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			The first vampire short story in English, The Vampyre by John Polidori, and the first vampire novella, Carmilla by Sheridan Le Fanu, are published together in one volume. The Vampyre, first published in 1819 as both a short story and in book form, features Lord Ruthven, a deathly pale yet fatally charismatic nobleman who preys on women of high society; it is generally considered the first fully developed vampire narrative in English literature. The Vampyre is here accompanied by Alaric Watts’s introduction, with which it was published throughout the nineteenth century, and which contains important supplementary material on vampire beliefs. Carmilla (1871–2) by Sheridan Le Fanu is a Gothic novella featuring a protagonist who typifies the long line of female and lesbian vampires in literature, movies, television series, and art. In a castle deep in the Austrian forest, Laura, a young woman, leads an isolated life with her father. A horse-drawn carriage crashes and an unexpected guest, the mysterious and seductive Carmilla, enters their lives. An early, sophisticated, and influential vampire novel, Carmilla predates Bram Stoker’s Dracula by twenty-five years and the original Nosferatu film by fifty.
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			Carmilla

			John Polidori (1795–1821) was born in London to an Italian immigrant father and English mother. He studied medicine at the University of Edinburgh, graduated at the age of just nineteen, and in 1816 became physician to Lord Byron. He accompanied Byron on a tour through Europe, famously spending the summer at the Villa Diodati in Switzerland where they regularly met with the poet Percy Bysshe Shelley, his partner Mary Godwin (later Shelley), and her half-sister Claire Clairmont. It was here that Mary Shelley’s novel Frankenstein was inspired, influenced in part—as recorded in Polidori’s diary—by Polidori’s conversation and behaviour. Although Polidori’s fractious relationship with Byron led them to part ways, they remained on cordial terms until the publication of Polidori’s tale The Vampyre in 1819, which was willfully misattributed to Byron by the publisher Henry Colburn. Polidori was attempting to realise his literary ambitions by publishing The Vampyre, extracts from his diary, a volume of drama and poetry, and a novel he began at Diodati (Ernestus Berchtold; or, The Modern Œdipus). However, the controversy surrounding The Vampyre sank his writing career and he published little else. He died by his own hand in 1821.

			(Joseph Thomas) Sheridan Le Fanu (1814–1873) was born in Dublin to staunch Protestant parents descended from French Huguenots. He studied law at Trinity College Dublin, and while he maintained a somewhat desultory legal practice after graduating, his chief energies were directed towards fiction and journalism. He published his first novel, the historical adventure The Cock and Anchor, in 1845, and edited several newspapers during his lifetime—notably the Dublin University Magazine, in which he serialised his own stories and, despite his Irish nationalist Tory sympathies, took a relaxed editorial line. Le Fanu found his distinctive authorial voice in mysteries and thrillers such as The House by the Church-Yard (1861–3), Wylder’s Hand (1863–4), and Uncle Silas (1864), and in his collections of uncanny and supernatural tales—most famously In a Glass Darkly (1872)—which are often haunted by Irish politics and history. Known as ‘The Invisible Prince’ in Dublin due to his solitary and nocturnal lifestyle, Le Fanu died a recluse in 1873.

			Victoria ‘V. E.’ Schwab is the #1 New York Times bestselling author of more than twenty books, including the acclaimed Shades of Magic universe, the Villains series, the City of Ghosts series, Gallant, The Invisible Life of Addie LaRue, and The Fragile Threads of Power. When not haunting Paris streets or trudging up English hillsides, she lives in Edinburgh, Scotland, and is usually tucked in the corner of a coffee shop, dreaming up monsters.

			Nick Groom is Professor of Literature in English at the University of Macau, having previously held positions at the universities of Bristol, Stanford, Chicago, and Exeter—at the last of which he is an honorary professor. He has published widely in literary criticism and cultural history, and among his recent books are The Seasons: A Celebration of the English Year (2014) and Tolkien in the Twenty-First Century: The Meaning of Middle-Earth Today (2023), both of which were shortlisted for literary prizes. He is best known for his work on the Gothic, which includes editions of several major Gothic novels (The Castle of Otranto, The Italian, The Monk, and Frankenstein), his study The Vampire: A New History (2020), and The Gothic: A Very Short Introduction (2012)—a standard work in the field that has earnt him the sobriquet ‘The Prof. of Goth’ from the experimental ‘dark folk’ musician Jordan Reyne. He lives on the Pearl River Delta in Macau, and on Dartmoor in Devon, England.
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			Foreword

			We rarely encounter monsters that lure us in as strongly as they frighten us away.

			Beings that play on desire as well as fear, trapping their victims and readers between the two extremes. And vampires are creatures of extremes. They are pendulums, forever swinging capriciously between the opposites of romance and horror, love and violence, promise and peril.

			They contain contradictory aspects, and those contradictions take root in us and flourish. Their very existence engenders both confusion and curiosity, forces that seem to draw us closer, even as instinct tells us to retreat.

			They are by turns beautiful and horrifying, seductive and repulsive. They oscillate between stranger and friend, ally and foe. They exist between life and death, largely immune to the toil of either. Simultaneously suspended in time and outside of it.

			They are mysterious to the point of being unknowable, which fills the mortals in their midst with dread.

			And at the same time, they represent the directional course of knowledge itself.

			The door that only swings one way.

			The fact that what is known can never be unknown again.

			They are experience incarnate, come to rend naïveté as easily as flesh. To strip away the trappings of innocence, of ignorance, of virtue, and expose the dark that runs in all of us. Waiting to be bled.

			They are exposure, which can either be interpreted as corruption or enlightenment, and once the veil’s been lifted, the door’s been open, the threshold crossed, there is no going back.

			(Even if it kills us.)

			They hunger, and so they feed.

			They want, and so they take.

			They are forbidden, because they do not play by the rules—of society, of nature, of man. The same rules that insist on a binary of good and evil, moral and depraved. The vampires’ pendulous swing denies that binary, and instead presents a spectrum. Lines blurring, black and white giving way to gray.

			Perhaps that is yet one more reason they’ve persisted when so many other monsters have fallen out of literary favour.

			Despite their archetypal trappings—the fangs, the thirst, the coffin, the cape—vampires are surprisingly malleable characters, able to change with (or more accurately, adapt so that they stand in opposition to) the times in which they’re written.

			The rules that bind them shift depending on the century, the storyteller.

			Sometimes they are so tethered to the dark that the merest sunlight burns them. Sometimes they are so reviled by heaven that they cannot set foot in a church or touch a holy relic. So impure that they cannot handle silver. So of the dead that they must sleep beneath the earth. Sometimes they are monstrous, visibly inhuman.

			Other times, they blend in so well that they could almost pass for one of us (though some small sliver always gives them away: their manner, their charm, some glint of the supernatural, or the barest hint of fang).

			But regardless of what shape they take—whether it’s a new lover, or a bloodstained fiend; a bosom friend, or an animal stalking its next meal—regardless of whether they smile warmly or show us their teeth, we are unfailingly drawn to them. Across stories. Across centuries.

			Because in addition to sex and death, there is something else the vampire has always—and will always—represent, whether or not the author sanctions it.

			Permission.

			Permission to take pleasure, in sex, in life, in everything.

			Permission to defy the roles and rules set out by society.

			Permission to break free of expectations.

			Permission to crave. To hunger.

			To want.

			And just like the vampire that inspires it, want—genuine want—has the power to simultaneously terrify and thrill us. And so, when faced with either—with both—we are torn between the urge to recoil and rush into its arms.

			To accept the embrace.

			And the cost.

			There is a cost, of course, for giving in to that desire. In these stories, it is a price paid with blood, with innocence, with life. An old self, shed in the making of the new one. A violent transaction, and a reminder that vampire tales might present themselves as romance, but they were born from horror.

			No wonder so many find themselves halting at that final threshold, shrinking back into the safety of their well-lit rooms, instead of following the monsters—and their hearts—into the dark.

			V. E. Schwab
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			Introduction

			Vampires—as opposed to bloodsucking monsters in general—have been a recognized part of Western culture only since the early eighteenth century. They were first named and described in news items across Europe in 1732, following medical cases of purported outbreaks of vampirism in Eastern Europe that had been reported to the authorities in Vienna, capital of the Habsburg Empire. Investigating officials described how the dead were apparently rising after weeks of internment in the grave, before attacking family and friends—either strangling them or infecting them with disease; they also often drank the blood of their victims. Military surgeons conducted exhumations and autopsies of vampire corpses, and carefully recorded forensic details—the bodies were found to be fresh, while their coffins were awash with blood; victims, meanwhile, exhibited a variety of physical and psychological symptoms, including bruises around the neck and dreadful nightmares. Witnesses and relatives were interviewed and testified before magistrates to the veracity of these vampire attacks, while suspected vampires were dispatched in a variety of arcane ways—most commonly by staking, decapitation, or cremation. This corporeality was what distinguished vampires from other manifestations of the undead, such as ghosts: Vampires were tangible beings that needed to feed, but could be slain by physical means.

			For several years in the middle of the eighteenth century, then, there appeared to be an unearthly epidemic of vampirism. This pestilential phenomenon gripped the attention of pathologists, theologians, and philosophers—dramatizing, in effect, the confrontation of Enlightenment thinking with Eastern European folklore. Vampires were linked to the ‘incubus’, a suffocating demon that brought nightmares, as well as to the Eastern Orthodox Church. The Orthodox Church had split from Roman Catholicism in the eleventh century and consequently had, in some areas—such as the incorruptibility of corpses—developed different beliefs. For Catholics, an undecayed corpse was saintly; for Orthodox Christians, it was a sign of excommunication—so the fresh corpse of a vampire threatened Catholic convictions and subsequently led to a series of studies and publications, most notably the work of the popular Benedictine theologian Abbot Dom Augustin Calmet. Calmet’s rational Catholic treatise Dissertations upon the Apparitions of Angels, Dæmons, and Ghosts, and Concerning the Vampires of Hungary, Bohemia, Moravia, and Silesia was first published in France before being translated into English in 1759 and republished in 1850; it became a manual and sourcebook of vampire lore. At the same time, vampires attracted the attention of the French philosophes Denis Diderot, Jean-Jacques Rousseau, and Voltaire as supposed cases of vampirism—attested as they were by eyewitnesses and endorsed by notaries—questioned the credibility and dependability of firsthand testimony and evidence.

			Vampires were further researched by epidemiologists, as they were frequently associated with the virulent spread of contagious diseases and also prompted rather more mundane inquiries into areas such as whether the chemical composition of local soil could affect the decomposition of corpses, as well as the effects of regional diet on mental health. But the wider ethnography of communities living on the borders of the Habsburg Empire was a significant issue: these peripheral territories had originally been Ottoman possessions but were claimed by Vienna at the Treaty of Passarowitz in 1718 and so were now forcibly occupied by a new foreign power. The mass trauma experienced by these peoples may well have manifested itself as a belief in vampires, in which the absolute states of life and death were disturbed by the arrival of a new category: the undead.

			Such speculation meant that publications poured from the press—vampires were, in the words of one critic, a ‘media sensation’—but they also immediately became part of the common currency of social debate, political discourse, and satirical attacks.[1] From their first appearance in Britain, vampires were recognized as compelling images of corruption and consumption. Just as earlier bloodsuckers such as leeches had been alluded to in exposing the abuse of power and the exploitation of the vulnerable, the figure of the vampire was immediately understood as a potential metaphor in denouncing the ruling classes, and its origins—in peasant superstitions 1,500 miles away—were forgotten. ‘Caleb D’Anvers’, the earliest named commentator on vampires in Britain, claimed that the ruling classes of British society had been crawling with vampires for centuries, naming the royal favourite Piers Gaveston (d.1312) as the prototypical aristocratic parasite, before listing various other iniquitous noblemen and claiming that there were ‘an Hundred more’ of the same rank.[2] As such, for the rest of the century vampires were used in condemning avaricious merchants, larcenous investors, duplicitous dealers in stocks and shares, despicable slave traders, lying politicians and bureaucrats, rapacious landlords, heartless tax and debt collectors, and merciless lawyers, as well as immoral military officers and depraved clergymen, and, in the literary world, thieving plagiarists and mendacious critics.

			This is the legacy of vampire literature that was bequeathed to Dr. John William Polidori for his short prose narrative The Vampyre, published in 1819, and to Joseph Sheridan Le Fanu for his novella Carmilla, published in 1871–2. Both tales draw heavily on eighteenth-century British representations of the vampire, while at the same time developing new aspects of a figure that would eventually culminate in Bram Stoker’s Dracula (1897) before being tirelessly reinvented in multiple new ways and new media in the twentieth and twenty-first centuries.

			The Vampyre

			The Vampyre and its Introduction were first published in April 1819, both in The New Monthly Magazine and simultaneously as a book; the texts were accompanied in the magazine by a ‘Letter from Geneva, with Anecdotes of Lord Byron’ derived from Polidori’s diary, and by both the same letter and a spurious travelogue in the separate book publication. The work immediately provoked a ferocious row because in The New Monthly The Vampyre was blatantly attributed to Lord Byron; hence Byron and his allies instantly took furious—if understandable—offence. But this deception itself masked another subterfuge concerning the composition of the tale: the story of how The Vampyre came to be published is worth outlining not only because it is one of the most celebrated literary anecdotes of the period, but also because it has been significantly misrepresented—a misrepresentation that seriously affects the interpretation of the tale.

			In April 1816, three years before the appearance in print of The Vampyre, Byron had left England accompanied by his servants and his physician Dr. Polidori, travelling to the Villa Diodati on the banks of Lake Geneva in Switzerland. There they met the poet Percy Bysshe Shelley, his paramour Mary Godwin (who would become Mary Shelley at the end of the year), their baby son William, and Mary’s half-sister Claire Clairmont, pregnant with Byron’s child. During their stay, Byron suggested that they all write ghost stories—a challenge that allegedly inspired both Mary Shelley’s Frankenstein, published in 1818, and The Vampyre. However, things are not so straightforward. Polidori, who began his novel Ernestus Berchtold in response to Byron’s parlour game, claimed that he wrote The Vampyre after completing Byron’s own abandoned ghost story—a half-written vampire narrative that Byron had finished recounting one evening at the fireside. Polidori claimed to have finished the tale for the amusement of a society lady, then left his manuscript in Geneva; two years later it mysteriously arrived at the offices of The New Monthly. It was subsequently published, without permission and under Byron’s name.

			This account, given by Polidori but inconsistently maintained, is almost certainly a fabrication and an attempt to distance himself from the venture. It transpires that Polidori himself not only delivered The Vampyre to The New Monthly, but probably wrote it as late as March 1819 in a deal struck with Henry Colburn, the magazine’s publisher, to print the Vampyre papers as a taster for his novel Ernestus Berchtold, published later in the year. Colburn was not simply eager to capitalize on Byron’s fame and notoriety, but may well have seen an opportunity to respond to Johann Wolfgang von Goethe’s ‘The Bride of Corinth’, a vampire poem inspired by the myths of ancient Greece that had appeared in Blackwood’s Magazine the previous month. Polidori was in the process of brokering a deal for his novel with Colburn and possessed an unpublished diary full of tidbits about his travels with Byron in 1816, and so had surely mentioned Byron’s fragmentary vampire tale. The only manuscript was with Byron, and Polidori evidently remembered very little after two and a half years—not even the name of the protagonist—but he recalled enough of the overall plot to write out his own version. Even so, he was very careful to emphasize that the original idea was Byron’s: if The Vampyre was to be published, Polidori stressed that it be published with a disclaimer stating that the original idea at the Villa Diodati was Byron’s—a note that Colburn simply cut on the eve of publication, falsely attributing the whole tale to Byron.

			Alaric Watts, sub-editor on The New Monthly, subsequently confirmed this version of events in letters to and meetings with Byron’s circle; he also stated that Polidori had been paid—thus confirming Polidori’s close involvement with the project. Watts wrote the Introduction to The Vampyre and reworked the tale into a publishable state, and arguably also proposed the name of the protagonist. Seeing Colburn’s dishonest revision of authorship on publication, Watts promptly resigned; Polidori, meanwhile, battled on, attempting in a series of letters to the press to explain and justify his actions and save his honour as a gentleman and reputation as a writer—both without success.

			It is difficult, then, to separate The Vampyre from Polidori’s misleading and unreliable account of its composition and publication as he—perhaps more than any of those present—sought to canonize the Diodati summer and place himself at the heart of Gothic Romanticism. Indeed, a spurious third canto of Don Juan, published on 15 July 1819—within four days of Byron’s first two cantos appearing, and just two and a half months after the publication of The Vampyre—shows that this writerly summit had already been memorialized as the most infamous literary episode of the day:

			In rival conclave there and dark divan

			He met and mingled with the Vampyre crew

			Who hate the virtues and the form of man,

			And strive to bring fresh monsters into view;

			Who mock the inscrutable Almighty’s plan

			By seeking truth and order to subdue—

			Scribblers, who fright the novel reading train

			With mad creations of th’ unsettled brain.

			There Frankenstein was hatched—the wretch abhorred,

			Whom shuddering Sh——y [Shelley] saw in horrid dream

			Plying his task where human bones are stored,

			And there the Vampyre quaffed the living stream

			From beauty’s veins—such sights could joy afford,

			To this strange coterie, glorying in each theme,

			That wakes disgust in other minds—LORD HAROLD

			Sung wildly too, but none knew what he carolled.[3]

			However, disentangling The Vampyre from Polidori’s lies restores the chronology of literary history, as it can be seen that The Vampyre was certainly written after Mary Shelley’s Frankenstein and is indeed indebted to it. Aubrey shares many characteristics with Victor Frankenstein: he suffers a comparable breakdown and even wanders the streets at night. Lord Ruthven, in contrast, has all the strength and cunning of the Being, and likewise predates on innocent women—hanging over their corpses like a nightmare. Moreover, even minor details such as the agency of moonlight, the swearing of fatal oaths, and the triggering effects of a miniature painting are repeated. Reading The Vampyre as a post-Frankenstein text shows how Polidori, an insider at the Villa Diodati, was reminded in reading Frankenstein of the tensions and intimacies of that summer and revived this atmosphere of passion and threat in his own Chamber work.

			Polidori’s tale begins in London with the arrival of the mysterious and uncanny Lord Ruthven (pronounced riven), before describing his travels across the Continent and into Turkey with his young and naïve companion, Aubrey. As Ruthven moves imperiously from scandal to scandal, leaving degradation and despair in his wake, Aubrey, in contrast, falls in love and leaves his sinister companion. It is at this point, in Greece, that Aubrey learns of the existence of vampires. Yet these vampires—which are only ever hinted at—are not the Eastern European undead killers detailed by Watts in his Introduction to the tale, but derive from Eastern Mediterranean superstitions. Watts does indeed begin his Introduction by stating that vampires originated in the East—by which he means the Middle East—and quotes from Byron’s Turkish narrative poem The Giaour (1813) at length; nevertheless he then focuses on the Habsburg reports. Polidori, in contrast, mixes Greek and Turkish vampire lore more explicitly into his conception of the figure, drawing on Robert Southey’s Islamic epic poem Thalaba the Destroyer (1801) and Byron’s The Giaour—as well as on Goethe’s ‘The Bride of Corinth’—rather than on the Habsburg accounts. Consequently, The Vampyre combines Hellenic and Islamic sources in a contemporary social setting, and, as had been the case in depictions of the vampire over the previous eighty-plus years, Polidori maintained the status of the figure as an aristocrat—and a British aristocrat to boot—free to roam across fashionable Europe.

			While the travels of Ruthven and Aubrey clearly reflect Polidori’s experience of riding to Switzerland in Byron’s luxurious carriage and socializing with him there, it would be wrong simply to equate Ruthven and Aubrey with Byron and Polidori, respectively. As he did with the memories evoked by Frankenstein, Polidori reworks and complicates his material. The relationship between Ruthven and Aubrey is deeply ambiguous and entangled in unspoken desires, and a careful reader will perceive not only hints of homoeroticism and narcissism between the two, but also a potential exchange of identities. Aubrey develops as many vampiric characteristics of his own as those he perceives in Ruthven, before descending into delusion and madness. If Polidori is dramatizing himself as Aubrey, he is—strangely—doing so as an outsider documenting his own psychic breakdown. Likewise, while Ruthven’s fatal erotic charisma may certainly suggest Byron’s sexual appetites, seductive vampires were in any case nothing new and had already featured in several poems. More importantly, though, Ruthven lacks Byron’s personal characteristics: his affability, his ‘excessive’ vanity, his ‘extreme’ irritability. Henry Southern remembered that Byron was ‘capricious, full of humours, apt to be offended, and wilful’; he also chewed tobacco.[4] Ruthven is quite different—and not really a portrait of Byron at all. Neither is Ruthven an alienated ‘Byronic’ anti-hero—the tale is far more subtle and ambiguous than that. Polidori is really using the word vampire more figuratively: for a ‘malignant and loathsome character…who preys ruthlessly upon others’.[5]

			So is Ruthven even a vampire? Aubrey is a delusional character at the nightmarish centre of his own vampiric delirium, and readers should consider the extent to which the entire affair could be a protracted nightmare.[6] Six months after 
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