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Abstract

Once feared as terrifying symbols of the supernatural, vampires have evolved into complex figures of existential conflict in both Western
and Japanese media. In North American fiction, they are often portrayed as morally conflicted beings who grapple with blood rejection,
desire and restraint. This article argues that such motifs have significantly influenced Japanese manga and anime, where vampire-like
figures and hybrid creatures — such as ghouls — reflect similar ethical and alimentary tensions. Drawing on a literature-based, hermeneutic
approach, the article explores the transnational and intertextual exchange that shapes these portrayals, focusing particularly on how core
themes from Western vampire fiction inform the construction of morally ambivalent, hybrid identities in Japanese narratives. The paper
is structured in three parts: first, it surveys the evolution of the vampire myth and classical works, to then further explore key North
American works—Anne Rice’s Interview with the Vampire (1976) and Stephenie Meyer’s Twilight saga (2005-2008)—with an emphasis on
feeding restraint. The third part analyzes Japanese reinterpretations, taking Tokyo Ghoul (2014-2018) as a central case study. Through the
figure of Kancki Ken, the series dramatizes the struggle between monstrous appetite and moral agency. Additional examples from other
anime extend the intertextual scope of the analysis. The perspective followed is mostly intertextual, not empirical or fully comparative,
a limitation that is acknowledged while inviting directions for future rescarch.
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Resumen

Antano ﬁguras aterradoras del mundo sobrenatural, los vampiros han evolucionado hasta convertirse en simbolos complejos del conflicto
existencial tanto en contextos occidentales como japoneses. En la ficcidn norteamericana, suelen representarse COmo seres moralmente
conflictuados que lidian con el rechazo de la sangre, el deseo y la contencion. Este articulo sostiene que dichos motivos han influido
signiﬁcativameme enel manga y anime japone’s7 donde ﬁguras Vampfricas o criaturas hibridas — como los ghouls - reproducen tensiones
éticas y alimentarias similares. A partir de un enfoque hermenéutico y bibliogra’ﬁcq el trabajo explora el intercambio transcultural e
intertextual que conﬁgura estas representaciones, analizando como temas centrales de la narrativa Vampfrica occidental han contribuido
a la construccion de identidades hibridas y moralmente ambiguas en la ficcion japonesa contemporémea. El articulo se estructura
en tres partes: primero, repasa la evolucién del mito vampl'rico y obras clasicas, para después adentrase en a]gunas obras clave de la
ficcion norteamericana, en particular Entrevista con el vampiro (1976) de Anne Rice y la saga CTCPL/LSCUZO (2005—2008) de Stephenie Meyer,
poniendo el énfasis en el concepto de restriccion alimentaria. La tercera procede a analizar las reinterpretaciones japonesas, tomando
Tokyo Ghoul (2014—2018) como estudio de caso. A través de su protagonista, Kaneki Ken, la serie dramatiza la lucha entre un apetito
MOoNstruoso y la moralidad. Ejemp]os adicionales de otros animes amp]l’an el alcance intertextual del analisis. La perspectiva adoptada
es mayoritariamente intertextual y no empl’rica 0 propiamente comparativa, una limitacion que es tenida en cuenta e invita futuras
investigaciones de literatura comparada sobre el tema.
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he figure of the vampire in literature has undergone a

significant evolution from its origins in Gothic fiction

to its contemporary representations in literature

and visual media. It is important to distinguish at
the outset between the vampire as folklore and myth, where it
functioned as a terrifying supernatural predator, and the vampire
as a literary or media trope, where it has further taken on symbolic
and psychological dimensions. North American literature, in
particular, has played a crucial role in redefining the vampire not
merely as a monstrous entity but as an introspective and morally
complex being. Beginning with Interview with the Vampire (1976)
by Anne Rice and further emphasized in Stephenie Meyer’s
Twilight saga (2005-2008), the vampire emerges as a creature
that questions its own predatory nature, developing an cthical
consciousness that leads to the rejection of human blood. This
moral conflict has been mirrored in Japanese manga and anime,
influencing narratives such as Tokyo Ghoul (Ishida 2014-2018),
where protagonists—whether vampires or analogous creatures, the
ghouls — grapple with analogous dilemmas regarding sustenance
and humanity. These Japanese narratives will illustrace how the
vampire trope has become adaptable across media; however, the
foundations of these portrayals lic in the literary tradition this
paper will initially revisit.

In this paper I focus on the motif of feeding restraint as a
central interpretive lens: how the refusal or negotiation of
blood consumption shapes the vampire’s identity. This approach
contrasts with other rtraditions of interpretation, such as
vampirism as a metaphor for sexuality, monstrosity, or social
transgression (Hobson and Anyiwo 2023). Beyond its literary and
cultural dimensions, the portrayal of blood rejection in modern
vampire fiction intersects with broader discourses on identity,
self-control, and morality. For example, vampire motifs draw
parallels with the perception of restrictive cating disorders,
particularly anorexia nervosa. Within certain online communities
and fanfiction spaces, readers have reinterpreted the struggles of
Bella, the protagonist of Twilight, as metaphors for resistance to
consumption, viewing these narratives as models of discipline and
self-restraint (Dunn 2018; Riestra-Camacho 2025).

This paper thus explores the intersection between North
American and Japanese vampire fiction in a seclection of these
works, analyzing how the theme of sustenance versus self-restraint
becomes central to the construction of identity. In doing so, it also
traces how the vampire becomes a hybrid figure shaped by cultural
negotiation, absorbing Western imagery yet reconfigured through
local traditions, where it takes on new contradictions between the
folkloric and the modern, the monstrous and the ethical. At che
same time, it situates these modern reinterpretations against the
backdrop of earlier vampire literature, showing why foundational
texts are indispensable for understanding the figure’s subsequent
transformations.

The carliest idea about vampires as unburied creatures that haunt
the living could be traced back to the Sumerians in ancient
Mesopotamia, modern-day Iraq and Iran (Melton 2010, 32). They
also appeared in Egyptian folklore relatively early (Melton 2010,
567), particularly in regions where witcheraft was practiced.
Mesopotamian, Jewish, Greek, and Roman mythologies include
tales of demonic entities and bloodthirsty spirits or demons
that are considered precursors to the modern European vampire
(Melton 2010, 240). For instance, in Arabia, many of these
clements were attributed to the ghouls, in ancient Egypr to the

goddess Sekhmet, and in Judaism and early Christianity to the
Devil. Miiller (2003) suggests that these transcultural figures may
have served as an allegory for death, the refusal to accepr it, and
later the desire for immortality. This mythological and folkloric
background sets the stage for the literary vampire, which both
inherits and reshapes these morifs.

Etymologically speaking, the term “vampire” is likely derived
from the Slavic word vampyr (Cooper 2005). However, the exact
inspiration for the figure of the vampire held today in Western
countries remains unclear. Its origin may be linked to curses
or witcheraft: during the Medieval period it was commonly
believed that the Devil created them by awakening the bodies of
excommunicated individuals, who would then become vampires
(Melton 2010). It was in the cighteenth century that the most
important treatise on vampires appcarcd: Don Agustin Calmet’s
Treatise on Vampires (1746). This work already presents many of
the traits now commonly associated with vampires. The so-called
revenants from Hungary — also known as vampires or upiros (leeches)
—were believed to be the dead who, after some time in their graves,
returned to haunt the living. They were said to disturb people
in their homes, drink their blood and often bring about death
(Cooper 2005, 260-1). To stop them, it was customary to exhume
the body and employ measures such as beheading, staking the
heart, impalement or burning the corpse. Romanian traditions -
where the fictional literary figure of Count Dracula has its roots
— depicted the vampire as a malevolent, relentless entity that
attacked villagers to sustain itself through the consumption of
blood (Cooper 2005, 254—60). Unlike more romanticized versions
of later literature and film, these carly vampires were seen as
supernatural predators, deeply associated with decay, death, and
terror. The contrast berween this folklore tradition and the later
literary works under study highlights how the vampire evolves
from a symbol of communal fear into a more nuanced literary
character.

The carliest works of vampire fiction portray the vampire as
a monstrous and predatory figure, fully embracing its need for
human blood without ethical hesitation. John Polidoris The
Vampyre (1819), often considered the first modern vampire story,
is a novella that introduces the aristocratic vampire figure in Lord
Ruthven, who is charming yet ruthlessly preys on humans. There
is no moral struggle for him; Ruthven is a manipulative predator
who deceives and exploits those around him for his own gain.
He is presented as lacking in empathy or the ability to recognize
others — for instance, when Polidori describes him as “gazling]
upon the mirth around him, as if he could not participate therein”
(1819, 27) — and later on as a creature who revels in “throw[ing] fear
into those breasts where thoughtlessness reigned” (1819, 27). These
quotes emphasize Ruthven’s manipulative nature, portraying him
as someone who uses charm to mask his predatory tendencies,
revealing a morally indifferent character. The narration highlights
the vampire’s ability to commit to vice and seduce women victims
without remorse. In fact, it can be said that the contemporary
archetype of the vampire as a seducer from an aristocratic
background begins with Polidori’s novella.

The character of Lord Ruthven in Polidori’s masterpiece sets the
template for later vampires, including Count Dracula. Before
the publication of the latter, Sheridan Le Fanu's novella Carmilla
(1872) presents a female vampire with the homonymous name.
Carmilla preys on young women while simultancously forming
deep, emotionally charged relationships with them. While



there is an element of seduction and even a degree of
personal connection with her victims, this demoness does not
exhibit remorse for feeding on humans. Her attachment to the
protagonist, Laura, does not prevent her from attempting to drain
her life force, reinforcing the vampire’s inherent predatory nature:

Sometimes there came a sensation as if a hand was drawn
softly along my check and neck. Sometimes it was as if
warm lips kissed me, and longer and more lovingly as
they reached my throat, but there the caress fixed itself.
My heart beart faster, my breathing rose and fell rapidly
and full drawn; a sobbing, that rose into a sense of
strangulation, supervened, and turned into a dreadful
convulsion, in which my senses left me and I became
unconscious. (51-2)

This quote captures Carmilla’s predatory feeding as a seductive and
intimate act, where the bite is almost disguised by her affectionate
demeanor. There is a marked contrast established berween the
charm evoked by Carmilla, presented in a slow, distant, and
confusing fashion (“softly”, “warm”), and the faster movements of
the feeding act, emphasized with the use of verbs of movement
and action in the simple past (“reached”) and the sudden end of
the caressing gesture. As such, Carmilla is represented as feeding
on the protagonist in a manner that blends sensuality with the
monstrous act of vampirism. The relationship that she establishes
with Laura has been considered a source of influence for the queer
relationship that is later established between Louis, Lestat, and
Claudia in Anne Rice’s Interview with the Vampire (Hobson and
Anyiwo 2023). The narrative was one of the first vampire tales to
feature a female vampire and a female victim, making it a notable
work in queer literature, despite the constraints of the period’s
understanding of sexuality (Showalter 1990). Here, the vampire
trope expands beyond aristocratic masculinity, showing why
Carmilla is a necessary text in the genealogy of vampire literature.

Perhaps the most iconic modern vampire, Count Dracula from
Bram Stoker’s Dracula (1897), is depicted as a malevolent,
otherworldly being who manipulates, hunts, and terrorizes
humans without moral conflict. His thirst for blood is directly
tied to his power and dominance, as he actively secks to spread
his vampiric influence. There is no question of rejecting human
blood; rather, his entire existence revolves around controlling and
then consuming his victims. An example of this can be seen when
Jonathan attempts to leave the Count’s castle, only to discover that
the Count has cunningly imprisoned him for his own purposes,
an act in which Dracula takes great satisfaction. Jonathan argues
“but I would walk with pleasure. I want to get away at once”, and
the Count is described as “smilling], [with] such a soft, smooth,
diabolical smile that 1 knew there was some trick behind his
smoothness” and then sardonically adding “[alnd your baggage?”
(44—5). This culling game shows that there is no moral reflection
on the suffering of his victims; it is presented simply as a part of
an existence that he revels in succumbing to.

In the novel, Dracula’s female companions’ thirst for blood is
portrayed as something monstrously seductive. In fact, they
compare the act of drinking Jonathan's blood with kissing him, in
an analogy that establishes the predatory act of feeding:

The girl went on her knees, and bent over me, simply
gloating. There was a deliberate voluptuousness which
was both thrilling and repulsive, and as she arched her

neck she actually licked her lips like an animal, ¢ill I could
see in the moonlight the moisture shining on the scarlet
lips and on the red tongue as it lapped the white sharp
teeth. [...] Then she paused, and I could hear the churning
sound of her tongue as it licked her teeth and lips, and I
could feel the hot breath on my neck. (34)

The passage illustrates the predacious nature of vampires, with
their thirst for blood manifesting in a way that suggests animalistic
pleasure and satisfaction, detached from moral concern.

These carly modern literary works establish the vampire as a
bloodthirsty, predatory being, entirely comfortable with its
nature. Such characterization aligns with traditional folklore,
where vampires were feared as supernatural predators, but these
modern works clearly add a psychological component of seduction
of the victim, which is then exploited in later vampire fiction.
By sclecting The Vampyre, Carmilla, and Dracula as case studies in
this succinct genealogy, this paper underscores why these texts
serve as foundational cornerstones: they formalize the vampire as
a literary trope distinct from folklore and myth, and provide the
narrative patterns that contemporary media continue to adapt
and contest.

Blood Rejection in North American Vampire Literature

In contrast to carlier vampire works, North American vampire
fiction, particularly from the late twentieth century onward,
begins to explore the vampire’s deep psychological and ethical
struggles, leading to narratives where some vampires consciously
reject human blood. Anne Rice’s Interview with the Vampire
(1976), in particular, marks a turning point in vampire fiction
by introducing a highly introspective vampire protagonist, Louis
de Pointe du Lac. Unlike his sire, Lestat, who still revels in the
predatory nature of carlier vampires, Louis experiences intense
guilt over taking human life. He attempts to sustain himself
on animal blood, though this is ultimately unsatisfying. Louis’s
struggle introduces what I identify as a central interpretive shift
in vampire fiction: the emphasis on feeding restraint, where the
act of consumption becomes a site of moral conflict racher than
unproblematic necessity, in contrast to carlier traditions.

While the relationship between Louis, Lestat, and Claudia in the
work Interview with the Vampire (1976) is more overtly focused
on themes of immortality, power, and the burdens of being a
vampire, it also features subtextual elements of queerness. Louis’s
complicated feelings for Lestat, which blend love, admiration,
and resentment, evoke a sense of same-sex attraction. In addition,
the relationship with Claudia, who is trapped in a child’s body
but eternally an adult, adds layers of incestuous and predatory
desire, where the emotional dynamics between the characters
arc as important as the physical ones. Internal conflicts such
as these reshape the vampires’ identities, transforming them
from purely monstrous beings into tragic, morally ambivalent
figures, particularly in the case of Louis. Such transformation
arguably constitutes a necessary foundation for Louis’s troubled
relationship with blood feeding.

Louis’s troubled relationship with blood feeding is central to his
moral and existential identity in Interview with the Vampire. Unlike
traditional depictions of vampires as instinctual predators, Louis
experiences feeding not as pleasure but as guile-ridden necessity,
one that continually confronts him with the horror of his



condition. From the outset, Louis is marked by reluctance
and revulsion. For example, one of the first descriptions of him
feeding off a human describes him as “overcome with revulsion
and weak with frustration” (Rice 1976, 50). Here, blood feeding is
not eroticized, but pathologized. For Louis, to drink blood is to
participate in a metaphysical crime that severs him from his own
humanity.

This internal conflict results in an ongoing refusal to accept his
vampiric nature fully, setting him in opposition with Lestat, who
embraces blood as both sustenance and power. Louis, by contrast,
often attempts to feed on animals — especially rats — in an attempt
to avoid killing humans, a precursor to the “vegetarian vampire”
trope later popularized by Stephanic Meyer. However, even this
compromise fails to resolve his moral crisis, and this becomes
apparent in his troubled confession to a priest, particularly
when he describes himself as “damned” because he is indeed “a
vampire” and a murderer (Rice 1976, 144), acknowledging the
futility of trying to cthically navigate a fundamentally predatory
existence. His effort to create ethical boundaries around feeding
is ultimately undermined by the nature of vampirism itself, a state
that demands death and subverts moral categories.

The act of feeding thus becomes a site of philosophical struggle,
reflecting broader anxieties about autonomy, morality, and
identity. Louis is not merely reluctant to kill: he is haunted by the
meaning of killing and by the absence of a moral framework that
could justify or redeem it. His relationship with blood feeding
becomes an allegory for the limits of ethical action in a world
devoid of absolutes. This inner fragmentation — the desire to do
good within a condition that necessitates harm — positions Louis
as a paradigmartic figure of moral ambivalence. In this sense, Rice’s
novel establishes a model of the vampire not only as predator or
seducer but as a site of unresolved ethical contradiction. This
model lays the groundwork for subsequent representations of the
vampire, including in Japanese narrative, as I suggest, where the
figure often represents an embodiment of hybridity, contradiction,
and unresolved tension between instinct and echics.

The exploration of moral struggle in the vampire figure,
particularly in the context of blood feeding, undergoes further
development in the work of Stephenie Meyer. While Anne
Rice’s Louis embodies a tragic moral ambivalence rooted in an
inescapable conflict between his nature and his desires, Meyer’s
Twilight Saga extends this discourse by reimagining the vampire’s
ethical dilemma within a framework of self~control and conscious
choice. In Meyer's narrative, the Cullen family’s self-identification
as “vegetarian” vampires, who abstain from consuming human
blood, introduces a distinct conceptual shift. This rejection of
instinctual feeding, driven by a moral imperative, clevates the
conflict from a struggle against nature to a philosophical stance
on cthical responsibility. Edward Cullen’s moral struggle over
his nature, especially in relation to his love for Bella, reinforces
the idea that drinking human blood is an ethical choice rather
than an instinctual necessity. Therefore, Meyer’s portrayal of
Edward Cullen’s internal conflict builds upon Rice’s foundational
exploration of vampire morality, but it can be argued that it also
expands the scope of the vampire’s identity to reflect a more
explicit engagement with ethical decision-making.

The term “vegetarian vampire”, as used within Twilight, refers
to how the Cullen family purposefully abstain from consuming

human blood, feeding exclusively on animal blood instead.
The phrase is introduced with a hint of irony by the characters
themselves, who acknowledge the absurdity of the label, but also
use it to distinguish their moral code from that of other vampires.
As Edward wryly explains to Bella, “I'd compare it to living on
tofu and soy milk; we call ourselves vegetarians, our little inside
joke. It doesn’t completely satiate the hunger — or rather thirst.
But it keeps us strong enough to resist” (Meyer 2005, 106). This
self-conscious analogy signals their cthical divergence, while
also admitting the limitations of such a compromise: it is not
nonviolence, but a more palatable version of necessary harm.

This self-applied term functions as both a coping mechanism and
aform of moral branding. It allows the Cullens to maintain a sense
of superiority and self-control within the vampire community,
and to forge a more human-adjacent identity for themselves. In
this sense, the “vegetarian” vampire is not merely a biological
deviation but an ideological position. It represents a form of
cthical vampirism, an attempt to reconcile predatory nature with
human values such as compassion, restraint, and responsibility.
However, the lifestyle requires constant discipline and isolation;
the Cullens live on the fringes of both human and vampire
socicties, committed to their principles despite the personal and
social costs.

Central to this reimagining is Edward Cullen’s internal conflict,
particularly as it relates to his love for Bella Swan. Edward’s
attraction to Bella is complicated by his simultancous desire to
protect her and the danger he inherently poses to her. His fear of
harming her renders their relationship not merely romantic, but
deeply ethical: his affection becomes the very mechanism through
which he enforces his moral restraint. This tension between desire
and control echoes earlier portrayals like Louis’ in Interview with
the Vampire, but Edward’s struggle is framed less as a metaphysical
crisis and more as a test of character.

Crucially, the “vegetarian” vampire motif also satirizes and
reframes the trope of vampirism as pure metaphor for unchecked
appetite or sexual desire. Instead of indulging their instincts,
the Cullens internalize guilt and embrace self-denial as a moral
virtue. This inversion reflects broader culcural anxieties around
consumption, addiction, and control, positioning the vampire as
a figure of ethical negotiation rather than pure excess. Notably,
this emphasis on restraint can be read in light of Stephenic
Meyer’s Mormon background (Hathcote 2020), which values
chastity, abstinence, and strict self-governance. Meyer’s vampires
often conflate hunger with erotic longing, but rather than glorify
indulgence, Twilight treats physical desire — especially Edward’s
desire for Bella — as a test of spiritual strength. The Cullen family’s
lifestyle, and Edward’s tortured self-restraint in particular, reflect
a morality shaped by religious ideals of purity, temptation, and
righteous denial.

Edward’s refusal to drink human blood becomes a clear parallel to
his commitment to sexual abstinence, both of which are framed
as acts of spiritual strength. In doing so, Twilight significantly
departs from one of the dominant interpretative traditions in
vampire literature: the reading of vampirism as a metaphor for
transgressive sexuality (Hobson and Anyiwo 2023). Depictions
of the vampire often emphasize the sensuality of blood-feeding
— particularly when it involves the neck, an erogenous zone -
inviting comparisons with seduction, erotic domination,



and bodily penetration. Psychoanalytic criticism has long
pointed out the symbolic potential of the vampire’s fangs as
phallic projections and of the act of bloodsucking as a surrogate
for sexual acts, particularly oral sex. Within this framework, the
vampire is not only a monster, but an embodiment of desire made
dangerous — desire that is intimate, violent, and excessive: in
short, transgressive.

Meyer’s narrative, however, refuses this erotic logic. By promoting
chastity, sublimation, and abstinence — not only from sex but
from blood itself — Twilight effectively neutralizes the vampire’s
traditional carnal symbolism. Rather than embracing or
complicating the vampire’s transgressive sexual charge, Meyer
recasts vampirism as a moral problem to be overcome through
willpower and self-denial. In this sense, the Cullen lifestyle is not
merely an cthical adaptation, it is a symbolic castration of the
vampire mythos itself; a purification of the figure until it conforms
to a heteronormative, spiritually elevated ideal. What is seen, then,
is not just a taming of the vampire, but a deliberate cancellation of
its erotic and monstrous nature in favor of a domesticated, post-
sexual, and religiously inflected model of heroism.

This dynamic of restraint takes on additional layers when
considered in the context of gender, adolescence, and disordered
cating. Scholars and readers alike (Dunn 2018; Riestra-Camacho
2025) have noted the ways in which Bella Swan - particularly
in the later novels — exemplifies the aesthetics and behaviors
of self-denial. Upon her transformation into a vampire, Bella
immediately excels at suppressing her thirst for human blood,
outstripping even Edward and Carlisle — the oldest Cullen and
the most adept at restraining — in control. This exceptional
willpower is celebrated within the narrative, but has also been
interpreted by some readers as echoing the logic of anorexia:
the body is disciplined, hunger is denied, and control becomes
identity (Riestra-Camacho 2025).

All in all, the transformation of the vampire into a morally
conscious, self-regulating being signals a broader cultural shift
in the myths function. In Meyer’s universe, the monstrous
no longer resides in the vampire’s biological nature, but in the
cthical choices they make. This reconceptualization anticipates
the hybridized depictions found in Japanese anime and manga,
where the vampire figure — or its equivalents — is likewise caught
between instinctual compulsion and ethical self-fashioning. In
this sense, I would argue that Meyer’s vampires serve as a bridge
between the tragic ambivalence of Rice’s Louis and the hybrid
vampire figures found in later Japanese anime, who also grapple
with duality and moral uncertainty.

Japanese Hybrid Vampires: The Case of Tokyo Ghoul

This evolution of the vampire — from an instinct-driven predator
to a being capable of ethical deliberation - lays the groundwork
for its reinterpretation in Japanese manga and anime, where
hybridity and internal struggle become central themes. In
Japanese folklore, the vampire frequently straddles the line
between human and monster, often portrayed as burdened by a
sense of duty, guilt, or longing for human connection. Series like
Tokyo Ghoul but also world popular ones like Kimetsu No Yaiba
(Demon Slayer), Vampire Knight or Hellsing — and lesser known ones
like Bakemonogatari — illustrate how Japanese narratives adopt and
reframe Western tropes, emphasizing emotional complexity and
the coexistence of opposing identities within a single character

(Denison 2010; Aguilar 2020). In Japanese manga and anime, the
vampire becomes not only a symbol of moral conflict but also a
reflection of broader cultural negotiations around identity, desire,
and otherness. Teodorescu introduces what she refers to as “the
anime vampire” as a figure who

Departs from the Western / Occidental vampiric
paradigm to become the ultimate hybrid: a Japanese
demon of European descent, with Asian magic at his side
and a thirst for protecting weak humans, while preserving
some of his own humanity, both on the physical level and
on the spiritual level. (2020, 61)

The vampire, though originally rooted in classic folklore and later
cemented through Western Gothic and cinematic traditions, has
been productively reimagined in Japanese popular culture not
through direct imitation, but through hybridization and creative
adaptation (Stein and Browning 2008). In Japanese, the term most
commonly translated as “vampire” is kyukersuki, which licerally
means “blood-sucking demon” However, the semantic field of
kytketsuki does not map neatly onto the Western notion of the
vampire.

Unlike European vampires, who are traditionally marked by their
undead status and liminality between life and death, Japanese
spiritual and mythological systems — particularly Shinto and
Buddhist cosmologies — tend to resist this kind of ontological
ambiguity. The Western vampire’s in-betweenness — neither fully
alive nor fully dead — poses a conceprual problem within Japanese
yokai or Japan’s mythological tradition. Japanese mythological
entities are more ecasily categorized by origin, function, or
domain - carthly, spiritual, demonic — rather than existential
paradox (Divino 2025). This difference is moral as much as it is
ontological: European and North American vampires inherit
a Christian framework where categories of sin, salvation, and
cternal damnation dominate. By contrast, Japanese cosmologies
rooted in Shinto and Buddhism emphasize harmony, impurity,
and cyclical transformation (Divino 2025, 40), privileging shame
and social balance over guilt and absolute transgression.

Early Japanese attempts to reconcile this foreign figure with native
folklore often drew on existing yokai that displayed vampiric
tendencies, most notably the bakencko, a shapeshifting cat-demon
sometimes associated with blood-sucking or necromantic powers
(Miller 2020). Additionally, Japanese media absorbed Western
vampire imagery — especially through the influence of Hollywood
cinema during the twentieth century (Aguilar 2020) — but
reframed it within local narrative frameworks. What emerged is
a hybrid creature: part Western vampire, part Japanese demon,
and fully a product of cultural negotiation. As Hideyuki Kikuchi,
the author of Vampire Hunter, explains, “tras digerirlo, lo regurgito
transformado al estilo japonés, pasando a considerarlo como
si desde un primer momento hubiera sido fruto de su propia
cultura” [after digesting it, Japan “vomited” their own figure of the
vampire, moving on to see it as a monster concocted by their own
culture] (qed. in Aguilar 2020, 11; my translation).

This hybridity would explain why some of the most compelling
vampiric figures in contemporary Japanese media are not labelled
as vampires at all. Instead, they appear under other names —
ghouls or oni (demons) — but clearly inherit the moral, affective,
and mythic dimensions of the vampire archetype. The term
ghoul, though originating in Arabic (Melton 2020) and



later incorporated into Western horror lexicons, is here
reimagined as a bridge between cultures: a creature that shares
the vampire’s hunger and melancholy, but occupies a different
folkloric lincage.
Among the many hybridized depictions in Japanese media, Sui
Ishida’s Tokyo G houl stands out for the way it reframes vampiric
tropes: bloodlust, feeding taboos, and ethical ambivalence. Unlike
other anime or manga that feature overt kytketsuki vampires,
Ishida’s work displaces the Western figure into the culturally
resonant figure of the ghoul, aligning vampiric hunger with
folkloric images of demonic oni and corpse-cating yokai. This
makes it a paradigmatic text for understanding how Japanese
media recasts the Western vampire through its own mythological
vocabulary.

Tokyo Ghoul, originally a manga and then an animated series,
features a paradigmatic protagonist, Kaneki Ken, who is forcibly
transformed into a ghoul, a being who must consume human flesh
to survive. His transformation into a ghoul is the result of an organ
transplant from Rize Kamishiro's body, a powerful ghoul who
attacks him on a date. The surgery saves his life, but condemns
him to a new nature that requires him to consume human flesh.
In the very first chapters he wanders Tokyo disconsolate and
ravenous, recoiling even from a simple bowl of rice which “tastes
raw” (Ishida 2014, 54-5) and necarly makes him vomit, before
realizing he can only find sustenance in corpses or human victims,
since human food is now indigestible to him. Like Louis de Pointe
du Lac in Interview with the Vampire, Kaneki becomes monstrous
against his will, yet his path diverges sharply: rather than secking a
singular moral absolution, he enters a world of layered selves and
ethical compromise.
From the beginning, Kancki struggles to maintain his human
consciousness in the face of growing physical urges. Guided by the
old Yoshimura, the manager of Anteiku café, Kaneki is introduced
to an ethics of restraint. Rather than hunting live humans, Kancki
learns that some ghouls feed on jizokuzai — so-called “suicide meat”
— or the flesh of those who have died by suicide. This alternative
sustenance closely parallels the Cullen family’s decision in Twilight
to consume animal blood instead of human, establishing a shared
motif of compromised, non-lethal feeding.

The Anteiku cafe, where these ghouls work and gather to serve
human clients, becomes a symbolic space of hybrid coexistence.
Coffee — uniquely digestible to ghouls — functions as both literal
nourishment and a metaphorical link to the human world.
By drinking it, Kancki and his peers symbolically affirm their
desire to remain connected to humanity. More broadly, these
choices form an ethical code: the so-called “good ghouls” refrain
from indiscriminate violence and sustain themselves through
ritualized, morally conscious alternatives such as corpses or blood
transfusions. Tokyo Ghoul thus reimagines the motif of feeding
restraint not merely as internal struggle but as a socially mediated
practice, an cthics of hunger embedded in community, ritual, and
relational care.

Kancki soon finds himself caught in the escalating conflict
between the Commission of Counter Ghoul (CCG), human
investigators dedicated to eradicating ghouls. Jason, a notorious
ghoul aligned with the violent Aogiri Tree organization, abducts
Kancki during a CCG raid, intending to break him and recruit
— or destroy — this rare half-ghoul hybrid. After being captured

by this sadistic ghoul, Kancki is subjected to prolonged physical
and psychological torture. Jason repeatedly forces him to choose
which of two random people will be mutilated, pushing Kaneki
to abandon his passivity of character. This experience triggers a
rupture in Kaneki’s psyche: to survive, he suppresses his fear and
embraces a colder persona, one willing to inflict violence in the
name of protection. This moment marks not moral awakening,
but the beginning of internal division.

Kancki reemerges as a cold, white-haired killer, and he atracks
wouldbe victims with lethal force to protect those he cares about.
The change in hair colour represents a classic strategy in manga and
anime to suggest personality and psychological change altogether
(Brenner 2007, 40). Kaneki embodies this violence as self-defense:
for example, when Aogiri Tree operatives raid the Anteiku café, he
brutally slaughters dozens without hesitation to save Touka and
Hinami. Touka Kirishima, a young and fiercely protective ghoul
who also works at Anteiku, initially scorns Kaneki’s reluctance
to fight, but later becomes his closest ally and eventual partner.
Hinami Fueguchi, a child ghoul whose parents are killed by CCG
agents, becomes a symbol of Kaneki’s commitment to vulnerable
others.

Eventually, Kancki is rescued by the CCG. The ordeals
psychological trauma, however, triggers complete amnesia, and
he is reborn as Haise Sasaki, a gentle CCG investigator unaware
of his past. As Haise, he enforces the agency’s strict dietary code
— feeding only on ghoul corpses and synthesized soup - while
mentoring other half-ghoul trainees. His restraint is tested when
he must choose between obeying CCG orders to hunt rogue ghouls
and protecting them as comrades. In one case, Haise discovers a
group of orphaned ghouls scavenging dead bodies; rather than
report them, he quietly provides them with Anteiku-style jizokuzai
and coffee, preserving their lives but drawing suspicion from his
superiors.

Across these personas — White-Haired Kaneki and Haise Sasaki
— his feeding cthics shift with his identity: the former embraces
violence as necessity, the latter precariously balances duty and
compassion. As Frigerio observes, Ishida “undermines the fantasy
that there is an Other we can eat with moral impunity” (2021, 218),
embedding guilt and ambivalence in every act of consumption.
Each self negotiates hunger differently: one through ruthless
protection, the other through reluctant mercy. This fractured
selthood reflects a broader Japanese engagement with identity as
fluid, situational, and often negotiated through suffering, offering
a contrast to the Western vampire’s often more static torment
over sin and salvation.

The “vampiric” condition in Tokyo Ghoul becomes a metaphor
not only for monstrosity or “otherness” (Frigerio 2021), but also
for trauma, socictal marginalization, and the psychological cost
of existing between worlds. Kaneki’s consumption of flesh, like
the Western vampire’s blood-drinking, is both a necessity and a
source of guilt. At stake here is not only the individual’s torment,
but the moral framework through which it is interpreted: Western
vampire fiction tends to reflect Christian-inflected binaries of
sin, guilt, and redemption, whereas Tokyo Ghoul resonates more
with Japanese traditions of shame, honor, and the primacy of the
group over the individual (Benedict 1946, 228).

Kancki’s strength in fact ultimately lies not in solitary abstention
e .
but in bonds of mutual care. Unlike Edward Cullen —



whose “vegetarian” feeding is a private pact for Bella’s
safety — Kaneki's restraint is woven into communal life, shaped
by his ties to other ghouls. His friendship with Hinami Fueguchi,
orphaned after the CCG slaughter of her parents, compels him to
challenge both human persecution and ghoul extremism. Rather
than renounce his nature, Kaneki builds a hybrid existence: in
the closing chapter of Tokyo Ghoul:re (chapter 179), he and Touka
reopen Anteiku as a family cafe, serving jizokuzai and coffee to
ghouls and humans alike. Their ritual of preparing jizokuzai —
once “suicide meat” now rebranded as shared sustenance — and
pouring black coffee becomes a deliberate act of solidarity. Here,
feeding is no longer a one-off moral crisis but a daily negotiation:
every cup of coffee and plate of corpses affirms the fragile peace
between worlds. In this way, Kaneki transforms the act of feeding
into an ongoing cthical practice rooted in care, obligation, and
the recognition that no choice is ever wholly clean. Where Louis
sought moral absolution and clarity, Kancki’s arc moved in the
opposite direction: toward the acceptance of ambiguity and
multiplicity. His transformation is not a journey from innocence
to moral resolution, but from fragile identity to fragmented
selthood (Chang 2024) and then to acceptance of hybridity and
communality altogether.

In Bakemonogatari the hybrid vampire-human conundrum is also
present. The character of Koyomi Araragi is technically a human-
vampire hybrid, having been saved from death by the vampire
with the most complex of names, Kiss-shot Acerola-orion Heart-
under-blade. However, Araragi retains both his human emotions
and a vampire’s regencrative abilities. Araragi often positions
himself as a protector of others, especially young women afflicted
by supernatural maladies, yet his own nature is constantly in flux.
The series frequently reflects on themes of desire, shame, and the
limics of altruism. As a result, Bakemonogatari treats vampirism
less as a fixed condition and more as an unstable metaphor for
adolescence, gender identity, and power. The vampire is not a
threat to humanity from outside, but a disquieting extension of
the self: more intimate, more uncomfortable, and more difficulc
to map onto familiar moral binaries.

In the series, Araragi embodies a distinctly Japanese iteration of
the ethical vampire, one who resists the predatory imperatives of
his supernatural nature. Following his partial transformation into
a vampire by Kiss-shot Acerola-orion Heart-under-blade, Araragi
consciously rejects the consumption of human blood. This refusal
is not framed as a mere dietary preference, but as a deeply moral
act, an assertion of agency that preserves his tenuous connection
to humanity. Much like Edward Cullen in Twilight or Louis in
Interview with the Vampire, but also similarly to Kaneki in Tokyo
Ghoul, Araragi views his feeding urges as shameful, dangerous, and
in need of strict control. His aversion to blood-feeding becomes
emblematic of his broader discomfort with domination, violence,
and desire, all of which are central themes in the series’ complex
treatment of adolescence and sexuality. By resisting his vampiric
instincts, Araragi positions himself as a liminal figure — neither
fully human nor fully monster — whose internal conflict reflects
the hybridized moral terrain of the anime vampire. His struggle
suggests not the triumph of purity, but the persistence of guile
and ethical deliberation in a body caught between conflicting
identities.

Moreover, Araragi’s liminal condition - as neither fully human
nor fully vampire - resists fixed moral binaries. He is neither

hero nor monster, but something that cludes classification. This
instability is mirrored in the series’ visual and narrative form:
abrupt stylistic shifts, dense wordplay, visual disorientation,
and non-lincar storytelling all emphasize the difficulty of
forming coherent identity in a world where language, emotion,
and memory are constantly shifting. In this way, Bakemonogatari
exemplifies the Japanese reworking of vampiric mythology: the
vampire becomes less a symbol of cursed eternity or spiritual
sin, and more a medium through which to interrogate unstable
identity and the ethical uncertainty of (feeding) desire itself.

Conclusions

Series like Tokyo Ghoul and Bakemonogatari offer variations of the
vampire mythos that foreground emotional ambiguity, ethical
flux, and the instability of identity. This cultural blending is
also evident in the widely popular manga and anime Kimetsu no
Yaiba (Demon Slayer), where demons are burned by sunlight, must
consume human flesh to survive, and can only be killed through
decapitation, classic vampiric traits re-inscribed within the
mythos of the oni. Together, these narratives represent a Japanese
articulation of the vampire figure as one not necessarily secking
to resolve internal contradictions, but learning to live within
them. In these narratives, vampirism is not a curse to be lifted or
a hunger to be suppressed: it is a condition of becoming, an open-
ended negotiation with the self and the world.

This flexible approach to monstrosity arguably finds its roots
in Interview with the Vampire, where Louis’s anguish over feeding
inaugurates a tradition of restraint that privileges introspection
over instinct later developed by Meyer's Twilight. Japanese anime
and mangaexpand thislogic by turning feedingitselfinto asymbolic
site of ethical performance, where the refusal - or redirection — of
hunger reflects a broader meditation on discipline, identity, and
the moral weight of desire. In Bakemonogatari, Koyomi Araragi’s
vampiric condition is not simply a metaphor for predation but
an allegory for adolescence, trauma, and relational responsibility,
where feeding becomes entangled with care, obligation, and the
cthics of intimacy.

In tracing the influence of the North American vampire’s motif
of feeding restraint onto Japanese representations of ghouls, this
article has shown how a Western moral framework centered on
guilt, self-denial, and ethical suffering is rearticulated through
Japanese narrative forms of hybridity. While figures like Louis and
Edward Cullen foreground internal struggle within Christian-
inflected paradigms of sin and redemption, a character such as
Kancki Ken embodies a more fluid, fragmented subjectivity
shaped by trauma, shifting identity, and ambivalent desire. The
result is not a simple adoption of Western tropes, but a dynamic
cultural translation in which the vampire archetype is hybridized
to cxplore uniquely Japanese anxieties surrounding duty,
transformation, and relational ethics. Feeding, in these narratives,
is not merely an act of violence or abstention; it becomes a
metaphor for the self's negotiation with the other, and for the
ongoing redefinition of humanity and identity themselves. By
foregrounding predation and seduction, carlier texts exemplify
interpretive traditions that read vampirism primarily through
the lenses of sexuality or monstrosity. My analysis, by contrast,
has attempted to highlight how later texts reframe the vampire
around the problem of feeding restraint, where consumption
itself becomes contested.
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