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Among the monsters that populate written pagegiestand large and
small screens, the figure of the vampire, oftenhbdashing and
terrifying, most clearly evokes the emotions fead aesire. The two
guiding emotions are particularly closely intertedh in the many
contemporary vampire narratives which are basatienromance genre
rather than in traditional horror. The interminglirof the emotions
occurs on two levels: inside and outside the tesdlfi Focusing on the
latte—the reader, viewer and listener’'s affeet¥effrey Cohen argues
that the “escapist fantasies” the monster providss well as the
“fantasies of aggression, domination and inversawma allowed safe
expression in a clearly delimited and permanemmthnlal space” (1996:
17). This space, then, is figured not as the morittelf, but as the
audience’s temporary experience. Significantly, yndiscussions about
vampire texts follow in this vein, with focus on aththe monster
represents to the listener, reader or viewer apthgehe experience of
the text itself as a site of emotional meaningwhat follows, interest is
rather in how fear and desire are mapped onto iadinbody, and how
characters voice these emotions and act accoralitigein.

Whereas vampire representations of earlier tim@ogermay have
provoked fear and repulsion simply because “vampiras such was
evil” (Carter 1999: 27), there is a noticeable trein contemporary
narratives to represent vampires as attractiveanbicn heroes. These
sympathetic vampires, rather than being based @Dthcula figure, are
modeled on the early f%entury Romantic instantiations created by
John Polidori and Lord Byron, and they have tiestite glamorous
vampires as envisaged by Anne Rice (Williamson 2@%-50). In
contrast to Rice’s novels, however, romance aneé logtween human
and vampire (rather than between vampire and van@re now in
focus. Such is the case in Charlaine Harris’ asupdinished Southern
Vampire Mysteries series (200%), and Alan Ball's adaptation in the
hitherto five seasons of the HBO-serigsie Blood(2008-2012). Despite
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differences on the plot level, the adaptation idyfdaithful to the novels

in terms of setting and, with a few exceptions,rabgerizations. In the
following discussion written and visual text wilitten be seen as forming
one, more or less cohesive, text world, which Wl seen in relation to
other, past and contemporary, narratives to teasdetlee vampire’s

function, particularly in the depictions of feardadesire. Of interest is
also how the emotion of disgust is figured in tke&ttworld, both in

relation to the seeming paradox inherent in humtraciion to the

revenant, and to the vampires’ reaction to thegm@ged contact with
humans in the supposedly multicultural society.

Rather than seeing the affects as automatic respptisus reading
both vampires and human characters from a psyciwalogngle, the
emotions will in what follows be approached frone tholitical cultural
studies perspective as outlined by Sara AhméthanCultural Politics of
Emotion Ahmed maintains that “emotions should not be mga as
psychological states, but as social and culturattmes” (2004: 9) and
that they are shaped by repetition. Rather thamgbdiiologically
unavoidable responses inherent in the subject, tkesire and disgust
stem from the tradition with which the object (tvempire in this case)
has been represented within a culture. That istienm®are “shaped by
contact with objects, rather than being causedijgots” (Ahmed 2004
6). To apply highly political theories to popularttre is not intended to
in any way trivialize the important claims Ahmed kea regarding
racism, but rather to show how patterns reoccurtee similar effects
in the studied text world. Readings of how différéarms of Othering
occur throughout the SVMs andrue Blood thus illuminate how
emotions are evoked in the meeting between humémamster.

Bodies that fear

Through its literary and cultural history, the figuof the vampire has
reflected various anxieties and fears connectetidanvasion of either
bodily or geographical space (or commonly, both)the contemporary
“post-colonial, post- or trans-national world,” suas the one depicted in
the text world, the vampire is increasingly usefuteflecting “anxieties
[which] focus on the struggles of integration rathkan expulsion”
(Muth 2011: 76). No longer threatening the outdideders of the nation,
the vampire is figured as already part of it, whigttails, on the part of
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humans, different, albeit still fearful, forms ohaunters. One of
Ahmed’s central arguments is that both individuad aollective surfaces
are made in the meeting between bodies; meetingshvdneate rather
than enforce already existing boundaries. She stiggleat we “think of
the skin as a surface that is felt only in the éwsnbeing ‘impressed
upon’ in the encounters we have with others” (Ahn2@@4: 25). It is
only when surfaces are felt that a distinction banmade between self
and Other. In contrast to the majority of tradiabwampire narratives,
where the nature of the beast is initially unknoand only gradually
revealed to the human protagonists, intermittenietings between
humans and vampires strongly emphasise the differdretween an
individual self and an Other, but it is seldom tiese that humanity at
large becomes aware of the supernatural existefbat is, the body of
the community as such is rarely impressed uponhieyiody of the
vampire groupln contrast, vampires in the Southern Vampire Mysse
and True Bloodare a known reality: the “legally recognized urdlfea
(Harris 2001: 1). The outing of the new minorityaigairly recent, global
event, the “announcement ... made in hundreds oérifit languages,
by hundreds of carefully picked personable vampi(etgrris 2003: 5).
The temporal contact between humans and vampitiesiied, but it still
entails an ontological shift by which surfaces oflies are strongly felt,
and boundaries between self and Other erected.

In the meeting between bodies in the text worlffedinces abound,
but vampires also attempt to emphasize potentialilagities, both
positive and negative, to forge links between thewes and humans.
The new minority group insists on vampirism as gdinought on by a
virus, which aligns them with other groups whosenditions are
involuntary. Issues of free will and choice, rathiyan traditional
vampiric determinism, forge another link and areedmminantly

1 In these types of narratives, the process of umtog the vampire’s true
nature often constitutes the main plot, and theeensany contemporary texts
which reiterate it. Bram Stoker's novBracula (1897) and Joel Shumacher’'s
film The Lost Boy$1987) can be mentioned as examples of texts whieHl at
length on the identification of the monster andwitsaknesses and strengths. In
narratives contemporaneous with the text world ickaned here, and with a
similar focus on romance, such as Stephenie Meyewkight-saga and L. J.
Smith’s Vampire Diaries the human protagonists have an awareness of
vampires, but the supernatural element is kepesémm the larger community.
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connected to the possibility of mainstreaming: @&ty on the
synthetically produced Tru Blood. The blood substit radically
decreases the vampiric threat, and comparisons huithan atrocities
further the image of the unharmful Other. Tmue Blood, vampire
spokesperson Nan Flanagan appearfeal Time with Bill Maheand
when asked about vampires’ alleged “sordid histmiryexploiting and
feeding off innocent people,” turns the tables tonaAn history. “We
never owned slaves, Bill, or ... detonated nucieeapons” (2008: 1.1
“Strange Love”). These moves align the text worithvether narratives
in which the “good vampire’ is defined as suchtiy or her interaction
with humanity,” and in which fear and hate causedthe human
characters’ meeting with the Other is “called igteestion by measuring
vampiric ‘evil’ against the evil perpetrated by hamity” (Carter 1999:
165-66). In the text world there is thus a consgistategy on the part of
the vampires to on the one hand downplay the thiteay pose and
represent themselves as victims, on the otherlativige the threat they
do pose.

The global community has reacted in various waysvdmpires
coming out and illustrated different levels of talece of the new
minority. Sookie Stackhouse, the (initially) humamotagonist and
narrator in the novels, reports that the US hagptetl a more tolerant
attitude” than many other nations, but it is alstablished that regional
differences play a part in what reactions are seepermissible (Harris
2003: 6). The sociocultural Othering of the vampgimethe American
South, and then particularly the small Louisianartcof Bon Temps,
plays into the long, although by no means uniqistoty of segregation
of various minority group.Reading vampire texts through the lens of
regional fiction, Evangelia Kindinger suggests tthet “deviance” of the
regional setting, seen in relation to the suppgskdteronormative and
cohesive larger American nation, “is enhanced dalooeated on through
the presence of supernatural and monstrous chesad2011: 17).
Vampire presence in the regional setting, and thetien of fear evoked

2 Maria Holmgren Troy readsrue Bloodin conjunction with Jewelle Gomez’s
The Gilda Storieq1991), parts of which are also set in the AmeriGouth,
arguing that very particular aspects of the pasthsas slavery, are usefully
illuminated through the vampire protagonists’ piosit“between memory and
history: [they are] remembering subjects as well embodiments and
transmitters of the past” (2010: 71).
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in human/vampire contact, highlight a long historywhich differences
between individuals have been enforced. Bon Temvpsye inhabitants
keep close tabs on each other and have a sharnedyhighich locks

people into roled,is represented as “less tolerant” of sexual ahdiet

minorities than cosmopolitan cities (Harris 2003: $ynorance and
homophobia have free reins when customers at Me'ddbvar accuse the
gay cook Lafayette of contaminating their food wilDS (2008: 1.5

“Sparks Fly Out”). When African American Tara sugtgeto policemen
that she is in a relationship with a white man, sflects that: “Race is
still a button you can push” and that “mixed cosplare frowned upon
despite the changing times which see an increasingber of

vampire/human relationships (2008: 1.4 “Escape fiinagon House”).

Discourses of racial segregation and sexual pregutiius work as a
backdrop to fearful feelings towards vampires. Reas to the new
minority group in many ways mirror previous struets; evoked by long
histories of contact between bodies, and reiteraiedhose who have
something to gain from hate and fear.

Despite these tensions and prejudices, human itamabi come
together in the face of approaching disruption frdme outside. As
Ahmed discusses in relation to the emotion hate, dreation of a
cohesive community is dependent on individualselder something (a
nation, an idea) in relation to which other sulgettunlikeness’ from
‘us™ identifies Others (2004: 44). Despite diffemes in sexuality and
skin colour, the common denominator in the text ld/obecomes
humanity and a sharp contrast forms in relationh® non-human (or
used to be human). The threat to the temporarihesiwve community,
the shared space, is often figured “as a bordeiregnxear speaks the
language of ‘floods’ and ‘swamps’, of being invadey inappropriate
others against whom the nation must defend it¢élfimed 2004: 76). In
Dead Until Darkthis anxiety is verbalized by a lawyer who states t
necessity of “a wall between us and the so-callagsyinfected. | think
God intended that wall to be there, and | for owdl hold up my
section” (Harris 2001: 264-265). The metaphoricallvis intended to
shield self from Other, same from different, andatmid the vampiric

% See for example Detective Andy Bellefleur’s stregwith his professional
role due to “the old connections, the shared hijtosl, the knowledge of each
other’s family” (Harris 2001: 87-88).
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body impressing upon the human. The stress orpsadbieing upheld by
individuals also works towards the idea that th&tqution of the human
community is a joint effort.

The fear of the Other articulated on collectiveelsvin the text world
is aptly illustrated through attitudes expressed rbgmbers of the
Fellowship of the Sun, an organization which caesidy stresses an
oncoming threat and consequently “works to sechee relationship
between [the] bodies” of self and Other (Ahmed 20@88). Focusing on
killings allegedly perpetrated by vampires, theléveship maintains and
kindles the image of the vampire as a “bloodsuckibgmination” (1:12
“You'll Be the Death of Me”) and it is described heing to vampires,
“lwlhat the Klan was to African Americans” (Harrg002: 104). Its
leader uses a Christian rhetoric arguing that figagvil is really loving
good” (2009: 2.3 “Scratches”) and repeatedly cobesk to this binary
with good, predictably, connected to light and then, and evil to
darkness and night. The military approach of thdofwship’s boot
camps and the stress on obedience emphasize tther lzorxiety and in
time develops into a full out war scenario, expgdime hypocrisy of an
organization which on the surface stresses peadehgnimportance of
doing God’s work.

Through both individual and collective reactionbaacters in the
text world illustrate the social and cultural prees which produce and
reproduce a fear of the Other. The human charabtrs previously, in
Ahmed’s terminology, felt their skin as a surfacerelation to other
minority groups, but their past, shared history &B® meant that their
attitudes because of the sociopolitical climatednte be hidden. The
character Maxine Fortenberry provides a succincmgle as, even
though full of contempt for a whimsical array ofndegraphics, such as
Methodists, Catholics and ladies who wear red shales is also hateful
towards African Americans. Racism is the only fasfrhate she tries to
hide, with the line “hush, that's a secret,” and te&ason for her emotions
is age-old: “That’s how | was raised up.” The peeddistory cited here
is illustrative of the social and cultural practiog which she has been
instructed to hate African Americans, but she i$ igmorant of the

* In the fifth season offrue Blood the KKK, which here functions as an
analogy, takes concrete shape. In response toasiogly violent vampire
attacks, a local Bon Temps Chapter forms.
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changing times making statements to this effecemnmissible. Her view
of vampires, that they are “wrong, wrong, wrongdphdevils” is on the
other hand not an emotional reaction she striveBide (2009: 2.9 “|

Will Rise Up”). For Maxine, like the lawyer and thellowship of the
Sun, the difference, not in degree but in kindween human and
vampire makes for a more accepted outlet of emgtivateful

expressions.

Romance, deadness and danger

Cultural and social constructions of Otherness eeatral even in
contemporary vampire narratives which focus ontieal, romantic
attachments. What is different in these texts dan be perceived as
deeply attractive, or even be a prerequisite fir dltraction in a culture
in which outsiders (in some contexts) are lessnsitged. As Milly
Williamson argues, the contemporary vampire “haobee an image of
emulation [offering] a way of inhabiting differenceith pride, for
embracing defiantly an identity that the world atge sees as ‘other™
(2005: 1). The main vampires in the text world,| Bibmpton and Eric
Northman, are depicted as objects of love and eldsirt simultaneously
as very different. They can be labelled “heroic agohist[s],” the
oxymoron signaling characters that are simultangotsimirable and
subversive” (Heldreth and Pharr 1999: 1). Romant@nventions
influence how these heroic antagonists are pordapeit also how
Sookie is placed in relation to them. In contrast dther human
characters in the text world, Sookie has expandedwledge and
abilities to assist the vampires in various waylse Tomance staples of
overcoming odds, of portraying the human charaateable to disarm
potential threats because of attraction or lovel ahdepicting her as
extraordinary thus work to stress not only why Sedk drawn to the
outsiders, but why they are drawn to her.

The attraction between Sookie and the main vampilses hinges on
the depiction of her as an outsider. The novefstfoerson perspective
and the initial voice-over in the TV-series, alomgth a continuous
focalization, establish that Sookie is the charadthabiting the
normative role. In a fictional world increasinglyogulated by
supernaturals of various kinds, she is initiallg thuman touch stone,
with a liberal attitude to the marginalized, nomns#an groups she comes
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into contact with. Further, she is characterizedetetively open-minded
about ethnicity and sexuality, yet she displays dwrtperhaps familiar)
shortcomings in some of her view®&ut Sookie is also literally open-
minded in that she has access to other peoplelgytite. Her telepathic
gift enables her to overhear bigoted opinions, dermg views about
herself, and secrets that people have no deshiev® known. In the text
world there are few stereotypical traits and ndual script governing
attitudes and reactions to telepaths, arguably mgakiookie into one of
the main sources of fear. The question “what atg?yds not, as would
be expected, asked of vampires (or even the l&ssrvn supernaturals
in the text world), but rather, and repeatedlySobkie herself.

Sookie’s ability, or “disability” as she characsss it, along with the
fact that she is revealed as part fae, place harnrarginalized position
and make it difficult to unreservedly read her tas norm (Harris 2001
2). She is considered (both by others and herasl§n aberration and is
repeatedly referred to as a “freak” (Harris 20017;22002: 60). Her and
her family’s struggle with her Otherness has givise to feelings of
embarrassment and shame (see e.g. Harris 2001eBibtons which
naturalize her gravitation towards other outsidékemed states that
shame can be read athé affective cost of not following the scripts of
normative existenédeading to an individual seeking to “enter intwet
‘contract’ of the social bond” (2004: 107, origineimphasis). Sookie
enters into one kind of social bond whereby the piaes offer a sense of
togetherness, and inclusion in the vampire commjuniifers a release
from the shame since the scripts of normative emtst in their company
is substantially rewritten.

The friendly, romantic or erotic appeal of the vammg Otherness
may seem at odds with the fact that they are deadr(dead) and that
the meeting between human and vampire bodies sipoatilice disgust
rather than desire. Drawing on Julia Kristeva'scdssions about
abjection, Ahmed suggests that what is perceivedisgusting is not
alien to the subject: “what threatens from the idetsonly threatens

® Especially in the Southern Vampire Mysteries whiereader is privy to her
thoughts, it is made clear that she is quick toguim conclusions, sometimes
based on peoples’ actions, sometimes because dddienf exposure to ethnic
and sexual difference.

® See for exampl®ead Until Dark where Bill asks this question at least three
times (Harris 2001: 13, 27, 32).
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insofar as it is already within” (2004: 86). Thergse, or the revenant in
this case, is therefore likely to provoke disgussitas the negation of the
living body. In the text world, however, the isspfedeadness is initially
downplayed by the suggestion that vampires suffemfa mysterious
virus. Rather than being dead, they simply maniistgic reactions to,
for example, sunlight, garlic and silver. But thexsion, or “propaganda”
as Sookie's employer Sam terms it, becomes untenabladditional
categories of supernaturals make their appearan@&om Temps. Sam
(himself a shape shifter) concludes that, “I'm gorookie. But Bill
doesn't just have a virus. He's really, really defidarris 2001: 252).
Sookie later reflects that she has been “happigiefing that] Bill had
some classifiable illness” (Harris 2002: 63), big Headness does not
make her terminate the relationship. Genre playsngortant part in
changing attitudes because with the general chdrayja horror to
romance comes a shift in focus from the vampirsigsifying the dead
body to it representing a figure of immortality.tRer than representing
“deadness or dead things” the contemporary, romardimpire trope
represents “death as transformation” (Bosky 199B8-P9). Sookie's
own position as an outsider explains why she wouddsire
transformation and the text world’'s partial groungliin traditional
romance downplays potential disgust in favor ofigaalization of the
immortal state.

Even as threats are diminished, and as deadndts tshisignal a
sought-after transformation, there are tendencdiesampire fiction to
continue the stress on potential dangers. In cdimmewvith audiences,
Fred Botting argues that a lingering “negativityggests a reason for
[their] continued emotional investment in figuresvgn when] horror
cedes to romance, and revulsion to attraction” 2@ and the same can
be maintained regarding characters in the text dvéokr whom the
emotions presuppose each other. In their initiabtings, Bill himself
draws attention to the lingering traces of negativand tries to instil fear
in Sookie. “Vampires” he says, “often turn on thedeo trust them. We
don’'t have human values, you know” (Harris 2001:18) connection
with another human/vampire couple, Sookie reflétas Hugo “might be
in sexual thrall to Isabel, he might even love hed the danger she
represented” (Harris 2002: 125). In a situationtdeag Hugo inTrue
Blood he reflects that: “It's addictive, isn't it? Toebdesired by
something that powerful” (2009: 2.7 “Release MeS)milarly, Talbot,
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another human, “liked that he had won the heaRusgsell Edgington, a
being who could kill easily, who deserved to berdela (Harris 2003:

164). The very Otherness which comes into beingmwthe meeting of
bodies establish boundaries is here portrayed ssuace of a powerful
attraction. The human characters are singled ouBilly Isabel and

Russell; dangerous, extraordinary beings, whickuin means that the
humans can be perceived as extraordinary too. @hgett and lingering
negativity are thus constructed both from the iesiy the monsters
themselves, and from the outside by humans, therlabnstruction

serving to maintain and enhance the human’s owimedkapartness, and
following similar lines as the romantic script.

Stereotypes, stickiness, and sympathy

The diversity of the literary vampire trope and tilethora of popular
culture vampires in novels and on screens todayess#ate in-text
delineations of the specific vampire conventionsvatk, and of what
stereotypes do and do not apply. Ahmed arguedehats produced by
“the repetition of stereotypes” (2004: 63), thatts experience fear of
what is approaching, the object drawing near hashawe been
perpetually (mis)represented. The stereotypicaresgmtation of the
literary vampire involves various genealogies atréngths which are
designed to Other the trope and establish the vanmagifearsome even at
a first glance. But in many contemporary vampirerateves there are
also tendencies to play with and subvert sterestypecreate unique
representations. Subversions of this kind preswggpoassociations
characters, readers and viewers have in commonevewhese come
from a literary and cultural tradition which shiiad changes throughout
history. As Cohen argues, “the undead returns ightty different
clothing, each time to be read against contemp@acial movements or
a specific, determining event” (1996: 5). With are ¢o what each new
incarnation is clothed in, the traditional vampimyths serve an
important function. They become a backdrop to tee rand enable
discussions about what specific cultural momenrd tiéw is born into.
This connects to Ahmed’s idea of stickineas an effect of the histories
of contact between bodies, objects, and sjgnswhat sticks ‘shows us’
where the object has travelled through what it bathered onto its
surface, gatherings that become part of the obj@Q04: 91, original
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emphasis). Even though the vampires in the textdnare a reality rather
than myth, the human characters’ reactions anasityi are influenced
and aroused by traditional and contemporary vampisgeotypes; a
varied history of figurative contact with the vampibody. In a meta-
textual sense, that is, the fictional characteeshaghly aware of other
fictional texts, such ahe Addams Familgr Interview with the Vampire
(Harris 2001: 101), oBuffy the Vampire SlaygR008: 1.3 “Mine”), and
prone to draw conclusions based on these expeseiicés thus the
history preceding the presenwhat the vampires concretely or
symbolically have travelled throughwhich makes reactions in the now
make sense.

Some often reiterated stereotypes are modifiedctwaligns the text
world with general developments in vampire naredivA.J. Grant
describes 1®century vampires as “theologically evil, having deaan
eternal pact with the devil [...] morally evil, indlsense that thegtend
evil [and as resembling] natural forms of evgarthquakes, floods, fire
and lightning—because they strike randomly” (2011: 64, original
emphasis). In contemporary narratives, on the othand, the
“theological framework is abandoned altogether” arith it “the power
of crosses, rosary beads and holy water.” Vampiredge acquired a
morality, and they no longer “strike arbitrarily'Ubrather find specific
(and often not innocent) victims (Grant 2011: 6bhe secularization
Grant illustrates has the effect that the text disrivampires are not
adverse to crosses or other religious symbols amayrof them do not
intend evil, but are rather represented as momals@entious citizens
who aim for peaceful coexistence. In many casesewampires choose
human blood instead of the synthetic option, tmeloaness of attacks is
eliminated as humans volunteer for thrills.

Other stereotypes are revealed to be true and rfae vampires
simultaneously vulnerable and threatening. The testld’s vampires
still have to sleep under ground or in coffins ytharst into flames in the
sun, and stakes through their hearts are as e#eat in the countless
analogues in the literary tradition. On the onedhdhese traits work to
signal an enhanced Otherness, on the other, thegerevampires
vulnerable because they conform to the culturaiticn within which
the trope has been represented. Human charactews &hout these
limitations, and consequently know how to destrdwe tmonstrous
Others. Stereotypical vampire strengths that aegned in the text world
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are the vampires’ ability to manipulate minds amdhthumans. Ahmed
maintains that “fantasies [of fear] construct ttieeo as a danger not only
to one’s self as self, but to one’s very life, twels very existence as a
separate being with a life of its own” (2004: 6Rather than a fantasy,
the vampire’s power to turn human into monster lisegal illustration of
the self being subsumed, but the text world’s vaewpinitially rarely use
this ability. Bill is forced to do so once as pumigent for having taken
another vampire’s (un)life, and during his centsilieng existence, Eric
has only sired Pam. However, the human charadrsies of this fear
have been perpetuated and reinforced by the rapeateeotype and
consequently holds the possibility “to justify \éolce against others”
(Ahmed 2004: 64). That is, although rarely literadl, the threat of
turning is anticipated and used to unite the hupotearacters against the
Others.

Despite these potential and literal threats, thaprees in the text
world conform to another stereotype, found in many coptaary
narratives: the sympathetic vampire. Using Ricetsnented Louis as an
example, Botting argues that the late™2@ntury vampire is often
depicted as “a solitary wanderer seeking compahipnand security,
intensely aware of his difference and fascinatedtiy frailty and
mortality of the humans around him” (2008: 77). Teeresentation of
the romanticized outsider may, as noted, produseealeather than fear,
but the stereotype is similar to the fearsome veargubverted in the text
world, as in Bill's self-reflexive pronouncement: AM a vampire, I'm
supposed to be tormented.” Bill's torment, howevernot necessarily
produced by a search for belonging, but ratherlyblurred boundaries
between human and vampire. Bill says: “When | waslenone was
forced to live outside society. As an outlaw, ateunrHumans were prey
and nothing else” (2009: 2.4 “Shake and Fingerpophe co-existence
between different species portrayed in text worlts honfused the
categories of hunter and prey and given rise tmstnpodern identity
crisis.

Bill is not the only vampire in the text world t@ige this view. At
the end of his undead existence, the ancient van@padric states that “|
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don't think like a vampire anymoré.This lack of a stable identity has
altered the perspective he has on the vampire epeand the

identification with humanity leads to his view thdOur existence is

insanity [...] We're not right” (2009: 2.9 “I Will Rie Up”). Godric is

represented as an authoritative character, hawegl la long life and

executing power over large groups of vampires, het is also

characterized as a “renouncer” who has “betrayexdiipires and “allied

himself with humans” (Harris 2002: 104). Like Bdlwish for a return to

more clearly defined roles, Godric's condemnatiérnvampires as an

aberration works to re-enforce the boundaries batwhuman and

monster. This tendency to question the blurringboluindaries and

reclaim some of the vampires’ monstrosity may lzel reas somewhat of a
backlash to the increasingly sympathetic vampirgragentations in

contemporary culture.

“We Are Vampire”

A backlash of a more concrete kind comes towardsetid of the third
season off rue Bloodas Russell Edgington rips the spinal column out of
a news caster on live television, effectively umgdoithe careful PR
strategy presenting vampires as unharmful neiglsbmext door. A
terrified audience looks on as Russell, like NaanBban in the first
season, nods to the proclivities humans and vashia@e in common.
In this scene, however, the aim is not to forg&dibetween vampires
and humans, as Russell concludes: “in the end ee@thing like you.
We are immortal.” His attack has interrupted a neegment about the
increasing support for vampire rights, throughweoek of the American
Vampire League, and he finishes off by referringtheir perpetuated
smoke screens, asking: “Why would we seek equats®yYou are not
our equals. We will eat you after we eat your dleitd (2010: 3.9
“Everything is Broken”). At this stage in the ndiva arc, humans and
vampires have lived in close proximity to each offioe a long time, and
Russell's attack illustrates a clear regressiomftbe initial coexistence

" The TV-series conflates two novel characters m figure of Godric. As a
renouncer, he corresponds to the character GodfieyEric’'s Maker, he
corresponds to the character Appius Ocella.
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to a state in which humans are openly considerecheaseath the
vampires, albeit in this instance only by one idlinal.

But Russell is not alone in holding this view; dre tcontrary, a
theme of hierarchies develops throughout the neerand connects to
Ahmed’s discussions about disgust, an emotion wiliichontrast to fear
which can be produced also by a distance betwedrefo‘is clearly
dependent upon contact” (2004: 85). A prolongedatienship of touch
and proximity between the surfaces of bodies anectdy may give rise
to reactions which single out objects as “lowenah or below the
subject, or even beneath the subject” and allovafdistinction between
“more or less advanced bodies” (Ahmed 2004: 85, 88yeral vampires
voice views to the effect that humans are petsatite;c and Eric tells
Sookie that vampires “for hundreds, thousands afg/dave considered
[themselves] better than humans, separate from hsirend that they
have the same “relationship to humans as humans toeawsay, cows”
(Harris 2005: 214). Ideas of emotional refinememther this distinction
between animals and higher beings. The vampire kramswthe Magister,
for example, argues that “humans ... are incapabfeading pain as we
do.” Feeling pain could arguably be construed agga of weakness and
as a vulnerability, but the Magister simultaneowsbtes that the human
incapability stems from their “quite primitive” ¢a(2008: 1.11 “To
Love is to Bury”). These statements all echo cabrand racist
discourses through which groups are depicted aspyony different
rungs on a developmental ladder, and where lessinadd bodies
produce disgust.

The move back to segregation between humans andginesm
effectively undermines the text world’s initiallyrgmising depiction of
multiculturalism, but it is complicated at the veputset by vampire’s
attitudes to mainstreaming. Nicole Rabin (whileusiag solely on the
first two episodes of the TV-series' first seasoajgues thatTrue
Bloods “critique [of] pluralist, post-race ideologiesjepict vampires as
threatening because they “are literally mixing lloeithin their bodies
like multiracials” and that mainstreaming becomesag of “passing” in
the multicultural society (2010: n. pag.). WhildlBnitially appears to
embrace mainstreaming not only in his dietary ab®idut in his
conscious efforts to educate humans in vampire vwaays share his
knowledge of the past, several of his kind resig approach. Eric, for
example, keeps himself aloof, feeds on human bledt relish and
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quips about Tru Blood that “It'll keep you aliveutbit’ll bore you to
death” (2008: 1.9 “Plaisir d’amour”). A rogue vamgi not abiding by
the strict rules of the minority community, empbatiy states that he,
and others of his ilk, have no desire to go to pavents and
“disgustingly human ... barbecues! We are Vampiredrfis 2001: 152).
In line with the new status for vampires as a lgga&cognized minority,
this will to live apart, to enforce boundarieseuated with the reactions
of conservative humans. These, “the backward-lapkindead,”
continuously strive for segregation and secrecy ragdrd positively “a
return of persecution of their own kind” (Harris(@20 106-107). Like
human communities at the early stages of co-existethis type of
vampire needs antagonism to create a sense ofhewgess amongst
themselves. As Bruce A. McClelland argues, the staste to
assimilation can be construed as a fear of “theughdisappearance of
those cultural features that provide the vampirenroonity (or any
community, for that matter) with a sense of idgnéihd cohesiveness”
(2010: 83). It is only by being apart that the camity can be united
and the emotions of love and hateffects of cultural processes rather
than their starting pointsare clearly linked to the formation of a
particular group mentality. Both the backwardsvitig vampires and
organizations like the Fellowship of the Sun lokeit own kind and its
supposed superiority, while hate and disgust fer @ther and inferior
surface with prolonged contact. Passing as hunha,ig, is depicted as
problematic at the outset, laying the foundatiom foore violent
outbursts of disgust at later stages in the nagati

In Ahmed’s discussions about multiculturalism, Qtless is crucial,
but there are provisos attached to how it is toraéntained and acted
out. “The others can be different (indeed the mat®invested in their
differenceas a sign of love for differengeas long as they refuse to keep
their difference to themselves, but instead givéatk to the nation,
through ... mixing with others” (2004: 134). The vadreg’ tendencies to
withdraw suggest a violation of the multiculturantract. This narrative
strand is at focus in the fifth television seasdrewextremists within the
vampire community isolate themselves, keep humamgbeas livestock
in pens and turn to apocryphal texts in which “Ged vampire,” thus
leading the visual text down a dark path (2012:05:%unset”). No
longer constrained by mainstreaming limitationsnpaes are instructed
to feed off humans, to procreate (in the sensediscriminately turning
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humans), and to assume what is seen to be thhifuiglace at the top
of the food chain. Although several individualsiseshis development,
the cliff-hanger ending in which Bill, once the agon of
mainstreaming, seemingly turns into a vampire deiuggests a
continued plot development in which the initial pise of the
multicultural society is revealed to be always adhg hollow.

Conclusion
As the fictional universe in both novels and TVisgrexpands with the
inclusion of more and more varieties of superndsuinemphasizes that
what is different is perceived as dangerous. Oheenaiture of vampires
is established (or so it seems), along comes anactitegory; a fairy,
perhaps, or a goblin, and with it a new set ofguteyths and stereotypes
to relate to. Ahmed argues that “[tjhe more we td&nbow what or who
we fearthe more the world becomes fearsdnf2004: 95, original
emphasis). As the focalizor of the text world, Sedkearns bit by bit,
and the reader/viewer along with her, to relatth&se new groups, but a
telling quotation from the fifth novel illustratésat peace of mind does
not necessarily come with expanded knowledfferdmpires exist, what
else could be lurking just outside the edge oftlighlarris 2005: 11,
original emphasis). At this point, Sookie, and agtie reader/viewer
with her, knows that fearful reactions producedtiy contact between
human- and vampire bodies can be tempered by #dization that no
two vampires are alike, but their mere existenck Istings with it
frightening possibilities of other Others appearing

While emotions are not commonly discussed as foofpower,
sustained close readings of texts show that theragion of affective
terms, along with the depiction of how bodies amshed together and
pulled apart, do illustrate forms of social andtadl power. The
political implications of “attending to emotionsh iAhmed’s analysis
reveal how larger discourses of racism structucklenit the movement
of bodies in contemporary society and culture (2094 In the case of
the studied text world, power is initially connatteo how vampires
rhetorically are made fearful and hence margindliaad restricted by
the human bodies that fear. Parallel to discouo$dear, the romantic
discourse depicts these same bodies as desirabllettnactive, also
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because of their marginalization and the reliefrfreocietal norms their
outside position can offer.

The vampire as a fictional construct has a lontphysand has come
to stand for a number of fears and desires; cllfucnstructed and
maintained by the repetition of stereotypes. Stgpss are also featured
in the text world, but with a handful of importamtodifications and
subversions which on the one hand forge links wéHier instantiations
of the trope, on the other illustrate a meta-telxtp@stmodern play with
signification. Further, the oscillation of poweesting first in the hands
of the human characters with the vampires as a nityngroup, and
gradually moving into the grasp of the vampireshvttte increasingly
pronounced differences between frailty and strengtarly illustrates
how the movement of bodies is policed and critigthes text world’'s
initial promise of a multicultural society, with ate room for both the
living and the undead.
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