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INTRODUCTION

One of the most attractive passages of Bram StekewvelDracula (1897) describes how the
bookkeeper Jonathan Harker travels through Traasjdv Journeying by train and by stagecoach,
he passes through a country of endless forests@teshrouded hills, on an assignment to
provide advice to a certain Count Dracula. The deens of Harker’s journey are so thrilling
and visual that they have acquired a permanené ptathe popular imagination, thanks in part to
the many reprints of the novel but also the innabler screen versions that appeared throughout
the twentieth century. For many people, Transylaawhich is currently a province of Romania,
has become synonymous with the Dracula Countrgnd bf howling wolves, vampires, bats,
and gloomy castles. In the popular imaginationn$yéania is not only on the geographic
periphery of Europe, but also on its mental penighea kingdom where superstitions and
ancient rituals are still widespread (Andras, 1998ht, 2007: p. 749; Walker & Wright, 1997).

For a long time, the Romanian government had teoabcepting this perception. During
the Communist period (1945-1989), in particulascasations with Dracula were avoided as
much as possible. The stereotype of a superstiindgprimitive hinterland was hard to reconcile
with the image of a progressive utopian statettiaCommunist Party wished to present to the
world (Light, 2007; Muresan & Smith 1998). Party this reason, for many years there was no
Romanian translation @raculaavailable. Despite this internal opposition, asyeas the 1970s,
a growing stream of foreign tourists began to \tts#t country, specifically interested in locations
from the novel. Stoker’s description of Harker'sijoey is both detailed and geographically well-
informed, which made it possible for these touristeepeat large parts of the journey step by
step. And where Stoker’s descriptions providedfiingant detail, the tourists were happy to fill
in the gaps themselves.

A good example of this is the search for Count Dias castle. Stoker placed the castle
in a remote location in the north of Transylvam@ia,area where no castle originally stood. Eager
to at least find a castle, the tourists found Bf2astle, several hundred kilometres to the south.
The fact that this was not the ‘authentic’ locatweas perhaps a disadvantage, but Bran Castle
was in a location that was easy for the touristeéezh, and its restored Gothic style was a good
fit with the image tourists had of what Draculagstte should look like. And so, Dracula fans
appropriated Bran Castle as ‘their’ castle—withefgn tour operators following on their heels.
Today Bran Castle is actually one of the tourighhights of the region and, despite the dubious
nature of the claim, is widely known e Dracula Castle, with all the associated t-shirtggs,
ashtrays and other Dracula souvenirs (Light, 2p0752-755).

A simple, but nevertheless intriguing, questioM$y?’ Why do people feel the need to
associate their cherished story with specific, idiable locations, even when this is, in fact,
impossible based on the information provided indteey, and when, as in the case of Romania,



the host country provides little encouragement? Mlgmificance do they subsequently give to
their visit? Finding an answer to these questioiisalow us to pursue a more general issue,
which the philosopher Jeff Malpas has already ddtbeour attention: the relationship between
popular narratives and the experience of lands@ap®alpas, 1999: p. 175-193).

In order to address this, | performed a studywaf different groups of Dracula tourists in
2009. The first group was composed of a party oeAcan tourists who took the ‘Dracula Tour’
in July 2009. Just one of the many Dracula toufsrefl in Romania, this seven day bus tour
visits various Dracula sites around the countrye $acond group was composed of members of
the Dracula Society, a British association of fahBram Stoker'©racula. In September 2009,
the Dracula Society organised a literary walkingy tof Whitby, a town on the English coast
where several chapters of Dracula are set. Paatmip observations were made during both
events, and in-depth interviews were conducted.

During the analysis of these interviews and obdems, it became apparent that the inner
experience of the Dracula tourist is characterlsethe dynamic between two, partially opposing,
modes. While Dracula tourists use rational termdetecribe their desire to make concrete
comparisons between imagination and reality, thieyasso driven by an emotional longing for
those two worlds to converge. What these two mbdes in common is their distinctly physical
foundation: they are both based on a sensory eqpeiof the local environment. In the
following paragraphs, after having explained theotletical framework and methodology used,
these two modes will be separately described aatysed in the next two sections, in order to
come to a synthesis in the conclusion.

MEDIA TOURISM

Though no figures regarding its exact extent aglable, the influence of the popular media on
the tourism sector is unmistakable. This influewceks on two levels. In the first instance,
books, films and TV-series contribute to the gehienage of a certain region or country. In this
case we could speak of a convergence of the pojméagination and the ‘tourist gaze’ (cf.
Crouch et al., 2005; Urry, 2002). On the other hainere are tourists who are explicitly
interested in the specific, identifiable locatiavisere their favourite stories took place. This
group has attracted the most attention in previessarch, and it is also the focus of the current
article.

Of course, it is not unique to Dracula that pegmdooking for the physical locations
from their cherished stories. In recent years,cavgrg number of studies have addressed this
phenomenon. In this way, the influence_ofd of the Ring®n tourism in New Zealand has been
investigated (Tzanelli, 2004; Beeton, 2005). Sinsladies have been conducted onThe Da
Vinci Codein Paris, London and Rosslyn, Scotland (Karakur2®05),Bladerunneiin Los
Angeles (Brooker, 2005), théfilesin Vancouver (Brooker, 2007Bravehearin Scotland
(Edensor, 2005 larry Potterin the United Kingdom (Iwashita, 2006)he Beachin Thailand
(Tzanelli, 2007: p. 27-56), arnhmes Bondround the world (Anonymous, 2010a). Numerous
studies have also paid attention to special tolnisiware offered to appeal to this interest, among
them the Sex and the City Tour in New York, thepktgor Morse Tour in Oxford (Anonymous,
2009), the Manhattan TV Tour in New York (Torch2®02), or the Sopranos Tour in New
Jersey (Couldry, 2008).

This type of tourism has previously been refercedd ‘film tourism’(Beeton, 2005) or
‘cinematic tourism’ (Tzanelli, 2004, 2007). Oneativantage of this terminology is that it does
not take any account of the literary dimensionthefphenomenon. Books also regularly lead to



new streams of tourists, and have been doing sa lfamg time. Certainly, since the™8entury
groups of tourists have gone looking for the lomagi associated with well known novels, such as
Sir Walter Scott’s Loch Katrine or the Bronte sistédaworth (cf. Hardyment, 2000; Watson,
2006; Herbert, 1996). In many other cases, suehitasDracula, one can even talk of both book
and film versions. In view of this, the more indliesterm ‘media tourism’ seems better suited,
recognising the many-sided and historical backgtaefrthe phenomenon.

Though it is true that varying terminology hasmesed, the subject of media tourism, on
the whole, is attracting increased attention. Teecal and empirical contributions have been
made from a variety of disciplines, ranging fromdmestudies, fan studies and film studies to
cultural geography and tourism studies. Despite dktention, little is currently known about the
experiences of the tourists themselves. This isarkable, since it is precisely the inner
experience of the fan or tourist that forms the teethis entire phenomenon. It is there, in the
head and heart of the fan or tourist, that theifiasion begins which provides the motivation to
visit the locations. That is precisely where ttansitional moment takes place, the instant when
the world of the imagination coincides with—or pibsgcontrasts with—physical reality. It is
thus essential to penetrate the world of imagimatids media tourist brings along.

In a recent article, | developed the theoretieaid for such an analysis (Anonymous,
2010Db). In that article | argued that what pronpgeeple to visit the settings and locations of
popular books, films and TV series is a searclphysical references to a phenomenon that
actually takes place in the mind. The French hiagtoPierra Nora’s study of the workings of
collective memory form the basis for this approdantthe 1980s Nora showed hdeux de
mémoiresuch as national monuments or battlefields servalidate the collective memory. In
the same way, | argued, one can spedieok d’'imagination,in which it is not so much
collective memory that is validated as collectiveaginationLieux d’'imaginationare physical
locations which serve as a symbolic anchor forcesgs collective imagination.

The question where the need for symbolic anchamses from was explained by using a
critical adaptation from John Caughey’s bdwiagined Social World&l984). In his work, the
cultural anthropologist maintained that people galhelive in two different worlds. On the one
hand, one can speak of a ‘real’ world, an empinieality, which can be observed using the
senses. On the other hand, according to Caugherg ithe world of the imagination, an
interconnected complex of fantasies, daydreamssemis. Though these worlds are usually
separated from each other, says Caughey, thera@arents when both coincide. Such moments
are meaningful, because they bring two elementsthey: the quotidian becomes unusual, while
at the same time the strange and unknown is mags.us

One of the problems with Caughey’s theory, thouglthat it's based on a binary
opposition between an ‘imagined’ and a ‘real’ woilthis imagination/reality dichotomy has
been problematized in recent film theory (Creswedixon, 2002; Aitken & Dixon, 2006)As
Aitken and Dixon state, ‘we can no longer talkiobhfrepresenting, or mimicking, reality,
because we can no longer assume that there igla,stoherent reality waiting out there to be
filmed’ (Aitken & Dixon, 2006: 327)ln addition, media scholars have shown how diffefiégh
and film genres create their own ‘reality-effe@ldck , 2002; Clark & Doel, 2005 other
words, it seems more justified to talk about a clexpf multiple imaginations and realities, than
about two separate worlds (Anonymous, 2010b).

However, this problem can be easily overcome hinterpreting Caughey’s ‘world of
imagination’ and ‘real world’ as twemicconcepts, as part of how people try to categahes
own everyday life. In my view, the distinction Céuey makes between reality and imagination is
not an actual distinction, but rather a culturaistouct. Because imaginations and realities are



interwoven, people feel the need to unravel theamining this line of reasoning with Nora’s
work, it can be concluded thigux d’imaginationshould not be interpreted as indicating an
actual distinction between ‘reality’ and ‘imagirati—as Caughey would have argued—but as
physical locations where the symbolic distincti@tvieeen the two is constructed and ‘anchored’
by means of tangible ‘evidence’ (Anonymous, 2010b).

The goal of the present article is to investigatactly how the ‘anchoring’ of imagination
works in practice, using a study of Dracula touressrevidence. This is relevant for three reasons.
First, the abovementioned theory still needs ttelted in practice. By applying the approach to
concrete examples of media tourism, we can testhehé¢he theory can provide a relevant
research approach or not. The existing theorefiaalework oflieux d’imaginationcan be
adjusted or developed as necessary.

Second, this article is empirically relevant. Dutactourism provides a potentially rich
and varied case study for investigating media svarilt has a relatively long history, with
various groups of Dracula tourists heading to Raman early as the 1970s. Except for the
turbulent years of the Communist regime’s finalrgethe pull of Dracula tourism has remained
strong. It is to be expected that the recentlyigtid ‘official’ sequel tdracula, written by
Bram Stoker’s grandson, will also contribute to plopularity of Whitby and Transylvania
among tourists. The diversity of these touriststigking: Dracula inspires both people who love
horror films as well as fans of #&entury Gothic novels. And while one tourist chema bus
tour that passes all the locations, another prafditerary walking tour. The combination of
historical continuity and the social diversity betDracula tourists provides a good starting point
to analyse the previously mentioned process oftfaning’ in actual practice.

Without a doubt, Dracula tourism has a huge impadhe international image of
Romania and on the Romanian tourist industry. Thake been heated discussions in Romania
about the desirability of having Dracula as a tstaitraction and national symbol (Light, 2007: p.
755-759; Muresan & Smith, 1998: p. 76). But eveydoel the Romanian example, the
phenomenon of media tourism has dramatic conseqadacthe way landscapes, regions and
places are experienced and organised. Not onlyneatia tourism affect the economic success of
a region, but it can also have negative effectoal communities and ecologies (Beeton, 2005).
More understanding of this phenomenon, based oaretenfield work, can provide an important
contribution to these ongoing debates inside artsideiacademia.

Methods

It seems that there are two different perspectvewhich empirical studies dieux
d’'imaginationcan be based. On the one hand, the anchoring afnidgination can be

investigated as a social, collective process, wditous parties involved, such as media
enterprises, people who live in the area, locaifasses, and tourists. This collective process will
also have a certain developmental history. On therdhand, the anchoring can be investigated
as an individual process—as an inner experiendestieh tourist goes through independently at a
certain moment while visiting the place. Actuallyese two approaches are not completely
distinct, but reflect two different facets of onedahe same phenomenon. Since the first approach
has already been applied (Anonymous, 2010b), threriustudy of Dracula tourism will restrict
itself to the latter.

In order to map the inner experience of the Diatolirist, field work was conducted
during two events in the summer of 2009. The firas the Dracula Tour, a seven day bus tour of
various Dracula sites in Romania. This tour haslmétered since 1999 by ITE, an American
travel agency specialised in so-called ‘terror $gun addition to the Dracula Tour, ITE offers



‘GhosTours’ of England and Scotland, and an antwakkend of the Witch’ in Salem,
Massachusetts, the town infamous for it4 &@ntury witch hunts. The Dracula Tour is offered
twice a year, in the summer and around Halloweetothl, the two tours attract around 100
tourists a year, primarily Americans of differegieagroups (between 18 and 70 years old), with a
relatively large proportion of students, teacherd getirees. On average, a quarter of the
participants are traveling alone, while the renragrthree quarters have booked together. These
are not necessarily couples; for example, this semtwo sisters (Anne-Marie and Monica) and
a father and son (John and Jonas) were travelgegher. The American Dracula tourists are
often recognizable from their dark clothing andhirs with the names of hard rock bands or
Gothic-related texts. Approximately half of the gposaid they are part of, or have affinity with,
the Gothic subculture.

Secondly, research was conducted during a meetitige Dracula Society in Whitby.

This association was founded in 1973, with theestgioal of providing a platform for ‘lovers of
the Vampire and his Kind.” The association curnghtls about a hundred members, primarily
adult Britons between 30 and 60 years old, mosterh working in the service sector, as civil
servants, archivists, librarians, teachers or aghtnative assistants. In addition to regular evgnin
meetings with discussions, lectures or film showijrtge Dracula Society also organises trips and
holidays, generally to visit locations associatetihythe work of Stoker or other authors of the

19" century Gothic genre. In 2009, among other thittys Society planned a weekend in Whitby.
The high point of the weekend was an hour and fditexkary walking tour of the old town centre
of this North English seaside town, following iretsteps of the characters Lucy and Mina
Harker. As far as their dress, these British Dra¢aurists were less outspoken than their
American counterparts; still, a certain affinity the Gothic subculture could be observed here as
well.

Two methods were applied during the field studydéepth interviews and participatory
observation. The in-depth interviews took placeardyor after the tour. The structure of the
Dracula Tour was well-suited to on-the-spot intews: there was enough time during the bus
journeys to conduct complete interviews. Duringlttexary walking tour of Whitby, the
possibility of interviewing participants was trdlgnited; for this reason, discussions during the
walk were purely exploratory, introducing the patjeand the actual interviews were conducted
later by telephone. In all, 21 tourists were iniewed.

The interviews were set up in a semi-structurednmea Certain questions were
determined in advance, but the list was not folldweany absolute way. The respondents were
given the opportunity to introduce their own sulgeand perspectives, as long as these had some
relevance to the central topic: the experienceratcDla tourism. The interviews with tourists
were structured under three thematic headingsvatatn (e.g., How long have you been
interested in Dracula? Why did you decide to tdiie trip?); experiences (e.g., What does it feel
like to be in Dracula Country? What makes this imgresting?); and meaning (e.g., Has this trip
changed your attitude towards Dracula? What igdfit now that you have been here?). Later,
each interview was transcribed word for word (Bryn2804: p. 314-323).

Participatory observation was conducted to compldrthe interviews. This observation
focused on three aspects: 1) the tour’s geogralpsticecture (departure point, route, destination);
2) the techniques the guides used to structureotirg(introducing, marking the places, placing
them in context, concluding); and 3) the tourisishaviour (reactions to the guide, contact with
the surroundings, ritual behaviours). Notes wecended in a logbook during the observation
(Silverman, 2001: p. 43-80; Bryman 2004: p. 289)311



After the tours, the transcripts and logbooks wkogoughly compared. First, similarities
were sought, as these can indicate general, corsinactures. Then, special attention was paid
to striking differences and exceptions to the rlégping our eyes open for the diversity and
inner dynamics of the phenomenon of media tourlsat.only were the differences between
individual tourists considered, but also the défere that sprung from the medium or the
structure of the tour. After all, the literary wadl tour has a completely different cultural-
historical background than the bus tour, and o @i®duces a different experience of the
landscape (cf. Plate, 2006).

Tracing the imagination

On a bright, sunny day, West CIiff, on the coaslofth Yorkshire, presents the tourist with a
majestic panorama. Down below is the historic hartbown of Whitby, with its narrow lanes
and characteristic red roofs. And beyond that, Edifftrises tens of meters above the town,
topped with the ruins of an abbey, the parish dinard its graveyard.

For aficionados of Dracula, this is more than pigicturesque panorama. The landscape
that is displayed before their eyes is also resapie as the setting of a particular chapter from
Stoker’'sDracula. This is the scene where Lucy wakes up in thetragd—drawn by some
unknown force—runs through the town in her whitghtgown, climbs up the cliff by a staircase
carved into the cliffside, to reach the graveydrdwe the town, where she surrenders herself to
Count Dracula among the tombstones.

For the Dracula fans, their visit to Whitby is,arcertain sense, not their first encounter
with the town, but rather a renewed encounterreéaésation of a journey which they have
already taken many times in their imagination. Mafghe participants of the Dracula walking
tour have been Dracula fans for many years (as theeneAmerican counterparts on the Dracula
tour in Romania). They have read and reread thelnthey regularly watch Dracula films, and
they devour any information that has anything tavith Bram Stoker, vampires, or gothic
fiction in general. Their years of fascination willhacula means that most Dracula fans have
developed a deep familiarity, not only with thergtand its characters, but also with the
landscape associated with the story. In their imagon, Dracula Country has practically taken
physical form:

| was really young when | got this thought intomead. ... Since | was a little
kid this is where | wanted to be ... There are plasea child that | always
wanted to be and this is the main one here.

Rebecca (35, housewife from Florida, participardadnla Tour)

The question remains what ultimately motivatedféires to go one step further and actually go on
the journey, booking a trip to Whitby or TransylenThe interviews show that the exact
motives vary from individual to individual. Stilvhen asked for their reasons, most of the
respondents mentioned that at a certain momentitaéyhe thought that perhaps Dracula was
more than just imagination. For example, they disced that Transylvania is the name of a real
province in Romania and that there really is a tawrihe north coast of England called Whitby.
Another reason that was frequently mentioned wssosgtering information about Count

Dracula’s castle. Precisely these kinds of conavbjects and buildings can develop into tactile
references to an imagined universe:



Ever since | found out that he had a castle in Rumd wanted to go
there. ... Since then, I've always wanted to go thedteny life
Jason (38, civil servant from London, participartitby Walk)

In this regard, it is not so strange that Drac@s imotivated so many fans. In his novel, Bram
Stoker paid a remarkable amount of attention tatong a realistic setting. From the perspective
of the novel, this topographic realism has an evidarrative function: by settir@raculain a
believable environment, Stoker hoped to give thEesuatural events in the story a degree of
believability. For the Dracula tourist more thaoemtury later, this topographical realism
provides a completely different advantage: theinalgnovel and the later film versions provide
numerous references that help the tourist to ifleBtiacula Country.

In fact, a similar process takes place for thecDiatourists as was the case with Stoker,
though the process is reversed. While Stoker usistireg surroundings and local history to
create his story, the Dracula tourists take theystself as their point of departure, proceeding t
search for signs of reality in the story. The Dtadums and the book are carefully sifted for
information: references to existing place namesheeked, the travel routes described are traced
on the map, and departure and arrival times argoaced with official travel times, preferably
historical sources from the Iate“i@entury. In this way, fans anchor Dracula Coury
topographic and historical reality:

It's like trying to work out something from clues.To try to work out where
these things would be. Where was Carfax? Wherdheagsylum, as it says in
the book? ... We do not know [for sure], but it idaialy interesting to
speculate on all these things.

Dave (66, retired, from London, participant Vislyitwalk)

Obviously, not all Dracula fans are equally ardarthis pursuit. Finding reality in fiction is, in
theory, a never-ending activity. One fan will pubra energy into this than another; some fans
become truly caught up in the research and slegithiait is involved. On top of this, it is clear
that fans accumulate a degree of knowledge ovex. fithere are many different individuals,
associations and organisations around the worldhwéiie devoted to studying everything that is
associated with Dracula. This Dracula fan cultuae éxisted for many decades, but since the
spread of the Internet in the 1990s it has truteteoff. In the year 2010, potential Dracula
tourists have an extensive digital archive at tH&posal, with background information, travel
accounts, academic studies, and commercial trdfggkoln this sense, the contemporary
Dracula tourist is not only following in the foodgis of Count Dracula, but also of earlier fans—
the ‘scouts’ in the 1970s and the following generet of Dracula fans.

Once there, in Dracula Country, the rational atr@lyjode remains dominant, at least at
first. Dracula fans see visitigux d’'imaginationfirst and foremost as an ideal opportunity to
gather more information, in order to substantibte‘truth’ behind the story:

To visit the location is to see if the picture i8Vell, if it corresponds in any
way to the reality of it. ... That’'s what attracteé to Whitby.
Alan (51, civil servant from Berkshire, participatmhitby Walk)

An important part of this process is establishiagtdial errors: precisely those parts of the story
which donot correspond with the physical, spatial environmEnt.example, it is common to



check certain travel times and routes on locaturing a previous visit to Whitby, members of
the Dracula Society re-enacted Lucy’s nocturnakywaith one of the female members of the
society running through the historic centre of Wijtcomplete with hair streaming, and wearing
a white nightgown. One of the conclusions from teinactment was that Stoker didn’t take the
presence of Church Street into account: in Stok&réula, Lucy runs across the bridge and
immediately climbs the 199 steps that go up togiiaeyard, but in the test it appeared that there
Is a considerable distance between the bridgelanstairs.

The historical context of Dracula is also subjddtea detailed investigation. During both
of the tours, the events in the story are thoropugbmpared with the historical background of the
respective locations. This comparison takes aqdatily prominent role in the Dracula Tour.

The Romanian guide Radu Cruceru makes a point phasising that, contrary to what many
foreign tourists like to imagine, Count Dracula@t the same as Vlad Dracula, thd' t&ntury
Wallachian prince. For Radu, just as for many Raares) it is still hard to accept that foreign
tourists associate their own national hero witlommon, blood-sucking vampire from the horror
genre. There is something bitter for Romanianseimegal that their beautiful but relatively poor
country depends to a certain degree on a typeuofta based—in their view—on a negative
stereotype of Romanian history and identity (Lig@07: p. 755-759; Muresan & Smith, 1998: p.
76).

Though the guide does pay attention to Draculadhees this symbolic conflict between
economic interests and national pride by contiyyadlinting out the many differences between
Dracula and the historical ‘reality.’ In practided leads to a situation where history is employed
for an authoritative treatise about what is ‘readt especially what is ‘unreal’ about Dracula.
How do the Dracula tourists respond to such acatigpproach? The interviews show that they
react in different ways. Inasmuch as the histornieality agrees with the story of Dracula, most
of the tourists are immediately interested. Thesatp of agreement are seen as an important
validation of the historical ‘reality’ of Dracula:

The fantastical bits become more plausible becthmsgare rooted in
historical fact.
Alan (51, civil servant from Berkshire, participatmhitby Walk)

It gives it more reality, quite simply. You knoigives it a more of a real
feeling. ... It makes the experience more of a fealit
John (58, profession unknown, from Chicago, paréint Dracula Tour)

In her interview, Zelia (a 28 year-old female freuondon, studying at a teacher training college)
explained that the historical background made tbey smore real, rather than just sort of a
book.” For Jason (a 38 year-old civil servant froamdon), the background also made the story
‘more believable.” And for James (a 28 year-oldistut from Ontario), the historical background
is more than just validation, but also a way ofiseng the imagination by adding to the original
story:

When you see and hear that stuff you can, you kincan imagine also a lot
of things around it where the story should be.
James (28, student from Ontario, participant Diadwur)



Even when the story of Dracula clearly departs flfostorical reality, this does not pose a
problem for all the fans. On the contrary, soméeim warmly welcome this division of fact and
fiction:

[l like] ...being in the country and hearing the aathistory and finding out
what is actually Hollywood and made up. To justritba actual history
behind it. To learn more of the truth behind it.

James (28, student from Ontario, participant Dradidur)

For fans like James, the distinction between ‘ddtistory’ and ‘Hollywood’ serves as a variant
of the previously mentioned ‘factual errors’—targitevidence’ of the underlying dichotomy
between reality and imagination. Other fans are teseptive to questioning the historical basis
of Dracula. For them, historical reality becomediract threat to the world of the imagination—
an attack on the fantastical palace that they baileand cherished over the years:

My whole life | really thought that there were varap out there and | needed
to go find them. And now that I've come here aratdh¢hat Vliad Tempest
isn’t... The whole vampire theory is kind of shotTo.realize that he is just
‘The Impaler’ and not an actual vampire... He didoite anybody’s neck, he
just cut their heads off. Which is still good, kg different.

Rebecca (35, housewife from Florida, participaraddia Tour)

Earlier in this article, | suggested that visitirepx d’'imaginationcan serve to enrich the
imagination. But as the last quote shows, thischnmient is not necessarily positive; for some
fans it can also lead to a process of demystificatBimilarly, in their interviews, both Julia (a
57 year-old librarian from London) and Dave (a @auyold retired man from London)
commented that while a rational comparison of imation and reality is certainly interesting, it
should not be taken too far:

There are members of our Dracula Society [who] erarplaces and
descriptions and timetables to access their acou@amot. To me | think ...
it's an interesting exercise, but it's missing fy@nt. ... They don’t have to
match. ... It's almost like cataloguing something kind of takes away its
magic, if you try to do it too much. ... I'd rathessf have hints or suggestions.
Julia (57, librarian from London, participant Whitivalk)

Following Samuel Taylor Coleridge (1817), the canption of fiction can indeed be defined as
the ‘suspension of disbelief,” the willingness twept the world of the imagination as real.
Readers put their critical, generalised world vaside for the time being, in order to be able to
surrender themselves to a particular story. F&esRiebecca and Julia seem to experience media
tourism as an extension of this ‘suspension ofalisi—a tool which allows them to renew and,
at least temporarily, extend their belief in theagmary beyond the confines of the book or film.
Superfluous information about the historical ‘ina@cies’ of Dracula can, however, easily ruin
this desire.

The resurrection of Dracula



While making a rational comparison of reality anthgination may be an interesting activity for
many Dracula tourists, it does not represent tser@gal goal of their trip. Instead, many
emphasize that they travelled to Whitby or Tranagla with the intention of deepening their
emotional connection with the story. In practieaméle respondents emphasised this slightly
more often than their male counterparts. Stills #inotional mode is certainly not sex specific.
What is, in fact, striking is that both approaches regularly mentioned, by men as well as
women, and by British as well as American fananbany cases, both modes were even
mentioned in one and the same interview. Respoadissicribed how they would continually
shift from a rational investigation of the enviroant to a more emotional, affective stance.

Both modes are based on a tangible experiend¢eedbtal environment. Being right there,
present at the location, rather than experiendiaga distance via the media, is always central to
their experience. But while the rational mode iistfand foremost associated with a visual
experience, a far broader range of senses is adal@s the emotional mode:

| get inspired after | see something or | read stimmg. ... For me, the natural
extension is to come to the actual place ... to expee and to see it, to
breathe it and to taste it, in a way you can’t be pages of a book or on the
pictures on a screen. | wanted more. | didn’t wiantvatch it on a two-
dimensional screen or read it in black and whiteianted to drink it all in.
Jonas (33, teacher from Chicago, participant Deagolur)

By drinking in Dracula Country, by smelling it, feeg it, seeing it and tasting it, the fans get a
livelier and more complete picture; the respondéadisabout getting the sense that they have
come ‘closer to the story.” Other respondents diesdrow being at the location gave them the
feeling that they were making a ‘connection’:

It is not so much that you are reading somethingchvis a separate thing
from you. [Being there] you can almost imagine ygalirbeing in the novel, a
sort of bystander in the novel.

Alan (51, civil servant from Berkshire, participatmhitby Walk)

The boundary between imagination and reality, whvels just so precisely identified and
delineated in the previous phase, is now tempgradspended instead. Dracula Country has
come alive, and the tourists are themselves, iptearily, guests there:

Going there and seeing it for yourself puts yothmstory as well.
Zelia (28, teacher in training from London, pagemnt Whitby Walk)

This whole tour is kind of becoming a charactethia novel. ... Once you land
in Transylvania and we’re going through you really feel like a character in
the story, specifically Jonathan Harker. ...Thisl®at the closest | can get to
actually living out one of my favourite stories.

Jonas (33, teacher from Chicago, participant Deacolur)

Identifying with the story and the characters iis thay also has an erotic aspect. For example,

several female respondents described the pronowsserl attraction that Count Dracula
exercises. Male respondents specifically emphasisgdhey identified with the power Dracula
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has over women. During the interviews, this glanmsaiion of Count Dracula flowed effortlessly
into a description of his violent character:

There’s parts of women that wants more of... aggredsio, like behind
closed doors and like Dracula is kind of this likbarmer and everything and
seducer. But then he’s, you know, with the bitit'gjalmost more like a rough
type of... taking, yeah. So many things are basedharblood like with
sanguin, religion, stuff like that. Like... It's axgething.

Tanya (29, profession unknown, from South Beachjgaaant Dracula Tour)

Dracula tourists such as Tanya are attracted bgttrg of Dracula, partly because of its dark-
romantic mix of eroticism and violence. This thewes clearly already present in the original
work of Bram Stoker, but became even more pronaiintescent filmic adaptations such as
Francis Ford CoppolaBracula (1992) (e.g., Griffin, 1980; McGrath, 1997). Thio&c

dimension of the Dracula phenomenon acquires larggty physical character during the Dracula
Tour. Being there in person on location, able tpesience the possible closeness of Count
Dracula, stimulates both excitement and a mild.f@ae’s own body is moving in and through
Dracula Country, and one is exposed to all thergiaterisks of this place. This explains why the
inner experience of the Dracula tourist is firstl #@remost a sensual pleasure—a pleasure that is
only possible because it takes place far from hdandrom America and London, in the liminal
twilight of Transylvania or Whitby.

This excitement is reinforced by re-enacting éerégpisodes from the story on location,
such as spending a night in the same hotel ashnmétarker or having the same evening meal
(‘robber steak’) as Stoker described in the bookilghot everybody participates equally
actively in this—the British members of the Drac8laciety being, for example, somewhat more
reserved in this regard—such re-enactments repgrasegssential part of many Dracula tourists’
experience.

Perhaps one of the most striking examples is ithig spent in the Dracula Castle Hotel,
built more or less on the ‘authentic’ location oor§o Pass, which is a regular feature of the
Dracula Tour. A fancy-dress ball is organised egdr during the stay, and the traveling
companions dress up as Count Dracula, as vampigdg, nurses, the dead, or other similar
characters, ideally with deep décolleté and tightHer clothing. The costumed tourists spend the
evening with music, food and drink, all in the déobthe so-called ‘catacombs’ of the Dracula
Castle. Around midnight, the party descends ingocitypts of the castle, where the coffin of
Count Dracula awaits them. One by one the toutasts their place in the coffin, the one with a
cheery smile, the other clearly frightened. Theyeontinues until two or three in the morning,
but after this ‘official’ portion, various fans ctinue the party in their hotel rooms—thereby
feeding the breakfast rumours about ‘X-rated Drasigwings’ and possibly even ‘biting
sessions’ among fellow tourists.

Of course, such re-enactments are by no meanseitogDracula. This phenomenon,
where fans re-enact episodes from stories, iskalswn as ‘ostention.” In one of the most
authoritative studies in this field, the Americatkforist Bill Ellis (1989, 2001) describes how
since at least the T'&entury American young people have organised Beeckegend trips to the
locations of specific stories or legends. In gehtrese are mysterious stories of murder and
manslaughter, whether true or based on rumoundgiace in isolated houses, in railway
viaducts or beside remote lakes. At these locatidinsl routines are performed, such as calling
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someone’s name or re-enacting the events in ting, sth the intention of calling these
characters back to life.

One wonders whether the Dracula fans actuallybelin Count Dracula’s existence at
the moment that they call his name. The majorityespondents denied this during their
interviews. Those who did claim to believe in varapijustified their belief on the basis of
rational, pseudo-scientific arguments. One fregyenentioned argument was the fact that there
are known medical cases of people who regularly é@od transfusions.

But, as Ellis would argue, it doesn’t in fact neativhether the Dracula fans actually
believe in vampires or not. What is important is sfuggestion which these procedures make—
namely the idea that it could actually be possithlat vampires might indeed wander the
Transylvanian nights, with Count Dracula at thesati. This suggestion, made in a striking
environment far from home, with like-minded compans is of itself enough to generate the
necessary frisson.

In this way, the trip becomes a true re-experemaorf the story, complete with the
excitement and unease that was so characteridi@dirst reading or viewing experience—an
excitement which is maintained in Stoker’s novethe very last page. It is just like in the story:
the Dracula tourist can actually only breathe gamilthe end of the journey, when the Count is
finally defeated and the hero returns home:

When | go back that first night and | sleep in red bwill be able to curl up
and be safe in my bed, [back] from the wilds ofriBsdvania. Boy, if this
Dracula was a real guy and | was going in Jonathtarker’s footsteps, you
know, here | am safe and happy.

Jonas (33, teacher from Chicago, participant DeaGolur)

CONCLUSION

More than a century after the publicatiorDyficula (1897), its eponymous main character still
exercises a mysterious attraction on readers. Liaug@ers of tourists travel to Transylvania
every year, in search of traces of the Count. Treyinspired by the novel itself, or by one of the
many film versions. They are members of literarsoasations or fan clubs, or they come as
individuals. They are students as well as retiregpte, men as well as women. What attracts
them to Transylvania or one of the other locatiassociated with this vampire story? And what
meaning do they ultimately attribute to the trip?

This article has attempted to find answers todhpgestions. On the basis of an analysis
of interviews with Dracula tourists, as well ast#patory observation during two Dracula tours,
several conclusions can be drawn. The touristeidedd have different motives and they employ
different processes to give meaning to the expeegeand similarly, certain differences of
emphasis were found between men and women and dre#weerican tourists and British ones;
but most striking are the many similarities. Thexauld appear to be such a thingtlsinner
experience of the Dracula tourist. This inner eigyere is characterised by a specific dynamics:
the tension between two partially contradictory emd

On the one hand, the Dracula tourist is drivemhgydesire to make a concrete
comparison between the landscape they are visatidghe picture they have created of that
landscape based on the book or the Dracula filis Motivation is widely encouraged by the
topographic-realistic elements in the story. Faregle, it is common for the Dracula tourist to
encounter information about the ‘real’ Dracula tasthe tourist then searches further, assisted
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by the many publications and websites dealing tighsubject, and traces all the steps that are
taken by Jonathan Harker, Count Dracula, and theraharacters. They can discover concrete
place names or names of regions, but the morei¢ah&racula tourists also work out complete
journey routes, considering travel times and dpsions of the climate. So doing, they trace
Dracula Country and anchor it in the topographieality.

Such a treatment gradually leads to the wish tthgoe in person. By personally visiting
the locations from the book and films, fans hopy/tban penetrate the ‘truth’ behind the story.
They do this by comparing the spatial descriptitvas Stoker made and the visual
representations from the films with the physicallitg of the actual environment. This
comparison of imagination and reality is continoeda temporal level, by comparing Stoker’s
Dracula with the local history, in particular the life bosy of Vlad Dracula. It is primarily the
Romanian guides who use history as an authoritatigement about what is ‘real’ and ‘unreal’
about Dracula. The Dracula tourists welcome thigrmation insofar as it shows historical
parallels between reality and Dracula; they vieasthparallels as providing important validation
to the story. Discrepancies produce more variecti@as: some fans see historic ‘corrections’ of
the story as a satisfying and enriching additionilevothers consider this a direct assault on their
imagination, as the demystification of a cherishedld.

On the other hand, the rational approach of tgpaimd making comparisons contrasts
with a more intuitive, emotional experience of liseix d’imagination The Dracula tourists
describe the desire to come ‘closer to the stang t# make a ‘connection’ through a symbiosis
between reality and imagination. They reach thiségsing to pay so much attention to details,
but instead experiencing the environment in italiigt—to taste, see, hear, feel and smell it—in
order to experience the story anew thanks to thessory stimuli. These sensory experiences
also have an indisputably erotic dimension, in Wwhlee tourist puts his or her own body in the
proximity of Count Dracula, who is known both fas lsexual attraction and for his violent
character. The story is even sometimes literalhught to life. Fans re-enact certain scenes, sleep
in the same hotels as the characters, and eaathe meals as the characters in the book. These
re-enactments serve as the basis of a liminal eq, in which fans have the sense that they
are summoning Count Dracula and are personallyrbegppart of the story.

These two modes have been described and anaklggarhtely, but in practice they have a
certain mutual dependence. It is only possibleotoe ‘closer’ to the story once it is clear where
the story takes place, and once the location has falidated.’ By first tracing and marking the
symbolic boundary between imagination and readtit\s boundary can, in a later stage, be
crossed. In this regard, it would seem that onespaak of a certain anti-rational dynamics:
while first there is the need to test the imagmatgainst reality, one subsequently has the desire
to remove the distinction between imagination agality in order to temporarily become a part
of another, more exciting world.

Further study is needed to determine whetherathiisrational dynamics is typical for
Dracula tourists in particular, or whether it applto media tourism in general. Of course, it is
striking that Stoker’s original novel also contamstrong element of anti-rationalism. The hunt
for Count Dracula, which forms a leitmotif of thevel and later films, is built up around the
tension between scientific knowledge and superabpirenomena, which are not easily captured
by such knowledge; this tension is personifiechm $tory by the character of the Dutch scientist
Van Helsing. At first glance, these similaritiescontent would appear to argue that the results of
the Dracula study have a limited generalisabif@ther characteristics of Dracula tourism, such
as the strong emphasis on physicality and thetaiteto topographic realism, would also appear
to have a direct connection with this specific gtor
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On the other hand, one could argue that the thefranti-rationalism is not unique to the
novel Dracula, but is a general feature of"18entury romantic literature, and to a certain efxte
still plays an important role in contemporary p@dulture. A surprisingly large number of
examples of media tourism are based on films ok&aowhich the supernatural, paranormal or
phantastical plays a major role; in this regard oan think of the previously mention¥efiles
tourists in Vancouver (‘I want to believe’) ®he Da Vinci Codéourists in Paris and London. In
this sense, the tension between wanting to plumlépths of a mystery and still wanting to
believe in an alternate reality would appear t@lmeore general characteristic of media tourism,
centered around a desire to disenchant and subgbgreeenchant our modern world.

As for now, it is not known whether these elememésindeed present in other examples
of media tourism. In order to improve on the gehsahility of this paper’s findings, future
studies are required, taking into account the cerpiteractions between narrative
characteristics, feelings of belonging and the grpee of place.
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