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Abstract: This study examines Bram Stoker's Dracula through Barbara Creed's idea of the Monstrous-Feminine.
The novel's terror stems from Victorian fears about strong women and the sexual energy they might let loose.
Creed asks critics to look at horror from a woman's point of view, and her lens makes it evident that the novel's
female protagonists are both dangerously seductive and dangerously sexy. The lady-vampires play the parts of the
horrible mother and the castrating femme, using imagery that challenges traditional male control by claiming desire
and breaking the rules. The article looks at important times when traditional gender roles become unclear or
dissolve. It shows Bram Stoker's disturbing fear of women speaking out, controlling reproduction, and upsetting
the Victorian order. By saying that Dracula simultaneously supports and questions gender roles of the time through
its strange female monsters, it aims to expand feminist readings of the gothic. This study demonstrates that Stoker
presents feminine desire as both attractive and dangerous, which brings back men's fears. This is because Barbara
Creed's analysis is mostly about visual spectacle. It then compares the novel to other scary stories that make the
female body a place of fear and power, giving us a clearer picture of how Dracula has changed the way vampire
and gothic stories show gender.
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Bram Stoker'in Dracula'sinda Toplumsal Cinsiyet ve Giiciin Feminist Bir Okumasi

Ozet: Mevcut c¢alisma, Dracula’yr Barbara Creed’in Canavarlasmis Disilik (Monstrous-Feminine) kavram
gercevesinde ele alarak, romanin korku unsurlarinin Viktorya donemi toplumundaki kadin cinselligi ve normlara
kars1 gelme korkularina dayandigini savunmaktadir. Creed’in geleneksel erkek merkezli korku analizlerine meydan
okuyan teorisi, romanin kadin karakterlerini hem bastan ¢ikarict hem de tehditkar olarak nasil konumlandirdigini
anlamamiza yardimci olur. Eserdeki kadin vampirler, erkek egemenligine karsi ¢ikan bir tehdit olarak
degerlendirilebilir; bu yaratiklar, cinsel giiglerini agikca sergileyerek toplumsal cinsiyet normlarmi altiist eden
canavarsi anne ve erkeksi giicii kesen kadm tiirlerinden biri haline gelirler. Calisma, romanda cinsiyet rollerinin
sarsildigi  boliimleri inceleyerek, romanin kadin 6znelligi, iireme haklar1 ve toplumsal doniisiim konularidaki
korkulart nasil yansittigini ortaya koymaktadir. Dracula’nin Canavarlagsmis Disilik (Monstrous-Feminine)
temsilleri araciligryla Viktorya donemi toplumsal cinsiyet ideolojilerini nasil hem pekistirdigini hem de
sorguladigimi gostererek gotik edebiyatta feminist okumalar alanina katki saglamay1 amaglamaktadir. Creed’in
teorisini merkeze alarak, romanin kadin cinselligini hem cezbedici hem de tehdit edici bir unsur olarak nasil insa
ettigini analiz etmektedir. Ayrica, Dracula’nin kadin bedenini hem korkunun hem de giiciin bir kaynag: olarak
gosteren korku gelenegi i¢indeki yerini belirleyerek, gotik kurgu ve toplumsal cinsiyet temsilleri {izerindeki kalici
etkisini tartigmaktadir.

Anahtar kelimeler: Canavarlasmis disilik, kadin cinselligi, toplumsal cinsiyet normlarimin ihlali, Victoria donemi
korkulari, korku ¢alismalart
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Introduction

The plot of Bram Stoker's Dracula (1897) still scares readers in the twenty-first century because
it captures the primary worries of late-Victorian culture. Scholars have looked at the novel from
psychoanalytic (Freud, 1919/2003), Marxist (Moretti, 1983), and postcolonial (Arata, 1990) points of
view, but feminist readings get the most attention because the novel deals with issues of gender,
sexuality, and power straightforwardly. This article uses Barbara Creed's (1993) idea of the Monstrous-
Feminine to assert that the female fiends in Dracula's realm show and repeat worries about women's
desire and independence that were common at the time. The current study uses Creed's lens to give a
targeted and step-by-step feminist reading, which answers earlier complaints that these kinds of talks
leave out important background information.

Creed's argument goes against standard horror criticism, which generally focuses on male
monsters and male phobias, by saying that female monstrosity works through alternative symbolic
means (Creed, 1993). She talks about several types of female terror, including the monstrous mother
and the femme castratrice, which show how men are afraid of women's power, especially when it comes
to sex and having children. In Dracula, the female vampires are the most obvious examples of these
figures. Their hypersexualized and predatory behavior is very different from the ideal of a Victorian
woman who is subservient (Craft, 1984). Lucy Westenra's change into a vampire and her death by
execution are perfect examples of these fears. She goes from being a desirable but passive person to an
aggressive, sexualized threat that must be forcefully put down (Auerbach, 1995). Like this, Dracula's
brides are shown to be both scary and attractive, which strengthens the connection between feminine
sexuality and ugliness.

This study aims to add to feminist readings of Dracula while also addressing important issues
that have been brought up in earlier research. Many people say that feminist readings of Bram Stoker's
Dracula are uneven and disconnected since they use more than one theoretical lens at a time (Halberstam
1995). It also focuses on Crest's argument in the Monstrous-Feminine to give a clearer picture of how
the novel portrays and deals with female monstrosity. The analysis doesn't look at all the different
feminist concepts about gender and power. Instead, it focuses on one idea that sees monstrous women
as a result of cultural discipline in gothic settings. It also uses old ideas like the "monstrous mother" and
the "femme castratrice" (Smith 2016). Looking at Dracula through the lens of the monstrous-feminine
can help feminist gothic criticism and horror theory go forward by illustrating how the novel
simultaneously supports and undermines patriarchal worries about women's sexuality (Hurley 1996). In
this approach, the article shows how horror literature has long mapped, and still maps, cultural fears
about gender and power.

Purpose

This research looks at Bram Stoker's 1897 novel Dracula through Barbara Creed's important
reading of the monstrous feminine to show how Victorian worries about women's desire and
independence impact how women are shown in the book. The author says that Lucy Westenra and the
brides of Dracula are clear examples of how men are worried about sexual transgressions and controlling
reproduction. They do this by focusing on Creed's categories of the monstrous mother and the femme
castratrice. This essay brings up a simple and focused discussion on important issues in feminist gothic
studies while also hinting at broader theory. It says that Stoker's portrayal of hideous women both
supports and quietly questions Victorian gender restrictions, showing how contradictory that ideology
is. The author connects the book to modern feminist discussions in gothic and horror research by putting
Dracula in earlier horror patterns that see the female body as both sexy and scary. The current study
uses a combination of close reading and strong academic language to explain why Dracula is still
important for understanding gender politics in the genre.
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This study looks at images of female monstrosity in Bram Stoker's Dracula (1897) through a
qualitative literary reading of Barbara Creed's The Monstrous-Feminine (1993). Creed's ideas on the
monstrous mother and the femme castratrice give us a clear way to understand Lucy's metamorphosis
and the brides, as both show how Victorians were afraid of sexually independent women. The work is
based on attentive reading of the text and combines important parts with feminist philosophy while still
respecting the novel's setting in the 1890s. Scenes in which these women act like other people or are
scary are looked at along with decade-specific gender conventions to show how their behavior
challenges the male-centered order of the novel.

The Monstrous-Feminine: Redefining Female Characters in Literature

Barbara Creed's idea of the monstrous feminine is a helpful way to look at women in fiction. In
her important work from 1993, she says that female characters who are called "monstrous" do more than
shock people; they also challenge the norms for how women should look and act. Creed's point of view
is important because it encourages reviewers to perceive anger, sexuality, and uncertainty in these
characters as meaningful ways of dealing with strict gender roles, not just flaws. So, she doesn't simply
see the so-called monster as a bad guy; she sees it as a mirror that shows how worried people are about
women's power and freedom.

Peters (1994) backs this up by saying that giving names to female monsters makes it easier to see
women on page and screen. When we stop putting these kinds of personalities into neat boxes, we
discover more complex and less predictable identities that are shaped by grief, fury, loneliness, or desire.
Think of Medusa or the evil witches in books by West. Through Creed's eyes, readers are pushed to
explore their stories and find the hopes, anxieties, and broken promises that made them odd. This kind
of work also makes people think about stories again, asking why culture typically puts women in roles
that are obedient and soothing, and what happens when those constraints are broken.

Creed’s work matters because it makes researchers think about how female figures have changed
over time. In much literature and movies, women are often stuck in situations where they are passive,
waiting to be rescued, or stuck at home. But as Creed and Chare (2020) indicate, newer stories don't
follow that pattern. Modern stories often let women embrace their so-called "monstrous" features,
turning what used to scare people into a source of strength. A major change in how stories are being
portrayed today is a result of the constant societal demand for more sophisticated portrayals of women
in movies and books.

More and more, modern writers let their female main characters go into the dark parts of
themselves, breaking social rules and, in a way, taking the monstrosity that earlier stories strove to hide.
Books by Margaret Atwood, Angela Carter, and other ambitious authors reveal women whose motives
are complicated, their feelings are mixed, and their morals are unclear, which makes the story more
interesting. When viewers see these less clean figures, they have to think about current issues of gender
and power instead of just accepting a neat resolution.

Seeing female characters as both monstrous and complex opens up a wider rethinking of books
and movies. It sees women as complicated people who can be nurturing and destructive at the same
time, and who can be gentle and domineering at the same time. Some critics who agree with Barbara
Creed's ideas say that the word "monster" can occasionally mean emotional depth and narrative power.
Following that line of thought demonstrates how stories change with the times, which adds to the
ongoing conversations about what it means to be a woman in print and on screen.

This change in how we think about things is important because it reveals that many female
characters have complicated meanings instead of simple stereotypes. Santos (2022) says that Victorian
fiction typically made women look like monsters as soon as they breached strict gender bounds.
Shakespeare's Lady Macbeth (1606) and The Madwoman in Gilman's Yellow Wallpaper (1892) show
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how ambition or madness can make smart women scary. These kinds of cautionary stories showed that
people were worried about women having their power and how it could upset the patriarchal order.

These days, readers often forget about the automatic fear these women used to cause and instead
focus on the quiet problems that make them who they are. Modern renditions of classic monsters often
give them more depth and make them more like real people instead of troublemakers. These new
versions go beyond the chaotic feminine, indicating that cultural concepts about gender, power, and tale
have developed deeper together (Chare, 2019).

Kaplan (2019) puts these new images in the context of a larger picture of modern worries about
women in power. Figures like Medusa don't just scare; they show hidden fears about women being free.
Recent adaptations show her as a mistreated human being, which turns fear into a way to look at social
harm and resistance.

This argument makes critics think about the two roles that women often play in imaginary worlds:
as powerful and as a threat. These images go against the usual idea of passive femininity, which is in
line with how people's views on women's abilities have changed over time. Their monstrous traits thus
serve as a valuable lens through which to look at cultural worries about women's anger, desire, and
power. When vulnerability and ugliness are put together, the resulting portraits are thicker, more human,
and much difficult to forget.

The examples show that looking at things this way shows the stringent societal rules that women
used to have to observe. These people don't just fit into simple cliches; they act like polished glass,
discreetly showing the hopes and fears of the eras they stand for. Ongoing research keeps pushing critics
to deal with the multiple, often conflicting, ways that stories have shown women over the years.

Barbara Creed's idea of the Monstrous Feminine is still a useful way to talk about women in
fiction, especially in novels from the 21st century, as recent literature seminars and conferences have
shown. Her framework is important now since writers today often deal with changing feminist ideas and
new ideas about power. Howell and Baker (2022) say that streaming programs, podcasts, and even fan
writing on social media have borrowed, mixed, and occasionally scrambled previous tropes, making
scenes that used to be seen as neat allegories more complicated and heavy. That change means that the
Monstrous-Feminine is no longer just in classic horror; it now shows up in romance comedies, queer
stories, and many other types of stories, inviting reviewers to follow it wherever it goes.

Creed's work makes readers and critics reflect on how the culture of patriarchy affects and limits
the identities of women in real life. She says that monstrosity isn't only about how ugly someone looks;
it's also about the fears and worries that society has about how women act. In stories, this dread shows
up in female characters who have both terrible and very human traits, blurring the lines between good
and bad roles. When historians look at these kinds of people through the prism of Creed, they find more
subtle reasons for their actions, deeper conflicts, and the full weight of the societal constraints they have
to deal with.

Creed (1993) says that "woman as castrator" is the most important part of the "monstrous-
feminine" (p. 27). This theme is very important in Dracula because female vampires, especially Lucy
Westenra and Dracula's brides, represent the danger of taking away female sexuality. Lucy, who used
to be the perfect Victorian woman, becomes a hypersexualized predator, breaking down traditional
gender roles. The men in the story, commanded by Van Helsing, violently stop this change by "restoring"
her through piercing her with a wooden stake. Stoker's account of Lucy's staking, in which Arthur
"drives deeper and deeper" until she lets out a "dreadful scream" and then lies still (Stoker, 1897, p.
230), can be seen as an act of sexualized violence aimed at taking away her new freedom. This is in line
with Creed's claim that the horror genre generally portrays the hideous woman as a threat to the
patriarchal order, which means she needs to be contained or destroyed (Creed, 1993, p. 28). She talks
about the "monstrous womb," where "woman's reproductive functions are depicted as the source of
horror" (p. 47). Lucy's twisted motherhood in Dracula is a clear example of this; she no longer cares for
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children but hunts them out. When Van Helsing and his friends find her trying to lure a child in the
graveyard, they call her a "bloofer lady" who snatches innocence, which is the opposite of what a mother
should do (Stoker, 1897, p. 224). This is related to Creed's talk of the horror movie The Brood (1979),
in which the mother figure gives birth to monster children who attack other people (p. 49). Both stories
show that women who don't follow their reproductive roles become scary instead of nurturing.

Creed (1993) also talks about the ancient mother, a basic figure who stands for both life and death
and whose power shakes up patriarchal norms (p. 77). The dark, cavernous chamber of Dracula's castle,
where the vampire brides live, is an example of this idea. The castle is like the crypts and dark, womb-
like regions that Creed talks about in that it is a place of monstrous femininity where the lines between
life and death are not clear. This fear of too much femininity is shown by the brides' attempts to seduce
and kill Jonathan Harker. These women are both sexually attractive and deadly. Their "voluptuous lips"
and "sharp white teeth" (Stoker, 1897, p. 51) are like the vagina dentata, a myth that Creed (1993) links
to men's worries of being sexually vulnerable (p. 107). This comparison makes the point that horror
movies commonly connect female sexuality with both desire and destruction. Creed (1993) also says
that vampirism is a metaphor for menstruation because it "symbolizes the fear of female reproductive
functions, especially blood flow" (p. 87). This perspective fits with Lucy's change and her desire for
blood thereafter, which supports the idea that Victorian society saw women's biological functions as
horrific. Kristeva's (1982) theory of abjection says that the female body is dirty and dangerous to social
order (p. 4). This fits with the fear of menstrual blood. The link between vampires and periods backs up
the idea that Dracula shows female sexuality as something that needs to be controlled. The book also
talks on the femme castratrice, a character that represents the fear of women's sexual power. Dracula's
brides try to seduce and eat Jonathan, which is the opposite of the usual male predator/female victim
ratio. Harker says that their onslaught was both pleasurable and terrifying, and that he was both attracted
to and repulsed by them (Stoker, 1897, p. 52). This moment is a perfect example of Creed's (1993)
contention that "female monstrosity is often presented as an overwhelming and consuming sexuality"
(p. 96). The brides don't need males to protect them; instead, they have power over men, which makes
them scary. Mina Harker, on the other hand, is spared the fate of the monstrous feminine because she is
permitted to go back to being the perfect Victorian wife and mother. Dracula's forced blood exchange
with her makes her "tainted" for a short time, but in the end, male characters "save" her (Stoker, 1897,
p- 400). Creed (1993) talks about how the patriarchal horror story needs to "discipline" wayward female
characters to make sure that correct gender norms are restored by the end of the story (p. 115).

Chare, Hoorn, and Yue's (2019) study gives us more information about how The Monstrous
Feminine can help us grasp character depth and narrative agency better. Their joint work talks about
many ways to portray female characters, focusing on how these pictures might make people feel
empathy and fight preconceptions. When we look at how the monstrous and the feminine are connected,
we learn more about how writers make complex female characters that go against the rules set by
patriarchal stories.

Looking into these questions in the current writing shows how female characters have developed
over time. Modern writers regularly employ themes of monstrosity to talk about real-life problems like
sexual abuse and sexism at work. As people's views on gender change and interact with technology,
race, or economic power, writers also come up with new kinds of monstrous. Literature is still moving
forward; therefore, there is a good possibility to reconsider female characters via this lens, which shows
how complicated identity and personal choice can be. This kind of art reveals how characters change
and how women keep fighting against the preconceptions that limit and define them.

Female Monstrosity and Victorian Anxieties in Dracula

Victorians were afraid of women who were free and sexual. Barbara Creed's theory of the
"Monstrous-Feminine" helps us understand Mina and Lucy, who make us want them and scare us at the
same time. Each lady breaks the stringent standards of the time about modesty and responsibility,
reminding people that women who don't follow the rules can break polite order in two (Creed, 2005).
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Mina Harker is the perfect example of a Victorian woman who is pure and morally strong, yet her
counterpart, Lucy Westenra, can only show her desire and then face a dreadful fate when that desire
becomes clear. Lucy's change into an undead person shows how people of the time saw a woman who
was open about her sexuality as almost a monster. The fear that came with it also shows that the culture
wanted to not only stop women from having these feelings, but also hide any proof of them deep out of
sight. They tried to "hide female monsters in the Gothic closet," as Snoddy (2016) puts it. This term
perfectly depicts the protracted fight to limit and simplify the numerous aspects of a woman's existence.

Ruiz Rodriguez (2024) continues this discussion by looking at lesbian vampires in Gothic novels.
She shows that any feminine desire that isn't heterosexual is frequently seen as horrible. In this way, the
vampire becomes a symbol of sexual liberation and a source of terror for women who say they have
control over their bodies. This tension shows how the Gothic genre reflects larger social concerns about
women's rights and the fight for sexual freedom. Bram Stoker's Dracula makes this metaphor clear: its
zombie heroines break strict gender roles, which scares both the protagonists in the novel and readers
of all ages. Their lust scares others who meet them, and it also shows that there is a culture that sees
free-spirited women as a direct threat to the image of the obedient, dutiful Victorian woman.

Creed (2005) says that what she terms The Monstrous Feminine is just outside of what is
acceptable behavior. This fits with Stoker's Dracula because the women in the book switch between
acceptable positions and those that are not. Mina Harker's battle against the vampire virus is like the
everyday struggles that middle-class Victorian women had when their ambition clashed with strict
norms. This shows that both personal and cultural destinies depend on controlling the female body. Lucy
Westenra's shift after drinking blood, on the other hand, gives physical embodiment to the era's fear of
a woman who claims sexual freedom. This makes her new self both a tempting ally and a dangerous
enemy to the men who love her. Stoker's narrator drives home this moral warning by watching her
sweetness turn into heartlessness and her purity turn into vivacious wantonness. The new corpse
represents every fear of female desire gone feral (1897, p. 305). That change, full of tension and
unfulfilled desire, still speaks to those today who are studying the complicated history of gender and
power.

The way Lucy Westenra changed once she became a vampire reveals how Victorians were fearful
of women sexually breaching the norms and losing their moral purity. Her alteration isn't only about
how she appears; it's also very significant, demonstrating how she has gone from being a perfect woman
to someone more deadly. Stoker calls her "Lucy Westenra, but how changed," which illustrates how
frightening her metamorphosis has been. The purity turned into wantonness, and the tenderness turned
into merciless, unyielding violence (Stoker, 1897, p. 305). In this part, Lucy is the monster-feminine,
which goes against traditional gender standards and makes people worry about women's unbridled
desire.

After Lucy turns into a vampire, she goes from being the perfect Victorian woman to a
hypersexualized, horrific creature. Her "voluptuous wantonness" fits with Creed's idea of the "monstrous
mother" and the femme castratrice since her unnatural sexual aggression goes against traditional gender
roles. Stoker makes Lucy's change into a monster very clear by emphasizing how beautiful she looks
and how awful she is. He adds, "By the concentrated light that fell 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" (Stoker, 1897, p. 306). This makes it quite clear that innocence has been lost.
This clear picture not only reveals how she went against Victorian conceptions of what a woman should
be like, but it also makes her new, hazardous identity much scarier.

Lucy's change into a vampire goes against the Victorian concept of a mother, who should care for
her offspring instead of hunting them. This goes along with Creed's "monstrous mother," a figure that
twists and challenges the idea of motherhood.

From this point of view, the book shows how complicated the relationships between gender,
sexuality, and social conventions were in Victorian literature. The way Mina and Lucy are portrayed
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shows how people are afraid of women's sexuality and agency. This supports the premise that women
who show desire or develop independence are generally seen as dangerous threats to social stability.
These ladies went against what was considered feminine in the Victorian era, showing how women who
break the rules can change society (Creed, 2005). Stoker's depictions of the three vampire women add
to the idea that Dracula is a deadly and lovely woman. They show how afraid Victorians were of
women's sexual power and breaking the rules. When they come back in front of Van Helsing and Mina,
frightening sexual details are employed to make it less obvious where attraction ends and dread begins.
Van Helsing remembers,

Then they started to appear until, if God has not taken away my reason, I saw it with my
own eyes." When Jonathan saw those three women in the room, they would have kissed
his throat. There they were in real life. I knew the round, swinging shapes, the hard, bright
eyes, the white teeth, the rosy color, and the full lips. They smiled at poor Madam Mina all
the time. When they laughed, it broke the stillness of the night. They crossed their arms,
pointed to her, and said in those sweet, tingling tones, "Come, sister." Come here. Come!
(Stoker, 1897, p.531).

This text makes it clear how unsettlingly strong these women are because of how they look and
how sexual they are. They utilize desire and sisterhood as weapons to fight against patriarchal norms.

Mina is a liminal figure—she could be monstrous, but is ultimately saved. The bride's invitation
for her to "join" them shows the threat of women stepping outside of patriarchal control into a monstrous,
unrestrained existence. The fear surrounding such changes suggests that Victorian culture tried to
control and repress female desires, which were often seen as dangerous. Snoddy's claim that Victorian
culture tried to "hide female monsters in the Gothic closet" echoes the era's effort to restrain the messy
realities of women's lives (2016, p. 34).

Ruiz Rodriguez's (2024) study of lesbian vampires shows how these transgressive figures were
coded as monstrous, turning same-sex longing into an infection that preyed on unsuspecting virtue. In
each tale, the vampire embodies the seductive promise of freedom while also summoning the nightmare
of a woman who refuses to be contained. Together, these narratives map the era's deep-seated anxiety
over expanding women's rights and the new autonomy their bodies appeared to claim.

In Bram Stoker's Dracula, the figure of the vampire becomes a compelling symbol for some of
the era's most unsettling worries. When the female creatures openly express sexual longing, they step
outside rigid gender rules, and their behaviour horrifies the other characters as well as many readers.
This scandal underlines broader Victorian fears about women who refuse to be passive, since such
women seem to undermine the ideal of the obedient, domesticated wife. Jonathan Harker's awkward
meeting with the Count's brides illustrates that anxiety perfectly. With their sensual language and
predatory gaze, the three sisters project an unchecked sexuality that threatens the social order and echoes
Barbara Creed's argument about the monstrous feminine. In that sense, Dracula's vampire women both
seduce and terrify, reminding the audience how powerfully deviation from feminine norms could disturb
the stability of the Victorian home. Van Helsing's meeting with them is a scary event that stresses how
creepy they are. He says, "There were the same three women in real life that Jonathan saw in the room
when they were going to kiss his throat." I knew the round, swinging shapes, the hard, bright eyes, the
white teeth, the rosy color, and the full lips. This vivid imagery brings out their predatory beauty, which
is both beautiful and scary, showing a dangerous flipside of the idealized woman (Stoker, 1897, p. 531).

Mina’s struggle against her vampiric nature reflects the internal conflict many Victorian women
faced: the desire for independence conflicting with societal restrictions. Lucy’s transformation into a
vampire and her open expression of desire position her as a threat to the patriarchal order, further
emphasizing the cultural fear surrounding sexually autonomous women. Lucy, described as once sweet
and innocent, becomes "adamantine, heartless cruelty, and the purity to voluptuous wantonness" (Stoker,
1897, p. 305). This stark contrast illustrates how Victorian ideology framed female desire as inherently
dangerous. Mina Harker’s character is essential to understanding the Victorian ideal of femininity and
the fears surrounding female power. Initially, Mina embodies the traditional qualities of a Victorian
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woman: she is delicate, caring, and devoted to her husband, Jonathan Harker. However, as Dracula
unfolds, she undergoes a transformation that reflects deeper societal anxieties. Kostopoulos (2010) notes
that what begins for Mina as a simple act of submission grows into a genuine battle for personal will.
This change casts her not only as Dracula’s prey but also, troublingly, as something like a would-be
predator in her own right. Her mixed position exposes the era’s conflicting views on female autonomy
and the deep-seated dread unleashed when women claim control over their bodies. The shift becomes
clear when, even while under his shadow, she insists, “Fear for me! Why fear for me? None safer in all
the world from them than I am” (Stoker, 1897, p. 530). Her gradual likeness to a monster thus reads as
sharp satire on the narrow boxes Victorian culture forced on women. Starre (2020) strengthens this
reading by arguing that the monstrous body itself can symbolize a refusal to bow to smothering
conventions. Taken together, Mina’s struggle shows how staking a claim to sexuality can rattle old
hierarchies and briefly unseat patriarchal power. Her dual role, caught between victimhood and possible
menace, lays bare the period’s fears of women who dared to step outside approved scripts. Mina's
unsettling laugh conveys her position between humanity and monstrosity, a threshold that disturbs both
the people in the story and the audience reading it: She sat calm, and smiled at me. Whereat she laughed,
a laugh low and unreal (Stoker, 1897, p. 432).

The novel also shows how worried people are about women who don't fit in. When Dracula sets
his sights on Mina, she becomes a walking symbol of the cultural fear that female desire can slip free of
male control. His bite and the change that follows mean more than an altered body; they point to the
chilling possibility of a woman claiming power on her terms. The era's dread of liberated sexuality
pulses through every page as characters-and, in turn, the reader-must face where that kind of yearning
might lead and the disorder they believe it could unleash.

Scholars agree that Mina's painful change forces her to rethink her moral standing. After her
change, she is no longer a passive victim; instead, she is a reflection of the very horror that polite society
fears. That twist shows how vulnerable a woman's position was in a world run by men. Culture rewarded
the angel who never strayed, but it showed no mercy to any woman who was brave enough to follow
her hunger. Even as Mina changes, her path stays within the narrow cage built by a society that is still
too afraid to accept true female strength.

Lucy's decline from spirited heiress to vampire sketches a deeper tension between feminine
independence and the fear of lost control. At first, she radiates health, beauty, and flirtatious energy, but
her mark from the grave erases that persona in a heartbeat. Posadas' 2020 reading frames the change as
more than personal ruin; it uncovers a Victorian dread that untamed female desire could invade and
desecrate the sacred domestic sphere. Such anxiety makes sense because the era enforced narrow rules
dictating how women should think, feel, and express their appetite, especially sexual appetite. Lucy’s
embrace of her vampiric identity reflects these anxieties, revealing how powerful women were seen as
a threat to traditional family structures. This fear is captured in her predatory actions: Stoker builds
tension and horror slowly through the mysterious figure of the "bloofer lady." This is what the kids call
Lucy, the vampire who preys on them. It's implied that she changed and became a predator by the
victims' innocent but scary stories: “In all these cases the children were too young to give any properly
understandable account of themselves, but the consensus of their excuses is that they had been with a
‘bloofer lady’” (Stoker, 1897, p. 225). This creepy euphemism, which is used by kids, adds to the
unsettling contrast between Lucy's seemingly angelic femininity and her new, monsterlike identity. It
also brings to mind Victorian worries about how innocence can be corrupted and the secret danger of
female sexuality.

Conclusion

This study used a theoretical approach to look at the complicated ways that gender, sexuality, and
monstrosity interact. It focused on the idea of the "monstrous-feminine," which was made famous by
researchers like Barbara Creed. The feminist, psychoanalytic, and horror studies points of view have all
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been used to show that the female vampires in Dracula are not just bad supernatural beings, but also
Victorian culture's worries about how the so-called "New Woman" would change traditional gender
roles and make women more sexually independent.

Characters like Lucy Westenra and the three vampire women show these fears very clearly. Lucy's
change from a Victorian image of a sweet, passive woman into a sexually aggressive predator shows
how society fears women's sexuality when it is not controlled by men. The three vampire women, on
the other hand, are examples of the femme castratrice. They have sensual, voluptuous bodies and act
like they are hungry. They show a kind of femininity that is neither nurturing nor submissive, but both
dangerous and attractive. These pictures show that the monster-feminine framework is still useful
because they use breaking gender and sexual rules to create horror.

This theoretical lens has also helped us understand the novel's more complicated ideological
goals. Dracula is not just a story about vampires; it is also a way to keep the patriarchal order by
punishing bad women in a symbolic way. Stoker's female vampires are scary not only because they are
magical, but also because they break Victorian society's rules about morality, sex, and motherhood.

The theoretical background is important because it makes the textual analysis that follows more
detailed. It shows how Stoker uses different writing styles, such as setting, dialogue, physical
description, and narrative voice, to show, limit, or question the fears that come with transgressive
femininity. So, the conclusions we reached in this theoretical discussion are not the end, but rather a
way to get to a closer reading of the main text. This makes the connection between the theoretical
background and the literary analysis even stronger.

Recommendations

Based on what this study found, future research on Dracula and how gender roles are shown in
Gothic fiction might benefit from looking at more than one genre or area of study. This study has mostly
looked at the monster-female figure in Dracula, especially in characters like Lucy Westenra and the
vampire brides. However, reading more about similar themes in other Gothic works can help us get a
better sense of how monsters and women interact in the genre as a whole.

One very interesting thing to do is to compare Dracula to other classic Gothic works that deal
with monsters and gender. For example, Frankenstein by Mary Shelley and The Picture of Dorian Gray
by Oscar Wilde both show how power, embodiment, and moral violation can look very different and
very complicated. When read with Dracula, these texts may show that ideas of the monster aren't just
limited to female characters, but are part of larger conversations about being different, being beautiful,
and social control. Comparing can also show how worries about gender and sexuality are expressed in
various ways, based on the author's point of view, the period, and the way they tell the story.

In the future, researchers could also look more closely at the character of Mina Harker, whose
character stands between Victorian ideas of the perfect home and new ideas about women's
independence. There is still a lot of room for a more feminist reading of Mina's character, even though
this study has recognized that she is both a traditional female figure and someone smart, tough, and
emotionally strong. A study like this could look into how Mina deals with male standards, especially
when her knowledge and logic go against what men say is right. Also, looking at how Mina has been
portrayed in different versions of Dracula (on film, TV, and stage) could help us understand how female
characters have changed over time in Gothic media and how these changes reflect how society views
women and power.

The monstrous-feminine theory could also be useful for future research when it comes to modern
horror stories, especially those that continue to reflect and reinforce patriarchal fears about women's
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sexuality and agency. Today's horror books often use and change old ideas about the monster woman,
so Barbara Creed's work is still very useful for studying them. Looking into how modern horror movies
and books, like Jennifer's Body, Hereditary, or The Witch, use monster-feminine tropes could show how
these stories both challenge and support old ideas about gender roles. In addition, these modern
examples may also offer new ways to fight back, using the monstrous feminine as a sign of strength
instead of weakness. Finally, methods that combine visual culture, performance studies, and
psychoanalysis could help us learn more about how monstrosity is created and communicated across
various platforms. When Gothic fiction is turned into a movie or TV show, it often reinforces or breaks
the gender roles set up in the book. Looking into how sound, costume, and performance change the way
characters like Lucy and Mina are portrayed in adaptations of Dracula could help future studies by
showing how gendered horror is shown and felt on screen. This study lays the groundwork for a bigger
look into the monster-feminine in Gothic writing and horror culture. By looking at more than just
Dracula, future studies can keep asking questions about the long-lasting connection between gender,
power, and monsters in both old and new forms.
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TURKCE SURUM
Giris

Bram Stoker’in Dracula’s1 (1897), yalnizca iirpertici anlatimiyla degil, ayn1 zamanda Viktorya
donemine ait kiiltiirel kaygilarla olan etkilesimi nedeniyle de uzun siiredir gotik ve korku ¢alismalar
alaninda merkezi bir metin olmustur. Akademisyenler romani psikanaliz (Freud, 1919/2003), Marksizm
(Moretti, 1983) ve postkolonyalizm (Arata, 1990) gibi ¢esitli kuramsal c¢ercevelerle ele almiglardir.
Ancak, romanin toplumsal cinsiyet rolleri, cinsellik ve iktidar meselelerine siirekli olarak egilmesi
nedeniyle feminist yorumlar 6zellikle biiyiik bir 6nem tasimaktadir. Bu ¢alisma, Barbara Creed’in
Canavarlasmis Disilik (The Monstrous Feminine), (1993) kavramsal c¢ercevesini kullanarak
Dracula’nin kadis1 monstrositeyi (canavarsiligl) nasil insa ettigini incelemekte ve bu siiregte Viktorya
donemi kadin cinselligi ve 6znelesmesi hakkindaki kaygilari nasil yansittigini ve pekistirdigini ortaya
koymaktadir. Creed’in kuramina odaklanan bu makale, 6nceki elestirilerde one siiriilen kuramsal netlik
ve organizasyon eksikliklerine yanit olarak, daha acik ve yapilandirilmis bir feminist okuma sunmay1
amaglamaktadir.

Creed’in Canavarlasmis Disilik (The Monstrous Feminine)teorisi, geleneksel korku elestirisini
sorgulayarak kadinsi canavarlara ait 6gelerin farkli sembolik mekanizmalar aracilifiyla isledigini one
stirmektedir. Korku edebiyati iizerine yapilan geleneksel analizler cogunlukla erkek canavarlar ve erkek
korkularina odaklanirken, Creed kadin canavarlarin 6zgiin bicimlerini ele alir (Smith, 2016). Ozellikle
ireme ve cinsellikle baglantili olarak ataerkil toplumun kadin giiclinden duydugu korkular
somutlastiran ¢esitli korku figiirlerini tanimlar—o6rnegin, “canavar anne” ve “hadim eden kadin” gibi.
Dracula’da bu figiirler en belirgin sekilde kadin vampirlerin tasvirinde ortaya ¢ikar. Bu karakterler,
Viktorya donemi kadinlik ideali olan iffetli ve itaatkar kadinin tam zidd1 olarak asir1 cinsellestirilmis ve
avcl ruhlu olarak resmedilirler (Craft, 1984). Ozellikle Lucy Westenra’nin bir vampire doniisiimii ve
ardindan 6ldiiriilmesi, bu kaygilarin doruk noktasini temsil eder. Lucy, dnce arzu edilen ama edilgen bir
figiirken, daha sonra aktif ve cinsellestirilmis bir tehdide doniisiir ve bu tehdit siddet yoluyla
bastirilmalidir (Auerbach, 1995). Benzer sekilde, Dracula’nin gelinleri de hem korkutucu hem de bastan
cikarici olarak betimlenerek kadin cinselligi ile kadin canavarlara ait 6gelerin arasindaki bagin altini
cizer.

Bu makale, Dracula lizerine yapilan feminist yorumlan gelistirirken 6nceki akademik elestirilere
de yanmit vermektedir. Feminist okumalarin siklikla birden fazla kuramsal perspektifi ayni anda ele alarak
dagmik analizlere yol actigi yoniinde elestiriler bulunmaktadir (Halberstam, 1995). Bu c¢alismada,
analizin merkezine Creed’in (1993) Canavarlasmis Disilik (The Monstrous Feminine) teorisi alinarak,
kadin canavarlara ait 6gelerin Dracula romaninda nasil inga ve temsil edildigi lizerine daha kesin ve
hedefe yonelik bir inceleme yapilmaktadir. Cinsiyet ve giic dinamiklerini genel feminist teoriler
iizerinden ele almak yerine, odak noktasi 6zellikle kadin canavarliginin nasil kurgulandigi ve gotik anlati
icinde nasil kontrol altina alindig: {izerinedir.

Ayrica, bu ¢calisma akademik netligi ve titizligi artirmak adina temel kavramlara dair yaklagimini
da gozden gegirmistir. Creed’in (1993) “canavar anne” ve “hadim eden kadin” gibi yerlesik feminist
kavramlara odaklanarak kuramsal netligi saglamaktadir. Bu yaklasim, kavramsal kesinligi artirirken
argiimanin saglamhigim da giiglendirmektedir. Ozellikle, romandan yapilan alintilarin izole bir sekilde
sunulmasi yerine analizle dogrudan biitiinlestirilmesi saglanmig, boylece daha akici ve tutarli bir
argliman olusturulmustur. Dracula’nin Canavarlagmis Disilik (The Monstrous Feminine) ¢ergevesinde
ele alinmasi, feminist gotik ¢aligmalar ve korku kuramlar1 alanindaki tartismalara katki saglamaktadir.
Romanin, kadin cinselligine dair ataerkil kaygilar1 hem pekistiren hem de altiist eden yonlerini ortaya
koyarak, korku edebiyatinin tarihsel olarak toplumsal cinsiyet ve iktidar korkulariyla nasil iliskilendigini
gozler oniine sermektedir (Hurley, 1996).
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Amag

Bu ¢aligmanin amaci, Bram Stoker’in Dracula (1897) romanini Barbara Creed’in Canavarlasmig
Disilik (The Monstrous Feminine) (1993) kurami ¢ercevesinde inceleyerek, eserin kadin canavarlara ait
Ogelerin Viktorya donemine ait cinsellik ve 6znelesme kaygilariyla nasil iligkilendirerek insa edildigini
analiz etmektir. Creed’in “canavar anne” (monstrous mother) ve femme castratrice (hadim eden kadin)
kavramlarma odaklanarak, Dracula’daki kadin vampirlerin (Lucy Westenra ve Dracula’nin Gelinleri)
kadin cinsel sinir agimina ve tireme 6zerkligine dair ataerkil korkularin somutlagmis halleri olarak nasil
islev gordiiklerini ortaya koymay1 amaglamaktadir. Feminist gotik arastirmalarinda dile getirilen temel
elestirilere de yanit vermeyi hedefleyerek acik ve yapilandirilmig bir kuramsal ¢ergeve sunar. Birden
fazla feminist teorinin aym1 anda uygulanmasinin pargali analizlere yol agabilecegi gbéz Oniinde
bulundurularak, yalmzca Canavarlasmis Disilik (The Monstrous Feminine) lizerine yogunlagarak
Dracula’nin tutarhi ve hedefe yonelik bir okumasimi sunmaktadir. Bdylelikle, Stoker’in kadin
canavarlara ait 6gelerin tasvirinin ataerkil toplumsal cinsiyet ideolojilerini hem pekistirdigi hem de
altiist ettigi agikliga kavusturulmaktadir. Ayrica, bu ¢alisma Dracula’y1, kadin bedenini hem arzu hem
de korku kaynag olarak insa eden korku gelenekleri iginde konumlandirarak feminist korku ve gotik
caligmalarina katkida bulunmayi amaglamaktadir. Kavramsal netligi giiclendirerek ve metin analizini
kuramsal tartigmayla biitiinlestirerek, Dracula’nin toplumsal cinsiyet ve korku ¢aligmalari alanindaki
kalic1 6nemini vurgulamaktadir.

Yontem

Bu aragtirma, Bram Stoker'in Dracula adli eserini nitel bir yontemle incelemektedir. Caligma,
metin analizi yaklasimi kullanarak, eserin temalari, karakterleri ve toplumsal baglami iizerinde
yogunlasmaktadir. Oncelikle, Viktorya dénemi toplumsal normlari ve cinsiyet rolleri baglaminda eser
icindeki gotik unsurlar degerlendirilmistir. Mina Harker ve Lucy Westenra gibi ana karakterlerin
analizinde feminist edebiyat teorileri kullanilarak, kadinlik temsillerinin normatif cinsiyet rollerine
meydan okuma bi¢imleri incelenmistir. Eserin analizinde ayrica cagdas kiiltiirel teorilerden
yararlanilarak, Dracula'nin ataerkil kontrol, toplumsal degisim ve modernite elestirisini nasil sundugu
degerlendirilmistir. Bu baglamda, eserin sadece korku tiirii igerisindeki bir metin olmaktan 6te, cinsiyet,
gii¢ ve toplumsal yap1 {izerine derin bir sOylem sundugu savunulmaktadir. Arastirma, eseri tarihsel ve
kiiltiirel baglamda ele alarak, Viktorya donemi toplumsal kaygilarmin ve bu kaygilarin edebiyata
yansimalarinin analizini kapsamaktadir.

Canavarlasmus Disilik: Edebiyatta Kadin Karakterlerin Yeniden Tanimlanmasi

Barbara Creed’in teorisi, edebiyattaki kadin karakterleri anlamak i¢in benzersiz bir ¢er¢eve sunar.
1993°te yayimladigi eserinde Creed, kadinlar korkutucu veya canavarca olarak tasvir edildiginde,
geleneksel cinsiyet rollerine ve toplumsal beklentilere meydan okuduklarini 6ne siirer. Bu kavram
onemlidir ¢linkii kadin karakterlerin genellikle olumsuz veya tehdit edici olarak goriilen 6zellikleri nasil
biinyelerinde barindirdiklarin1 ve bu karakterlerin ardinda yatan toplumsal kaygilar1 ortaya g¢ikarir.
Creed, bu canavar kadinlarin yalnizca kotii karakterler ya da olumsuz figiirler olmadigini, aksine,
toplumsal korkularin ve kadin giiciine dair endiselerin bir yansimasi oldugunu savunur.

Peters (1994), kadins1 canavarligin taninmasinin kadin karakterleri daha derinlemesine anlamak
icin gerekli oldugunu vurgular. Kadinlan yalnizca arketipler veya dogrudan kadinligin temsilleri olarak
gormek yerine, onlarin canavarst yonlerini kabul etmek, kimliklerini daha incelikli bir sekilde
kesfetmeyi saglar. Ornegin, Medusa veya West’in kotii cadis1 gibi karakterler Canavarlasmis Disilik
(The Monstrous Feminine) merceginden incelenebilir ve okuyucularin onlarin miicadelelerini, arzularini



730 Koroncu Ozbilen, D.. / Anemon Mus Alparslan Universitesi Sosyal Bilimler Dergisi, 2025 13(2) 718-736

ve korkularmi kesfetmelerine olanak tanir. Bu yaklagim, kadinlar1 genellikle sinirlayici rollerle
cergeveleyen geleneksel anlatilar1 sorgulamaya tesvik eder.

Creed’in teorisinin Onemi, zamanla kadin karakterlerin nasil tasvir edildigini yeniden
sekillendirme giiciinde yatmaktadir. Tarihsel olarak, edebiyat ve sinemadaki kadin karakterler genellikle
itaatkar ve edilgen olarak tasvir edilmistir. Ancak Creed ve Chare (2020) tarafindan vurgulandig: gibi,
bu karakterlerin temsillerinde bir degisim yasanmistir. Modern anlatilar, giderek daha fazla, kadin
karakterlerin canavars1 6zelliklerini benimsedigini ve geleneksel kadin rollerini altiist edecek sekilde
gii¢ kazandiklarimi gostermektedir. Bu degisim, kadinlarin daha karmagik ve bagimsiz bir sekilde temsil
edilmesini savunan daha genis kiiltiirel hareketleri yansitmaktadir. Creed (1993), “kadin kastrasyon
yapan olarak, monstrous-feminine (canavar disil) kavraminin en 6nemli yiiziinii olusturur” (s. 27) der.
Bu fikir, Dracula’da merkezi bir yer tutar; 6zellikle Lucy Westenra ve Dracula’nin gelinleri, kastrasyon
tehdidi olusturan kadin cinselligini somutlagtirir. Bir zamanlar Viktorya donemi kadmliginin idealini
temsil eden Lucy, asir1 cinsellestirilmis bir avciya doniiserek geleneksel toplumsal cinsiyet normlarini
bozar. Bu doniisiim, romanin erkek kahramanlan tarafindan, 6zellikle Van Helsing 6nderligindeki
erkekler tarafindan, siddetle bastirilir. Onlar, Lucy’yi bir kazik saplayarak “sembolik olarak restore
ederler.” Stoker, Lucy’nin kazikla 6ldiiriilmesini, Arthur’un kazig1 “daha derine ve derine” ittigini ve
Lucy’nin “korkung bir ¢iglik” attiktan sonra sonunda hareketsiz kaldigini betimler (Stoker, 1897, s.
230). Bu sahne, Lucy’nin yeni kazandigi 6zerkligini yok etmeyi amaglayan cinsel siddet olarak
okunabilir. Creed’in (1993) korku tiiriiniin, canavar kadin figiirlinii ataerkil diizen i¢in bir tehdit olarak
inga ettigi ve onu ya kontrol altina almayi ya da yok etmeyi gerekli gordiigii yoniindeki savini destekler
(s. 28).

Creed (1993) ayrica monstrous womb (canavar rahim) kavramini ele alir ve “kadinlarin tireme
islevlerinin korkunun kaynagi olarak tasvir edildigini” belirtir (s. 47). Dracula’da bu, Lucy’nin
yozlagmis anneliginde agikca goriiliir—artik cocuklar1 beslemez, aksine onlarla avlanir. Van Helsing ve
arkadaglari, onu bir mezarlikta bir ¢ocugu kandirirken buldugunda, “bloofer lady” (giizel ama tehlikeli
kadin) olarak tanimlanir ve masumiyeti ¢alan biri olarak tasvir edilir, boylece beklenen annelik roliinii
tersine ¢evirir (Stoker, 1897, s. 224). Bu, Creed’in (1993) The Brood (1979) adli korku filmi hakkindaki
analizine baglanir; filmde anne figiirii, bagkalarina saldiran canavar yavrular tretir (s. 49). Her iki anlat1
da, kadinlar kendilerine bigilen iireme rollerinden saptiginda besleyici figiirler olmaktan ¢ikip korku
kaynagina doniistiiklerini 6ne siirer.

Creed (1993), aym1 zamanda archaic mother (arkaik anne) kavramim inceler; bu, hem yasami
hem Oliimii temsil eden ve ataerkil yapilar1 derinden sarsan ilkel bir figlirdiir (s. 77). Bu konsept,
Dracula’nin satosunun karanlik, magarams1 mekaninda yanki bulur—burada vampir gelinler yasar.
Sato, Creed’in betimledigi gibi, mahzenler ve golgeli rahim benzeri mekanlar gibi monstrous-
feminine’in bir alan1 olarak iglev goriir ve yagam ile 6liim arasindaki sinirlari belirsizlestirir. Gelinlerin
Jonathan Harker’1 bastan ¢ikarmaya ve tiilketmeye calismasi, disil fazlalik korkusunu gdsterir—bu
kadinlar hem cinsel agidan cezbedici hem de 6ldiiriictidiir. Onlarin “sehvetli dudaklar” ve “keskin beyaz
disleri” (Stoker, 1897, s. 51), Creed’in (1993) erkeklerin cinsel savunmasizlik korkusuyla
iligkilendirdigi vagina dentata (disli vajina) mitini sembolize eder (s. 107). Bu paralellik, korku
tiirtindeki kadin cinselliginin genellikle hem arzu hem de yikimla iliskilendirildigi fikrini pekistirir.

Buna ek olarak, Creed (1993), vampirizmin regl metaforu olarak islev goérdiigiinii, ¢linkii “kadin
ireme islevlerine, ozellikle kan akisina duyulan korkuyu simgeledigini” savunur (s. 87). Lucy’nin
doniisiimii ve ardindan gelen kan susuzlugu, bu yorumla ortiiserek Viktorya dénemi toplumunun kadin
beden siirecglerini canavarca gordiigiinii vurgular. Regl kanina duyulan korku, Kristeva’nin (1982)
abjection (igrenme) teorisiyle uyumludur; bu teoriye gore kadin bedeni kirli ve toplumsal diizen igin
tehdit edici olarak kabul edilir (s. 4). Vampirizm ve regl arasindaki bu baglanti, Dracula’nin kadin
cinselligini kontrol edilmesi gereken bir sey olarak sundugu arglimanini daha da gii¢lendirir.



Koroncu Ozbilen, D.. / Anemon Mus Alparslan Universitesi Sosyal Bilimler Dergisi, 2025 13(2) 718-736 731

Roman ayrica, kadin cinsel giiciine duyulan korkuyu somutlagtiran femme castratrice (kastratris
kadm) figiiriiyle de ilgilenir. Dracula’nin gelinleri, Jonathan Harker’i bastan cikarip onun kanimi
emmeye ¢alisir, bu da tipik erkek avcr/kadin kurban dinamiginin tersine ¢evrilmesidir. Harker, onlarin
saldiristm1 hem zevk hem de dehset verici bir deneyim olarak tanimlar; hem onlara ¢ekildigini hem de
onlardan tiksindigini hisseder (Stoker, 1897, s. 52). Bu sahne, Creed’in (1993) “kadin canavarligi
genellikle ezici ve tiiketici bir cinsellik olarak sunulur” iddiasiyla dogrudan paralellik gosterir (s. 96).
Gelinler, erkek korumasina ihtiyag duymaz; aksine, erkekler {izerinde gii¢c sahibi olurlar ve onlar
korkunun nesnelerine doniistiiriirler.

Buna karsin, Mina Harker sonunda monstrous-feminine kaderinden kurtulur; Viktorya dénemi es
ve anne roliine geri donmesine izin verilir. Gegici olarak Dracula’nin etkisiyle “lekelenmis” olsa da—
kan degis tokusu onun zorla cinsel ihlale ugradigimi ima eder—sonunda erkek karakterlerin
miidahalesiyle “kurtarilir” (Stoker, 1897, s. 400). Bu durum, Creed’in (1993) ataerkil korku anlatisinin
“diizene meydan okuyan kadn figiirlerini disipline etme” gereksinimini tanimladig1 kavrami yansitir;
bdylece hikayenin sonunda dogru toplumsal cinsiyet rolleri yeniden tesis edilir (s. 115).

Ornegin, cagdas edebiyat ve sinema, kadin karakterlerin karanlik yonlerini kesfetmesine veya
toplumsal normlara meydan okumasina giderek daha fazla yer vermektedir. Daha 6nce bastirilmig
olabilecek bu canavarsi yonleri kucaklayan kadin karakterler, Margaret Atwood ve Angela Carter gibi
yazarlarin eserlerinde goriilebilir. Bu karakterler, karmagik motivasyonlari, duygular1 ve ahlaki
belirsizlikleri ile hikayelerini zenginlestirirken, ayn1 zamanda modern toplumun gerilimlerini yansitir
ve okuyuculari toplumsal cinsiyet ve giic meseleleri iizerine elestirel diisiinmeye tesvik eder.

Ozetle, kadin karakterlerin canavarsi ve karmasik bigimde tasvir edilmesi, edebiyat ve sinemaya
dair yeni bir degerlendirme yapilmasim gerektirir. Bu bakis agisi, kadinlarin hem besleyici hem yikici,
hem kirilgan hem giiclii olabilecegini kabul eder. Creed’in bakis agisi, okuyuculara kadin karakterlerin
evrimini analiz etme firsati sunar ve canavarlik ile bireysel iradenin bir arada var olabilecegini gosterir.
Bu temsillerin siirekli olarak incelenmesi, anlatilarin toplumsal degisimlere nasil yanit verdigine dair
iggoriiler sunarak edebiyatta kadin kimligine iliskin tartigmalar1 zenginlestirir. Bu sekilde bir analiz,
kadin karakterleri anlamak agisindan kritik neme sahiptir; ¢iinkii bu figiirlerin basit arketiplerden ibaret
olmadigmi, daha derin bir karmasikhig1 temsil ettiklerini gosterir. Ornegin, Santos (2022), 19. yiizy1l
romanlarindaki kadm karakterleri inceleyerek, kadinlarm geleneksel cinsiyet rollerine meydan
okuduklarinda genellikle "canavar" olarak etiketlendiklerini belirtir. The Yellow Wallpaper (Gilman,
1892) adli eserdeki delirmis kadin ya da Macbheth'teki (Shakespeare, 1606) Lady Macbeth gibi
karakterler, hirs veya delilik sergiledikleri i¢in canavarsi goriilmiistiir. Bu hikayeler, kadinlarin artan
bagimsizligina ve bunun ataerkil yapiya olusturdugu tehdide dair toplumsal korkular1 yansitir.
Baslangicta korku ve tiksintiyle karsilanan bu karakterler, gliniimiiz okurlar1 tarafindan daha incelikli
yonleriyle degerlendirilmektedir. Ornegin, klasik hikdyelerin modern uyarlamalarinda, kadmn
karakterler giderek daha karmasik hale gelmistir. Artik yalnizca kaosun temsilcileri degil, ¢ok yonlii
kimliklere sahip bireyler olarak ele alinmaktadirlar. Bu degisim, toplumun cinsiyet ve gii¢ algisinin nasil
evrildigini ve kadin karakterlerin anlat1 i¢indeki karmasikliginin nasil arttigim1 gostermektedir (Chare,
2019).

Kaplan (2019), edebiyatta canavarsi 6zelliklere sahip kadilarin temsillerinin daha genis etkilerini
ele alir. Bu temsiller, genellikle toplumun kadinlik ve giliclenme konusundaki endiselerini yansitir.
Ornegin, Medusa yalnizca bir canavar degildir; ayn1 zamanda kadin giiciine yonelik korkunun ve yanlis
anlamanin bir semboliidiir. Cagdas anlatimlarda Medusa, genellikle bir magdur olarak ele alinir ve onu
seytanlagtiran geleneksel anlatiya meydan okur. Kaplan, toplumsal korkularin bir korku hikayesini nasil
empati ve anlayis Oykiisline doniistiirebilecegini vurgular. Bu kavrami anlayarak, okuyucular edebiyatta
kadin karakterlerin temsil ettigi gii¢ ve tehdit kavramlarini yeniden yapilandirabilir. Bu karakterler, pasif
kadmlik stereotipini sorgulamakta ve kadinlarin toplum i¢indeki rollerine yonelik degisen yaklasimlar
yansitmaktadir. Kadin karakterlerin canavarsi yonleri, toplumun kadmlarin arzularina ve 6fkelerine
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nasil tepki verdigini yorumlamaktadir. Bu yeniden yorumlama, canavarlk ile kirilganlik arasindaki
karmasik etkilesimi vurgulayarak, daha dinamik ve iligkilendirilebilir kadin temsilleri yaratmaktadir.

Bu omekler, kadin karakterleri bu mercekten incelemenin, kadinlarin toplumsal beklentiler
icindeki konumlarma dair degerli i¢goriiler sundugunu gostermektedir. Bu karakterler, zamanlarinin
hem korkularini hem de umutlarini yansitan aynalar gibi islev goriirler. Cagdas analizler, bu figiirlerin
edebiyat tarihindeki kadinlik anlayisini nasil sekillendirdigini yeniden degerlendirerek, kadin
karakterlerin karmagikliklarini daha derinlemesine incelemeye tesvik etmektedir.

Barbara Creed’in kavrami, Ozellikle 21. ylizy1l anlatilar1 baglaminda, kadin karakterleri
incelemek i¢in kritik bir mercek olmaya devam etmektedir. Gliniimiiz edebiyati, toplumsal degisimler
ve gelisen feminist sdylemlerle daha fazla ilgilendigi i¢in bu perspektif biiylik 6nem tasimaktadir.
Howell ve Baker (2022), gorsel medyanin kadin temsillerini nasil yeniden sekillendirdigini, bu
karakterlere daha fazla karmasiklik ve ¢eliski katmanlari ekledigini vurgulamaktadir. Bu doniisiim, “The
Monstrous-Feminine” kavraminin yalnizca geleneksel korku tiirleriyle sinirli olmadigimi, farkli anlati
bicimlerine de yayildigin1 gostermektedir. Kadin karakterlerin evriminin incelenmeye devam edilmesi,
toplumsal cinsiyet kalip yargilarina kars1 verilen miicadelenin edebiyattaki yansimalarimi anlamamiza
yardimci olmaktadir. Bu arastirma, yalmizca karakter gelisimini derinlestirmekle kalmaz, ayn1 zamanda
kadmlarin anlatilardaki rollerini tanimlayan ve smirlayan cinsiyet stereotiplerine kars1 siiregelen
miicadeleyi de gozler oniine serer.

Dracula’da Kadins1 Canavarhk ve Viktorya Donemi Kaygilari: Monstrous-Feminine
Perspektifinden Bir Inceleme

Viktorya toplumu, kadinlarin cinselligi ve bagimsizlig1 konusunda derin endiseler tasimaktaydi.
Barbara Creed’in (1993) The Monstrous Feminine (Canavarst Kadmnsilik) teorisi, Mina ve Lucy gibi
kadin karakterlerin hem hayranlik hem de korku uyandirmasimi anlamamiza yardimci olur. Bu kadinlar,
Viktorya doneminin geleneksel kadinlik anlayisina meydan okuyarak, toplumsal normlarin kadin
figiirler tarafindan nasil sarsilabilecegini gosterirler (Creed, 2005).

Mina Harker, saf ve erdemli biri olarak tasvir edilerek ideal Viktorya kadini temsil ederken, Lucy
Westenra’nin bir vampire doniisiimii, kadin arzusu ile ilgili daha karanlik korkular1 ortaya gikarir.
Lucy’nin doniisiimii, cinsel agidan 6zglir kadinlarin toplum tarafindan nasil canavar olarak goriildiigiinii
gosterir. Bu tiir doniigiimler etrafindaki korkular, Viktorya kiiltiiriiniin kadin arzularini kontrol etmeye
ve bastirmaya calistigimi diisiindiirmektedir. Bu bastirma, Snoddy’nin (2016) Viktorya toplumunun
kadmn canavarlar1 Gotik dolabin i¢ine saklamaya calistig1 yoniindeki iddiasiyla paralellik gosterir ve
kadm kimliginin karmagikligin1 dizginleme miicadelesini simgeler.

Buna ek olarak, Ruiz Rodriguez’in (2024) Gotik edebiyatta lezbiyen vampirler {izerine yaptigi
caligsma, bu tartigmaya bagka bir katman ekleyerek, heteroseksiiel normlardan sapmis kadin cinselliginin
genellikle canavarsi olarak tasvir edildigini vurgular. Bu baglamda vampirler yalnizca cinsel 6zgiirligii
degil, ayn1 zamanda kendi bedenleri lizerinde s6z sahibi olan kadinlara duyulan korkuyu da temsil eder.
Bu ikili anlam, Gotik edebiyatin kadin haklar1 ve cinsel 6zerklik ile ilgili toplumsal kaygilar1 nasil
yansittigim gostermektedir. Dracula’daki vampir tasviri, bu korkular1 kesfetmek icin giiclii bir metafor
gorevi goriir. Vampir kadinlar cinsel arzularmi dile getirdikge, toplumsal beklentileri asarak hem
romanin karakterlerinde hem de okuyucularda korku uyandirir. Bu tepki, kontrolsiiz kadin cinselliginin
Viktorya toplumunun idealize ettigi itaatkar kadin anlayisina nasil tehdit olusturdugunu gézler 6niine
serer. Creed (2005), Canavarlagmis Disilik (The Monstrous Feminine) kavraminin toplumsal normlarin
sinirlarinda isledigini ve bunun 6zellikle Dracula baglaminda gecerli oldugunu belirtir. Mina ve Lucy,
kadinligin iki zit u¢ noktasini temsil eder. Mina’nin vampir dogasina kars1 verdigi miicadele, Viktorya
donemindeki bir¢cok kadinin yasadigi bagimsizlik arzusu ile toplumsal kisitlamalar arasindaki i¢sel
¢atismay1 yansitir.
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Lucy’nin bir vampire doniismesi ve arzularini agik¢a ifade etmesi, onu ataerkil diizen igin bir
tehdit haline getirir ve cinsel olarak Ozgiir kadinlara duyulan kiiltiirel korkuyu pekistirir. “Lucy
Westenra, ama nasil da degismis. Tatlilii, elmas sertliginde, vicdansiz bir gaddarliga doniismiistli ve
saflig1, sehvet dolu bir azgilhiga.” (Stoker, 1897, s. 305). Lucy, Viktorya kadmliginin bir semboliiyken,
vampir olduktan sonra asiri1 cinsellestirilmis, canavarsi bir figlire doniigiir. Onun “sehvet dolu azginlig,”
Creed’in “canavar anne” (monstrous mother) ve femme castratrice (hadim eden kadin) kavramlartyla
ortligiir; ¢linkli Lucy, dogaiistii cinsel saldirganligiyla ataerkil normlar tehdit etmektedir. “Lucy'nin
yiiziine diisen yogun 151k sayesinde, dudaklarinin taze kanla kizardigini ve genesine siiziilen kanin 6liim
elbisesinin safligim lekeledigini gorebiliyorduk.” (Stoker, 1897, s. 306). Lucy’nin vampir doniisiimii,
Viktorya donemi annelik idealini tersine gevirir; gocuklari beslemek yerine onlarla avlanir. Bu, Creed’in
“canavar anne” figiiriiyle uyumludur; yani geleneksel anneligi bozan ve tehdit eden bir figiir olarak
konumlandirilir. Bu bakis acgisiyla roman, Viktorya edebiyatinda toplumsal cinsiyet, cinsellik ve
toplumsal normlar arasindaki karmasik etkilesimleri ortaya koyar. Kadinlarin 6zerkligi ve cinselligiyle
ilgili korkular, Mina ve Lucy’nin tasvirlerinde kendini gosterir ve kadinlarin arzu veya bagimsizlik ifade
ettiklerinde, siklikla toplumsal istikrara yonelik tehditler olarak sunulduklan fikrini gliglendirir. Mina
da Lucy gibi insan iistii giligleri olan, giiclii ve bagimsiz bir karakter olarak tasvir edilmistir.

Sonra onlar, eger Tanr aklimi elimden almamissa, gozlerimle gordigim sekliyle
belirginlesmeye basladilar. Karsimda, Jonathan'in odada gordiigli ve bogazini 6pmek
isteyen ayni {i¢ kadin vardi. Sallanan yuvarlak viicutlari, parlak sert gozleri, beyaz disleri,
kizil renkleri ve sehvet dolu dudaklari taniyordum. Yoksul Madam Mina’ya giiliimsemeye
devam ettiler. Ve gece sessizliginde yankilanan kahkahalariyla kollarini birbirine doladilar
ve ona dogru isaret ederek o tatl, tiiyler iirpertici sesleriyle soyle dediler: ‘Gel, kiz kardes.
Bize katil. Gel! (Stoker, 1897, s. 531).

Mina, potansiyel olarak canavar olabilecek ama sonunda kurtarilan bir figiir olarak
konumlandirilir. Gelinlerin Mina’y1 kendilerine katilmaya ¢agirmalari, kadmlarin ataerkil kontroliin
Otesine gegerek canavarsi, dizginlenmemis bir varolusa adim atma tehdidini temsil eder.

Ruiz Rodriguez’in (2024) Gotik edebiyatta lezbiyen vampirler {izerine yaptigr g¢alisma,
heteroseksiiel normlardan sapmis kadin cinselliginin genellikle canavarsi olarak tasvir edildigini
vurgular. Vampirler, cinsel 6zgiirliigli ve kadinlarin kendi bedenleri iizerinde hak sahibi olmalarina
yonelik korkuyu temsil eder. Vampirlik kavrami, kadin arzularinin Viktorya toplumu i¢in nasil bir tehdit
olusturdugunu anlatan giiclii bir metafor olarak islev goriir. Ozellikle Jonathan Harker’m Dracula’nin
gelinleriyle yasadigi karsilagma, dizginlenmemis kadin cinselligine duyulan korkuyu gozler oniine serer.

“Kargimda, Jonathan’in odada gordiigii ve bogazinmi 6pmek isteyen ayni ii¢ kadin vardi. Sallanan
yuvarlak viicutlari, parlak sert gozleri, beyaz disleri, kizil renkleri ve sehvet dolu dudaklari tantyordum”
(Stoker, 1897, s. 531). Lucy’nin vampirlesmesi ve arzularini agikca ifade etmesi, onu ataerkil diizen igin
bir tehdit haline getirir ve bu, cinsel olarak 6zgiir kadinlara duyulan kiiltiirel korkuyu vurgular. Mina
Harker, Viktorya ideal kadinligin1 ve kadm giicline yonelik korkulari anlamak agisindan kritik bir
karakterdir. Baslangigta, hassas, sefkatli ve kocasina bagli bir Viktorya kadini olarak tasvir edilir. Ancak
hikaye ilerledik¢e, onun gegirdigi doniisiim, Viktorya toplumunun kadin 6zerkligi konusundaki derin
kaygilarini yansitir. Starre (2020), canavar bedenin baskici toplumsal normlara kars1 giicli bir direnis
sembolii haline geldigini 6ne siirer. Mina’nin miicadelesi, kadinlarin cinselliklerini ifade ettiklerinde
toplumsal gii¢ dengelerini nasil bozabilecegini gostermektedir.

Roman, Viktorya toplumunun beklentilerine meydan okuyan kadinlara dair genis ¢apli endiseleri
de gozler 6niine serer. Mina, Dracula’nin etkisi altina girdiginde, Viktorya erkek egemenliginden kacan
kadin cinselligine duyulan kiiltiirel korkuyu cisimlestirir. Ozetle, Dracula kadmlarin cinsel ve toplumsal
bagimsizligina yonelik Viktorya kaygilarim agiga ¢ikaran giiclii bir anlatidir.
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Caligmanin bulgularina dayanarak, Dracula ve gotik edebiyatta toplumsal cinsiyet dinamikleri
iizerine gelecekte yapilacak arastirmalar cesitli yonlere odaklanabilir. Onemli bir arastirma alan,
Dracula’nin kadin canavarligi temast igeren diger gotik metinlerle karsilastirmali analizidir. Mary
Shelley’nin Frankenstein’t veya Oscar Wilde’in Dorian Gray’in Portresi gibi eserler, toplumsal
cinsiyet, glic ve canavarlik konularina dair farkli bakis agilar1 sunarak bu temalarin daha genis edebi
baglamda anlasilmasina katki saglayabilir.

Bunun yam sira, roman igerisindeki Mina Harker karakterinin feminist bir perspektiften daha
ayritili incelenmesi yeni bakis agilar kazandirabilir. Bu ¢alisma, Mina’nin hem geleneksel Viktorya
donemi kadinligina hem de ilerici bir figiire olan ¢ift yonlii konumunu vurgulasa da, gelecekteki
aragtirmalar onun ¢agdas edebiyattaki feminist ideallerle ne 6l¢iide Ortiistiiglinii veya ayristigini ele
alabilir. Mina’nin film, televizyon ve tiyatro uyarlamalaridaki temsili {izerine yapilacak incelemeler de
gotik edebiyatta kadin karakterlerin evrimini anlamak a¢isindan 6énemli bulgular sunabilir.

Ayrica, gelecekteki ¢alismalar Dracula’nin modern korku anlatilan1 iizerindeki etkisini
inceleyebilir. Giintimiiz korku filmleri ve romanlari, kadin 6znelligi ve cinselligi konusundaki ataerkil
kaygilan yansitmaya devam etmektedir. Barbara Creed’in Canavarlagmis Disilik (The Monstrous
Feminine) teorik g¢ergevesinin modern korku metinlerine uygulanmasi, kadin canavarliginin ¢agdas
anlatilarda nasil sekillendigini ve toplumsal cinsiyetle iligkili korkularm nasil siirdiigiinii anlamaya
yardimc1 olabilir.

Beyan ve Aciklamalar

1. Arastirmacilarin katki oram beyam: Bu makale, Duygu Koroncu Ozbilen tarafindan tek basina
yapilan bir ¢aligmadir. Yazar, arastirma tasarimi, literatiir taramasi, metin analizi, yazim ve
makalenin diizenlenmesinden sorumludur. Calismanin tiim asamalari, yalnizca arastirmacinin
yonetiminde tamamlanmigtir.

2. Cikar catismasi: Arastirma veya makalenin hazirlanmasi siirecinde herhangi bir ¢ikar ¢atigmasi
bulunmamaktadir.

3. Etik Raporu: Bu ¢alismada insan veya hayvan denekleri kullanilmamistir, dolayisiyla etik kurul
onay1 gerekmemektedir.

4. Arastirmanin Modeli: Bu makale bir arastirma makalesidir. Arastirma, nitel bir aragtirma modeli
kullanarak, ana yontem olarak edebi analizle gerceklestirilmistir. Arastirma, Bram Stoker’in
Dracula eserinde cinsiyet ve gii¢c dinamiklerinin sosyo-kiiltiirel ve feminist teorik perspektifler
1s181inda metinsel olarak incelenmesi ve yorumlanmasina odaklanmaktadir. Bu yaklasim, Gotik
temalarin ve Viktorya donemi toplumsal normlarmin derinlemesine kesfedilmesi amaciyla
secilmistir.

5. Bilgilendirme: Bu arastirma bagimsiz bir akademik projedir ve herhangi bir biiyiik tez, hibe veya dis
finansman destegi kapsaminda yapilmamaktadir.
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