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ABSTRACT

A STUDY OF MONSTROUS ABJECTION IN RELATION TO TWO GOTHIC
NOVELS: DRACULA AND FRANKENSTEIN

Sentiirk, Betiil Selcan
M.A., English Literature

Supervisor: Assoc. Prof. Dr. Diirrin Alpakin Martinez Caro

August 2019, 109 pages

The aim of this thesis is to study Mary Shelley’s Frankenstein (1818) and Bram
Stoker’s Dracula (1897) to explore the function Gothic monsters have with respect to
the dissolution of the Western subject, and the social/symbolic order they are settled
in. In carrying out this argument, Julia Kristeva’s understanding of psychoanalytical
development, and her concept of abjection introduced in her work Powers of Horror
(1980) will be taken as the theoretical framework underlying this thesis. It has been
observed that in both of the novels, the elements and setting of Gothic, as well as the
monsters it harbours dominates the narrative, and reveals the fragility of the human
psyche, along with the anomalies, repressed thoughts and feelings humankind dispose
upon an “Other.” When confronted by this abject Other, the characters in Frankenstein
and Dracula begin to lose their sense of unity and wholeness. Furthermore, the abject

monsters disrupt and pose a threat to the existence of personal and social/symbolic
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boundaries which ensure the safety of the subject. This thesis will thus conclude that
it is necessary to “throw off,” or “abject” the Gothic monsters in order to retain the
subject’s ideal sense of fullness and order. In addition to Powers of Horror, Kristeva’s
Revolution in Poetic Language (1974) where she introduces her ideas about “maternal
abjection” will be made use of in the argumentation of this thesis, in relation to the
monsters’ symbolic representation of the “mother,” who has a strong influence on the

developmental phases of a subject.

Keywords: abject, gothic, monsters, subject development, symbolic order.
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IKI GOTIK ROMANA ILISKIN YARATIKIMSI IGRENCLIK CALISMASI:
DRACULA VE FRANKENSTEIN

Sentiirk, Betiil Selcan
Yiiksek Lisans, ingiliz Edebiyatt

Tez Yoneticisi: Dog. Dr. Diirrin Alpakin Martinez Caro

Agustos 2019, 109 sayfa

Bu tez Mary Shelley’in Frankenstein (1818) ve Bram Stoker’in Dracula (1897) adli
eserlerini, Gotik Yaratiklarin, Oznenin analizi ve igine yerlestirildikleri
toplumsal/sembolik diizene iligskin sahip oldugu islevi bulmay1 amaglar. Bu argiiman
ileri siiriiliirken, Julia Kristeva’nin “Korkunun Giicleri: Igrenclik Uzerine Deneme”
(Powers of Horror: An Essay on Abjection) (1980) adli ¢alismasinda belirtilen
psikanalitik gelisim anlayist ve igrenclik (abjection) kavrami bu tezin temelini
olusturan teorik cerceve olarak ele alinacaktir. Her iki romanda da gotik unsur ve
cevrenin, i¢inde barindirdig1 Yaratiklar kadar anlatiya yon verdigi ve ayni zamanda
anomaliler yani insanlarm bastirilmis duygu ve diisiinceleri bir “Oteki”’sine atfetmesi
ile birlikte insan ruhunun hassasligini ortaya g¢ikardigi gézlemlenmistir. Bu igreng
Oteki ile kars1 karsiya kaldiginda Frankenstein ve Dracula’daki karakterler birlik ve

biitiinliik hissini kaybetmeye bagslar. Dahasi igren¢ (abject) Yaratiklar 6znenin
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giivenligini saglayan kisisel ve toplumsal/sembolik sinirlarin varolusunu bozarak bir
tehdit olusturmaktadir. Buradan hareketle bu tez, 6znenin ideal biitiinliik ve diizen
hissini kaybetmemesi amaciyla Gotik Yaratiklarin atilmasi” (“throw off”) ya da
“igrenglestirilmesi” (“abject”) gerektigini savunacaktir. Bu tezin savunmasinda,
Korkunun Giigleri’nin yani sira, 6znenin gelisimsel evrelerinde giiglii bir etkiye sahip
olan ve aym1 zamanda Yaratiklarin sembolik temsili olan “anne’ye iligskin olarak
Kristeva’nin “annesel igrenglestirme” ile ilgili goriislerini belirttigi “Siirsel Dilde

Devrim” (Revolution in Poetic Language) (1974) kitabindan faydalanilacaktir.

Anahtar Kelimeler: igreng, gotik, yaratiklar, 6zne gelisimi, sembolik diizen.
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CHAPTER 1

INTRODUCTION

In English literature, Gothic motifs and elements of horror have always been present.
As a literary genre however, Gothic emerged shortly after the rise of the novel in
Britain, after such works as Robinson Crusoe (1719) and Moll Flanders (1722). While
novels have received generous literary criticism and analysis so far and continue to
do so, the interest around Gothic novels per se, were initially scarce and relatively
new. Earlier attempts to analyse such novels has focused on locating them in a
specific, cultural and/or political context; however, with the emergence of modern
theoretical criticism, Gothic novels have been read under the light of different theories
and practises such as Marxism, colonialism, and most importantly psychoanalysis.
With Sigmund Freud’s studies of the unconscious and his theory of “the uncanny”
introduced in the early 20" century, the popularity and academic studies around
Gothic literature exponentially increased. The first example of this can be seen in
1959, with Maurice Richardson’s analysis of Gothic fiction in “The Psycho-analysis
of Ghost Stories” after which many influential studies such as Christopher Bentley’s
“The Monster in the Bedroom: Sexual Symbolism in Bram Stoker’s Dracula” (1972)

and Robert Mighall’s “Sex, History and the Vampire” (1998) follows.

Many scholars of Gothic fiction as aforementioned, have made use of psychoanalysis
in interpreting the works — on occasion biographical elements of an author’s life have
been included in an analysis. In a way, Freud himself started the tradition with his
analysis of E.T.A Hoffman’s short story “The Sand Man” which was written in 1817,

and for some scholars with his publication of The Interpretation of Dreams (1899),
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after which many critics likewise generally interpreted Gothic works as bearing
repressed feelings, traumas, primal anomalies and contradictions of a human being.
In psychological renderings, monsters, vampires, ghosts and similar beings are
believed to embody these anomalies, and cause their beholders to face their own fears
as well as desires which are deeply concealed. As an “extension and critique of
Lacanian psychoanalysis,” (Hogle “Theorizing the Gothic” 33) Julia Kristeva’s
Powers of Horror (1980) attempts to locate the horror felt in confronting an “Other,”
and emphasizes the influence of modern art in depicting the “ultimate coding of our
crises, of our most intimate and most serious apocalypses” (PH 208). For Kristeva,
“the literature of abjection,” in this regard, may provide us with “some insight into the

fate of the modern subject” (PH 16).

While Kristeva’s theoretical framework in PH does not explicitly involve an analysis
of Gothic fiction, her theories can be adapted to the literary criticism of the genre
easily. The process of “abjecting” something metaphorically entails an action of

29 ¢¢

“throwing off,” “throwing under” or “casting away;” however, what is abjected in the
end cannot be completely erased or eliminated. Thus, Kristeva argues that the abject
is a perennial element in the human psyche, and it occasionally returns to haunt us as
“an inescapable boomerang, a vortex of summons and repulsion” (PH 1). Both
abjection and Gothic fiction in this way, deal with the inner fears and desires of a
person, as well as the individual’s place within a society. The binary oppositions
which Gothic fiction so elaborately disrupts and distorts, are reified in abjection from
the point of view of the individual and the society as inside/outside, I/Other,
pure/impure, and so on. Furthermore, Gothic fiction’s tendency to point at the
shortcomings of these binaries, and the often political and cultural satire are also
highlighted in abjection as its drawing attention “to the fragility of the law” (PH 4) on
which it is based. Most importantly however, Gothic and the abject describe
experiences where an individual’s identity is threatened, and is systematically
constructed and/or deconstructed. For this reason, they are suitable forms to discuss
“the quandaries and dangers implied in any attempt at a conventionally unaltered
identity” (Copati and La Guardia 202).



In his chapter entitled “The Gothic on Screen” Misha Kavka argues that Kristeva’s
theory of abjection “may help to delimit the conventionalized themes or obsessions of
the Gothic,” (211) and re-read such characters as the tyrannical, aristocratic male, and
the fainting, oppressed “damsel in distress” under a new light. With reference to these
words, this thesis has attempted to divert current and previous studies of Dracula
(1897) and Frankenstein (1818) from a conventional, Freudian psychoanalysis, to a
hybrid, more maternally focused Kristevan one. The two novels are specifically
chosen for this attempt as they both involve individuals who are settled in a
patriarchal, social-symbolic society where their ideal and conventional identities
never seem to be threatened.

Written in 1897, Dracula marks the impending end of the Victorian Age in which
these rigid social and behavioural norms will be implemented. On the other hand,
Frankenstein marks the beginning of the same century in which Queen Victoria will
come to power. Mary Shelley wrote her “hideous progeny” in 1818, when the
Enlightenment ideas were very much in favour. Reason and scientific exploration
dominated Shelley’s time and so it can be observed that Victor Frankenstein is as
fascinated with science and discovery as the scholars of his time. The narrative
however, does not idly investigate science itself, as Shelley includes religious
concerns about creator/creation, hell/heaven, vice/virtue, and such topics as the origin
of humanity, and the relationship between science and religion. The criticism around
Frankenstein thus revolves around such topics as the novel’s correlation with the
Miltonic myth of creation, the myth of Prometheus, and the depiction of Romantic
and Enlightenment ideas, as well as the novel’s connection with the current
revolutionary and political ideas which swept through Europe after the French

Revolution.

The literary criticism around Frankenstein initially focused on feminist theories,
beginning with Ellen Moers’ landmark study of the novel in Literary Women (1976).
The focus on psychoanalysis emerged later on, with Peter Brooks’ Lacanian reading
of the Creature in Body Work: Objects of Desire in Modern Narrative (1993). In

effect, the influence of Kristeva’s Powers of Horror and the concept of abjection can
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be observed in the more recent literary criticism surrounding the novel. Marie
Mulvey-Roberts in “The Corpse in the Corpus” (2000) reads Shelley’s story as a quest
of the Female Gothic to reunite with the mother, and thus the Creature as a “spectre
of the maternal body as well as Frankenstein’s monstrous child” (199). Similarly,
Margaret Homans in Bearing the Word (1986) analyses the novel in relation to
“women’s writing,” and argues that writing Frankenstein is an experience on
Shelley’s side which leads her “both to figure her writing as mothering and to bear or
transmit the words of her husband” (100). Homans’ argument also involves the mother
and child relationship where the former is seen as an “object of desire,” an idea
Kristeva emphasizes in the theorization of abjection. Many of the critics has chosen
to focus on the feminist aspect of the novel and the maternal imagery in Frankenstein;

however, their work is still beneficial in supporting this study.

The literary criticism regarding Dracula and especially the “Otherness” of the
monsters in the novel, begins with such important studies as Stephen Arata’s “The
Occidental Tourist: Dracula and the Anxiety of Reverse Colonization” (1990). In this
study, Arata analyses the narrative through the lens of “reverse colonialism” which
can be exemplified by Dracula’s arrival in London and the treatment Harker receives
in his journey to Transylvania and his stay there. While literary studies regarding the
analysis of Dracula are abundant, a focus on abjection specifically has not emerged.
In various book chapters, it is Jerold E. Hogle who mentions the correlation between
Dracula and abjection, and how these two can be academically connected; “Stoker's
Counterfeit Gothic: Dracula and Theatricality at the Dawn of Simulation” (1998)
“The Gothic Ghost of the Counterfeit and the Progress of Abjection” (2012) and the
introduction chapter of the book The Cambridge Companion to Gothic Fiction (2002).

Dracula depicts a society where rigid rules and norms govern people’s behaviour,
speech, and outlook on life. In 1897 when Stoker published his novel, good etiquette
and proper appearance were a prominent aspect of everyday life. There were different
rules designed for women and men to follow, such as what kind of clothes and
jewellery to wear, how and when to speak to a stranger for women; bowing, where to

sit and next to whom, and even whether it is appropriate to smoke or drink, for men.
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In such a setting, it seems quite difficult for one to express their personal desires and
wishes, let alone their own fears and traumas explicitly. Thus, a character such as
Count Dracula and his arrival at London — even his initial appearance in the narrative
— is seen as a disruptive event, as he expresses behaviour, sexuality and mentality so
transgressive that his exclusion from the society as well as the narrative itself becomes

an urgent necessity.

At first glance, Dracula and Frankenstein may seem as two distinct novels which
have limited amount of topics to be simultaneously discussed. Nevertheless, their
origins can be traced back to a historic night in 1816, when Mary Shelley, and other
famous figures such as Percy Bysshe Shelley, Lord Byron and John Polidori gathered
in a house near Lake Geneva. In a style reminiscent of Boccaccio’s Decameron, each
author narrated stories they had in mind or would come up with on that day. From this
assembly emerged Mary Shelley’s Frankenstein, and John Polidori’s The Vampyre
(1819) which is believed to be the origin of Stoker’s Dracula.

1.1. The Aims and Scope of the Study

This thesis is organized in five chapters. In the next chapter, the theoretical
background of this thesis will be provided starting from an extensive history of Gothic
fiction in Britain to Julia Kristeva’s theory of abjection discussed in her long essay,
Powers of Horror. While both Dracula (1897) and Frankenstein (1818) are Gothic
novels and are written in the same century, the Gothic tradition the novels follow are
distinct from one other. Therefore, in the second chapter of this thesis, the history of
18™ century Gothic starting with such novels as The Castle of Otranto (1764), and
The Mysteries of Udolpho (1794), to late 19" century Gothic novels such as Dr. Jekyll
and Mr. Hyde (1886) by Robert Louis Stevenson, and The Beetle (1897) by Richard
Marsh will be explored. Furthermore, as this thesis looks into abject monstrosity, a
section will be provided for a small-scale exploration of monsters and monstrous

beings in literature throughout history.

As mentioned above, the second chapter will also explore Julia Kristeva’s theory of

abjection in addition to other topics. With the publication of PH, abjection received



immense attention in literary criticism; however, as Kristeva herself notes, such
investigation into abjection “picks up on a certain vacuum” (qtd. in Lechte& Magaroni
155). Thus, in addition to Powers of Horror, ideas from the two works Desire in
Language (1969) and Revolution in Poetic Language (1976) — where Kristeva
discusses her ideas about the “semiotic,” and “maternal abjection” as well as the
“abjection of the self” — will be useful in discussing abjection in detail. It is also
important to mention that while discussing abjection or any work by Kristeva, the
practice of psychoanalysis and theories related to this field cannot be ignored.
Therefore, in the second chapter of this thesis not only Kristeva’s own theories, but
also ideas and works by such theoreticians as Jacques Lacan and Sigmund Freud on
identity development will be discussed. In RPL— which is one of the essential works
underlying the argument of this thesis — Kristeva lays the groundwork for her
psychoanalytic theory of development. In her theorization, the patriarchal focus is
shifted to the mother, and the mother is shown to have a great influence in the
development of a subject. Furthermore, the mother’s strong and authoritative presence
Kristeva claims, is persistent throughout the subject’s life and if it is not “abjected,”
the subject risks successful accession to the symbolic realm, as well as having a
complete sense of unity and identity. In both RPL and PH, Kristeva argues that in a
patriarchal society along with the mother, any abnormality, contradiction and
disruption must be subsequently thrown off. As the mother’s presence which is thus
associated with chaos and unruliness is against the ideals of the symbolic realm, the
mother becomes a figure to be avoided or to be purified in patriarchal societies.
Kristeva mentions that the mother is necessary in a subject’s development; however,
this necessity is only completed with her exclusion and exile from the symbolic realm.
While Kristeva herself does not explicitly take sides in her discussions on the
“mother” and “motherhood in relation to the theory of abjection, it can be inferred that

the image of the mother is presented in a negative perspective.

The third chapter will begin with the first focus of argumentation of this thesis; Mary
Shelley’s Frankenstein. The focal point of this chapter will be Victor Frankenstein’s
journey into abjection, and the effects of this journey on the people around him as

well as the society he lives in. Victor’s own creation, the monster, or “the Creature”
6



as it will be named hereafter, is a concise “Other” in which the collective feelings of
fear and desire, as well as the repressed thoughts and sexuality of Victor are disposed.
Thus, when confronted by them through the Creature’s abject monstrosity, Victor
personally experiences a disruption in the boundaries between the self/Other,
inside/outside, pure/impure, and so on, and begins to become abject himself. In
addition to the “self-abjection” Victor goes through, the third chapter will also discuss
“maternal abjection,” in relation to the relationship between the Creature and Victor.
It will be argued that the process of creating a being out of dead human and animal
body parts is an attempt on Victor’s side — which is unconsciously addressed by him
in the novel — to reunite with his dead mother, and cover for the “inaugural loss” (PH

5) which Kristeva argues, is at foundation of a subject’s own being.

Chapter four will focus on Bram Stoker’s Dracula. Unlike in Frankenstein, the focal
point of this chapter will not be on one single character, but it will follow the personal
accounts of many characters in the novel, stylized by journal entries, letters, telegrams,
and other technologies of the time which Stoker adopts in his novel. The interaction
between Stoker’s vampire Count — who will be named as “the Count” or “Count
Dracula” hereafter — and the rest of the characters will be analysed in detail from the
first appearance of the Count to his death in the end. Similar to Frankenstein, Dracula
presents an “Other,” whose presence cannot be contained in a single physical location,
and whose “Otherness” is contagious for the rest of the characters, as well as the
society. In this respect, Count Dracula threatens both his native country Transylvania,
and the British society in which he “long[s] to go to go through the crowded streets of
[your] mighty London, to be in the midst of the whirl and rush of humanity” (Stoker
18). While there are some characters who are literally turned into vampires,
metaphorically, the threat of the vampire transforms the characters into the Other they
so fear, and abject them.

In effect, the fourth chapter will additionally discuss abject femininity and maternal
abjection. Through the characters of Lucy and Mina, Stoker addresses the issue of the
“New Woman,” which was a prevalent topic of discussion in 19" century British

society. This can be observed especially during the process of Lucy’s transformation
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into a vampire, which depicts the stark difference between the former “sweet and
adamant” human Lucy, and the “voluptuous and sensual” vampire version of her. In
Dracula, Stoker presents a femininity and maternity corrupted by abject monstrosity,
and the aftermath of such a corruption which is revealed to be punishment by death.
When Lucy is transformed, she is reduced to an abject, Other version of herself, in
which she cannot be recognized by the men around her and are called by such names
as “the thing” or “callous devil”. With the Count’s aid, Lucy becomes a “more violent
version of uncanniness” (PH 5) neither the others nor her own consciousness can
recognize the abject being she has been transformed into. Similarly, Mina is shunned
and scorned when she is attacked by the Count. She is stripped of her role of the
motherly, virtuous figure and becomes “unclean,” after being physically marked on

the forehead with sacramental bread.

In chapter five, the conclusion of this study will be given. It will bring together the
results of the analysis on Frankenstein and Dracula through the lens of Kristeva’s
psychoanalytic theories and her concept of abjection. The characters’ personal journey
of confronting abjection will be closely observed and analysed in relation to the
maternal subjugation of the emerging “speaking subject,” which Kristeva centers in
her own theorization of psychoanalytic development. This exploration which has been
carried out in five chapters, will show how the abject monsters present in the two
narratives disrupt the “zenith of subjectivity, the sense of oneness a subject idealizes,
and the social and personal boundaries, as well as the symbolic and semiotic realms.
Thus, it is concluded that in Frankenstein and Dracula, it is necessity to abject the
monsters, to throw them off from the narrative in order for the characters to keep those

boundaries and realms safe and separate.

In Frankenstein, the readers are presented a dark conclusion. Due to the failure of
abjecting the Creature, it is seen that Victor and those around him are forced to either
confront abjection or become abject themselves. Both Victor and his family, along

with his friends Clerval and Justine perishes in the hands of the Creature. The

! Kristeva, Julia. Tales of Love, translated by Leon S. Roudiez, New York: Columbia
University Press, 1987, pp. 5
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social/symbolic order they were settled in is also permanently destroyed as neither the
Creature’s presence nor were its actions concealable. In Dracula, as mentioned
earlier, the result varies and it is seen that Stoker finishes the narrative with a complete
unravelling of the events. Lucy when she becomes a vampire is subsequently killed,;
Mina is “purified” from the Count’s influence when the latter dies and Harker regains
his sense of identity and oneness when he kills the Count himself. The characters are
bounded together with a secret only they share, and biologically more so with the birth
of Quincy Harker — Mina and Jonathan’s son — in whose veins the collective blood of

the rest of the characters flow.

A key point which needs to be mentioned in Shelley’s narrative, is the implied and/or
ambiguous depiction of the Creature’s death. The novel ends on an enigmatic note
which suggests that the Creature leaves to kill itself after Victor’s death, yet it is never
openly mentioned. In Dracula, as mentioned earlier, the abject monsters are
completely eliminated and can no longer pose a threat to the characters or to the
society. In here, information about the two author’s personal lives as well as the
difference between genders can be addressed. While both authors come from a
predominantly patriarchal society, their dealing with abjection varies. Mary Shelley
who created Frankenstein under the obligation of appealing to a male audience —
which in a way can be read as the female author’s struggle to appeal to the society —
struggled with the absence and the legacy her mother Mary Wollstonecraft left behind.
She thus ends Frankenstein with the semiotic order overcoming the symbolic, and
possibly lingering on with implication that the monster is alive. Bram Stoker similarly
struggled with an authoritative mother who had become overprotective after his
serious illness in childhood. Thus, in the character Dracula and throughout the
depiction of the mother figure in the novel, traces of Stoker’s personal life and the
signs of the male perspective can be observed. In opposition to Shelley, Stoker ends
his novel with the symbolic order keeping its hierarchal position intact. Furthermore,
in Dracula, the female characters as well as those that become abject monsters, are
not really given a voice to explain themselves. They are only there to be projected as
devious, threateningly powerful beings who must be immediately killed. In



Frankenstein; however, the Creature is given an extensive amount of time to explain

its own origin, its feelings and thoughts after coming to life.
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CHAPTER 2

THE THEORETICAL BACKGROUND OF THE STUDY

2.1. The History of the Development of the Gothic in Britain

The term “Gothic” in our modern world has many connotations ranging from culture
and literature to history, architecture and music. The original use of the word however,
comes from a historical reference to a Germanic tribe that settled in Britain in 5%
century A.D and contributed to the downfall of the Roman Empire. Their impact was
described to be so destructive that in time, any other act or behaviour of violence came
to be “frequently but improperly used as a general appellation of rude and warlike
barbarism” (Gibbon 255). In architecture, Gothic refers to a medieval aesthetic, and a
particular style of buildings and/or edifices which are distinctive by their sharply
pointed spires, coloured glasses, ornate sculptures, and high ceiling corridors. This
style appeared during the early 12" century, showing variations in different parts of
Europe until the 16" century when the artistic ideals of the Renaissance were
beginning to be established. In music, particularly during the 1970s and early 2000s,
Gothic shows itself as a mixture of Rock/Metal genre, with the artists usually applying
dark make-up and wearing dark coloured clothes. Through such groups as “The Cure,”
“The Damned and Specimen” and “Evanescence” Gothic was once again integrated

into popular culture.

In visual arts such as video and filmmaking Gothic returns to earlier sources: the
fiction of the 18" and 19th centuries. During the early 20" century, when movies or
“moving pictures” were being produced for the first time, the inspiration was mostly

sought from the “classic novels,” Frankenstein, Dracula, Dr. Jekyll and Mr Hyde, and
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so on. James Morgart traces this inspiration back to a 1922 German production,
Nosferatu, and claims that the aesthetics of Gothic film was established after the
appearance of it. In this silent black and white movie the audience follows the story
of Thomas Hutter, who is summoned to an old mysterious castle by an equally
mysterious persona, Count Orlok. Nosferatu visualizes the horrors authors used to
create with words aided with eerie music, and with cramped, dark, and mysterious
settings. With the advancements in technology, those motifs and props are replaced
by CGI and Special Effects, most famously seen in the creation of such movies as Tim
Burton's Sleepy Hollow (1999), Len Wiseman’s Underworld (2003), and Guillermo
del Toro’s Pan’s Labyrinth (2006).

Before delving into the world of Gothic literature, it is important to first consider the
political, socio-economical and philosophical context of the 18" century, in which the
first Gothic novel The Castle of Otranto (1796) was published. Dubbed as “The
Enlightenment Age” this century is marked by the elevation of the human mind and
the rejection of religious doctrines, unnatural phenomena, or things that cannot be
explained by simple reason and/or observation. It is also an age when radical changes
in politics, philosophy, economics and science occurred, which altered the fate of
many countries. Especially during the latter half of the century, Britain sought to
become a global power and extended its colonies throughout different continents.
While this exponential growth certainly helped Britain in terms of resources and
national wealth, on the other side, the country was also being overwhelmed with
continuous political turmoil, and new understandings of freedom, government, and
society with the French and American Revolutions. Inside, the monarchy was
struggling with uprisings, most of which were causing the military to wane. All of
these instances forced Britain to re-think their place in the ever-changing global scene,
and their own identity as British citizens. It is in this context, Botting writes, “Gothic
fiction can be said to blur rather than distinguish the boundaries that regulated social
life, and interrogate, rather than restore, any imagined continuity between past and
present, nature and culture, reason and passion, individuality and family and society”

(Botting, Gothic 44).
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In this regard, the birth of Gothic as a literary genre coincides with the important
political and social changes in the 18" century. The term Gothic itself undergoes a
change, from its initial reference to the historical Germanic tribe causing the downfall
of the Roman Empire, to a concept which is “descriptive of anything medieval — in
fact, of all things preceding about the middle of the seventeenth century” (Punter and
Byron 7). Against the ideals of Classical Antiquity which swept the literary world, its
obsession with stylized writing, and the didacticism of the early 18" century realist
novels, Gothic fiction offers a narrative quite fragmented, characters and stories that
are highly disturbing and grotesque, in the context of a barbaric/feudal past. In the
preface to his “Gothic Story” The Castle of Otranto (1764), Horace Walpole — who is
widely accepted as the precursor of the Gothic novel — explains his thoughts on the
book and in a way, sums up the ideas of his age; “I have not written the book for the
present age, which will endure nothing but cold common sense...l have given reigns
to my imagination until I became on fire with visions and feelings which it excited”
(Walpole 1767). As the importance of reason is replaced by the “visions and feelings”
Walpole famously refers to, many early Gothic novels aimed to invoke in their readers
a sense of sublimity “in which the mind is overwhelmed by, or swoons before,
something greater than itself” (Punter and Byron 11). Edmund Burke, in Origin of
Our ldeas of the Sublime and Beautiful (1757) explains this sublimity in relation to

an inevitable sense of terror;

Whatever is fitted in any sort to excite the ideas of pain, and danger, that is to
say, whatever is in any sort terrible, or is conversant about terrible subjects, or
operates in a manner analogous to terror, is a source of the sublime; that is, it is
productive of the strongest emotion which the mind is capable of feeling. (58-
9)

In many of the early Gothic novels, the sublimity of the setting inside and outside
plays an important role. Outside, the remote/rugged areas and great moors where the
narrative usually takes place gives the reader a sense of loneliness and helplessness.
Inside, the ruined castles, vast and empty mansions leaves its visitors insecure, in
distress, and at a risk for danger. Nature, which was greatly depended upon by
Enlightenment scholars as a source of knowledge and power, is also presented as a

source of terror and an enemy, rather than a safe haven in which humans can take
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solace. The dark and gloomy forests harbour mysteries unknown; night is a time where
the villains can work best while darkness or a thick mist holds within their core, forces
that are unnatural. As Burke notes, such motifs produce the horror effect in the desired
way; “[I]n nature, dark, confused, uncertain images have a greater power on the fancy
to form the grander passions, than those have which are more clear and determinate”
(107). This is most vividly depicted in a scene in Ann Radcliffe’s The Mysteries of
Udolpho (1794) where the protagonist Emily reflects upon her surroundings on her

way to Castle Udolpho;

Emily had now a full view of Udolpho, with its gray walls, towers and terraces,
high over topping the precipices and the dark woods, and glittering partially
with the arms of the condottieri, as the sun’s rays, streaming through an
autumnal cloud, glanced upon a part of the edifice...She continued to gaze,
through her tears, upon walls that, perhaps, confined Valancourt, and which
now, as the cloud flouted away, were lighted up with sudden splendour...(284)

For the reader who lived in a world dominated by human reason, and which was
slowly getting swept by liberalism and other political movements, these geographical
locations are “beyond reason, law, and civilised authority, where there is no protection
from terror or persecution” (Botting, Gothic 4). Especially for the Anglican British
readers who began to populate the cities in the 18" century the physical distance of
the setting plays a crucial role, separating them as the pure and civilized against the

corrupted and barbaric Catholic Europe;

It is within this context that Gothic invokes discourses of difference that
distinguish “us” from “them,” foreign from familiar, to create a domestic
subject...Inspiring a mix of terror and delight, an attraction to exoticism and a
simultaneous repulsion from difference, the Gothic representation of the
foreign land figures in our ability to conceptualize Otherness. (Edwards 57)

The Gothic narratives of the 18" century is carried out by two central figures, and the
power relationship between them. The villain, who is physically and/or economically
powerful, who is mysterious and dark (in relation to both physical appearance and
behaviour) tortures and harasses the female heroine; who in return is physically weak,
young, inexperienced and prone to nervous breakdowns. The figures of aristocrats,
monks, nuns, hysterics, criminals etc. are conveniently placed and used as physical

embodiments of evil, who will be removed and conquered in the end. After their
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removal, the order is re-established and the female is rewarded either with marriage

or the long-awaited escape from her imprisonment.

Essentially an attempt to blend the “modern and the ancient romances” (Walpole
1764) Gothic as a literary genre has been subjected to changes. There are still
recognizable features of the novels produced in this genre, as lan Watt argues that
Gothic works do not really concern themselves as much with character depth or
depiction, but instead they focus more on the feelings invoked in the reader by placing
them in a state of uncertainty and suspension. Similarly, Sir Walter Scott in discussing
Horace Walpole argues that the author aims to “wind up the feelings of his readers till
they become for a moment identified with those of a ruder age” (qtd. in Kilgour 7).
However, in the 18" century, some critics such as Mary Wollstonecraft believed that
Gothic posed a threat that makes the escape from moral/social and familial values

possible;

[T]he false expectations these wild scenes excite, tend to debauch the mind,
and throw an insipid kind of uniformity over the moderate and rational
prospects of life, consequently adventures are fought for and created, when
duties are neglected, and content despised. (gtd. in Waters 93).

Rather than promoting morality and propriety, and depicting true representations of
human life which many other realistic novels of the Enlightenment Age seems to do,
Gothic cultivated and gave reign to passion, intense emotions, and superstitious
beliefs. For Botting, the Gothic novel of the 18" century was a medium for its
audience to distance themselves from the ideals of the age they lived in; “While it
freed the writer from neo-classical conventions, it also imaginarily liberated readers

from social constraints” (Gothic 43).

It is generally accepted that Gothic emerged as a literary genre with Horace Walpole
entitling his work The Castle of Otranto (1764) as a “Gothic Story,” and began to lose
its popularity when Mary Shelley published her tale Frankenstein in 1818. Even
though there was a subsequent decrease in the amount of books published in the
Gotbhic tradition, the themes, motifs and the rhetoric of Gothic endured the coming of
the 20" century. While in the earlier 18" century Gothic novels there is a return to the

past and discussion of class issues, in the late 19™" century, it can be observed that
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Gothic arises from the present issues and unrest in the society, as well as from the
concerns and problems that threaten the British Empire at the time. This century,
beginning with the coronation of Queen Victoria in 1837 and lasting until 1901, was
to be remembered and marked as The Victorian Age. No other period of time in
history seems to witness such rapid advancements than the 19" century, where in
every sphere from technology, industry and economy to medicine and politics,
innovations of various kinds are observed. Especially towards the end of Queen
Victoria’s reign, the foundations of many modern branches of science and humanities
emerged, with such scholars as Sigmund Freud introducing psychoanalysis, Charles
Darwin publishing his controversial studies on human origin and evolution, and

Cesare Lombroso establishing the study of criminology.

While this may seem like a prosperous era, the 19" century actually harboured a
darker Britain where progression and regression coincided. While London flourished
as the Imperial capital, it also began to populate faster than it could handle. Criminal
activity as well as the number of criminals increased at an alarming speed, disease
spread in the overly populated areas, prostitution became a common practice and the
city was struggling with sanitation problems due to the issues of waste disposal and
underdeveloped sewage system. And so, by the time Gothic re-emerged as a mode
and genre, London and many other greatly populated cities themselves were becoming
Gothic. The earlier signs of this phenomena were captured by many journalists such
as Arthur Morrison, as he observed Brick Lane Street in East London:

Black and noisome, the road sticky with slime, and palsied houses, rotten from
chimney to cellar, leaning together, apparently by the mere coherence of their
ingrained corruption. Dark, silent, uneasy shadows passing and crossing —
human vermin in this reeking sink, like goblin exhalations from all that is
noxious around. Women with sunken, black-rimmed eyes, whose pallid faces
appear and vanish by the light of an occasional gas lamp, and look so like ill-
covered skulls that we start at their stare.?

In this way, the traditional setting of remote landscapes, empty moors and vast, dark

forests were beginning to be replaced by the equally remote and dark city slums where

2 Morrison, Arthur. “Whitechapel,” “The Palace Journal” April 24 1889, retrieved
from: http://www.victorianweb.org/history/slums.html
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“human vermin” lived. The streets which were covered in horse manure, coal residues
and waste produced by factories; the notorious districts where disease and crime was
widespread, were now sources of threat for the readers and characters alike. Unlike in
the previous century where the reader was safe from whatever that caused horror, 19™
century Gothic fiction placed its readers in a “familiar yet unfamiliar” setting in the
heart of London, and even in the confinement of their own houses. Cornered both by
real time events such as Jack the Ripper Murders and fictional terrors such as Count
Dracula’s coming to London, Victorians had nowhere to escape from the criminal or

the monster.

Although shocking, tales of murder, revenge and bloodlust; monsters creeping in the
corners, vengeful ghosts, escaped asylum patients, mad scientists and so on were
immensely popular topics at the time, as “Penny Dreadfuls” — extensive stories
published in cheap print paper — and long-winded serials such as “Varney the
Vampire” appeared to the consummation of wide masses. Nicola Bown and other
critics in The Victorian Supernatural explains this high interest in the paranormal by
connecting it to the reality in which Victorians were living, suggesting that the

fictional settings and the real ones paralleled each other greatly:

It was not simply a matter of stories and storytelling, though, for the material
world they inhabited often seemed somehow supernatural. Disembodied voices
over the telephone, the superhuman speed of the railway, near instantaneous
communication through telegraph wires: the collapsing of time and distance by
modern technologies that were transforming daily life was often felt to be
uncanny. (Bown et al.1)

In an age governed by empiricism and rationalism, it is inevitable that the stories that
are written are linked to the developing world of science. Especially in the second half
of the 19" century science was found in almost every sphere of daily life — in the
newspapers, magazines, in literature, in shops and museums, and in exhibitions. It was
during this time that the professionalization of modern sciences and their sub-
categories appeared, as well as theories and new understandings of humanity. Kelly
Hurley suggests that the ideas introduced at the time not only “demolished a
comfortable anthropocentricism but they also problematized the relation between
external appearances and internal reality” (56). Particularly, it was the theories of
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evolution and degeneration, and various practises of psychology and criminology,
which led to the idea that the humans were not the unique and perfect creatures who
were on top of the evolutionary system. Instead, it was being discussed that humans
were actually deviant and evil beings who could get destructive when freed from
physical and/or social restrictions.

A concern not alien to 18th century Gothic novels, Victorians and Victorian Gothic
writers were also aware of this fact, however, the distinction which marks Victorian
Gothic as Victorian, is this preoccupation with the primitive/archaic forces that lies
within human nature, and turns them into threats for the society, its moral codes and
rules. Many Gothic stories, especially towards the end of the 19" century, held at their
core the awareness of evil to be internal, rather than coming from or caused by other
cultures or groups which were radicalized and externalized. The threat was now
“sinuously curled around the very heart of the respectable middle-class norm” (Byron
150), instead of an outer source; an aristocratic villain, a deranged monk or a group
of bandits. Thus, some of the most popular 19" century Gothic novels such as Bram
Stoker’s Dracula, Robert Louis Stevenson’s Dr. Jekyll and Mr. Hyde, and Richard
Marsh’s The Beetle, were concerned with depicting these anxieties and fears, and how
they were projected onto this one “Other,” which was usually a monster or a
monstrous figure. While in the 18" century these figures were made of spectres,
monsters, corpses, skeletons, evil, monks or nuns, in the Victorian Age they were
replaced and/or joined by familiar, every day figures such as scientists, criminals,
asylum patients, middle class workers, fathers and husbands, etc. The narrative which
was propelled by these characters, were often fragments of information given by
various sources; testimonies, newspaper articles, diaries and other modern inventions
of the time; phonograph diaries or photographs. Unlike the earlier Gothic novels
which relied on manuscripts, ancient myths or stories delivered together from the
perspective of the protagonist or an omniscient point of view, many Victorian Gothic
novels depended on outside sources, multiple narrators and witnesses, accompanied
by technological advances such as telegrams and voice records. In Richard Marsh’s
The Beetle for example, the story is told through a collection of testimonies by four

characters, including a detective called Champnell, who is responsible for the final
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collection of events. In Stevenson’s The Strange Case of Dr. Jekyll and Mr. Hyde, as
the title suggests, a legal case is investigated by a small circle of men who work
professionally in areas of law and medicine. Stevenson adds to his story the narrative
of Dr. Lanyon, a lawyer called Mr. Utterson, and finally Henry Jekyll’s “full
statement” (Stevenson 119) of the case. Most famously in Dracula, Stoker includes
relatively new methods of telling a story; telegrams, short hand writings — later
deciphered by a character named Mina — magazine clippings, transcripts of

phonograph diaries and so on.

Despite their differences, both 18" and 19" century Gothic texts come together on
certain literary terms. Their aim, as aforementioned in the introduction, is to create
ambiguous environments where the sense of reality and imagination is blurred, the
stability of the mind is challenged, and where superstitious beliefs or paranormal
beings such as ghosts, spirits, demons, and vampires are freely envisioned. For the
audience who is generally used to reading neatly packed narratives and storylines

directed by a moral compass, gothic texts offer quite the opposite:

IlI-formed, obscure, ugly, gloomy, and utterly antipathetic to effects of love,
admiration or gentle delight, gothic texts register revulsion, abhorrence, fear,
disgust and terror...They were also considered anti-social in content and
function, failing to encourage the acquisition of virtuous attitudes and
corrupting readers’ powers of discrimination with idle fantasies, seducing
them from paths of filial obedience, respect, prudence, modest, and social
duty. (Botting, Gothic 2)

The heroines and villains of these obscure tales, no matter what their social or
economic status is, are placed in situations where laws of nature are suspended, and
what may seem unreal may actually be a part of reality. Narratives employ this
through limiting as much as possible the characters’ and readers’ knowledge. From
the beginning of the story where the supernatural is introduced, to the ending which
usually wraps up the events and reveals the source of horror, the reader is taken on a
journey in which they are shocked and horrified yet curious to know, to learn, and

perhaps to uncover the mystery themselves.

What is important in these narratives, Botting states, is not how or why the events

happen, but the “production of affects, and emotions, often extreme and negative: fear,
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anxiety, terror, horror, disgust and revulsion” (Gothic 6). Thus, from the first horror
of Conrad’s horrendous death in The Castle of Otranto to the terrifying transformation
of Lucy into a vampire in Dracula, Gothic texts have continued to delight and horrify
their readers and are doing so even in our century, where all the marvels of the
universe are slowly being unravelled. In any era they emerge, Gothic novels are able
to grasp their reader’s attention either with modern concerns or with past anxieties. In
the 21% century, Gothic returns with horrors familiar to us through different mediums
such as cinema, art, music and theatre, and will continue to do so in the future with

adaptations or transformations.
2.2 Monsters and Monstrous Beings in Gothic Fiction

Since ancient times and throughout centuries monsters have occupied the human
mind. They have a special place in folklore, myths, oral tradition and have appeared
abundantly in religious texts. Although their form and purpose has changed over the
years, it can be said that monsters embody common concepts: our anxieties, fears,
repressed feelings and urges. We are repulsed by them and shun them yet at the same
time they are the very objects of curiosity and attraction. In Ancient Greek Mythology,
monsters generally possessed animal forms, from the lion/goat/snake hybrid Chimera,
to the nine headed serpent Hydra. These monsters appeared in famous epics such as
Virgil’s Aeneid and Homer’s Iliad, as creatures to be fought and defeated. Similarly,
in Old English and Medieval Literature, monsters emerged in animal shapes with
some instances such as the Centaur, and the mermaid; both creatures with half human
and half animal body parts. In time, as humanity evolved, monsters began to go
through changes as well. They appeared in human form, having the normal human
physiognomy yet possessing distinct supernatural qualities. Especially in late 19"
century Gothic fiction, these monsters became complex characters with psychological
depth in addition to their horrifying nature. Among them were Richard Marsh’s
sexless, half-God half-human hybrid Helene Vaughan, Bram Stoker’s mysterious and
powerful vampire Count Dracula, and Mary Shelly’s Creature, who are depicted in

various forms in different cinematic cultures.
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To take the term back to its origin, the Oxford Online Dictionary defines a monster as

29 ¢

“a large, ugly, and frightening imaginary creature,” “a congenitally malformed or
mutant animal or plant” or in its derivative form, “an inhumanly cruel or wicked
person” (“Monster”). When etymologically traced, this word can first be found in the
Latin language as monstrum, meaning “something to be shown, something that serves
to demonstrate, (Latin, monstrare: to demonstrate) and to warn (Latin, monere: to
warn)”3. This last connotation mainly refers to the monsters in Classical Age towards
the Renaissance, as examples of divine punishment or bad omens which warn about
upcoming trouble. Such was the case with Beowulf’s Grendel, a giant who was said
to be cursed due to his descending from the lineage of the Biblical figure Cain. In the
16™ and 17" century, giant sea monsters and creatures such as werewolves and ogres
were depicted in world maps in destinations which sailors needed to avoid, and to
discourage the competitions by other countries during the Age of Discovery. Monsters
in this period were also associated with Christianity and religious beliefs. In Medieval
books called the “Bestiaries” which were a collection of drawings and detailed
information about animals, fantastic creatures such as sirens were included to prove
the moral lesson that sailors, who indulged themselves in worldly pleasures, would be

lured by the siren’s songs and eventually lose their lives.

In the 18™ century, monsters and monstrosity were explored under the light of
scientific discoveries; they were very much part of reality instead of simply being
confined to fiction;

The monster assumed a scientized version of earlier forms in its use for both
display and education, as the emphasis in eighteenth-century medical and
scientific study was on the principle of instruction from aberration rather than
from normality. Scientific monsters appeared in many forms: preserved
specimens, anatomical models, casts, wax figures, drawings and skeletons as
well as living beings. (Byron and Townshend 368)

However, it is by the latter half of the 19th century that a “predominantly secularised
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version of ‘monstrosity’” (Smith 87) began to appear in fictional and non-fictional

works. The term “monster” and the concept of the “Other” were popular terminology

3 gtd. in Punter and Byron, The Gothic, pp. 263.
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used by one group to label another person or group with apparent cultural, social, or
physical differences than theirs. In her article From Frankenstein’s Monster to Lester
Ballard, Ashley Lancaster provides a clear definition of what the Other(s) actually
stand(s) for: “Those people who fail where other people flourish typically become
stigmatized as the Other in a society, an outsider who does not conform to that
society’s ideal image” (132). In the British society during the latter half of the 19"
century, this “ideal” difference was usually disturbed by physical appearance, or
resistance to abide by the strict moral codes of the society. There were many people
who were “displayed” in freak shows, circuses, and “monster museums,” to
“demonstrate the culturally drawn boundaries between categories of normal and
abnormal and thus confirm the self-satisfaction of those close to the norm” (Craton
35).

In fiction, particularly in Gothic narratives, the physical differences and anomalies
were often transferred to the monsters or monstrous creatures such as vampires,
shapeshifters, ghosts and even criminals. While these fictional monsters created a
sense of dread and anxiety, the readers were nevertheless compelled to know more
and more about them. In this regard, it is important to point at the dual nature of
monstrosity in Gothic texts, and the feelings it causes in its readers. For Cohen, the
monster is that “uncertain cultural body in which is condensed an intriguing
simultaneity or doubleness” (ix). It attracts and repulses at the same time. We are
attracted because a monster can commit any act (especially of sexual nature) without
being condemned, that is, under the protection of being a monster, they can transgress
the rigid social/psychological and sexual boundaries. We are repulsed, because this
poses a real threat, that monsters could destroy those very boundaries which are

thought to keep the identity and the society stable, pure and safe:

Through the body of the monster fantasies of aggression, domination, and
inversion are allowed safe expression in a clearly delimited and permanently
liminal space. Escapist delight gives way to horror only when the monster
threatens to overstep these boundaries, to destroy or deconstruct the thin walls
of category and culture. (Cohen 17)
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When combined with Kristeva’s abject, Cohen’s words give way to a deeper analysis
of the monster or the Other. It is what humans dread the most, he suggests, the
possibility of personally transgressing those boundaries that keep the identity safe.
With the appearance of the abject monster, one is confronted both by a grotesque
corporeality, and by the repressed feelings and urges concealed deep within the human
psyche.

In many of the Gothic novels, especially towards the end of the 19" century, the two
roles ascribed to monsters are played out excellently. They are there to point at what
is abnormal; they establish difference by means of difference (Trueba 22); they scare
us, but help us indulge in the “joys of being frightened,” (Cohen 17), and finally,
monsters demonstrate the repercussions of consciously transgressing the

physical/psychological perimeters: the loss of oneness and the sense of identity.
2.3 Julia Kristeva’s Powers of Horror and “The Abject”

Following the publication of RPL, Kristeva sets out to produce three major works,
which will define her strategy of engaging with the “semiotic/symbolic threshold
formative of signification” (Keltner 38). Powers of Horror (1980), Tales of Love
(1983), and Black Sun (1987) respectively deal with the concepts of abjection, love,
and melancholia, all of which exhibit for Kristeva “both permanent and historical
crises of meaning and subjectivity” (Keltner 38). The theoretical framework which
this thesis depends on is the earliest work in this trilogy; however, for the complete
analysis of the argument presented in these pages, other works by Kristeva will also

be made use of.

In PH, Kristeva introduces her concept called “the abject”. Many of the critics who
read her work, precariously tried to systematize what the concept refers to or what it
means in general. However, as Kristeva emphasizes herself on many occasions,
abjection is “above all ambiguity” (PH 9) and it “beseeches and pulverizes” the
subject, leading them to a place “where meaning collapses” (PH 2). The abject can be
everything that threatens the unifying signification of humankind, everything that can

lead to the collapse of meaning, and thus “what disturbs identity, system, order” (PH
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4). Although at first glance this can be analysed as a form of nihilism, Kristeva shows
that abjection is a necessity in the formation of subjectivity. Given her background in
psychoanalysis, it is natural for Kristeva to make such a connection, yet what makes
abjection distinct is the fact that while it constructs the subject’s identity, it can also
be the reason why it collapses. For Kristeva, it is what generates and negates the
subject at the same time (RPL 28).

For the most part, Kristeva seems to connect the sense of abjection to a “specific
threshold experience specific to modern societies conditioned by a general crisis of
meaning” (Keltner 72); however, she does not spare the past experiences of abjection,
and analyses them through the concept of sin, confession, Biblical codes and “rite[s]
of defilement” (PH 17). Analysing the modern social experiences of abjection,
Kristeva proposes that modern literature — she examines the works of such authors as
Marcel Proust, James Joyce, and Louis-Ferdinand Céline — is the “privileged
signifier” (PH 208) of abjection, which offers us the possibility of “speaking that
horror” (Becker-Leckrone 20). By way of creating their own language through
literature, “[t]he writer, fascinated by the abject, imagines its logic, projects himself
into it, introjects it, and as a consequence perverts language — style and content” (PH
16).

In the first chapter of PH, “Approaching Abjection,” Kristeva sets to define abjection
through opposing images of fear/desire, possible/impossible, repulsion/fascination,
and “T” versus “not I” (PH 1). This final distinction is explained through the
relationship between the subject and object, which lies at the foundation of abjection.
Unlike the humanistic and rationalist notion which suggests that the subject emerges
as a whole through a sturdy connection with the object, in Kristeva’s view, the subject
and the object do not support, but rather, oppose each other. The subject, as well as
the object are problematic and the former develops in response to an “inaugural loss
that laid the foundation of its own being” (PH 5). For Kristeva the object confronts,
therefore stands opposite to the ‘I; ”” however through its opposition, the object also
draws the subject towards “a desire for meaning,” and so is “homologous” to it (PH

2). The abject, on the other hand, “is radically excluded” and draws the subject
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towards the place where “meaning collapses” (PH 2). Thus, “[t]he abject, has only
one quality of the object-that of being opposed to I” (PH 1). When the conventional
subject/object relationship is disrupted as such, Kristeva states that the first crisis of
subjectivity occurs and abjection comes into play. The latter, in this process, disrupts
the borders which are thus far thought to securely separate the subject and the object.
In RPL, and PH likewise, this initial experience of abjection is connected to the
mother’s presence (whereas in Lacan this would be tied with the Father or the phallus);
“The abject confronts us, on the other hand, and this time within our personal
archaeology, with our earliest attempts to release the hold of maternal entity even
before ex-isting outside of her, thanks to the autonomy of language” (PH 13).
According to Kristeva, this instance is highly necessary for a subject’s maturation,
and occurs during the early days of psychoanalytic development, which will be further

discussed in this section.

Before moving on to the triad of subject-object-abject, it is important to briefly discuss
Kristeva’s psychoanalytic perspective on subject formation. Owing much to Freud
and Lacan in developing her ideas, Kristeva reaches “further back to narrate an
emphatically more primordial, extra-linguistic, and conflictual story of the subject”
(Becker-Leckrone 27). While Lacan puts emphasis on the Mirror Stage where “the |
is precipitated in a primordial form, before it is objectified in the dialectic of
identification with the other, and before language restores to it...its function as
subject” (qtd. In Becker-Leckrone 27)*, Kristeva attributes the emergence of self to
an earlier stage before the infant comes across the image of herself in front of the
mirror. To account for this early signification of the subject, in RPL Kristeva
introduces her enigmatic concept, “the semiotic.” The semiotic is an “asymbolic”
realm that is “also not reducible to Lacan’s categories of the imaginary or the real —
which precedes and exceeds the workings of the mirror stage” (Becker-Leckrone 28),
and so is pre-language. In this realm, the symbiotic relationship the mother has with
the infant, the heavy interdependence of the two where the mother takes care of, and
accounts for every need of the infant; their shared laughter, crying and intimacy

% Lacan, Jacques. “The Mirror-Phase as Formative of the Function of the 1,” translated
by Jean Roussel, New Left Review, vol. 51, 1968, pp. 72. Web. 8 Feb. 2019.
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establishes a “place or space of significant activity” (Covino 19) which Kristeva calls

the semiotic chora. The chora for Kristeva is

not yet a position that represents something for someone (i.e., it is not a sign);
nor is it a position that represents someone for another position (i.e., it is not
yet a signifier either); it is, however, generated in order to attain to this
signifying position. (RPL 26)

For Kristeva, the chora is explained in close relation to the development of the abject;
“[T]he semiotic chora is no more than the place where the subject is both generated
and negated, the place where his unity succumbs before the process of charges and
stages that produce him” (RPL 28). In this intimate world, before the articulation of
the linguistic sign “as the absence of an object and as the distinction between real and
symbolic” (RPL 26) Kristeva proposes that the first instance of abjection is

experienced.

To return to the earlier discussion on development of subjectivity, it is now relevant
to explain Kristeva’s precise argument. Firstly, it can be derived that Kristeva situates
the subject’s formation at an earlier stage before the entrance of language, before
Lacan’s Symbolic stage. In a “narcissistic crisis” (PH 14) the infant is driven by an
impulse to expel the Mother, to separate itself “in the immemorial violence with which
a body becomes separated from another body in order to be” (PH 10). As the mother
for Kristeva holds a strong authority before “the law of the father” steps in, the infant’s
separation from the mother is a “violent, clumsy breaking away” (PH 13). However,
as the mother exerts a power over the subject throughout the course of its life, the
latter is under “the constant risk of falling back under the sway of a power as securing
as it is stifling” (13). In this regard, the mother, “with all her elements of the self that
threaten or violate codes of behaviour and discursive expression” (Covino 21) must
be abjected. Abjection thus becomes a twofold concept which represents the infant’s
“initial confrontation with an ambiguous maternal space that is both the condition of
and a threat to the infans’ own being” (Keltner 46; emphasis added). It is deeply
engraved into the human psyche, something one will continuously experience in its
life, it is “an inescapable boomerang, a vortex of summons and repulsion [that] places

the one haunted by it literally beside himself” (PH 1). Similarly, in Freud’s
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theorization of “the uncanny,” one feels threatened by feelings that are repressed and
hidden deep in the unconscious. For Freud the uncanny is not something new or
experienced once in a subject’s life but it is “something familiar and old - established
in the mind that has been estranged only by the process of repression” (47). In that
sense, abjection could be linked to the uncanny; however, for Kristeva abjection is
“[e]ssentially different from ‘uncanniness,” more violent, too, [abjection] is elaborated
through a failure to recognize its kin; nothing is familiar, not even the shadow of a

memory” (PH 5).

On the individual level, the first experience of abjection takes place during the
infantile years. Throughout the life of a subject, experience(s) of abjection pursues,
and emerges in the crucial moments, during the “most intimate and most serious
apocalypses” (PH 208). It is as Kristeva emphasizes, what radically displaces the
subject from its proper place, yet at the same time what is necessary for an individual’s
psychoanalytic development. On the societal level, Kristeva examines abjection
through the history of Christianity and Judaism, and identifies a set of codes, or
codifications that lay the foundation of the abject. These religious, moral and
ideological codes are simultaneously what liberates and represses the abject (PH 209),
and work through certain cultural prohibitions, taboos, and religious rituals.
Historically, in the primitive cultures, the religious codifications of abjection have
shown for Kristeva the struggle to ward off evil, and safely separate the borders
between inside/outside, society/subject. Beardsworth, in her analysis of Kristeva
suggests that what these religious codifications actually accomplish is, “causing it to
exist through an act of exclusion that shifts the abject from the border of the subject”
(119).

The primary act(s) of exclusion Kristeva identifies, are the “rites of purification”
against filth and defilement. They are only “one of the possible foundings of abjection
bordering the frail identity of the speaking being” (PH 67). The danger of filth,
uncleanliness and disorderliness is always present as a threat to both an individual and
to the collective consciousness of society. Developing her ideas of defilement in

relation to Mary Douglas’ ideas in Purity and Danger: An Analysis of Concepts of
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Pollution and Taboo (1966) Kristeva proposes that filth “applies only to what relates
to a boundary and, more particularly, represents the object jettisoned out of that
boundary, its other side, a margin” (PH 69). From the margin(s), emanates bodily
wastes; spit, milk, blood, excrement, urine, sweat etc. all of which for Douglas, and
subsequently for Kristeva posit a “potency of pollution” (PH 69) which like the abject,
threatens the social and symbolic orderliness: “Or, to put it another way, the danger
of filth represents for the subject the risk to which the very symbolic order is
permanently exposed, to the extent that it is a device of discriminations, of
differences” (PH 69). The bodily wastes the subject produces, or rather expels, render
the body obscure, equivocal, and thus unstable on the properly defined boundaries of
the symbolic and social order. Thus, abjection cannot be removed from an individual’s
experience or from a society’s, when physically our bodies are the source of internal
and external pollution. By way of such acts or rituals of purification, societies
repeatedly attempt to ward off the abject;

The body’s inside...shows up in order to compensate for the collapse of the
border between inside and outside. It is as if the skin, a fragile container, no
longer guaranteed the integrity of one's “own and clean self” but, scraped or
transparent, invisible or taut, gave way before the dejection of its content. (PH
53)

According to Kristeva, filth and defilement is subjected to these rites of purification
with derivations in different religions. As such, abjection too “assumes specific shapes
and different codings according to the various ‘symbolic system’” (PH 68). Religion,
in Kristeva’s view, “assumes the task of warding off that danger” (PH 64) and through
the imposition of pure/impure, and through the purification rites the subject is
provided a grounds to ward off the abject. In PH, these rituals are described in the

following way:

It is as if dividing lines were built up between society and a certain nature, as
well as within the social aggregate, on the basis of the simple logic of
excluding filth, which, promoted to the ritual level of defilement, founded the
“self and clean” of each social group if not each subject. The purification rite
appears then as that essential ridge, which, prohibiting the filthy object,
extracts it from the secular order and lines it at once with a sacred facet.
Because it is excluded as a possible object, asserted to be non-object of desire,
abominated as ab-ject, as abjection, filth becomes defilement and founds on
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the henceforth released side of the “self and clean” the order that is thus only
(and there, always already) sacred. (PH 65)

In her discussion of filth, Kristeva argues that objects of pollution are not always
signalling at an internal or external decay. “[N]either tears nor sperm” (PH 71) for
example, are subjected to purification rites, and among those that are subjected to
them, there are privileged ones. Kristeva thus identifies two types of polluting objects,
the first one of which, excremental, “stand[s] for the danger to identity that comes
from without: the ego threatened by the non-ego, society threatened by its outside, life
by death” (PH 71). It is what essentially “sets up” the border between inside and
outside (Lechte 163). The second, menstrual blood “stands for the danger issuing from
within the identity (social or sexual); it threatens the relationship between the sexes
within a social aggregate and, through internalization, the identity of each sex in the
face of sexual difference” (PH 71). Through a psychoanalytic approach, Kristeva
suggests that these two defilements in particular “stem from the maternal and/or
feminine, of which the maternal is the real support” (PH 71). This hints at a previous
argument mentioned in RPL; the authority of the maternal, or the semiotic. In effect,
defilement is closely connected with the maternal; “[D]efilement is the translinguistic
spoor of the most archaic boundaries of the self's clean and proper body. In that sense
if it is a jettisoned object, it is so from the mother” (PH 73). For Kristeva, the archaic,
maternal authority thus has a correlation with purification rites, and the primal
mapping of a subject’s body:
Through frustrations and prohibitions, this authority shapes the body into a
territory having areas, orifices, points and lines, surfaces and hollows, where
the archaic power of mastery and neglect, of the differentiation of proper-clean
and improper-dirty, possible and impossible is impressed and exerted. It is a
‘binary logic’ a primal mapping of the body that I call semiotic to say that,
while being the precondition of language, it is dependent upon meaning, but
in a way that is not that of linguistic signs nor of the symbolic order they found.

Maternal authority is the trustee of that mapping of the self’s clean and proper
body: it is distinguished from paternal laws” (PH 72)

The emphasis Kristeva puts on maternal authority here, points at an essential
difference which marks the semiotic authority as different from the authority of the

symbolic. Defilement and the rituals surrounding it, are what separate the subject from
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the mother (and thus abjects her) and helps propel itself to the proper/clean, separate

realm of the symbolic:

[T]he rites surrounding defilement, particularly those involving excremential
and menstrual variants, shift the border (in the psychoanalytic meaning
relating to borderline patients) that separates the body’s territory from the
signifying chain; they illustrate the boundary between semiotic authority and
symbolic law. (PH 73)

The clash between the two authorities in relation to the purification rites, signals an
important indication. In the societies where paternal law takes constant hold and the
purification rites seem to be on the front, maternal authority is greatly repressed. By
way of contrast, when there is an “instability in the function that stabilizes the
language/body opposition, semiotic authority shows up,” and so “[p]urification rituals
manifest the effort and failure of symbolic, paternal law to fully regulate the members
of the society” (Beardsworth 128). This, for Kristeva, stems from an archaic fear, the
fear of the mother’s generative power (PH 77). It is thus “not surprising” Kristeva
says, “to see pollution rituals proliferating in societies where patrilineal power is
poorly secured, as if the latter sought, by means of purification, a support against

excessive matrilineality” (PH 77).

According to Kristeva, the epitome of abjection is experienced during the encounter
with the corpse, the cadaver. It is the ultimate defilement, what pollutes and renders
the boundary between life and death obscure, depriving the subject of a proper
separation from what it expels; “[T]he corpse, the most sickening of wastes, is a border
that has encroached upon everything. It is no longer I who expel, “I” is expelled” (PH
4). The confrontation with the corpse is a paramount event for Kristeva, as it openly
shows abjection resisting the borders set to keep the subject distinct from the object;

In that compelling, raw, insolent thing in the morgue's full sunlight, in that
thing that no longer matches and therefore no longer signifies anything, I
behold the breaking down of a world that has erased its borders...The corpse,
seen without God and outside of science, is the utmost of abjection. It is death
infecting life. Abject. It is something rejected from which one does not part,
from which one does not protect oneself as from an object. Imaginary
uncanniness and real threat, it beckons to us and ends up engulfing us. (PH 4)
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Abjection takes hold, dizzies and sickens the subject with the corpse that “no longer
signifies anything” (PH 4). Kristeva believes “a flat encephalograph” (PH 3) instead,
could be a signifier for death and thus could protect the subject from a violent
confrontation with the corpse. Nevertheless, corpses are still crucial to subjectivity as
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they “show me what I permanently thrust aside in order to live,” “as in true theater,
without makeup or masks” (PH 3). Even though the corpse — especially when it has
sentimental value for a person — is what we dread to see, it is still attractive to us as in
the sense that the abject is what repulses, and attracts at the same time. We are
intrigued yet repulsed, just as in a horror movie in which one cannot look away, but

is horrified from what is unfolding in the scene.

As filth and defilement are subjected to purification rituals, so does the corpse. In
dealing with what poses as threat to the symbolic order and coming face to face with
the abject, Goodnow proposes that there are three components constituting the rituals
surrounding the corpse. The first one is identifying and confirming if one is dead; “a
search for the pulse, a mirror at the mouth...from one lay person’s decision to
judgement by a recognized authority (shaman, chief, midwife, physician)” (48), and
in some cases, making sure they remain dead; “Vampires, for instance, require silver
bullets, or burials at the crossroads with a stake through the heart” (48). The second
component may vary from one society to another. The body may be cremated in some
religions, while in other belief systems it may be mummified, placed in a box or buried
with valuables. The last component Goodnow identifies is related to the location
where the dead will remain; “a funeral pyre, a tree, a box in the ground, the depths of
the sea” (48). What is crucial in identifying these components are the short, controlled
moments of contact with the abject. In the end, the symbolic law still dictates that the
dead will remain as such, and will be cast away from the world of the living. For
Kristeva, this necessity comes from a religious background;
A decaying body, lifeless, completely turned into dejection, blurred between
the inanimate and the inorganic, a transitional swarming, inseparable lining of
a human nature whose life is undistinguishable from the symbolic-the corpse
represents fundamental pollution. A body without soul, a non-body,

disquieting matter, it is to be excluded from God's territory as it is from his
speech. Without always being impure, the corpse is "accursed of God"
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(Deuteronomy 21:23): it must not be displayed but immediately buried so as
not to pollute the divine earth. (PH 109)

The rituals surrounding the corpse, and the concept of death, reminds us once again
how an individual or a society confronts what is abject. Whatever the case may be,
the abject must be removed immediately and jettisoned, to the other side of the border
where the impure, the unclean and disorder rest. While this may seem to result in the
emergence of a healthy and conscious individual and society, Kristeva is quick to
mention that abjection is a “universal phenomenon; one encounters it as soon as the
symbolic and/ or social dimension of man is constituted, and this throughout the

course of civilization” (PH 68).

In this way, the process of confronting the abject and shunning it away from the self
can be likened to a vicious cycle which engulfs an individual from the beginning of
their life, until they themselves become the very paradigm of waste/defilement: a
corpse. What should not be missed in this discussion is that it is not always a state of
uncleanliness or pollution which triggers abjection, but the general threat it poses for
the subject, and the society. Kristeva thus mentions that “lack of cleanliness or health”
(PH 4) are not the immediate causes of abjection but the ambiguous nature they hold
against the rational and pure subject.

On the individual or social level, the horrifying face of the abject for Kristeva can
show its face in “[t]he traitor, the liar, the criminal with a good conscience, the
shameless rapist, the killer who claims he is a savior” (PH 4). Moreover, what
amplifies the threat of the abject is “premeditated crime, cunning murder, hypocritical
revenge,” (PH 4) as they point at the instability of the social/symbolic system that the
subject is in. Any crime committed with or without a conscience is abject — since it
shows the fragility of the law, and a fracture in the prevailing system/order. Thus,
abjection is in close relation to “perversion...because it neither gives up nor assumes
a prohibition, a rule, or law; but turns them aside, misleads, corrupts; uses them, takes
advantage of them, the better to deny them” (PH 15). There is one distinction Kristeva
makes however: it is the “amoralist, the rebel against the law” and those who commit
“liberating, suicidal crime” (PH 4). These, Kristeva believes are not abject in nature,

for the true image of the abject is “immoral, sinister, scheming, and shady: a terror
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that dissembles, a hatred that smiles, a passion that uses the body for barter instead of

inflaming it, a debtor who sells you up, a friend who stabs you” (PH 4).

For Kristeva, the one “spokesperson” of abjection, the medium which “represents the
ultimate coding of our crises, of our most intimate and most serious apocalypses” (PH
208) is literature. Although she mentions different forms of art, none other than
literature — especially modern literature — she inspects such authors as Dostoyevsky,
Lautreamont, Proust, Artaud, Kafka, Céline etc. — holds such a power in “unveiling
the abject” as “[l]iterature has always been the most explicit realization of the
signifying subject’s condition’ (RPL 82). In the final chapters of PH, Kristeva
examines this power of great modern literature, or the work of avant-garde authors in
relation to religion. She suggests that religions, in the world of the 20™ century have
lost their power to lead masses, and exert prohibitions due to the fact that people are
“too aware of their techniques to yield to them” (PH 133). What, or who then would
take on the burden of speaking the abject, representing it? Kristeva’s answer lies in

the modern writer, and the work they produce;

[T]he aesthetic task...amounts to retracing the fragile limits of the speaking
being...Through that experience, which is nevertheless managed by the Other,
“subject” and “object” push each other away, confront each other...at the
boundary of what is assimilable, thinkable: abject. Great modern literature
unfolds over that terrain: Dostoyevsky, Lautreamont, Proust, Artaud, Kafka,
Céline. (PH 18)

Moreover, “[t]he writer, fascinated by the abject, imagines its logic, projects himself
into it, introjects it, and as a consequence perverts language — style and content’ (PH
16). For critics like Beardsworth, what this perversion of language actually signifies
1s “to bring out the impossibility, that is to say, the ‘power play’ the ‘necessary and
absurd seeming’ of religion, morality, and law as systems of representation” (142). In
Kristeva’s view, the confrontation with the abject and purifying it is a process which
religion and literature hold in common; “The various means of purifying the abject-
the various catharses- make up the history of religions, and end up with that catharsis
par excellence called art...the artistic experience, which is rooted in the abject it
utters...appears as the essential component of religiosity” (PH 17). However, “when
all is said and done,” when the collapse of all meaning come about, literature will be
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the sole survivor of this apocalypse as it is “destined to survive the collapse of the

historical forms of religions” (17).

In a span of more than two hundred pages and eleven chapters, Kristeva aims to
explain her concept of abjection. In addition to her inventive vocabulary, complex
clauses and idioms, colourful and abstract imagery, Kristeva’s explanation of
abjection works “largely by declaring what it is not” (Becker-Leckrone 36). Her initial
description in the very first paragraph of the book shows how abjection is “above all
ambiguity,” and resists proper definition, yet it is always present and accompanies the
subject throughout its life. It does not spare anyone, not even infants, man or woman,
or the collective consciousness of a society. Abjection for Kristeva, is what constructs
and deconstructs a subject; through the moral, religious, social codes of a society and

the individual’s relationship with them.

In general, abjection can refer to a moment of “extreme subjectivity,” where the
subject experiences “a crisis in which the borders of self and other radically break
down” (Becker-Leckrone 151). The first moment a subject experiences this crisis is
in the initial separation as an infant from the Mother, in a stage before the entrance of
the symbolic law. Kristeva differs in this argument from Lacan’s ideas on
psychoanalytic development. She suggests that the infant does not need the Symbolic
law or the regulation of language to properly carry itself into a social system/order.
One of Kristeva’s crucial arguments at this point, is the importance she puts on what
she calls the “semiotic,” the realm of the mother. When the subject does get to the
stage — that is when a subject successfully abjects the mother — the sense of abjection
does not stop following them, as “from its place of banishment, the abject does not
stop challenging its master” (PH 2). The manifestations of abjection can appear in any
moment of crisis, during moments of extreme horror, loathing of food or lack of
morality and purity. It is highly personal, as much as it is experienced on a collective

level in different societies and on different levels.
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CHAPTER 3

FRANKENSTEIN

The aim of this chapter is to study Mary Shelley’s Frankenstein (1818) through a
focus on the protagonist Victor Frankenstein and his monstrous creation. In
Frankenstein, Mary Shelley presents us what can be deemed abject in a material form;
a creature made and animated by parts of various human corpses. In the process of
creating this monster and the aftermath of its coming to life, the novel shows us how
Victor gradually loses his sense of identity, his position in the symbolic order and how
he falls victim to the temptations of abjection. Furthermore, the Creature’s gross
materiality along with Victor’s treatment of it, is shown to be a yearning for and
ultimate rejection of the mother. This is what Kristeva places at the centre of her
concept of abjection, as the subject’s first experience of it and something which is
necessary for their development; “Matricide is our vital necessity, the sine qua non
condition of our individuation” (BL 27-28). In this regard, this chapter will also
explore “monstrous” maternity, and the abjection of it as represented by Victor and
the Creature.

Frankenstein is a work of fiction which “defies a single interpretation” (Johnson viii.)
and explores many topics ranging from science, society, the formation of human
nature and psyche, to femininity, masculinity and sexuality. With a narrative structure
resembling Chinese boxes, Frankenstein presents us “multiple layers of hearsay
testimony;” (Gamer 101) Victor Frankenstein’s, the Creature’s, and a sailor’s, who is
named Walton. Through their accounts we witness as readers, how Victor is first

tempted by the abject, then drawn into it and finally, reaches a state in which he cannot
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be distinguished from the monster he has created. Mary Shelley provides us with a
retrospective and detailed account of Victor’s psychological development which
greatly contributes to the main argument this thesis aims to pursue. His early life
where he mentions his close relationship with Elizabeth, who is “there to subdue [him]
to a semblance of her own gentleness” (31), and his mother whose existence Victor
perceives “as part of [their] own” (35); almost foreshadows, and gives us hints about
his troublesome journey to abjection, and to the ultimate creation of the monster which
Hogle sees as “a desire to reunite with his dead mother and somehow engender
artificial life from her and his biological decay” (Introduction 5). This heavy
dependence on the mother and a mother like figure which Victor signals through his
early recounting of his childhood, brings him close to the realm of abjection, and thus

to the realm of the “archaic mother” (PH 77).

In following Victor’s journey from a stable, unified symbolic identity to a fragmented
Kristevean “speaking subject,” it is important to trace his steps before, during and
after he completes his creature. Therefore, the first part of this analysis will follow the
events before the creation, when the sailor captain Walton begins his narrative after a
stranger drifts towards his ship on a large block of ice, and decides to disclose his
story to him. The sailors and the captain himself are all captivated by this stranger,
although the latter’s state is something resembling “wildness and even madness”
(Shelley 21). Moreover, he is in a poor health condition, in a “decaying frame” (22)
and on the verge of death. However, after Walton aids the stranger — who reveals
himself to be Victor Frankenstein — he is restored to health and begins his narration
starting from his childhood, until his eventual “ruin” (32). From Victor’s narration,
we learn that he was a child who never “trembled at a tale of superstition, or to have
feared the apparition of a spirit (41). At a young age, he was not scared of darkness,
and visited the churchyard often to see people being buried and body parts being
gruesomely handled. Furthermore, Victor explains that he was always “capable of
more intense application, and was more deeply smitten with the thirst of knowledge”
(29) than her cousin Elizabeth, whose “saintly soul...shone like a shrine-dedicated
lamp in our home” (31). Instead of pursuing scientific knowledge and aspiration,
Elizabeth indulged herself in such affairs as “the creations of the poets; and in the
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majestic and wondrous scenes which surrounded our Swiss home” (30). Within the
first chapter of the story Shelley shows how masculine and feminine natures are
separated, and how science and the pursuit of knowledge strongly defines them.
However, what Shelley is concerned with, as Johnson puts it, is not the separation of
these two spheres, but “the removal of any feminine element” from the scientific

process of obtaining knowledge (“Introduction” x).

In this respect, Victor is sent to university in Ingolstadt to pursue a career in science.
He meets a new professor, Mr. Waldman in the university and gets encouraged to
study the works of medieval scholars such as Cornelius Agrippa, Albertus Magnus
and Paracelsus. Unlike Victor’s father who labels their work as “sad trash” (Shelley
31), and the other professors who quickly displaced them as “useless names” (37),
Mr. Waldman seems to enjoy them and approves Victor’s enthusiasm. For Botting,
this instance is a display of the “romanticisation of science” on Shelley’s side, which
in the end will lead to the “torrential overcoming of boundaries and the vision of a
new species;” (“Frankenstein, Werther and the Monster of Love” 12) an endeavour

Victor will soon take upon himself:

As he went on | felt as if my soul was grappling with a palpable enemy; one
by one the various keys were touched which formed the mechanism of my
being: chord after chord was sounded, and soon my mind was filled with one
thought, one conception, one purpose...I will pioneer a new way, explore
unknown powers, and unfold to the world the deepest mysteries of creation.
(Shelley 38)

Similar to the Biblical story of the creation of Eve and Adam, Victor seems to be in a
scientific frenzy and takes upon himself the burden of creation. He even goes as far
to say that he will be a “father,” (43) and a “new species would bless [him] as its
creator and source; many happy and excellent natures would owe their being to [him]”
(43). The above account by Victor is intriguing since it suggests transgressive
behaviour and an attempt to disrupt the boundaries between life and death, moral and
immoral, creator and creation; all of which are binaries firmly established in the era
Shelley writes in. Victor reveals that although he finds it impossible to renew life
“where death had apparently devoted the body to corruption” (43) he is still pursued
and urged forward by “a resistless, and almost frantic, impulse” (43). This pursuit is
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so destructive that it causes Victor to cut off all his interaction with the outer world,
confine him to a solitary apartment, and make him lose “all soul or sensation” (43).
He is slowly being enticed by his abject quest, as Kristeva states it is what happens to
abjection’s so many “fascinated victims” (PH 9). Those who are engulfed by it, are
both attracted and repulsed by abjection at the same time; “One does not know it, one
does not desire it, one joys in it [on enjouit]. Violently and painfully. A passion.” (PH
9).

In this way, Victor is driven by a “frantic impulse” which he often questions himself
yet does not seem to hold the power to oppress or get rid of; “[O]ften did my human
nature turn with loathing from my occupation, whilst, still urged on by an eagerness
which perpetually increased...I could not tear my thoughts from my employment,
loathsome in itself, but which had taken an irresistible hold of my imagination”
(Shelley 43-44). The last statement here is especially of importance as it tells us a
great deal of the thought process Victor is going through. At this point, Victor seems
to acknowledge a separation between his “human nature,” and a side which he does
not name yet — or cannot in this matter — that opposes the creation of the monster. He
also recognizes the impulse, or desire he is driven by towards his monstrous creation
which will not be satiated until “the great object, which swallowed up every habit of
[his] nature, should be completed” (44).

After long, arduous experimentation, Victor reveals that he successfully created and
animated the monster, or in its other names; the “dreaded spectre” (48), “a blot on the
earth” (93), an “ogre” (109), a “demonical corpse “(46), and an ‘“abortion” (169).
These last two names are crucial in linking Kristeva’s abjection, particularly maternal
abjection with the creation of the monster. In discussing the doctoral thesis of Louis-
Ferdinand Céline — whose work is central in her analysis of abjection and who she
describes as “fascinating, mysterious, intimately nocturnal, and liberating” (PH 133)
— Kristeva mentions Céline’s interest in the studies of Semmelweis, a Hungarian
doctor during the 18" century. According to Semmelweis, puerperal fever in woman

after childbirth, may result from contamination of the female genitalia by a corpse,
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when doctors do not wash their hands after interacting with the latter. This, Kristeva

reads as,

a fever where what bears life passes over to the side of the dead body.
Distracting moment when opposites (life/death, feminine/masculine) join in
order to constitute what is probably more than a defense fantasy against the
persecuting power of the mother: a panic hallucination of the inside's
destruction, of an interiorization of death following the abolishment of limits
and differences. (PH 159-160).

In effect, when Victor finishes his creature he experiences a fever similar to a woman
giving birth and going through afterbirth infections such as the puerperal fever. Victor
“gives birth” to a monster, and catches a “slow fever” (Shelley 45) which confines
him to bed. He traverses life, and enters the realm of the dead, of abjection, to bring
about what will be neither, a grotesque embodiment of Kristeva’s abject: the Creature.
The Creature in this regard, is appropriately called an “abortion,” (169) and a
“demonical corpse,” (46) as it is neither dead nor alive. In Kristeva’s terms, Victor
faces the creature in a “panic hallucination” (PH 159) and begins to feel more than

ever, the effects of abjection, and his identity being violently shaken to its foundations:

But my enthusiasm was checked by my anxiety, and | appeared rather like one
doomed by slavery to toil in the mines, or any other unwholesome trade, than
an artist occupied by his favourite employment. Every night | was oppressed by
a slow fever, and | became nervous to a most painful degree; the fall of a leaf
startled me, and | shunned my fellow-creatures as if | had been guilty of a crime.
(Shelley 45)

For Kristeva, a subject experiences, or feels the desire to experience abjection at an
early stage in their life. The first instance of abjection occurs during the infantile years,
when there is a heavy dependence on the mother, and a symbiotic relationship between
the infant and the mother. Developing her ideas on Lacan’s psychoanalytic
development, Kristeva locates abjection in a place which she conceptualizes as “the
semiotic,” or “the semiotic chora,” which precedes the Symbolic stage, and therefore,
precedes language. In RPL Kristeva explains it as such: “[T]he semiotic chora is no
more than the place where the subject is both generated and negated, the place where
his unity succumbs before the process of charges and stages that produce him” (28).

In order for the infant to pass this stage and successfully move onto the realm of the
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Father or the Symbolic, the mother, ultimately must be abjected. In a “narcissistic
crisis” (PH 14) the infant is driven by an impulse to expel the Mother, to separate
itself ““in the immemorial violence with which a body becomes separated from another
body in order to be” (PH 10). Such is the violence Victor experiences when he works
to assemble his creature. In this sense, Victor’s creation and the process he goes
through before and after it can be explained as his identity being “generated, and
negated,” into a final, abject identity. While Victor strives to reunite with his mother
and achieve successful abjection of her as Hogle suggests, what he will eventually
face however, is not a successful re-entry to the patriarchal, symbolic realm, but rather

a “violent, clumsy breaking away” (PH 13) from it.

Thus, the abjection in Frankenstein reaches its peak when Victor narrates the Creature
coming to life. Instead of relief and scientific satiation he hoped he would achieve
after his creation, Victor is left with feelings of horror and disgust. When he gazes
into his creature’s eyes and receives its gaze back, his horror is amplified and causes

him to hastily leave the room and abandon the Creature;

How can | describe my emotions at this catastrophe, or how delineate the
wretch whom with such infinite pains and care had | endeavoured to form...For
this | had deprived myself of rest and health. | had desired it with an ardour
that far exceeded moderation; but now that | had finished, the beauty of the
dream vanished, and breathless horror and disgust filled my heart. Unable to
endure the aspect of the being | had created, | rushed out of the room, and
continued a long time traversing my bedchamber, unable to compose my mind
to sleep. (Shelley 45)

The Creature’s grotesque appearance furthers Victor’s disgust and loathing towards
it. The scientific and natural boundaries having already been violated, Victor faces
this deadly transgression, and responds as if he has seen the result for the first time:

His limbs were in proportion, and | had selected his features as beautiful.
Beautiful! Great God! His yellow skin scarcely covered the work of muscles
and arteries beneath; his hair was of a lustrous black and flowing; his teeth of
a pearly whiteness; but these luxuriances only formed a more horrid contrast
with his watery eyes, that seemed almost of the same colour as the dun-white
sockets in which they were set, his shrivelled complexion and straight black
lips.
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The moment the Creature is alive, it sets up its own “Otherness”. It is not a “seamless
and unified organic whole, but a jagged collection of pieces: muscles, arteries, pearly
teeth, straight black lips, yellow skin and watery eyes,” (Chu 2010) everything that
would separate it from a normal human being. The Creature’s abject status is
displayed by these “artifical” body parts; its “watery eyes” that suggested disease, its
“yellow skin” which did not hide the palpitation of the arteries beneath, and its
“straight black lips” that give a sign of lack of blood or heart failure. Nevertheless, the
Creature is still a site of attraction with its “lustrous black and flowing” hair and “teeth
of pearly whiteness”. Shelley’s “hideous progeny” (‘““‘Author’s Introduction” 5) in this
sense, not only constructs its own “made-upness” but also its own liminal status
between life and death. It is upon this sight that one “becomes separated within
[themselves] due to the attendant horror at the distinction between life and death”
(Diederich 22).

Ultimately a corpse brought back to life, the Creature in Kristevean terms is “death
infecting life,” it is “the utmost of abjection” (PH 166). When one confronts a corpse,
they realize they are “at the border of [their] condition as a living being. [The] body
extricates itself, as being alive, from that border” (PH 166). And so when the Creature
confronts him, Victor experiences abjection in its most corporeal form. He is then
reduced to an immobile state, unable to use language to specify his “breathless
horror,” (Shelley 45) and once he leaves the room he falls asleep, only to be woken
up by the Creature gazing at him again; “I started from my sleep with horror; a cold
dew covered my forehead, my teeth chattered, and every limb became convulsed”
(Shelley 46).

In this scene, Shelley gives us an insight into Victor’s subconscious as he falls asleep.
In adream, Victor sees Elizabeth and for a moment he seems to be relieved. He rushes
to hug her yet when he pulls away to look at her face, Victor is horrified to see
Elizabeth gradually turning into a “worm-ridden image” of his mother; “[H]er features
appeared to change, and | thought that | held the corpse of my dead mother in my
arms; a shroud enveloped her form, and | saw the grave-worms crawling in the folds

of the flannel” (Shelley 46). This momentous scene anticipates for many critics the
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works of Sigmund Freud, his practice of psychoanalysis, and most importantly for this
study, Victor’s confrontation with the abject as well as the abject mother. Through
Victor’s dream, Shelley shows us that instead of returning to the “securing power”
(PH 13) of the mother Victor felt as a child — and as an adult — what is confronted in
the end is the “archaic mother,” “with all her elements of the self that threaten or
violate codes of behaviour and discursive expression” (Covino 21). Hogle, in his
analysis of Kristeva’s “speaking subject,” states that this confrontation with the

mother is what lies in the core of our being;

What we “throw off,” she suggests, is all that is “in-between...ambiguous...co-
mposite” in our beings, the fundamental inconsistencies that prevent us from
declaring a coherent and independent identity to ourselves and others [PH 4].
The most primordial version of this “in-between” is the multiplicity we
viscerally remember from the moment of birth, at which we were both inside
and outside of the mother and thus both alive and not yet in existence (in that
sense dead). It is this “immemorial violence” that lies at the base of our beings
and is one basis of the primal chaos calling us back, yet it is that morass from
which we always feel we must “become separated in order to be” a definable
person. (“Introduction” 7)

The dream scene is analysed in detail by many critics such as Diane Hoeveler, who
states that Victor’s dream represents a “‘moment of desire’ in the novel, with its
conflation of the sexualized Elizabeth (‘desire’) and the dead mother (‘lack’)” (51).
The word “lack” here gives a reference to Kristeva’s “inaugural loss” (PH 5) which
she locates at the foundation of subjectivity. For Kristeva, when the subject tries to
identify with “something on the outside” it gets confronted by an impossibility, and
realize that “abjection constitutes its very being, that it is none other than abject” (PH
5). In this regard, when Victor creates the monster in the hopes that one day he might
transfer this knowledge to another attempt and revive his mother, he faces the
impossibility posed by Kristeva, and realizes that in the place of desire and

recognition, there lies the abject instead.

Another reading of the dream scene is by Fred Botting, who in the chapter
“Frankenstein, Werther and the Monster of Love” states that Victor’s dream signifies

a moment where
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death, decay, and sexual difference turn eroticism into continual catastrophe,
fragmenting being, separating subject from object rather than enabling their
unification. Frankenstein notes how his world has turned upside down. The
inversion of poles from life to death, union to separation reopens the gap and
arouses the subject’s sense of absolute loss. Mimicking the convulsions that
brought the creature to life, Frankenstein’s throes of despair constitute an
unavowed recognition of his own monstrosity. (159)

In the aftermath of the Creature’s birth, the loss of self-control and unity in Victor
shows itself through a parallelism between the Creature’s physical appearance and
Victor’s. Similar to the rapid palpitation of the transparent veins, Victor feels an
increased awareness of his own heart and arteries, he moves with difficulty and
staggers under the weight of exhaustion. His countless attempts to identify with
“something on the outside” (PH 5) finally receives an answer, although an unwanted

one. Progressively, Victor heads to his own abjection:

Sometimes my pulse beat so quickly and hardly that | felt the palpitation of
every artery; at others, I nearly sank to the ground through languor and extreme
weakness. Mingled with this horror, | felt the bitterness of disappointment;
dreams that have been my food and pleasant rest for so long a space were now
became a hell to me; and the change was so rapid, the overthrow so complete!
(46)

When Victor re-enters his apartment with his friend Clerval, — whom he met on his
way outside as he flees from the monster — and looks around for the Creature, he is
scared, “as children are accustomed to do when they expect a spectre to stand in
waiting for them on the other side” (Shelley 48). Upon realizing that the Creature has
left, Victor falls into an episode of frenzy, overjoyed as well that his friend did not
witness his dreaded creation. Although the Creature is absent and Victor seems to be
relieved, he still cannot fully get rid of the sense of abjection, which Kristeva describes
as a series of bodily sensations; gagging, spasms in the stomach, the belly, tears,
increased heartbeat, sweat, etc. (3):
| was unable to contain myself. It was not joy only that possessed me; | felt
my flesh tingle with excess of sensitiveness, and my pulse beat rapidly. | was
unable to remain for a single instant in the same place; | jumped over the
chairs, clapped my hands, and laughed aloud.... when he [Clerval] observed
me more attentively he saw a wildness in my eyes for which he could not

account; and my loud, unrestrained, heartless laughter, frightened and
astonished him. (48)

43



This account by Victor shows critical signs of how abject monstrosity has begun to
disrupt him altogether. His friend Clerval, observes a “wildness” in Victor’s
behaviour, as the latter turns into a completely different person; he laughs loudly, in
a frantic, unhinged manner. Similar to the monster which horrified its beholders,
Victor scares his friend and causes confusion in him. Furthermore, Victor’s
voluminous laughter in this scene anticipates Kristeva’s concept of the “apocalyptic
laughter” which she identifies in literature and in Céline’s avant-garde style as a form
of abjection. For Kristeva, Céline does not distance himself from what he writes to
judge or condemn, unlike such writers as Dante, Rabelais and Balzac (PH 205) who
greatly satirized politics, politicians and the social interactions between people.
Instead, Céline comes directly from where horror is, and speaks out on horror “from
within” (205). When confronted by abjection, Kristeva states Céline has no place to
turn to than succumb to laughter; “So his laughter bursts out, facing abjection, and
always originating at the same source, of which Freud had caught a glimpse: the
gushing forth of the unconscious, the repressed, suppressed pleasure, be it sex or
death” (205-6).

Laughter, which is generally associated with happiness, and experiencing joy, in
Victor’s case and Kristeva’s reading becomes a sort of defence mechanism through
which the subject confronts the abject. In Sacrificed Lives, Martha J. Reineke speaks
of laughter as ““a primary symptom of rupture or breakdown in signification” (60). She
discusses that not only piercing, joyous laughter displays a linkage between the body,
the subject, and a “material outside” (60) but also it offers “preliminary lessons in
understanding the development of an economy of signification and emerging
subjectivity” (60). Other scholars such as Erika Zimmerman Damer in In the Flesh
explains that laughter, especially of the apocalyptic kind, occurs when a subject is
overwhelmed by ambiguity and is left on the threshold between two extreme feelings,
horror and fascination: “What she calls ‘apocalyptic laughter’ or uncomfortable,
horrified mirth, arises in literature as a reaction to the emergence of horror and
fascination that bespeaks the incompleteness of the speaking being” (Damer 206).
“How can the speaking being cope with such a contradiction?” John Lechte asks in

discussing Kristeva’s apocalyptic laughter. The answer by Kristeva, he states, lies
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“not by mere repression, but through a kind of laughter (the expenditure of affect): an
apocalyptic laughter, given that we are faced with abjection” (Lechte, Julia Kristeva
167).

Therefore, when Victor finds his apartment empty he is surprised, relieved, yet at the
same time terrified as to what the Creature’s absence may cause. Nevertheless, he
soon forgets about everything that has occurred and begins to regain his former
composure; his “spirits were high” and he “bounded along with feelings of unbridled
joy and hilarity” (Shelley 56). However, these feelings will soon be overthrown, as
Victor receives the news from his family that his younger brother William has passed
away — in reality, he has been brutally murdered. Not knowing the murderer or the
cause of the murder in the first place, Victor travels back home, in fear, feeling
“nameless evils” lurking around him, hindering him from acting or thinking rationally.
Unable to appreciate the sublime imagery which made him calm and reserved in the
previous instances, Victor gazes upon the dark mountains and laments: “The picture
appeared a vast and dim scene of evil, and | foresaw obscurely that | was destined to
become the most wretched of human beings” (59). In the following pages, the
“nameless evils” Victor fears, literally haunt him in the form of a figure illuminated
by a lightning, similar to the one Victor has been fascinated by in his childhood. “The
object” (60) he speaks of the figure, has a “gigantic stature, and the deformity of its
aspect, more hideous than belonging to humanity” (60). This makes Victor painfully
aware of the fact that it was the Creature who has come back to literally haunt him.
After weighing down the previous events and the Creature’s sudden appearance,
Victor connects the murder of his brother with the Creature. The timing and the
murder it committed, anticipates Kristeva’s notion that the abject is “immoral, sinister,
scheming, and shady: a terror that dissembles, a hatred that smiles, a passion that uses
the body for barter instead of inflaming it” (PH 4). Furthermore, the Creature’s sudden
appearance also shows that there is no escape from abjection, it is not something that
is experienced once in a lifetime or something to be gradually overcome. But rather,
abjection

lies outside, beyond the set, and does not seem to agree to the latter's rules of

the game. And yet, from its place of banishment, the abject does not cease
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challenging its master. Without a sign (for him), it beseeches a discharge, a
convulsion, a crying out. (PH 2)

The speechless manner which Victor has been driven to in the previous instances
where he faces abjection — particularly the Creature — once again gets a hold of him,
and renders him inarticulate, motionless, and powerless to think and act quickly.
Victor is not only inept linguistically, but also in terms of ethics and virtuousness, he
resigns from his symbolic position. He is unable to come forth and explain that the
Creature is responsible for the murder, and that as the creator, he also takes part in the
crime. He cannot pursue the murderer of his brother, or help those around him that are
affected by the crime. Harold Bloom, in reading the downfall Victor embarks on after

the Creature comes alive, states that

From that point onward, Victor Frankenstein’s physical and mental well-being
are disrupted and become increasingly unstable as he becomes steadily
tormented and sickened by what he has wrought. More importantly, however,
is his belief and abject fear that he must never disclose what he has done. Thus,
he is forever enjoined from speaking the truth and, consequently, can never
again act in an ethical manner. As a result of his experiment and the many
transgressions it implies, including a usurping of God’s authority, Victor
Frankenstein forfeits his integrity. (21)

What Bloom reads as a decline in Victor’s ethical values, is embodied by his stance
in Justine’s case and her consecutive execution. At the time Victor returns to Geneva,
Justine Moritz is being tried for the murder of William Frankenstein, the son of the
family she selflessly devoted herself to for many years. Even though most of the
people in the community, and Victor’s family believes her to be innocent, their belief
gets shaken by the appearance of a pendant which William used to wear, in Justine’s
pocket. Moreover, a market-woman comes forth to give the testimony that she saw
Justine near the place where the body was found, asked her what she was doing in that
place but Justine only returned an unintelligible answer. During the trial and when a
final decision is sentenced against her, Victor remains silent, and does not say
anything for fear that his words may not be taken seriously: “My tale was not one to
announce publicly; its astounding horror would be looked upon as madness by the
vulgar” (63). He even goes as far to witness silently and solemnly the despair of his

family members, acknowledging, although not openly, that he is the true murderer of
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this abject crime; “Thus spoke my prophetic soul, as, torn by remorse, horror, and
despair | behold those | loved spend vain sorrow upon the graves of William and

Justine, the first hapless victims to my unhallowed arts” (70).

In PH, Kristeva states that crime posits as an important aspect of abjection. She states
that any act, behaviour, or “[w]hat does not respect borders, positions, rules, [...] [t]he
traitor, the liar, the criminal with a good conscience, the shameless rapist, the killer
who claims he is a savior” are agents of abjection as they show “the fragility of the
law” (4). Furthermore, Kristeva observes that crime which is “premeditated,”
“cunning” and “hypocritical” is even more abject as they “heighten the display of such
fragility” (4). In this way the true crime, reveals Shelley through the account of the

Creature, is simultaneously an act of silence, and an act of revenge;

The thought was madness; it stirred the fiend within me —not I, but she, shall
suffer; the murder | have committed...l had learned now to work mischief. I
bent over her and placed the portrait securely in one of the folds of her dress.
(Shelley 110)

As the Creature reveals the dual crimes he committed, the similarities between him
and his creator become more and more apparent. While Victor may not be a murderer
in the sense of actually ending the life of a person, he is included and is responsible
for the Creature’s actions by not doing anything and remaining silent. After Justine’s
execution, Victor begins to wander “like an evil spirit” (70), solitary, and away from
society. In a way, he punishes himself, shunning people away as “all sound of joy or
complacency was torture to [him]; solitude was [his] only consolation — deep, dark,
deathlike solitude” (70). However, as the abject does not stop challenging its master,
the Creature does not stop following his creator. During Victor’s solitary journey
through the Genevan forests, the Creature appears and forces him to listen to its side
of the events. In this scene it is interesting to witness Victor’s account of the sublime

imagery change dramatically as he gets close to the Creature;

I resolved to ascend to the summit of Montanvert...It is a scene terrifically
desolate. In a thousand spots the traces of the winter avalanche may be
perceived, where trees lie broken and strewed on the ground some entirely
destroyed, others bent, leaning upon the jutting rocks of the mountain, or
transversely upon other trees. (75)
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In this kind of a setting Victor encounters the Creature once again. His recently gained
composure is disrupted as “a mist came over [his] eyes, and [he] felt a faintness™ (76).
The mist which blocks Victor’s vision, and through which the Creature later on
emerges, parallels an early account by Walton during Victor’s last moments — when
he sees him standing on a thinning block of ice, after a heavy mist clears away. This
instance can be read as Victor having already embraced his abjection through the
Creature, and just like it, he emerges out of a heavy mist “in so wretched a condition,”

and with an expression of “wildness and even madness™ (21).

Through an interval of more than thirty pages, the Creature tells his story from the
moment he wakes up in Victor’s laboratory, until he sits down with him in that
moment. Almost resembling a confession séance, the Creature in the end reveals his
true desire: for Victor to create a counterpart, a female “companion” of the same
species, who must have the “same defects” as it (111). Upon hearing this request,
Victor seems astounded, unable to simply refuse or even utter a reply; “I was
bewildered, perplexed, and unable to arrange my ideas sufficiently to understand the
full extent of his proposition” (111). However, enticed by the Creature’s great abilities
of persuasion and its rich rhetoric, Victor listens to its demand and decides to comply
with it; “I consent to your demand, on your solemn oath to quit Europe for ever, and
every other place in the neighbourhood of man, as soon as | shall deliver into your

hands a female who will accompany you in your exile” (113).

As Victor works on his new creature, he becomes more and more disturbed. He is
constantly being watched by the monster and thus cannot stop or think about fleeing.
At this point, the roles of the creature and creator seem to be reversed as Victor obeys
the Creature’s demand without much of a fight. The Creature’s first comparison of
Victor to God and itself to Adam (77) is now turned upside down to the Creature being
the “master” and Victor as the “slave” (128). Victor is now controlled by an abject
ruler, with his impulses there to direct him instead of his reason; “[T]hrough the whole
period during which | was the slave of my creature, | allowed myself to be governed
by the impulses of the moment” (118). The story approaches its second climactic

moment after the creature’s birth: Victor’s creation of the female monster. It is
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important to mention at this point Victor’s incredibly disrupted state of mind; his full
dabbling into the realm of abjection, and his speech which comes to resemble that of
the Creature’s. Victor not only puts a distance between himself and the society — only
retaining an attachment with the Creature — but also he admits that his selfish
endeavours so far have pushed him to the margins of the norm, thus to the close
proximity of abjection where he cannot turn back; “I saw an insurmountable barrier
placed between me and my fellow-men; this barrier was sealed with the blood of
William and Justine,” (121) “For an instant I dared to shake off my chains, and look
around me with a free and lofty spirit; but the iron had eaten into my flesh, and | sank

again, trembling and hopeless, into my miserable self” (123).

Frankenstein begins by depicting Victor as a unified and Symbolic subject but as he
further delves into the world of abjection and gets into close contact with the abject
monster, he loses his self-awareness and patriarchal status. From being the prosperous
young scholar who was studying diligently in a university, having middle-class
origins and good economic background, Victor “degenerates,” and becomes a person
he himself cannot recognize; “What has become of me? I know not; I lost sensations
and chains and darkness were the only objects that pressed upon me” (151). Due to
fear and being labelled as a “madman” he cannot save his friends or the people around
him; he does not listen to the Creature’s threats and acts according to his own, and he
begins to lie and act in secrecy to get what he wants. This new “immoral, sinister,
scheming” (PH 4) and abject version of Victor can be observed in his incredibly
indifferent and unemotional speech towards the events around him. While during the
first moments of William, Clerval and Justine’s deaths he is guilt-stricken and
remorseful, towards the end of the story he begins to call them his “victims” and that
he killed them; “Clerval, my friend and dearest companion, had fallen a victim to me
and the monster of my creation,” (Shelley 141) “I am the cause of this — | murdered
her. William, Justine and Henry — they all died by my hands” (142). This manner of
speech is similarly used by the Creature in the end when it sees Victor is dead; “That

is also my victim!” (166).
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Similarly, Victor adopts the speech of the Creature, and uses the words which the
Creature has uttered to define itself. He uses the word “wretch” for himself when
before he would use it for the Creature, and then he too becomes a “creature,” (151)
just like the one he created. Therefore, similar to the Creature, he fears that people
“would each and all, abhor [him], and hunt [him] from the world” (141). It is also
interesting to note how both the Creature and Victor experience a demotion from their
previous statuses. The Creature initially speaks of himself as Victor’s creation, his
Biblical “Adam,” (77) but later on he becomes “the fallen angel” whom Victor
deprives of happiness and love. Victor, likewise, is demoted from being a God and
the father of a new species to Adam being driven away from heaven; “[B]ut the apple
was already eaten, and the angel’s arm bared to drive me from all hope” (144). The
attachment between the Creature and Victor becomes stronger as Victor tries to
separate himself from it desperately. Ultimately, the monstrous abjection Victor goes
through is something he cannot escape; “[L]ike an inescapable boomerang, a vortex
of summons and repulsion places the one haunted by it literally beside himself” (PH

1).

In the hopes that the Creature will leave him alone and stop terrorizing the society,
Victor begins the creation of the female monster. During the first experiment when he
created the Creature, Victor was in doubt, he failed and tried many times but in the
second one he does not falter, his “eyes were shut to the horror of [his] proceedings”
as he sets about his creation “in cold blood” (Shelley 126). However, unlike in his
first creation Victor begins to think about the consequences of making a female
creature, and wonders what will happen if the female creature will not like her chosen
pair; “She also might turn in disgust from him...she might quit him, and he be again
alone” (127). There is another concern for Victor, a more alarming one than the first
— with the female creature’s appearance, there is the possibility that “a race of devils
would be propagated upon the earth who might make the very existence of the species
of man a condition precarious and full of terror” (127). More than the fact that the
female creature will be a “thinking and reasoning animal” (127) Victor fears that it
will be a mother, a bearer of an offspring that threatens the existence of humankind
altogether. It can be argued that Victor’s reluctance to create a female creature who
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bears the possibility to “become ten times more malignant than her mate,” (127) and
could produce “a race of devils,” ultimately shows his inability to face the power of
the maternal. Through the half completed creature, Victor peeks at the unruly, primal
nature of maternity, and his own identity being called back into it like a vortex. As a
result, he becomes frantic and begins to tear up the body he has assembled back into
pieces;

I thought with a sensation of madness on my promise of creating another like

to him, and trembling with passion, tore to pieces the thing on which | was

engaged. The wretch saw me destroy the creature on whose future existence

he depended for happiness, and with a howl of devilish despair and revenge,
withdrew. (127)

The destroying of the unfinished female creature, is a critical scene read in detail by
many critics. Margaret Homans, in Bearing the Word, argues that the inability of
Victor to produce a female creature is a deliberate exposure on Shelley’s part, of the

Romantic male’s rejecting anything related to the mother, and to females in general;

[T]he impossibility of Frankenstein giving it a female demon, an object of its
own desire, aligns the demon with women...But if the demon is really a
feminine object of desire, why is it a he?...By making the demon masculine,
Shelley suggests that romantic desire seeks to do away, not only with the
mother, but also with all females so as to live finally in a world of mirrors that
reflect a comforting illusion of the male self's independent wholeness. (106)

For Hogle, Victor’s destructive behaviour depicts his self-abjection, and most
importantly his abjection of the mother; “It is woman whom he has avoided most in
his onanistic creation because it is the ultimate uncontrollability of the life-giving
female that most crystallizes all of his many fears and abjections” (10). In this sense,
what Victor experiences during the creation of the female monster can be recognized
as an innate fear, one that Kristeva suggests results from the “fear of the archaic

mother” due to her “generative power” (PH 77).

When the Creature gets a violent rejection of his wish from Victor, it bursts into anger
and threatens Victor that he will not leave him alone for the rest of his life, especially
on the most important day for him; “[ Y Jour hours will pass in dread and misery, and
soon the bolt will fall which must ravish from you your happiness forever...remember,

I shall be with you on your wedding night” (Shelley 128-9). As clear as this sounds,
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Victor does not pay attention to the Creature’s words, or cares to follow it after it sets
sail to attack his family. Instead, Victor goes back to his laboratory, subsequently falls
asleep on the grass, and then resolves to get rid of the body parts that are left of the
female creature; “The remains of the half-finished creature, whom | had destroyed,
lay scattered on the floor, and | almost felt as if | had mangled the living flesh of a
human being” (130). Although Victor rationalizes his decision to destroy the creature
in this scene, passion and sexual lust as well as fear and a desire to control female
sexuality can still be identified. This fear, Mellor (1988) suggests, “is endemic to a
patriarchal construction of gender. Uninhibited female sexual experience threatens the
very foundation of patriarchal power” (7). Thus, gathering the body parts Victor heads
to the middle of a lake and throws off everything, after which he feels a sense of
refreshment as if “a film had been taken from before [his] eyes, and that [he,] for the

first time, saw clearly” (Shelley 131).

Believing that the Creature’s threat is completely gone and he is finally free, Victor
sets out for his home; however, he gets stopped by a group of villagers who are
searching for a murderer on the news of a young man’s death. After sadly confirming
that it is his friend Henry Clerval’s corpse, Victor falls back into a state of despair and
begins to go through convulsions and high fever. When faced with a corpse — one that
he is responsible for — Victor confronts the gruesome consequences of his actions. In
other words, his desires and passions are so destructive that they have resulted not
only in his own self-abjection, but have caused those around him to become abject as
well. In this regard, the resemblance between the Creature and Victor, as the first death
— his friend Clerval’s — Victor caused slowly transforms him, becomes more explicit.
The narration of the Creature’s own “birth,” and Victor’s symbolic “re-birth” into an
abject identity after his friend’s death strongly parallel each other; “Before, dark and
opaque bodies had surrounded me, impervious to my touch or sight; but now | found
that [ could wander on at liberty,” (79) “As the images floated before me became more
distinct, | grew feverish; a darkness pressed around me; no one was near me who
soothed me with the gentle voice of love; no dear hand supported me” (136). In these
two quotations, it can be observed that Shelley is trying to create the sense of a
mother’s womb; an enclosed space where only the child and the mother retain a
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connection. While in this relationship the mother may seem to have the upper hand,
Kristeva suggests that pregnancy is an unconscious process during which the mother

gives up her agency and is not in full control,

Within the body, growing as a graft, indomitable, there is an other. And no one
Is present, within that simultaneously dual and alien space, to signify what is
going on. ‘It happens, but I’'m not there.” ‘I cannot realize it, but it goes on’
Motherhood’s impossible syllogism. (DL 237)

Furthermore, like abjection, pregnancy is “a borderline phenomenon, blurring yet
producing one identity after another,” (Gross 95) and so, in Frankenstein’s case abject
monstrosity produces one identity on the one hand, and reconfigures another. Both
the Creature and Victor in this sense, can be said to become new subjects who are born
without a mother. The necessity to negate the female, the mother from the process of
identifying origins, further blurs the distinctions between creation/creator, mother-
father/son, and 1/Other. Victor and his creation both give up their autonomy and self-
presence at this point, and begin to survive in an inter-dependent relationship. The
Other lives literally because of the “L,” the “I” lives as the Other’s target of desire.
One cannot be eliminated without the other losing its life as well; “Yet you my creator,
detest and spurn me, thy creature, to whom thou art bound by ties only dissoluble by

the annihilation of one of us” (77).

Following Clerval’s death, Victor not only loses his ability to control the events
around him, but also he cannot verbally reason with the Creature anymore after his
destruction of the female monster. He weakens physically and mentally, and begins
to resemble something non-human; “I was a shattered wreck — the shadow of a human
being. My strength was gone. | was a mere skeleton; and fever night and day preyed
upon my wasted frame” (Shelley 140, emphasis added). At this point in the story,
although his father, his little brother and Elizabeth remain alive, Victor does not
actively converse with them. His only object of desire, to name it, is the Creature and
through him, Victor begins to define himself. He is a “shadow of a human being,”
someone or something that is only a “mockery” (140) of humankind. This kind of
extreme subjectivity leads to the collapse of all borders, absorbing the “subject and

object in a terrifyingly reversible relation where ideal unity cedes to nothingness”

53



(Botting “Frankenstein, Werther and the Monster of Love” 157). For Kristeva, the
collapse of these borders by abjection, is what underlines the subject’s identity, its

essential composition;

If it be true that the abject simultaneously beseeches and pulverizes the subject,
one can understand that it is experienced at the peak of its strength when that
subject, weary of fruitless attempts to identify with something on the outside,
finds the impossible within; when it finds that the impossible constitutes its
very being, that it is none other than abject. The abjection of self would be the
culminating form of that experience of the subject to which it is revealed that
all its objects are based merely on the inaugural loss that laid the foundations
of its own being. There is nothing like the abjection of self to show that all
abjection is in fact recognition of the want on which any being, meaning,
language, or desire is founded. (PH 5)

For Victor then, it can be said that his desire simultaneously constructed and destroyed
his unity through the abject monstrosity of the Creature. Instead of the mastery he
hoped he would achieve after the creation of the monster and his Romantic passions
realized, Victor found his unity threatened and separated into something he can no
longer recognize; “Not me. Not that. But not nothing, either. A ‘something’ that I do
not recognize as a thing” (PH 2). When the subject is thus driven to the margins of its
own subjectivity, it is “liberated” though “not in a unifying fusion with a determinable
object or ideal, but in its sense of absolute loss, its plunge into an overwhelming
torrent of negativity” (Botting, “Frankenstein, Werther and the Monster of Love”

176).

In addition to “the shadow of a human being” he became, Victor also calls himself a
“skeleton,” which could be symbolic of him being reduced to the human being’s most
essential component underneath all the flesh and organs, just like the Creature who he
created as the most basic representation of the human body; “[BJut my [the Creature]
form is a filthy type of yours, more horrid even from the very resemblance” (Shelley
100). Accordingly, Victor believes that as the Creature’s true target, he is the only one
that can face up to it, and who can “put an end to the existence of the monstrous
image...with the mockery of a soul still more monstrous™ (140). Believing that the
Creature will kill him and so will die itself, Victor prepares the arrangements for his

marriage with Elizabeth. Against the Creature’s previous warnings, and Elizabeth’s
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foreshadowing — “Something whispers to me not to depend too much on the prospect
that is opened to us” (147) — Victor goes forward with the ceremony and gets married.
However, in a twist of events, the Creature does not attack him but goes after

Elizabeth, and kills her in a horrific manner in order to taunt Victor;

She was there, lifeless and inanimate, thrown across the bed, her head hanging
down, and her pale and distorted features half covered by her hair. Everywhere
I turn I see the same figure — her bloodless arms and relaxed form flung by the
murderer on its bridal bier. Could I behold this and live? [...] For a moment
only did I lose recollection; I fell senseless on the ground. (149)

The death of Elizabeth and thus the death of the only remaining female in the story
signifies for some critics, Victor’s final disruption of maternity and motherhood. By
“giving birth” without having the anatomy or the assistance of a female, Victor
succumbs to his male, Romantic ego and confirms that he is set to transgress the
boundaries of family, identity, gender, and so on. For Homans, Elizabeth’s death
prominently signifies in Kristevan terms, the infant’s fight with the mother to abject

her;

Victor has gone to great lengths to produce a child without Elizabeth’s
assistance, and in the dream’s language, to circumvent her, to make her
unnecessary, is to kill her, and to kill mother altogether. Frankenstein’s creation,
then, depends on and then perpetuates the death of the mother and of
motherhood. The demon’s final, and greatest crime is in fact its murder of
Elizabeth, which is, however, only the logical extension of its existence as the
reification of Frankenstein’s desire to escape the mother. (103)

Victor is now deprived of every human connection and affection. His father after the
horrific events has passed away as well, leaving Victor solemnly mourning in front of
his tomb along with the others’ in the cemetery; “The deep grief which this scene had
at first excited quickly gave way to rage and despair. They were dead, and | lived,
their murderer also lived, and to destroy him I must drag out my weary existence”
(Shelley 154). As the only possible solution to get rid of the Creature, Victor finally
decides to take action and pursue it in seeking revenge. However, as he voices his
grief, the Creature in a mocking manner bursts into a “loud and fiendish laugh” (154).

This scene parallels Victor’s previous loud laughter, the one he released when the
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Creature emptied his laboratory. Echoing its former words, the Creature shows that it
is now the master, and Victor is the slave. The Creature is the one releasing a
voluminous laughter, while Victor is left speechless, expressing himself only through
rage and despair. Thus, in full control, the Creature drags Victor in a chase along the
icy regions of Northern Europe, through desolate forests and frozen nature, in an
attempt to tire him and make him resent his decisions. It is in this moment that Victor’s
and Walton’s narratives interwoven. In the beginning chapters of the book Walton
begins his narrative with Victor boarding the ship, and Victor begins telling his own

story when he enters the ship after being rescued.

When he finishes his narrative, Victor admits to a relegation of his earlier position,
from that of “the God” (77) to the “fallen angel” (155). From being the “idol” (28) of
his parents, a young man with a bright and successful future, to a state of
“wretchedness” (160), and to being a “creature” (151); “I was cursed by some devil,
and carried about with me my eternal hell” (155). His creature as well goes through a
similar degradation; “Remember I am thy creature; I ought to be thy Adam, but | am

rather the fallen angel, whom thou drivest from joy for no misdeed” (77).

With irreversible actions, Victor has caused the demise of his family, those he loved
and finally, his own death. In the end he becomes fully confined to bed, unable to
move or speak. However, upon hearing that Walton is set back to England, he
struggles to get up and continue his pursuit of the Creature. This endeavour makes
him sicker and renders him completely speechless, as Walton records; “His voice
became fainter as he spoke; and at length, exhausted by his effort, he sunk into silence.
About half an hour afterwards he attempted to speak but was unable; he pressed my
hand feebly, and his eyes closed for ever” (166). His mental and physical state
collapsed, Victor passes away without a word. Neither having agency nor completely
denied power over his creature, Victor willingly succumbs to the Creature’s abjection,

and becomes abjection’s ultimate embodiment: a corpse.
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CHAPTER 4

DRACULA

Dracula, is written in the form of an “epistolary novel” which begins with Jonathan
Harker’s journal entry dating 3™ of May. As a young solicitor who has just earned his
license, Jonathan is sent to Transylvania to meet a count named Dracula, who needs
legal assistance in order to purchase land and estate in London. In the first few pages
of Jonathan’s account, Eastern Europe which would be exotic to the reader of Stoker’s
time is described in great detail, almost as if Harker is intending to write a
“travelogue”. In awe, he writes about “snowy peaks” and “mighty rifts,” and of the
“glorious colours” (Stoker 8) which bring to the front the sublime imagery of the
scene. However, as he moves further East, Harker notices a change in the overall
atmosphere around him. Even though he visited the British National Museum
previously and researched about Transylvania, he is still baffled and most importantly
feels nervous that there are “no maps of the country,” (3) which would direct him in
“one of the wildest and least known portions of Europe” (3). He also complains about
how the trains never seem to go with the schedule; “[S]hould have arrived at 6:46, but
train was an hour late,” (3) “[A]fter rushing to the station at 7.30 I had to sit in the
carriage more than an hour... It seems to me that the further East you go the more
unpunctual are the trains. What ought they to be in China?” (4). In “The Occidental
Tourist” Stephen D. Arata suggests that this attitude of Harker is typical of a Victorian
individual who is exploring “the unknown”. In order to make sense of the world
around him, Harker begins to “go native” and assumes “the Orientalist perspective

that allows him to ‘make sense’ of his experiences there” (Arata 636). And once he
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passes the Danube River, he acknowledges that he is “leaving the West and entering

the East” (Stoker 3) to approach the first point which marks Europe as Oriental.

The country Stoker portrays through the observations of Harker, is one that cannot be
accessed through direct transportation. It is virtually unexplored as it rests between
Romania, Moldovia, and Bukovina, in a “‘Mittel Land’ between reality and illusion,
a land neither wholly material and locatable nor defined by the strict negations of these
terms” (Rogers xi). This brings Harker closer to the site of abjection, where time and
space become irrelevant concepts and blend with each other. Already, Harker is a
“stranger in a strange land” (Stoker 19) with no one to guide him, and with “every
known superstition in the world [is] gathered into the horseshoe of the Carpathians,”
(3) but soon enough, these superstitions will be what saves Harker from the horrors in

Castle Dracula.

As Harker travels closer and closer to the castle, he is warned and confronted by
ominous signs. The local people who hear Harker’s destination begin to cross
themselves, utter such words as “Ordog — Satan, pokol — hell, stregoica — witch, vrolok
and vkloslak — (7), offer Harker a crucifix, and even go down to their knees as one
woman does to stop him. Nevertheless, with a sense of “high duty,” Harker dispels all
of these and continues his journey. Since there is no direct transportation to the
Count’s Castle, the carriage he is instructed to take, delivers him to a meeting point
where a servant of the Count will welcome him. The servant however, is none other

than Dracula himself as Harker notes in his journal later on;

[A] tall man, with a long brown beard and a great black hat, which seemed to
hide his face from us. | could only see the gleam of a pair of very bright eyes,
which seemed red in the lamplight...As he spoke he smiled, and the lamplight
fell on a hard-looking mouth, with very red lips and sharp-looking teeth, as
white as ivory. (10)

Harker’s initial feelings towards this figure is of confusion, while other passengers
seem to gasp in horror and begin to put out two fingers and cross themselves; “I felt a
little strangely, and not a little frightened” (11). Although up to this point Harker has
dismissed the superstitions and gossip that has been revolving around him, when he

notices that the time is close to midnight, he receives a shock. He has been told that
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on Saint George’s Day, “all the evil things in the world will have full sway” (4). When
the clock does strike midnight, and Harker is getting close to Dracula’s castle, the
setting appropriately begins to change;
This was all so strange and uncanny that a dreadful fear came upon me, and |
was afraid to speak or move. The time seemed interminable as we swept on our

way, now in almost complete darkness, for the rolling clouds obscured the moon
(13).

Upon arriving at the scene, Harker is welcomed by a “vast and ruined castle, from
whose tall black windows came no ray of light, and whose broken battlements showed
a jagged line against the moonlight sky” (13). The castle is such a sight for Harker
that it leaves him speechless, making him fear that it could altogether engulf him;
“[TThrough these frowning walls and dark window openings it was not likely that my
voice could penetrate” (14). The “frowning walls” which hover above Harker almost
ominously warn him, that the castle can neither be penetrated from the outside or
inside. It is as though he is entering the realm of the maternal, to the womb of the
mother where “no one is present, within that simultaneously dual and alien space, to

signify what is going on” (DL 237).

Once inside, Harker finds warmth and lighting inside the castle; however, the Count’s
physical presence reverses this effect. In a Lombrosian approach — which Mina will
directly quote in her journal later on — Harker describes the Count’s physical

appearance:

His face was a strong — a very strong — aquiline, with high bridge of the thin
nose and peculiarly arched nostrils; with lofty doomed forehead, and hair
growing scantily round the temples, but profusely elsewhere. His eyebrows
were very massive, almost meeting over the nose...The mouth, so cruel-
looking, with peculiarly sharp white teeth; these protruded over the lips, whose
remarkable ruddiness showed astonishing vitality in a man of his years. (17)

Furthermore, the Count’s visibly white and “deathly pale” (34) skin, his “rather
coarse, broad” hands with hairs in the centre of the palm, gives away his monstrous
appearance, at the sight of which Harker cannot help but shiver. In Powers of Horror,
Kristeva mentions that the skin is an important organ which contains and/or conceals

pollution within the body, and therefore can be a signifier of abjection. When the skin
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cannot properly keep inside the “defiling elements”— such as urine, blood, and
excrement — it then begins to give away its own dejection; “It is as if the skin, a fragile
container, no longer guaranteed the integrity of one’s ‘own and clean self” but, scraped
or transparent, invisible or taut, gave way before the dejection of its contents” (53).
Therefore, no matter how “human” the Count appears, his abjection is still detectable,

although disregarded by Harker.

The initial curiosity he showed towards the Lombrosian Count however, upon close
encounter turns into a feeling of disgust: “As the Count leaned over me and his hand
touched me, I could not repress a shudder. It may have been that his breath was rank
but a horrible feeling of nausea came over me” (Stoker 17). The Count, through
Harker’s observation, is understood to be someone who defies the norm; he is alone,
despised, and feared by the people, he is aristocratic yet “coarse” and “cruel-looking;”
(17) he even resembles animals in his brute strength and with a “hard-looking mouth,
with very red lips and sharp-looking teeth” (10). Soon Harker begins to feel more and
more uneasy with the Count as he notices that he is never seen in person in the
mornings, and at night he does not eat with him. Moreover, Harker realizes that
besides him and the Count, there is no one else in the castle. While his general speech
is polite and humble, when he is asked about history and national matters the Count
gets passionate and inflamed. No matter how tired he is, the Count also does not let
Harker rest until he finishes discussing whatever topic they have in hand. This
mannerism and the general attitude of the local people which Harker finds different
from that of the English, is acknowledged by Dracula himself who makes clear that
in his premises, and in his country, he has the ultimate power; “We are in
Transylvania; and Transylvania is not England. Our ways are not your ways, and there

shall be to you many strange things” (19).

The increasing tension between the Count and Harker finally reaches its climax in a
scene when Harker is shaving in front of a mirror. Since the Count does not show a
reflection, Harker does not see him and with the shock he cuts himself. Craft argues
that the lack of mirrors in the castle and the Count showing no reflection in any surface

shows that the monster, although clearly cast aside next to the human, is in fact not
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much different from him; “Dracula need cast no reflection because his presence,
already established in Harker’s image, would be simply redundant; the monster,
indeed, is no one ‘except myself’” (127). A scene which is surprisingly very rarely
discussed by critics, Harker’s shaving scene marks the first appearance of blood.
When a thin stream rushes down from Harker’s neck, the Count makes a move for his
throat as “his eyes blazed with a sort of demoniac fury” (Stoker 23), and grasps him
with great strength. For a moment the Count seems ready to pounce on Harker;
however, he only warns him to be careful and throws the mirror out of the window.
Although this act of violence clearly displays the Count’s dangerous nature, Harker
does not seem to read the obvious signs, and reminisces on the mirror which is
shattered and destroyed. While for Harker the mirror’s breaking into pieces is more
important than the apparent, life threatening danger, for literary analysis this scene is
quite crucial. It is not only the first instance where blood is mentioned, but also it
poses the first threat towards identity and the boundaries between the self and the
Other. Clearly in this scene, the Count transgresses those boundaries which Harker
believes to be stable, he attacks him in a manner which suggests both animalistic
hunger and sexual lust. Furthermore, the skin, which is thought to hold together and
conceal the “polluting elements” of the body such as blood, is pierced and defiled by

the Count, causing Harker to confront his own abjection briefly.

For Kristeva, blood is one of the bodily fluids that plays a greater role in defining and
disturbing a person’s subjectivity than other such substances. It is along with urine,
sperm and excrement, a signifier of abjection, when a “body’s inside...shows up in
order to compensate for the collapse of the border between inside and outside” (PH
53). It is also what defiles the “proper self,” (PH 85) a substance which is difficult to
deal with. In addition, Kristeva notes that blood, especially menstrual blood as a
‘polluting object’ “stands for the danger issuing from within the identity (social or
sexual); it threatens the relationship between the sexes within a social aggregate and,
through internalization, the identity of each sex in the face of sexual difference” (PH
71). The shedding of blood can also be read as a breach of physical and social
boundaries, a dangerous transgression for someone like Harker. Thus, like all the other

bodily fluids which are subjected to “rites of purification” blood must as well be either
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eliminated or completely ignored, it must be made “symbolic and reassuring, forced
to stand in for something other than the scarlet hydraulics of our inner selves” (Spitzer-
Hanks 42). In attempting this, Harker diverts his focus and in a way represses the
eroticism that has arisen between him and the count, as Halberstam notes; “Blood
circulates through vampiric sexuality as a substitute or metaphor for other bodily
fluids (milk, semen); the leap between bad blood and perverse sexuality...is not hard
to make” (345). In this regard, blood will be a returning motif in Stoker’s narrative
both physically and psychologically. It is a prominent signifier of abjection, a

substance which unites the monstrous, with humankind:

In Dracula blood does not remain thrust aside, instead forming a thematic
bridge between characters and events and symbolizing abjection in both its
psychological and social facets. Blood overrules tenuous self-control; it
tempts, trickles, it is a “border that has encroached upon everything.” [Kristeva
1980:3] Dripping from Harker’s chin blood signals both his and his host’s
increasing loss of control, coherence, and purity, and it also marks his body as
an object of incipient oral consumption. (Spitzer-Hanks 42)

After resigning into the Count’s dominant power, Harker finds solace and comfort in
the crucifix that the old lady gave him when he set off from Bistriz; “It is odd that a
thing which | have been taught to regard with disfavour and as idolatrous should in a
time of loneliness and trouble be of help” (Stoker 25). Now helpless in a country
which he does not know, and in a castle in which he is alone with a threatening figure,
Harker’s last resort seems to be the superstitions and beliefs which he tried to
disregard thus far. Startled by his own shadow, he sleeps in the mornings when the
Count is not present, and with the crucifix hanging near his head. In this anxious state
Harker walks around the castle, hoping to find solace in the beautiful nature he could
see through the small window frames. For a moment, he does seem to be in
tranquillity, yet this state of mind will once again be disturbed by the Count who

appears to “crawl” down the outer walls of the castle:

But my very feelings changed to repulsion and terror when | saw the whole
man slowly emerge from the window and begin to crawl down the castle wall
over that dreadful abyss, face down with his cloak spreading out around him
like great wings...I thought it was some trick of the moonlight, some weird
effect of the shadow; but I kept looking, and it could be no delusion...just as a
lizard moves along a wall. (30)
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Horrified, Harker leaves the window sill immediately and begins to run away to the
remoter parts of the caste which the Count warned him off; “What manner of man is
this, or what manner of creature is it in the semblance of man? | feel the dread of this
horrible place...and there is no escape for me” (30, emphasis added). However, similar
to a child who takes pleasure in disobeying their parents, Harker enters the restricted
side of the castle and into a room “where of old ladies had sat and sung and lived
sweet lives” (32). Little does he know that his pleasurable defiance would result in a
nightmarish punishment. Instead of the fair ladies of a golden age, Harker finds

himself surrounded by three vampiric women:

I was not alone...In the moonlight opposite me were three young women,
ladies by their dress and manner. | thought at the time that | must be dreaming
when | saw them, for, though the moonlight was behind them they threw no
shadow on the floor. Two were dark, and had high aquiline noses, like the
Count...The other was fair, as fair as can be, with great, wavy masses of golden
hair and eyes like pale sapphires. | seemed somehow to know her face and to
know it in connection with some dreamy fear...There was something about
them that made me uneasy, some longing and at the same time some deadly
fear, | felt in my heart a wicked, burning desire that they would kiss me with
those red lips...They whispered together, and then they all three laughed — such
a silvery, musical laugh, but as hard as though the sound never could have
come through the softness of human lips. (33, emphasis added)

Conversing between themselves while Jonathan watches them “under [his] eyelashes”
(Stoker 33), the vampire ladies discuss which one of them should go first. The two
dark ladies give the priority to the fair one, saying the latter has “the right to begin”
(33). While at first she seems hesitant and almost shy, the blonde haired vampire
finally gives in. Brianna Murch in “Beyond Maidens” suggests that this choice of the
“light/golden” haired lady as opposed to the “dark™ ones’ going first, is a deliberate
attempt on Stoker’s side to blend what is pure and impure, through the abject
corporeality of the vampire; “The fair one...looks the most virginal, yet clearly this is
some ceremonious seduction, as if that which is most pure is best suited to lead to
corruption” (5). Furthermore, Harker’s helpless passivity bears a striking resemblance
to the helplessness of the “damsel in distress” who awaits her doomed fate. In this
sense, the three vampiric women can also be said to reverse the common gender roles

by assuming masculine confidence and leaving Harker with feminine passivity. Their
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monstrous features such as the sharp, white teeth are also symbolic of this reversal,
and of the penetration that is usually ascribed to the male. Thus, clamped around
Harker, a young and strong male who has “kisses for [them] all” (Stoker 33), the fair
lady leans down, and cautiously aims for his throat. Soon enough the tension reaches

its peak, much like the one between the Count and Harker:

| could feel the movement of her breath upon me. Sweet it was in one sense,
honey-sweet, and sent the same tingling through the nerves as her voice, but
with a bitter underlying the sweet, a bitter offensiveness, as one smells in
blood...There was a deliberate voluptuousness which was both thrilling and
repulsive, and as she arched her back she actually licked her lips like an
animal, till I could see in the moonlight the moisture shining on the scarlet lips
and on the red tongue as it lapped the white sharp teeth...Then the skin of my
throat began to tingle as one’s flesh does when the hand that is to tickle it
approaches nearer — nearer...I closed my eyes in a languorous ecstasy and
waited — waited with a beating heart. (33-34).

Neither this scene goes unnoticed in the eyes of its Victorian readers, nor is it left out
by Dracula and Stoker’s critics. Portraying altogether; issues of gender, vampirism,
animal imagery, monstrous corporeality and sexuality, as well as abject maternity, the
first recording of the “weird sisters,” (Stoker 42) certainly makes an impact on their
reader. Craft reads this scene as a willing transgression of gender and sexuality norms
which the vampire animates in Harker. It is a subjugated desire, when achieved, would
strip Harker off his masculine characteristics and transfer him to the realm of
abjection; “Immobilized by the competing imperatives of ‘wicked desire’ and ‘deadly
fear’ Harker awaits an erotic fulfilment that entails both the dissolution of boundaries
of'the self and the thorough subversion of conventional Victorian gender codes” (108).
Furthermore, symbolizing oral desire, the vampire’s mouth is a site which can lure
both male and female victims. The result of this “delicious penetration” (109)
however, is eventually the disruption of integrity, the sense of identity and being;
With its soft flesh barred by hard bone, its red crossed by white, this moth
compels opposites and contrasts into a frightening unity, and it asks some

disturbing questions. Are we male or female? Do we have penetrators or
orifices? And if both, what does that mean? (109).

Similarly, Spitzer-Hanks argues that Harker has transgressed those boundaries which

used to define him. He is not the same person as when he stepped into Transylvania,
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and to the Count’s castle, but a man who eagerly waits to be corrupted by the

monstrous:

Lying supine as three voluptuous women prepare to penetrate him is not only
erotic, it is feminine...It is as if the copresence of Otherness has finally
overcome Harker’s psychological defences as it previously undermined his
social distance; no longer the bounded, ego-driven subject intent on commerce
and dismissive of picturesque beliefs, Harker is now awash in abjection. (10)

Harker’s subjugation by the female vampires additionally brings into light his “abject
longing for the womb, and for maternal protection and sustenance” (Spitzer-Hanks
10). The face he remembers “in connection with some dreamy fear” (Stoker 33) while
the vampire women attack him, “is that of the mother” (Roth 119) whose power is “as
securing yet so stifling” (PH 13). Similarly, in The Spectral Mother Sprengnether
suggests that the mother’s presence “becomes that which is longed for yet cannot be
appropriated, a representative of both home and not home, and hence, in Freud’s
terms, the site of the uncanny” (9). While the narrative allows the female vampires to
exude an aura which compels Harker to be drawn into, the monstrous and the mother
in the end, still present danger and thus must be thrown off. As such, the awaited
penetration is interrupted by the Count and his dispelling of the three vampires; “How
dare you touch him, any of you? How dare you cast eyes on him when | had forbidden
it?” (Stoker 34). One of the most direct moments of homosexuality in the story,
Dracula’s interference in this scene, can be read as a signifier of his ambiguous
sexuality. He is seen to be aroused by men as much as women, whether it is physical
hunger or sexual lust, or both; “Yes I too can love; you yourselves can tell it from the

past. Is it not s0?”” (Stoker 34).

As with many scenes involving the vampire, this scene is also read by another point
of view; Dracula’s maternal nature. Similar to a mother who is worried about her
child, Dracula speaks “[l]ike a parent speaking to a child...warns Harker not to venture
out of his room at night” (Foster 490) and when Harker is in danger, he rushes to
rescue him. The disobedience Harker shows towards the Count by seeking solace in
the vampire women’s room, is also read as “a clear figuration of the desire to recede

into enveloping maternal communion,” (Spitzer-Hanks 12) into the tempting world of
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the abject mother. Yet, as the narrative suggests, what Harker finds in that room is not

the securing and loving arms of the mother, but the twisted, monstrous image of her.

As the narrative unfolds from the beginning of his journey to this climactic moment
in the story, Harker progressively loses his self-control, his identity, and his position
in the symbolic order. He is slowly being abjected by the Count and those around him,
to a point where he himself can recognize the change. When at the beginning he was
travelling around the country with the confidence of a Western imperialist — easily
disregarding the locals’ ominous speech and the “idolatrous” (Stoker 25) symbols
such as the crucifix — and ignored the Count’s unconventional behaviour, during his
prolonged visit of the castle, Harker is seen to be startled by his own shadow, find
solace in religion, and allow “wild desire” (44) to guide him. In the Count’s castle
where no law or military power can protect him, and where abjection rules to disturb
“identity, system, order,” and “does not respect borders, positions, rules,” Harker is a

prisoner.

In Dracula, the Count’s transgressive nature can be held within the narrative neither
by personal nor by geographical boundaries. He will not only abject those close to
him, but carry his monstrosity outside of the physical borders of his country. However,
the true horror does not result from the destruction of the body by the attack of the
vampire, but from the Count’s “appropriation and transformation” of it (Arata 630).
Thus, recognizing the danger he is in and the skills that are needed to avoid it, Harker
resolves to act like the Count and climbs down the walls of the castle; “Where his
body has gone why may not another body go? | have seen him myself crawl from his
window; why should not | imitate him, and go in by his window?” (Stoker 40).
Similarly, in Frankenstein, Victor first rejects and then struggles to get rid of the
Creature but realizing the impossibility of the task he soon begins to act like it,
becoming indistinguishable from the Creature in the end of the novel. This can be
observed especially in the language Victor uses; as he becomes more involved with
the Creature and feels the influence of the semiotic realm stronger. He begins to use
the Creature’s words to define himself; Victor becomes a “creature” (Shelley 151) as

well, and he lives in “wretchedness” (142) just like his Creature. Furthermore, after
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the death of his friends and family, Victor calls them his “victims,” a word the

Creature previously used to describe them.

In this way, Harker too becomes abject like the Count and begins to crawl and move
around in secrecy like an animal. This act proves more frightful than he could imagine,
as he comes across the Count in a coffin, lying down with his eyes open though

seeming to be asleep;

There in one of the great boxes...on a pile of newly dug earth, lay the Count!
He was either dead or asleep, I could not say which — for the eyes were open
and stony, but without the glassiness of death...I saw the dead eyes, and in
them, dead though they were, such a look of hate, though unconscious of me
or my presence, that | fled from the place. (Stoker 41-42)

The unconscious gaze he receives from the Count can be understood as a “projection
of Harker’s hatred for the Count who imprisons him, rendering him passive and
helpless” (Almond 224). Just like the child who is pressured and overwhelmed by
their parents, Harker feels and quite literally lives under oppression, eager to be free
of that stifling power. To achieve this, he “goes native” again, and crawls down the
wall like the Count on a second attempt. This time, the confusion and hatred he felt

before, turns into abject disgust:

There lay the Count, but looking as if his youth had been half-renewed... the
whole awful creature were simply gorged with blood; he lay there like a filthy
leech, exhausted with his repletion. | shuddered as | bent over to touch him,
and every sense in me revolted at the contact.... There was a mocking smile
on the bloated face which seemed to drive me mad. This was the being | was
helping to transfer to London, where, perhaps for centuries to come, he might,
amongst its teeming millions, satiate his lust for blood, and create a new and
ever-widening circle of semi-demons to batten on the helpless. (44-45)

The symbolism depicted by Count Dracula in this scene points at the ultimate
abjection and the defilement of the clean/pure body, showing that the boundaries of
the body and self are already surpassed. As a recurring element of disgust and horror,
blood takes up a crucial space in Stoker’s narrative and similarly in Kristeva’s concept
of abjection. It is one of the many types of pollution which “represents for the subject
the risk to which the very symbolic order is permanently exposed, to the extent that it

is a device of discriminations, of differences” (PH 69). A sign of uncleanliness, death
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and decay, blood signifies that the subject has lost, or in the process of losing, their
unity and subjectivity;
The body's inside, in that case, shows up in order to compensate for the

collapse of the border between inside and outside...Urine, blood, sperm,

excrement then show up in order to reassure a subject that is lacking its “own
and clean self”. (PH 53)

The blood which in reality “bestows” life onto Dracula and Harker both, a core bodily
fluid that must be obtained in one case and sustained in the other, causes repugnance
in Harker and brings him closer to his abjection. Furthermore, the shock and repulsion
he feels towards the “gorged” Count could be read as a covert fear of colonization of
the English Empire, as well as the individual self. With a full mouth and bloated
cheeks, the sign of having drained the blood of many and preserving it for later use
“to create a new and ever-widening circle of semi-demons,” (Stoker 45) the Count

certainly embodies the imminent danger that is about to strike England;

The Count endangers Britain's integrity as a nation at the same time that he
imperils the personal integrity of individual citizens...Indeed, the Count can
threaten the integrity of the nation precisely because of the nature of his threat
to personal integrity. His attacks involve more than an assault on the isolated
self, the subversion and loss of one's individual identity...Dracula imperils not
simply his victims’ personal identities, but also their cultural, political, and
racial selves. (Arata 629-30)

Thus, under such a great threat Harker feels that he cannot just stand by, and by
whatever means he must “rid the world of such a monster” (Stoker 45). With a sudden
gush of feelings, he takes in his hand a heavy shovel, and strikes a blow on the Count’s
face. The end result however, turns out to be more horrible than he imagines; “[T]he
head turned, and the eyes fell full upon me, with all their blaze of basilisk horror. The
sight seemed to paralyse me...The last glimpse | had was of the bloated face,
bloodstained and fixed with a grin of malice” (45). Even after this gruesome
encounter, Harker does manage to get the key which would help him escape the
Count’s room. His narrative reaches an end with him running in the castle frantically,
in a final attempt to be free before falling prey to the vampire women. Until the

moment he is heard from again in Mina’s journal in Budapest, the events which took
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place in the castle — how Harker got away, travelled to Budapest, and what happened

to the vampire women — are lost.

In a letter dated 24™ of August to Lucy Westenra — Mina’s childhood friend, — Mina
writes that she has finally met with Harker, after an interval of almost a month.
Through Mina’s account, her letters to Lucy and her journal entries, we see that Harker
returned from Transylvania as a very changed man, physically and psychologically.
He is deranged, “raving” instead of speaking, in denial of the reality around him and
physically “thin and pale and weak-looking” (Stoker 87). Harker’s initial
“embodiment of imperial masculine fullness” (Spitzer-Hanks 14) turns into someone
resembling Harker; which can be regarded as his abject form. In such a state he needs
to depend on Mina for survival, just like a baby does on their mother. For Mina, the
change is so startling that Harker is portrayed as someone who is a lower version of

himself;

All the resolution has gone out of his dear eyes, and that quiet dignity which |
told you was in his face has vanished. He is only a wreck of himself, and he
does not remember anything that has happened to him for a long time past.
(87)

Harker’s physical and psychological decay Mina notes there continues when they
travel to England. We learn through her account that Harker might have had “brain
fever” (Stoker 88) he “cannot think of time yet,” “mixes up not only the month, but
the year” (89) he cannot be alone; needs to be accompanied at all times, and has to
hold onto something when walking. And with the death of Mr. Hawkins, the solicitor
Harker worked under and saw as a great, fatherly figure, his condition gets worse.
Fearful that “another attack might harm him,” (142) Mina takes Harker to a walk in
the park, yet the peaceful scenery is quickly dispelled as he catches the sight of the
Count in London. Seeing the man and “having a good view of him” (Stoker 143) Mina
jots down her impression; “He was very pale, and his eyes seemed bulging out.... His
face was not a good face; it was hard, and cruel, and sensual” (143). Upon noticing
Harker’s terrified expression, Mina takes him away and helps him sit down on a
bench, where he quickly forgets about the event and falls asleep on her shoulder.

Mina’s quick acting, which saves Harker from being projected to more fear and
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abjection, undoubtedly reminds one of the instincts of a mother shielding her child

from possible danger:

Having gone through his own abjection Jonathan remains dependent on a
maternal figure, his wife Mina, who in social terms has taken the un-wifely
position of protecting her hand, and in psychological terms can be read as only
another, though less frightening, figure of maternal communion. (Spitzer-
Hanks 47)

While the Count does not seem to target Harker when he sees him in London, his
attention does fall on another figure, Lucy. Even before the Count’s arrival in England,
Lucy experiences strange phenomena; her old habit of sleep walking returns, she is
weak and anaemic looking by day, and restless and agitated by night. Even the setting
of London goes under a transformation with Dracula’s arrival, and turns into a city

worthy of the old Gothic imagination;

[T]he whole aspect of nature at once became convulsed...The wind roared like
thunder...masses of wet clouds which swept by in ghostly fashion, so dank and
damp and cold that it needed but little effort of imagination to think that the
spirits of those lost at sea were touching their living brethren with the clammy
hands of death... (65)

As the tension gets higher and Lucy’s sleepwalking gets worse, Mina records the night
when what they both fear happens. Lucy, after trying every night in her sleepwalking
state to get out of the room, finally does manage to do it and heads for St. Mary’s
Church where she and Mina visit regularly. In a night with a “bright full moon, with
heavy black, driving clouds,” (76) Lucy sits alone in the garden of the church, with
“something, long and black, bending over the half-reclining white figure” (77). This
is the Count attacking Lucy and drinking her blood, which Mina runs to stop, but is
too late as there are already “two little red points like pin-pricks” on her neck and “a

drop of blood” on her nightdress (78) when she reaches her.

From this point on, the narrative shifts between Mina’s journal entries, Dr. Seward’s
notes — one of Lucy’s suitors along with Arthur Godalming and Quincey Morris — and
his letters to Dr. Van Helsing. The last character, Stoker’s addition to the vampire
tradition and a character who found its place in popular culture, is a versatile figure

who acts as a doctor, a chemist, a priest, and a guardian. As Lucy becomes gravely ill
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after the strange night in the church’s courtyard, Van Helsing is called for help by Dr.
Seward. With each passing day, Lucy ‘“seems to be growing weaker,” (80) her
aspiration becomes difficult as she cries “silently between long, painful struggles for
breath,” (81) and she looks “pale and wan-looking” (82). This unusual state of Lucy
worries and intrigues Dr. Seward, who cannot detect the cause behind her illness. He
even conducts a blood test for Lucy, though finding that she is, instead, very healthy.
What Seward overlooks in this case is brought to surface by Van Helsing who in a
solemn attitude states that “[t]here are mysteries which men can only guess at which
age by age they may solve only in part” (171). With his fatherly power and dominance
that rivals Dracula’s, he “stands as the protector of the patriarchal intuitions he so
emphatically represents...His largest purpose is to reinstate the dualities that Dracula
would muddle and confuse” (Craft 117). Soon enough, Van Helsing will be a forefront

figure which leads the Crew of Light to final victory.

Van Helsing’s first trial in this way, begins with the demonic transformation of Lucy.
From being the sweet and fair girl, Lucy changes into a figure of “voluptuous
wantonness” (Stoker 175). Her mutation into the vampiric form is unavoidable;
however, as not even three blood transfusions by Dr. Seward, Arthur — her fiancé —
Van Helsing and finally the American Quincy Morris could replace and bring her back
to health. The “strong young manhood” (101) of either men succeed in restoring Lucy,
as she is already defiled by monstrosity and abjection. Just like Dracula, her survival
now depends on an abject fluid, blood; “She wants blood and blood she must have or
die” (101). On her deathbed, Lucy gains temporary vigour and begins to charm and
seductively call for Arthur, similar to the way the vampire ladies did to Harker;

In a sort of sleepwaking, vague, unconscious way she opened her eyes...and
said in a soft, voluptuous voice, such as I [Dr. Seward] had never heard from
her lips, ‘Arthur! Oh, my love, I am so glad you have come! Kiss me! (133)

As Arthur eagerly bends down to give her a kiss, Van Helsing forcibly pushes him
away and flings him across the room. In this scene, Van Helsing acts like a “lion at
bay,” (134) a strong, patriarchal figure protecting his children from the dangers of the

vampire, and most importantly, from the sexually active female.
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With the Count’s aid, Lucy seems to express her sexuality more openly than she did
before. She uses a “diabolically sweet” (176) tone of voice to attract her fiancé,
approaches him with a “languorous and voluptuous grace” (176) and directly asks for
a kiss, all of which are behaviours an ideal Victorian woman never show. Stoker
indicates with Lucy’s case, what will happen to a woman who wishes to transgress
the boundaries established by social order as Boyd suggests; [B]ecause the female
vampires represent the New Woman through their rampant sexuality, the patriarchy
seeks to destroy them. Certainly, neither Lucy nor the vampire wives make it through

the novel without being finally laid to rest” (2).

Even with the “blood of four strong men” (Stoker 126) flowing in her veins, Lucy dies
and is subsequently placed in a vault. What is strange in this case as Dr. Seward notes
is that after her death, Lucy looks more flourishing and healthy than when she was
alive: “There lay Lucy, seemingly just as we had seen her the night before her funeral.
She was, if possible, more radiantly beautiful than ever...The lips were red, nay redder
than before; and on the cheeks was a delicate bloom™ (166). Her death does not end
Lucy’s part in the narrative however, as shortly after the funeral ends, newspapers
begin to report that there has been a “bloofer lady” (147) — child way of saying
‘beautiful’ —who lures children to dark alleys at night, after which they return looking
sick and pale. This is caused by Van Helsing soon reveals, Lucy in her vampire form.
Although at first it is difficult for Dr. Seward to believe such a thing, that vampires
exist and Lucy could be one of them, when he reads Harker’s diary and sees Lucy
wandering around at night and returning to her coffin during the day, he begins to
accept the reality of the situation. To prove his argument, Van Helsing persuades Dr.

Seward and Arthur to watch over Lucy at night in the cemetery. Together, they spot:

[A] dark-haired woman, dressed in the cerements of the grave...bent down
over what we saw to be a fair-haired child. There was a pause and a sharp little
cry, such as a child gives in sleep...we recognized the features of Lucy
Westenra...but yet how changed. The sweetness was turned to adamantine,
heartless cruelty, and the purity to voluptuous wantonness...on Lucy’s face we
could see that the lips were crimson with fresh blood, and that the stream had
trickled over her chin and stained the purity of her lawn death-robe. (175)
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When Lucy notices the trio, she doesn’t recognize them, and even feels threatened by

them, as wild animals do when confronted by hunters:

As she looked, her eyes blazed with unholy light, and the face became
wreathed with a voluptuous smile...With a careless motion, she flung to the
ground, callous as a devil, the child that up to now she had clutched
strenuously to her breast, growling over it as a dog growls over a bone (175).

Lucy’s vampirized form produces such intense feelings in the usually calm and gentle
Dr. Seward that he bluntly admits he would enjoy her death; “I call the thing that was
before us Lucy...At that moment the remnant of my love passed into hate and loathing;
had she then to be killed, I could have done it with savage delight” (175). Lucy, who
is now neither alive nor dead, who defies purity and chastity, and who boldly
expresses her sexuality, is a threat for Dr. Seward, along with the rest of the men. Her
fiancé Arthur however, seems to be enticed by Lucy; “[H]e seemed under a spell;
moving his hands from his face, he opened wide his arms” (176). Before Lucy could
reach him, Van Helsing stops her once again; “[H]e sprang forward and held between
them his little golden crucifix. She recoiled from it, and, with a suddenly distorted
face...dashed past him” (176).

Rejecting her natural role as the docile wife and loving mother, Lucy’s blatant
advancements towards men, and her confident sexual advancements are thus rejected
and found abhorrent by the men around her. Incidentally, her inverted treatment of the
children, whom she needs to nurture, adds more to her monstrous and abject maternity.
Similar to the vampire women who clamped on an infant the Count brought to the
castle, Lucy preys on little children and becomes a “bloodthirsty predator who brings
about death orally and who reverses the natural role of the mother by feeding off her
young victims” (Boudreau 3). What is interesting in this scene is that, the children
Lucy feeds on do not die, or turn into vampires like Dracula’s victims. Instead, they
do survive and seem to willingly go to Lucy. The newspapers report that the children
who are bit by this “bloofer lady” ask their parents and nurses if they can play with
her again. There are also reports that children have invented a game in which they
imitated Lucy coming and taking them away; “This is the more natural as the favourite

game of the little ones at present is luring each other away by wiles” (Stoker 147).
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This depicts a new form of mothering, a vampiric one or “maternity turned monstrous,
one that feeds on children rather than feeding them” (Almond 227). Dennis Foster in
“The Little Children can be Bitten” observes that unlike the adults who cannot admit
that they feel an attraction for the vampire Lucy, children do not feel obligated to hide

their feelings and in fact they

are drawn to this motherly, erotically charged woman, giving themselves to
her while they also identify with her...Lucy’s vampiric relations with the
children expose the link between the oral and the erotic in the era of childhood
and the mutual haunting of mother and child. (488)

Like Dracula, who “knows what he wants and moves relentlessly towards it,” (Foster
489) Lucy aims for what she craves. However, Stoker’s narrative shows that all
transgressive desires such as Lucy’s, must be ultimately repressed or eliminated. To
achieve this, Van Helsing persuades Dr. Seward and Arthur through a long and

elaborate speech that Lucy must be destroyed:

But if she die in truth, then all cease...when this now Un-Dead be made to rest
as true dead, then the soul of the poor lady whom we love shall again be free.
Instead of working wickedness by night and growing more debased in the
assimilation of it by day, she shall take her place with the other Angels. So
that, my friend, it will be a blessed hand for her that shall strike the blow that
sets her free. (Stoker 178-179)

The sense of religious high duty Van Helsing ascribes for this task, makes it all the
more appealing for the rest of the men. While in the hopes that they are doing God’s
work but feeling almost sexual arousal from murder, the three men wait and clamp on
Lucy’s coffin as she sleeps peacefully. In a “gruesome and erotically-charged staking”
(Murch 9) Arthur drives a stake through Lucy’s heart, while Van Helsing reads from

the Bible, and Dr. Seward watches the scene in delight;

The Thing in the coffin writhed; and a hideous, blood-curdling screech came
from the opened red lips. The body shook and quivered and twisted in wild
contortions...But Arthur never faltered. He looked like a figure of Thor as his
untrembling arm rose and fell, driving deeper and deeper the mercy-bearing
stake, whilst the blood from the pierced heart welled and spurted up around it.
His face was set, and high duty seemed to shine through it; the sight of it gave
us courage, so that our voices seemed to ring through the little vault. And then
the writing and quivering of the body became less, and the teeth ceased to
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champ, and the face to quiver. Finally it lay still. The terrible task was over.
(179-180).

Lucy, who once freely expressed her wish to marry more than one man, when given
the masculine power by Dracula, lives an overt sexuality. This proves to be her death
sentence, as she is quickly “hammer[ed] into submission” (Murch 9) by the men
around her. In Craft’s view, the “murderous phallicism” this scene demonstrates, is
Lucy’s deserved punishment for her “transgression of Van Helsing’s gender code”
(122). In Dracula, it can be observed that women who become abject and thus
transgress the boundaries which codify the symbolic realm are immediately singled
out as threat, similar to the women who do not conform to the roles assigned to them
as wives or mothers. They cannot find a place in the dominant patriarchal, symbolic
realm and therefore must be either driven back to the semiotic realm, abjected, or must
be eliminated completely. However, it is shown that women like Mina who have a
“man’s brain” (Stoker 283) who serve as a protective and loving motherly figure will

be shown to live on and assist the men in their fight against the Count.

During the period of interval where Dr. Seward, Arthur and Van Helsing pursued
Lucy, Harker was absent from the narrative. However, when Mina shows her the
copied letters of Dr. Seward and Van Helsing and informs him of what happened,
Harker begins to comprehend the reality around him;

It seems to have made a new man of me. It was the doubt as to the reality of
the whole thing that knocked me over. | felt impotent, and in the dark, and
distrustful. But, now that | know, | am not afraid, even of the Count. (Stoker
156)

Equipped with the shield of knowledge and reason, Harker quickly dismisses the
Count’s influence on him. After Lucy’s death, he joins the three men and accepts, like
them, Mina as the replacement of a maternal figure. Mina helps the “Crew of Light”
by copying and deciphering letters of correspondence by the Count and the clerks in
London, and provides them “motherly” comfort from the horrors the Count produce.

She not only nurtures Harker, but also tends to a weakened Arthur;

With a sob he laid his head on my shoulder and cried like a wearied child,

whilst he shook with emotion. We women have something of the mother in us

that makes us rise above smaller matters when the mother spirit is invoked. |
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felt this big sorrowing man’s head resting on me, as though it were that of a
baby that someday may lie on my bosom, and | stroked his hair as though he
were my own child. (191)

Mina’s pure “motherly-spirit” however, does not stop the Count from targeting her.
In fact, it makes it more appropriate for Dracula to go after Mina, as he himself
confirms in a threatening speech directed towards the Crew of Light; “Your girls that
you all love are mine already. And through them you and others shall yet be mine, my
creatures, to do my bidding and to be my jackals when I want to feed” (255). While
the men are on the search for him, Mina is left alone in the house as Van Helsing
claims that she is “our star and our hope” (201). Mina fears that the men will not ask
for her help again if she appears “as a drag or a hindrance to their work,” (201) and
thus believes it will be better for her to stay back. This proves to be a fatal decision as
the Count invades the house and attacks Mina. What’s more, the attack takes place
when Harker is present, though rendered immobile by the Count’s hypnotism. Just
like in the castle, Harker is driven back to a “female-like” suppression, “his face
flushed and breathing heavily as though in a stupor” (234) while the Count attacks
Ming;
Kneeling on the near edge of the bed facing outwards was the white-clad figure
of his wife. By her side stood a tall, thin man, clad in black. His face was
turned from us, but the instant we saw we all recognized the Count, in every
way, even to the scar on his forehead. With his left hand he held both Mrs.
Harker’s hands, keeping them away with her arms at full tension. His right
hand gripped her by the back of the neck, forcing her face down on his bosom.
Her white nightdress was smeared with blood, and a thin stream trickled down
the man’s bare chest which was shown by his torn-open dress. The attitude of

the two had a terrible resemblance to a child forcing a kitten’s nose into a
saucer of milk to compel it to drink. (234)

For the narrative, this is such a remarkable scene that it is presented twice, first by Dr.

Seward’s account, and then by Mina’s own experience of it;

With that he pulled open his shirt, and with his long sharp nails opened a vein
in his breast. When the blood began to spurt out, he took my hands in one of
his, holding them tight, and with the other seized my neck and pressed my
mouth to the wound, so that | must either suffocate or swallow some to the...
Oh, my God! My God! What have | done? What have | done to deserve such
a fate, 1 who have tried to walk in meekness and righteousness all my days.
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God pity me! Look down on a poor soul in worse than mortal peril. And in
mercy pity those to whom she is dear!” (239)

Through the grandeur of Stoker’s narration, another layer is added to the Count’s
ambivalent sexuality. When on the one hand he is sexually active and attacks women,
on the other, she “nurses” or “suckles” children, and provides them with her bodily
fluid as a mother. The Count’s blood in this scene “becomes reminiscent of the
“lifeblood” that the mother provides in the act of breastfeeding” (Howsam 45).
Similarly, Craft argues that the “Vampire’s baptism of blood” (Stoker 269) on Mina

also points at an “interfusion of masculine and feminine functions”;

We are at the Count’s breast, encouraged once again to substitute white for
red, as blood becomes milk...Such fluidity of substitution and displacement
entails a confusion of Dracula’s sexual identity, or an interfusion of masculine
and feminine functions, as Dracula here becomes a lurid mother offering not
a breast but an open and bleeding wound. (125)

The relationship between this mother and daughter is further complicated when Mina
in a way, confesses that she did not feel like objecting or stopping the Count; “I was
bewildered, and strangely though, | did not want to hinder him. | suppose it is a part
of the terrible curse that this happens when his touch is on his victim” (Stoker 239).
Mina’s inability in this case hints at a regression into the “desirable and terrifying,
nourishing and murderous, fascinating and abject inside of the maternal body” (PH
54). When all throughout the narrative she was depicted as the protective and loving
mother, with the entrance of the abject monstrous, her role is reversed and replaced
with an infant’s. Furthermore, the blood stains on her white night dress, suggests that
Mina’s previous purity has been defiled; “Unclean, unclean! I must touch him or kiss
him no more” (236). Having been attacked by the vampire, Mina acknowledges her
own abjection and defilement and separates herself from the rest of the crew. She is
now liminal like the vampire, freely floating between the “aristocratic ideal of the
ornamental woman and the liberated figure of the ‘New Woman’”’ (Spitzer-Hanks 18).
Along with Harker, she is reduced to animal imagery and turned into a “kitten” (234)
who is forced to drink milk from a bowl, she becomes someone less than herself, a

woman whose “goodness and purity and faith was outcast from God;” (257)
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| know that all that brave earnest men can do for a poor weak woman, whose
soul perhaps is lost ...you will do. But you must remember that | am not as you
are. There is a poison in my blood, in my soul, which may destroy me; which
must destroy me, unless some relief come to us. (275)

With Lucy killed, Mina and Harker are the only ones left under the influence of the
vampire. Both of them ‘impure,’ “neither Mina nor Jonathan can lay claim to coherent
identity until the vampiric threat is laid to rest” (Spitzer-Hanks 17). This is achieved
through a less traditional method in the narrative — than compiling data through
journals and newspaper entries — through Mina’s newly achieved “vampiric” abilities.
As she drank from the Count’s blood, her mind is connected to his, and in this way
she can psychically see where he is going or hear the sounds around him. “This
merging,” Almond observes, “is the most primitive and frightening level of anxiety
expressed in this story, representing an annihilation of the self, of the sense of agency,

cohesion and autonomy” (228).

While the connection between Mina and the Count sounds promising, the “horrid
poison” (Stoker 268) worsens her mental and physical condition by each second. She
begins to grow fangs, her general, loving attitude changes into a gloomy and ominous
one. However, as they are under constant threat of being engulfed by abjection, the
crew must now push Mina and themselves into a long and dreary pursuit of the Count.
Using Mina’s new abilities, Van Helsing hypnotises her and through her, they learn
where the Count is headed. Still, as much as Mina can spy on him, the Count can also
see and hear Mina’s whereabouts. For this reason, the men decide not to disclose their

plans anywhere near Mina, and only discuss them discreetly.

In the final chapters, the crew follows the Count back to Transylvania to his castle.
As they get close to the castle, there comes a sudden and dramatic change in Harker.
His previous, strong resolution to find and kill the Count leaves its place to fear and
doubt, and his physical and mental state suddenly begins to deteriorate. And when
Van Helsing proposes that they bring Mina along to the castle, Harker finally loses

his self-control:

He became almost speechless for a minute, and then he went on: ‘Do you know
what the place is? Have you seen that awful den of hellish infamy...every speck
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of dust that whirls in the wind a devouring monster in embryo? Have you felt
the Vampire’s lips upon your throat?” Here he turned to me, and as his eyes lit
on my forehead, he threw up his arms with a cry: ‘Oh my God, what have we
done to have this terror upon us!” and he sank down on the sofa in a collapse
of misery. (Stoker 296)

Until the moment the Crew reaches the Count’s castle and find the coffins, Harker is
muted in the narrative. He is only observed to be in a state of frenzy, which seems to
accentuate as the threat of the vampire gets close. As readers, we are carried to the
climactic moment of the Count’s death through Mina’s and Van Helsing’s accounts,
not by Harker’s, as Van Helsing takes on the responsibility of killing the female

vampires.

Similar to the situation Harker was in with the female vampires, Van Helsing feels
mesmerized and attracted by them. He witnesses their “voluptuous beauty” (308)
which nevertheless gives him shivers, makes him weak and even falter from his
purpose. And just like Harker, upon the sight of the vampire Van Helsing briefly gives
up his patriarchal masculinity; “She was so far to look on, so radiantly beautiful, so
exquisitely voluptuous, that the very instinct of man in me, which calls some of my
sex to love and to protect one of hers, made my head whirl with new emotion” (308).
However beautiful and fair they may seem, and however much Van Helsing dreads it,
the narrative shows that these women must be eliminated. Thus, with a stake that
pierces through their hearts, the three vampires are killed and laid to rest by Van
Helsing. Leaving no reminiscent behind, they turn into dust and float away as Van
Helsing observes; “[H]ardly had my knife severed the head of each, before the whole
body began to melt away and crumble into its native dust’” (309). On the following
day after the female vampires are Killed, the Crew along with Mina gets together to
strike the final blow to the threat of the vampire. Harker this time takes the lead, and

lifts the coffin of the Count, which Mina records later in her journal;

He was deathly pale, just like a waxen image, and the red eyes glared with the
horrible vindictive look which | knew too well. As | looked, the eyes saw the
sinking sun, and the look of hate in them turned to triumph. But, on the instant,
came the sweep and flash of Jonathan’s great knife...before our very eyes, and
almost in drawing of a breath, the whole body crumbled into dust and passed
from our sight. (314)
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Just as it started with his narrative, Dracula ends with a final note by Harker. He and
Mina now have a son, who was born on the day the Count died. Seven years later they
return to Transylvania, and to the castle to see that “[e]very trace of all that had been
was blotted out. The castle stood as before, reared high above a waste of desolation”
(315). Even though Stoker finalizes the narrative with the dissipation of the vampire
and restoration of order, abjection continues to haunt from the margins. Both the
characters and the society they live in are “tainted” by the presence of the vampire, of
abjection, which “stands as a residue that cannot be washed off” (Spitzer-Hanks 18).

The boy’s birth in the end, most vividly signals at this as Halberstam suggests:

Monster in fact, merges with man by the novel’s end and the boy reincarnates
the dead American, Quincey Morris, and the dead vampire, Dracula, as if to
ensure that from now on, Englishness will become, rather than a purity of
heritage and linage or a symbol for national power, nothing more than a lost
moment in Gothic history. (Halberstam 106).

In opposition to Frankenstein where there was one abject monster — the Creature — in
Dracula, there are more than one monster to be analysed: the Count, Lucy, and the
vampire women. Each of these “foul things” (Stoker 32) are presented through their
transgressive corporeality which threatens and subverts the traditional roles ascribed
to females and mothers, as well as males in the Victorian era. Throughout Dracula,
the abject monsters continuously threaten the rest of the characters with returning to
the realm of the mother: the semiotic. This also entails their identity dissolving, or
succumbing to abjection and losing their unified, symbolic position. The characters
who confront abjection in this sense — Harker, Mina, Lucy, Dr. Seward, Arthur
Godalming and Quincey Morris — can be observed to weaken under this threat, until
eventually the monsters are “thrown off” and the order is restored. Especially Harker
in this process, nearly becomes abject himself under the influence of the Count and
the female vampires. His voice is greatly oppressed after his encounter with the Count
and rarely heard until towards the end when the Count is dying.

The results of the imbalance between the semiotic and symbolic realms caused by the
abject monsters, can be observed in female and male characters uniquely. Similar to

Lucy, Mina is pulled out of the symbolic realm from her position of the pure, loving
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mother and driven to the semiotic to take on the role of the female seductress, who
tempts the men around her (Van Helsing). The male characters in this respect — Van
Helsing, Dr. Seward, Arthur Godalming, Quincey Morris and Harker — become
temporarily affected by abject monstrosity; they are either feminized and oppressed
like Harker and Arthur or immobilized and forced to act immorally in order to fight
with the abject monsters. However, in the end they — Mina, with the help of the rest
of the characters — are able to overcome abjection, and keep the symbolic order as

well as their own positions in it, intact.
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CHAPTER 5

CONCLUSION

Under the light of Kristeva’s literary theories, this thesis has focused on monstrosity
and abjection in two different Gothic novels: Frankenstein (1818) by Mary Shelley
and Dracula (1897) by Bram Stoker. In both novels, it has been observed that an
abject other loaded with unconscious fears, desires, impulses and those fundamental
contradictions of the human psyche, is included in the narrative to depict the instability
between the “symbolic order” and what Kristeva names as “the other side of the
border” (PH 3). Both Shelley’s “patched-up” monster and Stoker’s immortal count
are abject beings who disrupt the norms, rules and order, under which the rest of the
characters live. Their abject presence and uncontainable liminality bring the
“semiotic” and “symbolic” orders together, causing the two to dangerously mingle.
While Kristeva argues that the traces of the semiotic order can be found in the
symbolic, her attitude signals at the necessity of the two orders to stand separate. She
also hints at this by stating that if one order is to overcome the other, the subject goes
under the risk of falling into an identity crisis. For the subject to successfully come
out of the confusion between these two orders, the abject monster(s) must be “thrown
off,” and cast away from the symbolic order. In this way, it can be understood that the
semiotic order must also be overcome. According to Kristeva, any encounter with
what is abject threatens the “I,” with a regression to the chaotic maternal realm, and
with loss of identity, unity and finally with self-annihilation. Thus, when equipped
with the generative powers of the “archaic mother,” the monsters in Frankenstein and
Dracula show what the characters risk when they don’t successfully abject the

monsters: their very own being and the collapse of the symbolic order.
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Both Dracula and Frankenstein are works which were written close to the end of an
era and the beginning of a new one. Dracula is published in 1897, when Victorian
realism were coming to an end along with the interest in Gothic fiction; Frankenstein
was written at a time when the enthusiasm created by Radcliffe and Walpole was
burning down and “formal realism” was on the rise. It has been observed that both
novels involve individuals who are torn between their inner passions and outside
reality, and a society which pre-conditions human behaviour, and interaction under
strictly divided spheres: “domestic,” and “public”. In this condition, Stoker’s vampire
Count and Victor’s monstrous creature emerge and set off to terrorize those around
them. Their horror is rooted in their in-betwixt nature; oscillating between life/death,
maternal/paternal, and human/animal. Such a condition, Hogle (1998) asserts, “echoes
the most primal, and thus abject-ed, state in Powers of Horror: the moment of birth
where the emerging infant is half-inside and half-outside the mother, partly dead and
partly alive...in a liminal ‘either/or’ of which we retain dim somatic memories” (207).
As this thesis has shown, even though in the end a rational subject may emerge, it
always does so with a “pre-conscious longing and loathing for the ‘root” heterogeneity

so basic to it” (207).

Similar to Dracula, Shelley’s Frankenstein begins with a depiction of a patriarchal
symbolic hero, Victor, who has his respective place in a middle-class society, and on
the way to form a family of his own. When his mother suddenly passes away;
however, Victor’s life undergoes a dramatic change and he is sent alone to university
to pursue an education in science. In there, he begins to study anatomy and natural
science, unconsciously following a “lack,” which has been created by his mother after
her death. This results in the creation of the monster, whom Victor subsequently
rejects when it becomes alive. The Creature — much like abjection — does not stop
pursuing and challenging Victor, and so in the end “both characters reach an equal
degree of alienation and self-torture and indeed become indistinguishable as they

purse each other across the frozen polar wastes” (Johnson 16).

As the pursuit drags on and the Creature’s threats become more literal — with Clerval’s

and William’s deaths — Victor begins to experience “self-abjection.” He appears to be
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going through both a moral and physical degradation, he is unable to be recognized
not only by his friends and family, but also by himself. Only retaining an attachment
to the abject Creature, Victor falls into an identity crisis where he cannot define
himself as a rational subject anymore, and cannot fully embrace his abject
transformation propelled by the Creature’s presence. Thus, he can only identify
himself through a monstrosity similar to the Creature’s: “I considered the being whom
| had cast among mankind...nearly in the light of my own vampire, my own spirit let

loose from the grave, and forced to destroy all that was dear to me” (Shelley 60).

The literary analysis and symbolism surrounding the Creature is exhaustive, yet, what
many of the critics studying Frankenstein seem to agree on is the representation of
the feminine and the maternal through the monstrous presence of the Creature. This
becomes more evident when Victor rejects the Creature’s request to form a female
monster, and violently destroys the half-finished thing. Victor’s inability to face the
maternal yet his deep longing for it resonates in his failed attempts to make terms with
the Creature, which in the end traps him in abjection and drives him to his eventual
death. The recurring image of the mother in Frankenstein is analysed by some critics
such as Marie Mulvey-Roberts (2000), Ellen Moers (1995), and Marc A. Rubenstein
(1976) as Shelley’s personal attempt to reunite with her mother Mary Wollstonecraft,
whose death Shelley had believed herself to be responsible for. Even with basic
knowledge about Shelley’s life — her mother’s death upon her birth, and her own two
children dying at infancy — one can sense a connection between a “lost motherhood”
and the search for it. Moers suggests, Frankenstein is Shelley’s feelings of “revulsion
against newborn life, and the drama of guilt, dread, and flight surrounding birth and

its consequences” (81).

In Dracula, the dark and mysterious Count, his three voluptuous vampiric daughters,
as well as those characters that he turns into vampires, all cause the rest of the
characters to experience abjection at close range, and face their “ultimate dissolution
into primal chaos as they approach this feminized nadir that is both the ultimate Other
and the basically groundless ground of the self” (Hogle, “Introduction” 11). Not only

Harker experiences the terrors in Castle Dracula, but also the rest of the characters are
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driven to the margins of the norm in which they live, due to the liminal and
transgressive nature of the vampire. Dr. Seward is initially depicted as a righteous,
hard-working doctor who is devoted to his patients in the asylum but towards the end,
he is seen to enjoy the joint killing and decapitation of Lucy as she sleeps in her coffin.
Arthur, Lucy’s fiancé, is stopped twice before he can answer Lucy’s “voluptuous”
calling for physical affection. He even shows rage when Van Helsing tears him away
from her. Towards the end of the story, even Van Helsing is seen to falter in front of
the beautiful vampire women, and admit himself to be a “bigamist” after seeing Lucy
in her luscious, vampiric form. Towards the end of the narrative, even though they
repeatedly emphasize themselves to be doing God’s work, the “Crew of Light” along
with Harker begin to resemble those monsters they so despise and want to kill. While
their experience of it is not as intense as Harker’s, their abjection can still be observed
as Stoker provides detailed journal entries of the characters, as well as different

viewpoints of the same events.

As mentioned above, in Dracula, Harker is the one who experiences abjection in close
proximity in the Count’s castle. As readers we witness through Harker’s meticulous
journal entries how he slowly loses his Western imperialist supremacy, and how he is
gradually feminized, suppressed, and stripped of autonomy by the abject monsters he
tries to ignore desperately. What this leads to are sudden and painful oscillations
between the semiotic and the symbolic realms, which eventually render Harker
“insane,” and leave him in a state of mental and physical decay. Hence, when in
England Mina begins to take care of a weakened Harker, who does not comprehend
the reality around him until Mina is the one to relay him the Count’s actions in
London. In order to recapture his status of a whole, unified, and rationally fixed
subject, Harker — as well as the rest of the characters — resolves to “throw off”” what
disturbs “identity, system, order...borders, positions, rules” (PH 4). More importantly
in this equation, there is the ambiguous Count who disrupts gender roles, and
substitutes the Mother who is threateningly powerful yet intimately secure at the same

time.
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In this regard, this study has identified the following assumption that Frankenstein
and Dracula respectively show (a) failure of abjecting what disturbs the system, the
order and the personal/social boundaries; self- annihilation, and (b) the aftermath of
successful abjection of the monsters; reinstatement of the symbolic order. It has also
been observed that when the abject monsters representing Kristeva’s understanding
of the maternal are not similarly abjected, “then aggression turns toward the self or, if
an identity with the mother is unbroken, the self will be ‘killed’ in the process of the
elimination of the maternal” (Bronfen 135). In other words, according to Kristeva’s
theories, in both Frankenstein and Dracula, the mother becomes a figure who cannot
survive in the patriarchal symbolic order unless she is purified and reduced to her

basic qualities; docile, pure and sweet protective.

In Stoker’s text, the identification with the mother is not as strong as in Shelley’s, yet,
it is evident that there is the need to eliminate abjection and the mother, along with
the perversion of her image which arises with the inclusion of the vampire. The
moment Lucy returns as a vampire and preys upon the children — instead of the usual
maternal duty she needs to follow and take care of them — she becomes a threat in the
eyes of the Crew. Similarly, when Mina is attacked by the Count, her role of the caring
mother is usurped, she becomes “unclean,” and even marked on the head when Van
Helsing touches her forehead with sacramental bread. The image of the holy, pure and
loving mother is further violated when the Count “suckles” Mina by cutting a slit on
his chest and forcing her to drink his blood. Thus, the necessity to eliminate the abject
monsters become stronger in Dracula, as it threatens but also assures the subject with
presence of the mother.

In conclusion, in the two Gothic novels Frankenstein and Dracula, this study has
identified the necessity to “throw off” what is abnormal, disruptive and inconsistent;
and what impedes a subject to develop properly and find its place in the established
social/symbolic order. This argument has been explored in the light of Kristeva’s
concept of the “abject,” and her theorization of the figure of the mother and the
maternal. In this regard, Frankenstein, shows the results of failure in eliminating what

is abject; the collapse of the symbolic order — as induced by the abject monster — the
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subject’s self-annihilation along with the abjection of those around it. Dracula on the
other hand, depicts the successful elimination of personal anomalies brought to
surface by abject monsters, the restoration of gender-roles, the borders between life
and death, as well as human and animal. The disruption of the symbolic order can be
seen in the aforementioned focus on the mother, and the shift of focus from the subject
itself to the one that defies that order. Furthermore, the balance between pure and
impure — which can be said to underlie the basic structures of the symbolic order — is
also disturbed, as the characters are objectified, defiled, and literally “marked” by the
abject monstrosity they confront.

The discussions carried out in this study can be further developed by means of a
feminist literary criticism where the response to abjection and the final outcome of the
two novels are discussed in relation to authors’ gender difference. It is interesting to
note that in Dracula, the symbolic order is eventually restored and the monsters are
defeated, but in Shelley’s Frankenstein, not only the semiotic overcomes the
symbolic, but also the Creature’s death is not explicitly narrated and thus remains an
ambiguous issue. Both authors’ biographies can also be included in the analysis at this
point, as Stoker is mentioned to have struggled with an authoritative and over-
protective mother during his childhood and Shelley had to grow up without one. In
this respect, Frankenstein and Dracula can be read as the two authors’ personal
journeys of dealing with abjection, and particularly with the figure of the mother in

their own way.

Another interesting point of study can be an analysis of the dramatisations and
contrasting film adaptations of these two novels. While Dracula was later on adapted
to theatre by Stoker himself, Frankenstein received dramatisation as early as 1823,
and by an author other than Shelley herself. Furthermore, there are two different texts
of Frankenstein with what can be read as minor alterations; an 1818 publication of
the story which Percy Bysshe Shelley is rumoured to add changes and make
adjustments himself, and a later 1831 — on which this thesis is based — where Shelley
omitted and change some parts such as Elizabeth being a stranger who is adopted

instead of her being Victor’s cousin (Jansson” “Introduction xxv). In conclusion, it

87



can be said that the two Gothic novels now regarded as “classics,” have been
extensively discussed in modern literary criticism, and thus there may be limited
arguments to offer. However, what this thesis aimed to show in a way, was the fact
that there is never an end to question a novel, and sometimes the same questions may

even lead to different answers.
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APPENDICES

APPENDIX A: TURKISH SUMMARY/TURKCE OZET

IKi GOTIK ROMANA ILISKIN YARATIKIMSI IGRENCLIK CALISMASI:
DRACULA VE FRANKENSTEIN

Bu ¢alisma Mary Shelley’nin Frankenstein (1818) ve Bram Stoker’in Dracula (1897)
isimli eserlerini, i¢cinde bulundurduklar1 igreng (abject) yaratiklar ve bu yaratiklarin
anlatidaki toplumsal/sembolik diizendeki islevi yoniinden incelemektedir. Ayni
zamanda, romanlardaki kahramanlarin 6zne analizinin, psikanalitik gelisim teorisi
cergevesinde incelenmesi amaglanmaktadir. Bu konularin analizinde teorik c¢ergeve
olarak Julia Kristeva’nin Korkunun Gii¢leri (Powers of Horror) (1980) isimli uzun
denemesinde oOne siirdiigii “igrenclik” (abjection) kavrami kullanilacaktir.
Kristeva’nin bu eserinin yaninda, ayn1 zamanda Siirsel Dilde Devrim (Revolution in
Poetic Language) (1974), Ask Hikdyeleri (Tales of Love) (1983) ve Kara Giines
(Black Sun) (1984) isimli eserlerinden de yararlanilacaktir. Kristeva bu eserlerinde
genellikle 6zne gelisimi, psikanaliz ve 6zne-cevre arasindaki iliskiye yer vermistir.
Bu baglamda 6zellikle Siirsel Dilde Devrim (Revolution in Poetic Language) (1974)
isimli eseri 6znenin bebeklikten itibaren psikolojik gelisimini ve bebegin gelisimin ilk
evrelerinde ve ilerleyen seviyelerde anneyle olan iligkisini inceler. Kristeva bu
noktada 6zne gelisimini baba iizerinden kuran ve babay1 gelisimde temel etken olarak
belirleyen birgok psikanalistin (6ncelikli olarak Sigmund Freud ve Jacques Lacan)
diisiincelerinden sapmaktadir. Dolayisiyla Kristeva’nin teorilerini herhangi bir gotik
roman analizinde kullanmak, her ne kadar psikanaliz ¢ergevesinde olsa da tamamen

farkli bir bakis agisindan incelemek anlamina gelmektedir.
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Gecmisten giinlimiize yapilan roman incelemeleri, gogunlukla Marksist, emperyalist,
romantik vs. teoriler kapsaminda yapilmistir. Ozellikle 18. yiizy1l sonlarina dogru
yazilan, gotik roman tiiriiniin ilk 6rnegi olarak goériilen romanlar Marksist teori
cercevesinde karakterlerin sinif ve ekonomik farkliliklar: temel alinarak incelenmistir.
Buna ornek olarak Ertugrul Kog¢ ve Neslihan Atcan Altan’a ait “Fear and Wish-
fulfilling Flights of Fancy: Walpole’s Nightmare of Class Conflict and the Restoration
of Aristocracy in The Castle of Otranto” (2014) isimli makale 6ne siiriilebilir. Her ne
kadar politikadan uzak olarak goriinseler de 18. yiizyil sonu ve 19. yiizyil baslarinda
yazilan gotik romanlar, karakterlerin sinif ve ekonomik farkliliklari bakimindan

incelenmesi olduk¢a miimkiin eserlerdir.

19. yiizyilin sonlarina gelindiginde hem gotik tiiriiniin degisime ve gelisime ugradig,
hem de ileride yapilacak olan gotik roman incelemelerinin farkli teoriler gergevesinde
gerceklestirildigi goriilmiistiir. 20. yiizy1l baslarinda 6ne siirdiigii fikirler ve eserler
sayesinde psikoloji biliminin kurucusu olarak goriilen Sigmund Freud, bu anlamda
gotik roman incelemelerinin teorik bakimdan y6n degistirmesine yol agmistir. Sosyal
cevre ve karakter arasindaki iliskinin yaninda, karakterlerin bilingalti, farkinda olarak
veya olmadan sahip olduklar1 his ve diisiinceler de edebi incelemelerin kapsamina
girmistir. Ancak romanlarin (6zellikle gotik tiirde) psikoloji ve psikanaliz kapsaminda
incelenmesi ayni ylizyilin ortasinda, Maurice Richardson’in 1959 yilinda yazdig:
“The Psycho-analysis of Ghost Stories” isimli makalesi ile baglamistir. Richardson bu
makalesinde Dracula’yr incelemis ve romanin Freud’un teorileri g¢ercevesinde
incelenmesinin uygun oldugunu ileri siirmiistiir. Ayn1 zamanda romanda karakterlerin
cogunda bastirilmis cinsellik ve gizlilik duygularinin da varoldugunu ve bunun
Dracula’nin yazildigi Kralige Victoria donemi sosyal-ekonomik g¢evre sartlarinda
incelenebilecegini savunmustur. Richardson’in makalesini takip eden diger bir¢cok

edebi incelemenin psikanalitik yontemler ¢ergevesinde yapildigi gozlemlenmistir.

Bu baglamda oncelikli olarak gotik gelenegi ve psikoloji bilimi arasindaki iligkinin
kisaca agiklanmasi gerekmistir. Icinde bulundurdugu karakterler, yaratiklar, insaniistii
varliklar vs., insan1 iirperten, korku ve gerilime sebep olan i¢ ve dis ¢evre, olay orgiisii

ve anlatinin belirsizligi sebebiyle gotik romanlar, psikanaliz inceleme ic¢in uygun
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kaynaklardir. Dracula ve Frankenstein’da gotik unsur ve gevrenin, i¢inde barindirdigi
yaratiklar kadar anlatiya yon verdigi ve ayn1 zamanda “anomaliler” yani insanlarin
bastirilmis duygu ve diisiinceleri bir “Oteki’ne atfetmesi ile birlikte insan ruhunun
hassasligini ortaya ¢ikardig1 gozlemlenmistir. Gotik, hem bir edebi tiir olarak hem de
faydalanildig1 diger sanat dallarinda genel olarak bireyin bilingaltina attig1 veya
bastirdig1 korkulari, endiseleri, arzu ve istekleri ele alir. Tipik olarak Gotik tiiriinde
kategorize edilen bir romanda hem i¢ ve dis ¢evre, hem de romanin i¢inde bulunan
“yaratik,” “canavar” veya “Oteki” olarak adlandirilabilecek karakterler, kisinin
bedensel ve zihinsel biitiinliigline kars1 bir tehdit olusturmaktadir. Bir diger ifadeyle
Gotik romanda tasvir edilen yaratiklar, cogu zaman disaridan goriindiikleri gibi sadece
korku ve teror hissi uyandirmay1 amaglamazlar. Temsil ettikleri ve somutlastirdiklari
fikirler ve hisler, edebiyatta psikanalitik yaklasimlarin temelini olusturmaktadir.
Dolayisiyla ¢ogu zaman gotik ve fantastik romanlarda yer alan bu yaratiklar, yapilan
edebi incelemelerde ve anlatinin kendi icerisinde de 6nem tasiyan karakterler olarak

kabul edilmektedir.

Tam olarak ilk ortaya ¢iktiklar1 donem belirli olmasa da, yaratiklarin tasvir edildigi
ilk kaynaklar Eski Yunan Edebiyati’nda goriilmektedir. Isa’dan Once 750 yilinda
yazildig1 diisiiniilen Ilyada Destan1 ve Isa’dan Once 29 ve 19 yillar1 arasinda yazilmis
olan Virgil’in Aeneid isimli eserleri, yazili kaynaklarda yaratiklarin yer aldiklar ilk
eserler olarak ele alinabilir. Bu iki eserde farkli hayvanlarin farkli 6zelliklerinin bir
araya getirilip olusturulmasiyla ortaya ¢ikan yaratiklar, kahramanlarin yok etmesi
gereken bir unsur olarak betimlenmistir. Daha sonra Isa’dan Sonra 7. yiizyildan
itibaren Eski Ingiliz Edebiyati’nda hayvan ve insan karisimi Centaur ve denizkizi gibi
yaratiklar tliremis, aym1 zamanda denizcilerin birbirleriyle rekabet etmek icin
olusturduklar1 haritalarda yer almislardir. Ancak insanlik ilerledik¢ce ve koklii
degisimlere maruz kaldikca yaratiklarin da kendi iglerinde sahip oldugu derinlik
artmustir. Ozellikle 19. yiizyilin sonlarinda bu yaratiklar, romanlarda tamamen insan
seklinde tasvir edilmis, fakat insaniistii gli¢lere sahip olduklar1 veya istege bagli olarak
fiziksel degisim gecirebildikleri goriilmiistiir. Buna ornek olarak Robert Louis
Stevenson’m Dr. Jekyll and Mr. Hyde (1886) isimli eserinde yer alan ¢ift karakterli

fakat tek viicuda sahip Dr. Jekyll karakteri one siiriilebilir. Ayn1 zamanda Richard
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Marsh’m The Beetle (1897) isimli romaninda yer alan cinsiyetsiz, yari-tanri ve yari-

insan karigimi Helen Vaughan da bu duruma o6rnek olarak gosterilebilir.

Yaratiklar ortaya ¢iktiklari ilk zamanlardan giliniimiize kadar farkli sekillerde ve farkl
amaclara sahip olarak tasvir edilmislerdir. Ancak yukarida da belirtildigi {izere, her
daim ortak bir noktada bulustuklar1 goriilmiistiir: onlarla karsilasan herkese korku
salmak ve farkliligin, farkli olmanin en carpici ve en grotesk halini ortaya koymak.
Yaratiklar bu vesileyle insanlarin ¢ogu zaman dile getiremedigi ve karsilasmaktan
cekindikleri seyleri agikga sergiledikleri i¢in dislanmislardir. Dini kaynaklarda
“seytan,” “kotiilik melegi” vs. gibi uzak durulmasi gerekilen varliklar seklinde veya
edebi eserlerde yer alan Hydra, Chimera vs. gibi hayvanimsi yaratiklar seklinde her
zaman insanligin karsisinda yer almislardir. Yaratiklar insanlara, insanlarin kendi
iclerinde sakladiklar1 arzularina ve hislerine ayna olmus, onlara gergek tehlikenin
disarida degil, aslinda hemen yani baglarinda, hatta kendi benliklerinde oldugunu

gostermistir.

Bu baglamda gotik romanlar ve psikanalizin, psikanaliz ve yaratiklarin, hepsinin bir
ticlii iliski icerisinde Kristeva’nin ortaya attigr “igrenglik” kavrami kapsaminda
incelenmesi amaglanmistir. Tezin birinci kismi bu iliskinin ag¢iklanmasi ve
Kristeva’nin teorilerinin ayrica incelenmesi i¢in ayrilmistir. Bu tezde sunulan
arglimanin temel aldig1 Kristeva’nin 1980 yilinda yayimlanan Korkunun Giigleri
isimli eseri, 6znenin bastirdigi ve disa vurmaktan kagindigi diisiinceleri igrenglik
kavram1 {iizerinden aciklamaya c¢alismaktadir. Kristeva’ya gore igren¢ olarak
adlandirilan her sey (bir durum, nesne, kisi ve bedensel stvilar bunlara bir 6rnek olarak
goriilebilir) 6znenin gelisiminde karsilastigr ilk asamadir. Bebeklik doneminde daha
anneyle arasindaki bag bozulmamis olan 6zne, ileriki asamalara gectiginde bu bagdan
kurtulmak, anneyi “igrenglestirmek” zorundadir. Kristeva bu asamada her ne kadar
onlardan beslense de psikanalitik gelisim konusunda teorileri olan Sigmund Freud ve
Jacques Lacan’dan ayrilmaktadir. Freud’ a gore 6znenin gelisiminde baba énemli bir
rol oynar. Hilkmedici bir dogaya sahip olan baba, 6znenin (kadin ve erkek i¢in bu etki
farklidir) biiyiliylip gelismesinde ve sosyal cevreye (6znenin bulundugu mevcut

sembolik diizen) ayak uydurmasinda karsisina ¢ikan ilk etken olarak goriiliir. Lacan’
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da da bu durum baba iizerinden incelenmektedir. Lacan’ a gore 6zne (kadin veya erkek
olmas1 goz oniinde bulundurulmadan) babanin miidahil edilmesinden 6nce ve sonra
farkli evrelerden gecerek gelisimini tamamlar. Bunlara ek olarak Kristeva, 6zne
gelisiminin Lacan’in 6ne siirdiigii gibi ayna evresinde (babadan ve dolayisiyla dilden
once) ve daha sonra sembolik diizende baba tarafindan yonetilmesi yerine, anne ve
bebegin birbirine bagimli oldugu “semiyotik™ isimli diizende basladigini savunur.
Freud ve Lacan’in farkli yonlerden ele aldigi veya hi¢ dahil etmedigi anne,
Kristeva’ya gore 6znenin gelisiminde Oonemli bir yere sahiptir. Bununla birlikte
annenin, sembolik diizende de &zne iizerinde bir etkisi oldugunu savunur. Ozne
Kristeva’ya gore bu semiyotik diizeni asip sembolik diizene gegse bile, annenin
otoritesinden ve giiciinden kurtulamaz. Semiyotik bir diger ifadeyle 6znenin tamamen
anneye bagli oldugu bebeklik doneminde, heniiz dilin edinilmedigi ve bebegin sesler

izerinden, ritim ve tonlamaya bagli iletisim kurdugu bir ortamdir.

Kristeva annenin 6zne tizerinde bebeklik doneminden yetiskinlik donemine kadar
otoriter ve baskin bir gii¢ sahibi oldugunu savunur. Bu sebeple 6zne (veya
grup/toplum seviyesinde 6zneler) kendisini bastiran, geri ¢eken ve sinirlarini tehdit
eden her seyi c¢ikarmak, igrenclestirmek durumunda kalir. Bu sav, igrenclik
kavraminin temelini olusturmaktadir. Ancak, igrenclik hissi ve Ozneye tehdit
olusturan seyler, hi¢cbir zaman 6znenin pesini birakmaz ve hayat boyu onu tehdit
etmeye devam eder. Kristeva Siirsel Dilde Devrim (Revolution in Poetic Language)
isimli bir diger eserinde, semiyotik diizenin annenin igrenclestirilmesiyle birlikte
atlatildigin1 ve 6znenin sembolik diizene bu sekilde gectigini savunmaktadir. Bu,
saglikli bir 6zne gelisiminin temelini olusturmaktadir. Ote yandan, bilingaltina atilan
diistince ve hislerin kendini riiyalarda gdstermesi gibi semiyotik diizenin izlenimlerini
de sembolik diizende gérmek miimkiindiir. Her ne kadar iki diizen birbirinden ayr1
dursa da ve bu ayrimin 6zne i¢in gerekli oldugu savunulsa da bu durum her zaman
ayni sekilde tekrar etmeyebilir. Bu anlamda iki diizeni birbirinden tamamen ayirmak
miimkiin degildir. Kristeva’ya gore semiyotik ve sembolik birlikte islemektedir fakat
agirlikli olanin 6znenin psikanalitik gelisiminde etkili oldugunu da savunmaktadir.
Eger semiyotik diizen iistiin gelirse 6zne igrenclik hissine kendini kaptirmis olur ve

kendi benligini yitirir. Fakat ayn1 sekilde sembolik diizen iistiin geldigi halde 6zne ¢cok
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fazla duygu ve diislinceyi bastirmis bir durumda varligini siirdiiriir ve bu da igrenglik
hissinin 0zneyi daha g¢abuk ele gecirmesine yol agabilir. Bu baglamda igrenglik
kavrami, 6znenin temiz/kirli, iceride/disarida, Ben/Oteki gibi sinirlarii tehdit eden
bir unsurdur. Gotik yaratiklar da bu noktadan hareketle 6zne disinda olan, ondan farkli
fakat 6znenin bastirilmis duygu ve diisiincelerini somutlastiran varliklar olarak ele
alinabilir. Bu durumun Ornekleri hem Frankenstein, hem de Dracula’da

goriilmektedir.

Bu calisgmada Gotik roman, i¢inde barindirdig1 Yaratiklarla birlikte igrenclik teorisi
cergevesinde ¢alisilabilecek en wuygun tiir olarak ele almmistir. Edebiyat
caligmalarinda Gotik tiiriin genellikle insan 1rkinin bastirdigir duygu ve diistinceleri
yansittigi savunulmaktadir. Ayni baglamda igrenclik teorisi de 6znenin gelisimini
tamamlamasi i¢in bastirdig1 bir takim hislerin yeniden ortaya ¢iktigi durumlari agiklar
ve Ozneyi bebeklik doneminde yasadigi kaotik ortama dondiirmekle tehdit eder.
Kristeva Korkunun Giigleri isimli eserinde Gotik tiire iliskin bir analiz yapmamigtir
fakat ortaya siirdiigii teori ve fikirler, bu ¢alismada incelenen Frankenstein ve Dracula

romanlari i¢in gerekli altyapiy1 saglamaktadir.

Bu iki roman, yayimlandiklari tarih ve ortaya ¢ikma hikayeleri bakimindan benzerlik
tasimaktadir. Frankenstein, Krali¢e Victoria’nin tahta ¢ikacagi 19. yiizyil baslarinda,
Aydinlanma Cag fikir ve akimlarinin gézde oldugu 1818 yilinda basilmistir. Mary
Shelley eserini yazdigi bu donemde akil, bilim ve bilimsel aragtirmalarin agirlikta
oldugu goriilmektedir. Dolayisiyla kitabin ana kahramani olan Victor Frankenstein’in
da bilim ve deneysel aragtirmalara kars1 biiytik bir ilgisi oldugu goriilmektedir. Fakat
roman sadece insan-bilim veya insan-doga arasindaki iligkiyi degil, bunlarin yaninda
o dénemde etkili olan Fransiz Ihtilali’yle birlikte ortaya ¢ikmus politik akimlara da
deginmektedir. Ayn1 zamanda dini temalara da yer veren Frankenstein, olay
orgiisiinde genellikle cennet/cehennem, iyilik/kotiiliik, yaratan/yaratilan vs. gibi ikili
karsitliklar1 da incelemektedir. Bu sebeple roman John Milton’in Paradise Lost
(Kaywp Cennet) isimli eserine bir gonderme ve hatta onu yeniden yazma eylemi olarak
degerlendirilebilir. Tipki Dracula romaninda oldugu gibi Frankenstein da “Oteki”

kavramini betimlemektedir. Ilk bakista bu kavrama uyarlanan karakterin Victor’in
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yarattigi Yaratik oldugu diisiiniilse de, daha sonra bunun degistigi ve Victor’in
kendisinin de “Otekilestigi” goriilmektedir. Ancak Yaratik sadece diger karakterlerden
ayr1, onlarmn disladigi bir Oteki olmanin yam sira aym zamanda karakterlerin
bastirilmis cinsellik, duygu ve diisiincelerini temsil eden bir varliktir. Bu baglamda
Frankenstein’da betimlenen Yaratik, Dracula da karsilasilan diger vampir veya Oteki

varliklarla benzerlik tasimaktadir.

Mary Shelley olay orgiisiinti Batili, ataerkil, orta-sinif bir aile ortaminda sunmaktadir.
Victor Frankenstein varlikli bir ailenin ilk ¢ocugu, gelecegi parlak ve kendi ailesini
kurma yolunda ilerleyen basarili bir geng olarak betimlenir. Ancak annesini kaybettigi
zaman Victor’in hayati tamamen degisir ve bir anda yalniz basina Ingolstadt isimli bir
sehre liniversite egitimi almak i¢in gonderilir. Bu egitim sirasinda iizerinde ¢alismaya
basladig1 doga bilimleri ve anatomi, onu annesinin ardindan ortaya ¢ikan bir bosluk
(lack) hissinin pesine diismeye zorlar. Bu ¢alismalarin sonunda Victor, 6lii hayvan ve
insanlarin viicut parcalarindan bir “Yaratik” yaratir ve bir firtina sonucu diisen
yildirim ile bu yaratik canlanir. Yaratik’in kendine gelip hareket etmeye basladigi bu
ilk anlarda Victor laboratuvardan kacar ve Yaratik’1 yalmiz birakir. Bu karar1 daha

sonra gelisecek olaylarda biiyiik bir etken olacaktir.

Victor Yaratik’1 terk edip gittikten bir siire sonra laboratuvara geri doner. Oray1 bos
bulduguna oldukc¢a sevinir ancak Yaratik’tan tamamen kurtulmadigini daha sonra
anlayacaktir. Romanin ilerleyen boliimlerinde Victor ve Yaratik’in etkilesimlerinin
artt1g1 ve daha da 6liimciil bir hale geldigi goriiliir. Her etkilesimin ardindan Victor
igrenclik hissini daha da siddetli yasar ve bu durum ahlaki ve fiziksel bozulmalar1 da
beraberinde getirir. Yaratik, Victor’in aile liyelerinin ve arkadaslarinin bir kismini
Oldiiriir, bir kisminin da 6liimiine sebep olur. Ayrica karsilastigi tiim insanlara kotiiliik
getirip, onlarin da igrenclik hissiyle kars1 karsiya kalmalarindaki en biiytik etken olur.
Biitlin bu olaylarin sonucunda Victor ve Yaratik, iki taraf i¢in de zararli olan bir bag
ile sadece birbirleriyle etkilesim i¢inde kalirlar. Victor’in bu olaylarin ardindan artik
kendini akilci, biitiin bir 6zne olarak tanimlayamadigi goriilmektedir. Bir kimlik
bunalimi igerisine girdigi ve Yaratik sebebiyle baslayan igrenc (abject) degisimini

kabullenemedigi i¢in sembolik diizende sahip oldugu yeri kaybettigi anlagilmaktadir.
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Victor kendini Yaratik iizerinden betimlemeye baslar ve Yaratik’in 6ldiirdiigii ailesi
ve arkadaslari i¢in “benim kurbanlarim” gibi sézler kullanir. Sembolik diizende iken
Yaratik karsisinda sahip oldugu istiinliigii kaybeder, ve artik onunla ayni seviyede

varligini stirdiirmeye baslar.

Victor Frankenstein’in bir bosluk (lack) hissini takip edip yarattigi bu Yaratik,
Kristeva’nin teorileri lizerinden incelendiginde kaos temsilcisi, otoriter anneyi temsil
ettigi ortaya c¢ikmaktadir. Ancak Victor kaybettigi annesini yeniden canlandirmak
amaciyla yarattig1 bu Yaratik ile kars1 karsiya kaldiginda Kristeva’ya gore ayni
zamanda gercek “anne” (the Mother) ile de karsilasmistir. Yaratik “dogdugu” andan
itibaren sembolik diizene ait degil, annenin hiikiim siirdiigii semiyotik diizene ait
olarak varligini siirdiirmistiir. Dolayisiyla Victor ve Yaratik’in etkilesimleri devam
ettikce, Victor igrencglik hissine daha da ¢ok kapilmis ve tam anlamiyla semiyotik
diizene donemedigi icin de iki diizen arasinda sikisip kalmistir. Bu sebeple
Frankenstein, okuyucuya igrenglik hissinin atilamamasi durumunda ne gibi
sonuclarin ortaya c¢ikabilecegini gostermistir. Victor biitiin aile tiyelerini ve
arkadaslarin1 kaybetmenin yani sira, tek, rasyonel bir 6zne olma durumunu yitirmis

ve sonunda hayatin1 da kaybetmistir.

Dracula, Victoria donemi gergekgiliginin ve Gotik tiire olan ilginin azaldig1 19. yiizyil
sonlarinda, 1897 yilinda basilmistir. Bu donem sert toplumsal kurallari, kadin-erkek
diinyalarinin keskin bir ¢izgiyle ayrilmasi ve iki cinse yiiklenen rollerin belirginligiyle
bilinmektedir. Ozellikle yine bu ddnemde artan miilteci ve gdgmen oranlar1 sebebiyle
toplum kendi kiiltiirli disinda olan biitiin 1rk ve kiiltiirlere kars1 onyargili olma egilimi
de gostermektedir. Dolayistyla romanda betimlenen karakterler belirlenmis sinirlarin
disina ¢ikan her tiirlii kisi ve olay1 yargilama ve dislama egilimi gostermektedir. Edebi
incelemelerde de Dracula, genellikle xenophobia (yabanci diismanligi) ve isgalci
karakterler bakimindan incelenmistir. Dracula’nin ilk boliimlerinde takip ettigimiz
Jonathan Harker isimli karakter, is i¢in gittigi Transilvanya turunda kendinden farkli
olmanin Bati emperyalist bir toplumdan gelen bir karakter i¢in ne kadar ¢arpici
oldugunu yansitmaktadir. Ozellikle Kont Dracula ile tanistig1 sayfalarda bu farklilig:

acikea dile getirir ve daha yeni baglamis olan etkilesimlerinde onu 6tekilestirir. Ancak
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ilerleyen boliimlerde bu etkilesimin, Frankenstein’da da goriildiigii gibi karakterlerin

kendi benliklerini tehdit edecek seviyeye ¢iktig1 goriilmektedir.

Kont Dracula, satosunda yasayan ii¢ vampir kadin ve Kont’un vampire dontistiirdiigii
tiim karakterler, geriye kalanlar1 rahatsiz edip igrenclik hissini yakin bir mesafeden
yasamalarina sebep olmaktadirlar. Kont ile en fazla etkilesimde bulunan Harker ile
birlikte diger tiim karakterler, vampirlerin igreng (abject) dogalarindan &tiirii
karakterleri yasadiklar1 sembolik diizenin ug noktalarina sirmektedirler. Dr. Seward,
hikayenin akilc1 ve diizen saglayici karakterlerinden biri olarak ilk basta caligkan,
isiyle mesgul bir doktor olarak betimlenmektedir. Ancak hikayenin ilerleyen
boliimlerinde bir zamanlar asik oldugu Lucy’nin vampire donilismesi sonucu onun
Olimiint zevkle izledigini itiraf eder. Lucy’nin nisanlis1 Arthur, basta nisanlisinin
vampir halini korkung¢ bulsa da, daha sonra bastan ¢ikariciligindan etkilenip kendini
Lucy’ye teslim etmek ister, ancak digerleri tarafindan engellenir. Ayni sekilde,
poptiler kiiltiirde “vampir avcist” ve dogaiistii olaylar arastirmacisi olarak bilinen Dr.
Van Helsing, Kont’un kalesinde yasayan vampir kadinlari goriince onlardan
etkilendigini gizleyemez. Hikayenin en temiz ve saf karakteri olarak betimlenen Mina
bile Kont tarafindan 1sirildiktan sonra sahip oldugu koruyucu, sevecen ve giiven veren
anne pozisyonunu yitirir. Diger karakterler tarafindan diglanir ve Kont’un pesine

diistiikleri Transilvanya yolculugunda geride birakilir.

Daha 6nce de belirtildigi iizere Harker, diger karakterlere nazaran igrenglik hissini en
cok yasayan kisidir. Harker’1n nasil bir doniisiim gec¢irdigi Kont’un Transilvanya’daki
kalesinde yazmaya basladig1 giinliik kesitlerinden, hikayenin sonuna dogru diger
karakterler tarafindan betimlenen halinden anlasilmaktadir. Harker’in ilk basta sahip
oldugu Bat1 emperyalist Uistiinliiglinii zamanla kaybedip, igreng (“abject”) canavarlar
tarafindan bastirildig1 ve giigsiizlestirdigi goriilmektedir. Bunun sonucunda semiyotik
ve sembolik diizen arasinda tehlikeli dalgalanmalar yasandigi ve bir diizenin diger
diizene {istlin gelmesiyle sosyal ve kisisel sinirlarin da bozuldugu ortaya ¢ikmaktadir.
Harker bu diizenin bozulmasina sebep veren etkeni ortadan kaldirana dek fiziksel ve
zihinsel ¢Okiisten kurtulamayacagini anladig1 an diger karakterle birlikte iistiinliigii

tekrar ele almak i¢in ugrasmaya baslar.
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Bu ¢alisma, her iki romanda da norm dis1, diizen bozan ve tutarsiz olan her tiirlii seyin
atilmasi gerektigini ortaya koymustur. Bu gerekliligin en basta ortaya ¢ikmasina sebep
olan igreng¢ (abject) canavarlar, 6zneyi diizen bozmak ve 6znenin kendini korumak
icin olusturdugu sinirlart yikmakla tehdit etmektedirler. Bu baglamda Frankenstein,
atilma eylemi 6zne tarafindan gerceklestirilemedigi zaman nasil bir sonu¢ ortaya
cikacagimi gostermektedir: sembolik diizenin yikilmasi, semiyotik diizenin iistiin
gelmesi veya sembolik diizen ile karismasi ve 6znenin kendi kendini yok etmesi.
Ayrica, Oznenin ve iginde bulundugu bu diizende ayakta durmasini saglayan
temiz/kirli, ben/Oteki, iceride/disarida gibi ikili karsitliklar da igreng (abject)
canavarlar tarafindan degistirilmis, bozulmus ve anlamini yitirmistir. Bu durum
Dracula’da ise farkli bir sekilde gézlemlenmektedir. Betimlendigi ilk sayfalarda bile
diizeni ve aligilagelmis davramis bicimlerini bozan Kont Dracula, ingiltere’ye
gelmesiyle birlikte karakterlerin 6znelligini ve kimlik anlayiglarint tamamen
degistirir. Frankenstein’in aksine Stoker’in hikayesindeki karakterler, her ne kadar
igrenclik hissine yenik diisseler de bir siire sonra toparlanip kendi varliklarini
tehlikeye atan bu igreng (“abject”) canavarlardan kurtulmak icin harekete gecerler.
Dolasiyla Dracula, igrenclik hissinin ve igreng (abject) canavarlarin basarili bir
sekilde atilmasinin getirdigi sonucu gostermektedir: mevcut sosyal-sembolik diizenin,

kisisel ve cevresel sinirlarin korunmasi ve ikili karsitliklarin tekrar yerine oturtulmasi.

Bu calismada oOne siirlilen fikir ve arglimanlar, feminist teoriler g¢ercevesinde
genisletip incelenebilir. Ornegin Mary Shelley bir kadin olarak semiyotik, yani
annenin diizeninin Ustlin geldigi bir noktada; fakat Bram Stoker bir erkek olarak
kitabin1 sembolik diizenin korundugu ve tekrar Ustlinliikk kazandigi bir noktada
bitirmistir. Bu agidan bakildiginda iki romanin tekrar incelenmesi miimkiin oldugu
gibi farkli sonuglara da ulasilabilmektedir. Feminist elestirel incelemelerin yani sira,
Frankenstein ve Dracula’nin tiyatro ve film adaptasyonlar1 da bu elestirel ¢ergeve
igerisinde incelenebilir. i1k basim tarihi 1818 olan Frankenstein, 1823 gibi erken bir
tarihte farkli bir yazar tarafindan tiyatroya uyarlanmistir. Ayn1 zamanda revizyonu
Mary Shelley’ye ait olan 1831 tarihli ikinci bir Frankenstein baskist da
bulunmaktadir. 1897°de basilan Dracula ise hem daha ileri bir tarihte, 1924 yilinda,

hem de Bram Stoker tarafindan tiyatroya uyarlanmistir. Bu iki roman, daha once
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bir¢ok akademisyen tarafindan farkli bakis agilariyla incelenmis olsa da, hala elestirel

anlamda zengin olan ve daha bir¢ok konuda incelenebilecek iki “klasik™ eserdir.
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