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[(essay date 1998) In the following essay, Senf suggests that Dracula is shaped in part by Stoker's perception of the
dramatically changing role of women at the turn of the century.]

Since the rebirth of interest in Dracula in 1972, a number of excellent articles have examined Stoker's treatment of his
women characters. This issue is especially important to our understanding of the novel because the condition of women
changed radically during Stoker's lifetime, and Dracula addresses these changes very directly. Stoker grew up during a
period that insisted on Separate Spheres for men and women, arguing that men were more temperamentally suited for work
outside the home while women were, therefore, suited to domestic work. In the decades prior to Stoker's work on Dracula,
however, the roles of men and women had changed as more and more women entered the professions and the educational
establishments, a pattern that escalated during the 1890s. Stoker's fiction reveals that he was clearly mulling over these
changes, as were most of his contemporaries. Their deliberations produce interesting discussions by gender-conscious
writers at the end of the twentieth century as well.

These twentieth-century essays on the women in Dracula, mostly by feminist critics, have been joined, since the mid-
eighties, by other studies that examine the larger treatment of gender issues in the novel. Although many of these later
studies analyze vampires as symbols for late-nineteenth-century apprehensions about homosexuality, others point out other
complex anxieties about gender in the novel.

Any discussion of gender in Dracula should begin with the startling realization that, of the vampires in the novel, five are
female while only one, Dracula, is male. Because the novel's "villains," or vampires, are disproportionately female while the
novel's heroes are disproportionately male, the attention of many readers quickly turns to questions of gender. Although
Jonathan Harker's diary occasionally touches on gender issues (such as his references to the immodest dress of women
peasants and his plans to collect recipes for his fiancée) and suggests that he is comfortable with the notion of Separate
Spheres for men and women, a more dramatic introduction to gender issues is the scene, early in the novel, in which he is
surrounded by three vampire women who are determined to suck his blood. The scene contrasts vividly with Harker's brief
references to women, most of which indicate that men and women behave very differently.

Realizing that he is Dracula's prisoner, Harker decides to explore the castle and finds himself in the women's section,
"where, of old, ladies had sat and sung and lived sweet lives whilst their gentle breasts were sad for their menfolk away in
the midst of remorseless wars" (50). The description is full of gendered language that reinforces Harker's sense that men and
women are very different: women are "sweet," "gentle," and "sad" whereas men fight in "remorseless wars." Moreover, the
description suggests that women remain passively at home while their menfolk are off somewhere.

What happens next horrifies Harker, for he is accosted by "three young women, ladies by their dress and manner" who
surround him and prepare to kiss him:

There was something about them that made me uneasy, some longing and at the same time some deadly fear. I
felt in my heart a wicked, burning desire that they would kiss me with those red lips.(51)

Harker, who has been thinking of Mina, obviously feels guilty about his desire, but the scene reveals that he is worried about
more than his momentary unfaithfulness:

There was a deliberate voluptuousness which was both thrilling and repulsive, and as she arched her neck she
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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. ... I closed my eyes in a languorous ecstasy and waited--
waited with beating heart.(52)

The scene emphasizes three characteristics that are not ordinarily associated with women in the nineteenth century--
sexuality, aggression, and bestial behavior. Harker is saved only by the return of Dracula, who brings with him a substitute
for Harker, a bag from which emerges "a gasp and a low wail, as of a half-smothered child" (53). Belford, who is prone to
interpret Stoker's entire life according to material in Dracula, describes this scene as one that reveals a great deal about
Stoker1 and notes that it depicts "the worst nightmare--and the dearest fantasy--of Victorian men: union with a pure girl
transformed into a sexually aggressive woman."2 Belford's emphasis on sexuality is undoubtedly correct, for the brief scene
resonates with sexually charged language. The scene also points readers to thinking about some basic inconsistencies in the
way nineteenth-century thinkers regarded sexuality.

Although nineteenth-century thinkers tended to regard women as less sexually oriented than men, the presence of large
numbers of prostitutes in urban areas meant that people were aware that at least some women were sexual beings. Certainly,
in the decades preceding Stoker's work on Dracula, debates over the Contagious Diseases Acts kept the subject of
prostitution before the eyes of people in England, and the association of prostitutes with disease implied a concern with
contagion. In Walking the Victorian Streets: Women, Representation, and the City, Deborah Epstein Nord3 uses language
that suggests that the fear of being infected by contact with a prostitute is remarkably similar to the fear of being infected by
contact with a vampire:

This widely used imagery of contamination and pestilence culminated in ... the appropriately named Contagious
Diseases Acts, passed by Parliament in the 1860s in an effort to contain the spread of venereal disease ... by
forcing prostitutes to undergo medical inspection. The acts themselves gave weight to the powerful notion that
such women existed to ensnare men and to defile their bodies with disease.4

Nord's study of women in urban areas makes no reference to vampires, but Dracula is full of references that imply that
vampirism resembles a contagious disease. Moreover, many of the characters in Dracula suggest the connection between
vampirism and sexuality. For example, Harker's sense that a sexually attractive woman is dangerous is reinforced by all the
men in the novel. Here is Van Helsing at the conclusion of the novel during which he confronts the first of the three
vampire-women:

She lay in her Vampire sleep, so full of life and voluptuous beauty that I shudder as though I have come to do
murder. Ah, I doubt not that in old time ... many a man who set forth to do such a task as mine, found at the last
his heart fail him, and then his nerve. ... Then the beautiful eyes of the fair woman open and look love, and the
voluptuous mouth present to a kiss--and man is weak. And there remain one more victim in the Vampire fold;
one more to swell the grim and grisly ranks of the Un-Dead!(436)

The passage resonates with Van Helsing's fear of contagion, a fear made even more horrifying by the fact that the vampire-
woman also appears to be desirable.

Harker is troubled not only by the vampire-women's sensuality, however, but also by their lack of maternal feelings and by
their treatment of the baby that Dracula brings as a Harker-substitute.

The three vampire-women appear in a mere half dozen pages and are important primarily to introduce values and beliefs that
Dracula will explore more fully in Lucy Westenra and Mina Harker, English women who are also infected by the vampire
taint.

Before setting Dracula's enigmatic brides aside, however, it is necessary to consider the significance of the fair woman who
is given such prominence in the early scene. Because the two dark women resemble Dracula, they are generally interpreted
as relatives, sisters perhaps, and therefore appear even more horrifying because they suggest incest, a particularly perverse
form of sexuality. The fair woman does not resemble Dracula, though, and Harker notes of her, "I seemed somehow to know
her face, and to know it in connection with some dreamy fear" (51). Critics have speculated that this fair woman is
especially frightening to Harker because she resembles Lucy Westenra, Harker's mother, or simply a typical English girl.
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Having studied Stoker's notes, however, Belford provides a much simpler answer, observing that Harker recognizes her
because she is the Countess Dolingen, whom he met in the chapter that was subsequently deleted. Belford adds that the
"inconsistency was never caught in the editing process. An original line explains everything: 'As she spoke I was looking at
the fair woman and it suddenly dawned on me that she was the woman--or her image--that I had seen in the tomb on
Walpurgis Night.'"5 I wish that other questions regarding Stoker's treatment of women were as easily answered, including
the question of whether the fair vampire is responsible for Dracula's vampirism or vice versa.

Therre is no doubt that Stoker links Lucy Westenra with the three brides, for once Lucy becomes a full-fledged vampire, she
is equally voluptuous and lacking in maternal sentiments. Seward, who had only four months earlier proposed marriage to
Lucy, looks at her with horror after her transformation:

The sweetness was turned to adamantine, heartless cruelty, and the purity to voluptuous wantonness. ... With a
careless motion, she flung to the ground ... the child that up to now she had clutched strenuously to her breast,
growling over it. ... There was a cold-bloodedness in the act which wrung a groan from Arthur; when she
advanced to him with outstretched arms and a wanton smile, he fell back and hid his face in his hands.(257)

Lucy was not always a monster, as the above excerpt from Seward's diary suggests, and even the name that Stoker gives her
suggests her dual nature. Wicke is one of the many critics to point to one part of that duality: "If one considers her name,
Luce, light and illumination, emanating out of the West-enra, she is clearly an overdetermined being, more than a woman, a
civilizational cause."6 She thus symbolizes a particularly Western type of goodness. In addition to signifying goodness,
however, the name Lucy also suggests another fallen angel, Lucifer. More important in terms of this discussion of gender
issues, the ease with which Lucy changes from innocent maiden to voluptuous vampire reveals a great deal about Victorian
ideas on female behavior. The rapidity of the changes implies a degree of latent evil that is easily unleashed by sexual
initiation.

Unlike her old friend, Mina Harker, who has had to work for a living, Lucy has led a pampered existence, and her letters are
full of references to picture-galleries, to walks and rides in the park, and to slang. It seems a trivial portrait of a superficial
young woman except that Stoker hints that there is more to her character. For example, she admits to being a "horrid flirt"
(78) and to flaunting her three marriage proposals: "Just fancy! three proposals in one day! Isn't it awful!" (74). Even more
suggestive are Stoker's hints at something more rebellious in Lucy's nature. For example, she accepts Arthur's proposal
before consulting her mother and confesses, prior to accepting his proposal, a desire to marry all three men who have
proposed to her: "Why can't they let a girl marry three men, or as many as want her, and save all this trouble? But this is
heresy, and I must not say it" (78).

In Lucy, Stoker paints a portrait of a young woman who is all convention on the surface, certainly of one who seems to
accept the traditional roles of wife and mother that are laid out for her. During the day, Lucy never admits her rebellion
about the constraints placed on women, but at night her rebellion surfaces as she wanders around Whitby in her sleep and
eventually meets Dracula. Kline comments on the significance of Lucy's sleepwalking and notes that Lucy's father, who had
died from a heart ailment, had suffered from somnambulism his entire life. She explains that sleepwalking was regarded as
"an inherited (degenerative) form of neurosis" at the time and adds that the Westenra "family's heart disease suggests at the
same time, symbolically, that the 'heart,' or spiritual center, of the family was corrupt."7 Kline adds that meeting Dracula
brings out Lucy's own latent corruption, for "she gradually begins to acquire the sharp canine incisors of the wild,
bloodthirsty beast she is in the process of becoming."8

Because Lucy never realizes her own desire to escape from rigid nineteenth-century constraints on women, she cannot
protect herself from temptation when it occurs. She is thus two times a victim, first of Dracula's seduction, and second, of
her society's desire to purify her. Her death, which concludes the second part of the novel, is bloody and horrifying, more so
because it is brought about by her fiancé and by three other men who had loved her:

The Thing in the coffin writhed; and a hideous, blood-curdling screech came from the opened red lips. ... But
Arthur never faltered. ... his untrembling arm rose and fell, driving deeper and deeper the mercy-bearing stake,
whilst the blood from the pierced heart welled and spurted up around it. His face was set, and high duty seemed
to shine through it. ... There, in the coffin lay no longer the foul Thing that we had so dreaded and grown to hate
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that the work of her destruction was yielded as a privilege to the one best entitled to it, but Lucy as we had seen
her in her life, with her face of unequalled sweetness and purity.(262-64)

That this scene takes place on 29 September, one day after the day on which Lucy and Arthur were to have been married,
reinforces the fact that the scene reestablishes normal gender patterns along with Lucy's "sweetness and purity." If the novel
had ended with this scene, it would be tempting to conclude that Stoker was an antifeminist who simply hated women or that
he was a traditionalist who hated the sexually assertive women who were gaining prominence in the 1890s.

Stoker's portrait of Mina Harker, however, adds several additional dimensions to his treatment of women in the novel.
Although Mina appears to be a traditional woman because she defers to her husband's judgment (even when she thinks his
judgment is mistaken) and looks forward to motherhood, she is also experienced in non-traditional fields and becomes one
of the leaders in the quest against Dracula.

Instead of preying on children, Mina looks forward to motherhood and, before the novel concludes, manages to "mother" all
the men. Attempting to explain this emphasis on motherhood, Kline connects Judeo-Christian mythology with turn-of-the-
century sociology and notes that Hebrew theology made woman the cause of all sin and argued that the pain of childbirth is
women's payment for Eve's sin. Kline adds that "Christians ... were more optimistic and hopeful: woman's suffering in
giving birth would also be the source of her salvation. ... Mina, too, is ultimately redeemed by her childbearing."9 Kline's
theory is interesting except that Mina is redeemed by Dracula's death, not by the birth of her son. Furthermore, Mina and
Jonathan are married on 24 August. Bearing a child in November, only three months later, would throw Mina's
unimpeachable virtue into question. Therefore, I have always assumed that Harker's note, which says that "our boy's
birthday is the same day as that on which Quincey Morris died" is either an oversight on Stoker's part or a reference to the
anniversary of the date on which both Dracula and Quincey Morris died.

Moreover, Kline's assertion that Mina is a kind of Eve figure doesn't take into account the fact that Stoker attempts, in the
character of Mina Harker, to combine both traditional and modern views of womanhood. Most assuredly, Mina is a motherly
figure, but she is far more than that.

One characteristic that sets Mina apart from her more traditional friend, Lucy, is the fact that Mina has had to work for a
living even though it is in a field (teaching) that had been acceptable for impoverished gentlewomen for much of the
nineteenth century. That she appears to resent her job, which she describes as "trying" (71), and seems eager to improve her
condition by learning new skills, such as typing and shorthand, connects her to more modern women, those who wish to see
all the professions opened to women. She admits, however, that she has learned a great deal about appropriate behavior for
women by teaching in a school for girls:

Jonathan was holding me by the arm, the way he used to in the old days before I went to school. I felt it very
improper, for you can't go on for some years teaching etiquette and decorum to other girls without the pedantry
of it biting into yourself a bit.(214)

Attention to decorum explains why Mina is ashamed that Lucy has gone out without shoes, but it also reveals more about the
differences in the two women. The conscious Lucy is also compliant, adhering to conventional behavior for young women
and obediently wearing Van Helsing's garlic flowers for their medicinal value. Mina's appropriation of proper behavior is
more than mere attention to surface behavior, however, as is evident in the scene in which she is discovered with Dracula.

Unlike Lucy, who remembers only the bittersweet sensation of yielding to Dracula, Mina is horrified by the encounter: "I
was bewildered, and, strangely enough, I did not want to hinder him" (342). Even though Mina had previously done
everything possible to assist in the battle against Dracula and had collated all the documents belonging to members of the
group, she now intensifies her efforts, offering to let Van Helsing hypnotize her so that the group can follow Dracula's
movements and even asking them to kill her if she becomes too great a threat to their safety. Even at the conclusion, when it
is apparent that Dracula is gaining power over her life, she refuses to join the three women-vampires:

They smiled ever at poor dear Madam Mina; and as their laugh came through the silence of the night, they
twined their arms and pointed to her, and said in those so sweet tingling tones. ... "Come, sister. Come to us.
Come! Come!" In fear I turned to my poor Madam Mina, and my heart with gladness leapt like flame; for oh!
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the terror in her sweet eyes, the repulsion, the horror, told a story to my heart that was all of hope. God be
thanked she was not, yet, of them.(434)

What distinguishes Mina from the other women in the novel are her level of intellectual awareness and her own horror at
sexual aggression.

As the previous scene makes clear, Mina never shares the aggressive sexuality of the other vampire-women. She does,
however, share much of their rebellion against social constraints. The three women in Dracula's castle obviously chafe
against his masculine authority and rebel against him whenever they have the opportunity. Similarly, Lucy Westenra longs
to marry three men and slips out of her house to enjoy the forbidden pleasures of the night. The biggest difference between
Mina and the other women is that Mina is aware of her rebellion. For example, when Van Helsing and the other men choose
to protect her rather than let her in on their plans, she notes that such chivalrous protection of women is misguided:

All the men, even Jonathan, seemed relieved; but it did not seem to me good that they should brave danger and,
perhaps, lessen their safety--strength being the best safety--through care of me; but their minds were made up,
and, though it was a bitter pill for me to swallow, I could say nothing, save to accept their chivalrous care of
me.(293)

Later events prove that Mina's judgment is correct, for Dracula would not have found her such ready prey if she had been in
the company of the other vampire hunters and if Dr. Seward hadn't given her an opiate to help her sleep, another decision
that Mina rightly questions:

He very kindly made me up a sleeping draught, which he gave to me, telling me that it would do me no harm, as
it was very mild. ... I have taken it, and am waiting for sleep, which still keeps aloof. I hope I have not done
wrong, for as sleep begins to flirt with me, a new fear comes: that I may have been foolish in thus depriving
myself of the power of waking. I might want it.(312, Stoker's ellipsis)

Mina's judgment is accurate in other events as well: she is in many ways the unrecognized leader of the group even though
the men do not always want to accept her wisdom. Not only does she put their papers in order so they can track Dracula's
past movements, but she determines the most likely route for his return to his castle, and she manages to hold the group
together even as she comes increasingly under Dracula's control. Glover, in examining Mina's behavior, observes that she
takes on a role that Stoker's contemporaries would have seen as masculine:

Though Dracula enacts a struggle for the possession of women's bodies and ruthlessly punishes the least hint of
precocious female sexuality ... it is a novel which temporarily recruits a woman into a man's place, arming Mina
"like the rest" with "a large-bore revolver" as our heroes move in for the final kill.10

Alternatively, one might argue that Stoker allows Mina to adopt a very human role, beyond the rigid gender conventions of
the late nineteenth century, and that only at the conclusion, when the predator has been safely laid to rest, does she return to
a traditional woman's role. In fact, one might even argue that the very rigid nineteenth-century roles for men and women put
women at risk, for the physicians never inform Lucy of what is threatening her, and the chivalrous treatment of Mina isolates
her and makes her easy prey.

Stoker's treatment of Mina allows me to question the wisdom of the many social constraints placed on traditional women.
Furthermore, Mina's character also combines aspects of the traditional woman's role with characteristics associated with
more modern women who, during the nineteenth century, sought equality with men. Although women who criticized the
traditional roles that were permitted to them agreed on little else except their criticism of tradition, they were often lumped
together at the end of the nineteenth century as New Women.

Karl Beckson, in London in the 1890s: A Cultural History, indicates that the women who saw themselves as New Women
were rebelling against traditions:

In art and in life, the New Woman insisted on alternatives to the traditional roles for women. Her smoking in
public, riding bicycles without escorts, or wearing "rational dress" ... was not the result of mere whim or self-
indulgence but of principle, for she was determined to oppose restrictions and injustices in the political,
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educational, economic, and sexual realms in order to achieve equality with men.11

Dracula reveals that Mina is clearly aware of the New Woman, just as any reasonably educated woman in the 1890s would
have been. Instead of sharing the interests of those women, however, Mina seems to regard their rebellion as silly and
misguided, as the following excerpt from her diary reveals:

Some of the "New Women" writers will some day start an idea that men and women should be allowed to see
each other asleep before proposing or accepting. But I suppose the New Woman won't condescend in future to
accept; she will do the proposing herself. And a nice job she will make of it, too!(120)

Mina's sarcasm about the forward behavior of the New Women is certainly consistent with the views held by those who
adhered to the traditional roles for men and women. Whereas Angelica Hamilton-Wells, a New Woman in Sarah Grand's
1893 bestseller The Heavenly Twins, had successfully proposed to her husband, Stephen Norman, the heroine of Stoker's
The Man, (1905) proposes marriage to a totally unsuitable man and nearly ruins her life and the life of the man who truly
loves her. Glover argues that this "disastrous offer of marriage ... both partially repeats and substantially critiques the same
act"12 in The Heavenly Twins, an argument with which I concur. In fact, I suspect that Stoker might have been thinking of
The Heavenly Twins, of Hardy's Jude the Obscure, or of Grant Allen's even more notorious The Woman Who Did when he
has Mina criticize the New Woman.

Mina's criticism and her later acceptance of marriage and motherhood might imply that she is an entirely traditional woman.
Readers should remember her resentment when the men attempt to protect her and also the fact that Stoker has their plan go
radically wrong once Mina is out of the picture. Mina is thus "new" so far as intellectual ability goes, traditional so far as
sexual behavior is concerned. Therefore, it seems to me that Stoker is more concerned with the aggressive sexuality of the
vampire-women than with their gender, an interpretation that is consistent with Stoker's close friendships with women,
including Ellen Terry, Geneviève Ward, Pamela Colman Smith, Mary Elizabeth Braddon, and George Egerton (the pen
name of the New Woman writer Mary Chavelita Bright). Many of these women were considered advanced for their time.

Before leaving this discussion of the women in Dracula, it is appropriate to see that Dracula himself is often linked to
female sexuality. Usually perceived by his opponents as a warlord and aristocratic male seducer, he is also, as Anne
Williams demonstrates, associated with female energy and wields his masculine power on "behalf of the 'female'--darkness,
madness, blood":

Dracula is the "other" of the horror plot, the monster that must be destroyed. ... In contrast to Van Helsing and
his band of enlightened scientific rationalists, Dracula is a creature of the dark, of madness, and of ancient
superstition. Most surprisingly ... he is also associated with that most powerful and persistent "Other," the
female.In an ... undeniable pattern of allusions, Stoker himself links the monster with ... female power and
perversity. Dracula arrives ... on a ship called the "Demeter" and departs on ... the "Czarina Catherine."13

Furthermore, Dracula is almost always associated with women. In Transylvania, he lives with three women whom he loves,
as he retorts when challenged by the saucy blonde vampire: "Yes, I too can love; you yourselves can tell it from the past"
(53). He later taunts his English opponents by referring to his intimate relationships with their women: "Your girls that you
all love are mine already" (365). Finally, in a very peculiar scene, he is presented as a nursing mother when he forces Mina
to drink blood from his breast:

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 I must either suffocate or swallow some of the--Oh my God! my God!
what have I done?(344)

This peculiar mixing of gender identities and sexual relationships enables readers to see that Stoker associated Dracula with
the sexuality of women, a social issue of which he and his contemporaries were increasingly aware. Moreover, seeing
Dracula as "Other" in sexual ways enables readers to understand what Maurice Richardson meant when he described
Dracula in "The Psychoanalysis of Ghost Stories,"14 one of the first twentieth-century examinations of the novel, as a "kind
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of incestuous, necrophilious, oral-anal-sadistic all-in-wrestling match."15

I can not abandon this discussion of gender and sexuality in Dracula without mentioning the recent studies that have
interpreted Stoker's master-vampire as a homosexual. Among them is Nina Auerbach, who describes the novel as "a
compendium of fin-de-siècle phobias."16 Auerbach is nonetheless quick to point to Dracula's obvious homosexuality: "The
British 1890s were haunted not only by the Undead, but by a monster of its own clinical making, the homosexual."17

Along with a number of other critics, Auerbach connects Dracula with Stoker's old friend Oscar Wilde, whose trial was
going on while Stoker was working on Dracula. In fact, Auerbach argues that "Dracula's primary progenitor is not Lord
Ruthven, Varney, or Carmilla, but Oscar Wilde in the dock."18

In "'A Wilde Desire Took Me': The Homoerotic History of Dracula," Talia Schaffer points to numerous parallels between
Dracula and the Wilde trial. Schaffer overstates her case (she argues, for example, that Stoker started writing Dracula "one
month after his friend, rival, and compatriot Oscar Wilde was convicted of the crime of sodomy"19 although Stoker's
collected notes show that he had started working on the novel five years earlier), but her argument contains a certain
persuasiveness. She notes, for example, that Dracula is not to be confused with the historical individual but "represents the
ghoulishly inflated vision of Wilde produced by Wilde's prosecutors; the corrupting, evil, secretive, manipulative, magnetic
devourer of innocent boys."20 She adds one more bit of evidence involving the novel's narration: "The novel's composition,
with its newspaper clippings and emphasis on journalistic techniques like shorthand, obliquely acknowledges its debt to the
Wilde-saturated newspapers of April, May, and June, 1895."21

Finally, Schaffer notes that the secrecy associated with nineteenth-century homosexual life, including nocturnal lives and the
absence of servants "become ominous emblems of Count Dracula's evil."22 At this point, I feel compelled to add that such
secrecy would have been involved in any kind of nonmarital sex, including the types of perverse sex noted by Richardson. In
fact, part of what has made Dracula such a popular text is its ability to speak to a number of different kinds of people over
the past hundred years. Thus the vampires in Dracula continue to frighten (and titillate) generations of readers because
vampires represent the monstrous other. To an English culture at the end of the nineteenth century that celebrated
masculinity, heterosexuality, Western culture, and rationality, these vampires were feminine, homosexual, Oriental, and
instinctual. Indeed Elaine Showalter shows how this otherness is linked to sexuality in her introduction to Sexual Anarchy:
Gender and Culture at the Fin De Siècle:

The 1880s and 1890s, in the words of the novelist George Gissing, were decades of "sexual anarchy," when all
the laws that governed sexual identity and behavior seemed to be breaking down. ... During this period both the
words "feminism" and "homosexuality" first came into use, as New Women and male aesthetes redefined the
meanings of femininity and masculinity. ... The fin de siècle was also a period of sexual scandals. In England,
they ranged from the trial and acquittal of the notorious brothel-keeper Jeffries in 1884, and the sensational
journalistic series on child prostitution of W. T. Stead, "The Maiden Tribute of Modern Babylon," in 1885, to
the exposé of the Cleveland Street male brothel in 1889. All of these scandals changed the level of public
awareness about sexuality and engendered a fierce response in social purity campaigns, a renewed sense of
public moral concern, and demands, often successful, for restrictive legislation and censorship.23

During a period so concerned with the connection between sexuality and crime, it would have been easy to associate almost
any kind of sexuality with the monstrous Other, the vampire.

Looking back at Stoker's treatment of both women and vampires almost tempts me to conclude that Stoker was a
traditionalist about gender issues, that he longed for the time when the roles of men and women were distinct and when
attempts to deviate from those prescribed roles met with repression, hostility, and death. On the other hand, Stoker clearly
celebrated Mina Harker, a woman who both chafes against those rigid roles and manages to accomplish heroic acts when she
is outside that traditional role. Thus, Stoker created a work that is somehow larger than the values and beliefs of its
characters, a work that manages to criticize many of the traditional beliefs that its characters hold dear. As a result, readers
remember both Dracula and Mina as powerful figures, not simply as characters who are either destroyed or returned to their
proper niche when the novel ends. Jonathan Harker quotes Van Helsing at the conclusion and reminds readers of the
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complexity of Mina's character:

This boy will some day know what a brave and gallant woman his mother is. Already he knows her sweetness
and loving care; later on he will understand how some men so loved her, that they did dare much for her
sake.(445)

With these words that reinforce traits in Mina that are perceived as masculine at the end of the nineteenth century ("brave"
and "gallant") as well as her more traditional feminine characteristics ("sweetness" and "loving care"), Stoker concluded the
novel. That Dracula continues to speak to readers poised on the threshold of a new century about values that are important
to us in fact reinforces Stoker's modernity as well as his depiction of traditional views.
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