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Summary 

This thesis is an exploration of the vampire as a literary character. Of how the figure of the 

vampire has become a contemporary cultural icon. In part one of this exploration the genesis 

of the vampire as a literary character is considered along with its main fictional influences. 

Following that the thesis considers the question of what the essence of the vampire is and its 

diverse representations. This brings the evaluation to the inherent duality of the vampire and 

its mutability as a literary character within diverse fictional genres. The second part of this 

thesis is an analysis of three distinct vampire character varieties. The three classifications are 

the vampire as lover, Dracula derivations and the born vampire. The vampire as lover is a 

recurrent character in paranormal romance novels and Dracula derivations have become a 

genre of itself within vampire literature. The born vampire is a relatively new concept that 

seems to float between genres without typifying any of them. Two novels were selected for 

each type and the paper concludes with an analysis of them.  

   

 

 

 

 

 

 

 

 

 

 



4 
 

  

Table of Contents 

Introduction ..................................................................................................................... 5 

Part I: Aspects of the Vampire ........................................................................................... 8 

1.2 On Character .................................................................................................................... 13 
1.2.1 The Sympathetic Vampire .................................................................................................................. 16 
1.2.2 The Unsympathetic Vampire ............................................................................................................. 19 
1.2.3 Common traits of the vampire .......................................................................................................... 20 
1.2.4 Variations of vampires and genres .................................................................................................... 22 

Part 2 Examining the Vampire ........................................................................................ 25 

2.1 Adopting Dracula .............................................................................................................. 25 
2.1.1 Renfield; Slave of Dracula by Barbara Hambly .................................................................................. 29 
2.1.2 Fangland by John Marks .................................................................................................................... 33 

2.2 The Vampire, the lover ..................................................................................................... 39 
2.2.1 The Rogue Hunter by Linsay Sands .................................................................................................... 41 
2.2.2 The Dark Lover by J.R Ward ............................................................................................................... 45 

2.3 Born a Vampire ................................................................................................................. 50 
2.3.1 The Radleys by Matt Haig .................................................................................................................. 51 
2.3.2 Fledgling by Octavia E. Butler ............................................................................................................ 55 

Conclusion ...................................................................................................................... 62 

Primary Sources .............................................................................................................. 63 

Secondary Sources .......................................................................................................... 65 

Appendix ........................................................................................................................ 69 

 

 
 

  

 

 

 

 

 

 



5 
 

Introduction  
 

The vampire is a fixture in today’s popular culture and as a literary character it has in turn 

horrified and fascinated readers. At times it is the villain, the best friend, the lover or even 

the hero, however, at its core the character remains the same. The monstrous undertone of 

a blood drinking fiend is ever present although its attributes may vary according to the author 

and the rules of the genre. The reason for its popularity lies within the character of the 

vampire. As a literary character the vampire has a certain mutability, that most other 

archetypes lack, and which gives the author a wide range of possibilities on its representation.  

This in turn affects the readers understanding and his level of engagement with the character. 

The vampire as a character has become so a widely recognized that simply by using a single 

characteristic, e.g., blood drinking, without the word vampire, the reader can immediately 

place it within the correct mythos. There is a shared mutual understanding between reader 

and author, between society and culture of what a vampire is. 

 Our ideas of what a vampire is comes from several sources, most prominent of which 

are: folklore, literature, the internet and films and television. Central to that is the idea of 

Count Dracula, the vampire in Dracula (1897) by Bram Stoker, and his contemporaries. In that 

sense the vampire as a character exemplifies quite clearly that “[…] the origin of the text is 

not a united authorial consciousness but a plurality of voices, of other words, other utterances 

and other texts” (Allen,p. 72). The reader and the author both bring with them their own 

knowledge and understanding of the subject. To understand a written text, you therefore 

have to view language in and of itself is a social construct and as such it bound up with specific 

social evaluations. What is happening in the world around you at the time in which you read 

or write, a specific text influences said text. Historical context is therefore important to the 

understanding of any type of text or utterance. When the modern reader reads a text written 

a hundred years ago his understanding of the work will differ from someone reading it at the 

time of publication. Our understanding of what a vampire is will be considerably different to 

what people thought a hundred years ago. The same applies when reading a current text e.g., 

a novel about vampires, you need to stand on a global cultural platform. Because the vampire 

today is a cultural icon and everything that is written, every TV show, film and urban legend 

adds to what the reader, the consumer, incorporates within their view of what a vampire is. 
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However, the largest cultural influence must come from fiction novels that focus on vampires. 

Particularly when considering the numerous times Dracula has been adapted to TV, films and 

even other books. What emerges from this is an ongoing discussion, a metanarrative that 

contains everything that characterises the essence of the fictional vampire character. An 

overarching global cultural narrative that every reader and author is a part of. From that 

narrative the vampire as a character emerges, ever changing and eternal.  

 Today vampire literature has become a genre in and of itself. Vampire literature is any 

style of literature that is largely concerned with vampires. Every novel that contains a vampire 

character is a type of vampire literature. To be classified as a work of vampire literature a 

vampire character must be the focus of the narrative; be it the villain or the hero, the desired 

one or the one hunted, or in some cases even both. It also needs to be necessary for the 

exposition of the plot. Vampires appear in all genres of literature, but the most prominent 

sort of vampire literature are urban fantasy, supernatural horror, paranormal romance, 

alternative history, post-apocalyptic, steampunk, and adaptations of Dracula. Within each of 

these the reader is presented with many classes of vampires, male or female, genderless or 

other, strong, or weak, shapeshifters, villains and lovers. The vampires are as varies and as 

different as there are books written about them. There are several distinct vampire character 

types that have evolved within vampire literature. Among those are the vampire as lover, 

derivations of Dracula and the born vampire. To explore this, we need to consider what is 

character and how we define it as well as look at how can the vampire as a character be 

defined and what its characteristics are, and does it change according to the genre? To that 

end we need to consider the genesis of the vampire as a literary character and its rebirth into 

the cultural archetype it is today. 

 Part one of this essay will discuss briefly where our ideas about vampires come from and 

proceed to discuss how it has evolved into the ever-changeable character it is today. To 

explore this further we will examine what a character is and its function within a narrative 

and how it can be used to emphasise different themes and ideologies. The different aspects 

of the vampire will be discussed as well as its numerous characteristics. There is a blurring of 

categories within vampire literature and that also necessitates a discussion on how the 

vampire is represented within different genres. To make referencing easier a timeline of all 
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primary works mentioned and or referenced in chronological order is included in the appendix 

of this paper.   

 The second part of the essay is an examination of three different aspects of the vampire. 

Firstly, the vampire as seen as derivations of Count Dracula, secondly, the vampire in its 

aspect as the eternal lover, and thirdly the born vampire. An in depth reading of two novels 

for each aspect, will follow. In each of these novels the characteristics of the vampire will be 

examined as well as the function of vampirism within the plot. Under consideration will also 

be what the vampire character is being used to represent. The novels under discussion are 

Fangland by John Marks, Renfield; Slave of Dracula by Barbara Hambly, The Rogue Hunter by 

Linsay Sands, Dark Lover by J.R. Ward, The Radley’s by Matt Haig and Fledgling by Octavia 

Butler.  
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Part I: Aspects of the Vampire 
 

From its first appearance to modern days the vampire has transformed from being a distant 

horrifying blood drinking fiend to becoming the slightly odd neighbour your only see in the 

evenings. Most people, when asked to describe a vampire will mention the fangs, the blood-

drinking, as well as super strength and fear of sunlight. Oh, and will cinch it up by mentioning 

that they can be killed by a stake through the heart. These images are for the most part 

derived from TV and films, e.g., Todd Browning’s Dracula (1931), and other more recent 

additions such as Buffy the Vampire Slayer (1997-2003), episodes of Supernatural (2005-

2020), although True Blood (2008- 2014) has probably eclipsed some of them in popularity. 

But these images originally came from books and before that from folklore and the fear our 

ancestors held for things that cannot be seen in the dark. In folklore, although it will depend 

upon region and country, the vampire was thought to be a re-animated corpse that has 

returned from dead to prey upon the living, most often their relatives or someone that has 

wronged them. Sometimes it is represented more as a wraith than a physical entity that would 

prey upon the soul rather than drink their victim’s blood. These vampires were victims of 

uncontrollable hungers and many cultures have legends of such creatures e.g., the lamia in 

Greece. In the 1720’s and 1730’, in Serbia, two men, Petar Blagojevich and Arnold Paole, were 

suspected of being vampires and were exhumed and staked. An account of this made its way 

into Europe and sparked an interest in vampires (Frayling, 2016; Gelder, 1994).   

The vampire and vampire narratives have their roots within the romantic and gothic 

literary tradition. As a fictional character the vampire first appears in 18th century poetry, for 

example in Robert Southy’s oriental poem “Talaba the Destroyer” (1797), although it is not 

the central concern of the poem. Samuel Taylor Coleridge also wrote a poem termed 

“Christabel” (pub. 1816) where a supernatural entity called Geraldine seduces and tricks 

Christabel and attempts to marry Christabel by transforming itself into Christabel’s lover. The 

attempted seduction of an innocent and the idea of transformation, of becoming something 

else, are traits that appear again and become central traits later as the character of the 

vampire evolves. The first three definitive early works of vampire literature, John Polidori’s 

The Vampire (1819), Carmilla (1872) by Sheridan Le Fanu and Dracula (1897) by Bram Stoker. 

Of note here is also the lesser-known Varney the Vampyre or the Feast of Blood which was 
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published as a penny dreadful between 1845 and 1847 and either attributed to Thomas 

Peckett Prest or James Malcolm Rymer, as there appears to be some debate over authorship. 

Each of these novels added considerably to the vampire character in terms of characteristics, 

narrative tropes, and themes. In all these novels the vampire is presented as the foreign other 

that subverts in some way the natural order of things. Although these vampires for the most 

part seduce their victims there are several differences in their strengths and weaknesses that 

differentiate each from the others.  

In Varney the Vampyre there appears the first example of the trope where the vampire 

comes through the window at night and attacks a maiden as she sleeps. Varney is in turn 

seductive, and horrifying, the description of him entering the sleeping chamber of a young 

woman is more reminiscent of rape than a gentle seduction. He is a brute of a vampire 

although presented as a nobleman and most commonly the focus of the plot is on him trying 

to marry into a ‘good’ family. Varney is considerably influenced by the moon and if killed he 

can be revived by moonlight a trope that appears in Polidori’s The Vampire as well. The plot 

generally takes place in the countryside and not in a city and occasionally the action moves 

abroad. It is of note here that there is not one unifying narrative in Varney the Vampyre rather 

it is a series of stories that all centre on Varney, who goes by many different names in the 

narrative, where the same plot with few variations always repeats itself. With Varney being 

defeated and revived every time, until in the end, tired of his un-life he jumps into Mt. 

Vesuvius and presumably perishes as the narrative concludes there.  

Polidori’s tale The Vampire (1819), came before Varney, and tells the tale of Lord 

Ruthven. The plot begins abroad, where Lord Aubrey encounters a fascinating slightly older 

gentlemen name Lord Ruthven. During their stay abroad, Aubrey and Ruthven become friends 

until Aubrey learns of Ruthven’s terrifying other nature. Upon their return to England, 

Aubrey’s knowledge of what Ruthven is causes Aubrey both trouble and pain, particularly 

when Ruthven marries Aubrey’s sister. For Aubrey’s oath of friendship prevents him from 

saving his sister from the vampire’s kiss. The narrative essentially becomes a tale of honour 

and the importance of keeping your word but is subversive in that because of Aubrey’s honour 

he finds himself compelled to keep Ruthven’s secret and therefore becomes his own doom. 

Carmilla has a very different tone from Varney the Vampyre and Polidori’s story, almost lyrical 

in places it is presented to the reader in the form of a casebook, a narrative device that today 
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is very common within vampire literature, it tells the tale of the Countess Mircalla Kernstain 

and her ‘friendship’ with Laura. In Carmilla appears one of the first instances within vampire 

literature where the protagonist, Laura, has to fend off the advances of Mircalla, who 

repeatedly makes romantic advances towards her victim. The advances are never overt, only 

inferred. Carmilla is the first of what will become many lesbian vampire narratives. Another 

item of note is the setting of Carmilla as it has moved from the country to a distant central 

European location, which as vampire literature evolves becomes a stable fixture in many 

vampire novels, as it serves to enhance the otherness of the narrative. These three vampires, 

Lord Ruthven, Varney and Carmilla, are all presented as being of the aristocracy. They are 

charming and seduce their victims and their mission appears to be to insert themselves into 

the lives of their prey, both Ruthven and Varney need to marry and become part of the family, 

like Carmilla they offer at first friendship and stability, only to prey upon those nearest to 

them. But these vampires are always defeated because good must prevail against evil. Here 

the vampire is always the outsider, a being that threatens the conventional order of society.  

 The fourth early nominal work of vampire literature is Dracula (1897) by Bram Stoker.  

The novel incorporates many of the themes from Varney and Carmilla and Polidori, as well as 

inventing some of its own, rejecting many of the themes that are central to earlier examples 

of vampire literature. As Nina Auerbach notes “Dracula is less the culmination of a tradition 

than the destroyer of one. His indifference to the sort of intimacy Carmilla offered a lonely 

daughter is a curt denial of the chief vampire attribute up to his time” (p.64). Count Dracula 

is not the seductive entity that Ruthven, Carmilla and to a point Varney is. Stoker portrays 

vampirism as a disease, rather than the inferred curse, or a contagious demonic possession, 

and the undertones of sexual tension, blood and death are considerably more obvious than 

in previous narratives. Like Le Fanu, Stoker locates his vampire, Count Dracula, far from 

England, near the Borgo Pass in Transylvania, an area that still today has a supernatural aura 

in popular imagination. Count Dracula, even more than his predecessors, is a disturbing 

character because of his apparent demonic nature. There is nothing sympathetic about his 

character as he dominates the plot of the novel. His presence is felt throughout the narrative, 

yet the reader only sees him through the eyes of the would-be heroes. Dracula, for the most 

part, only appears to commit another horrific act or to unsettle the characters and taunt those 

that would oppose him. There appears to be very little that is human-like in his character. 
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There is no human flaw that can make the reader emphasise with him. The reader’s 

sympathies lie wholly with the vampire slayers as they seek to stop Dracula from spreading 

his disease.  

 At the close of the 19th century, we therefore have a dual image of the vampire. Either 

as the seducer of innocents or as the old foreign horror that seeks destruction and control 

through the use of force. From this point both types of vampire characters are present, but 

the vampire as the monster becomes more prevalent until the publication of Interview with 

the Vampire (1976) by Anne Rice. This starts a change in where the monster, the vampire 

becomes less and less horrifying, until we arrive at the modern vampire character where the 

vampire has become something desirable, an entity that encompasses infinite possibilities 

and everyone wants to become one. Rice brings the inner suffering of the vampire to the 

forefront of the narrative and tells the story from the vampire’s point of view and told in the 

first person. And: “Thus, while inviting readers to view the vampire not as a monster but as 

one of them, Rice also suggests they identify the vampire world as their own. The monster 

comes to be seen as any modern human who was offered a different path and took it” (Pharr 

p. 66). With the arrival of Louis and Lestat the vampire is no longer the outsider staring in, the 

enemy or villain that must be defeated by the properly human protagonist. Rice’s vampires 

are the protagonists; their voice is the one the reader, almost despite themselves, 

sympathises with. This brings to the forefront the question on what a monster is and what is 

not, the monstrous has become beautiful and acceptable as the vampire comes to embody 

our hidden fears and desires. These vampires prey upon women and men alike, and can 

survive on the blood of animals, although that is not preferred. They have regained the charm 

that Carmilla had and Dracula lacks. Although vampire varieties like Lestat and Louis have 

become more common there is always the continued presence of other kind of vampires. 

Those types have more in common with Count Dracula than Louis and even within Interview 

with the Vampire the reader is presented with many types of vampires, depending upon what 

the vampires themselves believe they are. Ones that believe that they are monsters and have 

little thought beyond their next blood-soaked meal. There appears to be a duality to the 

identity of the vampire; that it can be both the monster and the innocent. Published shortly 

before Interview With the Vampire, Stephen King’s Salem’s Lot (1975) presents an altogether 

different vision of the vampire. It offers no hope to the reader and at the close of the novel 
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the vampires are poised to take over the world. Both of these novels were later adapted into 

films although Interview With the Vampire (1994) starring Tom Cruise and Brad Pitt became 

considerably more popular.  

 The vampire experienced another resurgence in popularity with the publication of 

Stephanie Meyers Twilight Series. The first in the series, Twilight (2008), became almost an 

overnight sensation although it received extremely mixed critical reviews the popular 

response was overwhelmingly positive. The series tells the story of 17-year-old Isabella ‘Bella’ 

Swan, and her relationship with 103-year-old vampire named Edward Cullen. A relationship 

that is inherently inequal from the start. But Bella functions almost as a Mary Sue character 

making it easy for younger girls, the target audience, to empathize with her and imagine 

themselves as the main character of the book. The main question for fans was whether they 

were team Edward or team Jacob, a werewolf and Edwards’s rival for Bella’s affections. 

Meyer’s vampire characters have more to do with romance and safety and teenage angst 

rather than horror. Her vampire’s sparkle in the sunshine and choose to subsist only on animal 

blood, although human blood is better for them. The vampire character here has essentially 

been defanged and unlike Rice’s Lestat, they do not celebrate what they are, they hide, and 

they exist but little more. The trend to view the vampire as a sympathetic character seems to 

have crystallized here, as the emphasis moves from vampirism to romance and stolen kisses. 

But as many novels as have been written with sympathetic vampire characters there are 

numerous ones about the unsympathetic versions as well. There are many other novels that 

have influenced the popularity of the vampire trope but there are so many being published it 

is impossible to name every single one. It is therefore time to take a closer look at what 

character is and the vampire as a literary character.  
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1.2 On Character 
 

Carrington Loveless III, in the novel Skim Blood and Savage Verse (2017), by Angel Martinez, 

agreed to allow his vampire lover to keep him at the edge of death and feed from him for nine 

nights so that they could be together forever. Then when his lover abandoned Carrington at 

the entrance to the hospital believing that he was dead it was only the start of Carrington’s 

undead misadventures. As he tells it himself: 

I woke up in the morgue, fevered, starving. The need for blood was so overwhelming 

that I bit the attendant. But that first sip … it tasted foul. Rotten. It made me 

horrendously ill. And then the attendant was bitten and vomited upon, poor man. I 

think I frightened half the hospital, shambling around moaning. People watch to much 

zombie entertainment (p.243).1 

Carrington’s less than graceful rebirth into a vampire continues as the doctors figure out that 

he is allergic to something in the blood, that he needs skimmed blood to survive, blood 

without white blood cells. Carrington becomes a joke among other vampires, unable to feed 

directly from humans, dependent upon bagged and skimmed blood. A figure that to the 

reader is more comedic than frightening. Carrington lives in a world where vampires and 

other paranormals are an accepted part of life. He worked as a police officer before he was 

turned into a vampire and continued to do so after he was turned. From Count Dracula to 

Carrington Loveless III is a long and convoluted path of literary transformation. On one hand 

we have more ‘traditional’ old unsympathetic vampire character and on the other hand we 

have a vampire who has a disability and in that illustrates the more modern sympathetic 

vampire. The scope of what the global cultural vampire has come to encompass is 

considerable.  

 When we read a book, it is the character with which the reader identifies, and a 

character is any entity within a literary work. Animals, people, even houses can be termed 

characters. There are several different types of characters which include the protagonists, 

antagonists, support characters and stock characters. Characters can be round or flat, static, 

or dynamic. They can fit one category of character at the beginning of a novel and another at 

 
1 Page number refer to box edition of the series Offbeat Crimes: Part 1 Box Set  (2019) 
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the end, as they change and evolve as the narrative progresses. Round characters are usually 

the protagonists of the story or in some instances the antagonist. They evolve during the 

course of the narrative and adapt to the circumstances present in the plot. On the other hand, 

flat characters stay the same. Their function is usually as support characters to the 

protagonist. It is impossible to discuss character without discussing the plot of a novel, as 

character affects the narrative, and the narrative affects the character (Roberts, p.66-72). 

Taking this further in essence it is the reader who by reading a novel fills in the gaps in the 

narrative and creates the character (Abbot, 134). This brings us back to what is mention in 

the introduction of a text being a plurality of voices. The reader, when reading, fills in the gaps 

that the author leaves to create the character from its actions within the narrative of a given 

work.  

To discuss character, you therefore need to discuss plot, setting, exposition and the 

narrative as a whole. Now as has been discussed above there has been a considerable change 

in how the reader, the consumer, views the character of the vampire. Heldreth and Pharr 

propose that it “[…]is useful to consider vampire’s personalities because critics have 

suggested that the heart of a vampire story is the vampire itself; when we know the character, 

we know the story” (p. 64). There are however many kinds of vampire characters in particular 

today as they have grown increasingly popular. Each vampire character type, or class of 

vampires, builds on what has gone before and it has become common to view the vampire as 

a metaphor for contemporary culture. That the vampire is a mirror we hold up to ourselves 

and thus as Nina Auerbach has suggested, every age has the vampire it needs (p.7). Gordan 

and Hollinger have proposed that it is “[…] the rich metaphorical usefulness of the vampire 

which, we believe, helps to explain its continuing ‘undeath’ in contemporary culture, its 

powerful grip on our imaginations” (p. 3). The character of the vampire allows us to examine 

that which is other, and that which is dangerous, it upholds the exploited and marginalized 

giving them a voice. It appears to function as a floating category of all that is ‘alien’ to the 

standardising powers of social and cultural discourse. But there is always the duality in the 

vampire, the sense of evil just under the surface. For as many positive traits there are in the 

modern vampire, there are mirror images going the other way. Sometimes within the same 

story. If we start by considering the vampire as an archetype, an archetype is by definition the 

original model for a particular character type and expand upon that idea and view the vampire 



15 
 

archetype as a collective. Within that collective everything that a vampire is, all abilities and 

characteristics is contained. Following that idea if we view that collective as a circle (see fig.1) 

and view that as a circle. Within that circle there are two other circles that overlap. These 

overlapping circles are the unsympathetic vampire and the sympathetic vampire.   

Fig.1  

There are certain sorts of vampires that seem to fall more into one category than another. 

Other character types of vampires fall into the overlap area containing elements of both 

sympathetic and unsympathetic vampire with characteristics that appear to typify each. The 

vampire archetype encompasses all of these. Within the sympathetic branch you have the 

vampire as lovers and on the other you have Dracula class of vampires. Somewhere in the 

middle there is the born vampire as it can be both a destructive force, a monster, as well as 

the lover. There are a number of other categories of vampire characters some of which are 

easy to place as either sympathetic or unsympathetic. However due to the mutability of the 

vampire character there is a considerable overlap and transference of traits and abilities 

between character types. 

 If we consider the vampire archetype it is apparent that it almost impossible to include 

in any discussion every type and variation. The critic is continually examining only a part of 

the whole, usually within a single narrative or work of vampire literature. If the vampire as a 

character is viewed as a part of a global vampiric narrative that is ongoing, and contains all 

vampire novels, current and older, short stories, poems, and folklore the vampire can only be 

discussed in generalities. It is possible to take any two vampire novels and in them the reader 

will find many similarities as well as contradictions though the core of the vampire character 

is the same in both novels. There appears to be no single category of vampire that exemplifies 

the ‘true’ characteristics of the vampire character. The vampire as a character is the ultimate 
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conflicted ‘self’. Holding within its ‘self’ all aspects and all possibilities of what characterises 

the vampire at the same time. Whether it is the lover or the villain it is always essentially the 

same. It simply manifests differently in each incarnation. Showing the reader different aspects 

of the same character. Different aspects of what is monstrously different. Underneath the 

monster there appears to be a continual search for identity and expression of identity and 

survival.  

 The strength of the vampire character lies in its ability to embody different themes 

and cultural concerns. Traditionally academics have largely been concerned with the sexual 

connotation of the vampire myth. It has however also been used to explore issues of 

independence, identity, freedom and imprisonment, loneliness, family, male vs. female, 

status, race, gender, the cost of survival and love. At its roots, the vampire is almost always 

subversive to ‘normal’ standards. Judith Johnson notes that “the powerful social position of 

the typical vampire is no accident” (p.75) as the vampire narrative at its core largely 

concerned with social commentary. The vampire, like Lord Ruthven and Carmilla, were of the 

aristocracy during a time when class distinction was undergoing a considerable change in 

Britain. Johnson goes on to discuss that the subtext and our understanding of it can differ 

whether the author is a woman or a man.  

 

 

1.2.1 The Sympathetic Vampire 
 

There are several distinct varieties of sympathetic vampire characters. The vampire as lover, 

the accidental vampire, and the just-like-a-human vampire are perhaps the most common 

types. A good example of the accidental vampire is Elizabeth ‘Betsy’ Taylor from Mary Janice 

Davidson Undead Series. Betsy wakes up in the funeral parlour a few days after being hit by a 

car on her thirtieth birthday. Initially she believes that she is a zombie. Betsy tries everything 

to kill herself, she throws herself under a garbage truck, tries to drown herself in the river and 

after a little girl tells her that she is a vampire she goes into a church in the firm belief that 

being there will kill her. The former model and recently unemployed secretary plays on our 

sympathies as a reader. We see how unlucky she is, losing both her job and her life on her 
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birthday, and the reader is allowed to follow her as Betsy gets a handle on being undead. This 

light-hearted series is perhaps best classified as ‘chic-lit’, in turns funny and serious, her story 

of going from down-on-her-luck to queen of the dead is a fun romp. The vampire as a lover 

has become a dominant trope in paranormal romance and will be discussed later on in this 

essay. Depending upon the genre sympathetic vampires, particularly in paranormal romance 

and urban fantasy, are often presented as the rebel, the ‘bad boy’ or ‘bad girl’, the outsider 

who is sensual and attractive, sometimes overly emotive, wild, and unpredictable. His or her 

differences are to be celebrated as the vampire is admired for their romantic independence 

and refusal to conform to arbitrary societal standards.  

Although the sympathetic vampire character is for the most part traced to Anne Rice’s 

Vampire Chronicles there are earlier examples, but the starkest change is around 1970’s. The 

marked difference is firstly that the vampire becomes the protagonist, and the story is told 

from their point of view. There is also a tendency to eschew religious, Christianity for the main 

part, connotation. Interview with the Vampire does have a strong religious undertone, as 

Louis mourns his lost humanity, but it has more to do with Louis’s belief in his own 

monstruous nature. Lestat has little use for religion and crosses and holy water have little 

effect as protection against vampires in Rice’s world. It is quite common that this type of 

vampire only lives with and speak to other vampires, particularly in urban fantasy novels, 

whether the vampire is the protagonist or a supporting character. Humans are often 

marginalised in these kind of stories, often the humans are the evil ones as they try to kill the 

minority, the persecuted innocent vampires. There is an increasing ambivalence in morality 

as the vampires become more normalized, they start to become only another version of 

humans, only with the added need for blood. An example of this is D.D. Barant’s Bloodhound 

Files a series of novels, the first of which is Dying Bites (2009), that take place in a parallel 

world. The protagonist of the novels is FBI profiler Jace Valchek who is taken from our world 

and transferred into a parallel universe where all but one percent of the population is either 

vampires or lycanthropes. In this world Jace interacts and works with both vampires and 

shifters and comes to see very little difference between the species. Essentially all of them 

just want to live their own lives in peace. Adding to that the true villain of those novels is 

human and bent on eradicating both the vampires and the lycanthrope population.  
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Unlike 19th century vampire fiction in which transformation into a vampire is almost 

always a disaster, many contemporary vampire tales present the transformation as a happy 

beginning or ending, an auspicious beginning of a new altered happy life. The emphasis in 

these types of narratives turns to the choice a human makes in becoming a vampire. In Nalini 

Singh’s Guild Hunter Series, there is a petition system as hundreds of hopeful humans petition 

the angels to ‘Make’ them in exchange for one hundred years of servitude. Another example 

of this are the Sookie Stackhouse Novels2, where vampires have come out of the woodwork 

and integrated into the general populace with the propaganda that they are just like humans. 

However, as always seems to be the case with vampires, even with sympathetic vampire types 

there are always exceptions to the rule, due to the dual nature of the vampire. For example, 

if we look to the accidental vampire character their transformations from human to vampire 

are not always welcome or gracefully accepted by the one transformed.  

When it comes to sympathetic vampires the essential question becomes why 

vampires are suddenly acceptable and why are people finding them to be more relatable and 

less monstrous. A suggested answer to this is that for years the vampire has served as a 

metaphor for marginalized minorities, those that for one reason or another are seen as 

different and have become disaffected from society. Today the general public has become 

more accepting of an individual right to choose how they want to live their life. And like them 

vampires simply want to live in peace. Admittedly, horror fiction in general has historically 

been used as a safe place to act out our fears and examine them within known parameters. 

As a genre the focus of horror fiction is on creating a feeling of fear with the reader 

(Encyclopedia Britannica). Gina Wisker notes that “[i]t acts as a vehicle for exploration of the 

mind and for exposure of the conflicts and contradictions in society” (p.26). This indicates that 

much like the vampire the horror story is a vehicle to explore the margins of what is 

acceptable with the promise of a safe return upon closing the book.  

 
 

 

 
2 The Sookie Stockhouse novels are the basis for HBO‘s True Blood television series. Also referred to as The 
Southern Vampire Mysteries.  
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1.2.2 The Unsympathetic Vampire 
 

The vampire as an unsympathetic character is the other half of the dual nature of the vampire. 

As with the more sympathetic variety of vampire, the unsympathetic vampire can be split into 

several categories of vampire characters. Perhaps the most distinct classes are the vampire 

as the unstoppable evil, Dracula type vampires, and the infectious vampire. In general, the 

sort of narratives that have this kind of vampire characters tend to be told from the point of 

view of the vampire slayer. A larger emphasis is placed on the horrifying nature of the vampire 

and the author does everything possible to make the vampire something to be feared. The 

focus of the narrative tends to be the slayer killing every vampire he or she finds to make the 

world a safer place. Often these types of vampires have a horrible appearance and usually the 

transformation into a vampire is forced, incredibly painful, and to be avoided if all possible.  

 A good example of the vampire as an unstoppable evil are David Wellington’s Laura 

Caxton Vampire a total of five books that tell the story of Laura Caxton’s battle to kill all 

vampires. Wellington’s vampires lose their human appearance when they are turned. That is 

their ears become pointed, they lose their hair and all of their teeth become sharp and their 

skin colour becomes pale white, regardless of their original ethnicity and pigmentation in life. 

During the day, these vampires must stay in their coffin as their bodies die each sunrise and 

their flesh melts into a noxious fluid only to come together each evening at dusk. If they do 

not get blood regularly, they atrophy due to blood starvation. The interesting point that 

Wellington includes is that to transform into a vampire a human has to accept the vampires 

invitation to undeath and then commit suicide and be reborn as a vampire. This method of 

transformation, of transitioning, is more in line of vampirism being a curse than an infection.  

This type of vampire has only one thought and that is its own survival. Wellington has 

managed to create a very scary vampire with no redeeming qualities.  

 A closely related variation to the vampire as the unstoppable force is the infectious 

vampire. That type of vampire is similar in many ways to zombies as the root cause of 

vampirism there is some sort of infection or communicable disease. A good example of this is 

the classic novel I Am Legend (1954) by Richard Matheson. The novel is a curious blend of 

science fiction and horror and although Matheson calls the beings attacking his protagonist, 

Robert Neville, vampires they bear little resemblance to Lord Ruthven and Varney. In the 
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novel the central character Robert Neville is the single survivor in the city he lives in of a 

worldwide pandemic where every inhabitant had succumbed to a virulent bacterial infection 

turning them into vampires. The novel has been referred to as the first modern vampire novel, 

but its theme has more to do with human frailty, loneliness and what is monstrous and what 

is not. Neville the protagonist spends most of the novel trying to figure out what has caused 

the pandemic and attempting to find a cure as well as going around during the day killing the 

vampires as they, sleep only to find out that the ‘living’ vampires have formed a new society 

and are managing their disease. In the end these new vampires arrest Neville for his crimes 

and he permitted to commit suicide instead of being executed.  

A coughing chuckle filled his throat. He turned and leaned against the wall while he 

swallowed the pills. Full circle, he thought while the final lethargy crept into his limbs. 

Full circle. A new terror born in death, a new superstition entering the unassailable 

fortress of forever. I am legend. (p.161) 

Neville has become the monster by his actions against the ‘new people’ of the world. He is 

the new boogieman while the vampire is the new normal. Or as Neville himself notes: 

“Normalcy was a majority concept, the standard of many and not the standard of just one 

man” (p. 160). His kind, humans, are no longer the basis upon which you establish the bounds 

of normalcy. The ‘new people’ do. He had been the ‘invisible spectre’ that left behind himself 

the dead of their loved ones much like the vampire from folktales and superstitions. This novel 

has considerably influenced the vampire genre, but it has also been of significant influence in 

zombie horror narratives. Dracula type vampires appear most commonly in narratives that 

are in some way adaptations, or derivation of the novel Dracula. This aspect of the vampire 

character will be discussed in further detail in the second part of this paper.   

 

1.2.3 Common traits of the vampire 
 

The vampire archetype encompasses a wide variety of common characteristics, behaviours, 

and abilities. Many of which are held in common between both the sympathetic and 

unsympathetic vampires. The reader has certain expectations towards the vampire character 

in terms of what they consider the hallmarks of the vampire character. These expectations 
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often surface in how support characters in vampire narratives react either to their existence 

or to the vampire being ‘different’ then they thought it would be. In Martinez’s story about 

Carrington Loveless III he goes out on a date with a ‘normal’ human called Heath who when 

confronted with Carrington’s inability to drink blood from the ‘source’ becomes truly angry 

with Carrington.  

“All this time I thought you were a real vampire. Someone strong and half-feral who 

would throw me down and take me. Now I come to find out that you’re some kind of 

crippled, special needs vamp who can’t even feed right” (p. 259-260).  

The fact that Carrington does not conform to what Heath wants a vampire to be causes an 

intense conflict that although quickly resolved brings attention to how unusual Carrington is 

for a fictional vampire. Both the reader and the author have an image of what a vampire is 

and as demonstrated with Heath, it can be unsettling, if not exciting, when something 

unexpected changes our perception.  

 What always comes first in what we anticipate being a characteristic of the vampire  

is that a vampire needs to feed. Usually that means that they need to feed on blood and to 

do that they usually have fangs, retractable or otherwise. Some variations of vampires feed 

upon emotions, commonly lust or fear. Count Dracula is a good example of the standard 

vampire in terms of abilities and feeding habits. Vampires are usually undead, that is they 

have to die before they can become vampires. The common view is that vampires are usually 

buried and then rise from the grave within a set time frame, anywhere from three days to a 

week. They have an aversion to sunlight, in fact vampires will turn to dust if caught out after 

sunrise. In Dracula, as in many other vampire narratives, the vampire needs to rest in the soil 

they were originally buried in during the day or they would be unable to rest. However, as 

many narratives as include that, there is a considerable number of novels where the vampire 

sleeps in a bed and not in a coffin. Vampires do not appear in mirrors or other reflective 

surfaces because they are undead and without a soul. Vampires are most often made, but 

can be born as well, originally human they were bitten and drained by a vampire and made 

to drink the blood of their ‘parent’ in order to transform. Vampires have sharp fingernails, 

increased strength and better hearing and eyesight than the average human. Vampires are 

usually described as attractive but that will vary according to the novel. Vampires are also 

immortal and do not age, eternally young and beautiful is the common refrain.  
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 Some classes of vampire have the ability to transform themselves physically into 

something else. For example, in Dracula the count can transform into mist, a bat and a wolf. 

In some novels as in Christopher Golden’s The Shadow Saga some of the vampires or 

‘shadows’ have the ability to transform themselves into any animal they want to. It has 

become relatively common, particularly in urban fantasy, for vampires to have other 

supernatural abilities than what has become ‘standard’. These abilities tend to vary according 

to genre and author. These abilities, sometimes termed ‘talents’, are as varied as the vampires 

are. Common abilities include psychically controlling humans, control of weather, levitation, 

translocation, telekinesis, telepathy, and the list goes on. The vampires in the Anita Blake 

Vampire Slayer novels by Laurell K. Hamilton are a good example of these varied abilities. In 

Hamilton’s novels you have vampires that can call and control fire, can ‘call’ certain species 

of animal shifters and control them, there was even one who could reanimate dead human 

body parts when attached to the vampires’ skin. 

 Many vampire varieties have some sort of ‘human servant’, ‘renfields’ or ‘thralls’ as 

they are sometimes called. These are usually humans who have been somehow influenced by 

or changed by a vampire. The vampires can control their actions and typically they are shown 

as having no will of their own as they are compelled to do the bidding of their ‘masters’.  

But as many vampires as conform to these traits mentioned here there are as many 

that do not. Due to the mutable nature of the vampire the author can decide to include or 

discard any of the traits mentions. These are only the most common traits that have been 

mentioned here as it is almost impossible to do an exhaustive list of all vampire traits and 

abilities.  

 

 

1.2.4 Variations of vampires and genres 
 

Looking at this it is apparent that as many varieties of vampire character there are all of them 

have the same inherent duality. Each is in turn sympathetic and unsympathetic according to 

the demands and rules of the narrative and genre they appear in. We have touched upon a 

few different types of vampires the just-like-a-human vampire, the lover, the destructive 
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force, the infectious one, the accidental vampire and the Dracula variation. This is by no 

means an exhaustive list as there are new vampire character types appearing in novels almost 

every day. And as has been noted the character types have a tendency to overlap and this is 

due to the blurring of literary genres that commonly occurs in vampire literature. A good 

example of this are Jim Butcher novels The Dresden Files. Currently there are 17 books in this 

series that has a wizard protagonist, Harry Dresden, who works as a private detective. The 

series has three distinct sorts of vampires, each progressively more animalistic and further 

removed from human. The variety of vampires that Butcher shows the reader illustrates how 

mutable the archetype is. Also, it demonstrates how difficult it is to classify the vampire 

according to classification let alone genre.  

 The most common genres in which vampires appear are urban fantasy, paranormal 

romance, fantasy, post-apocalyptic, historical, steampunk, supernatural horror, adaptations 

of Dracula and alternative history. There seem to be particular trends in how the vampire is 

represented within each genre and certain character types appear more frequently in some 

genres than others. Paranormal romance and adaptations of Dracula will be discussed in 

detail later on but let us take a brief look at examples of the other genres.  

 In the urban fantasy genre vampires abound. This genre of novels is typically set in an 

alternative world that is still similar to planet earth. Urban fantasy novels always include 

various supernatural elements but whether the general public is aware of their existence can 

vary. Most often there is a single protagonist, commonly a kick-ass heroine, and it is usually 

told in the first person. It is quite commonplace for these stories to be series of novels rather 

than singular stand-alone novels. Here the vampire character can appear to be anything and 

have an almost infinite variety of talents. Sympathetic or unsympathetic or perhaps both 

representations in the same novel. A good example of urban fantasy vampire novels are the 

Anita Blake Vampire Slayer (2004-) series that has been mentioned before, as well as the Kate 

Daniels novels, where the vampires are entities that are controlled by necromancers. Other 

novels of note here are for example Sunshine by Robin McKinley and T.A. Morris’s novel 

Stalking Blood (2019). Morris’s novel is gritty novel and fast paced, involves a mystery to solve 

and the promise of more to come. 

 Supernatural horror, or horror fiction, is simply a branch of horror fiction that includes 

a supernatural element, and its purpose is to terrify the reader. Typically, vampire characters 
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that appear in horror novels are the villain of the piece. Largely unsympathetic and often 

presented as monstrous both in appearance and nature. The vampire traits and abilities tend 

to follow Dracula type vampires for the main part although there are exceptions. A traditional 

trope is when the protagonist has encountered vampires and cannot convince anyone else of 

that, which leads to a lot of people dying. Tangibly related to supernatural horror are post-

apocalyptic novels which are perhaps more common in zombie themed narratives, but the 

occasional vampire novel does come through. In this type of narratives there has been some 

sort of end-of-the-world event and the plot of these novels are largely concerned with the 

survival of humanity. I am Legend would fit the parameters of this genre.  

Set in worlds that usually includes dirigibles and inventive uses for octopuses and 

steam engines, the steampunk genre is an entertaining look at a world where steam engines 

have become dominant, and no one has invented the automobile. It is common for these 

novels to take place during the Victorian era in Britain. Gail Carrigan’s The Parasol 

Protectorate (2010-) is a good example of these types of novels. For the most part the vampire 

is seen as a sympathetic character within these kind of novels.  

Alternative history novels are largely concerned with questions of ‘what if’, that is the 

premise of the novels starts by asking what would happen if Napoleon had won the battle of 

Waterloo? And then proceed to rewrite historical facts to create an alternative universe. Here 

as in urban fantasy novels there are many different types of vampires, but the tendency is for 

more sympathetic sort of vampires than in horror fiction. A good example of alternative 

history vampire fiction are the Anno Dracula (2011-) novels. Somewhat related to this are 

historical fiction vampire novels. There, instead of changing history to suit the narrative, the 

vampire is put in the role of an observer of history. Commonly presented as impartial as the 

vampire laments the horrors and atrocities that the human race is capable of. In many of 

these stories the vampire is presented as sympathetic, particularly if the novel is told from 

the vampire point of view.  

From this we can see that the depiction of the vampire differs considerably according 

to genre. The author depicts the vampire he or she needs adapting abilities and other 

characteristics to suit the narrative demands of the genre. Sympathetic or unsympathetic the 

mutability and inherent duality of the vampire character lending itself to the different genres, 

remaining the same but adapting to its new ‘environment’.  
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Part 2 Examining the Vampire 
 

As we have now taken a close look at the character of the vampire, the various classifications, 

and themes that are common in vampire literature as well as their differing character traits, 

it is necessary to take a closer look at six novels that show three distinct categories of vampire 

characters. The character categories that we will examine are first Dracula type vampires in 

the novels Renfield Slave of Dracula (2006) and Fangland (2006). Second is the vampire as 

lover and there we will consider the novels The Rogue Hunter (2008) and Dark Lover (2005). 

The third variety is the born vampire, and the novels are Fledgling (2005) and The Radley’s 

(2010).  

 

 

2.1 Adopting Dracula 
 

A distinct category of vampire are Dracula style vampires as was mentioned above. This type 

of vampire is traditionally unsympathetic however depending on the adaptor that is subject 

to change. For the most part this kind of vampire character appears in novels that are 

adaptations of Dracula. This as common enough that within vampire literature adaptations 

of Dracula have become a distinct genre. There are two main ways in which this is 

accomplished; by using the characters from Dracula in a new different narrative that only 

relates superficially with Dracula or by rewriting the original to some degree. Books such as 

The Historian (2005) by Elizabeth Kostova are of the former type. In Kostova’s novel the hero 

goes in search of the ‘real’ Count Dracula only to encounter a very old horror. The latter kind 

of adaptations is when the basic plot of Dracula, characters included, is taken, and rewritten, 

appropriated into a new narrative. Often these adaptations also function as prequels or 

sequels to the originals. Another aspect of this is the issue of time, these adaptations 

sometimes take place at the same time as Dracula is set in, other authors, have chosen to set 

their adaptations in modern times. It is quite understandable that writers wish to pay homage 

to a novel that has greatly influenced horror literature and in particular vampire literature. 
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Stephen King upon reencountering the Count in 1971 remarked to his wife that it would be 

interesting to know what would happen to the Count if he came to 1970’s America; she in 

turn asked what would happen if he came to Maine, to the countryside (King, p. XIX). That 

inspired King to go on and write Salem’s Lot (1975) where Mr. Barlow arrives in a small town 

in Maine and proceeds to terrorize the town from the cover of darkness. King goes on to say 

that “[his] novel could look through the other end of the telescope, at a world where the 

electric lights and modern inventions would actually aid the incubus, by rendering belief in 

him impossible” (King, p. XX). He wanted to tell a tale where what aids the Counts adversaries 

in fact detracts from their ability to confront the evil and vanquish it. King combines the 

vampires of E.C. comics3 with Stoker’s Count and by doing so creates a sort of hybrid monster. 

And in it he holds up a mirror to everything that is wrong in society where the rich get richer, 

and the poor get poorer (King, p. XX).   

 By definition “[…] an adaptation is an announced extensive transposition of a 

particular work or works. This ´transcoding´ can involve a shift of medium (a poem to a film) 

or genre (an epic to a novel), or a change of frame and therefore context: telling the same 

story from a different point of view, for instance, can create a manifestly different 

interpretation” (Hutcheon, p. 8). The most common form of adaptation is a movement from 

novel to film or TV. When discussing adaptations there is a tendency to focus on the issue of 

´fidelity’. Particularly when it comes to the adaptations of novels into films. The focus is on 

how ‘true’ an adaptation is to the original work. This seems to be based on the notion that 

the adapter is focused on reproduction of the original work without reinventions. That for an 

adaptation to be an adaptation it must be ‘true’ to the original work. Linda Hutcheon 

maintains that adaptations is a repetition without replication (Hutcheon, p. 7). Something 

that Stephen King accomplishes in Salem’s Lot. She goes on to say that “[i]f we know the 

adapted work, there will be a constant oscillation between it and the new adaptation we are 

experiencing; if we do not, we will not experience the work as an adaptation” (Hutcheon, p. 

XV). In a sense the reader is experiencing the adaptation at the same time as he is recalling 

 
3 EC Comics stands for Entertaining Comics and were an American publishing company that 
specialized in child-oriented stories. Most famous for Tales from the Crypt comic strip. They had 
comics in varied genres e.g., science fiction and horror fiction. The company was active from the 
1940’ up until 1956 when in ceased publishing all comics except Mad Magazine due to censorship 
pressures. Many notable writers got their start there, e.g., Ray Bradbury.  
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the original and noting the similarities between the two whether the reader is consciously 

aware of doing so or not. Looked at this way adaptation is a form of intertextuality, each work 

is related to other works, works that in turn recall or relate to something else, creating a global 

connection. All stories are taken from somewhere else and few invented anew. No adaptation 

springs from nothing, there is always a process that begins with context and includes both 

society and culture. Hutcheon notes that “[t]here is a kind of dialogue between the society in 

which the works, both the adapted text and adaptation, are produced and that in which they 

are received, and both are in dialogue with the works themselves” (p. 149).   

 Dracula adaptations have become quite common, particularly in films, and as has been 

noted, large part of our image of what a vampire is comes from those films. The pointy teeth, 

the cape and the widow’s peak. Sometimes even pointy ears as well. But in the process of 

adaptations something new always comes through. Themes, events, worlds, motivations, 

points of view as well as imagery and symbols are all transposed and appropriated by the 

adaptor. What then of the character of the vampire within these adaptations? Do they remain 

‘true’ to the original or do they strike out on their own? Before we take a closer look at two 

different adaptation of Dracula it is important to recall in broad strokes the plot of Bram 

Stoker’s novel.   

 Dracula is an epistolary novel that is told through a series of journal entries, letters, 

telegrams, newspaper clippings and a ship’s log. The epistolary form can lend realism to a 

story, as it mimics real life. The writer can show different points of view without resorting to 

the use of an omniscient narrator. For the most part the novel is set in Transylvania and 

England and the narrative time of the novel is from 3rd of May to the 6th of November. 

Jonathan Harker, an English solicitor, is sent to visit Count Dracula in his castle in the 

Carpathian Mountains as the count wishes to purchase property in England. During his visit, 

Jonathan encounters Dracula’s three brides, and realizes that they and Dracula are vampires. 

Dracula departs the castle with soil from the castle’s foundation in boxes, leaving Jonathan 

behind. Jonathan escapes the castle and takes refuge, delirious, in a hospital in Budapest. 

During these events Mina, Jonathan’s fiancée, has been staying with her friend Lucy Westenra 

in England. After Dracula’s ship arrives in England, Dracula, stalks Lucy and she starts to fall 

ill. Shortly thereafter Mina receives a letter about Jonathan’s condition and goes to join him 

in Budapest. Lucy’s intended Arthur Holmwood, and their friends Dr. John Seward and 
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Quincey Morris all grow increasingly concerned about Lucy. Seward therefore contacts his old 

teacher Abraham Van Helsing who determines what is going on but does not tell the other 

right away. Initially diagnosing her with acute blood loss he puts garlic flowers around her 

room and as a necklace. Lucy’s mother removes the garlic flowers leaving Lucy vulnerable to 

the count’s next attack that causes her death. Shortly after her death there are reports of a 

mysterious lady that is stalking children in the night. Van Helsing realizes that Lucy has 

become a vampire and enlisting the others they go to her tomb, stake her heart, chop off her 

head and fill her mouth with garlic. Before long Mina and Jonathan, now married, meet with 

the three and pool their resources, and realize that the one responsible for their trouble is 

Count Dracula. They all go to stay at Seward’s asylum where Van Helsing finally shares what 

he knows about vampires. That they can only rest in earth from their homeland. There they 

also encounter Renfield who Dracula is in communication with, an insane man that feeds on 

flies and spiders. Renfield invites Dracula into the asylum, thereby giving him access to Mina.  

Dracula attacks Mina, three times, in secret and the last time forces her to drink his own blood 

starting Mina’s transformation into a vampire. Before the last attack, Dracula kills Renfield 

but he lives long enough to warn Mina’s protectors. The men are successful in spilling holy 

water on the crates of earth from Dracula’s homeland forcing him to flee to Transylvania 

again. Everyone follows, using Mina’s tenuous psychic connection to Dracula, which Van 

Helsing can exploits using hypnosis. The team splits up in Galatz in Romania. Mina and Van 

Helsing go on to the castle and while there Van Helsing kills Dracula’s three brides. Meanwhile 

the men follow Dracula’s boat on the river using the opportunity to attack when Dracula’s 

box is loaded from the boat to a wagon. Jonathan slashes Dracula’s neck and Quincy stabs 

him in the heart, freeing Mina. Unfortunately, Quincy sustains some wounds and dies while 

the others return home. The novel then concludes with a note from Jonathan Harker, written 

several years later that he and his wife Mina have a son and named him Quincey.  

 The plot of the novel is at heart an adventure tale with the intrepid heroes defeating 

a threat to home, hearth, and country. The two adaptations of Dracula we will examine are 

the novel Renfield; Slave of Dracula by Barbara Hambly and Fangland by John Marks.  
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2.1.1 Renfield; Slave of Dracula by Barbara Hambly 
 

In Renfield; Slave of Dracula (2007) Barbara Hambly has written a noteworthy adaptation of 

Bram Stokers Dracula. Hambly’s novel tells the tale of Renfield, the fly eating madman in 

Dracula. Told in the same manner as Dracula, and taking place at same time, Renfield is also 

an epistolary novel told for the main part through various journal entries and letters. Hambly 

has included several passages from the original novel and these entries function as 

touchstones for the reader to relate the timeline of events between the two novels. Renfields 

narrative closely follows that of the original story even taking place within a similar narrative 

timeframe. The first diary entry in Dracula is on May 3rd and in Renfield the first entry is on 

May 20th which corresponds to the first date in Dracula where Dr. Seward first mentions his 

patient Renfield. As the narrative events of the novels are so close, we will only note the 

points in which the two narrative diverge. Firstly, Hambly gives Renfield a considerably 

different back story with a wife and daughter and in-laws that were not accepting of their 

marriage. Secondly Hambly expands upon the connection that Renfield has with Count 

Dracula in the original, giving him the ability to connect with him mentally and follow Dracula 

in his dreams, that are induced by poppy, as Dracula attacks Lucy and later Mina. Hambly also 

adds in that Dracula’s three wives follow him from Transylvania to England and they save 

Renfield’s ‘life’. Transforming him into a vampire after Dr. Seward and the others think that 

he has died. At that point the narratives of the two novels diverge considerably. When 

Renfield wakes up in the cemetery, now a vampire, he goes to the home he shared with his 

wife, Catherine and daughter Vixie, only to find them dead and decomposing in the basement 

of the house. Upon finding them he remembers the events that led up to him being 

committed to the asylum. In a fit of despair, in fear of losing his daughter to his wife’s family 

as his in-laws were trying to take Vixie away from them, he had killed both his wife and 

daughter. Nomie and the other two wives of Dracula find him there and enlist his help in 

following Dracula back to their castle. The four split up upon arriving on the mainland, with 

Nomie and Renfield following Dracula on the river and the other two wives go directly to the 

castle. Shortly thereafter Nomie goes to the castle as well leaving only Renfield to follow 

Harker and Quincey as they follow and then ambush and kill Dracula with Renfield as witness. 
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After bearing witness Renfield arrives at the castle to find that Nomie is the only survivor. 

They go on to live their immortal life free of the oppressive nature of Dracula.  

 Hambly has successfully made Dr. Seward’s suffering patient into a full-fledged character 

with its own backstory and its own role to play. Alongside that she also takes us further into 

the mind of Dr. Seward and Van Helsing. She also introduces the brides of Dracula with Nomie 

being the most fleshed out character of the three. Physically the description of Renfield in 

Hambly’s novel is close to what Bram Stoker has written. In Dracula Renfield is described in 

the following manner: 

R.M. Renfield, ætat 59.-Sanguine temperament; great physical strength, morbidly 

excitable; periods of gloom ending in some fixed idea which I cannot make out. I presume 

that the sanguine temperament itself and the disturbing influence end in a mentally-

accomplished finish; a possibly dangerous man, probably dangerous if unselfish (p. 62).  

In both novels Renfield is physically strong, and large and has periods of despondency and 

periods where he is buoyant and hopeful for the future. Both novels include the killing and 

eating of flies and spiders, although Hambly expands considerably upon the point. Most 

journal entries by Renfields hand begin with the number of spiders or flies he has consumed. 

The most notable difference is in Renfields backstory. In Hambly’s novel Renfield is 

considerably well off, as he used to be a merchant and spent considerable time in India. He 

and his wife, Catherine, married against her family’s wishes as her family believed that 

Renfield only wanted to marry her for her money. As was noted, Renfields slide into madness 

coincides with the efforts of his mother- and sister-in-law to take away his daughter Vixie. His 

mother-in-law maintains that Renfield and his wife Catherine are unfit parents, that they 

allow her to many liberties. Although it is not clear of where or how Renfield has encountered 

Count Dracula before the events of the novel, the reader must assume that such a connection 

had occurred because of Renfields almost instant awareness of Dracula’s arrival to England, 

and his subsequent stay at the Abbey next to the Asylum.  

 For Renfield has a connection to the Count. He can feel Dracula coming over the water 

into the country long before anyone is aware that a horror is approaching. Dracula speaks to 
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him in his dreams where Renfield calls him Wotan.4 Dracula tells him “[b]ut I come. Then 

those who are known to me shall have their reward.” (p. 39) Renfield believes Dracula, that 

he will reward him with blood, with power, reward him with life upon his arrival. But Dracula 

can only take and never give. The flies and spiders are to strengthen Renfield’s own life force, 

his soul so that he can be strong. Renfield keeps meticulous notes in his journal on what he 

eats. Each day is marked by how many spiders, flies, mouses, and eventually when he is 

turned into a vampire by Dracula’s three brides, we get the first notes on humans that he 

drinks the blood from. Dracula taunts Renfield in his dreams asking him “[h]ow many flies will 

you have to devour, my little Mime, to gain all that one single drink of living blood will bestow? 

The blood is the life. You know this” (p. 75). Here Dracula refers to Renfield as someone who 

is trying to imitate Dracula but failing as he does not drink from the right life source. At first 

Renfield believes that Dracula will give him what he most desires telling him that: “I am here 

to do your bidding, Master. I am your slave, and you will reward me, for I shall be faithful” (p. 

60). Renfield appears as a supplicant to Dracula’s more godlike figure. Through Renfields 

dreams and his connection to Dracula the reader can follow what is going on outside of the 

asylum to which Renfield is confined. We see as Dracula seduces Lucy in a dreamlike 

sequence. Renfield is in the mind of the wolf, that escapes the zoo, that comes into Lucy’s 

bedchamber allowing Dracula to enter. “[I]n the shadows at the back of the platform, Renfield 

could see the cloaked shadow of the Traveler,5 red eyes glinting, white teeth glinting as he 

smiled” (p. 67). In Renfield’s dream he sees this vision of Dracula as he watches Lucy and 

Mina. He can also feel his emotions, his greed and amused pleasure at the torture he is putting 

everyone through. Renfield’s dreams confuse him, and he is at times not certain of what is 

dream and what is reality: “Dreams of blood. Dreams of life, like specks of flame, coursing and 

sparkling through his veins. Deep in opiated sleep, it seemed to Renfield that he was yet 

awake, aware of each separate life in the world, like individuated atoms of searing light” (p. 

37). There is a delicate balance between sanity and insanity in the novel. When Dr. Seward 

asks Renfield why he tried to escape the asylum Renfield replies “Why do you not?” (p. 16). 

Who is truly insane and who has sanity and clarity of mind; Renfield for being aware of what 

 
4 A referance to The Ring of the Nibelung by Wagner. Wotan is the King of the Gods, God of light and 
air and wind. Wotan is also the German for Odin.  
5 This is another referance to Der Ring des Nibelungen, Wotan, or Odin is often referred to as the 
Traveler. There are many stories in which Odin disguises himself as an old traveler.  
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is going on or the ones that at first cannot believe what the true problem is? Disbelief is again 

at the centre of the terror and the true reason Dracula is so successful as he is. He is a distant 

horror that throughout the novel has very few direct interactions with Renfield, other than 

through dreams and the scene where he invites the Count into the asylum so that he can 

reach Mina Harker.  

By their very nature Hambly’s vampires are similar to what Stoker presents In 

particular because this is an adaptation which aims to give the reader a different perspective 

upon Stoker’s novel. These vampires are beautiful, pale and have fangs. Their eyes glint in the 

firelight and they must sleep at night in the earth in which they were first buried, unable 

otherwise to find rest. They have the ability to change into bats, wolfs and dissolve completely 

into mist. These vampires cannot enter any dwelling without an invitation unless it is their 

property. When they first awaken the vampire is almost like a revenant and has little thought 

of anything other than blood. They can be killed by putting a stake through their heart and 

chopping off their head. As in Dracula sunlight does not kill them, they are weaker and prefer 

to sleep the day away, but they can be out in daylight, this is the same as in the original novel. 

And at noon they are as strong as they are at midnight, it has to do with the turning of the 

tides. To become a vampire there has to be an exchange of blood, the vampire has to drink 

from its intended victim and the victim in turn has to drink from the vampire. Van Helsing 

muses that “It was unspeakable, that he should look on the faces of vampire women and feel 

what he felt. Desire so overwhelming as to almost blot out thought” (p. 132). The vampire is 

such a sensual, desirable creature that a man can be overwhelmed with desire. To Van Helsing 

the apparent weakness, their delicate appearance, awakens something with in him. He feels 

how dreadful the attractiveness of the Un-Dead. He further muses that “It did not root out 

his fear that one day that blind lust would prove too much for his strength, and would lead 

him, too, in spite of all he knew, into the red nightmare of Un-Death. And that he would enjoy 

it” (p. 133). The embrace of the vampire is desirable, death becomes beautiful and the 

vampire’s ability to fascinate serves as an aid tom them in their hunt for blood. Like Nomie, 

one of Dracula’s three brides, notes to Renfield;  

“Fortune has little to do with the hunt, Ryland. To be vampire is to fascinate, men and 

women both. We lure by our beauty: it is how we hunt. How else would we survive? 

Men see us, and follow, despite all they know, drawn by their need like your poor 
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friend Jonathan. Else why would they go with us to lonely places in the dark, and yield 

to the kisses of a stranger?” (p. 192) 

Nomie appears to be acutely aware of how she seems to fascinate humans. How she can 

utilize that to hunt the blood that she needs to survive. At the end of the novel Nomie tells 

Renfield how she kissed Van Helsing and then disappeared into mist. Renfield asks her why 

she did that and she replies that she did that because Van Helsing wanted it and to show “that 

not all those who become Un-Dead are wholly monsters” (p.286).  

  Hambly has successfully created a complex character study from the bare bones that 

Renfield the madman is in Dracula. In her novel we find both sympathetic and unsympathetic 

vampires, even though none of them are truly one or the other. Renfield the vampire has no 

remorse over killing and drinking the blood from some sailors and neither does Nomie but as 

they stand as the last survivors of both the vampire slayers and the oppressive patriarchy that 

Dracula represents to them, they are more sympathetic than the other characters around 

them. They somehow have become survivors and our sympathy always lies with the survivor.  

 

 

2.1.2 Fangland by John Marks 
 

John Mark’s vampire novel Fangland was published in 2007 and has received mixed reviews 

from readers and critics alike. It is a multi-perspective novel with a large cast of characters. At 

its foundation the novel is based upon the plot of Bram Stoker’s Dracula, but Marks has 

moved the story to the modern age. Similarly, to Dracula, and Renfield, the novel is told 

through a series of letters, journal entries, and prose. Unlike Dracula it is framed as a report 

written by James O’Malley. By addressing his readers through a fictional editor Marks Mark’s 

frames the narrative and lends it authenticity. As James O’Malley says in his ‘to whom it may 

concern’ letter at the start of the novel: “It made much more sense to me to quilt this story, 

if you will, using swatches of clear, available information, which flavour the larger 

circumstances with a sense of reality; snatches of the e-mails and journals, bits of transcript 

and relevant memoranda” (p. 2). O’Malley further notes that he has allowed his familiarity 
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with the persons concerned add to the report. Leaving the reader to wonder if he is truly a 

trustworthy narrator.  

 The Main protagonist of Fangland is Evangeline Harker, a parallel character to Jonathan 

Harker. She is an associate producer for The Hour 6  which is the US most popular news 

programme, and the daughter of a Texan oil magnate. The plot begins when Evangeline 

receives an assignment to go to Romania and meet with a notorious Eastern European crime 

lord called Ian Torgu. Evangeline is to verify his story and confirm his identity as well as assess 

if his story will work on camera. Evangeline tries to get taken off the assignments as she has 

just gotten engaged and is planning her wedding, but her request is refused. From that point 

there is a certain fatalism to the whole narrative. There are numerous mentions of people 

going missing, of planes crashing, as well as the fact that the offices of The Hour are beside 

where the Twin Towers stood in New York. The atmosphere of the novel is very unsettling 

and that feeling only intensifies as Evangeline travels towards Transylvania to meet Torgu. 

 Fangland continually makes references to Dracula, both the novel and the character 

itself. There was supposedly a theme park being built by Ian Torgu that Evangeline wants to 

ask him about. These references serve more as a foreshadowing of the horror to come, and 

Torgu is never referred to as a vampire until it is too late. Evangeline remarks that “I was never 

a Narnia girl, never a Hobbit chick. I am a realist. I am a believer in the things that you can 

touch” (p. 56). Here already is the denial of anything supernatural or religious. In fact, 

Evangeline shows considerable disdain towards religion as is demonstrated in her interaction 

with her temporary traveling companion, Clemmie, who used to be a missionary, at the 

beginning of the novel. Their interaction is in many ways interesting as they serve as warning 

as Clemmie tells Evangeline of her unsettling experience as a missionary, how a whole village 

simply disappeared as if an unknown entity had abducted them leaving no trace. Evangeline, 

although unsettled by Clemmie’s tale does not really believe Clemmie. In her mind: “But 

diamond ring trumps cross, I say. Human love beats divine love. Human love means skin, and 

I am skin. I am of this world. My kingdom is here” (p. 51). Evangeline is firmly rooted within 

her own skin, her own sexuality, and the world as it is. To her there is nothing other.  

 
6 John Marks was a producer on 60 Minutes and some critics have argued the The Hour is based on that show.  
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Torgu is the antagonist of the novel and his character is based upon Count Dracula. While we 

learn as the narrative evolves that he is a type of vampire it is not immediately obvious to 

Evangeline. Her first impression of him is as follows: 

He was small without giving the impression of smallness. If anything, he radiated a 

kind of fulness. His head was part of it; his body culminated in a large, pale skull that 

was crowned at its apex, in a blondish white twirl of hair. He had hard, thick eyebrows 

matching soft, thick lips, which curled back in a voluptuous smile to reveal the saddest 

set of teeth I have ever seen. Of course, I had monsters in the back of my mind, thanks 

to Clemmie, and maybe that’s why I paid so close attention. But these teeth weren’t 

sharp at all. They were round, like pegs, and shone dark blue, as if they had rotted in 

his greyish gums, rotted but refused to abdicate. His eyes were blackish brown, with 

pupils that had no defined edges, and they gazed at me with a measuring stillness (40).  

To Evangeline there is nothing terrifying about Torgu at first, particularly as she is busy 

denying anything that is out of the ordinary. She tells herself that he is simply tired and that 

he does not mean her harm. She manages to convince herself so thoroughly that she goes 

with him to his hotel, high up in the mountains. There he proceeds to pressure her into giving 

him her e-mail account access and tries to get her to issue him an invitation to New York, to 

the offices of The Hour. He confines her to a room in what Evangeline realizes is a decrepit 

hotel, hardly more than a shell with only a few functional floors. Evangeline tries to escape 

and here the novel glosses over the action and the reader is left with the results and we later 

learn that Evangeline sees Torgu’s monstrous side.  

Torgu drank the man’s blood from the ice bucket. He drank Andras. I couldn’t move. I 

listened in horrified rapture as Torgu drank and spoke, as his black lips recited the 

place  names in my mind, as I recited with him, and I began to understand for the first 

time that every man and woman who had ever been forced to strip and stand before 

their own mass grave every girl ever slaughtered before her parent’s eyes, every 

village ever annihilated, every single little massacred citizen in every little place I had 

never heard of since the dawn of time, had actually existed. My screams could not 

drown out the words of that song. (p. 97)    
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Terrified of this vision, Evangeline tries to escape but is captured again and wakes up trapped 

in her room. She tries to analyse Torgu and to her: “He is a form of terrorist; but his terror is 

strange. It’s like a virus, and I have it. He gave it to me. It’s most apparent when I lie still and 

close my eyes. He has put something terrible inside of me” (p. 82). Evangeline’s sanity is slowly 

eroding. She complies with Torgu and takes some initial tapes of him but: “The thing called 

Torgu was not filmable. He can be seen in a mirror but not through the lens of a camera. It 

was not natural or even supernatural. In no way could it be seen as human. At best, it was a 

carrier of an unknown plague. At worst, it defied description, a substance risen from an 

immeasurable dark dream, my own personal omega” (p. 99).  

At this point the action of the narrative moves from Europe and back to America, with 

the arrival of the tapes to the office of The Hour. When the tapes are checked upon arrival; 

they show nothing more than a single chair in an empty room. Five hours of footage and the 

audio only picks up ‘whispery sounds’ (p. 123). The tapes are the platform that Torgu uses to 

spread his aural virus into the office. The tapes are digitized into the archives and people at 

the office begin to sicken. Apathy, paranoia, and fatalism begins to spread throughout the 

employees and people start to die. Here, unlike in Dracula, technology does not contribute to 

the downfall of the monster. Rather it has become the vehicle through which the monster 

can spread his disease. Torgu, posing as Evangeline, writes to Stimson to get his invitation to 

visit the States and an invitation to the station. Many of the characters voice their fears, 

carefully, to a select few, but no one says anything outright, no one admits that there is 

something supernatural going on. People are too scared to be seen as anything other than 

rational. Similar to what happens in Salem’s Lot people’s disbelief serve to assist the monster 

in its undertaking, placing the advantage firmly with the vampire. With Stimson’s invitation 

Torgu can insinuate himself into the very atmosphere of The Hour headquarters. He is a 

distant horror as well as an immediate one. He is in the system and as Prince, one of the 

talking heads notes, Torgu offers him “My heart’s desire, Trotta. My heart’s desire, and I didn’t 

even know it” (p. 248).  

 As things are deteriorating at the office, Evangeline recuperates at a convent in Romania. 

Much Like Jonathan’s stay at a hospital in Budapest, but to her it is not a sanctuary for “Torgu 

wasn’t scared of holy places or things. He gathered burnt icons for his collection of bizarre 

artifacts. He cast a reflection in the mirror. He lovingly fondled the cross around my neck. 
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What I needed was a strip joint or a brothel” (p. 163). To Torgu the cross is a representation 

of suffering and death and does not speak to him of sacrifice and forgiveness, he has nothing 

to fear from a cross as it only symbolizes death. Evangeline would be better off hiding in a 

brothel as Torgu fears the desires of the flesh. Torgu’s main gift is his apparent ability to 

communicate with the dead through the drinking of human blood. That is what he intends to 

share with the whole world by taking over a broadcasting station. This ability to speak to the 

dead is an ability that Evangeline starts to develop as she slowly changes into something that 

is closer in nature to Torgu than human. Her encounter with Torgu has fundamentally 

changed her and the dead have started to mark her with their symbols. Swastikas, crosses 

and other symbols start to appear upon her skin and the marks come from the voices in her 

head. Voices that whisper the names of lost cities, lost people and murder victims. Even 

though Clemmie helped her to escape Torgu from the hotel, and their brief sexual 

relationship, she ends up murdering her and drinking Clemmie’s blood. Evangeline remarks: 

“I slit her throat. I drank her blood. I watched her die” (p. 199). It is a curiously dispassionate 

remark, a statement of fact with extraordinarily little emotion attached to it. The dead have 

begun to speak to her, they tell her where they are buried, and how they died. This constant 

reference to war atrocities is an ongoing theme within the novel and serves to highlight the 

increasing violence of this and last century.  

Upon Evangeline’s return to New York, she is physically changed. Reminiscent of the 

descriptions of Torgu she looks more like someone dead, or seriously ill, than a normal healthy 

woman.  

My shoulders had become thin. My cheekbones hand chin had bony edges. My hair 

spilled out in luxuriant curls, which reminded me of what they say about dead bodies, 

how the hair grows even in the grave. I was well beyond pale. I moved like an eighty-

year-old, one halting step at a time (p. 273). 

But despite that she is determined to start working again at The Hour, only to confront the 

changed atmosphere there. The veil between the living and the dead has become thin up 

there as Evangeline discovers when she has an encounter with a dead friend. A friend that 

urges her to confront Torgu and defeat him. Evangeline tries to gather support against him 

but in telling her story she only causes them to doubt her sanity. And in that disbelief lies the 

key to Torgu’s easy ascendance. No one ever seems to believe her. Everyone seems to want 
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some other authority, familiar authority. Looking towards someone else to explain, even 

though the truth is staring them in the face.   

The final confrontation between Evangeline and Torgu is in many ways interesting. 

Towards the beginning of the novel Torgu had remarked that “[he] was informed long ago 

that certain states would be injurious to my health” (p. 64) when speaking of whether he had 

ever been married. From this we understand that the key to his weakness is human sexuality. 

So unlike Dracula, Torgu cannot be beaten by driving a stake through his heart but rather by 

a weakness for flesh as was made apparent at Evangeline’s first escape. As Evangeline 

observes: “the dance of life is more powerful than the song of death” (p. 373). In the end 

Torgu’s desire for Evangeline is his downfall; “Torgu wanted to give me [Evangeline] his 

burden. But he couldn’t do it willingly. It would have to be taken from him (p. 376). The dead 

have chosen Evangeline over Torgu: “His lips murmured, but the words no longer echoed. 

With one hand, I held the bucket, knife clanging within. With the other, I took him by the 

lapels of his jacket and drew him down the hall. My muscles had grown. My hips were strong. 

My veins ran hot. I was the fire itself. He would go down in my heat, as he desired” (p. 380). 

The eventual killing of Torgu is presented as an act of mercy on behalf of Evangeline. After 

which she disappears, and we are left with the impression that she has gone to follow in 

Torgu’s footsteps. Fifty-four people die during the attack on The Hour. At the end of the novel 

the man compiling this document, the novel, writes in the afterword’s that “The medium is 

imperfect, the message faint, and I follow the whispers into the shadows” (p. 385). The lure 

of the whispered words of the dead are too great and editor, James O’Malley has decided to 

follow Evangeline into the night. We are also given to understand that large parts of the report 

were told to the editor by her.  

 

As is apparent there are several similarities between Fangland and Dracula as well as 

Renfield. Although the authors have both approached their adaptations in a considerably 

different manner. Somehow, though, the ‘spirit’ of Dracula is markedly clear in both novels in 

terms of central themes, narrative exposition, and class of vampire characters. Torgu is clearly 

an unsympathetic type of vampire, much like Renfield, who despite being the hero of his story 

is not heroic. In that the Dracula like other vampires apparently breeds true. Another 

interesting aspect of this is the action of adapting the narrative to modern times versus 
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keeping to the past. First if we consider Renfield the author there chooses to simply move the 

narrative’s focus to a side character adding depth to a character that while important is not 

imperative to the narrative. Dracula’s influence is considerable upon Renfield as the novel’s 

narrative follows Stoker’s novel closely, the narrative distance from the original is 

considerably less than in Fangland. Mark’s distances himself further from the original 

narrative, than Hambly does, by bringing it forward to modern times. That also gives the 

author more allowances in diverging from the original in terms of changing characters and 

events. Hambly is more restricted than Marks as the intended affect was to adhere close to 

the original. This also explains the differences in the vampire characters in the two novels. 

The vampire characters in Renfield are deliberately almost indistinguishable from the ones in 

Dracula while Mark’s novel, being a contemporary novel, allows him to change the character 

of the vampire considerably as well as changing the mythology behind the vampire character 

that he writes. It appears that the closer a writer tries to be to the original when adapting a 

particular literary work, the less freedom it allows and the further away a writer moves his 

adaptation the freer it becomes.   

 

 

2.2 The Vampire, the lover 
 

The vampire as lover has slowly emerged from within vampire literature as a distinct type of 

vampire character. Usually, the vampire as lover is presented as a sympathetic vampire figure 

and has become a staple within the genre of paranormal romance. Before starting our 

examination of the novels let us consider what paranormal romance is and how it relates to 

the character or the vampire. Paranormal romance, or supernatural romance, as it is 

sometimes termed is a subgenre of both romantic fiction and speculative fiction. It is 

sometimes difficult to distinguish paranormal romance novels from urban fantasy novels, but 

the difference tends to be that paranormal romance novels are character and romance driven 

while urban fantasy novels tend to focus on an external threat and the romance comes 

second. The focus of all plots within the paranormal romance genre is on romantic love and 

it always includes supernatural elements. It is essentially a blend of fantasy, science fiction 
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and horror. For a novel to be considered a romance novel, let alone paranormal romance, 

two basic elements need be present, a central love story and a happy ever after ending. That 

ending also must be emotionally satisfying to the reader. The love story should centre upon 

two individuals that are falling in love. There has to be a struggle to make the relationship 

work, whether internal or external, sometimes both. It can include numerous subplots, but 

the focus has to be on the love story. As to the ending of the story the two individuals should 

be rewarded with unconditional love and continued eternal happiness. When adding a 

paranormal element to the romance novel the same rules must apply. The romance genre 

tends to be conservative regarding gender roles and relationships. Even in gay romances the 

gender roles seem to follow the same pattern, where one character is slightly weaker and 

perhaps slightly more feminine and needs saving and the other sometimes overly masculine 

‘alpha’ character comes in and saves the day. One would think that when including such a 

subversive character as the vampire is would offer a greater opportunity to challenge ruling 

ideologies, and truly represent alternatives to what are considered cultural norms.  

 Vampire paranormal romances tend to follow the same tropes, same expectations as 

other romantic fiction. The vampire is usually the saviour of the hero or heroine. It does not 

seem to matter if the vampire is male or female. Although there is a tendency to see the male 

always as the stronger and the female as the weaker. If the female vampire is the saviour, it 

is usually not by saving her romantic counterpart from danger, usually it has to do with 

transformation. The vampire character presented in these stories tends to be a more 

domesticated vampire than in horror or urban fantasy novels. There is a certain attraction to 

the idea of loving forever, because the one you love cannot die. These vampires tend to have 

a certain ‘bad boy’ image and just need the love of the right person to leave their old life 

behind. Let us take a closer look at two examples of paranormal romance. The Rogue Hunter 

(2008) by Linsay Sands and The Dark Lover (2005) by J.R. Ward. Both writers have written 

numerous paranormal romances and have been popular with readers. Sand’s books tend to 

be lighter and rely more upon a sort of ‘insta-love’ trope while Ward’s world is darker, violent 

and dangerous to her characters.  
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2.2.1 The Rogue Hunter by Linsay Sands 
 

The Rogue Hunter published in 2008 and written by Linsay Sands is number ten in her 

Argeneau paranormal romance novels. Each of the novels focuses on one couple and the trails 

they must endure to fall in love. This series has been remarkably successful with the latest 

novel, number thirty-three, planned to be released in April of 2021. The plot of The Rogue 

Hunter is relatively simple and follows the standard romance trope. The novels two 

protagonists are Samantha, or Sam, and Garrett Mortimer who is a vampire, a rogue hunter 

for the council. The main story takes place in ‘cottage country’ about two hours outside of 

Toronto Canada. Mortimer has been sent there along with two of his fellow hunters, Bricker 

and Decker to capture and find a supposed rogue operating in the area. Samantha is up by 

the lake, in the cottage beside Mortimer’s, along with her two sisters Jo and Alex. Mortimer 

instantly knows that Sam is his life mate and cannot at first decide if he should pursue her. To 

him she appears clumsy as she is always falling down, he later learns that she has an inner ear 

infection that causes her problems with her balance. The three hunters and the sisters have 

dinner together and tell the girls that they are in a rock band as a cover story. The next day 

Sam, who is a lawyer, is asked by her supervisor to check on a client’s daughter as she has not 

been in contact with her parents for a few days. Mortimer, suspecting that the rogue might 

be responsible for the girl’s disappearance volunteers to go with her to check. At the client’s 

house they find it open and in disarray, they call the cops and Sam reports this to the office. 

Sam is asked to stay and keep an eye on things. After a short stay the clients daughter turns 

up and Mortimer and Sam return to the lake cottage. During this the sexual attraction 

between them has ratcheted and Mortimer tries to tell Sam that she is his life mate and that 

he is a vampire. She does not take this well, believing that he is making fun of her, and 

Mortimer’s friend Decker tries to talk to her. Decker proves to her the existence of vampires 

and she accepts Mortimer’s suit. They make love, consolidating their relationship. But Sam 

decides not to be turned into a vampire at the end of the novel fearing the loss of her sisters. 

She cannot tell anyone about Mortimer being a vampire and knows that eventually she will 

have to fake her death, especially if she decides to be turned. The sub-plot of the rogue 

vampire is resolved at the very end as it turns out the sisters have neighbour who unknown 

to them is a vampire. He had been feeding ‘on the hoof’ as it were because his blood supply 
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from the council had been erratic. And feeding from humans was allowed under extraordinary 

circumstances.  

 There are several points of interest here and in particular the extremely sympathetic 

vampires that Sand’s presents to the reader. First the existence of these vampires are not the 

result of a curse, parallel evolution, or some sort of virus. Rather they are the result of science. 

Sand’s vampires’ origins lie in the legend of Atlantis. A place that was much more 

technologically advanced than the rest of the world. Atlantean scientists combined 

microbiology and nano technology to create microscopic nanos that when they entered the 

bloodstream would heal everything that ails a person. The problem being that aging is also a 

disease, so the nanos never stop working and make the person immortal. The nanos use blood 

as a food source and because of that the Atlanteans developed the need for more blood in 

their diet. When Atlantis falls, causing the population to enter the wider world without the 

necessary technology for blood transfusions the nanos cause the Atlanteans to develop fangs 

so that they can more easily ingest the blood and hunt for it. The nanos also allow for 

increased strength, better night vision, and keep the host body at peak condition, presumably 

forever, barring decapitation or death by fire. Usually, they feed by ingesting blood through a 

blood bag witch they pop on their teeth. These vampires also eat food although the desire for 

food decreases after the first hundred years of life. Vampirism is strictly controlled in Sand’s 

novels as all vampires are only allowed to change one other during their lifetime. Immortality 

can therefore both be inherited and gifted by blood transfusion containing nanos.  

Her vampires also prefer to be called immortals, to them vampires are immortals that 

have gone bad and gone back to feeding ‘on the hoof’ so to say. Like Mortimer thinks in The 

Rogue Hunter; “He couldn’t help it, he – like many of the older ones of their kind – had a 

terrible abhorrence for the word. It brought back memories of marauding villagers with 

torches and stakes” (p. 10). One additional element that Sands has added is the idea of a life 

mate for every immortal. A trope that is more common in paranormal romance that includes 

shifters the life mate is the one person ‘meant for’ that vampire. In shifter romances the 

identification is made by the scent of the mate, Sands has made the addition that the 

vampires recognise their life mate by the inability to read their mind, control their actions, 

and influence their mind. Life mates also have shared erotic dreaming that adds spice to the 

stories. In Sand’s novels the need for vampires to stay hidden from the world is aided by their 
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ability to control mortals. When a vampire meets the one mortal, he or she cannot control 

that mortal is their life mate. There are other signs, such as increased appetite and their 

inability to conceal their thoughts from other vampires. Discovering a life mate is therefore a 

time of rejoicing but also of greater risk as their protections decrease. Need for blood and 

food increases as well as the need to connect with their life mate in all ways including sexually. 

The first few sexual encounters tend to knock the participants out, as the pleasure is so 

intense, they cannot stay conscious after an orgasm. After a life mate is identified that life 

mate is given a choice; become a vampire and join the life of their mate or have their memory 

erased. The time frame of the novels differs slightly on when this revelation of what their 

lover is and of the choice they must make.  

Upon meeting Samantha, Mortimer quickly realizes that she is his life mate. Although 

like all good male leads, he is reluctant to admit it at first as she does not resemble his ideal 

romantic partner.  

In his eight hundred years of life, Mortimer had lain awake many a night imagining 

what his life mate would be like. In his dreams she’d been blond and cool, and 

intelligent in a sexy Jessica Rabbit kind of way. He smiled just thinking of the glamorous 

cartoon character, and then his eyes settled on the woman named Sam, and his smile 

died. This woman was nothing like the fantasy character. Tall, skinny, awkward, 

clumsy, she was more like Olive Oyl. She even had the dark hair, though hers was long. 

(p. 46) 

Mortimer’s comparison of the sisters is interesting as they much more closely resemble his 

ideal woman. Proving that vampires, like other romantic male heroes, are just as likely to be 

taken in at first by a pretty face. But upon further acquaintance the heroine’s personality 

shines through and as we move through that narrative their attraction sparks in part because 

of their differences. His companions berate him that his first instinct is to reject Samantha, 

but they encourage him to pursue her. Sam on the other hand is immediately attracted to 

Mortimer but finds him overly controlling. Mortimer’s physical description is a lot less detailed 

than Sam’s; he is tall and has thick, dark blond hair. Is in good general physical condition and 

smells good. We are also told that he is unexpectedly good with people and witty. He also has 

eyes that flash silver upon occasion, something that reminds her of a predator, that he has a 

feral edge that attracts her. Otherwise, it appears that the reader must fill in the blanks.  
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 The story determinedly conforms to gender stereotypes, he perceives her as weak and 

is extremely protective of her due to her temporary vulnerability with her inner ear infections. 

Sam is both excited by his protectiveness as well as resentful of it. Samantha is described as 

strong, determined, and works in a competitive field. Yet she allows him to make all sorts of 

decisions without challenging him at any point. In one scene she is almost ecstatic over the 

fact that he wants to cook her a meal to show is domestic side. The meal off course is cooked 

on the grill, and he has never used one before. There are some attempts at showing the 

equality of the sexes but that seems to have more to do with Sam being in some way 

Mortimer’s woman. Mortimer is turned on by her asserting herself to other men, annoyed 

when she tries to do it to him. She often finds his protectiveness attractive: “Tom never would 

have manned-up like that and taken control. He would have let her lead the way. It was kind 

of nice to have someone looking out for her” (p.162). Tom, off course, is the previous 

boyfriend whom no one liked and Sam allowed to tear her down far enough the make her 

wary in her continued interaction with the opposite sex. Mortimer does offer her help when 

she goes to see about a client’s daughter, but it appears it is only a narrative device to 

separate the two from the rest of the group to allow the future couple to explore their 

attraction and increase their contact and opportunities to consummate the relationship. 

These attempts are humorous as the two are continually being interrupted, first by leeches 

in the water, second by a bear in the woods and thirdly by the young girl they supposedly 

were looking for.  

 The true conflict of the narrative is when Mortimer tries to tell Sam that he is 

immortal, a vampire, and that she is his life mate. Sam does not believe him and accuses him 

and the others of playing an elaborate hoax on her. Sam had believed the cover story that the 

three hunters had told the sisters, that they were a little-known rock band, and that Mortimer 

was the lead singer. Mortimer is immediately terribly despondent over Sam’s initial 

rejections, particularly since he had come to car for her and if she rejects Mortimer, they will 

have to adjust Sam’s memory so that she forgets all about him. Decker jumps in and confronts 

Sam with the truth about immortals and the conflict is rather easily solved and followed by 

intense sexual activity between the new couple.  

 It is apparent from this that Sand’s vampires have become considerably far removed 

from the original terror that the archetype vampire is. These vampires are firmly sympathetic 
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to the reader, even the proposed rogue is only a hapless vampire that had missed a few 

deliveries of blood. This category of vampire, as presented here, is truly domesticated and 

only one step, the fangs, up from a regular human. In reality the vampirism of Sand’s 

characters is incidental, it only serves as a vehicle to set up the future happy couple in a 

domestic bliss that is the envy of all their friends. It serves as an added element of excitement 

for the reader, a safe deviation from the regular ‘bad boy’ romance that is safe and not to 

terrifying. The happiness of the protagonist is guaranteed from the novels first page giving 

the reader the promised wish fulfilment of happily ever after that all romance novels strive 

to.  

 

 

2.2.2 The Dark Lover by J.R Ward 
 

The novel Dark Lover by J.R Ward was first published in 2005 and is the first of 19 books in 

the black dagger brotherhood novels. The series today includes numerous novellas and short 

stories as well as spin- off series that take place in the same world. The protagonists of Dark 

Lover are Wrath, the king of the vampires and the last purebred vampire in the world, and 

Elizabeth ‘Beth’ Randall. Although Wrath is the king of the vampires he does not function as 

such, preferring to fill the role of head of the Black Dagger Brotherhood, the members of 

which are the warriors and protectors of the vampire race. The narrative of the novel contains 

three plots. The first is the love story between Beth and Wrath, the second is the ongoing war 

between the lesser and the vampires and the third is the story of Wrath and Marissa who was 

his original intended but Wrath both resents and thinks she could do better than him, causing 

him to reject her love. In some ways this is a complicated love triangle between Wrath and 

Beth and Wrath and Marissa but in the end, Wrath chooses Beth and sets Marissa free to 

pursue her own desires. The author dips in and out of the mind of the central characters, 

although Wrath and Beth have the most ‘on screen time’. At the start of the novel Beth, who 

is presumably human and works as a journalist, is attacked by Billy Riddle, and almost raped 

on the way home from work. Butch and Jose are cops and know Beth through her work as a 

journalist are investigating the attack. Wrath meanwhile is meeting with Darius, one of his 
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warriors and Beth’s father, unknown to her. Darius wants Wrath to usher his daughter 

through the change, as Beth will die during her transformation if she does not receive blood 

from a male of her species during it, but Wrath initially refuses. Later that night Darius is killed 

in a car bomb that was set by Havers, one of the lessers. After that, Wrath feels duty bound 

to help Beth through her transition and goes to her apartment to meet her. The first time 

they meet face to face, she seduces him as her hormones are surging in preparation for her 

transition. Later Wrath takes her to Darius’s mansion, that she has inherited and introduces 

her to the vampire world. She is not sure that any of this is true and goes back home. The next 

day Butch comes to Beth’s house to check on her and encounters Wrath there and arrests 

him suspecting that he was behind the death of several women that had been ongoing in the 

city. Wrath escapes, nearly killing Butch, and Beth leaves with him as her transition is near. 

Beth survives her transition and Wrath admits his love for her. He decides to set Marissa, who 

he had been engaged to free and Beth and Wrath marry. After her transition and marriage, 

she is kidnapped by the Lessening Society and Wrath rushes to save her. In the end the 

Brotherhood destroy the Lesser compound and Wrath is successful in rescuing Beth. She 

desires to leave her life and immerse herself in the vampire world and become Wrath’s 

Queen. These are several of the high points of the plot there are numerous other events that 

take place, like Marissa and Butch meeting, and the creation of a new lesser but those are not 

necessary for this narrative but are the set up for the plot of the next novel.  

 The vampires in Ward’s world are sensitive to the sun and a stake to the heart can kill 

them. All emotions are exaggerated, and men are referred to as males and women as females, 

most likely to emphasize the fact that they are not human. Vampires are considerably 

stronger than humans and have a degree of control over the elements, although Ward does 

not go into detail on how that functions. It appears to be connected to their emotions, e.g. 

Wrath can manifest his rage as a physical storm: “The candles exploded and feel to the floor 

as a whirlwind of viciousness swirled around him, growing tighter, faster, darker until the 

furniture flipped off the floor and travelled in a circle around him. He leaned back his head 

and roared.” (loc. 556 of 5731). They can light candles with a thought and have a superior 

sense of smell as well as hearing. All of Ward’s vampires are born as such as there is a separate 

race. However, they are very similar to humans before they go through the transition into a 

vampire. Vampires and humans can interbreed and that results in half breeds, like Beth, that 
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are not always raised with awareness of what they are. It appears that with the emphasis 

placed upon Wrath being the only purebred vampire that most vampires have some human 

in their family tree. 

An interesting point is that these vampires can dematerialize, ‘teleport’, from one 

place to another. However, they are unable to do so into a room with metal. They cannot 

bring much with them, but they can travel over vast distances. Like with many other types of 

vampires these have to feed on blood for their survival but unusually they can only feed from 

members of their own race and only from vampires of the opposite sex. The older these 

vampires get the more seldom they have to feed. Ward has also included a sub-species of 

vampires called doggen, that can go out in the day, but age faster than vampires and their 

function seems to be servitude to the vampire aristocrats and warriors. In this world vampires 

are for the most part the ‘good guys’ the opposite force are the lessers. Lessers started out 

as humans but have surrendered their humanity to the ‘Omega’ to become more than human. 

But during that transformation they lose their soul and become very hard to kill. Lessers also 

lose all sexual desire and after their transformation the only thing that gives them pleasure is 

killing. Their goal is to kill all vampires but kill humans at will as well. The vampires worship 

an entity called the ‘Scribe Virgin’ who is a real entity in the novels and participates directly 

in the life of the vampires. Her opposite is the ‘Omega’, the entity that made the Lessers and 

hates vampires that were created by the ‘Scribe Virgin’. This duality in the narrative comes up 

again and again, as if there is a strife for balance of opposing forces. Male to female, Omega 

to Scribe Virgin, Beth to Wrath, and good versus evil. Because of the Scribe Virgin, females 

are revered within the vampire world and they do not participate in fighting. Males protect 

and females heal and keep the house. Females are gentle and caring and this viewpoint is 

challenged somewhat towards the conclusion of the novel when Elizabeth protects Wrath 

from a lesser intent on killing Wrath.  

 All vampires go through something called a transition. It is apparently very painful and 

not all vampires survive it. During the transition it is imperative that the one transitioning 

receives blood from someone of the opposite sex. In Dark Lover one of the sources of danger 

and conflict in the novel is transition of Beth into a vampire. Because she was born from a 

human mother there is less likelihood of her surviving. Wrath’s own transition was a source 

of horror to him and that adds to the conflict within him when Elizabeth’s father asks him to 
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help her through the transition. In particular because he does not desire Marissa who helped 

him through his transition and is connected to him through their mutual need for blood. 

When Wrath’s transition was upon him, Marissa hears his call, and feels his pain so she comes 

to him and:  

Marissa had scored her wrist with her own fangs and held the wound to his mouth. 

He’d drunk desperately, but the pain hadn’t stopped. It had only changed. He’d felt 

his joints popping out of shape, his bones shifting in horrible waves of snapping. His 

muscles had strained and then split open, and his skull had felt as if it were going to 

burst. As his eyes had bulged, his sight had receded, and then all he he’d had was his 

hearing. (loc. 1042 of 5731)  

After the transition he is physically much taller, he goes from being relatively small compared 

to a human to being a warrior of his own race. As was mentioned earlier, Wrath felt honour 

bound to see to Beth’s transition when her father is killed in an explosion. But in the end her 

transition is relatively anticlimactic, and she comes through it unscathed and with the ability 

to walk in daylight. 

When they first meet, Wrath and Beth, have an immediate sexual attraction. The 

words used to describe their meeting are almost animalistic; her smell, his smell, immediate 

lust, wet, hot but cold, as well as the desire to mark a mate. The two protagonists are 

portrayed as being physically perfect. Beth is depicted in the following manner: “Beth Randall 

was flat-out, hands-down gorgeous. She had long, thick black hair, impossibly bright blue 

eyes, skin like cream, a mouth just made for a man’s kiss. And she was built. Long legs, small 

waist, perfectly proportioned breasts” (loc. 689 of 5731). She is everything that a man could 

desire as well as being unaware of her own appeal. The tone of the narrative turns darker 

when Wrath is described; “[he] was six feet, six inches of pure terror dressed in leather. His 

hair was long and black, falling straight from a widow’s peak. Wraparound sunglasses hid his 

eyes that no one had ever revealed. Shoulder’s twice the size of most males. With a face that 

was both aristocratic and brutal, he looked like the king he was by birthright and the soldier 

he’d become by destiny” (loc. 260 of 5731). Ward continues the description by saying that 

wave of menace rolled before him as he moved (see loc. 260). All of the members of the Black 

Dagger Brotherhood are portrayed as being physically perfect although they are each 

different from the other. To soften Wrath Ward gives Wrath a weakness as he is practically 
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blind, the reason for the sunglasses, but his senses are so acute that it does not matter. He 

can fight the lessers and that is all he desires at first. “Wrath was off the chain when it came 

to the business of vengeance, and he hunted their enemies with a single-minded purpose that 

bordered on the insane. He was the last of his line, the only purebred vampire left on the 

planet, and though his race revered him as its kind, he despised his status” (loc. 253 of 5731). 

Initially Wrath is dismissive of, and angry, about his immediate attraction to Beth. 

However as in all good romance stories he comes to realise that; “Ah, hell. The female did 

something to his brain. Somehow managed to unplug his well-developed self-control and put 

him in touch with his inner fricking psycho” (loc. 2064 of 5731). Beth and Wrath connect 

physically fairly early in the narrative and Wrath internally expresses the desire to mark her; 

“With dread, he realized he wanted to mark her. Mark her as his. He wanted that special scent 

all over her so no other male would come near her. So that they would know whom she 

belonged to. So that they would fear the repercussions of wanting to possess her for 

themselves” (loc. 2305 of 5731). Again, here we have an animalistic tone to the narrative as 

Wrath wants to keep Beth exclusively to himself. This calls to mind werewolf romances and 

the fated mate trope, where the ‘mate’ is commonly marked by a bite to the shoulder so that 

all can see that he or she is mated. This desire for a mark is not only on Wrath’s side: “She felt 

marked, and the crazy thing was, she didn’t really mind. Because she wanted him, too” (loc. 

1970 of 5731). A few chapters later both Beth and Wrath have accepted their whirlwind 

romance and towards the end of the novel the reader is invited to attend their wedding. This 

gives the reader the required happy ending to all romance novels, paranormal or otherwise. 

The author also opens up the narrative to give us a glimpse of who the next couple will be.   

 

 In Dark Lover, like in most of her novels, the main protagonists are vampires and as 

such they function outside of normal human society, forming their own complete with King 

and warriors. Ward’s fiction follows close to the traditional formulaic structure of the 

romance novel. Although her central characters are supernatural creatures, they still conform 

to traditional gender roles and the relationships formed are firmly heterosexual. Ward shows 

the reader the world of the vampire from the inside, much like Anne Rice and Linsay Sands 

do, and that allows the reader to put themselves within the vampire world. The heroes are 

the warrior vampires, that protect the normal vampires as well as humans from the hostile 
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lessers. A common trope in Ward’s stories, as well as Sands, is the vampire disclosing his or 

her identity as an immortal in order to protect someone; an act that commonly results in the 

couple falling in love. There usually is a misunderstanding or some sort of conflict between 

the would-be-couple, followed by a successful resolution and their love is presumably 

stronger for the testing. Ward’s vampires, like Sand’s, are born vampires and because of that 

there is less guilt associated with the taking of blood. To them, drinking blood is connected 

more to lust and signifies a strong sexual desire. This diminishes the threat that vampires pose 

to humans and as a result Ward’s vampires are vampires only as a vehicle for romance. In a 

way vampirism does not matter when looking at her character, first and foremost they are 

romantic heroes. 

 

2.3 Born a Vampire 
 

A relatively new figure within vampire literature is the born vampire. Unlike the vampire as 

lover and adaptations of Dracula type vampire characters, the born vampire is not a distinct 

genre in and of itself. The born vampire is generally presented as a sympathetic vampire 

character and has become quite common within urban fantasy, paranormal romance genre 

and in general vampire literature. Upon occasion it can be presented as an unsympathetic 

character, that however has more to do with the general dual nature of the vampire and the 

fact that, there always needs to be a villain to be defeated in these kind of novels. This vampire 

character appears to be categorized slightly differently than more traditional characters an 

author have given it severs different names, such as dhampir, living vamp or half-dead. As this 

character was never human to begin with the narrative concerns usually have less to do with 

changing someone into a vampire as that state of being is usually not transferable. There are 

always exceptions to that rule although on those occasions there are usually strict rules to the 

turning of a human.  

 Of significant concern in novels that feature the born vampire are issues of hybridity 

and race. Thematically these novels tend to include characters that are concerned with race 

purity or at times the continuation of their race if they are the last few of their kind. 

Sometimes the born vampire is presented as being of a separate race, or even aliens come to 
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earth. If they are a separate race, it is often explained as being a parallel evolution or even 

the next stage in human evolution. Let us now take a closer look at two novels that each 

shows a different kind of born vampire. First the novel The Radleys (2010) by Matt Haig and 

following that discussion we will analyse the novel Fledgling (2005) by Octavia Butler. Set in 

modern times both novels should be considered as contemporary general vampire fiction. 

 

 

2.3.1 The Radleys by Matt Haig 
 

The premise of Matt Haig’s novel The Radleys (2010) is an examination of the modern nuclear 

family. The main characters of the novel are the dad Peter, Helen the mom, Rowan the 

brother is seventeen and Clara his younger sister is approximately 15. As it says at the 

beginning of the novel the Radleys’ are no ordinary family and the Radley’s “[…]and despite 

their best efforts, they are anything but normal” (loc. 128 of 4097). The family lives in 

Bishopthorpe an English suburb and the parents work extremely hard at seeming normal, 

even going so far as to conceal from their kids that they are all vampires. The teenagers, as 

well as the parents, suffer from nausea, weakness, insomnia and are extremely sensitive to 

sunlight due to their lack of blood as they are all abstaining from consuming it. The parents 

knowingly but Rowan and Clara inadvertently. Neither of the kids are particularly popular at 

school and one night Clara is attacked by a boy from her year discovering her true nature and 

causing a vampiric family crisis. Peter, the dad, calls on his brother Will who is a practicing 

vampire to come help. Peter and Helen cover up the killing by trying to make the body 

disappear. What follows is a family that almost disintegrates as all their secrets start to surface 

and the reader is left in some doubt as to whether everyone will emerge whole. The novels 

narrative time frame is rather short with the main action of the novel taking place from Friday 

until Monday night and at the end there is a resolution.  

 In the novel there seem to be two types of vampires, born vampires and turned 

vampires. The vampires are either practitioners or abstainer and at first there appears to be 

no middle ground to those states of being. Practitioners are vampires that fully embrace what 

they are. They see themselves as being above and beyond human rules, they are outsiders 
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that only seek to please themselves. Practitioners feed on unbloods (humans) and 

occasionally create loose societies of likeminded individuals and are careful to not kill those 

that would be noticed. On the other hand, abstainers are those that have chosen to live 

according to the abstainer’s handbook. The reject their own nature and treat their vampirism 

as it were an addiction, much like you would an addiction to narcotics. There are numerous 

side effects to this, insomnia, suicidal thoughts, and constant hunger. The abstainer also 

suffers from, headaches, general achiness, and it is necessary for them to ingest meat 

regularly to have some blood in the diet. In the abstainer’s handbook it states that vampires 

should “[b]e proud to act like a normal human being. Keep daylight hours, get a regular job, 

and mix in the company of people with a fixed sense of right and wrong” (loc. 226 of 4097). 

Implying that a vampire is inherently immoral without a fixed sense of right and wrong. And 

that only by imitating humans can they function without becoming a danger to society. 

Drinking blood gives the practitioners a heightened sense of reality, lessens common sense, 

increases confidence, and lessens all inhibitions. Or as state in the abstainer’s handbook the 

blood “[…] takes away the gap between thought and action. To think is to do.” (loc. 714 of 

4097). The practitioner is therefore more a creature of impulses and less thought-out 

decisions.  

 Haig’s vampires have many of the popular traits of the vampire, they have increased 

strength, are capable of flight if they feed on blood, have good night vision, fangs and are able 

to do ‘blood minding’; that is can influence unbloods. They can feed both from other vampires 

as well as from humans and if they do not feed regularly, they can become overwhelmed with 

blood thirst (called OBT in the novel). Although their skin is sensitive to sunlight they can go 

outside during the day, but it appears that most vampires prefer a nocturnal lifestyle. It is 

never explained but animals, in particular birds and any kind of pet, do not like vampires. 

Something that causes Clara no end of heartache as they cannot keep any pets. Vampires can 

eat regular food but have to stay away from garlic as they are deadly allergic to it. The smell 

of garlic causes nausea and ingesting it is not to be recommended. If a vampire sticks to a 

blood only diet, they can hypothetically live forever, however there do not appear to be many 

very old vampires around. It is mentioned that Lord Byron is still around and apparently all 

the Romantics except for Wordsworth were vampires.  
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 The Radleys are abstainers and have not lived as their ‘true’ selves ever since Rowan 

was born. Peter Radley was born a vampire, but his wife Helen was turned. The fact that they 

are vampires and have not told Rowan and Clara is a cause of much conflict within their 

marriage. Another source of conflict is sex, because sex can lead to blood drinking, and it is 

Helen who has suppressed this activity. Each has concluded that the way they are living is not 

working, however neither of them is willing to bend. Helen appears to be the more stubborn 

one for as Peter has realized; “You reach a certain age – sometimes it’s fifteen, sometimes it’s 

forty-six – and you realize that the cliché you have adopted for yourself is not working” (loc. 

197 of 4097). On the first day of the story, Friday, Clara has been a true vegan for a week. She 

is becoming weaker and weaker, and no one professes to know why. The children show a 

curious apathy towards their condition, perhaps a result of the melancholy that is part 

abstaining. She is continually nauseous and weak but goes to a party during the evening. The 

result is the death of a young man called Stuart, who had been a bully towards Rowan and 

pressed his unwelcome suit towards Clara. In the process of defending herself from Stuart 

she drinks his blood.  

She is, in this moment, more powerful than a thousand warriors. The world suddenly 

holds no fear, as her body holds no pain and no nausea.  

She stays lost in this moment. Feels the intensity of this present, free from past and 

future, and keeps feeding under the comfort of a dark and starless sky. (loc. 615 of 

4097).  

This description of how Clara feels when she is feeding from Stuart is in many ways 

interesting. She who had been so weak and unable to stand up for herself, snaps and glories 

in the feeding. Afterwards she comes back to reality and calls her mom and says “It was just 

the blood. I couldn’t stop. It was the blood, the blood…” (loc. 632 of 4097). She initially feels 

horror at all the blood only to overcome it quickly focusing on how much better she feels, 

unable to truly regret her actions as the blood lessens her inhibitions and in continued scenes 

Clara becomes more confidant and sure of herself, another side effect of imbibing blood. 

Helen is horrified by what has happened, not by the death of the boy, but because she feels 

she has failed Clara, and that she, Helen, is the reason for this.  
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I’ve killed her, thinks Helen, as she notices the numb expression which does more than 

the blood to lend horror to her daughter’s face. I’ve killed our whole family. (loc. 688 

of 4097). 

Helen believes that her daughter is traumatized by what has happened and that she has 

inhibited and, in some way, damaged Clara by not telling her and by extension Rowan the 

truth of what they are. For the most part Helen, and Peter, have been avoiding their own 

inner self’s. As Helen says to Clara:  

“I want you to know that it’s not your fault,” she says. […] “You see, it’s this thing, 

Clara. This Condition. We’ve all got it but it’s been… dormant … for years. All your life. 

All Rowan’s life. Your father and I, Dad and me, we didn’t want you to know. We 

thought if you didn’t know, then … Nurture over nature, that’s what we thought…” 

(loc. 736 of 4097).  

This is reminiscent of an addict or an alcoholic discussing their dependency issues. To Helen, 

it seems, if it is not mentioned it is not real. Helen and Peter’s refusal to talk to their children 

and tell them what they are seems to have caused them considerable damage as they both 

doubt themselves, suffer from low self-esteem and are unable to stand up for themselves. It 

makes Clara’s transformation after she has fed on blood even more remarkable, both to her 

and to her brother. Rowan asks himself “[w]hy is he like this? What is he denying? What would 

make him strong enough to have confidence in his own voice” (loc. 386 of 4097). Without 

consciously realizing what he is, Rowan does realize that there is something wrong, that there 

is something that is being kept from him and it causes him to shut down and turn inward. He, 

like Clara, is being kept down due to his lack of knowledge of what he is. What is interesting 

to note is that Rowan is both cautious and suspicious of the changes in Clara after she drinks 

Stuart’s blood. The changes scare him as they represent what is missing within himself. As is 

suggested in the abstainer’s handbook:  

“Inevitably, if you have abstained all your life, you don’t truly know what you 

are missing. But the thirst is still there, deep down, underlying everything” (loc. 

457 of 4097). 

This hints at a larger underlaying problem with the lifestyle of the abstainer. Presented as a 

foil to the abstaining Radley’s, Will Radley is a practitioner and brother to Peter. He comes 
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into the story to help with Clara’s problem only to cause more chaos for the family. We find 

out the Helen had a brief encounter with him before her marriage to Peter and that resulted 

in Rowan. Will is still attracted to Helen and wants her back even though at the same time he 

is tired of it all as evidenced by his inner monologue. 

He is wondering if she is really worth the effort. The trouble is, he realizes, you reach 

a point when pleasure, the easy pursuit and attainment of things desired, develops its 

own routine, as always, is that it breeds the same boredom that everyone else – all 

the unbloods and abstainers – suffer. (loc. 791 of 4097).  

Will is despondent with his life and has become increasingly careless with the disposal of his 

victims. He is no longer welcome in certain vampire circles and comes to the Radleys’ intent 

on breaking them up and taking Helen back. In the end Rowan defeats Will, killing him.  

 In the end the abstainer’s handbook functions almost like a Greek chorus within the 

novel, giving warnings and commenting on the narrative. It had been a source of comfort to 

the two older Radleys’ and guided them, even though in the end they reject that way of life. 

The Radleys do not return to a complete practitioner’s life, rather they take the middle ground 

and ration their blood intake in an effort to remain healthy and to remain a family. The novel 

functions as a metaphor for the human conditions, for our desire to conform and not be 

different from anyone else. Vampirism is an essential part of the novel and it would be 

considerably different if the characters were not vampires. The novel portrayed both 

sympathetic and unsympathetic vampire characters, vampires that are set in imitating 

‘human’ life to become acceptable in society.   

 

 

2.3.2 Fledgling by Octavia E. Butler 
 

At the opening of the novel Fledgling (2005) by Octavia Butler, the protagonist, that we later 

learn is named Shori, is gravely wounded and hiding in a cave with no memories of who and 

what she is. As she ventures out of the cave and into the surrounding woods she captures and 

devours game as her strength and speed improves. As she travels further from the cave, she 
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encounters a burned down cluster of houses where she feels a dim pull of memories but 

nothing tangible. Walking alongside the road she encounters Wright, a construction worker, 

who thinks she is a lost child, and approaches her to help. In a panic Shori attacks Wright, 

biting his neck and drinking his blood. Wright experiences a rush of sexual pleasure from her 

bite and although he is shaken and uncomfortable with the situation, he takes her home until 

they can discover her identity. During her stay at Wrights place she goes by the name Renee 

and she realizes that she must consume human blood regularly to live. As Wright asks her 

questions on her situation, she can answer some as she appears to have an instinctual 

knowledge of some of what she is and needs. Shori therefore seeks our others to feed from, 

but of note is Theodora who is a neighbour of Wright’s. Shori knows that she is much older 

than the child she appears to be and begins a sexual relationship with Wright, who is 

becoming addicted to her bite. As the pair try to retrace Shori’s steps in order to figure out 

where she came from they return to the burned houses and encounter a gunman there who 

reveals that there are others like her. Following that she is reunited with her father Iosif who 

explains that she is fifty-three years old, and an Ina like him. Shori visits her fathers’ compound 

with Wright and Theodora. While there she learns that her family has been doing genetic 

experimentation on their children, mingling Ina and human DNA (African American, 

specifically) in the hopes of creating an Ina that can withstand sunlight. Shori had been born 

of a black human woman and is their most successful experiment. Her existence however is 

a source of conflict within the Ina community. They leave the compound after a short stay 

with the intention of moving there so that Shori and her symbionts, Wright and Theodora, 

can learn about being family and her about being Ina. But upon their return there Iosif’s 

compound has been torched to the ground and all Ina have been killed. Shori rescues two 

other symbionts, Celia, and Brooks, binds them to her to keep them alive and they flee to the 

Gordan family. At the Gordon family compound, Shori gets to see how an Ina household is 

traditionally operated as well as learning some of the Ina history and lore. She also discovers 

that she can read the old Ina language, something she has retained from before her amnesia. 

She also gains another male symbiont, to Wright’s considerable ire, Joel and develops an 

attraction to the Gordon’s oldest son, Daniel. They agree to mate when she has matured 

enough to conceive children. Shori’s pursuers reach the Gordon’s compound and try to set it 

ablaze, but their attack is thwarted thanks to Shori’s ability to function in daylight. Shori 

captures one of the attackers, a male human whose slurs seem to condemn her humanity 
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rather than her being black. This confirms to the Gordon’s that her persecutors are the Silk 

family. Following this the Gordon’s call for an Ina Council of Judgment on Shori’s behalf, so 

that her story can be heard and to weigh evidence against the Silk family. In order to force 

Shori out of the trial a council member who sympathises with the Silks has Theodora killed. 

But Shori perseveres and after considerable violence and arguments the dispute is settled and 

Shori can face the future knowing what her past holds.  

 The Ina as presented to us by Butler are in many ways quite different from what some 

would term traditional vampires. The Ina are a race of people that evolved and lived alongside 

humans since before humans were human. They are not a different race of humans rather a 

separate species that cannot interbreed, but are sexually compatible, with humans. Each Ina 

needs to have anywhere between 5 and up to 10 symbionts. Symbionts are always humans 

and live together with their Ina in family groupings. Being a symbiont improves a human’s 

general health and can extend their lifespan up to two hundred years. When an Ina bites their 

symbiont, they inject saliva, venom, into the symbiont’s bloodstream. This creates a bond 

between the Ina and the symbiont, and the symbiont can die if their Ina does not feed from 

them regularly. The venom is highly addictive and makes the symbionts suggestable and eager 

to please their Ina. Much like a drug addict the symbiont does not want to lose access to their 

Ina. If a symbiont loses their Ina they go into withdrawal, they become suspicious, short of 

temper and afraid. Other Ina will attempt to take over but that is painful for the symbiont 

who is grieving their Ina and is not always successful. It is interesting to note that the venom 

of females is more potent than the males. The Ina have sharper teeth than humans, 

particularly their canine teeth, as they are not made to digest food but rather to rend and bite 

to get blood from their prey. Physically the Ina tend to be tall and lean, pale-skinned and 

usually have blondish hair. They are a generally healthy species and unless they are injured 

only need blood to survive. If they are injured, much like Shori, they need fresh meat to heal 

their injuries, this is also needed to sustain growth spurts in the very young and when a female 

is carrying a child. Ina tend to want to live in communities and outside of cities, as they are 

sensitive to smells. Male and female Ina do not live together. They live in same sex groupings, 

and a sister group will all mate with the same brother group. These grouping function as 

extended families. Female children stay with their mothers and male children stay with their 
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mothers up to a certain age and then go live with their fathers. The Ina are naturally nocturnal 

and those that live with them adapt to that lifestyle. 

 Shori’s story is a meticulously crafted character study that explores issues of identity 

race, transformation, free will, sex and addiction. It is told from a single point of view and the 

reader is in as much doubt as Shori on what and who she is. As we follow Shori from that 

moment she awakens in the cave there is only the “I”. The first sentence of the novel is “I 

awoke in darkness”. There is no further understanding, or hint, of who she is, there is only 

the pain and the hunger. Instinct seems to give Shori the information on what to do to survive. 

She knows she needs meat to promote her healing, so she hunts a doe and eats her. The 

reader realizes before Shori that she is something other than human. The depiction of Shori 

killing the doe is almost animalistic in nature. 

After a time I scented a doe. I stalked her, I killed her, ate as much of her flesh as I 

could. I took part of the carcass up a tree with me to keep it safe from scavenging 

animals. I slept in the tree for a while. (loc. 159 of 5076) 

There is no humanity in this description. Her behaviour is reminiscent of an animal. Like a cat 

she drags her prey up into a tree, she sleeps in a tree. That would not be a humans first 

thought. And as she starts to move around and try to understand where she is she starts 

realizing that she is naked. And as she come upon the ruins of what was her family compound, 

she realizes that she should be clothed, somehow, she has retained basic knowledge of what 

humans would term necessities, that she should have clothes, that feet should have shoes on 

and that she should have hair upon her head. Shori realises that “somehow, I had been hurt 

very badly, and yet I couldn’t remember how” (loc 130 of 5076). She has unexpected flashes 

of knowledge from her former life but no true recollection of it. Shori notes that “[e]ven 

walking in the rain had not made me cold, but I wanted clothing badly. I felt vulnerable 

without it. I did not want to be naked when I found other people, and I thought I must, sooner 

or later, find other people” (loc. 151 of 5076). That even though she is comfortable naked, in 

the rain and cold, she must appear normal and find people. Her instincts are telling her that 

she needs a community.  

 Now as was mentioned in the summary the first human that Shori meets is Wright. He 

sees what he thinks is a lost African American girl, 10 or 12 years old and he stops the car to 
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help her. Shori gets into the car because to her Wright smells interesting. As he asks her 

questions on who she is and what she is doing there all alone, she panics and attacks him. 

Biting into this neck. 

I ducked my head and licked away the blood, licked the wound I had made. He tensed, 

almost pulling his hand away. Then he stopped, seemed to relax. He let me take his 

hand between my own. I looked at him, saw him glancing at me, felt the car zigzag a 

little on the road. (loc. 243 of 5079) 

The initial bite is almost paralyzing to Wright in its pleasure. She bites him again and “[h]e 

convulsed as I held onto him. He writhed under me, not struggling, but holding me as I took 

more of his blood.” (loc. 257 of 5079). Wright enjoyed their encounter immensely, but it poses 

a problem to him because of Shori’s apparent youth. The underlying fear that he has suddenly 

become a paedophile is problematic for him. He had never desired children in such a way. But 

Wright is powerless to refuse Shori as she asks him to keep her. Their symbiotic relationship 

is already forming, his dependency upon her venom is already strong. It overrides his 

hesitation in pursuing a sexual relationship with Shori. Those passages in the novel that 

describe their intimate interactions are mercifully brief, bordering on paedophilia as they do, 

but it is clear in them that Shori is the aggressor and Wright cannot refuse her. This is not truly 

resolved for the reader until we learn of her age from Iosef, her father. Iosef sees nothing 

wrong with her relationship with Wright as this is normal for the Ina. Bearing witness to the 

functioning Ina and symbiont relationship, Shori remarks that:  

I wanted that – a home in which my symbionts enjoyed being with me and enjoyed 

one another and raised their children as I raised mine. That felt right, felt good. (loc. 

2151 of 5076).  

There is a longing within Shori, for stability and for ‘home’, a place where she belongs. This is 

likely connected with her amnesia as to her she has never had a home. There are however 

several problematic points within the Ina society that Butler has presented to the reader. One 

of those point is the idea that a female Ina has more potent venom than male Ina; “Ina men 

are sort of like us, like symbionts. They become addicted to the venom of one group of sisters. 

That is what it means to be mated. Once they’re addicted, they aren’t fertile with other 

females, and from time to time, they need their females. Need … like I need Iosif” (loc. 1857 
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of 5076). Implied here is that Ina men need to be envenomated on regular basis as are the 

symbionts. This seems to shift the balance of power within the Ina towards the females. This 

is apparent in the respectful way all Ina females are treated, and the Gordon’s easy 

acceptance that Shori should make all decisions on her life despite not being of breeding age 

for an Ina female.  

 Another issue within the novel is the relationship between Ina and symbiont. Although 

a desirables state for humans, as has been mentioned, the treatment of the symbionts seems 

to depend upon the Ina family, and the individual Ina view. The Ina considers the symbiont to 

be the ‘property’ of their Ina and that said Ina should be able to treat their symbiont in 

whatever manner they wish. Shori remarks relatively early on in the novel that; “Why kill a 

person who would willingly feed you again and again if you handled them carefully? No 

wonder vampires in folklore were feared, hated and hunted” (loc. 678 of 5076). Later on, in 

the novel she continues and remarks: “No, I mean … having Wright and Joel as well as Brook, 

Celia, and Theodora. It scares me. I need them. I care about them more than I thought I could 

care about anyone. But having them Scares me” (loc. 3417 of 5067). To Shori the symbionts 

wellbeing, is a responsibility which she takes seriously as she views herself as head of the 

household of a rather unusual family. The relationship between symbiont and Ina is in many 

ways reminiscent with how the connection between master and slave functioned within the 

US. As Stephanie Smith has noted “in all her work, then, Butler casts and unflinching eye on 

racism, sexism, poverty, and ignorance and on their often unsettling results” (p. 391). It 

follows that this central theme is also present in one of her last works. At times it is difficult 

to determine who is victim and who is master in the relationship between Ina and symbiont 

as both depend upon the other, unable to function should one part be taken away.  

As was noted in the summary of the novel Shori’s family suffer a series of attacks that 

culminate in Shori being the only one left alive from her family line. The Silk family is accused 

of causing the almost complete annihilation of Shori’s family line. To determine a Council of 

Judgment is called where representatives of eight Ina families will sit in judgment on whether 

the Silk family has caused this. The trail in and of itself is interesting as what appears to be of 

greater concern to the council is Shori herself and whether or not she should be considered 

Ina and whether she is functional and whole as a person and not mad from so much loss. 

Once asked if she recalled anything about her family Shori states; “The people of my families 
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who are dead are so completely gone from me that I can’t truly miss them or mourn them 

because, for me it’s as though they never existed” (loc.3442 of 5076). Shori’s loss is so 

complete that she has no recollection of anything about her family, all her knowledge of them 

comes from something that she was told. However, the way in which Shori discusses this 

causes some parts of the council to be concerned, others term it a ‘blessing’ that she knows 

not what she has lost. The Silk family is found guilty of killing Shori’s family and they are 

disbanded. Their reasons for doing this seem to be rooted in racial hatred and belief that the 

Ina as a race need to be pure. And as one critic notes that “as long as Shori, and symbionts, 

are not similar to him, then Silk can maintain the illusion that his family is ‘pureblood’ Ina and 

superior to humans” (Brox p. 403).  

 

It appears that at the root of both Butler’s novel and Haig’s is the idea that 

complacency and resistance to change is the true danger to every individual and family. That 

by not confronting an issue it will fester and grow and result in fragmentation of that which 

you want above all to keep whole. Another central concept within these novels it the search 

for identity, and the necessity in understanding your own true nature. It appears then that as 

different as these two novels are on the surface their narrative themes are closely related. 

Perhaps it is a function of the character of the born vampire within the narratives that causes 

these similarities. Although the search for identity is a common trope in vampire stories as is 

representation of the marginalized and minorities. This suggests that despite the evolution of 

the vampire character it is functionally still the same global icon.   
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Conclusion 
 

At present vampire literature is a crowded genre and there appears to be no end to the 

popularity of the vampire as a literary character. It has come to permeate contemporary 

culture and whether in films, novels, TV, comic books, or video games the vampire continues 

to fascinate us. The vampire as a literary character has both evolved considerably since its 

first appearance and not changed at all. This is owing to the expanding nature of the vampire 

archetype, the global vampire, and how it encompasses all possibilities within its collective. It 

includes the sympathetic vampire as well as the unsympathetic vampire and the overlapping 

points within. This gives rise to the inherent duality of the vampire. Good or bad, villain or 

hero the vampire blurs the boundaries of genres. At its core, the vampire’s changeable nature 

lends itself to almost any types of narratives and genres. As is explored in the analysis of the 

six novels discussed in the second part of this thesis. In each of these novels the vampire is 

different yet the same. Whether the author used it as a metaphor to illustrate the problems 

inherent in contemporary society or as a vehicle for romance and the certain promise of a 

happy forever after.  

 Any true classification of the diverse vampire character types is perhaps an 

impossibility, or at least problematic, as evidenced by the changeable nature of the vampire. 

But therein appears to lie the reason for its popularity. The vampire is at the same time both 

the known horror, the monster, that allows us to explore our fears as well as representing the 

unexpected, the unknown, the changeable and the positive. However, you define it the 

vampire will most likely continue be the monster of choice when it comes to humans finding 

safe ways in which to explore and understand ourselves. The mirror we hold up and from 

which we construct our own humanity.  
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Appendix 
 

This is an overview of the chronological publication of those novels referenced and or cited in 

this paper.  

 


