the year of the
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Edwardian period and the end of the Victorian era, thus, coincidently resulting irohig str

Victorian adherence; Edward’s caretakers must have raised him withrigicmorals. Bella

only becomes aware of her unconscious feelings for Jacob when, forcefully, kiskembby

“Why wasn’t | stopping this? Worse than that, why couldn’t | find in myselhekie desire to

wantto stop...I'd been lying to myself. Jacob was right...He’'d been more than just a friend...|

was in love with him. Too” (MeyeEclipse528). Bella loves Edward and tries to meet his moral
standards but, nonetheless, her behavior and thoughts are not of an ideal Victorian woman, but of

a New Woman, since she is not as sexually reserved as the standard sets.

Both characters, Lucy and Bella, seek the comfort of many suitors in orskatigfy their
sexual desire to be desired by many and break conventional Victorian norms; “soraa w
developed an insatiable appetite for conquests and collected suitors as a formrof powe

(Demetrakopoulus 109).

In vampire literature, blood serves as a metaphor for food, reproduction, and life. In
Dracula, Lucy has fallen ill due to succumbing to the seduction and bite from Dracula. in orde
to keep her alive, Dr. Seward, Van Helsing, and Arthur Holmwood must perform blood
transfusions. Arthur feels a deep connection when exchanging blood, almost asvétéey
really married. Dr. Seward’s sentiments were the same as he sayss {itiwa feeling of
personal pride that | could see a faint tinge of colour steal back into the paélicscrel lips.

No man knows till he experiences it, what it is to feel his own life-blood drawn awayéto t
veins of the woman he loves” (Stoker 141). In vampire literature, the exchange of blosd serve
as a metaphor for semen and bodily fluids which, coincidently, refers to sex. Boce)dby
receiving blood from more than one person, this symbolically represents as an atiooave

orgy or adulterous relationship that may have occurred through the exchange ofrbtegdrds
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to Lucy’s blood transfusion, all three have engaged in sexual relations witrahdaach other.
A form of homoeroticism has arisen, through the veins of Lucy. Van Helsing imnigdiate
recognizes the sexual nature of the transfusions; “Ho, ho! Then this so sweetanaid is
polyandrist... even |, who am faithful husband to this now-no-wife, am bigamist” (Stoker 190)
It was quite important that the other men were not aware of her “operations,” bg@atiar;

“If our young lover should turn up unexpected, as before, no word to him. It would at once
frighten him and enjealous him, too” (Stoker 142). The blood, symbolically semen, bientgs li
Lucy through the means of sexual desire, this being the desire to be with nauliipts, a
nontraditional custom of the monogamous Victorian woman. The sexual desire dxciesly
to orgasm, thus bringing life to her body. Lucy’s awareness of these blodddrans further
supports her acceptance of sexual liberation, by recognizing her needrfbtdbdi/ semen to

bring her back to life.

Mina Harker also succumbs to the seduction of Dracula, which leads to an exchange of
blood. At night, in the newlywed’s bedroom, Van Helsing and the men enter the room and
witness Dracula seducing Mina, as Jonathan Harker lays on the bed next to therag“his fa
flushed and breathing heavily as if in a stupor” (Craft 125). The scene of ®eiMina

engaging in a sexual act, in the Harker bedroom, is described in Dr. Seward’sda@hyves:

Kneeling on the near edge of the bed facing outwards was the white-clad figure of
his wife. By her side stood a tall, thin man, clad in black...With his left hand he
held both Mrs. Harker’s hands, keeping them away with her arms at full tension;
his 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. (Stoker 300)
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In this scene, Mina is introduced into the vampiric world where gender roles are apdtatge.
Dracula’s blood takes on the symbolic form of semen and milk. By Dracula foraing ¢enk

his blood, he is forcefully encouraging Mina to engage in fellatio and nursing beH#we

attitude of the two had a terrible resemblance to a child forcing a kitten’smiosesaucer of

milk to compel it to drink” (Stoker 300). Mina is disgusted to hear of the act thatilBriacced

her to do; moreover, with time, Mina regains her memory and describes the ehenbtioer

men: “When the blood began to squirt out, he took my hands in one of his, holding them tight,
and the other seized my neck and pressed my mouth to the wound, so that | must eithes suffocat
or swallow some of the — Oh my God! My God! What have | done?” (Stoker 306). Mina’s
recollection of the event supports the idea that she was fully aware of tihe adsengaged in

with Dracula; she never states that she tried to stop Dracula from forcitgdrenk from him.
Moreover, through her recollection, Mina becomes aware that the graphis detdd get her

into trouble with Jonathan and the men, so she quickly diverts from the memory with a response
of remorse; “What have | done?...God pity me! Look down on a poor soul in worse than mortal
peril; and in mercy pity those to whom she is dear!” Then she began to rub her lips &sdhoug
cleanse them from pollution” (Stoker 306). Mina is aware that she engaged in a feflatiof

and indeed “spurted” and “swallowed” Dracula’s semen. She knows good Victmmamare
forbidden to engage in any lecherous activity, and those who do so, such as the Nemy svema

to be punished for such behavior. In the end, whether conscious or unconscious, Mina engaged in
a sexual act with Dracula, which only a New Woman would feel free enough tonskekgage

in sexual relations with an unknown individual or figure.

In Twilight, a similar blood exchange can be observed when Bella is bitten by a vampire.

Bella was kidnapped and attacked by Edward’s enemy, James, as a meanwgyef iBeka
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becomes aware of her bite wound when awoken to familiar voices of the Cullen’s and
excruciating pain, after losing conscious during her struggle between; Jameland is

burning! | screamed....I writhed in the grip of the fiery torture” (Meyawjlight 454 -455).
Carlisle, the leader of the Cullen clan, was horrified to hear that Bella ties lby another
vampire; “Carlisle! Her hand! He bit her!” Carlisle’s voice was no langgm, it was appalled”
(Meyer, Twilight 454). To Carlisle, Bella’s blood is now tainted with the blood of a foreign
vampire, insinuating an exchange of bodily fluids; thus, her human innocence has been taken
away from her. The brutal and forceful attack Bella endured can be suggesiitera of rape.

In order to purify Bella, Carlisle encourages Edward to suck out the vampire venonimé&om
wound; “See if you can suck the venom back out. The wound is fairly clean” (Meyight

455). The vampire venom serves as a metaphor for semen. If Edward was to suck out the venom
it would be implied that he engaged in oral sex, hence creating a homoeraba reldbreover,
Alice and Carlisle also suggest to Edward the possibility of transfornmetig iBto a vampire,

than losing her in grips of death. However, Edward’s Victorian morals, in regarels hefore
marriage, create a conflict between saving Bella, sucking out the vendimisanorality,
penetrating her with his vampire fangs; “Carlisle, I...” Edward hesitat don’t know if | can

do that'... ‘l could see his perfect face, staring back at me, twisted in to a masleasion and
pain” (Meyer, Twilight 455). Edward, ultimately, spares his morals and decides to save Bella’s
life and purity, by removing James’s venom from her body; “l watched his eyles deubt was
suddenly replaced with a blazing determination. His jaw tightened. | felt hisstawlg fingers

on my burning hand, locking it in place. Then his head bent over it, and his cold lips pressed
against my skin” (MeyefTwilight 456). The removal of James’s tainted bodily fluids from

Bella’s impure body did not go without a struggle; “at first the pain was wosseedmed and
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thrashed against the cool hands that held me back. | heard Alice’s voice try toe€alm
Something heavy held my leg to the floor, and Carlisle had my head locked inettwe kiis

stone arms. Then, slowly, my writhing calmed as my hand grew more and more nueyet,(M
Twilight 456). The struggle illustrates how Bella’s body unwillingly fought to preserve the
newfound freedom it will acquire from the tainted blood she received from an unknown suitor.
Bella is not as naive as Edward believes, she is fully aware of the varaps®tmation

process; “clearly, he’d had no idea that [Alice] filled me in on the mechanicsnpinea

conversions. He was surprised and infuriated” (Meleilight 473).

The vampire transformation can be seen as a metaphor for sex. The fact thiat@eda
and discusses these mechanics shows how curious, and possibly experienced, shedsltb the
of sex. Bella consciously wished for James’s vampire venom to take over her bbey; at t
hospital, she questions as to why Edward stopped the transformatbpytu did it. Why
didn’t you just let the venom spread? By now | would be just like you” (M&yeitight 473).

Even though Bella was in danger, she consciously knew there was a possibilihgabtmsed

to the element of vampire transformation / sex.

In addition, Bella teases Edward with her blood. While in the hospital recovering and
away from danger, Bella asks Edward how her blood / bodily fluids tasted; “titbyou do
it?’...'Don’t | taste as good as | smell,” | smiled in response” (MeVwilight 460). Edward
answers with, “It was impossible...to stop’, he whispered. ‘Impossible. But | didustlove
you’” (Meyer, Twilight 460). Bella’s blood was so appetizing that he felt as if he could not stop,
but he did. Edward stopped himself before getting too sexually excited, she tastethéeer —
better than I'd imagined” (Meyemwilight 460), and feared of not having control of his sexual
urges, “No, the very worst was feeling...knowing that | couldn’t stop. Belieliaig tvas going
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to kill you myself” (Meyer, Twilight 472). Edward felt a deep connection with Bella when
sucking the venom out, an intimate sexual connection, one that drew him to now believe that he

truly is in love with her.

Moreover, another blood exchange instance with Bella is when, Bella is at ahospit
recovering and asks Edward how bad her injuries are, he replies, “you have a brplair leg
broken ribs, some cracks in your skull, bruises covering every inch of your skin, and kst'v
a lot of blood. They gave you a few transfusions. | didn't like it — it made you sineHlaalg for
a while” (Meyer, Twilight 460). Edward is displeased because a stranger’s blood, even though it
is saving her, has ruined her smell / purity. Like her predecessor Lucg,sllalso engaged in
an orgy through the means of blood. In regards to Bella’s sexual encounters wihadame
Edward, as a New Woman would, Bella utilizes her knowledge of how tempting her blood /
purity is to these vampires and tries to sexually exploit the situation to obtamthiaetic form,

as a vampire.

The purity of Lucy, Mina, and Bella is challenged by the penetration of a vampi
Lucy’s purity is forsaken by willingly relinquishing self control and allogvherself to be
influenced by the vampire as she sleepwalks at night. Lucy is warned ofderalleng
condition and how dangerous it could be to her health and reputation. According to Kathleen L.
Spencer, sleepwalking is a “habit traditionally associated with sexuahksxse.therefore
doubly vulnerable to Dracula’s approach” (210). Lucy’s purity was taken by thé& atere of
vampire fangs when sleepwalking into the churchyard; hence, she was consumed amedconve
into the undead. In her disobedience, she becomes exposed to Dracula; moreover, Lucy’'s
encounter with the count can be seen as an unconscious rebellion to society; “The reader

witnesses a struggle between Lucy’s conscious and conforming side — thieasigels guilty
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for her liaison with the vampire — and her unconscious side — the part that desiresdbmf
from social constraints that the vampiric condition entails” (Senf, “Draddn Sleep-walking

is an unconscious behavior influenced by one’s repressed feelings, thus becomingia catha
vessel for freedom; this freedom being the upheaval constraints society mha@wveelaced
upon women used to control and repress. Simon Williams believes that Van Helsing trie
justify Lucy’s actions by explaining to the men that “she shielded to Draalyaduring a trance
— that is, when her conscious personality was not in command — so her unconscious personality
alone has become vampiric” (246). By comforting the men that Lucy’s rebedlatians are not
deliberate, but a form of possession, allows the men to not feel threatened thatawigrbeay
become a trend. Nevertheless, this was far from the truth. Whether it wamasrg
unconscious, Lucy was searching for a cathartic outlet to release hedasives; this outlet

being Dracula the vampire.

Lucy’s rebellious sexual nature brings concern to Mina in regards to hertreputia
was filled with anxiety about Lucy, not only for her health...but for her reputatiorsantba
story should get wind” (Stoker 103). A Victorian woman'’s status relied piyr@riher
reputation, without a decent reputation her livelihood to function among society would be
limited. For example, a ruined woman becomes an outcast from society and resorts to
prostitution, which in turn makes her vulnerable to venereal disease, consequentlytteading
demise. Senf states that Lucy’s physical transformation can also breddfethe dangers of
venereal disease, commonly found in “the new imaginations of new woman waitersias
seen as taboo to the Victorians (“Dracula” 103). Lucy’s sleepwalking tiraggsunconscious

form for the search of freedom, as a result confirming her un-virtue to societfyi@s WWoman.
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Through the fang penetration from Dracula, Lucy becomes an un-dead vampire. Whe
Mina discovers Lucy in the garden sleep walking, Lucy “put up her hand in her sleep add pull
up the collar of her nightdress close round her throat” (Stoker 102) and implored Mina “not t
say a word to anyone, even her mother about her sleep walking adventure” (Stoker 104)
Therefore, Lucy is consciously aware of the fang penetration and triefetthii fact from the
others, including Mina. Upon morning, Lucy even begins to acknowledge her throat wounds;
“when | apologized and concerned about it, she laughed and petted me, and said she did not even
feel it. Fortunately it cannot leave a scar, as it is so tiny” (Stoker [L0dy.s acceptance of her
wounds and condition illustrate her conscious efforts in transforming into a supairfigtue to

escape the confines of society and explore her inner sexual desires.

Lucy’s new un-dead figure is a threat to society, due to the confusing madaifanal
gender roles; “she makes a very beautiful corpse, sir. It's quite a geitdeattend on her. It's
not too much to say that she will do credit to our establishment” (Stoker 177). As John Allen
Stevenson states, “female vampires are not angels turned into whores but human women who
have become something very strange, beings in whom traditional distinctioeebehale and
female have been lost and traditional roles confusingly mixed” (146). As Stevegsed,ar
Lucy’s sexuality has created a shift in gender role distinction; her varfigirre not only
frightens the men, but threatens gender differences through her monstrous ajgp&tite to
convert and feed off of others (146). Lucy has transformed into a foreigner vewzesetriess
was tuned to adamantine, heartless cruelty, and the purity to voluptuous wantoness. egnd] ey
unclean and full of hell-fire, instead of the pure, gentle orbs we knew” (Stoker 226p Due
Lucy’s new voluptuous vampiric figure, the men, who once admired her, view her as areun-pu

sexual deviant monster; “we could see that the lips were crimson with foesh bBhd that the
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stream trickled over her chin and stained the purity of her lawn death-robe’r(326jeAs
previously discussed, in vampire literature, blood is symbolically referredatoddy fluids,

such as semen. Therefore, the fresh blood that trickled down her chin would symbolically
represent the bodily fluids she attained from an unknown suitor by engaging in @ncacult
sexual act. Lucy’s atrocious and unconventional sexual behavior pushes the merr gs as fa
referring to her as “it,” a thing, that bears her body; Arthur is baffléd@t’'s new un-dead
figure, “Is this really Lucy’s body, or only a demon in her shape? It is her, bodyyet not it”
(Stoker 229). The men are confused, because “there is no physical sign of differsveen the
aggressions of male and female vampires”, which only creates anxiety, sesbgyto gender
neutral titles, thus referring to Lucy as “it.” In addition, by estainlig gender to a vampire, one
would be lending the outsider a formal title; hence, power of gender. Cyndy Hendaxd®ot st
that “several critics have read Lucy-as-thing as a comment on the inlyurabty of female
sexuality” (380). If female sexuality was to destroy the gender norswcadty, men would
need to find a way to control women, such as objectifying them, in order to neutralize t

situation.

Van Helsing and the other men decide to restore order by destroying Eucyesult,
restoring her as a “holy, and not an unholy memory” and placing her with “the othds’Amnge
order to set her free (Stoker 230). According to Christopher Craft, Victoriaesdetlihat “a
woman is better still than mobile, better dead than sexual” (122). In the followsagge Dr.

Seward recounts the execution of Lucy:

Arthur placed the point over the heart, and as | looked | could see its dint in the
white flesh. Then he struck with all his might. The Thing in the coffin writhed,;

and a hideous, blood-curdling screech came from the opened red lips. The body
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shook and quivered and twisted in wild contortions; the sharp white teeth clamped
together till the lips were cut, and the mouth was smeared with crimson foam. But
Arthur never faltered. He looked like a figure of Thor as 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 231)

Lucy’s violent death is a metaphor for the aggressive attitude society hasrfquishing the
existence of the New Woman and her notions of sexual freedom; Senf explains winem “Art
plunges a stake into her breast and ends her vampiric existence forevevidtaasattack
against a helpless woman, but it succeeds in destroying the New woman anthblisbesy
male supremacy” (“Dracula” 45). Dr. Seward and the men are inspired by 'Arthave
initiative to murder his fiancé and annihilate New Woman behavior, in order to éiststa
gender roles and control for mankind; “the sight of it gave us courage, so that ouseeitesl
to ring through the little vault...had [Arthur] not been forced to his task by more thamhuma
considerations he could never have gone through with it” (Stoker 231). For women who embrace
and explore their sexuality, they are lead to a life of ruin. As a fallen, dngy has succumbed
to the final stage of her ruin, death. The penetrating bite and transformation fromalRnaly
served as temporary cathartic outlet for Lucy, one that society wouldamattalreign. Even
through death, Lucy is contained, silenced and reduced back to Victorian standayd$s inot
a ginning devil now — not anymore a foul Thing for all eternity. No linger she etviés Un-

Dead. She is God's true dead, whose soul is with Him!” (Stoker 232).

Mina, in contrast to Lucy, takes longer to succumb to Dracula’s seduction. Spencer
illustrates, “while Lucy satisfies her own unconscious desires in yietdibgacula, Mina’s
vulnerability results as much from the failures of others as her own weakd&6%”’As a

55



newlywed couple, sexual tension between Mina and Jonathan is never displayed. Ot. Sewar
notes that “after lunch Harker and his wife went back to their own room, and asd pasisie
ago | heard the click of the typewriter. They are hard at it” (Stoker 24f)eRhan engaging in
sexual relations, the newlyweds resort to improving the evidence journals |atienship
between the two seems awkward and unconventional, due to the fact that the Victorian woma
was to tame the sexual impulses of her husband. If anything, Mina is constantlg nurs
Jonathan, from his traumatic experiences with the count and his brides, than a sexagiadunt
Mina has little experience with sexual desire but is exposed to the sexugtdesof Jonathan
with three female vampires. She now has a window to Jonathan’s sexual fantasseengne
lends itself as form of pornographic literature that would stimulate an erotisa, leaving her
sexually frustrated. Mina’s lack of sexual experience with her husbanesrhak vulnerable to

the seduction of another (Spencer 216-117). When Dracula enters the bedroom, Mina is
disturbed and frightened, but does not resist him; “| was bewildered, and, strangeg)h, | did
not want to hinder him. | suppose it is a part of the horrible curse that is, when his touch is on his
victim” (Stoker 305). Mina’s sexual frustrations and desires allow her to succunrbdol®s
penetrating fangs. By Victorian standards, the act itself is not asylrayrtb the men, than the
woman’s desire to participate; Spencer argues that “it is the sexual @iser than sexual
activity that is the true source of danger; and as Mina herself makesstie experiences desire
under Dracula’s attentions” (217). As a result, Mina displays New Woman behgvior b
succumbing to her inner sexual desires. She searches for an uncanny figuia, Rrgustify

her reason for straying from her husband and society. Once again, Mina blamesitimg/ unc
figure, Dracula, for possessing her and forcing her to desire and engage in atrdtiaus

sexual act.
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In the Twilight series, Bella seeks to rid herself of her human purity by giving into her
sexual desires. Edward, the vampire, insists for Bella to stay a human as $tiegcas and, in
return, he proposes marriage; “if you compare the level of commitment lpedwearital union
as opposed to bartering your soul in exchange for an eternity as a vampiret, (N&yeMoon
541). Bella is unconsciously searching for a new found form of freedom in becomingiaezam
these vampiric conditions give way to expressing and achieving certaiesiésr example, the
ability to be beautiful and immortal. However, the transformation will not be donel\wgrH,
since he wants to keep her as pure and innocent as possible. As a result, Bekate esome
a vampire leads her to the arms of another Cullen, in order to help with the tratforif
you think that’'s the end, then you don’t know me very well,” | warned him. “You're not the only
vampire | know™ (Meyer,Twilight 476). Bella’s desire to be transformed by Edward would be
the pinnacle of her sexuality, from being pure to sexual. Bella wants to betnaedfby
Edward and no one else, unfortunately, Edward refuses to convert Bella into a vamphre, but s
continues to insist in becoming one. Bella’s persistence leads her to the aranksté Cullen,
who agrees to take her old life away (innocence); “Fine. I'll have Gadwit when | graduate”
(Meyer,New Moonb41). The exchange is no longer symbolically love, but a lust and desire to
be a vampire. Bella no longer has the sexual patience of a Victorian woman, a wdman tha
Edward idealistically prefers. Bella seeks for another way to becomeittnEdward, if not
through penetrating touch of his fangs, than through the literal means of sexwcalirge.

Bella’s sexual persistence becomes unfavorable in the eyes of Edwardgh&nsealisplaying
eccentric behavior for a Victorian woman. Edward’s Victorian beliefs talcedfdhe situation,
he then proposes intimacy at a level that should be conducted only after martiagentt

saying no’, he reassured me. ‘I'm saying not tonight” (Mefzgetipse450). Though, Bella
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makes it quite known that she does not have patience for such morals; “So you canrask for a
stupid, ridiculous thing you want — like getting married ...because right now, physihate’s
nothing | want more than you” (Meyedfclipse445, 446). Bella even reduces herself to begging
in order to achieve her sexual desires; “If it doesn’t work out right well, then thatsJust let
ustry...only try. And I'll give you what you want...I'll marry you...justpleasé (Meyer,
Eclipse448). This contradicts Bella’s beliefs, since, in actuality, she does not waatrp m
Edward; her view of marriage was distorted due to her parent’s divorce. Her pladdmgt to
Edward, and actually giving in to what he wants, shows her diligence in achieviggahe

while at the same time, giving into his request as a Victorian woman would do. Batstw
please Edward by following the Victorian values he was raised with; althouglephessed
desire to be rebellious and physically close to a vampire, who representstavelddbrm of
independence, gets the best of her, resulting in an elliptical turn from gainingrna@sge to

regressing back to his antiquated standards.

In the Twilight novelBreaking DawnBella weds Edward, giving her the opportunity to
engage in sexual relations with him. Through marriage, Bella has achie\edullityeto become
one with a vampire, without enduring fang penetration. The couple decides to consumemate t
marriage in a secluded island called Isle of Esme. Bella, as a mod&siari woman should, is
nervous and unaware of how to engage in relations; “l wasn’t freaking out becaosghttwe
were making a mistake. Not at all. | was freaking out because | had noodea do this, and |
was afraid to walk out of this room and face the unknown” (Mé&making Dawr83). Edward
as well displays reserved and nervous behavior on the night of their honeymoon. llotiadol

passage, Bella recalls Edward’s reserved behavior:
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| half smiled, then raised my free hand — it didn’t tremble now and placed it over
his heart. White on white; we matched for once. He shuddered the tiniest bit at my
warm touch. His breath came rougher now. ‘I promised we ¢oylde

whispered, suddenly tense. ‘If...if | do something wrong, if | hurt you, you must

tell me at once.” (MeyeBreaking DawrB5)

The reader’s first response and interpretation of this passage would probalaybevthrd is

afraid of physically hurting Bella due to his supernatural strength, but his bamkdround may
shed light to this behavior; according to William Acton, a Victorian physician atigwriting

in 1875, “a young man has, or need have no sexual desire, at least to any troublesame degre
and consequently need neither take precautions, nor be warned against the dangergolisxcit
sexual feelings” (34). Given this understanding of Victorian beliefs, Edwkgal'do partake in
intercourse with Bella stems back to his Victorian morals to abstain from seder to remain
pure. Through all his efforts in remaining pure, Edward gives into Bella’s pledithey
consummate their marriage. After engaging in intercourse, Edwans lethe harm he

bestowed on Bella, which she describes:

Large purplish bruises were beginning to blossom across the pale skin of my arm.
My eyes followed the trail they made up to my shoulder, and then down across

my ribs. | pulled my hand free to poke at a discoloration on my left forearm,
watching it fade where | touched and then reappear. It throbbed a littleh8p lig

that he was barely touching me, Edward placed his hand against the bruises on my
arm, one at a time, matching his long fingers to the patterns. ‘Oh,’ | saide{Mey

Breaking DawrB9)
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Edward overindulged in desire; his perversions manifested themselves all ovenhetlibod
physical strength serves as a metaphor for the strength of his sexudkagostard can now
see how damaging his desires truly are, the bruises serve as a plagioalacy sign of how
sexual relations need to be controlled in the bedroom. In Victorian belief, sea hagtacticed
for the sole means of procreation; whereas, Edward and Bella’s sexualrapgagas for the
means of gratification. It is interesting to note that Edward, a supesthas&uimpiric figure,
identifies himself as a monster when confronted with the physical markimgs séfxual
perversions; “He didn’t open his eyes; it was like he didn’t want to see me. ‘Lyokiiself,

Bella. Then tell me I'm not a monster” (Mey@&reaking DawrB8).

While Edward is fearful of engaging in sexual intercourse, Bella is tharecurious to
partake in this form of intimacy. Bella endures physical pain and bestowstkings of their
sexually charged night. To Bella, the bruises serve as a physical valiofatiensexual
conquest. Bella finds ways of validating her markings; “I'd definitely hatse. There was a
faint shadow across one of my cheekbones, and my lips were a little swollen, bothanther
that, my face was fine. The rest of me was decorated with patches of blues and purple
concentrated on the bruises that would be the hardest to hide — my arms and my shouiders. The
weren’t so bad” (MeyeBreaking DawrB5). As previously mentioned, a New Woman can
obtain power through the means of sex. Unlike Bella’s human peers, as a New Womars, she wa
able to explore the unknown by physically, emotionally, and spiritually having sexwit
supernatural figure. This allows Bella to bestow a higher stance in thentamdaupernatural
world by being one of the first humans to have relations with a supernatural figariis
recognition that validates Bella’s position as an influential figure in botls raesulting in her

memory and voice to resound in their history. Bella, momentarily, achieves af@autonomy;
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however, it is only till she achieves the vampiric form that she will have wéiynachieved

freedom.

Bella achieves an ultimate form of freedom by transforming into a vampire. Fhiioeig
strenuous and torturous delivery of her infant child, Renesmee, Bella endures brokea bones
large wound and a great loss of blood. Jacob recalls the painful event; “Anotherrehatterk
inside her body, the loudest yet, so loud that we both froze in shock waiting for heriagswe
shriek. Nothing. Her legs, which had been curled up in agony, now went limp, sprawling out in
an unnatural way” (MeyeBreaking Dawr851). Against his own wishes to keep Bella human,
Edward injects his venom into her heart to save her from death; “Edward had a gy
hand — all silver, like it was made from steel...he shoved the needle straight intortier hea
(Meyer,Breaking Dawr354). Rather than penetrating Bella with his fangs, he resorts to using an
inanimate object, which eliminated an intimate moment between the two. Egvieadof
sexual intimacy is the result of his Victorian morals ordering him toinefram sex. InThe
Other Victorians: A Study of Sexuality and Pornography in Mid-Nineteenth — Century England
Steven Marcus explains that “the body was regarded as a productive sygtemlyva limited
amount of material at its disposal. And the model on which the notion of semen is formed is
clearly that of money” (22). It is a man’s semen or, as in this case, a vampmem that must
be carefully spent. Man should not carelessly spread his seed for every setasyl tlaat may
come upon but rather use it wisely. This may be a reason as to why Edward isnéetémm
retaining his venom. Though, upon viewing Bella’s transformation, Edward allowslhims
release his inner sexual desires. In the following passage, Jacob recounts Ealveampts of

transforming Bella:
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It was like he was kissing her, brushing his lips at her throat, at her wristthent
crease at the inside of her arm. But | could hear the lush tearing of her slan as hi
teeth bit through, again and again, forcing venom into her system at as many
points possible. | saw his pale tongue sweep along the bleeding gashes, but before
this could make me either sick or angry, | realized what he was doing. Where his
tongue washed the venom over her skin, it sealed shut. Holding the poison and the

blood inside her body [sic]. (MeyeBreaking Dawr354-355)

This oral fixation to bite, lick, and suck is commonly expressed in Victoriaatliter. It serves
as a substitute for intercourse, hence allowing one to experience a mild faxrualf desire. In
this passage, Edward loses control of his Victorian morals and resorts to liclibgiag at
Bella’'s body. Even though Edward is trying to save Bella from death, he is atsdhelreed
with sexual desire. The transformation allows Edward to ravage Bella'siyoctyntinuously
penetrating and licking every part possible, under the guise that he isfiagjlthe process.
Moreover, as previously mentioned, Edward’s initial desire is to keep Bella hundaatain her
purity as a Victorian woman. Once Bella succumbs to the vampire form, Edwhlabwithe
ability to have power over her. It is the uncanny figure, the supernatural, that elddagiaes
female protagonists in Gothic literature to search for outlets to rele@is@ppressions. If the
female protagonist succumbs to the form of the uncanny figure, she loses aditjradmiration,
or desire for the figure, since she now wields the power she initially souglidward will lose

his superiority over Bella and be forced to recognize her as peer of equal sthiposvar.

Through the transformation process, Bella’s body turns limp and lifelessalbe death
serves as the demise of her past life and the awakening of a new lifes Baflaformation to a

vampire was one with pain and struggle. After her strenuous labor, Bella destends i
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unconsciousness and describes being surrounded in darkness; “I kept pushing against the black,
though, almost a reflex. | wasn'’t trying to lift it. | was just resistiigt allowing it to crush me
completely” (MeyerBreaking Dawr374). The darkness described in the novel symbolically
represents death; hence, her body is fighting to stay in human form by leadiogHeedarkness
so she does not succumb to the venom of the vampire. Death essentially is belieead¢o rel
one’s soul from sin, thus regaining purity. For instance, Lucy, Bella’s counteaphitved

purity and forgiveness for her atrocious sexual behavior as a vampire onlyhtldeatt, almost

as if nothing had ever happened. Furthermore, Bella is able to fight off the dankad&sgas

to feel the first stages of her transformation; “The warmth beside ary dngt more and more

real, warmer and warmer. Hotter. The heat was so real it was hard to hiediele/as

imagining it” (Meyer,Breaking Dawr375). As the transformation continued, her body and mind
begin to plead for a merciful stop; “To wish that I'd embraced the blacknesslidrstél had

the chance. | wanted to raise my arms and claw my chest open and rip theohed#rtf

anything to get rid of this torture” (MeydBreaking Dawr375-376). After countless pleas for
death and agonizing pain, Bella hears her heart slowly come to a stop, “My hitareégdttwice,
and then thudded quietly again just once more. There was no sound. No breathing. Not even

mine”, and finally opens her eyes to a new world (MeBeeaking Dawr385).

Bella views the world differently as a vampire. Upon her rebirth as a vanietla is
able to clearly and insightfully see the world around her; “EVERYTHINGSASOCLEAR
Sharp. Defined” (MeyemBreaking DawrB887). No longer does Bella feel enclosed to the world;
she now embodies a form that exudes sexuality and power. Her new form is rsatifagthat
previous memories, as a human being, began to fade out of existence; “the memedydieg

like | was watching through a thick, dark veil — because my human eyes had been half blind.
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Everything had been so blurred” (MeyBreaking Dawr391). For instance, only after a few
minutes in her new form, Bella becomes wary and distant of her human form that sheseven ha
difficulty trying to recall the image of her daughter; “I tried to rementiee face — | knew that

she had been beautiful — but it was irritating to try to see through the human meé(vbeies,
Breaking Dawr391). Bella’s forgetfulness is the result of her desire to disconnect from her
human form and submerse herself in her new form where endless possibilities awai
Furthermore, Bella is aware that she is finally sexually compatiitkeEdward, thus allowing

her to engage in new and unrestricted sexual realms. In the following pasdegmdB&yes and

loses herself in a vast sea of sexual possibilities:

A very, very small part of my head considered the interesting conundrum
presented in this situation. | was never going to get tired, and neither was he. W
didn’t have to catch our breath or rest or eat or even use the bathroom; we had no
more mundane human needs. He had the most beautiful, perfect body in the world
and | had him all to myself, and it didn’t feel like | was ever going to find a point
where | would thinkNow I've had enough for one daywas always going to

want more. And the day was never going to end. So, in such a situation, how did
we everstop? It didn’'t bother me at all that | had no answer. (MeBegaking

Dawn 482-483)

We can see that Bella has accepted her new role as a vampire / New Womaxplores der
sexuality by rebelling against restricted Victorian sexual ideasrAviously mentioned, the
vampire figure radiates sexuality. The vampire attains power througheiduesmof their sexual
influence. Therefore, Bella now has the ability to attain the power of eqdabtyo her sexual

influence on Edward; “He was all new, a different person as our bodies tanglefilidyanto

64



one on the sand-pale floor. No caution, no restraint. No fear — especially not é¢haauldf love
together — both active participants now. Finally equals” (MeéBeraking Dawm82). Though,
unlike her counterpart Lucy, Bella is not executed for attaining the form oltiseler /
vampire. Oddly enough, at the end of Tivalight series, Bella remains a vampire and lives
happily, ever after with her newfound freedom. This poses the question as to whyeledeyl

to be sacrificed but not Bella?

It is an innate nature for societies to be dualistic and mark boundaries througtattse me
of good (inside) and bad (outside). In regards to the vampire, the uncanny figao@gisized as
a threat due to the idea that “evil is a foreign danger introduced by foreigis age
disguise...[and] must be identified and expelled for allowing the outside evil toatdilt
(Spencer 207). Through fang penetration, the female protagonists become foeeigroaegvil.
Their sexuality has been released the wrong way by a foreignémgr&sygressive or
demanding women”, thus initiating a “fear or superior sexual potency in the ctargeti
(Stevenson 146). John Allen Stevenson argues that “Women should not be ‘wanton’ or

‘voluptuous’; they should be ‘pure’ and ‘spiritual’ in accordance to the Victorian stdadéia
good woman (Stevenson 145). However, the female protagonBtadnla andTwilight series,
though good women, succumb to their repressed inner sexual desires through the uguaanny fi
of the vampire. Through the vampire, these characters are able to explosexbality and
practice New Woman behavior. Through their sexual experiences, it wa®eaagy, Mina,

and Bella to become impure, but it is doubly difficult to become pure and naive aftgr bein

penetrated by a vampire.

The “Angel of the House” has fallen into the passionate and deadly grips of deginal

The element of sexuality in Gothic literature allows the charactehteve a cathartic state
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through a sexual release, thus allowing one to express their inner desirestiom &oldexuality,
the uncanny figure of Gothic literature becomes a vessel for the chharauter desires, hence
lending itself as a form of escapism. It allows the characters téyjtigir unconventional

actions by blaming the figure for possessing their body and mind. As a consedhefiicgire

can take the blame since its foreign elements are unbeknown to societyMingyand Bella
seem consciously aware of their ghastly sexual actions, but they stié bi@ancanny figure,

the vampire, in order to rationalize their behavior to society. Women who displayed
unconventional Victorian behavior and fought for control over their body and mind were often
referred to as New Women. Lucy, Mina, and Bella display New Woman behawieighing
control over their body through the means of the uncanny figure. The New Woman was often
referred to as a monster; hence the reasoning why sexualized womeftemrtmelieved to be
demonic possessions. The demon in a sexually liberated woman needs to be contained and
destroyed. Only through the physical or metaphorical death of the demonie fearabrder in a
society function, and the female may become an angel once again. As a resalg the
responsibility of a society is to exercise control over foreign intrudelrsasithe vampire,
uncanny figure, to avoid turmoil; nevertheless, sexualized women are a ¢nezde that may
ripple a change in society, no matter the time period. The female protagomsisita and the
Twilight series endure an internal struggle between their repressed sexual needs and the
antiquated Victorian morals of their men. Overall, it is the presence of un-degadtedhat

allows the characters’ repressed sexual desires to flourish; desirséhan their own demonic

form.
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CHAPTER Il

FEMALE HEROISM: THE DEMISE OF THE DAMSEL IN DISTRESS

The general assumption tHatacula’s Van Helsing and th&wilight series’ Edward
Cullen are the heroic figures of these Gothic works is a common misconceptios.dnhapter, |
argue how the female protagonists, Mina Harker fimacula and Bella Swan from thBwilight
series, take on the role of a heroine. | demonstrate that in these vampiric thevgkender roles
have reversed, as a result of exhibiting a New Woman persona’s chaiactbgdemale
heroine. An exploration of the characteristics of a heroine will further suppanploetance of

the New Woman persona in these texts.

To begin with, the heroine generally takes an unconventional route than the hero to
achieve a heroic stance. A heroine must utilize her intelligence and atdtehavior, than her
male counterpart’s brawn, strength, and political power, in order to gain atzepito a
societal group as the heroine. Conventional female characteristics that sievedbeould
hinder the New Woman, though, in actuality, allowed the women to manipulate thew way t
position of power. Most would think that the conventional Victorian housewife, the “Angel of
the House,” did not have much of an authoritarian role; when, in fact, she is responsible for
influencing and molding future generations, including the men in her life. In ara¢tiain a
stance of power in a group, the heroine would need to utilize characteristics unbeknown of

power; those of the housewife and mother.
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What is a hero? According to Lee R. Edwards, the classical hero is univessaltyated
with the actions and attributes of “unusual physical strength, military pspwesven social or
political power” (39). Edwards defines a hero as “an honored figure, the hero is also a
ambiguous one, acting on behalf of impulses society must recognize but wouldpighere,
society’s agent but also its hostage” (33). This figure allows the imteezha surrounding
characters to experience a journey of self awakening and awarenesssodiaty’'s ideologies.
It is this unconscious relationship, between society and an outcast, which dreatesd for the
existence of the heroic figure. Furthermore, Lee R. Edwards explains thatexhdes a certain

characteristic list of qualities, such as:

Parents who are absent, hostile; strained or combative relations between the
heroic figure and the parents or their surrogates; a sense of specialness, of
uniqueness, and also often of isolation developing within the hero in response to
these particular circumstances of birth and early life; the undertakingoifreej/-

literal or symbolic...(Edwards 34)

Thus, a hero exists for the sole reason to solve a particular society’s saleidies. The hero is
defined by those matrices, which leaves little or no room to develop a separatg. idergeen,
the dynamic hero unconsciously, unaware of his heroic behavior, needs to resolveys socie
social deconstruction in order to resolve his own internal conflicts. It is omlyghra physical

or metaphorical journey that the hero finds a purpose for his existence.

While the Victorian male hero saved societies and journeyed to find a purposeful
meaning for his existence, the upper to middle class Victorian women, from theenihet

century, were expected to be delicate, formal, maternal, caring, ladigeriee and sexual

68



prowess. This stereotype restrained women from exploring and expressingvetnaes of their
personality such as sarcasm, sense of humor, opinion, and disagreement. Victorian exmen w
often established as the “Angel of the House.” This phrase first originateddoventry

Patmore’s poem titled “Angel of the House.” The poem was written as a dexittaPatmore’s
wife, Emily, who he upheld as an ideal model of a Victorian woman. After the puidnhicd this
poem in 1854, the characteristics mentioned were set as standards for Vietaman (Melani).
According to Jeanne M. Peterson, the Victorian iconic “Angel of the Houseéfigulefined, as

follows:

The angel's stereotypical social role varied, of course, according tghand

status. As a young, single woman she carried on the duties of the daughter of the
house and was educated to the accomplishments-needlework, a smattering of
French, a bit of painting, and piano. She made morning calls with mama and did
occasional charitable work. Her single life provided training for heraslangel-

wife. As a wife and mother she obeyed her husband, adored him, and promoted
his spiritual and physical well-being. She supervised the servantstiestinder

the watchful eye of her husband and became the devoted and loving mother of a
large Victorian family. She was an acquiescent, passive, unintellectaalrere
whose life revolved entirely around social engagements, domestic mamigeme

and religion. (Peterson 678)

As mentioned, the “Angel of the House” can be identified in two respects, as anfigorecf
Victorian ideology and stability or horror of an oppressed voice. Victorian worass laoking
for an escape from their paradoxical prison as the “Angel of the House."dkogdo Susan

Siefert inThe Dilemma of the Talented Heroine: A Study in Nineteenth Century Fitteon
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condition of being female is “somehow associated with a degree of incompetedeguimay,
and ineffectuality” (1). In “Victorian Women in Life and in Fiction”, Loedt. Rorabacher

illustrates how the feminine stereotypes of a Victorian woman are thazad as follows:

The nineteenth century expected women to possess a delicacy of form and feature
with an accompanying deficiency in physical prowess. A lack of intali¢c

ability was viewed as the natural and becoming corollary to physical delicac

The virtues required of the middle-class young lady were chieflyeyergs,
tenderness, and consideration for others, while the imperfections permitted her
included impulsiveness, flightiness, and absorption in the trivial, and an

incapacity for friendship with other women. (Rorabacher 11-31)

Upper and middle class Victorian women wanted to break free from the statictehahnat the
nineteenth century bestowed upon them. When conveying Victorian women as characéees, w
trying to illustrate how they were forced to meet certain charatiterithat seemed almost
unrealistic that it would have to be placed as a character. The qualities of digiegsase,

sexual, spontaneous, curious and irrational were not accepted by Victorian; $umietyer,

ironically, these are qualities that essentially comprise of what a hsrbgmature (Senfhe
Vampire95). Victorian women wanted to break grounds to achieve a form of growth and take on
a role of a dynamic character, such as the heroine. Victorian women wabethe hero of not

only their family, but themselves as well.

The heroine exudes similar qualities of a hero, even though she breaks some common
perceptions of what makes a hero. The classical hero is defined by his l$tysiggth, political

and social power in the society, thus denying women the ability of heroism (Ed3@rdEhese
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classical respects of what entails to be a hero is essentially wiesgded for the New Woman to
endure a discovery of self identity / realization. A heroine is able to achieveiampbsole of
higher importance and class that allows her to obtain a voice in a societal grouproline he
figure allows the Victorian female characters in Gothic works to valitiagie temporary stance

of power.

The uncanny figure allows the characters to explore their identity andhredeiety.
According to Carol A. Senf in “Dracula’: Stoker's Response to the New Womaagulx is
often described as an isolated figure who can take on many forms and positionsyTo Lu
Westenra, he is an embodiment of death and suitor, while Jonathan Harker views him as a
physical threat to himself and society by overtaking civilization (47). Moreoeef,iS8akes note
that the key component of Dracula is his individualism (Senf, “Dracula” 47)theisncanny
figure’s individualism that often leads to its entitlement of being a foeeignd destroyer of
empires. Whatever form the uncanny figure takes, it nonetheless instagates characters to
guestion both the uncanny figure’s and their role in society. Mina and Bella thdizencanny
figure’s presence as a vehicle to undergo a journey of self fulfilmentdondeucting the roles
within a societal group, which would have not been approved of under normal circumstances.
The women are able to temporarily create a role reversal where the memelitbe damsel of
distress, while the women are a heroic figure. As a result, the uncanrey/figampire, in the
Gothic worksDracula and theTwilight series, creates a disruption of social order, thus allowing

new roles to form.

Mina takes the lead as the heroine protagoniBratula. She exudes qualities similar to
a hero, even though Mina breaks some common classical perceptions of what makes a hero. Fo
starters, as previously mentioned, a classical hero is universally #sdauith the actions and
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attributes of “unusual physical strength, military prowess, or even sog@alibcal power”
which often limits women in these areas, thus denying them the ability o$imef@dwards 39).
However, Van Helsings description of Mina suggests otherwise; “Ah, that wonhfiam
Mina! She has a man’s brain — a brain that a man should have were he much gifted — and
woman'’s heart” (Stoker 251). Mina’s intelligence serves as a vital cotmbmbio the success of
destroying Dracula. IDracula, Stoker presents Mina as being an individual who is, to some
extent, educated and self reliant in respects to economic independence, befprganathan

Harker (Senf, “Dracula” 48).

The heroine role will allow Mina to endure a heroic journey of self realization by
utilizing her intelligence. The Victorian New Woman sought to gain independeruasying a
greater education and to utilize her knowledge to benefit and uphold herself in stéterenen
in society; whereas, Senf points out, upper and middle class Victorian women from the
nineteenth century were to endure practical trainings of fine arts, Endlisateon, domestic
skills, and inferiority in order to attract a male suitbné Vampire98). Mina shows great
independence in the beginning of the novel. Her letters reveal a woman who sokegnchre
maintains for herself; there is never word of a father figure or fahmlysupports her. One can
infer that Mina lives alone and works as a school mistress teaching etidgoest presenting an
intelligent, productive, and independent modern woman. Stoker uses Mina as the remesentat
of what a good Victorian woman should be, though, dualistically, she also represédsithe
Woman who endures an internal conflict between her desires and social conventions. Mina
illustrates New Woman behavior by being educated and volunteering to traniserjbernals of
the men in order to put her typing skills into practice; Mina recounts asking pemtiss

organize and type the journals; “My mind was made up that the diary of a doctor witedtte
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Lucy might have something to add to the sum of our knowledge of that terrible Beirigzaaahd
boldly: - “Then, Dr. Seward, you had better let me copy it out for you on my tyeewBtoker
236). While transcribing the journals, Mina places herself at an advantageoisgbait
allows her to further observe and analyze Dracula’s behavior, in order to identifgétere’s

weaknesses:

| borrowed the file of th&Vestminister Gazet&nd thePall Mall Gazetteand
took them to my room. | remember how much Ereelygraph and theWhitby
Gazette of which | had made cuttings, helped us to understand the terrible events
at Whitby when Count Dracula landed, so | shall look through the evening papers
since then, and perhaps | shall get some new light. | am not sleepy, and the work

will help to keep me quiet. (Stoker 240)

Senf further notes that, Dracula, Stoker presents Mina as the individual of the group who is
superior in intelligence than her male companions, due to her deductive reasonauglgD

48).

Mina relinquishes the New Woman stature of being single and independent bingrarry
Jonathan Harker. Mina resorts to being Jonathan’s constant figure of Victssiaarce. In a

letter to Lucy, Mina mentions of her interest in Jonathan’s work and educatseifher

| have been working very hard lately, because | want to keep up with Jonathan’s
studies, and | have been practicing shorthand very assiduously. When we are
married | shall be able to be useful to Jonathan, and if | take down what he wants
to say in this way and write it out for him on the typewriter, at which also | am

practicing very hard. (Stoker 61)
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Mina demonstrates her desire to achieve a higher stance in societyznygutier shorthand
skills and education to create a place for her in society. In addition, Mina tedioastices her
shorthand skills to benefit herself and the group; “I am rusty in my shorthand — see what
unexpected prosperity does for us — so it may be as well to freshen it up again witicise exe
anyhow...” (Stoker 185). Even though Mina adopts her traditional role as a Victofegrshe
still resembles the New Woman by learning how to write in short hand and unddrsia

schedules to assist her husband at work.

After Mina’s sexual encounter with Dracula, she is instantly isolated tinengroup. Van
Helsing and the men are terrified and disgusted by the sight of Mina’s sexoahtarovith
Dracula. The blood stained lips, sheets, and the punctures on her neck force the meng includin
Jonathan, to seek to isolate her. Van Helsing tries to assure Mina that dbee saiié being
alone, while the men try to concoct a strategy: “Do not fear, my dear. We arahenghilst
this [crucifix] is close to you no foul thing can approach. You are safe for toaigthtwve must
be calm and take counsel together.” She shuddered and was silent, holding down her head on her
husband’s breast” (Stoker 302). Mina is aware that the men want to isolate her fgroughe
and now view her as a potential liability. Lee R. Edwards illustrates thatiasdual who is
isolated from society has the potential to develop into a heroic figure in ordemidatesnto
the society that expelled him or her. Mina struggles with the conflict of egcapsexual desire
with Dracula versus the recognition of one’s self in a societal group. Irnctegpehe New
Woman persona, Mina digresses from achieving an avenue of sexual freedom to the
guintessential Victorian woman who is at the disposal of her societal famiig. éidures a
metaphorical death due to the thought of being secluded from her Victorian family. Rathe

facing isolation and dividing herself from the group as an individual, Mina’s heroiefigses
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when she resorts to assisting the group. Mina self sacrifices her sexted dgsiding the men

to Dracula through the connection that the creature bestowed unto her. Mina recotets WET

spoke to me mockingly,” ‘And so you, like the others, would play your brains against mine. You
would help these men to hunt me and frustrate me in my designs! You know now, and they know
in part already, and will know in full before long...now you shall come to my call. When my

brain says ‘Come!’ to you, you shall cross land or sea to do my bidding...”” (Stoker 30&®). As

New Woman, independence is key to achieving freedom; though, in Mina’s situation, if she
wants to be accepted by the group, she must sacrifice her independence. Though, Mina’'s
acceptance into the crew light / group will allow her to explore another avermeedbdiin by

taking on the stance of the heroine.

Mina utilizes her intelligence to describe and analyze Dracula’s whesadoml
behavior. With the connection that Mina has with Dracula, she volunteers to be hypnotized;
Mina says, “l want you to hypnotize me...do it before the dawn, for | feel that tleenspeak,
and speak freely” (Stoker 330). Under hypnosis, Mina, unconsciously, describes anth&aces
paths and trails that Dracula encountered in order to reach his sanctuary. Serdyidimdt
Mina “meticulously duplicat[es] the rational process by which she discoversutesthat
Dracula will take” (“Dracula” 48). Hence, it is Mina’s intelligenitet helps her carry Jonathan
and the others through this strenuous ordeal, thus deeming her the hero of the group. Only
through Mina’s guidance and analytical skills were Van Helsing and the merm ablettire and

destroy Dracula, thus bringing reform back to society.

Bella is the hero in th&wilight series. Because thavilight series is categorized as
romantic teenage novel, one might assume that Edward, the vampire, would be the hero of the

novels, and yet it is the Bella who takes on this role.
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Bella utilizes her intelligence to mange a position in a societal group. As amainthe
twenty- first, Bella has no difficulty attaining greater knowledgéhe academic realm; on the
contrary to the twenty-first century woman, a Victorian woman was not pedrtottee informed
or educated in equal stature as a man, but only in the realms of domestic care. Asaoivom
privilege, Bella does not seem interested in the educational avenue® thasanted to her,
since she believes she has attained all there is to know; she illustratessiesfection at
school: “I kept my eyes down on the reading list the teacher had give me.f#inlyabasic:
Bronte, Shakespeare, Chaucer, Faulkner. I'd already read everythingvashedmforting...and
boring” (Meyer,Twilight 15). It is difficult to believe that a figure as clumsy and absentminded
as Bella would have read all that there is to read. Though, Meyer may have sethgraeter
in such a light to open up other avenues for knowledge attainment. Hence, with her ability to
attain information and knowledge in the academia, political, and social spheragjiBbards

these avenues for a higher form of knowledge, that of the supernatural.

Bella exercises deductive reasoning and manipulative skills in order to a#atarg
knowledge of the two supernatural groups she associates herself with, the Cullensnaaid the
pack. According Phil Johnason-Laird, deductive reasoning is explained as: tited precess
of making inferences that are logical. It is just one sort of reasoningit Bu& central cognitive
process and a major component of intelligence, and so tests of intelligence prololéens in
deductive reasoning accurate in making deductions” (8). Bella utilizeskilito obtain

knowledge of the Cullens. For instance, Bella observes the Cullen’s behavior and agpearanc

They were all alike. Every one of them was chalky pale, the paledttbéal
students living in this sunless town. Paler than me, the albino. They all had very

dark eyes despite the range in hair tines. They also had dark shadows under those
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eyes —purplish, bruise-like shadows...| stared because their faces, so different
similar, were all devastatingly, inhumanely beautiful..."Who are theyXedds
the girl from my Spanish class, whose name I'd forgotten. (Ma@yeatight 18-

19)

Bella makes detailed observations of the Cullens, from their appearance, sraantrieven
their names; “strange, unpopular names, | thought. The kinds of names grandpafents had
(Meyer, Twilight 20). In order to attain more information about the Cullens, Bella even

manipulates Jacob in divulging information, by flirting with him:
‘What was that he was saying about the doctor’s family?’ | asked innocently.

‘The Cullens? Oh, they're not supposed to come onto the reservation.” He looked
away, out toward James Island, as he confirmed what I'd thought I'd heard in

Sam'’s voice.
‘Why not?’

He glanced back at me, biting his lip. ‘Oops, | am not supposed to say anything

about that.’

‘Oh, I won't tell anyone, I'm just curious.’ | tried to make my smile atigri

wondering if | was laying it on too thick. (Mey@rwilight 123)

Bella also interrogates and studies Edward’s responses to her inquitasiske Edward: “How
does it work — the mind-reading thing? Can you read anybody’s mind, anywhere? How do y
do it? Can the rest of your family...?’ | felt silly, asking for claafion in make-believe”

(Meyer, Twilight 180). Bella leaves no question left unanswered and encourages Edward to

77



answer every single one; Bella states, “And then you didn’t answer ong fafstrguestions...’
| stalled” (Meyer,Twilight 180). Bella studies and researches the information she collected in
order to come to a logical conclusion. After reviewing the information, Bell@sap with a

theory:

| listed again in my head the things I'd observed myself: the impossible speed and
strength, the eye color shifting from black to gold and back again, the inhuman
beauty, the pale, frigid skin...they never seemed to eat, the disturbing grace with
which they moved. And the way he sometimes spoke, with unfamiliar cadences
and phrases that better fit the style of a turn-of-the-century novel thamtg-twe

first- century classroom...Whether it be Jacalpsl onesor my own superhero
theory, Edward Cullen was not...human. He was something more. (Meyer,

Twilight 138)

Upon identifying the possibility of the Cullens being un-human, Bella becomes esdhirall

learn even more. Bella desires to be close to the Cullens, due to their mystatizas The
unknown/uncanny is always something that is familiar, and yet unknown at the seEmBeila

is curious about the unknown, since only through the unknown and supernatural can an
individual create a new sphere of social roles. As a result, by obtaining itfmmnRella feels a
connection to the group. A connection to a mysterious and unknown family awakens her desire
to be a part of it. Bella’s main goal throughout the series is to acquire asmfarahmation of

both supernatural realms to secure a position within these groups. If an individual @aows t
much information about a supernatural group, the group would be compromised to extend an
invitation in order to protect their secrecy.New Moonthe Volturi threaten Bella’s life for the

knowledge she acquired of the vampire realm from the Cullens; Caius argues wéitd Edw
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“She knows too much. You have exposed our secrets...If she betrays our secrets, are y
prepared to destroy her? I think not,” he scoffed... ‘Nor, do you intend to make her one of
us...Therefore, she is a vulnerability...Unless you intend to give her immygtaliMeyer,

New Moo 78). In order to avoid the deathly clutches of the Volturi, Edward and Alice agree to
transform Bella into a vampire, as long as she is allowed to leave Italymeth#&s a result,
Bella’'s knowledge of the vampire world instills an opportunity to transform intorgpiva as

well. In addition, with the knowledge of the vampires, Bella feels complkeiéshe found

herself a long lost family; though, when Edward leaves Belkewr Moon she feels as if her

life is over; “It waslike someone had died — likehad died. Because it had been more than just
losing the truest of true loves, as if that were not enough to kill anyone. It wdesalgy a

whole future, a whole family — the whole life that I'd chosen...” (Meaw Moon398). Bella
needs the connection in order to have access to not only Edward, but the entire clan. Overall

Bella utilizes her intelligence to create a role for herself in thereéthe vampires.

The knowledge that Bella obtains from Jacob, a member of the Quileutes and Wplf pac
places her as one of the pack. Bella’s constant need to have Jacob in her life, whathsrssh
for him or not, connects her to the supernatural realm of the werewolves. Bella kabas t
long as Jacob loves and adores her, she will always have another door to the supernatural, henc
the reason she is so reluctant of letting him go, when she already has andpieka states to
Jacob, “It feels... complete when you’re here, Jacob. Like all my famibgether. | mean, |
guess that’s what it's like — I've never had a big family before now. Ks.rBut it's just not
whole unless you're here” (Meydreaking Dawr298). The pack recognizes Jacob’s desire to
have her around, since the wolves have the ability to hear and feel each othehissthodg

emotions; Jacob replies to Bella: “But I'll never see anyone elska. Beinly see you. Even
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when | close my eyes and try to see something else. Ask Quil or Embryel them all crazy”
(Meyer,Eclipsel77). In order to keep Jacob happy, the pack allows Bella to attend their tribal
meetings where they speak of their ancestors; the legend spirit wdmnriadglition, Bella is the
central figure that sparked a surge of dangerous vampires to appear naah Lalich initiated
many of tribe members to transform into werewolves; her knowledge of both supémeaztina
could be a benefit for the wolf pack in defeating the antagonistic vampires, thiissbstg a
place in the Quileutes tribe for her. Bella is aware that her knowledge suiplenatural can
come with cons and pros; though, it never stops her from learning more; Bella states, “It
against the rules for normal peoplehgmanpeople like me and Charlie — to know about the
clandestine world full of myths and monsters that existed secretly arouinkhesv all about
that world — and | was in no small amount of trouble as a result” (MEgépsel3). Bella
utilizes her intelligence to create a social role among the Cullens anslfiigack, through the
means of deductive reasoning and manipulation, thus securing her a position in the tealm

supernatural.

Maternal behavior can be utilized as a heroic action to achieve a stanceeofipow
society. The Victorian woman or “Angel of the house” was viewed as the foundatioa of
household. The preservation of Victorian social, gender, and class conventions reljeansole
the wife and mother. Motherhood was believed to be second nature to the Victorian woman, not
only is it an honor, but a privilege to raise and mold future generations. A Victasiaanmwho
denies her motherhood should be ashamed for, as Ann L. Ardis pointsitngt Woman Who
Did, “every good woman is by nature a mother, and finds best in maternity her socialrahd m
salvation. She shall be saved in child — bearing” (92). The rejection of motherhood Wtimate

signifies a rebellion against Victorian conventions and her innate role inysdieten who
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broke these conventions were often identified as New Women. The New Woman sought out
avenues for sexual freedom. No longer did the New Woman want to identify sex assaahe

procreation and maternal stature, but as a release from her sexual desires.

In Dracula, Stoker presents his vampiric female characters as un-maternal figures.
Stephanie Demetrakopoulos addresses how the female vampinexuia “are interested only
in sexual uses of men that will render the male helpless and they sadilficercto their
appetite ...the vampire women are outlaws of society through their utterawejetthe
conventional feminine role” (107). Lucy Westenra and the three female vampDeacula’s
castle are prime illustrations of how Stoker addresses the New Woman in regaatsrinal
functions. Upon Jonathan Harker’s first encounter with the three vampiric women)dsa

brides, he points out their overtly sexual behavior and non maternal behavior:

...she pointed to the bag which he had thrown upon floor, and which moved as
though there was some living thing within it. For answer he nodded his head. One
of the women jumped forward and opened it. If my ears did not deceive me there
was a gasp and low walil, as of a half smothered-child. The women closed round,
whilst | was aghast with horror; but as | looked they disappeared with them the

dreadful bag. (Stoker 45)

Rather than nurturing and comforting the child, the female vampires choose tmfeetd The
brides’ mistreatment of the child leads Harker to conclude that these womedesé not true
Victorian women; Jonathan claims, “I am alone in the castle with those awfugnvdraugh!

Mina is a woman, and there is nought in common. They are devils of the Pit!” (Stoker 59). To

Jonathan, Mina is the epitome of Victorian womanhood in comparison to these rebellious
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figures, and he seeks to return to the comfort of conventional social and gender ekbse&h
female vampires, Dracula’s brides, function in the novel is to introduce the aténddeliefs
of the New Woman and illustrate a model of what is to come through the Victoriactehsuat
Lucy and Mina. Once Lucy transforms into a vampire, she feeds off young ahikiteSeward
recalls in his journal, “We could not see the face, for it was bent down over what e lsaa
fair-haired child. There was a pause and a sharp little cry, such as a chslihgleep, or a dog
as it lies before the fire and dreams...I could hear the gasp of Arthur, asogaired the
features of Lucy Westenra” (Stoker 226). Stoker metaphorically addteéssdsew Woman as a
sexual and aggressive creature that cannot bare civil Victorian human childngst dedours

the offspring of Victorian society.

Contrary to popular belief, the New Woman can indeed be maternal. As previously
mentioned, Stoker is one of the first nineteenth century writers to correlatentipére to the
New Woman and her behavior. Stoker addresses that the New Woman, as the vampires threate
social and natural order through their subversive sexual roles; thus, the overburdéoranVic
woman would be disinterested in bearing children and resort to New Woman behavioew he N
Woman'’s rebellious behavior against Victorian conventions labeled her as a ‘i
hence, her name could not be synonymous to the “good” Victorian. Senf illustiatésetv
Woman writers believed the New Woman could demonstrate the charactdrisaternal
feelings: “New Woman writers are adamant about their heroines’ loveldfatii and maintain
a degree of independence (“Dracula” 41). Grant Allen, a New Woman advocate, poihtg out t
“every good woman is by nature a mother” (138). “Good” and “bad” are simplyti@dgeased
to categorize and hinder the development of an individual’s identity. The adjectives doveot s

to determine an individual’s abilities. The key word in this argument is thet{éhdibe
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maternal; the behavior does not have to be innate but illustrated when needed. Asibaesul
New Woman or Victorian woman was labeled as a good or bad woman, the adjectides stil
not determine or hinder their ability to be maternal. Women, whether they advocteavi

values or not, possess the ability to be maternal.

The New Woman, often associated with the characteristic of un-matetraalior, can
indeed exhibit maternal behavior and utilize it to her advantage in acquiring aistancety.
The Victorian woman'’s position as a homemaker is commonly viewed as a domedic byr
women, yet as a guardian of the home, the role allows her to influence thedanature. As
Constance D. Harsh points outSabversive Heroines: Feminist Resolutions of Social Crisis in
the Condition-of-England Novehe “home gave [women] a set of responsibilities for the
physical and moral well-being of those under her care,” therefore, acqupogjten of power
where “women are the logical candidates for the leadership role left \mctrd failure of
conventional authorities” (19, 45). The heroine is not only the New Woman persona, but the
Victorian woman as well; she embodies both characteristics of maternaldrednayidesire to
achieve freedom from Victorian conventions. These characteristics allowrtdieeher New
Woman to achieve a stance of power through the guise of the Victorian womaersahat
behavior. The heroine’s strength is not measured by her physical strengtthbuthe strength
of her courage, determination and instinct to protect others from danger. Matgrasaior

allows the female heroine to demonstrate extraordinary feats of yaraver

Mina takes on the role of the mother figure, for Jonathan, Van Helsing, and the men, by
illustrating courageous and protective behavior. Demetrakopoulos states that Morsttates
caring and maternal behavior by nurturing the crew, such as when “Arthuowries shoulder,

and she is forever supportive and valiant on the chase [for Dracula]..., [she] brieflgibesna
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Reinfield..., and survives the ordeal, resisting Dracula and his three ‘prota8igté0). As a
result, Mina’s heroic strength is measured by her maternal and caringdsetdich brings
assurance to Van Helsing and the men. While comforting Lord Godalming, a fortoeio$ui

Lucy, on his grievance over Lucy’s death, Mina becomes aware of her ability tatéeat:

We women have something of the mother in us that makes us rise above smaller
matters when the mother-spirit is invoked; I felt this big, sorrowing mants hea
resting on me, as though it were that of the baby that someday may lie on my
bosom, and | stroked his hair as though he were my own child. I never thought at

the time how strange it all was. (Stoker 246)

As illustrated in the previous passage, Mina identifies the transition of her befiam a
companion, who is easing her friend’s grievances, to a mother, who is comfadistigeased

child. The behavior was almost second nature to her, powerful, and yet shockinl lssnaas

able to see that her maternal behavior allows her to build a bond of trust with the men; Mr.
Morris states, “I suppose there is something in a woman’s nature that makésena break

down before her and express his feelings on the tender or emotional side withouitfeeling
derogatory to his manhood” (Stoker 245), thus “no one but a woman can help a man when he is
in trouble of the heart” (Stoker 247). By creating an emotional bond with the men through
maternal behavior, Mina will be able to gain acceptance into the group, consegllentiyg

her attain an active role in the quest to destroy Dracula; Mina attestedSevaard, “| have not
faltered in giving every thought of my own heart in this cause; but, of course, you do not know

me — yet; and | must not expect you to trust me so far” (Stoker 237).
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Mina brings comfort to her husband, Jonathan. While listening to Mr. Morris’s
conclusions of Dracula, Jonathan Harker becomes fearful of the quest the men measinendur

order to defeat the creature and restore social order:

Whist he was speaking Jonathan had taken my hand. | feared, oh so much, that the
appalling nature of our danger was overcoming him when | saw his hand stretch
out; but it was life to me to feel its touch — so strong, so reliant, so resolute. A

brave man’s hand can speak for itself; it does not even need a woman'’s love to

hear its music. (Stoker 254)

Unconsciously, Harker seeks the comfort of a mother figure by innocentlyimgeor Mina’s

hand. As a brave Victorian man, Harker’s duty is to protect his loved ones and smcigyy;
reaching for Mina’s hand, his behavior could be perceived as being protective dndiogno

his wife, than reacting fearful. Mina, at first, recognizes his need forargrhbwever, she

quickly changes her perception of the gesture to justify his reasoning for besifug éad

restore her social role, in order to avoid losing her connection to society. The heftea i
conflicted between social order and her desire for power, so it is not uncommon tamaee Mi
demonstrate the behaviors of both the New Woman and Victorian woman, in order to illustrate

her heroic stance.

Victorian women were expected to be faint of heart. Anything said or actedtavatha
considered dangerous, unconventional, and vulgar was to disrupt a Victorian woman'’s Ipsyche
Dracula, the men believe Mina will be unable to withstand the horrors that lay forward in the
destruction of Dracula; Dr. Seward declares, “we are determined — naye arg pledged? —to

destroy this monster; but it is no part for a woman. Even if she be not harmed, her gdait ma
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her in so much and | so many horrors; and hereaferter she may suffer — both in wakiriggrf
nerves, and in sleep, from her dreams” (Stoker 251). The men’s reasoning to keep Mina in the
dark is because, in their eyes, she represents Victorian womanhood and posteréntideed,

a Victorian woman is believed to be overly sensitive to unpleasant and dangerdissithat
may hinder her helpless. However, throughout the novel, Mina willingly expose¥ terse
dangerous elements by transcribing and reading the encounters of the crewaasitta.OFor
instance, when Mina is typewriting the journals, she is able to read the horribis #hat
occurred with the death of Lucy; Mina states, “When the terrible story gf4.death, and —

and all that followed, was done, | lay back in my chair powerless. Fortunatetyndtzof a
fainting disposition” (Stoker 239). The quote illustrates how Mina differs from the nboral
overly sensitive Victorian woman. For one, Mina is not entirely disturbed byotiterd and
descriptions that it would lead her to faint; “I am not of a fainting dispositiowkEst239).

Also, when reading the terrible event, Mina reacts in an unconventional manner bydippeles
wishing she was able to save Lucy; “I lay back in my chair powerless” (S28k¢. Mina
displays heroic behavior by demonstrating her desire to endure the journey ¥iag lded his
men have undergone, in order to make a difference in her society and attain hentitye ide
Only by placing herself in danger will Mina be able to create and achieverdityideparate
from the good Victorian woman. Mina’s courage is what sets her apart frorarthentional

Victorian woman, thus illustrating her as a heroine.

In Dracula, Van Helsing and the men often refer to Mina as brave. Mina willingly
volunteers herself to be hypnotized and used to help the men locate Dracula’s whereathouts
the condition that she is allowed to partake on the journey; Mina states to Van ldelding

Jonathan, “You can tell [the other men] just as well. | must go with you on your jouifmy
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must take me with you. | am safer with you, and you shall be safer too...Bésndgshe of

service, since you can hypnotize me and so learn that which even | myself do not kiogert' (St
346-347). Mina’s bravery incites the men to gather courage to defend their mother, Mina, w
represents Victorian womanhood: Jonathan Harker recalls, “[Mina] was so good amthiata

we all felt that our hearts were strengthened to work and endure for her, dedaveto discuss

what we were to do” (Stoker 309). Mina’s bold behavior not only rouses the men to demonstrate
daring behavior, but exemplifies the influence a woman can have over men, by takieg on t
position of the heroine. Without the heroine’s bravery, the men would not have the valor to

confront the uncanny figure.

In the Twilight series, Bella, like her counterpart Mina, utilizes maternal behavior to
create a heroic role in her societal group. Bella often displays clasaitathat can categorize
her as a damsel in distress, such as clumsiness. Bella affirms heessgdKkm absolutely
ordinary — well, except for bad things like all the near-death experiencesinggbelumsy
that I'm almost disabled” (Meyemwilight 210). With the awareness of her weakness, Bella is
able to utilize it to heighten the strength of her need for the Cullens and the wolf pak, he
allowing her to manipulate a strong connection between the two. The presence of taeag unc
figures permits her to use them as vehicles for escapism. Since Bella affme weak and
naive in the eyes of both supernatural groups, naturally, both willingly volunteer ¢overéer
existence; in return, she comforts and encourages them in their battles to sawteatdher, as
a mother figure would. Upon hearing the story of the third wife in the Quileuteg#ibering,

Bella felt an instant connection to the individual:

My mind was a thousand years away. | was not thinking of Yaha Uta or the other

wolves, or the beautiful Cold Woman — | could picthes only too easily. No, |
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was thinking of someone outside the magic altogether. | was trying to imagine the
face of the unnamed woman who had saved the entire tribe, the third wife. Just a
human woman, with no special gifts or powers. Physically weaker and slower

than any of the monsters in the story. But she had been the key, the solution.
She’d saved her husband, her young sons, her tribe. | wish they’d remembered her

name...(MeyerEclipse260)

Bella feels a connection with the third wife because she was a human beingsveormunded
by the supernatural, werewolves. Only through the third wife’s maternal atet{ive instincts

for her husband, children, and tribe was she able to sacrifice herself foathgir & simple

human being was able to make a great impact in the lives of the paranormessireater in
strength than any of the other heroic monsters. Bella feels that she too cahgmatguide her
supernatural groups to any victory. Consequently, this leads to Bella’s nhatednaotective
behavior for both the Cullens and the wolf pack; Bella worries, as a mother would, for both
supernatural groups when they are preparing to fight the newborn vampires: “Bgti-enou
horrible — that the Cullens would fight for me...Not Jacob, too. Not his foolish, eager brethers
most of them even younger than | was. They were just oversized children...My nerges we
frayed and exposed. | didn’t know how much longer | could restrain the urge to scream out loud”
(Meyer,Eclipse384). Bella feels comfortable among the supernatural due to their dysfuhctiona
nature. In the eyes of Bella, both groups act like rowdy children displayhigg rivalry

amongst each other for their mother’s attention; Jacob states, “[Sam] thoughese the one
person in the world with as much reason to hate the Cullens as he does. Sam feels sort

of...betrayed that you would just let them back into your life like they never hurt ey,

Eclipsel109). Bella utilizes her role as the maternal figure to encourage the groupsheiput t
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differences aside and make amends, in order to work together to protect herngelBlyei

instilling maternal behavior, she is able to manipulate herself into these suparrealms.

Bella isolates herself from society in order to endure a heroic journelf césmgnition.
It is Bella’s uniqueness of being a human that allows her to obtain a stancegfitien within
the supernatural groups. As the only human of the groups, Bella has an innate degine to be
central figure. As Lee R. Edwards states, it is the hero’s uniqueness andualiiyithat stirs up
a sense of specialness, thus paving a way for the rise of a heroic figure ¢(84nlyNs Bella
unique and different in the realm of the supernatural, but as well in the realmsshrdzella

describes herself as:

Ivory-skinned, without even the excuse of blue eyes or red hair, despite the
constant sunshine. | have always been slender, but soft somehow, obviously not
an athlete...l1 looked at my face in the mirror as | brushed through my tangled,
damp hair...Facing my pallid reflection in the mirror, | was forced to admit that
was lying to myself. It wasn't just physically that I'd never fit in. Andlgbuldn’t

find a niche in school with three thousand people, what were my chances [in

Forks]? (MeyerTwilight 10)

Bella creates a barrier between those around her, not only physically, buy seciaéll; Bella
declares, “I didn’t relate well to people my age. Maybe the truth was dicat’'t relate well with
people, period...Sometimes | wondered if | was seeing the same things throegkesrtiiat the
rest of the world was seeing through theirs. Maybe there was a glitch iramy (deyer,
Twilight 10-11). Bella creates a realm of isolation; she isolates herselflieomarld by

pointing out differences in her appearance and disassociating herseliydommlbthers. Bella’s
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isolation from society further supports Edwards definition of a hero, who is an indivitkea
isolated from a community for being different. By being different, the individuatceither
continue life as a hermit or, when called upon, endure a heroic journey of setrealiz
Through a heroic journey, the hero can attain a role that he or she feels most suitiagnfor
therefore allowing them to reenter a social sphere (34). It almost ssafrBella consciously
set herself up to be isolated from the real world, hence allowing her to segkitien in the
supernatural. For instance, when the Cullens leave Forks, Bella finds hitraetéd to another
supernatural group; “[Alice] shook her head sharply from side to side. ‘Leave it togitau, B
Anyone else would be better off when the vampires left town. But you have to stanghaiig
with the first monsters you can find” (MeyédewMoon 387). By becoming a part of the
supernatural, Bella gains an authority over both realms; she is different and inrigtie,
consequently, giving her the upper hand. Overall, through her individuality from thveoréh
and the supernatural, Bella is able to become the authoritative and centeabfigoth

supernatural groups.

Bella’'s mere determination and bravery make her the heroine ofitight series. For
instance, infwilight, Bella’s mother, Renee, and the Cullens are placed in danger when James, a
revenge seeking vampire, threatens to kill Renee if Bella does not meet Hioem The
Cullen family and Edward forbid Bella in meeting him, since James is concoctiag t& tharm
her. In spite of the Cullens’ warnings, Bella escapes from their safetgér to confront James
and save the Cullens and her mother’s life. Bella leaves a note behind, informing Btiher

whereabouts and mission to protect her family and friends:
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| am so sorry. He has my mom, and | have to try. | know it may not work...And
please, please don’t come after him. That’'s what he wants, | think. | can’t bear i

if anyone has to be hurt because of me, especially you. (Mey#ight 432)

Bella’s persistence to be at her mother’s side and guard the Cullensher¢egisobey their
wishes. Bella courageously volunteers to sacrifice her life for hetyfamd friends; she knows
she is at a disadvantage of defeating a vampire due to the fact she is rheireBnabeing,

hence entering a suicidal mission. Bella feels guilty for disobefyvgard; “| am so very, very
sorry...l love you. Forgive me” (Meyerwilight 432); however, her maternal need to protect the

Cullens and her mother are much greater, than to follow her role in society.

In New Moon Bella leaves to Italy to rescue Edward. Edward plans to aggravate the
Volturi to kill him, since he believes Bella is dead, he no longer wants to live; “I vgauld
Italy and do something to provoke the Volturi...You don't irritate them. Not unless you want to
die” (MeyerNew Moom418). Bella does not hesitate to think about the consequences that may

await her in Italy; the following dialogue, between Bella and Alidestitates her heroic bravery:

‘Let’'s go!’

‘Listen Bella! Whether we are in time or not, we will be in the heart of theuxiolt
city. I will be considered his accomplice if he is successful. You will lngnaan

who not only knows too much, but also smells too good. There’s a chance that
they will eliminate us all — though in your case it won’t be punishment so much as

dinnertime.’

‘This is what's keeping us here?’ | asked in disbelief.
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‘I'll go alone if you're afraid.” (MeyerNew Moor420)

Bella is not afraid of what may await her when she arrives in ItalyaBetain goal is to save
Edward’s life; she is not concerned about her well being, but rather Edward’s. WhardEsiw
threatened by the Volturi, Bella places herself between Edward and thei:\VtS$tap!' |

shrieked, my voice echoing in the silence, jumping forward to put myself betweeh them
(Meyer,NewMoon475). Bella’s overt desire to protect Edward lies in the fact that he is often
described as a tortured soul. Edward’s troubled past allows Bella’s mdtehaadior to

influence his actions. IEclipse Bella’s dedication to Edward and the Cullens empowers her to
request for Edward to sit out of a fight; Edward questions, “You ask me to leajmilyf fight
without my help?’ He said in a quiet voice. ‘Yes.’... ‘What are you going to say perras
whispered. ‘I'm going to discuss...me sitting out.” ...I hated to make him do this. Notlenoug
that | could fake a smile and tell him to go on ahead without me. Definitely nohtitd’
(Meyer,Eclipse421- 422). It is Bella’s maternal behavior that invokes her courageous behavior

and ability to influence those under her care.

In Eclipse Bella volunteers to entice Victoria and the newborn vampires to the group’s
trap. Bella wants to contribute to the wolf pack and the Cullens in their war with tihemew
vampires. Bella breaks the convention of the Victorian woman being silent andhstplersists
in becoming an active role in the group; she makes it quite clear of her intentiovemt‘to
help. I have to do something.’ | insisted..."You can’t keep me away,’ | threatermadhol
going to hide out in the forest while you all take risks for me™ (Mekelipse414). Bella does
not want any blood to be shed for her name; as a mother figure, she is willingftoesherself
in body or mind for the group; a quality similar to the “Angel of the House”/ motiperefi

Bella’s persistence pays off and the group allows her to lead the newbdras ttobm. In
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doing so, Bella leaves various trails to draw in Victoria, James’ partner, ayouhg vampires,

through the use of her scent, hair, and blood:

| had an idea. ‘Will this help?’ | asked as | ran my fingers through nmyahdi
caught a few loose strands. | draped them over the ferns..."Wait a second, | jus
got another idea.’ ...Without looking at the blood and breathing through my
mouth, just in case my stomach might react, | pressed my hand against a rock
within my reach...| started for the clearing again, pressing my padimst

everything in my path. (MeyeEclipse469-470)

Bella’s dedication to the group leads her to physically sacrifice her badyeAmaternal figure,
she becomes protective of the group, hence allowing her to engage in the courageoukeole of
heroine. Through her bravery, Bella is able to undergo a heroic journey that wilt bestebnly

her but, the group as well. As a result, Bella, the mother figure, once aga ptaself in

danger to assist the ones she loves through her heroic persistence and bravery.

The lack of parental figures allows the female protagonists to createra gphieeroism.
Edwards illustrates that, with his definition of a hero, if an individual's reldtipnsith their
parental, guardian, or surrogate figures “are absent, hostile; strained origeinbat
individual has the potential to develop into a heroic figure (34). The female protagbfirst
and Bella, endure a role reversal between their parental figures, thwsglthem to live

independently away from the social norms their parents should have bestowed unto them.

In Dracula, Mina lacks parental figures. Throughout the novel, Mina’s parents or
guardians are never mentioned in any journal entries. The reader is set taspeatlina

lives independently away from her family. A good Victorian woman often lived tesbellife
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under the guidance of her mother and protection of her father; whereas, Mina datesastill
of independence from these figures. Mina does not look unto a father figure to providéhher wi
means of income, but rather, one can assume, maintains herself by working as a sttessl mis
The absence of both parental figures allowed Mina to undergo a heroic journeyeékzsdtion

to identify or create a role in society, thus allowing her to achieve a defgresependence.

In the Twilight series, Bella endures a strenuous relationship with her parental figures.
The relationship between Bella and her father, Charlie, is uncommunicative anch&s!la
takes on the role of the mother and wife for Charlie; she tends to his clothes, shops farsyroce
cooks, and cleans after meals. Routinely, Charlie waits rather impati@nkiis fmeals after
work, a common role a homemaker spouse would tend to; Bella addresses her duty to cook for
Charlie, “...and that’'s what | was doing when Charlie came home. I'd |a$t dfethe time, and
| hurried downstairs to take the potatoes out and put the steak in to broil...I called hirnin whe
dinner was ready, and he sniffed appreciatively as he walked into the room’r (Veiight
35). Due to his dire experience with his ex wife and Bella’s mother, Renee D@haatie
distances himself emotionally and physically from his daughter, who sligisiynbles her
mother; Bella declares, “my mom looks like me, except with short hair and laugh(lheyer,
Twilight 4). Physical contact with Bella becomes uncomfortable for him; “Chgaire me an
awkward, one armed hug when | stumbled my way off the plane” (Mey#ight 5).
Unconsciously, Charlie closes himself off to Bella in an attempt of avoiding désaaiteher
departure from the family; Charlie answers, “I don’t mind. | want you to peyaere.” He was
looking ahead at the road when he said this. Charlie wasn’t comfortable with expltess
emotions out loud. | inherited that from him” (Mey@&wyilight 7). Bella’s relationship with her

father forces her into the role of the mother; her maternal and nurturing dxeladow her to
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create a trusting relationship with her father that would not have been avdikdblehe not

taken on the role.

The absence of Bella’s mother creates a different relationship betwegrothella’s
mother, Renee Dwyer, exhibits un-maternal behavior towards her daughte3eiltale
demonstrates both the maternal role for her mother. Bella worries and nurtumestier; “I felt
a spasm of panic as | stared at her wide, childlike eyes. How could Inlgale®ing, erratic,
harebrained mother to fend for herself?” (Meyewjlight 4). However, Bella’s role, as the
maternal figure of her household, soon became disrupted upon the arrival of Renee’s new
boyfriend; Bella states, “Of course she had Phil now, so the bills would probably geheead, t
would be food in the refrigerator, gas in her car, and someone to call when she got lost, but
still...” (Meyer, Twilight 4). Bella feels useless to her mother, since Phil has taken on the
responsibility of caring for her mother; Renee illustrates that she frarBella, but does not
wish to take on a maternal role: “I'll see you soon,’ she insisted. ‘You can comeWwbanever
you want — I'll come right back as soon as you need me.’ But | could see tifiesatiher eyes
behind the promise” (Meyefwilight 4). Bella loses her social role in the family dynamic, hence
the reason she decides to move in with her disadvantaged father, in order to attain a itgw ident
By searching for a new identity in a new town, Bella is enduring a heroic journegrchdor a
role that will allow her utilize her potential, thus instilling her a position of poweerefore,
the absence of nurturing and involved parents, force Bella to endure a journey oingigyf, ide
she searches for the social role she can play in society that will allovtdieraatorm of

recognition.

The characteristics of isolation, lack of parental figures, and individualitydpavwey

for the development of a hero. However, these attributes were not only restritttedriale, but
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the female as well. The female protagonists in the Gothic nBvatsila and theTwilight series,

Mina and Bella, illustrate these characteristics which permits thenbilitg &0 become heroic
figures. Both Mina and Bella make use of their intelligence and maternalibeimeorder to
manipulate their way into a position of power. The women combine and exhibit the behavior of
both the Victorian woman and the New Woman; in doing so, they are able to maneuver and
influence their groups without being questioned for their behavior. If the behavior sktéras

norm, then the woman would not be questioned or dismissed from the group. One main behavior
both women illustrate the most, in order to influence and manipulate their stancgroupgis
maternal behavior. As previously mentioned, maternal behavior was thought to beegsocia
with only good Victorian women, however, the New Woman could employ them as well. For
instance, Mina and Bella illustrate maternal behavior in the absence adwmeaffspring; both
women do not need to have children in order to exhibit this behavior. Maternal behavior can be
utilized to temporarily break social order to create a balance betweerotBexes. Therefore,
through the use of maternal behavior, the characteristic allowed for an extensiberdferoic
qualities such as, bravery and protective instincts. By placing herself lousesituations for the
sake of defending others and herself, the heroine is able to illustrate couradgenusrpbtus

allowing her to endure a heroic journey of self realization.

One can question the motives of Bella and Mina for trying to rescue the othensyin ma
occasions. Are their intentions heroic for the sake of achieving a stanceafipa\societal
group or is it mainly their conventional devotion to the group? In actuality, it is both; bot
women want to achieve a position of power and protect their groups from any danger, due to
their devotion to them. It is not uncommon to see an internal struggle between theNictori

ideals to conform to society and the desire to break free from social convetitissinflict is
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called the elliptical cycle. The elliptical cycle illustrates ttet New Woman persona is always
enduring an internal conflict between these two ideals; thus, she is alwagsnstant mode of
stasis. Both Mina and Bella are constantly in a state of stasis; both are ¢ppstaressing and
digressing. Both female protagonists endure a heroic journey of seatial, by utilizing their

intelligence and maternal behavior in order to attain an identity; this being, tieeher

97



EPILOGUE

DISCOVERING THE NEW WOMAN IN GENRE FICTION

The popularity of the monstrous vampire has gained momentum in the past couple of
years. Since the publication of thevilight series, the gothic genre has seen the addition of
numerous works attributing the vampire in literature, television and cinemaeih&/oman
persona reemerged some one hundred years after Bram Stoker firstl indiznDraculaand is

now evidently present in théwilight series.

In addition to botiTwilight andDracula, the presence of the New Woman and her
importance to Victorian and contemporary gothic literature can be explored paGog
different vampiric works. In order to illustrate the relationship betwaampiric fiction and the
New Woman, we must research deeper into literary pieces contemportm&boiser’s
Dracula. Literary works includeCarmilla by Sheridan le Fanu, a work that unlBeacula
combines the monstrous creature and the perfect beautiful aristocratiowamane. Modern
works on the vampire figure would include works published befor&whight Seriessuch as
The Vampire Chroniclesy Anne Rice and th8outhern Vampire Mysteridyy Charlene Harris.
Both of these works have been reproduced into cinematic works, similar tbiagtila and the

novels in therwilight series.

The expansion of this research into various modern and period works will seek to validate
the undying existence of the New Woman persona. The New Woman persona is neittier “
nor antiquated, since this character continues to reemerge in gothicrdelaithe persona
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that will continue to exist as long as women are subjected to endure the oppredsgatsed to
them by society. With as much freedoms and equality as women have attained thrthahout
last two centuries, women have not yet achieved complete freedom, and thetidnsstra
continue to manifest themselves through the New Woman persona both in gothic ditenakur

other popular mediums.
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