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͚VĂŵƉŝƌĞƐ ŝŶ ƚŚĞ CĂŶĂƌŝĞƐ͍͛ MŝŐƵĞů AŐƵĞƌƌĂůĚĞ͛Ɛ Noctámbulo (2010):  

Revitalizing Vampire Traditions in the Hispanic Periphery 

 

Abstract 

TŚŝƐ ĂƌƚŝĐůĞ ŝƐ ƚŚĞ ĨŝƌƐƚ ĚĞƚĂŝůĞĚ ƐƚƵĚǇ ŽĨ MŝŐƵĞů AŐƵĞƌƌĂůĚĞ͛Ɛ CĂŶĂƌŝĂŶ ŶŽǀĞů͕ Noctámbulo. It explores the way 

in which the author revitalizes vampire traditions, submerging his vampire protagonist, who is transformed 

into a paid assassin, into the seemingly incongruous environment of Gran Canaria. Challenging and 

subverting expectations, and offering readers the opportunity to regard its Canarian vampire protagonist as 

a Robin Hoodesque hero, Noctámbulo incites us to reflect profoundly on matters pertaining to the specific 

CĂŶĂƌŝĂŶ ĐŽŶƚĞǆƚ ;ƉĂƌƚŝĐƵůĂƌůǇ ƚŚĞ ŝƐůĂŶĚƐ͛ ƐƚĂƚƵƐ ĂƐ ͚ƚŚĞ outcast͛ in relation to mainland Spain, issues 

concerning memory and grappling with the past), as well as on broader concerns. The article concludes by 

postulating that Noctámbulo is a liberating transnational novel, one which transcends genres and borders, 

refutes preconceived ideas and offers readers worldwide the opportunity to determine how they will interpret 

the work and envision their futures. 

 

******************************** 

Introduction 

At first sight, nothing could seem more incongruous than the notion of vampires in the sunny Canary Islands. 

However, as we will see, the Lanzarotean author Miguel Aguerralde Movellán (1978-)1 directly challenges 

and refutes such assumptions in his novel Noctámbulo (Night Owl). Here the vampire protagonist (accorded 

the dual identity of Diego/Sable) is deracinated and transformed into a paid assassin working for an 

organization called Paint it Black on the island of Gran Canaria in the Hispanic periphery (the Spanish 

Archipelago located in the Atlantic ocean off the coast of North Africa). His friends, Javier (now a priest) and 

PĂƵůĂ ;ŶŽǁ HĞĂĚ ŽĨ ƚŚĞ FŽƌĞŶƐŝĐ DĞƉĂƌƚŵĞŶƚͿ ǁĞƌĞ ĂŐĞĚ ϭϵ ĂŶĚ ϭϱ Ăƚ ƚŚĞ ƚŝŵĞ ŽĨ DŝĞŐŽ͛Ɛ ͚ƚƌĂŶƐĨŽƌŵĂƚŝŽŶ͛ 

(17 years ago) following his seduction by a vampire (Lucía). Diego re-encounters his friends after Paula 

ĐĂƌƌŝĞƐ ŽƵƚ ĂƵƚŽƉƐŝĞƐ ĨŽůůŽǁŝŶŐ Ă ƐĞƌŝĞƐ ŽĨ ŵƵƌĚĞƌƐ ĂŶĚ ĚŝƐĐŽǀĞƌƐ ƉƵŶĐƚƵƌĞ ǁŽƵŶĚƐ ŝŶ ƚŚĞ ǀŝĐƚŝŵƐ͛ ŶĞĐŬƐ͘ 

Desperate to uncover the truth, she ventures into the criminal underworld and renews her love for 

Diego/Sable. 

Aguerralde revitalizes vampire traditions through his setting, protagonist and by engaging readers 

with Canarian concerns in a subversive and hybrid work which merges features of the vampire novel with 

                                                 
1 Aguerralde was born in Madrid, moved as a young child to Gran Canaria and studied at the University of Las Palmas. He currently 

teaches at the CEIP (primary school) in Playa Blanca (Lanzarote), where he also writes for the local press and leads creative writing 

workshops. To date (2019), he has published thirteen novels (Noctámbulo was the second), numerous short stories and press 

articles.  
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elements from the novela negra (thriller),2 the detective and the romantic. The vampire is situated within a 

framework that addresses the Canarian context and its twenty-first century corruption scandals, in addition 

ƚŽ ƉƌŽǀŽŬŝŶŐ ƌĞĨůĞĐƚŝŽŶ ŽŶ ƚŚĞ ŝƐůĂŶĚƐ͛ ƉĞƌŝƉŚĞƌĂů ƌĞlationship with mainland Spain and issues relating to 

memory and the past. In their journey throughout Noctámbulo readers are immersed in a narrative 

experience that incites them to engage with the Canarian Robin Hoodesque hero-protagonist and the issues 

raised, to question the significance and impact of traditional assumptions and memories, and to confront 

matters concerning liberty and the future. 

 

Revitalizing the Vampire Setting in the Canaries 

One of the striking ways in which Aguerralde reworks vampire traditions is by setting Noctámbulo in Gran 

CĂŶĂƌŝĂ͘ AƐŝĚĞ ĨƌŽŵ ƚŚĞ ĨĂĐƚ ƚŚĂƚ ͚“ƉĂŝŶ͕ ŐĞŽŐƌĂƉŚŝĐĂůůǇ ƐĞƉĂƌĂƚĞĚ ĨƌŽŵ ƚŚĞ EĂƐƚĞƌŶ EƵƌŽƉĞĂŶ ŚŽŵĞ ŽĨ ƚŚĞ 

“ůĂǀŝĐ ǀĂŵƉŝƌĞ͕ ŚĂƐ ďĞĞŶ ůĂƌŐĞůǇ ĚĞǀŽŝĚ ŽĨ ǀĂŵƉŝƌĞ ƌĞƉŽƌƚƐ ŝŶ ŝƚƐ ĨŽůŬůŽƌĞ ƚƌĂĚŝƚŝŽŶ͛ ;MĞůƚŽŶ ϮϬϭϭ͗ ϲϲϭͿ͕ a 

thought that instantly comes to mind is that the Islas afortunadas (Fortunate Isles), with their year-round 

pleasant sunny climes and prominent vistas of sand and sea, would be noxious to beings that originated 

from the steep, forested, mountainous regions of Transylvania and are frequently depicted in Gothic-type 

dark situations, often in large, spooky castles buffeted by a howling wind and engulfed in shadows and 

darkness. Challenging such expectations, Noctámbulo is set principally in the city of Las Palmas. The novel is 

accorded a setting that corresponds to reality as there are referencĞƐ ƚŽ ƚŚĞ ĐĂƉŝƚĂů͛Ɛ ĐĞŶƚƌĞ ĂŶĚ ĐŽĂƐƚĂů 

ĂƌĞĂƐ͘ IŶ CŚĂƉƚĞƌ ϴ͕ ĨŽƌ ŝŶƐƚĂŶĐĞ͕ ǁĞ ƌĞĂĚ ŚŽǁ ƚŚĞ ǀĂŵƉŝƌĞ ƚƌĂǀĞůƐ ŝŶ ŚŝƐ ĨƵƚƵƌĞ ǀŝĐƚŝŵ͛Ɛ ĐŽŶǀĞƌƚŝďůĞ ĂůŽŶŐ ƚŚĞ 

Avenida Marítima (Maritime Avenue) before going to her apartment, which has views of the Cathedral and 

the old quarter. This road is mentioned again in Chapter 12 but this time the location is towards the North, 

ĐůŽƐĞ ƚŽ ƚŚĞ ƉŽƌƚ͕ Ă ĨĂĐƚ ŵĂĚĞ ĞǀŝĚĞŶƚ ƚŚƌŽƵŐŚ ƚŚĞ ƌĞĨĞƌĞŶĐĞ ƚŽ ƚŚĞ ĐŽůŽƵƌĞĚ ĨŽƵŶƚĂŝŶ ;͚ůĂ FƵĞŶƚĞ LƵŵŝŶŽƐĂ͛Ϳ͘ 

It is also possible to match particular places with their real-ůŝĨĞ ĐŽƵŶƚĞƌƉĂƌƚƐ͖ ĨŽƌ ĞǆĂŵƉůĞ͕ JĂǀŝĞƌ͛Ɛ ĐŚƵƌĐŚ 

ĐŽƌƌĞƐƉŽŶĚƐ ƚŽ ƚŚĞ IŐůĞƐŝĂ ĚĞ “ĂŶ BĞƌŶĂƌĚŽ ŶĞĂƌ “ĂŶ TĞůŵŽ PĂƌŬ͕ ƚŚĞ ͚ĨĂŵŽƐĂ ĐĂĨĞƚĞƌşĂ͛ ;͚ĨĂŵŽƵƐ ĐĂĨĠ͛Ϳ 

matches the quiosco (modernista kiosk) in San Telmo and the small market relates to the area above the 

main bus station, whilst the description of webs dangling from the walls and ceiling in Chapter 7 reminds 

ƌĞĂĚĞƌƐ ŽĨ ƚŚĞ ŝƐůĂŶĚ͛Ɛ ĨŝƐŚŝŶŐ ŶĞƚƐ ;AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϰͿ͘ TŚŝƐ ƐĞƚƚŝŶŐ ŶŽƚ ŽŶůǇ ƉƌŽǀŝĚĞƐ Ă ͚ďĞůŝĞǀĂďůĞ͛ 

ďĂĐŬŐƌŽƵŶĚ ĨŽƌ ƚŚĞ ;͚ƵŶďĞůŝĞǀĂďůĞ͍͛Ϳ ǀĂŵƉŝƌĞ ƐƚŽƌǇ ďƵƚ ĐŽŶƚƌĂƐƚƐ ƐƚĂƌŬůǇ ǁŝƚŚ ƚŚĞ ƚƌĂĚŝƚŝŽŶĂůůǇ ĚĂƌŬ͕ ŐůŽŽŵǇ 

settings of other vampire novels, such as Dracula͛Ɛ ;BƌĂŵ “ƚŽŬĞƌ͕ ϭϴϵϳͿ ƌƵŝŶĞĚ ĐĂƐƚůĞ͘ As Davies (2015) has 

ŶŽƚĞĚ͕ ͚The Gothic mode is noted for its chill factor ʹ and iƐ ƚŚĞƌĞĨŽƌĞ ƵŶƐƵƌƉƌŝƐŝŶŐůǇ ĂŶƚŝƚŚĞƚŝĐĂů ƚŽ ƐƵŶůŝŐŚƚ͛͘ 

Thus ͚nowadays the Gothic is not readily associated with Spain, which suffers from its own clichés, notably 

                                                 
2 This is only an approximate translation since the Canarian novela negra is broader than the Anglophone concept of the thriller, 

frequently combining social criticism with features from the realist novel, crime mysteries and thrillers. 
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being over-endowed with sun.͛3 Although Aguerralde does (in typical Gothic style) incorporate some rainy 

ƐĐĞŶĞƐ ĂŶĚ ͚ŐůŽŽŵǇ͛ ůŽĐĂƚŝŽŶƐ͕ ŚĞ ƚĂĐŬůĞƐ ƐƵĐŚ ͚ĐůŝĐŚĠƐ͛ ŚĞĂĚ-on. It is noteworthy, for instance, that in 

Noctámbulo light is not presented as dangerous and destructive to vampires (often reducing them to dust, 

ĂƐ ďĞĨĂůůƐ CůĂƵĚŝĂ ŝŶ ‘ŝĐĞ͛Ɛ Interview with the Vampire͕ ŽŶĞ ŽĨ AŐƵĞƌƌĂůĚĞ͛Ɛ ĂĐŬŶŽǁůĞĚŐĞĚ ŝŶĨůƵĞŶĐĞƐͿ͘ TŚĞƌĞ 

ŝƐ ĂůƐŽ ĂŶ ĂĚĚŝƚŝŽŶĂů ƐƵďƚůĞ ͚ĚŝŐ͛ Ăƚ ƚŚĞ ĂƉƉĂƌĞŶƚ ŝŶĐŽŶŐƌƵŝƚǇ ŽĨ ƚŚĞ ƐƵŶŶǇ͕ ŐĂƌůŝĐ-loving and wine-producing 

Canaries as the setting for a vampire novel through the revelation that AŐƵĞƌƌĂůĚĞ͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ 

protagonist loves garlic, wine and is not remotely afraid of the sun. 

AƌŐƵĂďůǇ͕ ŽŶĞ ŽĨ AŐƵĞƌƌĂůĚĞ͛Ɛ ŵŽƚŝǀĞƐ ĨŽƌ ƐĞƚƚŝŶŐ Noctámbulo in Las Palmas is that, in line with other 

ǀĂŵƉŝƌĞ ŶĂƌƌĂƚŝǀĞƐ͕ ǁŚŝĐŚ ͚ƌĞƉƌŽĚƵĐĞ ƚŚĞ ĂŶǆŝĞƚŝĞƐ ĂŶĚ ĨĂƐĐŝŶĂƚŝŽŶƐ ŽĨ ƚŚĞŝƌ ƚŝŵĞƐ͛ ;GĞůĚĞƌ ϭϵϵϰ͗ ŝͿ͕ he 

wished to critique the contemporary context, uniquely the Canaries in this case, and to offer readers the 

opportunity to read the novel as an allegory. It is not insignificant that in 2009 (the year before Noctámbulo 

was published and when Aguerralde moved from Gran Canaria to Lanzarote), the corruption scandal, later 

ŬŶŽǁŶ ĂƐ ƚŚĞ ͚CĂƐŽ UŶŝſŶ͕͛ ĐĂŵĞ ƚŽ ƉƵďůŝĐ ĂƚƚĞŶƚŝŽŶ͘ TŚŝƐ ůĞĚ ƚŽ ƚŚĞ ͚OƉĞƌĂĐŝſŶ UŶŝſŶͬ JĂďůĞ͕͛ ƚŚĞ ĂƌƌĞƐƚƐ  ŽĨ 

numerous politicians, lawyers and business people accused of corruption and receiving money in exchange 

for illegal building permits in the Canaries. Although Aguerralde attempted to dissociate his novel from a 

political context,4 it is possible to maintain that there is at least a subconscious link between Noctámbulo͛Ɛ 

focus on corruption and criminality, and contemporary Canarian concerns, if not a confirmation of Stephen 

KŝŶŐ͛Ɛ ĐůĂŝŵ ƚŚĂƚ ŚŽƌƌŽƌ ĞǆƉƌĞƐƐĞƐ ͚ǁŚĂƚ ǁĞ ǁŽƵůĚ ďĞ ĂĨƌĂŝĚ ƚŽ ƐĂǇ ƌŝŐŚƚ ŽƵƚ ƐƚƌĂŝŐŚƚ͛ ;ϭϵϴϮ͗ ϰϳͿ͘ 

The problems arising from Canarian corruption are conveyed through Noctámbulo͛Ɛ ĐƌŝŵŝŶĂůƐ͕ ǁŚŽ 

exercise control through bribery, violence and murder, indulging in materialistic comforts and alcohol. A 

particularly negative picture is portrayed of the complacent politician Arturo Calvo, who travels from the 

ďĂůůĞƚ ƚŽ ŚŝƐ ĨůĂƚ ŽŶ ƚŚĞ ;ĞǆƉĞŶƐŝǀĞͿ AǀĞŶŝĚĂ MĂƌşƚŝŵĂ ŝŶ ŚŝƐ ďƌĂŶĚ ŶĞǁ BMW͕ ͚ƉĂŐĂĚŽ ĐŽŶ ĚŝŶĞƌŽ ĚĞ ƐĂŶŐƌĞ͛ 

;͚ƉĂŝĚ ĨŽƌ ǁŝƚŚ ďůŽŽĚ ŵŽŶĞǇ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϴϯͿ͕ ǁŚŝůƐƚ ƚŚĞ ĞǆƉůŝĐŝƚ ƌĞĨĞƌĞŶĐĞ ƚŽ Śŝŵ ĂƐ ͚Ğǆ-político y ex-

ĐŽƌƌƵƉƚŽ͛ ;͚Ğǆ-politician and ex-ĐƌŽŽŬ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϴϳͿ ůŝŶŬƐ Śŝŵ ǁŝƚŚ ƚŚĞ ĐŽƌƌƵƉƚŝŽŶ ƐĐĂŶĚĂůƐ͘ MĂƵƌŝĐŝŽ 

Galante is depicted in even more unfavourable terms; we read,  

 

El señor Galante manejaba droga. El señor Galante la distribuía. El señor Galante traía mujeres del 

este de Europa y también de Latinoamérica, comerciaba con ellas. Nadie lo decía pero todos lo 

sabían. 

                                                 
3 Davies, nevertheless, convincingly argues that there is a strong link between Spain and the Gothic, and she examines the way 

Gothic sunshine is employed in a number of Spanish films. 
4 HĞ ĐůĂŝŵĞĚ ͚No soy buen lector de noticias políticas, tiendo a mezclar nombres, caras y fechas, porque no son ese tipo de historias 

ůĂƐ ƋƵĞ ŵĞ ŵƵĞǀĞŶ͛͘ ;͚I͛ŵ ŶŽƚ Ă ŐŽŽĚ ƌĞĂĚĞƌ ŽĨ ƉŽůŝƚŝĐĂů ŶĞǁƐ͕ I ƚĞŶĚ ƚŽ ŵŝǆ ƵƉ ŶĂŵĞƐ͕ ĨĂĐĞƐ ĂŶĚ ĚĂƚĞƐ ďĞĐĂƵƐĞ ƚŚĞǇ ĂƌĞŶ͛ƚ ƚŚĞ ŬŝŶĚƐ 
ŽĨ ƐƚŽƌŝĞƐ ƚŚĂƚ ŝŶƚĞƌĞƐƚ ŵĞ͛͘ Lanzarotelandia 2015.) 
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(Mr. Galante dealt in drugs. Mr. Galante distributed them. Mr. Galante brought women over from 

Eastern Europe and also from Latin America, and used them for his business purposes. Nobody said 

so but everybody knew. Aguerralde 2010: 44.) 

 

TŚĞ ƌĞƉĞƚŝƚŝŽŶ ŽĨ ͚Ğů ƐĞŹŽƌ GĂůĂŶƚĞ͛ ŚĞƌĞ ƵŶĚĞƌůŝŶĞƐ ƚŚĞ ĐŚĂƌĂĐƚĞƌ͛Ɛ ŝŶĚƵďŝƚĂďůĞ ƌĞƐƉŽŶƐŝďŝůŝƚǇ͕ ƐƚƌĞƐƐŝŶŐ ŚŝƐ 

inflated ego and ruthless abdication of any remorse, whilst his name ironically highlights his womanizing 

ƚĞŶĚĞŶĐŝĞƐ͘ AƐ ŝŶ CĂůǀŽ͛Ɛ ĐĂƐĞ͕ GĂůĂŶƚĞ͛Ɛ ĐƌŝŵŝŶĂů ĂĐƚŝǀŝƚŝĞƐ ĐŽƵůĚ ďĞ ĂůŝŐŶĞĚ ƚŽ ƚŚĞ cases of embezzlement, 

bribery, money laundering and forgery that led to countless arrests in Lanzarote, for instance in the 

following passage: 

 

A Paula no le extrañó que aquel hombre pudiera comprar a todos los abogados y legalistas del 

mundo y conseguir el mejor trato posible con el Estado, un pacto sin precedentes, una estafa 

grotesca pero, desde luego, saludable. 

(Paula was not surprised that this man could buy off all the lawyers and legal advisers in the world 

and clinch the best possible deal with the State, an unprecedented pact, a grotesque swindle, but 

one that was healthy, of course. Aguerralde 2010: 108.) 

 

PĂƵůĂ͛Ɛ ƌĞĨůĞĐƚŝŽŶƐ ŚŝŐŚůŝŐŚƚ ƚŚĞ ǁĂǇ ƚŚĂƚ ŵŽŶĞǇ ǁĂƐ ƵƐĞĚ ƚŽ ƐĞĐƵƌĞ ĞǀŝĚĞŶĐĞ ƚŽ ƉĞƌǀĞƌƚ ƚŚĞ ĐŽƵƌƐĞ ŽĨ ũƵƐƚŝĐĞ 

in the Canarian corruption investigations. When Galante shows her the forensic photos that he has obtained 

through illegal means and taunts her by commenting that the press would pay a good price for them, she 

ƌĞƐƉŽŶĚƐ͕ ͚൞͎DŝŶĞƌŽ Ă ĐĂŵďŝŽ ĚĞ ĚŝůĂƉŝĚĂƌ ůĂ ŝŶǀĞƐƚŝŐĂĐŝſŶ͍͛ ;͚MŽŶĞǇ ŝŶ Ğxchange for wrecking the 

ŝŶǀĞƐƚŝŐĂƚŝŽŶ͍͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϭϮ͘Ϳ Even the Canarian police are not free from this circle of corruption; 

PĂƵůĂ ƉŽŶĚĞƌƐ͕ ͚Y ĂŚŽƌĂ Ğů ŵĂĨŝŽƐŽ ΀GĂůĂŶƚĞ΁ ƐĞ ŚĂďşĂ ĐŽŶǀĞƌƚŝĚŽ ĞŶ ŝŶƚŽĐĂďůĞ͕ Ăů ŵĞŶŽƐ ƉĂƌĂ ůĂ PŽůŝĐşĂ͛͘ 

;͚AŶĚ ŶŽǁ ƚŚĞ MĂĨŝĂ ůĞĂĚĞƌ ŚĂĚ ďĞĐŽŵĞ ƵŶƚŽƵĐŚĂďůĞ͕ Ăƚ ůĞĂƐƚ ĂƐ ĨĂƌ ĂƐ ƚŚĞ PŽůŝĐĞ ǁĞƌĞ ĐŽŶĐĞƌŶĞĚ͛͘ 

Aguerralde 2010: 44.) This seemingly echoes concerns regarding the influence of corrupt politicians such as 

DŝŵĂƐ MĂƌƚşŶ ;ůĞĂĚĞƌ ŽĨ ƚŚĞ PIL ΀LĂŶǌĂƌŽƚĞ͛Ɛ IŶĚĞƉĞŶĚĞŶĐĞ PĂƌƚǇ΁͕ ƚŚĞ ƌŝŶŐůĞĂĚĞƌ ŽĨ ƚŚĞ ͚CĂƐŽ UŶŝſŶ͛ 

ĐŽƌƌƵƉƚŝŽŶ ĐĂƐĞƐͿ͕ ͚Ă ĐŚĂƌĂĐƚĞƌ ǁŚŝĐŚ ΀sic] has predetermined the way politics is done, the discourses, the 

ĂůůŝĂŶĐĞƐ͛ ;FĞƌƌĞƌ͕ ĐŝƚĞĚ ŝŶ JŝŵĠŶĞǌ Ğƚ Ăů ϮϬϭϮ͗ ϮϭͿ͘  

It is also worth noting that space (and principally the possibilities it offers for significant profit via 

urban development) was a significant factor in the Lanzarote corruption cases, which exposed ͚ƚŚĞ 

difficulties of ensuring a lawful government action when the incentives for urbanization and land speculation 

ĂƌĞ ůĂƌŐĞ ĂŶĚ ǁŚĞŶ ƉŽǁĞƌĨƵů ƉƌŝǀĂƚĞ ŝŶƚĞƌĞƐƚƐ ĂƌĞ ĚĞƚĞƌŵŝŶĞĚ ƚŽ ƐƵďǀĞƌƚ ƚŚĞ ƌƵůĞ ŽĨ ůĂǁ͛ (Jiménez et al 2012: 

1). This is paralleled in Noctámbulo, where occupying space is equated with power, and criminals not only 

use their wealth to purchase homes that will display their status and supremacy for all to see, but also take 
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ŽǀĞƌ ƚŚĞ ůŝǀĞƐ ĂŶĚ ďƵŝůĚŝŶŐƐ ŽĨ ŽƚŚĞƌƐ͕ ǁŚŝĐŚ ĂƌĞ ĐŽŶƐĞƋƵĞŶƚůǇ ĚĞƐĐƌŝďĞĚ ĂƐ ͚AƌƚƵƌŽ CĂůǀŽ͛Ɛͬ MĂƵƌŝĐŝŽ 

GĂůĂŶƚĞ͛Ɛ ďƵŝůĚŝŶŐ͛ ;AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϴϳ Θ ϭϬϲͿ͘ TŚĞƐĞ ĐƌŝŵŝŶĂů ŝŶŚĂďŝƚĂŶƚƐ ŵĞƌŐĞ ŝnto a coexistence with 

ƚŚĞŝƌ ĞŶǀŝƌŽŶŵĞŶƚ;ͬ͛ŬŝŶŐĚŽŵ͛Ϳ͕ ĨĞĞĚŝŶŐ ŽĨĨ ŝƚ ƚŽ ĐŽŶƐƚƌƵĐƚ Ă ĨŽƌŵŝĚĂďůĞ ƉŽǁĞƌ ĨŽƌĐĞ͕ ƚŚĞŶĐĞ ƚŚĞ ĐŽŵƉĂƌŝƐŽŶ 

of Galante to prominent individuals such as the king and the emperor: 

 

Toda la habitación, así como el personaje, rezumaban poder, olor a cigarros puros y perfume del 

caro, como si los dos fueran uno, despacho ʹ edificio en realidad ʹ y hombre, rey en su colina, 

emperador en su propio imperio privado.  

(The whole room, just like the man who inhabited it, reeked of power, cigars and expensive 

perfume, as though the two were one: the study ʹ the whole building in fact ʹ and the man, King of 

the Hill, Emperor of his own private empire. Aguerralde 2010: 108-109.) 

 

This notion of a ŚŽƐƚŝůĞ ƚĂŬĞŽǀĞƌ ;ĂůƐŽ ĐŽŶǀĞǇĞĚ ŝŶ CĂůǀŽ͛Ɛ ĐĂƐĞͿ ďŽƚŚ ŚĞŝŐŚƚĞŶƐ ĂŶĚ ƌĞŝŶĨŽƌĐĞƐ ƚŚĞ ŶĞŐĂƚŝǀĞ 

impact exerted by these individuals. 

Parallels can also be drawn between the portrayal of the press in Noctámbulo and the Canarian 

press, which actively sought to expose the truth in the real-life twenty-first-century corruption cases. In 

AŐƵĞƌƌĂůĚĞ͛Ɛ ŶŽǀĞů ƚŚĞ ƉƌĞƐƐ ƉůĂǇƐ ĂŶ ŝŶĨůƵĞŶƚŝĂů ƌŽůĞ͕ ƐƚŝƌƌŝŶŐ ƵƉ ƚŚĞ ƉƵďůŝĐ ǁŝƚŚ ŝƚƐ ĂƌƚŝĐůĞƐ ŽŶ ͚ͨCŽůŵŝůůŽƐ ĚĞ 

VĂŵƉŝƌŽͩ͛ ;͚VĂŵƉŝƌĞ FĂŶŐƐ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϴϵͿ ĂŶĚ ƚŚĞ ŵƵƌĚĞƌƐ. Paula initially conceals facts from the 

Canarian journalists because she is afraid of the mass hysteria they might provoke (Aguerralde 2010: 49). 

HĞƌ ĐŽŶĐĞƌŶƐ͕ ŵŝƌƌŽƌŝŶŐ BĂůĚŝĐŬ͛Ɛ ĐŽŵŵĞŶƚƐ͕ ͚TŚĞ ĚĂŝůǇ PƌĞƐƐ͕ ĂŶĚ ƚŚĞ ƚĞůĞŐƌĂƉŚ ƚŚĂƚ ŝŶ Ă ŵŽŵĞŶƚ ƐƉƌĞĂĚƐ ŝƚƐ 

ĂƚƚĞŶƚŝŽŶƐ ŽǀĞƌ ƚŚĞ ǁŚŽůĞ ĞĂƌƚŚ͕ ĨĂďƌŝĐĂƚĞĚ ŵŽƌĞ ŵǇƚŚƐ ŝŶ Ă ƐŝŶŐůĞ ĚĂǇ ΀͙΁ ƚŚĂŶ ĐŽƵůĚ ŚĂǀĞ ďĞĞŶ ƉƌŽĚƵĐĞĚ 

ďǇ ĞĂƌůŝĞƌ ƚŝŵĞƐ ŝŶ Ă ĐĞŶƚƵƌǇ͛ ;ĐŝƚĞĚ ŝŶ GĞůĚĞƌ ϭϵϵϰ͗ ϮϬͿ͕ ĂƌĞ ĂƉƉĂƌĞŶƚůǇ ũƵƐƚŝĨŝĞĚ ĂƐ ƚŚĞ ƉƌĞƐƐ͛Ɛ ũŽƵƌŶĂůŝƐƚƐ ĂŶĚ 

photographers are described in termƐ ŽĨ ďƌƵƚĂů͕ ĂŶŝŵĂůŝƐƚŝĐ ŚƵŶŐĞƌ ĂŶĚ ŐƌĞĞĚ͘ TŚƵƐ ƚŚĞ ƉŚŽƚŽŐƌĂƉŚĞƌƐ͛ 

ĐĂŵĞƌĂƐ ͚se cebaron con Ğů ĐƵĞƌƉŽ ĚĞ AƌƚƵƌŽ CĂůǀŽ͛ ;͚feasted ŽŶ AƌƚƵƌŽ CĂůǀŽ͛Ɛ ďŽĚǇ͛Ϳ ĂŶĚ ƚŚĞ ƉŽůŝĐĞ ŚĂǀĞ ƚŽ 

ƌĞƐƚƌĂŝŶ ƚŚĞ ũŽƵƌŶĂůŝƐƚƐ ͚ƉĂƌĂ ƋƵĞ no devoraran ůŝƚĞƌĂůŵĞŶƚĞ Ă ůĂ ĚŽĐƚŽƌĂ͛ ;͚ƐŽ ƚŚĂƚ ƚŚĞǇ ĚŝĚŶ͛ƚ ůŝƚĞƌĂůůǇ devour 

ƚŚĞ DŽĐƚŽƌ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϴϳ͕ ŵǇ ŝƚĂůŝĐƐͿ͘ HŽǁĞǀĞƌ͕ ĞǀĞŶƚƵĂůůǇ ƉŚŽƚŽŐƌĂƉŚƐ ĂŶĚ ƌĞƉŽƌƚƐ ĂƌĞ ŝůůŝĐŝƚůǇ 

shared with the public, as in real life. 

The web, too, is a significant source of information and Paula ponders on the manner in which it 

could inspire future vampirically-ďĂƐĞĚ ĐƌŝŵĞƐ͗ ͚͎QƵŝĞƌĞ ƵƐƚĞĚ ŵĂƚĂƌ ĐŽŵŽ ƵŶ ǀĂŵƉŝƌŽ͍ Pues aquí tiene todo 

ůŽ ƋƵĞ ůĞ ŚĂĐĞ ĨĂůƚĂ͘ UŶ ƐƵƉĞƌŵĞƌĐĂĚŽ ŐƌĂƚƵŝƚŽ ƉĂƌĂ Ğů ĚĞůŝŶĐƵĞŶƚĞ ĐŽŶ ĨĂůƚĂ ĚĞ ŝĚĞĂƐ͛͘ ;͚DŽ ǇŽƵ ǁĂŶƚ ƚŽ Ŭŝůů 

like a vampire? Weůů͕ ŚĞƌĞ ǇŽƵ͛ůů ĨŝŶĚ ĞǀĞƌǇƚŚŝŶŐ ǇŽƵ ŶĞĞĚ͘ A ĨƌĞĞ ŝĚĞĂƐ ƐƵƉĞƌŵĂƌŬĞƚ ĨŽƌ ƚŚĞ ĐƌŝŵŝŶĂů ǁŚŽ 

ůĂĐŬƐ ƚŚĞŵ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϰϲ͘Ϳ Aůů ƚŚŝƐ͕ ƚŚĞŶ͕ ĚĞŵŽŶƐƚƌĂƚĞƐ ƚŚĂƚ Noctámbulo, through its unique and 

significant setting, is strongly rooted in modern-day Canarian society and voices serious concerns about 

corruption and the incitement to criminal activities on the islands.  
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Revitalizing the Vampire Protagonist through the Canarian Assassin 

An even more striking feature of Noctámbulo is the way in which Aguerralde revitalizes the vampire figure, 

ƌĞĐĂƐƚŝŶŐ Śŝŵ ŝŶƚŽ Ă ŚŝŐŚůǇ ĐŽŵƉůĞǆ CĂŶĂƌŝĂŶ ƉƌŽƚĂŐŽŶŝƐƚ͘ IŶ AƵĞƌďĂĐŚ͛Ɛ ǁŽƌĚƐ͕ ͚΀Ğ΁ƚĞƌŶĂůůǇ ĂůŝǀĞ͕ ΀ǀĂŵƉŝƌĞƐ΁ 

ĞŵďŽĚǇ ŶŽƚ ĨĞĂƌ ŽĨ ĚĞĂƚŚ͕ ďƵƚ ĨĞĂƌ ŽĨ ůŝĨĞ͗ ƚŚĞŝƌ ƉŽǁĞƌ ĂŶĚ ƚŚĞŝƌ ĐƵƌƐĞ ŝƐ ƚŚĞŝƌ ƵŶĚǇŝŶŐ ǀŝƚĂůŝƚǇ͛ ;ϭϵϵϱ͗ ϱͿ͕ 

whilst Emek Bakale (Noctámbulo͛Ɛ ǁŝƚĐŚĚŽĐƚŽƌͿ ĂĨĨŝƌŵƐ ƚŚĂƚ ͚ŶŝŶŐƷŶ ŵŝƚŽ ƚŝĞŶĞ ƐƵ ĐŽŵŝĞŶǌŽ ƐŝŶ ƵŶĂ ƌĞĂůŝĚĂĚ 

ƚĞƌƌŝďůĞ ĚĞƚƌĄƐ͛ ;͚ŶŽ ŵǇƚŚ ďĞŐŝŶƐ ƵŶůĞƐƐ ƚŚĞƌĞ ŝƐ ƐŽŵĞ ƚĞƌƌŝďůĞ ƌĞĂů ĨĂĐƚ ůƵƌŬŝŶŐ ďĞŚŝŶĚ ŝƚ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ 

134). If we take on board these statements wĞ ĐĂŶ ĐŽŶƚĞŶĚ ƚŚĂƚ AŐƵĞƌƌĂůĚĞ͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ͕ ůŝŬĞ ƚŚĞ 

setting, could be related to contemporary life in the islands and serve as an additional opportunity for the 

author to express his concerns. Read in this light, Diego/Sable could be associated with the Canarian criminal 

underworld and perceived negatively as he destroys others for personal financial gain. The way he 

discharges some tasks is unemotional, if not robotic, whilst the justification for his actions is materialistic; 

murder grants him the opportunity to purchase a new car or a bigger television. His lack of emotion is 

ŵĂƚĐŚĞĚ ďǇ ƚŚĞ ƐƚǇůĞ ŝŶ ǁŚŝĐŚ ƚŚŝƐ ŝƐ ĐŽŵŵƵŶŝĐĂƚĞĚ͗ ͚HĂďşĂ ƌĞĐŝďŝĚŽ Ğů ĞŶĐĂƌŐŽ͕ ůĂ ƉĂŐĂ ĞƌĂ ďƵĞŶĂ͛͘ ;͚HĞ ŚĂĚ 

ƌĞĐĞŝǀĞĚ ƚŚĞ ŵŝƐƐŝŽŶ͕ ƚŚĞ ƉĂǇ ǁĂƐ ŐŽŽĚ͕͛ Aguerralde 2010: 11.) In ĂĐĐŽƌĚĂŶĐĞ ǁŝƚŚ FƌĞƵĚ͛Ɛ ƚŚĞŽƌŝĞƐ͕ ŬŝůůŝŶŐ 

ĂůƐŽ ŐƵĂƌĂŶƚĞĞƐ DŝĞŐŽ͛Ɛͬ“ĂďůĞ͛Ɛ ƐƵƌǀŝǀĂů͗ ͚Eů ĞƐƚƌĞŵĞĐŝŵŝĞŶƚŽ ĚĞ ůĂ ǀşĐƚŝŵĂ ƋƵĞ ƉŝĞƌĚĞ ƐƵ ǀŝĚĂ ƉĂƌĂ ƋƵĞ Ġů 

ƉƵĞĚĂ ĐŽŶƚŝŶƵĂƌ ůĂ ƐƵǇĂ͛͘ ;͚TŚĞ ƐŚƵĚĚĞƌ ŽĨ ƚŚĞ ǀŝĐƚŝŵ ǁŚŽ ůŽƐĞƐ ŚŝƐ ůŝĨĞ ƐŽ ƚŚĂƚ ŚĞ ĐĂŶ ĐŽŶƚŝŶƵĞ ǁŝƚŚ ŚŝƐ͛͘ 

AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ Ϯϴ͘Ϳ EŶĚŽƌƐŝŶŐ ŚŝƐ ŶĞŐĂƚŝǀĞ ĂƐƐŽĐŝĂƚŝŽŶƐ͕ ůŝŬĞ ŽƚŚĞƌ ǀĂŵƉŝƌĞƐ ;ĨŽƌ ĞǆĂŵƉůĞ ‘ŝĐĞ͛Ɛ LĞƐƚĂƚ ĂŶĚ 

Louis),5 Diego/Sable is equated with the devil; thus his first victim sees a mist that is transformed into a 

ĐƌĞĂƚƵƌĞ ͚ĐŽŶ ŵŝƌĂĚĂ ĚĞ ĚĞŵŽŶŝŽ͛ ;͚ǁŝƚŚ ƚŚĞ ůŽŽŬ ŽĨ ƚŚĞ ĚĞǀŝů͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϰͿ ĂŶĚ ůĂƚĞƌ ǁĞ ƌĞĂĚ͕ ͚EƌĂ 

ƵŶ ĚŝĂďůŽ͕ ƵŶ ĚĞŵŽŶŝŽ ĚĞ ůĂ ŶŽĐŚĞ ĂƚŽƌŵĞŶƚĂĚŽ ƉŽƌ ƉĞƐĂĚŝůůĂƐ͛͘ ;͚HĞ ǁĂƐ Ă ĚĞǀŝů͕ Ă ĚĞŵŽŶ ŽĨ ƚŚĞ ŶŝŐŚƚ 

ƚŽƌƚƵƌĞĚ ďǇ ŶŝŐŚƚŵĂƌĞƐ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϮ͘Ϳ TŚƌŽƵŐŚ ƚŚĞƐĞ ƌĞĨĞƌĞŶĐĞƐ AŐƵĞƌƌĂůĚe mixes both Christian 

ĂŶĚ “ůĂǀŽŶŝĐ ŵŽƚŝĨƐ ƐŝŶĐĞ ͚TŚĞ DĞǀŝů ŝƐ Ă CŚƌŝƐƚŝĂŶ ĐŽŶĐĞƉƚŝŽŶ͕ ũƵƐƚ ĂƐ ƚŚĞ ǀĂŵƉŝƌĞ ŝƐ “ůĂǀŽŶŝĐ͛ ;LĂǁƐŽŶ͕ ĐŝƚĞĚ 

in Gelder 1994: 40).6 

Intensifying this negative perception of Noctámbulo͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ ƉƌŽƚĂŐŽŶŝƐƚ͕ Ă ůŝŶŬ ŝƐ 

established between the criminal activities of Arturo Calvo and Mauricio Galante (who enjoy drinking 

ĂůĐŽŚŽůͿ͕ ĂŶĚ ƚŚĞ ŵƵƌĚĞƌŽƵƐ ĂĐƚŝŽŶƐ ŽĨ DŝĞŐŽͬ“ĂďůĞ ĂƐ ƚŚĞ ƚĞƌŵ ͚ĞŵďƌŝĂŐĄŶĚŽůĞƐ͛ ;͚ŝŶƚŽǆŝĐĂƚŝŶŐ ƚŚĞŵ͕͛ 

                                                 
5 FŽƌ ŝŶƐƚĂŶĐĞ͕ LŽƵŝƐ ƋƵĞƐƚŝŽŶƐ͕ ͚Aŵ I ĨƌŽŵ ƚŚĞ ĚĞǀŝů͍ IƐ ŵǇ ǀĞƌǇ ŶĂƚƵƌĞ ƚŚĂƚ ŽĨ Ă ĚĞǀŝů͍͛ ;‘ŝĐĞ ϮϬϬϮ͗ ϳϮͿ͘ 
6 The intermingling of Christian and Slavonic motifs is a common feature in Noctámbulo͘ TŚĞ ĐŚĂƌĂĐƚĞƌƐ͛ ƚƌƵƐƚ ŝŶ CŚƌŝƐƚŝĂŶŝƚǇ ŝƐ 
ĚŝƐƉůĂǇĞĚ ĂƐ ƚŚĞǇ ƐĞĞŬ ƌĞĨƵŐĞ ŝŶ ƚŚĞ CŚƵƌĐŚ͕ ǁŚŝůƐƚ ŽƚŚĞƌ ůŽĐĂƚŝŽŶƐ͕ ŶŽƚĂďůǇ ƚŚĞ ŵĂƵƐŽůĞƵŵ͕ ĂŶĚ JĂǀŝĞƌ͛Ɛ ǀŽĐĂƚŝŽŶ ŝŶ ƚŚĞ ƉƌŝĞsthood 

highlight the deep-rooted Catholic traditions in the Canaries. Simultaneously, Paula questions religious beliefs and, despite her initial 

ƐŬĞƉƚŝĐŝƐŵ͕ ƐŚĞ ƚƵƌŶƐ ƚŽ ƚŚĞ ‘ŽŵĂŶŝĂŶ EŵĞŬ BĂŬĂůĞ͕ ǁŚŽ ĞŶůŝŐŚƚĞŶƐ ŚĞƌ ƚŽ ƚŚĞ ǀĂŵƉŝƌĞƐ͛ “ůĂǀŽŶŝĐ ŽƌŝŐŝŶƐ͕ ĐŽŶǀĞǇĞĚ ƚŽ ƌĞĂĚĞƌƐ as 

ĞĂƌůǇ ĂƐ CŚĂƉƚĞƌ ϳ͕ ǁŚĞƌĞ ǁĞ ƌĞĂĚ ŽĨ LƵĐşĂ͛Ɛ ͚ĞŵďƌŝĂŐĂĚŽƌ ĂĐĞŶƚŽ ĞƐůĂǀŽ͛ ;͚ŝŶƚŽǆŝĐĂƚŝŶŐ “ůĂǀŝĐ ĂĐĐĞŶƚ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϵͿ͘ TŚŝƐ ŝƐ 
developed further through the accounts of vampires throughout history, culminating in the battle with Stephanek de Bàer for PĂƵůĂ͛Ɛ 
life. (Stephanek had been born in the 13th century, had murdered his father and elder brother in order to become a Baron, had been 

poisoned but returned as a vampire to wreak havoc.) Interestingly, Aguerralde also adds an extra twist to the mix, as we read that 

EŵĞŬ ǁĞĂƌƐ ŚŝƐ ŚĂŝƌ ŝŶ Ă ƉŽŶǇƚĂŝů ͚ĐŽŵŽ Ɛŝ ĨƵĞƌĂ ƵŶ ŝŶĚŝŽ ĂŵĞƌŝĐĂŶŽ͛ ;͚ĂƐ ŝĨ ŚĞ ǁĞƌĞ ĂŶ AŵĞƌŝĐĂŶ IŶĚŝĂŶ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϮϵͿ͘ 



7 

 

Aguerralde 2010: 99) is used to highlight the charm he employs to lure his victims. He could also be related, 

like Dracula, to degeneration theory since his destiny is apparently mapped out from a young age:  

 

Desde pequeño, Diego había mostrado un carácter inquieto y explorador, su madre siempre decía 

que iba a acabar dirigiendo un safari en Kenya, a lo que el muchacho respondía con desdén que solo 

si en su safari habitaban lobos, murciélagos y arañas. Entonces su padre reía y le decía que mejor se 

metiera en un safari en Transilvania. 

(From a young age, Diego had been restless and liked exploring; his mother always said that he 

would end up being in charge of a safari in Kenya, to which the boy disdainfully replied that would 

only happen if there were wolves, bats and spiders on his safari. His father would then laugh and say 

that he had better set up a safari in Transylvania. Aguerralde 2010: 18.)7  

 

IŶ ƐǇŵďŽůŝĐ ƚĞƌŵƐ͕ ƚŽŽ͕ AŐƵĞƌƌĂůĚĞ͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ ĐŽƵůĚ ďĞ ĂƐƐŽĐŝĂƚĞĚ ǁŝƚŚ ƚŚŽƐĞ ǁŚŽ ůĞĞĐŚ ŽĨĨ ƐŽĐŝĞƚǇ͘ 

TŚĞ ĚƵĂů ŵĞĂŶŝŶŐ ŽĨ ƚŚĞ ǀĞƌď ͚ĚĞƐĂŶŐƌĂƌ͛ (frequently employed by Aguerralde) is significant as it offers both 

literal and symbolic readings͘ WŚŝůƐƚ ŝƚ ůŝƚĞƌĂůůǇ ŵĞĂŶƐ ͚ƚŽ ďůĞĞĚ ƚŽ ĚĞĂƚŚ͛ ;ƌĞĨĞƌƌŝŶŐ͕ ŽĨ ĐŽƵƌƐĞ͕ ƚŽ ƚŚĞ ĚƌĂŝŶŝŶŐ 

ŽĨ ďůŽŽĚ ĨŽůůŽǁŝŶŐ ƚŚĞ ǀĂŵƉŝƌŝĐ ďŝƚĞͿ͕ ŝŶ ĨŝŶĂŶĐŝĂů ƚĞƌŵƐ ŝƚ ĞƋƵĂƚĞƐ ƚŽ ͚ďůĞĞĚŝŶŐ ƐŽŵĞŽŶĞ Žƌ ƐŽŵĞƚŚŝŶŐ ĚƌǇ͛͘ 

HŽǁĞǀĞƌ͕ ƐŝŶĐĞ “ĂďůĞ͛Ɛ ĂƐƐĂƐƐŝŶĂƚŝŽŶƐ ĂƌĞ ƉƌŝŵĂƌŝůǇ ĐŽŶĚƵĐƚĞd on rich criminals, the moral dimension of the 

act is complicated somewhat because he ŝƐ ŶŽƚ ƚŚĞ ƐŽĐŝĂů ůĞĞĐŚ ;ĂƐ ƉĞƌ MĂƌǆ͕ ͚CĂƉŝƚĂů ŝƐ ĚĞĂĚ ůĂďŽƵƌ ǁŚŝĐŚ͕ 

vampire-ůŝŬĞ͕ ůŝǀĞƐ ŽŶůǇ ďǇ ƐƵĐŬŝŶŐ ůŝǀŝŶŐ ůĂďŽƵƌ͕ ĂŶĚ ůŝǀĞƐ ƚŚĞ ŵŽƌĞ͕ ƚŚĞ ŵŽƌĞ ůĂďŽƵƌ ŝƚ ƐƵĐŬƐ͛ ΀Capital, 

Chapter 10]), but is draining ƚŚĞ ƐŽĐŝĂů ůĞĞĐŚĞƐ͘ AůƚŚŽƵŐŚ ŝƚ ĐŽƵůĚ ďĞ ĐŽŶƚĞŶĚĞĚ ƚŚĂƚ ƚŚĞ ƚĞƌŵ͛Ɛ ƐŝŐŶŝĨŝĐĂŶĐĞ 

relates to nineteenth-ĐĞŶƚƵƌǇ ŝĚĞĂƐ ŽĨ ͚ƉƐǇĐŚŝĐ ǀĂŵƉŝƌŝƐŵ͛ ;MĞůƚŽŶ ϮϬϭϭ͗ ǆǆǆŝͿ͕8 whereby the vampire 

ďĞŶĞĨŝƚƐ ĨƌŽŵ ƚŚĞ ůĞĞĐŚĞƐ͛ ĚĞĂƚŚƐ͕ ŝƚ does raise questions as to whether Diego/Sable is truly evil. 

Aguerralde further problematizes (and subverts) this expected polarity between good/evil by 

simultaneously setting up his Canarian vampire as some kind of modern-day hero, not dissimilar to Robin 

HŽŽĚ͘ IŶ ƐŽ ĚŽŝŶŐ͕ ŚĞ ďŽƚŚ ƉůĂǇƐ ŽŶ ĂŶĚ ƚĂŬĞƐ ĨƵƌƚŚĞƌ ƚŚĞ ĞĨĨĞĐƚ ĚĞƐĐƌŝďĞĚ ďǇ BŽƚƚŝŶŐ͗ ͚ŽďũĞĐƚƐ ŽĨ ƚĞƌƌŽƌ ĂŶĚ 

ŚŽƌƌŽƌ ŶŽƚ ŽŶůǇ ƉƌŽǀŽŬĞ ƌĞƉƵŐŶĂŶĐĞ ΀͙΁ ďƵƚ ĂůƐŽ ĞŶŐĂŐĞ ƌĞĂĚĞƌƐ͛ ŝŶƚĞƌĞƐƚ͕ ĨĂƐĐŝŶĂƚŝŶŐ ĂŶĚ ĂƚƚƌĂĐƚŝŶŐ ƚŚĞŵ 

΀͙΁͘ TĞƌƌŽƌ͕ ŝŶ ŝƚƐ ƐƵďůŝŵĞ ŵĂŶŝĨĞƐƚĂƚŝŽŶƐ͕ ŝƐ ĂƐƐŽĐŝĂƚĞĚ ǁŝƚŚ ƐƵďũĞĐƚŝǀĞ ĞůĞǀĂƚŝŽŶ͚ ;ĐŝƚĞĚ ŝŶ CƵƌďĞƚ ϮϬϬϮ͗ ϭϲϰ-

65). Read in this light, in a somewhat perverse, transgressive manner (since the objective is achieved 

ƚŚƌŽƵŐŚ ŵƵƌĚĞƌͿ͕ ĨĂƌ ĨƌŽŵ ƐŝŐŶŝĨǇŝŶŐ ͚Ă ƉƌŽĐĞƐƐ ŽĨ ŝŶǀĂƐŝŽŶ͛ ;BƵƚůĞƌ ϮϬϭϬ͗ ϮͿ͕ AŐƵĞƌƌĂůĚĞ͛Ɛ ǀĂŵƉŝƌĞ ĂƐƐĂƐƐŝŶ 

                                                 
7 TŚĞ ŶŽƚŝŽŶ ƚŚĂƚ AŐƵĞƌƌĂůĚĞ͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ ŝƐ ĐŽŶĚĞŵŶĞĚ ƚŽ ĂŶ ŝŶĞƐĐĂƉĂďůĞ ĚĞƐƚŝŶǇ ŝƐ ďƌŽĂĚůǇ ƌĞĨĞƌĞŶĐĞĚ ƚŚƌŽƵŐŚ EŵĞŬ͛Ɛ 
comment that ͚Ğů ǀĂŵƉŝƌŝƐŵŽ ĞƐ ŚĞƌĞĚŝƚĂƌŝŽ͕ ĐŽŵŽ ůĂƐ ĞŶĨĞƌŵĞĚĂĚĞƐ͛ ;͚ǀĂŵƉŝƌŝƐŵ ŝƐ ŚĞƌĞĚŝƚĂƌǇ͕ ůŝŬĞ Ăůů ŝůůŶĞƐƐĞƐ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ 
137). It is also possible to link vampirism in Noctámbulo ǁŝƚŚ ͚ĐƵůƚƵƌĂů ĐƌŝƐŝƐ͕͛ ŝŶ ůŝŶĞ ǁŝƚŚ PŝĐŬ͛Ɛ ŽďƐĞƌǀĂƚŝŽŶ ƚŚĂƚ ŝŶ ŶŝŶĞƚĞĞŶƚŚ-

ĐĞŶƚƵƌǇ FƌĂŶĐĞ͕ ͚΀ŝ΁Ŷ ŵĞĚŝĐŽ-psychiatric investigations, alcoholism, sexual perversion, crime, insanity, declining birth rates, syphilis, 

prostitution, anarchism, suicide rates, economic performance, and so on, become the intertwined signifiers of cultural crisis͛ ;ϭϵϴϵ͗ 
ϰϯͿ͘ ;CŚĂƉƚĞƌ ϲ ŽĨ PŝĐŬ͛Ɛ ďŽŽŬ͕ ͚FŝĐƚŝŽŶƐ ŽĨ DĞŐĞŶĞƌĂƚŝŽŶ͕͛ ĞǆĂŵŝŶĞƐ ƚŚĞ ƌĞůĂƚŝŽŶƐŚŝƉ ďĞƚǁĞĞŶ Dracula and degeneration theory.)  
8 ͚NŝŶĞƚĞĞŶƚŚ-century romantic authors and occultists suggested that real vampirism involved the loss of psychic energy to the 

vampire and wrote of vampiric relĂƚŝŽŶƐŚŝƉƐ ƚŚĂƚ ŚĂĚ ůŝƚƚůĞ ƚŽ ĚŽ ǁŝƚŚ ƚŚĞ ĞǆĐŚĂŶŐĞ ŽĨ ďůŽŽĚ͚͘ Iƚ ǁĂƐ ŶŽƚĂďůǇ ĚƵƌŝŶŐ ƚŚŝƐ ƉĞƌŝŽĚ ƚŚĂƚ 
͚ƚŚĞ ůŝƚĞƌĂƌǇ ǀĂŵƉŝƌĞ ΀͙΁ ƚƌĂŶƐĨŽƌŵĞĚ ƚŚĞ ĞƚŚŶŝĐ ǀĂŵƉŝƌĞ ŝŶƚŽ Ă ĐŽƐŵŽƉŽůŝƚĂŶ ĐŝƚŝǌĞŶ ŽĨ ƚŚĞ ŵŽĚĞƌŶ ŝŵĂŐŝŶĂƚŝŽŶ͛͘ ;MĞůƚŽŶ ϮϬϭϭ: xiii). 
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can be seen as enacting some form of justice as he roots out the rotten sections of society and exercises the 

limits of his liberty. He does this as he crosses boundaries during his international travels while investigating 

thĞ ǀĂŵƉŝƌĞ ŵǇƚŚ͖ ƚŚŝƐ͕ ŝŶ ĂĚĚŝƚŝŽŶ ƚŽ ƌĞĨĞƌƌŝŶŐ ƚŽ HĂƌŬĞƌ͛Ɛ ƚƌĂǀĞůƐ ŝŶ “ƚŽŬĞƌ͛Ɛ Dracula, is an ironic allusion to 

ƚŚĞ ͚GƌĂŶĚ TŽƵƌ͛ ƐŝŶĐĞ “ƉĂŝŶ ǁĂƐ ĞǆĐůƵĚĞĚ ĨƌŽŵ ƚŚŝƐ ƚƌŝƉ ͚ĂŶĚ ǁĂƐ ƚŚĞƌĞĨŽƌĞ ƉĞƌĐĞŝǀĞĚ ĂƐ ƌĞŵĂŝŶŝŶŐ 

geographically as much as in terms of intellĞĐƚƵĂů ĚĞǀĞůŽƉŵĞŶƚ͕ ŽŶ ƚŚĞ ŽƵƚƐŬŝƌƚƐ ŽĨ EƵƌŽƉĞ͛ ;CƵƌďĞƚ ϮϬϬϮ͗ 

163). He also transforms himself (like Dracula) into a mist to enter through the window in order to kill his 

first victim (whose mansion garden was well secured and patrolled by guards) and turning into a wolf in 

ŽƌĚĞƌ ƚŽ ĞŶƚĞƌ GĂůĂŶƚĞ͛Ɛ ďƵŝůĚŝŶŐ͕ ǁŚŝĐŚ ǁĂƐ ĞƋƵĂůůǇ ǁĞůů ƉƌŽƚĞĐƚĞĚ͘9 

Like Louis in Interview with the Vampire͕ DŝĞŐŽͬ“ĂďůĞ ŝƐ ͚ŚƵŵĂŶ͛ ĂŶĚ ĞůŝĐŝƚƐ ĐŽŵƉĂƐƐŝŽŶ͕ ďƵƚ ŵƵĐŚ 

ŵŽƌĞ ƚŚĂŶ ‘ŝĐĞ͛Ɛ ǀĂŵƉŝƌĞ͘ TŚŝƐ ŝƐ ůĂƌŐĞůǇ ŽŶ ĂĐĐŽƵŶƚ ŽĨ ƚŚĞ ƵƐĞ ŽĨ free indirect discourse, which offers 

ƌĞĂĚĞƌƐ Ă ĐůŽƐĞ ŝŶƐŝŐŚƚ ŝŶƚŽ DŝĞŐŽ͛Ɛͬ“ĂďůĞ͛Ɛ ŵŝŶĚƐĞƚ ĂŶĚ ĨĂĐŝůŝƚĂƚĞƐ ŽƵƌ ĞŶŐĂŐĞŵĞŶƚ ǁŝƚŚ ŚŝƐ ĞŵŽƚŝŽŶƐ͕ 

notably his capacity for forgiveness and overriding devotion to Paula. He also differs radically from the 

vampires ŝŶ ŽƚŚĞƌ ǁŽƌŬƐ ƚŚĂƚ ŝŶƐƉŝƌĞĚ AŐƵĞƌƌĂůĚĞ͕ ŶŽƚĂďůǇ ͚ƚŚĞ ŵŽŶƐƚƌŽƵƐ ƉƌĞĚĂƚŽƌƐ ŽĨ BƌĂŵ “ƚŽŬĞƌ 

([Dracula] 1897), Richard Matheson ([I am Legend] 1954) and Stephen King ([SĂůĞŵ͛Ɛ LŽƚ΁ ϭϵϳϱͿ͛ ;CŚĂƉůŝŶ 

2002: 37). Rather than provoking indifference or contempt, Diego/Sable is convincingly portrayed as a victim 

grappling with his powerlessness and struggling desperately to survive in the face of adverse circumstances. 

HĞ ƉůĞĂĚƐ ǁŝƚŚ JĂǀŝĞƌ͕ ͚NŽ ŵĞ ũƵǌŐƵĞƐ͘ [...] Sabes que no puedo evitarlo. ΀͘͘͘΁ EƐ ŵŝ ŶĂƚƵƌĂůĞǌĂ͛͘ ;DŽŶ͛ƚ ũƵĚŐĞ 

ŵĞ͘ ΀͙΁ YŽƵ ŬŶŽǁ I ĐĂŶ͛ƚ ŚĞůƉ ŝƚ͘ ΀͙΁ Iƚ͛Ɛ ŵǇ ŶĂƚƵƌĞ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϵϭ͘Ϳ TŚĞ ƉƌŝĞƐƚ͛Ɛ ƵŶĚĞƌƐƚĂŶĚŝŶŐ ĂŶĚ 

ĐŽŵƉĂƐƐŝŽŶ͕ ŝŶ ĂĚĚŝƚŝŽŶ ƚŽ ƚŚĞ ǀĂŵƉŝƌĞ͛Ɛ ƐĞůĨ-ĐŽŶƚĞŵƉƚ ĂŶĚ ŵŝůĚŶĞƐƐ ŝŶ ĐŽŵƉĂƌŝƐŽŶ ǁŝƚŚ “ƚĞƉŚĂŶĞŬ͛Ɛ 

mindless brutality, inspires sympathy.10 It is also noteworthy that the antipathy generated in readers 

ƚŽǁĂƌĚƐ ŚŝƐ ǀŝĐƚŝŵƐ͕ ŝŶĐůƵĚŝŶŐ ƚŚĞ ĨŝƌƐƚ͕ ǁŚŽƐĞ ͚modest ŵĂŶƐŝŽŶ͛11 ŚĂĚ ďĞĞŶ ͚ƉĂŝĚ ĨŽƌ ƚŚƌŽƵŐŚ ĐŽĐĂŝŶĞ ĂŶĚ 

ŚƵŵĂŶ ƚƌĂĨĨŝĐŬŝŶŐ͛ (Aguerralde 2010: 11), increases our sympathy for Diego/Sable. Later victims are equally 

ǁŽƌƚŚǇ ŽĨ ƚŚĞ ƌĞĂĚĞƌƐ͛ ĐŽŶƚĞŵƉƚ͖ ŚŝƐ ĨĞŵĂůĞ ǀŝĐƚŝŵƐ ĂƌĞ ƉŽƌƚƌĂǇĞĚ ŝŶ Ă ƐŝŵŝůĂƌůǇ ŶĞŐĂƚŝǀĞ ůŝŐŚƚ ƐŝŶĐĞ ƚŚĞǇ 

ŝŶĚƵůŐĞ ŝŶ ŵĂƚĞƌŝĂůŝƐƚŝĐ ĐŽŵĨŽƌƚƐ ;ŶŽƚĂďůǇ ĨĂƐŚŝŽŶ ĂŶĚ ĨůĂƐŚǇ ĐĂƌƐͿ ĂŶĚ ͚ƉƌĞǇ͛ ƵƉŽŶ “ĂďůĞ͕ ǁŚŝůƐƚ ƚŚĞ ŵĂũŽƌŝƚǇ 

of his malĞ ǀŝĐƚŝŵƐ ĂƌĞ ƚŚĞ ŶŽǀĞů͛Ɛ ͚Ğǀŝů͛ ĐŚĂƌĂĐƚĞƌƐ͕ ƚŚĞ ĐƌŝŵŝŶĂůƐ ĂŶĚ ͚ĨĂƚ ĐĂƚƐ͛ ŽĨ ŵŽĚĞƌŶ-day life. Faced with 

ƐƵĐŚ ŚĂƌĚĞŶĞĚ͕ ƌƵƚŚůĞƐƐ ĂŶĚ ͚ƵŶƚŽƵĐŚĂďůĞ͛ ĐŚĂƌĂĐƚĞƌƐ͕ ƌĞĂĚĞƌƐ ŵŝŐŚƚ ǁĞůů ĨĞĞů ƚŚĂƚ ƚŚĞ ŚƵŵĂŶƐ ĂƌĞ ŵŽƌĞ 

monstrous than the vampire, and that Diego/Sable ŝƐ ũƵƐƚŝĨŝĞĚ ŝŶ ŚŝƐ ĂĐƚŝŽŶƐ ĂŶĚ ƚŚĞ ǀĞŶƚŝŶŐ ŽĨ ŚŝƐ ĂŶŐĞƌ͗ ͚Eů 

ǀĂŵƉŝƌŽ ĚĞƐĂŚŽŐſ ƚŽĚĂ ƐƵ ŝƌĂ͕ ƚŽĚĂ ƐƵ ƌĂďŝĂ ĞŶ ĂƋƵĞů ŚŽŵďƌĞ ΀GĂůĂŶƚĞ΁͛͘ ;͚TŚĞ ǀĂŵƉŝƌĞ ƵŶůĞĂƐŚĞĚ Ăůů ŚŝƐ 

ĂŶŐĞƌ͕ Ăůů ŚŝƐ ƌĂŐĞ ŽŶ ƚŚĂƚ ŵĂŶ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϭϳ͘Ϳ IĨ ƌĞĂĚĞƌƐ ĞǆƉĞĐƚĞĚ DŝĞŐŽͬ“ĂďůĞ to be selfish and 

                                                 
9 Schuller has noted ƚŚĂƚ ͚ŚŝƐ ĨŽƌŵŝĚĂďůĞ ƉŽǁĞƌƐ ŽĨ ŵĞƚĂŵŽƌƉŚŽƐŝƐ ŵĂǇ ďĞ ƌĞŐĂƌĚĞĚ ĂƐ ŽŶĞ ŽĨ DƌĂĐƵůĂ͛Ɛ ŵŽƐƚ ƐŝŐŶŝĨŝĐĂŶƚ ĂŶĚ͕ Ăƚ ůĞĂƐƚ 
for his Victorian antagonists, most disturbing characteristics. His power to rejuvenate himself and to transform into a dog, a bat or 

swirling mŝƐƚ ƋƵĞƐƚŝŽŶƐ ƚŚĞ ǀĞƌǇ ŶŽƚŝŽŶ ŽĨ Ă ƐƚĂďůĞ ŝĚĞŶƚŝƚǇ͛ ;ϮϬϭϱ͗ ϭϬϯͿ͘ 
10 OŶĐĞ ĂŐĂŝŶ͕ JĂǀŝĞƌ ŐƵŝĚĞƐ ƚŚĞ ƌĞĂĚĞƌƐ͕ ĂƐ ǁĞ ƌĞĂĚ͕ ͚Aquel no era como él. Era malvado y vil, no como Diego, este era un auténtico 

ĚĞŵŽŶŝŽ͕ ƵŶĂ ĐƌŝĂƚƵƌĂ ŝŶĨĞƌŶĂů͛͘ ;͚TŚĂƚ ǀĂŵƉŝƌĞ ΀“ƚĞƉŚĂŶĞŬ΁ was not like him. He was wicked and evil, not like Diego, he was a real 

ĚĞŵŽŶ͕ ĂŶ ŝŶĨĞƌŶĂů ĐƌĞĂƚƵƌĞ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϳϴͿ͘ 
11 ͚Modesta͛ ĂƉƉĞĂƌƐ ŝŶ ŝƚĂůŝĐƐ ĂƐ ƚŚŝƐ ǁĂƐ ƉƌŽďĂďůǇ ŚŽǁ ƚŚĞ ǀŝĐƚŝŵ ƌĞĨĞƌƌĞĚ ƚŽ ŚŝƐ ŚŽŵĞ͘ HŽǁĞǀĞƌ͕ ƚŚĞ ĚŝƐũƵŶĐƚŝŽŶ ďĞƚǁĞĞŶ ͚ŵŽĚĞƐƚĂ͛ 
ĂŶĚ ͚ŵĂŶƐŝſŶ͛ ůĞĂĚƐ ƚŚĞ ƌĞĂĚĞƌ ƚŽ ƐƵƐƉĞĐƚ ƚŚĂƚ ŝƚ ŝƐ ŝƌŽŶŝĐ ƐŝŶĐĞ ŚŝƐ ŚŽŵĞ ǁĂƐ ƐƚĞĞƉĞĚ ŝŶ ĞǆƚƌĂǀĂŐĂŶƚ ůƵǆƵƌǇ͘ 
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ƐĞĚƵĐƚŝǀĞ ;ůŝŬĞ ŽƚŚĞƌ ǀĂŵƉŝƌĞƐ͕ ŶŽƚĂďůǇ DƌĂĐƵůĂ ĂŶĚ ‘ŝĐĞ͛Ɛ LĞƐƚĂƚͿ͕ ƚŚŝƐ͕ ƚŽŽ͕ ŝƐ ƐƵďǀĞƌƚĞĚ ƐŝŶĐĞ it is clear by 

the end of the novel ƚŚĂƚ ŚĞ ĚŝĨĨĞƌƐ ƌĂĚŝĐĂůůǇ ĨƌŽŵ ƚŚĞ ͚ƚƌĂĚŝƚŝŽŶĂů͛ ǀĂŵƉŝƌĞ͕ ͚ĂŶ ĞǆƉƌĞƐƐŝŽŶ ŽĨ ƚŚĞ ĚĂƌŬ ƐŝĚĞ ŽĨ 

human naturĞ͕͛ ͚ƚŚĞ ŐƌĂŶĚ ĂƌĐŚĞƚǇƉĞ ŽĨ Ăůů ƚŚĞ ĚĂƌŬ͕ ƌĞƉƌĞƐƐĞĚ ƵƌŐĞƐ ŝŶ ƚŚĞ ŚƵŵĂŶ ŚĞĂƌƚ͛ ;‘ŝĐĐĂƌĚŽ ϮϬϭϭ͗ 

xiii). By contrast, through his resolution to die so that Paula can live, Diego/Sable sets himself up as a 

sacrificial victim in the name of the most powerful human emotion: love. IŶ AŐƵĞƌƌĂůĚĞ͛Ɛ ǁŽƌĚƐ͕ ͚Es una 

revisión muy personal de la figura del vampiro, una atrevida fusión entre lo fantástico y lo policíaco 

ĂĚĞƌĞǌĂĚĂ ĐŽŶ ƵŶĂ ŚŝƐƚŽƌŝĂ ĚĞ ĂŵŽƌ ŝŶƋƵĞďƌĂŶƚĂďůĞ͛͘ ;͚Iƚ͛Ɛ ĂŶ ĞǆƚƌĞŵĞůǇ ƉĞƌƐŽŶĂů ƌĞǀŝƐŝŽŶ ŽĨ ƚŚĞ ǀĂŵƉŝƌĞ 

ĨŝŐƵƌĞ͕ Ă ĚĂƌŝŶŐ ĨƵƐŝŽŶ ďĞƚǁĞĞŶ ĨĂŶƚĂƐǇ ĂŶĚ ĚĞƚĞĐƚŝǀĞ ĨŝĐƚŝŽŶ ĞŵďĞůůŝƐŚĞĚ ǁŝƚŚ Ă ƐƚŽƌǇ ŽĨ ƵŶďƌĞĂŬĂďůĞ ůŽǀĞ͛͘ 

Alberdi 2010: n.p.) 

OŶĞ ĐŽƵůĚ ĐŽŶƚĞŶĚ ƚŚĂƚ ŽŶ ĂĐĐŽƵŶƚ ŽĨ ŚŝƐ ͚ĚŝĨĨĞƌĞŶĐĞƐ͛ ĨƌŽŵ ŽƚŚĞƌ ǀĂŵƉŝƌĞƐ ĂŶĚ ŚŝƐ ĂďŝůŝƚǇ ƚŽ ĞůŝĐŝƚ 

ƚŚĞ ƌĞĂĚĞƌƐ͛ ƐǇŵƉĂƚŚǇ͕ DŝĞŐŽͬ“ĂďůĞ ƌĞƉƌĞƐĞŶƚƐ ͚ƚŚĞ ŽƚŚĞƌ͛͘ IŶ ŵŽƌĞ ŐĞŶĞƌĂů ƚĞƌŵƐ͕ ďǇ ƉƌŽŵŽƚŝŶŐ ĂĨĨŝŶŝƚǇ ǁŝƚŚ 

the vampire, Noctámbulo ĐŚĂůůĞŶŐĞƐ Ă ĐĞŶƚƌĂů ĂƐƉĞĐƚ ŽĨ ĐŽŶƚĞŵƉŽƌĂƌǇ GŽƚŚŝĐ ŚŽƌƌŽƌ͕ ͚ƚŚĞ ĨĞĂƌ ŽĨ ĨŽƌĞŝŐŶ 

ŽƚŚĞƌŶĞƐƐ ĂŶĚ ŵŽŶƐƚƌŽƵƐ ŝŶǀĂƐŝŽŶ͛ ;BƌƵŚŵ ϮϬϬϮ͗ ϮϲϬͿ ĂŶĚ ĐŽŶƚĞƐƚƐ FƌĞudian theories on horror: 

 

Freudian analysis of the horror genre has often considered the ghost or monster of conventional 

ŚŽƌƌŽƌ ĨŝůŵƐ ĂƐ ƌĞƉƌĞƐĞŶƚŝŶŐ ƚŚĞ ŵĂƌŐŝŶĂů Žƌ ĚĞǀŝĂŶƚ ƐŝĚĞ ŽĨ ƐŽĐŝĞƚǇ͕ ͚ƚŚĂƚ ǁŚŝĐŚ ŵƵƐƚ ďĞ ĞǆĐůƵĚĞĚ͕ Žƌ 

repressed, so that the western drive towards technological progress and world domination can 

ƉƌŽĐĞĞĚ͛͘ ;CŽŽŬ ϭϵϵϵ͗ ϭϵϳ͕ ĐŝƚĞĚ ŝŶ TŚŽŵĂƐ ϮϬϭϭ͗ ϭϬͿ͘  

 

‘ĞƚŚŝŶŬŝŶŐ ͚ƚŚĞ OƵƚĐĂƐƚ͛ ĂŶĚ ͚MĞŵŽƌǇ͛ ŝŶ ƚŚĞ HŝƐƉĂŶŝĐ PĞƌŝƉŚĞƌǇ 

BƵŝůĚŝŶŐ ƵƉŽŶ ƚŚĞ ƋƵĞƐƚŝŽŶƐ ĐŽŶĐĞƌŶŝŶŐ ƚŚĞ ĞǆƚĞŶƚ ŽĨ ĂůŝĞŶĂƚŝŽŶ ĂŶĚ ŚŽƌƌŽƌ ƉƌŽǀŽŬĞĚ ďǇ ͚ƚŚĞ ŽƚŚĞƌ͛ ;Žƌ ͚ƚŚĞ 

ŽƵƚĐĂƐƚ͛Ϳ ĂŶĚ ƚŚĞ ƉŽƐƐŝďŝůŝƚŝĞƐ ŽĨ ƌĞĂĚŝŶŐ Noctámbulo as an allegory, we could draw a parallel between 

Noctámbulo͛Ɛ ƉƌŽƚĂŐŽŶŝƐƚ͕ ƐŝŶĐĞ ƚŚĞ ǀĂŵƉŝƌĞ ŝƐ ͚ƚŚĞ ŽƵƚĐĂƐƚ͕ ƚŚĞ ŽƵƚůĂǁ͕ ƚŚĞ ĚĂŶŐĞƌŽƵƐ ŽƵƚƐŝĚĞƌ ǁŚŽ 

ĨůĂŐƌĂŶƚůǇ ǀŝŽůĂƚĞƐ Ăůů ŽĨ ƐŽĐŝĞƚǇ͛Ɛ ŶŽƌŵƐ͛ ;‘ŝĐĐĂƌĚŽ ϮϬϭϭ͗ ǆŝŝŝͿ͕ ĂŶĚ ƚŚĞ CĂŶĂƌǇ IƐůĂŶĚƐ͕ ǁŚŝĐŚ ĂƌĞ ͚ĂůǁĂǇƐ-

ŵĂƌŐŝŶĂůŝǌĞĚ͛ ;MĂƌƚşŶ MĄƌƋƵĞǌ ϮϬϬϴ͗ ϰϳͿ͕ ͚ĐƵƚ ŽĨĨ͛ ĨƌŽŵ ƚŚĞ PĞŶŝŶƐƵůĂ ĂŶĚ ĐŽƵůĚ ĂůƐŽ ďĞ ĐŽŶƐŝĚĞƌĞĚ ŝŶ ƚĞƌŵƐ 

ŽĨ ͚ŽƚŚĞƌŶĞƐƐ͛͘ TŚŝƐ ƐĞŶƐĞ ŽĨ ͚ŽƚŚĞƌŶĞƐƐ͕͛ ǁŚŝĐŚ ĐĂŶ ĂůƐŽ ďĞ ƌĞůĂƚĞĚ ƚŽ ƚŚĞ ĐŚĂƌĂĐƚĞƌƐ͛ ůŽŶĞůŝŶĞƐƐ͕ ŝƐ͕ 

moreover, enhanced through the employment of the Gothic genre since it has been regarded by Williams as 

Ă ͚ƐŬĞůĞƚŽŶ ŝŶ ƚŚĞ ĐůŽƐĞƚ͛ ;ϭϵϵϱ͗ ϭͿ ĂŶĚ ƚŚĞ ‘ŽŵĂŶƚŝĐƐ͛ ͚ďůĂĐŬ ƐŚĞĞƉ͕ ĂŶ ŝůůĞŐŝƚŝŵĂƚĞ ĐŽƵƐŝŶ ǁŚŽ ŚĂƵŶƚƐ ƚŚĞ 

ŵĂƌŐŝŶƐ ŽĨ ͞ůŝƚĞƌĂƚƵƌĞ͕͟ pandering cheap and distressingly profitable thrills. From the high Romantic ground, 

disreputable Gothic appears shocking and subversive, delighting in the forbidden and trafficking in the 

ƵŶƐƉĞĂŬĂďůĞ͛͘ ;ϭϵϵϱ͗ ϰͿ͘ TƵƌŶŝŶŐ ƚŽ ƚŚĞ ƋƵĞƐƚŝŽŶ ŽĨ ͚ƚŚĞ ƵŶƐƉĞĂŬĂďůĞ͕͛ ǁĞ ĐŽƵůĚ ƋƵĞƐƚŝŽŶ ǁŚĞƚŚĞƌ 

Noctámbulo invites readers to not only rethink our expectations of the vampire character, but to reflect 

ŵŽƌĞ ďƌŽĂĚůǇ ŽŶ ƉĞƌĐĞƉƚŝŽŶƐ ŽĨ ͚ƚŚĞ ŽƵƚĐĂƐƚ͕͛ ďŽƚŚ ŝŶ ƌĞůĂƚŝŽŶ ƚŽ ƚŚĞ CĂŶĂƌŝĞƐ ĂŶĚ ƚŚĞ ǀĂŵƉŝƌĞ ŶŽǀĞů͛Ɛ 

potential for provoking profound reflection on crucial matters. It could be contended that by enabling 
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ƌĞĂĚĞƌƐ ƚŽ ĞŶŐĂŐĞ ǁŝƚŚ “ĂďůĞ͕ AŐƵĞƌƌĂůĚĞ ŝƐ ĞĨĨĞĐƚŝǀĞůǇ ĐŚĂŵƉŝŽŶŝŶŐ ͚ƚŚĞ ƵŶĚĞƌĚŽŐ͛ ĂŶĚ ƉƌŽŵŽƚŝŶŐ 

tolerance, as well as prompting readers to look beyond their subconscious prejudices, which may affect their 

(negative?) perceptions of the Canaries and vampire traditions more broadly. Worthy of consideration here 

is the contribution of Noctámbulo ĂƐ Ă ͚ƉĞƌŝƉŚĞƌĂů͛ ǁŽƌŬ ;ďŽƚŚ ŝŶ ƚĞƌŵƐ ŽĨ ƚŚĞ ĨĂĐƚ ƚŚĂƚ ŝƚ ŝƐ CĂŶĂƌŝĂŶ and a 

vampire novel) to the Spanish discourse on hisƚŽƌŝĐĂů ŵĞŵŽƌǇ͘ “ƉĂŝŶ͛Ɛ ƚƌĂŶƐŝƚŝŽŶ ƚŽ ĚĞŵŽĐƌĂĐǇ ƐĂǁ ǁŚĂƚ ǁĂƐ 

ŬŶŽǁŶ ĂƐ Ă ͚ƉĂĐƚŽ ĚĞ ŽůǀŝĚŽ͛ Žƌ ͚ĚĞ ƐŝůĞŶĐŝŽ͛ ;͚ƉĂĐƚ ŽĨ ĨŽƌŐĞƚƚŝŶŐ͛ Žƌ ͚ŽĨ ƐŝůĞŶĐĞ͛Ϳ͕ ǁŚŝĐŚ ŝŶǀŽůǀĞĚ ƚŚĞ ƉƌŽĐĞƐƐ ŽĨ 

͚ĨŽƌŐĞƚƚŝŶŐ͛ Žƌ ͚ƌĞŵĂŝŶŝŶŐ ƐŝůĞŶƚ͛ ĂďŽƵƚ ƚŚĞ ŚŽƌƌŽƌƐ ŽĨ ƚŚĞ Cŝǀŝů WĂƌ ;ϭϵϯϲ-39) ĂŶĚ FƌĂŶĐŽ͛Ɛ ĚŝĐƚĂƚŽƌƐŚŝƉ 

(1939-75). It is widely known that this resulted in struggles with memory-related issues but, surprisingly, the 

Canarian contribution to such discussions (possibly because the islands are still perceived as ͚ƚŚĞ ŽƵƚĐĂƐƚ͍͛Ϳ 

has been overlooked to date. 

Although Noctámbulo does not engage directly with questions concerning the impact of the Spanish 

Cŝǀŝů WĂƌ͕ ŽŶĞ ĐŽƵůĚ ĐŽŶƚĞŶĚ ƚŚĂƚ PĂƵůĂ͛Ɛ ĐŽŶƚĞŵƉƚ ĨŽƌ GĂůĂŶƚĞ͛Ɛ ĐŽƌƌƵƉƚ ͚ƉĂĐƚŽ͛ ;ƉĂĐƚͿ ǁŝƚŚ ƚŚĞ “ƚĂƚĞ ;ĐŝƚĞĚ 

previously)12 could be related to contemporary skepticism towards ƚŚĞ ͚ƉĂĐƚŽ ĚĞ ŽůǀŝĚŽ͛͘ MŽƌĞ ƐŝŐŶŝĨŝĐĂŶƚůǇ͕ 

issues associated with the impact of past memories feature prominently in the novel. Thus Aguerralde 

ĂĚŚĞƌĞƐ ƚŽ ƚŚĞ ĐƵƐƚŽŵ ƚŚĂƚ ͚ƚŚĞ GŽƚŚŝĐ ĂƐ Ă ŐĞŶƌĞ ŝƐ ƉƌŽĨŽƵŶĚůǇ ĐŽŶĐĞƌŶĞĚ with the past, conveyed through 

ďŽƚŚ ŚŝƐƚŽƌŝĐĂů ƐĞƚƚŝŶŐƐ ĂŶĚ ŶĂƌƌĂƚŝǀĞ ŝŶƚĞƌƌƵƉƚŝŽŶƐ ŽĨ ƚŚĞ ƉĂƐƚ ŝŶƚŽ ƚŚĞ ƉƌĞƐĞŶƚ͛ ;“ƉŽŽŶĞƌ ϮϬϬϲ͗ ϵͿ͘ 

DŝĞŐŽͬ“ĂďůĞ ŝƐ ŚĂƵŶƚĞĚ ďǇ ƉĂƐƚ ŵĞŵŽƌŝĞƐ͖ ĂƐ ĞĂƌůǇ ĂƐ CŚĂƉƚĞƌ ϭ ǁĞ ƌĞĂĚ ͚LĂ ŵĞŵŽƌŝĂ ĞƌĂ ƚŽĚŽ ůŽ ƋƵĞ ůĞ ΀Ăů 

vampiro] quedabĂ͛ ;͚Aůů ƚŚĞ ǀĂŵƉŝƌĞ ŚĂĚ ůĞĨƚ ǁĞƌĞ ŵĞŵŽƌŝĞƐ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϬͿ ĂŶĚ ŚĞ ĨƌĞƋƵĞŶƚůǇ 

suffers from nightmares. As we discover later, these relate to the memories associated with his former life as 

a human although we do not at that point know that the vampire Sable was previously the human, Diego. 

TŚĞ ĐŽŶŶĞĐƚŝŽŶ ďĞƚǁĞĞŶ ŵĞŵŽƌŝĞƐ ĂŶĚ ƉĂŝŶ ŝƐ ĨƌĞƋƵĞŶƚůǇ ƵŶĚĞƌůŝŶĞĚ͕ ĂƐ ǁĞ ƌĞĂĚ͕ ͚Eů ĚŽůŽƌ ůĞ ŚŝǌŽ ƌĞĐŽƌĚĂƌ 

ůĂ ŵŝƌĂĚĂ ĚĞů ǀŝĞũŽ͛ ;͚TŚĞ ƉĂŝŶ ŵĂĚĞ Śŝŵ ƌĞŵĞŵďĞƌ ƚŚĞ ůŽŽŬ ƚŚĞ ŽůĚ ŵĂŶ ŐĂǀĞ Śŝŵ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϭͿ 

and, ŝŶ ƚŚĞ ƐŚŽǁĞƌ͕ ŚĞ ĨĞĞůƐ ĂƐ ŝĨ ͚Ğů ĂŐƵĂ ƌĞŵŽǀŝĞƌĂ ǀŝĞũŽƐ ƌĞĐƵĞƌĚŽƐ͕ ĂďƌŝĞƌĂ ĂŶƚŝŐƵĂƐ ĐŝĐĂƚƌŝĐĞƐ͛ ;͚ĂƐ ŝĨ ƚŚĞ 

ǁĂƚĞƌ ƐƚŝƌƌĞĚ ƵƉ ŽůĚ ŵĞŵŽƌŝĞƐ͕ ŽƉĞŶĞĚ ŽůĚ ǁŽƵŶĚƐ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϴͿ͘ LĂƚĞƌ͕ ŝŶ CŚĂƉƚĞƌ ϵ͕ Ă ƉƌŽĐĞƐƐ ŽĨ 

metamorphosis is associated with his memories as they merge and Lucía the vampire turns into Paula, into 

the girl from the disco and then Paula again. 

OƚŚĞƌ ĐŚĂƌĂĐƚĞƌƐ ƐƵĨĨĞƌ ƐŝŵŝůĂƌ ĞǆƉĞƌŝĞŶĐĞƐ ƚŚĂƚ ĐŽƌƌĞƐƉŽŶĚ ƚŽ CĂƌƵƚŚ͛Ɛ ĚĞĨŝŶŝƚŝŽŶ ŽĨ ƚƌĂƵŵĂ͕ ͚ĂŶ 

overwhelming experience of sudden or catastrophic events in which the response to the event occurs in the 

ŽĨƚĞŶ ĚĞůĂǇĞĚ͕ ƵŶĐŽŶƚƌŽůůĞĚ ƌĞƉĞƚŝƚŝǀĞ ĂƉƉĞĂƌĂŶĐĞ ŽĨ ŚĂůůƵĐŝŶĂƚŝŽŶƐ ĂŶĚ ŽƚŚĞƌ ŝŶƚƌƵƐŝǀĞ ƉŚĞŶŽŵĞŶĂ͛ ;ϭϵϵϲ͗ 

11). Towards the end of Noctámbulo͕ ĨŽůůŽǁŝŶŐ PĂƵůĂ͛Ɛ ƚƌĂŶƐĨŽƌŵĂƚŝŽŶ ŝŶƚŽ Ă ǀĂŵƉŝƌĞ͕ ǁŚĞŶ Eŵek asks 

JĂǀŝĞƌ ŝĨ ŚĞ ŝƐ ĂůƌŝŐŚƚ͕ ŚĞ ƌĞƐƉŽŶĚƐ͕ ͚NŽ͘ ΀͙΁͘ PĞƌĚŽŶĂ͕ ƐŽŶ ůŽƐ ƌĞĐƵĞƌĚŽƐ͛͘ ;͞NŽ͘ ΀͙΁ FŽƌŐŝǀĞ ŵĞ͕ ŝƚ͛Ɛ ƚŚĞ 

                                                 
12 ͚A Paula no le extrañó que aquel hombre pudiera comprar a todos los abogados y legalistas del mundo y conseguir el mejor trato 

posible con el EƐƚĂĚŽ͕ ƵŶ ƉĂĐƚŽ ƐŝŶ ƉƌĞĐĞĚĞŶƚĞƐ͕ ƵŶĂ ĞƐƚĂĨĂ ŐƌŽƚĞƐĐĂ ƉĞƌŽ͕ ĚĞƐĚĞ ůƵĞŐŽ͕ ƐĂůƵĚĂďůĞ͛͘ ;͚PĂƵůĂ ǁĂƐ ŶŽƚ ƐƵƌƉƌŝƐĞĚ ƚŚĂƚ ƚŚŝƐ 
man could buy off all the lawyers and legal advisers in the world and clinch the best possible deal with the State, an unprecedented 

paĐƚ͕ Ă ŐƌŽƚĞƐƋƵĞ ƐǁŝŶĚůĞ͕ ďƵƚ ŽŶĞ ƚŚĂƚ ǁĂƐ ŚĞĂůƚŚǇ͕ ŽĨ ĐŽƵƌƐĞ͛͘ Aguerralde 2010: 108.) 



11 

 

ŵĞŵŽƌŝĞƐ͘͟ Aguerralde 2010: 263.) Paula, in particular, is tormented by her memories; we learn that she had 

avoided visiting her brother for some time and the ellipsis highlights her mental block: 

 

Un vínculo más allá de la razón le impedía visitarle sin recordar a... En fin, llevaba demasiado tiempo 

luchando contra aquel recuerdo. Debía superar los fantasmas del pasado, y se había prometido a sí 

misma intentarlo.  

(For some inexplicable reason she wĂƐ ƵŶĂďůĞ ƚŽ ǀŝƐŝƚ Śŝŵ ǁŝƚŚŽƵƚ ƌĞŵĞŵďĞƌŝŶŐ͙ IŶ ƐŚŽƌƚ͕ ƐŚĞ ŚĂĚ 

spent too long battling against that memory. She needed to conquer the ghosts of the past and she 

had promised herself that she would try. Aguerralde 2010: 75.) 

 

TŚĞ ƌĞƉĞƚŝƚŝŽŶ ŽĨ ƚŚĞ ƚĞƌŵ ͚ŽůǀŝĚĂƌ͛ ;ĨŽƌŐĞƚͿ, strategically positioned at the beginning of the sentences in the 

following quotation, dramatically expresses ƚŚĞ ĨĂŝůƵƌĞ ŽĨ PĂƵůĂ͛Ɛ ĚĞƐƉĞƌĂƚĞ ŽďũĞĐƚŝǀĞ ͚ƚŽ ĨŽƌŐĞƚ͛͗ ͚Olvidar la 

muerte, olvidar la sangre. Olvidar a los que matan, a los que mienten. Olvidar a los malvados, olvidar a los 

ǀĂŵƉŝƌŽƐ͛ ;͚Forget about death, forget about the blood. Forget about those who kill and those who lie. 

Forget about the evil, forget ĂďŽƵƚ ƚŚĞ ǀĂŵƉŝƌĞƐ͛͘ Aguerralde 2010: 97, my italics.) All this could be related 

ƚŽ “ƉĂŝŶ͛Ɛ ϮϬϬϳ Ley de la Memoria Histórica ;͚LĂǁ ŽĨ HŝƐƚŽƌŝĐĂů MĞŵŽƌǇ͕͛ ǁŚŝĐŚ ƉƌŽƉŽƐĞĚ ƚŽ ƌĞŵĞŵďĞƌ ǁŚĂƚ 

ƚŚĞ ͚ƉĂĐƚŽ ĚĞ ŽůǀŝĚŽ͛ ŚĂĚ ĐŽŵŵŝƚƚĞĚ ƚŽ ĨŽƌŐĞƚͿ͕ ƚŚĞƌĞďǇ ĂůŝŐŶŝŶŐ Ă ƐƉĞĐŝĨŝĐ ĐŽŶƚĞǆƚ͕ ďĂƐĞĚ ŽŶ ǁŚĂƚ ĂƌĞ Ɛƚŝůů ĨŽƌ 

many Spaniards raw personal experiences resulting from past events and the innumerable deaths during the 

Cŝǀŝů WĂƌ͕ ƚŽ ƚŚĞ ĐŚĂƌĂĐƚĞƌƐ͛ ƉƌĞĚŝĐĂŵĞŶƚƐ͘ Iƚ ĂůƐŽ ŚŝŐŚůŝŐŚƚƐ ƚŚĞ ĨƵƚŝůŝƚǇ ŽĨ ƚŚĞ ͚ƉĂĐƚŽ ĚĞ ŽůǀŝĚŽ͕͛ ƐŝŶĐĞ ƚŚĞ 

ƉƌŽĐĞƐƐ ŽĨ ͚ĨŽƌŐĞƚƚŝŶŐ͛ ŝŶǀŽůǀĞƐ ͚ŶŽƚ ĐŽŶĨƌŽŶƚŝŶŐ͛ ĂŶĚ ͚ŶŽƚ ĚĞĂůŝŶŐ͛ ǁŝƚŚ ƐŽŵĞ ŬĞǇ ŝƐƐƵĞƐ͘ Going further, we 

could draw links between the memory-associated issues in Noctámbulo ĂŶĚ LĂďĂŶǇŝ͛Ɛ ƚŚĞŽƌǇ ŽĨ ŚĂƵŶƚŽůŽŐǇ͕ 

especially since PĂƵůĂ ŶĞĞĚƐ ƚŽ ͚ƐƵƉĞƌĂƌ ůŽƐ ĨĂŶƚĂƐŵĂƐ ĚĞů ƉĂƐĂĚŽ͛ ;ΖĐŽŶƋƵĞƌ ƚŚĞ ŐŚŽƐƚƐ ŽĨ ƚŚĞ ƉĂƐƚ͛Ϳ͕ ŝŶ ŽƚŚĞƌ 

ǁŽƌĚƐ ƚŚĞ ƐŽƵůƐ ĂŶĚ ƐƉŝƌŝƚƐ ŽĨ ƚŚŽƐĞ ǁŚŽ ŚĂǀĞ ĚŝĞĚ͕ ĂůŽŶŐƐŝĚĞ ƚŚĞ ͚ůŝǀŝŶŐ ĚĞĂĚ͛ ĂŶĚ ƚŚĞ ͚ƵŶĚĞĂĚ͛ ǀĂŵƉŝƌĞ͗ 

 

In a country [Spain] that has emerged from forty years of cultural repression, the task of making 

reparation to the ghosts of the past ʹ that is, to those relegated to the status of living dead, denied 

voice and memory ʹ ŝƐ ĐŽŶƐŝĚĞƌĂďůĞ͘ DĞƌƌŝĚĂ͛Ɛ ŶŽƚŝŽŶ ƚŚĂƚ ŚŝƐƚŽƌǇ ŽĐĐƵƉŝĞƐ ŝŶ ƚŚĞ ƉƌĞƐĞŶƚ Ă ͚ǀŝƌƚƵĂů 

ƐƉĂĐĞ ŽĨ ƐƉĞĐƚƌĂůŝƚǇ͛ ĂďŽůŝƐŚĞƐ ƚŚĞ ƐƵƉƉŽƐĞĚ ŽƉƉŽƐŝƚŝŽŶ ďĞƚǁĞĞŶ ƉŽƐƚŵŽĚĞƌŶŝƐŵ ĂŶĚ history, for 

ŚŝƐƚŽƌǇ ŝƐ ĂůǁĂǇƐ Ă ͚ǀŝƌƚƵĂů͕͛ ƌĂƚŚĞƌ ƚŚĂŶ ͚ĞŵƉŝƌŝĐĂů͛ ƌĞĂůŝƚǇ͘ ;ϮϬϬϭ͗ Ŷ͘Ɖ͘Ϳ 

 

One could also apply Ellis and Sánchez-AƌĐĞ͛Ɛ ƚŚŽƵŐŚƚƐ ŽŶ DĞů TŽƌŽ͛Ɛ ĨŝůŵƐ ƚŽ Noctámbulo͗ ͚΀Ɖ΁ĞƌŚĂƉƐ 

storytelling is the only way to begin the process of remembering how to remember, particularly in Spain 

ǁŚĞƌĞ ƚŚĞƌĞ ŚĂǀĞ ďĞĞŶ ƐŽ ŵĂŶǇ ĚĞĐĂĚĞƐ ŽĨ ƉŽůŝƚŝĐĂů ĂŶĚ ƉƌŝǀĂƚĞ ƉƌĞƐƐƵƌĞ ƚŽ ƌĞŵĂŝŶ ƐŝůĞŶƚ͛ ;ϮϬϭϲ͗ ϮϬϱͿ͘ 

BƌŝŶŬƐ͕ ĨŽƌ ŚĞƌ ƉĂƌƚ͕ ǁƌŝƚĞƐ͕ ͚BĞĐĂƵƐĞ ƚŚĞ ŐŽƚŚŝĐ ŝƐ Ă ŐĞŶƌĞ ĐŽŶĐĞƌŶĞĚ ǁŝƚŚ ŚŽǁ Ă ƌĞƉƌĞƐƐĞĚ Žƌ ĚĞŶŝĞĚ ƉĂƐƚ 
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intrudes into the present in an unwanted, fear-inducing guise, it is a genre well-suited to explore the 

ĐŽŶƚŝŶƵŝŶŐ ĞĨĨĞĐƚƐ ŽĨ ƚƌĂƵŵĂƚŝĐ ŚŝƐƚŽƌǇ͕ ǁŚĞƚŚĞƌ ŝŶĚŝǀŝĚƵĂů Žƌ ĐŽůůĞĐƚŝǀĞ͛͘ ;ϮϬϬϰ͗ ϮϵϯͿ “ŚŽƵůĚ ǁĞ ƚŚĞƌĞĨŽƌĞ 

read Noctámbulo as a Canarian vampire novel that communicates the impossibility of escaping from the 

͚ŐŚŽƐƚƐ ŽĨ ƚŚĞ ƉĂƐƚ͛ ĂŶĚͬŽƌ ŝŶƚĞƌƉƌĞƚ ƚŚĞ ǀĂŵƉŝƌĞ͛Ɛ ďůŽŽĚƚŚŝƌƐƚŝŶĞƐƐ ĂƐ ĂŶ ĂůůĞŐŽƌŝĐĂů ƉŽƌƚƌĂǇĂů ŽĨ ƚŚĞ ĚƌĂŝŶŝŶŐ 

of the Hispanic life-ĨŽƌĐĞ ďǇ ƚŚĞ FƌĂŶĐŽŝƐƚ ĚŝĐƚĂƚŽƌƐŚŝƉ͍ AƐ LĂďĂŶǇŝ ŽďƐĞƌǀĞƐ͕ ͚Iƚ ŚĂƐ ďĞĞŶ noted [by 

KƌĂŶŝĂƵƐŬĂƐ΁ ƚŚĂƚ ƐƚŽƌŝĞƐ ŽĨ ǀĂŵƉŝƌĞƐ ΀͙΁ ŚĂǀĞ ďĞĞŶ ƌŝĨĞ ŝŶ PĞƌƵ ĂŶĚ ŽƚŚĞƌ ƉĂƌƚƐ ŽĨ “ŽƵƚŚ AŵĞƌŝĐĂ ŝŶ ƌĞĐĞŶƚ 

ǇĞĂƌƐ ĂƐ Ă ǁĂǇ ŽĨ ĚĞĂůŝŶŐ ǁŝƚŚ ŚŝƐƚŽƌŝĐĂů ƚƌĂƵŵĂ͕͛ ǁŚŝůƐƚ ͚VĄǌƋƵĞǌ MŽŶƚĂůďĄŶ ŚĂƐ ĚĞƐĐƌŝďĞĚ ƚŚĞ ĞĨĨĞĐƚƐ ŽĨ 

Francoist repression and censorsŚŝƉ ĂƐ Ă ͞ǀĂŵƉŝƌŝǌĂĐŝſŶ ĚĞ ůĂ ŵĞŵŽƌŝĂ͛͟ ;͚ǀĂŵƉŝƌŝǌĂƚŝŽŶ ŽĨ ŵĞŵŽƌǇ͛Ϳ ;ϮϬϬϭ͗ 

n.p.). However, as we have seen, Noctámbulo͛Ɛ CĂŶĂƌŝĂŶ ǀĂŵƉŝƌĞ ŝƐ Ă ĐŽŶƚƌĂĚŝĐƚŽƌǇ ĐŚĂƌĂĐƚĞƌ ĂŶĚ 

attempting to accord moralistic readings to the work can be problematic since the novĞů ĞǀĂĚĞƐ ƐƵĐŚ ͚ŶĞĂƚ͛ 

(arguably simplistic) interpretations. 

Aƚ ƚŚŝƐ ƉŽŝŶƚ ŝƚ ŝƐ ǁŽƌƚŚ ŶŽƚŝŶŐ ƚŚĂƚ͕ ĂƐ ǁĞůů ĂƐ ƉƌŽǀŽŬŝŶŐ ƌĞĨůĞĐƚŝŽŶƐ ŽŶ “ƉĂŝŶ͛Ɛ ;ĂŶĚ ƚŚĞ CĂŶĂƌŝĞƐ͛Ϳ 

problems whilst grappling with the past, Aguerralde transports the issues arising from memories onto a 

ďƌŽĂĚĞƌ ƉůĂƚĨŽƌŵ͘ PĂƵůĂ͛Ɛ ĞǆƉĞƌŝĞŶĐĞ͕ ŝŶ ƉĂƌƚŝĐƵůĂƌ͕ ĞŶŐĂŐĞƐ ƐƚƌŽŶŐůǇ ǁŝƚŚ ƚŚĞ ǁŝĚĞƌ ŚƵŵĂŶ ĞǆƉĞƌŝĞŶĐĞ ŽĨ 

dealing with memories, expressing an emotion that is both timeless and universal. Questions concerning the 

process of remembering, the retention and impact of memories more generally are also explored by 

Aguerralde with acute psychological sensitivity and notable accuracy. For example, of the fatally wounded 

PĂƵůĂ͕ ǁĞ ƌĞĂĚ ƚŚĂƚ ͚ƐƵ ŵĞŵŽƌŝĂ ƚƌĂŶƐƉŽƌƚſ Ă ƌĞĐƵĞƌĚŽƐ ĚĞ ĂŶƚĂŹŽ ƋƵĞ ĐƌĞşĂ ŽůǀŝĚĂĚŽƐ͛ ;͚ŚĞƌ ŵĞŵŽƌǇ 

ĐĂƌƌŝĞĚ ŚĞƌ ďĂĐŬ ƚŽ ƚŚĞ ĚŝƐƚĂŶƚ ƉĂƐƚ ƚŚĂƚ ƐŚĞ ƚŚŽƵŐŚƚ ŚĂĚ ďĞĞŶ ĨŽƌŐŽƚƚĞŶ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϮϯϴͿ͘ TŚŝƐ 

matches the near-death experience accounts reported by real survivors. 

Moreover, in addition to revitalizing questions associated with memory and situating them in a 

broader framework, Aguerralde subverts the commonly negative connotations they are accorded in the 

“ƉĂŶŝƐŚ ĐŽŶƚĞǆƚ͘ LĂďĂŶǇŝ ĂůůƵĚĞƐ ƚŽ ƚŚĞ ďƵƌĚĞŶ ŽĨ ƚŚĞ ƉĂƐƚ ǁŚĞŶ͕ ŽĨ JƵĂŶ MĂƌƐĠ͛Ɛ Si te dicen que caí (The 

Fallen, 1973), she observĞƐ ƚŚĂƚ ͚΀͙΁ ŝĨ ĨĂŶƚĂƐǇ ŝƐ ĂŶ ĂƚƚĞŵƉƚ Ăƚ ŵĂƐƚĞƌǇ͕ ŵĞŵŽƌǇ ŝƐ Ă ĨŽƌŵ ŽĨ ƐůĂǀĞƌǇ ƚŽ ƚŚĞ 

ƉĂƐƚ͛ ;ϭϵϴϵ͗ ϭϳϮͿ͘ CŽŶƚƌĂƌŝůǇ͕ Ă ƉŽƐŝƚŝǀĞ ŵĞƐƐĂŐĞ ŵĂǇ ďĞ ŐůĞĂŶĞĚ ĨƌŽŵ Noctámbulo. Although memories can 

burden the characters, they are also vital. The identity of the dead girl from the discotheque is effectively 

ĞƌĂƐĞĚ ĂƐ ŶŽďŽĚǇ ĐĂŶ ƌĞŵĞŵďĞƌ ŚĞƌ͗ ͚NŽ ƌĞĐŽƌĚĂďĂŶ ǀĞƌůĂ ďĂŝůĂƌ ĐŽŶ ŶĂĚŝĞ͕ Ŷŝ ƐŝƋƵŝĞƌĂ ŚĂďůĂƌ ĐŽŶ ŶĂĚŝĞ͘ DĞ 

ŚĞĐŚŽ͕ ŶŽ ƌĞĐŽƌĚĂďĂŶ ǀĞƌůĂ͛͘ ;͚TŚĞǇ ĚŝĚŶ͛ƚ ƌĞŵĞŵďĞƌ ƐĞĞŝŶŐ ŚĞƌ ĚĂŶĐŝŶŐ ǁŝƚŚ ĂŶǇďŽĚǇ͕ Žƌ ĞǀĞŶ ƚĂůŬŝŶŐ ƚŽ 

anǇďŽĚǇ͘ IŶ ĨĂĐƚ͕ ƚŚĞǇ ĚŝĚŶ͛ƚ ƌĞŵĞŵďĞƌ ƐĞĞŝŶŐ ŚĞƌ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϴϬ͘Ϳ MŽƌĞ ŝŵƉŽƌƚĂŶƚůǇ͕ ŵĞŵŽƌŝĞƐ ĐĂŶ 

be centred on constancy and loyalty, with past love offering an opportunity to overcome the horrors of the 

present. Thus Javier, despite his priestly vocation, which should arguably induce him to condemn a 

murderer, cannot relinquish past bonds: 
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El padre Javier no pensaba que tuviera a sus pies a un asesino, no identificó a aquel ser con un 

demonio nocturno, un ángel de la muerte. Sabía que Diego no podía cambiar, pero sabía que, por 

encima de todo, aquel muchacho era su amigo.  

;FĂƚŚĞƌ JĂǀŝĞƌ ĚŝĚŶ͛ƚ ƚŚŝŶŬ ƚŚĂƚ ŚĞ ŚĂĚ Ă ŵƵƌĚĞƌĞƌ Ăƚ ŚŝƐ ĨĞĞƚ͕ ŚĞ ĚŝĚŶ͛ƚ ƌĞŐĂƌĚ Śŝŵ ĂƐ Ă ŶŽĐƚƵƌŶĂů 

ĚĞŵŽŶ͕ ĂŶ ĂŶŐĞů ŽĨ ĚĞĂƚŚ͘ HĞ ŬŶĞǁ ƚŚĂƚ DŝĞŐŽ ĐŽƵůĚŶ͛ƚ ĐŚĂŶŐĞ͕ ďƵƚ͕ ĂďŽǀĞ Ăůů͕ ŚĞ knew that this 

man was his friend. Aguerralde 2010: 77.) 

 

Paula, for her part, is able to use her past memories of the sulphuric smell for a positive purpose, namely to 

ƌĞĐŽŶƐƚƌƵĐƚ ƚŚĞ ƚƌƵƚŚ ĂŶĚ ƵŶĐŽǀĞƌ DŝĞŐŽ͛Ɛ ĞǆŝƐƚĞŶĐĞ ;AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϵϴͿ͘ IŶ CŚĂƉƚĞƌƐ 14 and 25, too, she is 

ĂďůĞ ƚŽ ͚ĨŽƌŐĞƚ͛ DŝĞŐŽ͛Ɛ ƉĂƐƚ ĐƌŝŵĞƐ ĂŶĚ ŽŶůǇ ƌĞŵĞŵďĞƌ ŚĞƌ ůŽǀĞ͘ TŚĞ ƚĞƌŵƐ ͚ŽůǀŝĚĂƌ͛ ;ĨŽƌŐĞƚͿ ĂŶĚ ͚ƌĞĐŽƌĚĂƌ͛ 

(remember) are loaded with significance here, reminding readers that the process of remembering is not 

necessarily logical; it may be piecemeal and is subjected, above all, to human willpower. In other words, 

ŵĞŵŽƌŝĞƐ ĐĂŶ ďĞ ƌĞƚĂŝŶĞĚ Žƌ ĨŽƌŐŽƚƚĞŶ ĂƐ ƚŚĞŝƌ ͚ŽǁŶĞƌ͛ ĚĞƐŝƌĞƐ͘ DŝĞŐŽͬ“ĂďůĞ ƚŚƵƐ ĚŝƐĐŽǀĞƌƐ ƚŚĂƚ ŚŝƐ ŚĂƚƌĞĚ 

ƚŽǁĂƌĚƐ LƵĐşĂ ĚŝŵŝŶŝƐŚĞƐ ;͚΀͙΁ ĐŽŶ Ğů ƚŝĞŵƉŽ͕ ĐŽŵŽ ůĂƐ ĐŝĐĂƚƌŝĐes de aquel primer mordisco, su odio por ella 

ƚĂŵďŝĠŶ ŚĂďşĂ ĚĞƐĂƉĂƌĞĐŝĚŽ͛ ΀͚ŽǀĞƌ ƚŝŵĞ͕ ůŝŬĞ ƚŚĞ ƐĐĂƌƐ ĨƌŽŵ ƚŚĂƚ ĨŝƌƐƚ ďŝƚĞ͕ ŚŝƐ ŚĂƚƌĞĚ ƚŽǁĂƌĚƐ ŚĞƌ ŚĂĚ ĂůƐŽ 

ĚŝƐĂƉƉĞĂƌĞĚ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϴ΁Ϳ͕ ǁŚŝůƐƚ ŚŝƐ ůŽǀĞ ĨŽƌ PĂƵůĂ ƌĞŵĂŝŶƐ ĐŽŶƐƚĂŶƚ͘ LĞĂƌŶŝŶŐ ƚŽ ůŝǀĞ ǁŝth the 

past, to disregard negative memories and focus on the positive, is the experience that makes the characters 

strongest: 

 

Recordaba su voz, recordaba sus ojos, su cara, pero su olor... El mismo olor de siempre. Recuerdos, 

imágenes, sensaciones que creía perdidas, sueños imposibles que tomaban forma al otro lado de 

aquella puerta.  

;HĞ ƌĞŵĞŵďĞƌĞĚ ŚĞƌ ǀŽŝĐĞ͕ ŚĞ ƌĞŵĞŵďĞƌĞĚ ŚĞƌ ĞǇĞƐ͕ ŚĞƌ ĨĂĐĞ͕ ďƵƚ ŚĞƌ ƐŵĞůů͙ Iƚ ǁĂƐ ƚŚĞ ƐĂŵĞ ƐŵĞůů 

as ever. Memories, images, sensations that he believed had been lost, impossible dreams that began 

to take shape on the other side of that door. Aguerralde 2010: 74.) 

 

As this quotation reveals, time, like the process of remembering, does not correspond to a logical sequence 

of events in Noctámbulo. Sometimes time stops for the characters as they struggle to reconcile past and 

present. When she re-encounters Diego 17 years after he disappeared, 

 

El tiempo se detuvo para Paula cuando reconoció aquellos ojos, volvió hacia atrás y se paró de 

nuevo, después regresó al presente sin creerlo y tuvo que dar media vuelta y retroceder otra vez 

diecisiete años, pero no era posible [...].  
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(Time stopped for Paula when she recognized those eyes, she went back and stopped again, then 

she returned to the present without believing it and had to take a half-turn and go back seventeen 

ǇĞĂƌƐ ĂŐĂŝŶ͕ ďƵƚ ŝƚ ǁĂƐ ŝŵƉŽƐƐŝďůĞ ΀͙΁͘ Aguerralde 2010: 118.) 

 

Hence the novel will often jump forwards and backwards, requiring the readers to try and make sense of it.  

 

Challenging Expectations and Revitalizing Readerly Experiences 

As can be surmised from the above, Aguerralde builds the process of challenging expectations (for instance 

with respect to the Canarian setting, the vampire and memories) into the reading experience. The 

significance of remembering is notably embroiled in this, as the author plays upon our memories of what we 

ŚĂǀĞ ƌĞĂĚ Žƌ ĞǆƉĞƌŝĞŶĐĞĚ ŝŶ ƚŚĞ ƉĂƐƚ͘ IŶ ƐŽ ĚŽŝŶŐ͕ ŚĞ ƚƌĂŶƐĨĞƌƐ ƚŚĞ ͚ŶĂƌƌŽǁŶĞƐƐ͛ ŽĨ ƚŚĞ ŝƐƐƵĞƐ ĐŽŶĐĞƌŶŝŶŐ 

Spanish memory onto a more universal platform and, revitalizing such matters, once again challenges the 

ƌĞĂĚĞƌƐ͛ ĂƐƐƵŵƉƚŝŽŶƐ ĂŶĚ ƉƌĞĐŽŶĐĞŝǀĞĚ ŝĚĞĂƐ͘ 

Noctámbulo ŚĂƐ Ă ƐƚƌŽŶŐ ŵĞƚĂƚĞǆƚƵĂů ĚŝŵĞŶƐŝŽŶ ĂŶĚ ŽĨƚĞŶ ƌĞůŝĞƐ ŽŶ ƚŚĞ ƌĞĂĚĞƌƐ͛ ƉƌŝŽƌ ŬŶŽǁůĞĚŐĞ ŽĨ 

the traditional portrayal of vampires, which is interlinked with the literary world of Dracula, the 

supernatural, of werewolves, bats and devils, as well as ghosts, real murders (Lee Oswald), thrillers and 

horror films (Hannibal Lecter and Nosferatu).13 As noted previously, the author stated that he had read 

Dracula and other vampire novels,14 and had been inspired by Interview with the Vampire.15 In addition to 

these key works, readers are able to recognize, remember and enjoy multiple features of vampire traditions 

more broadly as familiar terms, including the Germanic/Slavonic equivalents of wampyr and nosferatu are 

employed in the novel, together with strigoi͕ ǁŚŝůƐƚ “ĂďůĞ͛Ɛ ĐŽĚĞ ŶĂŵĞ ŝƐ Vladymir Tepes (an allusion to Vlad 

ƚŚĞ IŵƉĂůĞƌͿ͘ “ĂďůĞ͕ ƚŽŽ͕ ĂƐ ͚Ğů ŶŽĐƚĄŵďƵůŽ͛ ;͚ŶŝŐŚƚ Žǁů͛Ϳ ŚĂƐ ƚŚĞ ƚƌĂĚŝƚŝŽŶĂů ǀĂŵƉŝƌŝĐ ĂƐƐŽĐŝĂƚŝŽŶ ǁŝƚŚ ƚŚĞ 

darkness and there are links with the settings and atmosphere of Gothic literature. For example, the old 

ŚŽƵƐĞ ǁŚĞƌĞ DŝĞŐŽ ǁĂƐ ƐĞĚƵĐĞĚ ďǇ ƚŚĞ ǀĂŵƉŝƌĞ LƵĐşĂ ƐŚĂƌĞƐ ƉĂƌĂůůĞůƐ ǁŝƚŚ ƚŚĞ ͚ŚĂƵŶƚĞĚ ŚŽƵƐĞ͛ ;ůŝŬĞ 

Marsten House in SĂůĞŵ͛Ɛ LŽƚͿ͘ Iƚ ŝƐ ĚĞƐĐƌŝďĞĚ ĂƐ ͚Ğů ǀŝĞũŽ ĐĂƐĞƌſŶ͕ ĚĞů ƋƵĞ ůĂƐ ůĞǇĞŶĚĂƐ ĞƌĂŶ ƉŽƌ ůŽ ŵĞŶŽƐ ƚĂŶ 

antiguaƐ ĐŽŵŽ Ğů ƉƌŽƉŝŽ ƉƵĞďůŽ͛ ;͚ƚŚĞ ŽůĚ ŚŽƵƐĞ͕ ƚŚĞ ŽŶĞ ǁŚŽƐĞ ůĞŐĞŶĚƐ ǁĞƌĞ Ăƚ ůĞĂƐƚ ĂƐ ŽůĚ ĂƐ ƚŚĞ ƚŽǁŶ 

ŝƚƐĞůĨ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϳͿ͕ ƐĞƚ ŝŶ ƚŚĞ ĚĞƉƚŚƐ ŽĨ Ă ĨŽƌĞƐƚ ƉƌĞƐƵŵĂďůǇ ŝŶ ƚŚĞ ĐĞŶƚƌĞ ŽĨ ƚŚĞ ŝƐůĂŶĚ ŽĨ GƌĂŶ 

CĂŶĂƌŝĂ ǁŝƚŚ Ă ƐĞĞŵŝŶŐ ůŝĨĞ ŽĨ ŝƚƐ ŽǁŶ͗ ͚LĂ ĐĂƐĂ Ğƌa realmente aterradora, como un cadáver que en cualquier 

ŝŶƐƚĂŶƚĞ ĨƵĞƌĂ Ă ĐŽďƌĂƌ ǀŝĚĂ Ǉ ŵŽǀĞƌƐĞ͛͘ ;͚TŚĞ ŚŽƵƐĞ ǁĂƐ ƌĞĂůůǇ ƚĞƌƌŝĨǇŝŶŐ͕ ůŝŬĞ Ă ďŽĚǇ ƚŚĂƚ ƐƵĚĚĞŶůǇ ĐĂŵĞ 

                                                 
13 AŐƵĞƌƌĂůĚĞ ƌĞǀĞĂůĞĚ ƚŚĂƚ ͚Para escribir Noctámbulo ŵĞ ĞŵƉĂƉĠ ĚĞ ůĞǇĞŶĚĂƐ ǀĂŵƉşƌŝĐĂƐ ĐĞŶƚƌŽĞƵƌŽƉĞĂƐ ΀͘͘͘΁͛͘ ;͚IŶ ŽƌĚĞƌ ƚŽ ǁƌŝƚĞ 
Noctámbulo I ŝŵŵĞƌƐĞĚ ŵǇƐĞůĨ ŝŶ CĞŶƚƌĂů EƵƌŽƉĞĂŶ ǀĂŵƉŝƌŝĐ ůĞŐĞŶĚƐ͛͘ La ventana secreta, May 2014.) 
14 ͚΀͙΁ ĚŝƐĨƌƵƚĠ ĐŽŶ ůĂ ƌĞǀŝƐŝſŶ ŵŽĚĞƌŶĂ ƋƵĞ ĚĞů ŵŝƚŽ ŚĂĐĞ “ƚĞƉŚĞŶ KŝŶŐ ĞŶ El Misterio de Salem's Lot, una de mis novelas de 

cabecera, junto con Soy Leyenda͕ ĚĞ ‘ŝĐŚĂƌĚ MĂƚŚĞƐŽŶ͛͘ ;͚I ĞŶũŽǇĞĚ “ƚĞƉŚĞŶ KŝŶŐ͛Ɛ ŵŽĚĞƌŶ ƌĞǀŝƐŝŽŶ ŽĨ ƚŚĞ ŵǇƚŚ ŝŶ SĂůĞŵ͛Ɛ LŽƚ, one 

ŽĨ ŵǇ ĨĂǀŽƵƌŝƚĞ ŶŽǀĞůƐ͕ ĂůŽŶŐ ǁŝƚŚ ‘ŝĐŚĂƌĚ MĂƚŚĞƐŽŶ͛Ɛ I am Legend͛͘ Opinión de libros 2010.) 
15 ͚NŽ ŵĞ ŐƵƐƚſ ŶĂĚĂ͕ ůŽ ƌĞĐŽŶŽǌĐŽ͖ ƉĞƌŽ ŵĞ Ăďƌŝſ ůŽƐ ŽũŽƐ Ă ƵŶŽƐ personajes que sólo había visto en películas, de los que sólo había 

ŽşĚŽ ĞŶ ůĂƐ ƚşƉŝĐĂƐ ŚŝƐƚŽƌŝĂƐ ƉĂƌĂ ŶŝŹŽƐ͘ MĞ Ɛŝƌǀŝſ ƉĂƌĂ ŝŶƚĞƌĞƐĂƌŵĞ ƉŽƌ Ğů ǀĂŵƉŝƌŽ ĞŶ ůĂ ůŝƚĞƌĂƚƵƌĂ͛͘ ;͚I ĂĚŵŝƚ ƚŚĂƚ I ĚŝĚŶ͛ƚ ůŝŬĞ ŝƚ͕ ďƵƚ ŝƚ 
opened my eyes to some characters that I had ŽŶůǇ ƐĞĞŶ ŝŶ ĨŝůŵƐ͕ ƚŚĂƚ I ŚĂĚ ŽŶůǇ ŚĞĂƌĚ ŽĨ ŝŶ ĐŚŝůĚƌĞŶ͛Ɛ ƐƚŽƌŝĞƐ͘ Iƚ ŚĞůƉĞĚ ƚŽ ĨƵĞů ŵǇ 
ŝŶƚĞƌĞƐƚ ŝŶ ƚŚĞ ǀĂŵƉŝƌĞ ŝŶ ůŝƚĞƌĂƚƵƌĞ͛͘ Opinión de libros 2010.) 
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ďĂĐŬ ƚŽ ůŝĨĞ ĂŶĚ ƐƚĂƌƚĞĚ ƚŽ ŵŽǀĞ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ Ϯϰ͘Ϳ AƐ VŝĚůĞƌ ŶŽƚĞƐ͕ ͚TŚĞ ŚŽƵƐĞ ƉƌŽǀŝĚĞs an especially 

favored site for uncanny disturbances: its apparent domesticity, its residue of family history and nostalgia, its 

role as the last and most intimate shelter of private comfort sharpened by contrast the terror of invasion by 

ĂůŝĞŶ ƐƉŝƌŝƚƐ͛ ;1992: 17). Other Gothic settings and features include the mausoleum,16 the church, together 

with the storms, the lightning, the blackness, the shadows, the candles and candelabra, the coffins and so 

forth. However, Noctámbulo is far from derivational. Although such references apparently (and initially) 

serve as bases for assumptions, they are combined with unexpected locations, for example the discotheque 

and the beach (presumably Las Canteras), where Sable conducts his murders. Similarly, the representations 

of vampires are refuted, even contradicted, as vampire traditions are revitalized. 

LŝŬĞ ‘ŝĐĞ͛Ɛ Interview with the Vampire, Aguerralde questions traditional assumptions concerning the 

vampire but he goes much further. At the beginning of Noctámbulo, common knowledge is assumed through 

ƚŚĞ ƌĞĨĞƌĞŶĐĞƐ ƚŽ ƚƌĂĚŝƚŝŽŶĂů ǀĂŵƉŝƌŝƐŵ ;ĐŽŶǀĞǇĞĚ ǀŝĂ ƚŚĞ ĂůůƵƐŝŽŶƐ ƚŽ ƚŚĞ ǀĂŵƉŝƌĞ͛Ɛ ƉĂůĞ ƐŬŝŶ͕ ŚŝƐ ĂůŵŽƐƚ 

albino eyes and a blood stain) but the novel then proceeds to question such assumptions as the vampire 

ŵŽĐŬƐ ͚ůĂƐ ŵĂũĂĚĞƌşĂƐ ĚĞ ĐƵĞŶƚŝƐƚĂƐ Ǉ ůŝƚĞƌĂƚŽƐ ƋƵĞ ĂƐĞŐƵƌĂďĂŶ ƋƵĞ ĚĞďşĂ ŽĐƵůƚĂƌƐĞ ĚĞů ƐŽů͛ ;͚ƚŚĞ ŶŽŶƐĞŶƐĞ 

ǁƌŝƚƚĞŶ ďǇ ƐŚŽƌƚ ƐƚŽƌǇ ǁƌŝƚĞƌƐ ĂŶĚ ĂƵƚŚŽƌƐ ǁŚŽ ŝŶƐŝƐƚĞĚ ƚŚĂƚ ŚĞ ŚĂĚ ƚŽ ŚŝĚĞ ĨƌŽŵ ƚŚĞ ƐƵŶ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ 

10) and insists that he does not need to conform to the ͚΀ůĂƐ΁ ŶĞĐĞĚĂĚĞƐ ĚĞ ŐƵŝŽŶŝƐƚĂƐ Ǉ ĨĂďƌŝĐĂŶƚĞƐ ĚĞ best-

sellers͛ ;͚ƚŚĞ ƌƵďďŝƐŚ ǁƌŝƚƚĞŶ ďǇ ƐĐƌĞĞŶǁƌŝƚĞƌƐ ĂŶĚ ďĞƐƚ-ƐĞůůŝŶŐ ĂƵƚŚŽƌƐ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϱͿ͘ AƐ ŵĞŶƚŝŽŶĞĚ 

previously, we discover that Diego/Sable conforms to few vampire traditions and does not share their hatred 

of garlic,17 wine and fear of crucifixes, nor their fear of the sun. Thus on one mock-comic occasion, before 

ŽĨĨĞƌŝŶŐ DŝĞŐŽͬ“ĂďůĞ ƐŽŵĞ ƌĞĚ ǁŝŶĞ͕ PĂƵůĂ ƌĞŵĞŵďĞƌƐ BƌĂŵ “ƚŽŬĞƌ͛Ɛ ŶŽǀĞů͗ ͚“Ğ ƐŝŶƚŝſ ĐŽŵŽ ƵŶĂ ďŽďĂ͘ 

Nunca bebo vino, decía Drácula a sƵ ŝŶǀŝƚĂĚŽ͛͘ ;͚“ŚĞ ĨĞůƚ ƐƚƵƉŝĚ͘ I never drink wine, DƌĂĐƵůĂ ƚŽůĚ ŚŝƐ ŐƵĞƐƚ͛͘ 

Aguerralde 2010: 195.) Diego/ Sable, however, assures her that he loves it. Furthermore, the distinction 

ďĞƚǁĞĞŶ DŝĞŐŽ͛Ɛͬ“ĂďůĞ͛Ɛ ďĞŚĂǀŝŽƵƌ ĂŶĚ ƚŚĂƚ ŽĨ ŚƵŵĂŶƐ ŝƐ ŶŽƚ ĂƐ ƌĂĚŝĐĂů ĂƐ ǁĞ ŵŝŐŚƚ ĞǆƉĞĐƚ͘ TŚŝƐ ŝƐ 

ŚŝŐŚůŝŐŚƚĞĚ ŝŶ CŚĂƉƚĞƌ ϯ͕ ǁŚĞƌĞ ǁĞ ƌĞĂĚ͕ ͚“ĂďůĞ ĚĞƐƉĞƌƚſ ƐŽďƌĞƐĂůƚĂĚŽ͘ Los vampiros también sudaban. 

TĂŵďŝĠŶ ƚĞŶşĂŶ ƉĞƐĂĚŝůůĂƐ͛͘ ;͚“ĂďůĞ ǁŽŬĞ ƵƉ ǁŝƚŚ Ă ƐƚĂƌƚ͘ VĂŵƉŝƌĞƐ ƐǁĞĂƚĞĚ ƚŽŽ͘ TŚĞǇ ĂůƐŽ ŚĂĚ ŶŝŐŚƚŵĂƌĞƐ͛͘ 

Aguerralde 2010: 27.Ϳ Iƚ ŝƐ ĂůƐŽ ĂĐŬŶŽǁůĞĚŐĞĚ ďǇ JĂǀŝĞƌ͕ ǁŚŽ ƚĞůůƐ PĂƵůĂ͕ ͚PŽƌ ůŽ ƋƵĞ ǇŽ ƐĠ ƵŶ ǀĂŵƉŝƌŽ ŶŽ ƐĞ 

ĚŝĨĞƌĞŶĐŝĂ ĚĞŵĂƐŝĂĚŽ ĚĞ ŶŝŶŐƵŶŽ ĚĞ ŶŽƐŽƚƌŽƐ͙͛  ;͚BĂƐĞĚ ŽŶ ǁŚĂƚ I ŬŶŽǁ͕ Ă ǀĂŵƉŝƌĞ ŝƐŶ͛ƚ ƚŚĂƚ ĚŝĨĨĞƌĞŶƚ ĨƌŽŵ 

ĞŝƚŚĞƌ ŽĨ ƵƐ͙͛ Aguerralde 2010: 187.) Harking back to his former life as a human, Diego/Sable still continues 

to engage with human activities: he takes showers, he eats (out of habit), wears shirts and so forth.  

DraǁŝŶŐ ƵƉŽŶ “ƉŽŽŶĞƌ͛Ɛ ĐŽŶƚĞŶƚŝŽŶ ƚŚĂƚ ͚TŚĞ ĂƌĐĂŶĞ͕ ĐƵƌƐĞĚ Žƌ ĚĂŶŐĞƌŽƵƐ ďŽŽŬ ŚĂƐ ĂůǁĂǇƐ ďĞĞŶ Ă 

ƌĞĐƵƌƌŝŶŐ ĨĞĂƚƵƌĞ ŽĨ GŽƚŚŝĐ ĨŝĐƚŝŽŶ͛ ;ĐŝƚĞĚ ŝŶ DĂǀŝĞƐ ϮϬϭϳ͗ ϱϳͿ͕ ďŽŽŬƐ ĞǆĞƌƚ Ă ŵĂũŽƌ ŝŶĨůƵĞŶĐĞ ŽǀĞƌ 
                                                 
16 TŚŝƐ ůŽĐĂƚŝŽŶ ŝƐ ŶŽƚ ĚŝƐƐŝŵŝůĂƌ ƚŽ ƚŚĞ ĐĞŵĞƚĞƌǇ͕ ĚĞƐĐƌŝďĞĚ ďǇ Ě͛HƵŵŝğƌĞƐ ĂƐ ͚ƚŚĞ ƉůĂĐĞ ǁŚĞƌĞ ŽŶĞ ĨĞĞůƐ ƚŚĞ ƉƌĞƐĞŶĐĞ ŽĨ ĂďƐĞŶĐĞ͛ 
(cited in Davies 2017: 70). 
17 PĂƵůĂ ĂƐŬƐ DŝĞŐŽͬ“ĂďůĞ͕ ͚൞͎Y ƋƵĠ ƉĂƐĂ ĐŽŶ Ğů ĂũŽ͍൞ ΀͙΁ 
൞Mŵŵŵ͘ ΀͙΁ MĞ ĞŶĐĂŶƚĂ Ğů ĂũŽ͛͘ 
;͞AŶĚ ǁŚĂƚ ĂďŽƵƚ ŐĂƌůŝĐ͟ ΀͙΁ 
͞Mŵŵŵ͘ ΀͙΁ I ůŽǀĞ ŐĂƌůŝĐ͘͟ Aguerralde 2010: 193.) 
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Noctámbulo͛Ɛ ĐŚĂƌĂĐƚĞƌƐ. PĂƵůĂ͛Ɛ ĂŶĚ JĂǀŝĞƌ͛Ɛ ĂƚƚŝƚƵĚĞƐ ƚŽǁĂƌĚƐ Diego/Sable are based on memories of what 

ƚŚĞǇ ŚĂǀĞ ƌĞĂĚ ĂŶĚ ƌĞĂů ǁŽƌŬƐ ;ŝŶĐůƵĚŝŶŐ “ƚŽŬĞƌ͛Ɛ Dracula ĂŶĚ MĐNĂůůǇ͛Ɛ In Search of Dracula) are 

mentioned, conferring a degree of veracity on the novel. However, when Emek reads from historical books 

on vampires, DŝĞŐŽͬ“ĂďůĞ ŝƐ ĞǆƚƌĞŵĞůǇ ĐƌŝƚŝĐĂů ĂŶĚ ĐŚĂůůĞŶŐĞƐ ǁŚĂƚ ŚĂƐ ďĞĞŶ ǁƌŝƚƚĞŶ͗ ͚ʹTonteríasʹ gruñó 

Sableʹ. NĂĚĂ ƐĞ ƐĂďĞ ĚĞ ůŽƐ ǀĂŵƉŝƌŽƐ͘ TŽĚŽ ůŽ ƋƵĞ ƐĞ ĐƵĞŶƚĂ ĞŶ ůŽƐ ůŝďƌŽƐ Ǉ ĞŶ ůĂƐ ƉĞůşĐƵůĂƐ ƐŽŶ ĞƐƚƵƉŝĚĞĐĞƐ͛ 

;͞NŽŶƐĞŶƐĞ͕͟ ŐƌƵŵďůĞĚ “ĂďůĞ͘ ͞TŚĞǇ ĚŽŶ͛ƚ ŬŶŽǁ ĂŶǇƚŚŝŶŐ about vampires. Everything that appears in books 

ĂŶĚ ĨŝůŵƐ ŝƐ ƵƚƚĞƌ ƌƵďďŝƐŚ͘͟ Aguerralde 2010: 227.) This echoes the contempt he had expressed in Chapter 7: 

͚NŽǀĞůŝƐƚĂƐ͕ ƉĞŶƐſ ĐŽŶ ĚĞƐƉƌĞĐŝŽ ŵŝƌĄŶĚŽƐĞ ĞŶ Ğů ĞƐƉĞũŽ͕ ƐĞŐƷŶ ĞůůŽƐ ŶŽ ĚĞďĞƌşĂƐ ĞƐƚĂƌ ĂŚş͛͘ ;͞NŽǀĞůŝƐƚƐ͕͟ ŚĞ 

ƚŚŽƵŐŚƚ ĐŽŶƚĞŵƉƚƵŽƵƐůǇ͕ ůŽŽŬŝŶŐ Ăƚ ŚŝŵƐĞůĨ ŝŶ ƚŚĞ ŵŝƌƌŽƌ͘ ͞AĐĐŽƌĚŝŶŐ ƚŽ ƚŚĞŵ ǇŽƵ ƐŚŽƵůĚŶ͛ƚ ďĞ ƚŚĞƌĞ͘͟ 

AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϴ͘Ϳ HĞƌĞ ƚŚĞ ŵŝƌƌŽƌ ŝŵĂŐĞ͕ Ă ͚ƉůĂĐĞůĞƐƐ ƉůĂĐĞ͛ ƚŚĂƚ ǇŝĞůĚƐ ͚Ă ƐŽƌƚ ŽĨ ƐŚĂĚŽǁ ƚŚĂƚ ŐŝǀĞƐ ŵǇ 

ŽǁŶ ǀŝƐŝďŝůŝƚǇ ƚŽ ŵǇƐĞůĨ͛ ;FŽƵĐĂƵlt 1986: 24), not only refutes the traditional belief that vampires cannot see 

themselves in mirrors, but ironically undermines the mimetic pretensions of realist novels in the past, as well 

ĂƐ ĚƌĂǁŝŶŐ ƵƉŽŶ FŽƵĐĂƵůƚ͛Ɛ ĐŽŶĐĞƉƚ ŽĨ ŚĞƚĞƌŽƚŽƉŝĂ͘18 Later, Sable continues to describe such assumptions as 

͚ĐŚŽƌƌĂĚĂƐ͛ ;͚ŶŽŶƐĞŶƐĞ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϮϯϲͿ͕ ĂůƚŚŽƵŐŚ EŵĞŬ ƌĞďƵŬĞƐ Śŝŵ͗ ͚NŽ ƐŽŶ ƚŽŶƚĞƌşĂƐ͕ ŵƵĐŚĂĐŚŽ 

΀͙΁͘ MƵĐŚĂ ŐĞŶƚĞ ŚĂ ĐƌĞşĚŽ ĞŶ ĞƐƚŽ ĚƵƌĂŶƚĞ ƐŝŐůŽƐ͛͘ ;͞Iƚ ŝƐŶ͛ƚ ŶŽŶƐĞŶƐĞ͕ ŵǇ ƐŽŶ ΀͙΁͘ Lots of people have 

believĞĚ ŝŶ ƚŚŝƐ ĨŽƌ ĐĞŶƚƵƌŝĞƐ͘͟ Aguerralde 2010: 231.) DŝĞŐŽͬ“ĂďůĞ ƚŚĞŶ ƌĞƚŽƌƚƐ͕ ͚͋A ůĂ ŵŝĞƌĚĂ ůĂ ŐĞŶƚĞ͊ ΀͙΁ 

¡Yo soy un vampiro, viejo! ¡Yo soy uno de ellos! Y te aseguro que ninguna de esas patrañas tiene un solo 

ƌĂƐŐŽ ĚĞ ǀĞƌĚĂĚ͛͘ ;͞TŽ ŚĞůů ǁŝƚŚ ƉĞŽƉůĞ͊ ΀͙΁ I͛ŵ Ă ǀĂŵƉŝƌĞ͕ ŵǇ ŽůĚ ŵĂŶ͊ I͛ŵ ŽŶĞ ŽĨ ƚŚĞŵ͊ AŶĚ I ĐĂŶ ĂƐƐƵƌĞ 

ǇŽƵ ƚŚĂƚ ŶŽŶĞ ŽĨ ƚŚŽƐĞ ƚĂůĞƐ ŚĂƐ Ă ƐŝŶŐůĞ ŐƌĂŝŶ ŽĨ ƚƌƵƚŚ͘͟ Aguerralde 2010: 231.) Indeed, it turns out that 

Diego/Sable is not a unique case because Stephanek, the other vampire, is not afraid of crucifixes either and 

ĞǀĞŶ JĂǀŝĞƌ ŚĂĚ ďĞĞŶ ĨŽƌĐĞĚ ƚŽ ĂĐŬŶŽǁůĞĚŐĞ ƚŚĂƚ ͚ůŽƐ ůŝďƌŽƐ ΀ƐŽďƌĞ ǀĂŵƉŝƌŽƐ͕ ŵŝƚŽƐ Ǉ ůĞǇĞŶĚĂƐ΁ ŶŽ ůĞ ŚĂďşĂŶ 

ƐĞƌǀŝĚŽ ƉĂƌĂ ŶĂĚĂ͛͘ ;͚ƚŚĞ ďŽŽŬƐ ŚĂĚ ďĞĞŶ ŶŽ ƵƐĞ ƚŽ Śŝŵ ǁŚĂƚƐŽĞǀĞƌ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϰϮͿ͘19 

‘ĞŵĞŵďĞƌŝŶŐ ͚ĐŽŵŵŽŶ ŬŶŽǁůĞĚŐĞ͛ ƌĞŐĂƌĚŝŶŐ ǀĂŵƉŝƌĞƐ ;ĞƐƉĞĐŝĂůůǇ ƚŚĂƚ ĂĐƋƵŝƌĞĚ ǀŝĂ ƌĞĂĚŝŶŐͿ͕ ƚŚĞŶ͕ 

is revealed to be erroneous and rooted in ignorance. This is a recurring pattern throughout Noctámbulo as 

other expectations are also challenged. Gender expectations, for example, are similarly subverted, notably 

ƚŚƌŽƵŐŚ PĂƵůĂ͛Ɛ ƚƌĂŶƐĨŽƌŵĂƚŝŽŶ͘ LŝŬĞ ‘ŝĐĞ͛Ɛ ĐŚŝůĚ ǀĂŵƉŝƌĞ͕ CůĂƵĚŝĂ͕ ƐŚĞ ďĞĐŽŵĞƐ ĂŶ ĞǀĞŶ ŵŽƌĞ ƌƵƚŚůĞƐƐ ĂŶĚ 

ferocious killer than Diego/Sable, echoing the femme fatale figure of the vampiric Lucía, who, sharing 

similarities with Lilith, seduced Diego with her beauty and crystal-like voice and turned him into a vampire. It 

ŝƐ ŶŽƚ ŝŶƐŝŐŶŝĨŝĐĂŶƚ ƚŚĂƚ LƵĐşĂ͛Ɛ ͚ǀŽǌ ΀ƋƵĞ΁ ƐŽŶĂďĂ Ă ĐƌŝƐƚĂů͛ ;͚ĐƌǇƐƚĂů-ƐŽƵŶĚŝŶŐ ǀŽŝĐĞ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϵͿ ŝƐ 

ŵĂƚĐŚĞĚ ďǇ PĂƵůĂ͛Ɛ ͚ƌŝƐĂ ĚĞ ĐƌŝƐƚĂů͛ ;͚ĐƌǇƐƚĂů ůĂƵŐŚ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϳϱͿ͘ FƵƌƚŚĞƌŵŽƌĞ͕ PĂƵůĂ͕ ŝŶ ƚŚĞ ĂĐƚ ŽĨ 

ŵƵƌĚĞƌŝŶŐ DĂŶŝĞů͕ ŝƐ ĚĞƐĐƌŝďĞĚ ĂƐ ͚ĂƋƵĞůůĂ ǀşďŽƌĂ͛ ;͚ƚŚĂƚ ǀŝƉĞƌ͕͛ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϮϱϴͿ͕ ĞƋƵĂƚŝŶŐ ŚĞƌ ǁŝƚŚ ƚŚĞ 
                                                 
18 FouĐĂƵůƚ ĚĞĨŝŶĞƐ ŚĞƚĞƌŽƚŽƉŝĂ ĂƐ ͚ƌĞĂů ƉůĂĐĞƐ͕ ĂĐƚƵĂů ƉůĂĐĞƐ͕ ƉůĂĐĞƐ ƚŚĂƚ ĂƌĞ ĚĞƐŝŐŶĞĚ ŝŶƚŽ ƚŚĞ ǀĞƌǇ ŝŶƐƚŝƚƵƚŝŽŶ ŽĨ ƐŽĐŝĞƚǇ͕ ǁŚŝĐh are 

sorts of actually realized utopias in which the real emplacements, all the other real emplacements that can be found within the 

culture are, at the same time, represented, contested, and reversed, sorts of places that are outside all places, although they are 

ĂĐƚƵĂůůǇ ůŽĐĂůŝǌĂďůĞ͛͘ (Cited in Davies 2008: 396). 
19 He also tells PĂƵůĂ͕ ͚Aů ƉĂƌĞĐĞƌ ŶŽ ƚŽĚŽ ůŽ ƋƵĞ ƐĞ ƉŽŶĞ ĞŶ ůĂƐ ŶŽǀĞůĂƐ ĞƐ ĐŝĞƌƚŽ ΀͙΁͛͘ ;͚AƉƉĂƌĞŶƚůǇ ŶŽƚ ĞǀĞƌǇƚŚŝŶŐ ǁƌŝƚƚĞŶ ŝŶ ŶŽǀĞůƐ ŝƐ 
ĐŽƌƌĞĐƚ͘ ΀͙΁͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϭϴϳ͘Ϳ 
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ďƌƵƚĂů ĂŶŝŵĂů ǁŽƌůĚ͕ ĂŶĚ ƐŚĞ ĂďĂŶĚŽŶƐ ŚŝƐ ďŽĚǇ ǁŝƚŚ ĐŽŶƚĞŵƉƚ͗ ͚LĞ ŵŝƌſ͕ ƉĂƌĞĐşĂ ƵŶ ŐƵŝñapo, un saco de 

ǀşƐĐĞƌĂƐ͕ ĐĂƌŶĞ Ǉ ƐĞŵĞŶ͕ ĚĂďĂ ĂƐĐŽ͛͘ ;͚“ŚĞ ůŽŽŬĞĚ Ăƚ Śŝŵ͕ ŚĞ ůŽŽŬĞĚ ǀŝůĞ͕ ůŝŬĞ Ă ƐĂĐŬ ŽĨ ǀŝƐĐĞƌĂ͕ ĨůĞƐŚ ĂŶĚ 

ƐĞŵĞŶ͕ ŚĞ ǁĂƐ ĚŝƐŐƵƐƚŝŶŐ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ Ϯϱϵ͘Ϳ TŚŝƐ ĐŽŶƚĞƐƚƐ ƚŚĞ ĂƐƐƵŵƉƚŝŽŶ ƚŚĂƚ 

 

[i]t has become almost de rigeur in academic writing on horror to posit the monster as male and, 

ŵŽƌĞ ƉĂƌƚŝĐƵůĂƌůǇ͕ ƚŚĞ ǀŝĐƚŝŵ ĂƐ ĨĞŵĂůĞ͖ ĂƐ CƌĞĞĚ ŶŽƚĞƐ͕ ͚ƚŚĞ ĐŽŶǀĞŶƚŝŽŶĂů ŝŶƚĞƌƉƌĞƚĂƚŝŽŶ ŝƐ ƚŽ ĂƌŐƵĞ 

that the male monster of the classic horror film (ape, werewolf, vampire) represents the repressed 

bestŝĂů ĚĞƐŝƌĞƐ ŽĨ ĐŝǀŝůŝƐĞĚ ŵĂŶ ĂŶĚ ƚŚĂƚ ǁŽŵĂŶ ŝƐ ĂůŵŽƐƚ ĂůǁĂǇƐ ƚŚĞ ŽďũĞĐƚ ŽĨ ƚŚŝƐ ĂŐŐƌĞƐƐŝŽŶ͛ 

(Davies 2006: 141).  

 

It also changes the dynamics of the power relationship within the vampire novel, which is not dissimilar to 

ƚŚĂƚ ŽĨ ƚŚĞ ŚŽƌƌŽƌ Ĩŝůŵ͕ ǁŚĞƌĞ ͚ŵĂle pleasure in horror arises from the feelings of mastery and power that it 

ŝŶĚƵĐĞƐ ŝŶ ƚŚĞ ŵĂůĞ ƐƉĞĐƚĂƚŽƌ ΀͙΁͛ ;HƵƚĐŚŝŶŐƐ ϭϵϵϯ͗ ϴϱͿ͘ Witnessing the control which the females exercise 

ŽǀĞƌ ƚŚĞŝƌ ŵĂůĞ ĐŽƵŶƚĞƌƉĂƌƚƐ͕ ĂƐ LƵĐşĂ ŵĞƐŵĞƌŝǌĞƐ DŝĞŐŽ ;͚“ŝŶƚŝſ ƋƵĞ ŚƵďŝera ido con ella, que hubiera 

ǀŽůĂĚŽ ƉŽƌ ĞůůĂ͕ ƋƵĞ ƐĞƌşĂ ƐƵ ĞƐĐůĂǀŽ Ɛŝ ƐĞ ůŽ ƉŝĚŝĞƌĂ͛͘ ΀͚HĞ ĨĞůƚ ƚŚĂƚ ŚĞ ǁŽƵůĚ ŚĂǀĞ ŐŽŶĞ ǁŝƚŚ ŚĞƌ͕ ŚĞ ǁŽƵůĚ 

ŚĂǀĞ ĨůŽǁŶ ĨŽƌ ŚĞƌ͕ ŚĞ ǁŽƵůĚ ďĞ ŚĞƌ ƐůĂǀĞ ŝĨ ƐŚĞ ĂƐŬĞĚ͛͘ AŐƵĞƌƌĂůĚĞ ϮϬϭϬ͗ ϱϵ΁Ϳ͕ ĂŶĚ ƚŚĞ ŚŽƌƌŝĨŝĐ ŵĂŶŶĞƌ ŝŶ 

which Paula vampirically murders her victims, readers of Noctámbulo may well be disconcerted by this 

topsy-ƚƵƌǀǇ ƚƵƌŶ ŽĨ ĞǀĞŶƚƐ͘ Iƚ ŝƐ ŵĂƚĐŚĞĚ ďǇ ƚŚĞ ĚŝƐƚƵƌďŝŶŐ ƚƌĂŶƐĨŽƌŵĂƚŝŽŶ ŽĨ ƚŚĞ ͚ŬŶŽǁĂďůĞ͕͛ ƐƵŶŶǇ ƐĞĂ-city 

of Las Palmas into a grey, Gothic-horror setting, whilst the love story between Diego and Paula is turned 

upside down20 and the Canarian vampiric assassin becomes the unconventional hero discharging justice 

through murder. 

In addition to expressing specifically Canarian anxieties, then, Noctámbulo can be deterritorialized. 

GĞůĚĞƌ ŽďƐĞƌǀĞƐ ƚŚĂƚ ƚŚĞ ͚ĐŽŵďŝŶĂƚŝŽŶ ŽĨ ͞ƚĞƌƌŝďůĞ ĐĞƌƚĂŝŶƚǇ͟ ĂŶĚ ďƵƌĞĂƵĐƌĂƚŝƐĞĚ ĚŽƵďƚ ŝƐ Ă ƐƉůŝƚ ĐŽŵŵŽŶ ƚŽ 

VŝĐƚŽƌŝĂŶ ǀĂŵƉŝƌĞ ĨŝĐƚŝŽŶ͛ ;ϭϵϵϰ͗ ϱϯͿ͘ Aůů ƚŽŽ ĨƌĞƋƵĞŶƚůǇ͕ ƌĞĂĚĞƌƐ ĂƌĞ ůĞĨƚ ŝŶ Ă ƐƚĂƚĞ ŽĨ ƵŶĐĞƌƚĂŝŶƚǇ ĂŶĚ ůŝŵďŽ͕ Ă 

state where assumptions and preconceived ideas are challenged, where nothing appears to be stable. 

KŝƌŬŚĂŵ ĂŶĚ TŚƵŵŝŵ͛Ɛ ŽďƐĞƌǀĂƚŝŽŶ ƚŚĂƚ ͚TŚĞ ƋƵĞƐƚŝŽŶƐ ŽĨ ƉŽǁĞƌ ĂŶĚ ĚŝƐĞŵƉŽǁĞƌŵĞŶƚ͕ ŽĨ ĐŽŶƚƌŽů ĂŶĚ ůŽƐƐ 

Žƌ ĐŽŶƚƌŽů ΀͙΁ ƵŶĚĞƌƉŝŶ ƐƉĞĐƚĂƚŽƌ ƉůĞĂƐƵƌĞ ŝŶ ŚŽƌƌŽƌ͛ ;ϭϵϵϯ͗ ϮϰͿ ĐĂŶ ĂůƐŽ ďĞ ĂƉƉůŝĞĚ ƚŽ ƚŚĞ ƌĞĂĚĞƌƐ͛ 

experiences in Noctámbulo. We see powerful characters juxtaposed against those who are powerless, in 

addition to witnessing those who oscillate between wielding their power and then losing it (for instance in 

the case of DieŐŽͬ“ĂďůĞ ĂŶĚ ĂůƐŽ PĂƵůĂ͕ ǁŚŽƐĞ ͚ĚĞƐƚŝŶǇ͛ ŝƐ ƵůƚŝŵĂƚĞůǇ ĚĞƚĞƌŵŝŶĞĚ ďǇ ƚŚĞ ŵĂůĞ ĐŚĂƌĂĐƚĞƌƐͿ͘ 

Noctámbulo ĂůƐŽ ŐŽĞƐ ĨƵƌƚŚĞƌ͕ ĂƐ ƚŚĞƌĞ ŝƐ Ă ďƌŽĂĚĞƌ ůĞƐƐŽŶ ƚŽ ďĞ ŐůĞĂŶĞĚ͘ IŶ ŵĂŶǇ ƐĞŶƐĞƐ͕ AŐƵĞƌƌĂůĚĞ͛Ɛ ŶŽǀĞů 

is self-reflexive as it raises questions about the status of reading and contests the trustworthiness of written 

                                                 
20 ͚΀͙΁ el fuego les devoró convertidos en amantes eternos. Murieron abrazados, como siempre habían deseado estar, como a partir 

ĚĞ ĞŶƚŽŶĐĞƐ ĞƐƚĂƌşĂŶ ƉĂƌĂ ƐŝĞŵƉƌĞ͛͘ ;͚΀͙΁ ƚŚĞ ĨŝƌĞ ĚĞǀŽƵƌĞĚ ƚŚĞŵ ĂƐ ƚŚĞǇ ďĞĐĂŵĞ ĞƚĞƌŶĂů ůŽǀĞƌƐ͘ TŚĞǇ ĚŝĞĚ ŝŶ ĞĂĐŚ ŽƚŚĞƌƐ͛ ĂƌŵƐ͕ 
where they had always wished to be; from that moment they would be locked in an eternal embrace͛͘ Aguerralde 2010: 274.) 
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ƌĞĐŽƌĚƐ͘ VĂƌŝŽƵƐ ƋƵĞƐƚŝŽŶƐ ĂƌĞ ƉŽƐĞĚ ŝŶ ƚŚŝƐ ƌĞŐĂƌĚ͗ ŝƐ ǁŚĂƚ ŝƐ ƌĞĐŽƌĚĞĚ ŝŶ ƚŚĞ ͚ŚŝƐƚŽƌǇ ďŽŽŬƐ͛ ĂůǁĂǇƐ 

accurate? What, too, is the relationship between films and reality? Can we distinguish between real life, 

written records and films, between fact and fiction, and fake news? 

As can be deduced, it is not possible to ascribe a single generic classification to Noctámbulo. It is a 

Canarian vampire novel but it is also a recasting, a rewriting, if not a parody of the vampire novel, as the 

ƌĞĂĚĞƌƐ͛ ;ĂŶĚ ĐŚĂƌĂĐƚĞƌƐ͛Ϳ ƚƌĂĚŝƚŝŽŶĂů ĞǆƉĞĐƚĂƚŝŽŶƐ ĂƌĞ ƌĞĨƵƚĞĚ͘ As Aguerralde said,  

 

͚YŽ ƋƵĞƌşĂ ƉŽŶĞƌŵĞ ĞŶ ůĂ ƉŝĞů ĚĞ ƵŶ ŚŽŵďƌĞ ŶŽƌŵĂů al que le cambian la vida y no entiende cómo ni 

por qué, y deshacerme de supersticiones y mitología impostada durante cien años de cine tan 

ĨĂďƵůŽƐŽ ĐŽŵŽ ŵĂŶŝƉƵůĂĚŽƌ ĚĞ ůĂ ƚƌĂĚŝĐŝſŶ ĚĞů ŶŽ ŵƵĞƌƚŽ͛͘  

;͚I ǁĂŶƚĞĚ ƚŽ ƉƵƚ ŵǇƐĞůĨ ŝŶ ƚŚĞ ƐŚŽĞƐ ŽĨ Ă ŶŽƌŵĂů ŵĂŶ ǁŚŽƐĞ ůŝĨĞ ŝƐ ĐŚĂŶŐĞĚ ĂŶĚ ǁŚŽ ĚŽĞƐŶ͛ƚ 

understand how or why, and cast off all the superstitions and myths that have arisen over 100 years 

ĨƌŽŵ ĐŝŶĞŵĂ͕ ƚŚĂƚ ďŽƚŚ ĨŝĐƚŝŽŶĂůŝǌĞƐ ĂŶĚ ŵĂŶŝƉƵůĂƚĞƐ ƚŚĞ ƚƌĂĚŝƚŝŽŶ ŽĨ ƚŚĞ ƵŶĚĞĂĚ͛͘ Ultratumba 

2011.) 

 

Thus Noctámbulo is essentially a hybrid Canarian novel as it merges features of the vampire novel with those 

of the novela negra and the detective novel. It is also a love story that goes wrong, with a mixture of comic 

and tragic elements, revitalizing vampire traditions. In AŐƵĞƌƌĂůĚĞ͛Ɛ ǁŽƌĚƐ͗ 

 

͚΀EƐ΁ ƵŶ ƉŽůŝĐŝĂĐŽ ĞŶ ƚŽĚĂ ƌĞŐůĂ͕ ĐŽŶ ĚĞƚĞĐƚŝǀĞƐ͕ ĐŽŶ ŵĂůǀĂĚŽƐ͕ ĐŽŶ ŵŝƐƚĞƌŝŽ Ğ ŝŶƚƌŝŐĂ͘ QƵĞƌşĂ ǀşĐƚŝŵĂƐ 

y quería asesinos, y qué mejor asesino que un vampiro. Y qué cuento de vampiros no es a su vez una 

ƚƌĂŐĞĚŝĂ ƌŽŵĄŶƚŝĐĂ ƚĞƌƌŝďůĞ͙͛  

;͚Iƚ͛Ɛ Ă ĚĞƚĞĐƚŝǀĞ ŶŽǀĞů ŝŶ Ăůů ƐĞŶƐĞƐ͕ ǁŝƚŚ ƉŽůŝĐĞŵĞŶ͕ ǀŝůůĂŝŶƐ͕ ŵǇƐƚĞƌǇ ĂŶĚ ŝŶƚƌŝŐƵĞ͘ I ǁĂŶƚĞĚ ǀŝĐƚŝŵƐ 

ĂŶĚ I ǁĂŶƚĞĚ ŵƵƌĚĞƌĞƌƐ͕ ĂŶĚ ǁŚĂƚ ďĞƚƚĞƌ ŵƵƌĚĞƌĞƌ ƚŚĂŶ Ă ǀĂŵƉŝƌĞ͘ AŶĚ ǁŚĂƚ ǀĂŵƉŝƌĞ ƚĂůĞ ŝƐŶ͛ƚ͕ Ăƚ 

ƚŚĞ ƐĂŵĞ ƚŝŵĞ͕ Ă ƚĞƌƌŝďůĞ ƌŽŵĂŶƚŝĐ ƚƌĂŐĞĚǇ͙͛ Opinión de libros 2010.)21 

 

Conclusion 

Noctámbulo is a hybrid novel set in the Canaries and about the Canaries but it is, moreover, a work that 

takes features of the vampire novel and reworks them to express specific Canarian anxieties concerning 

corruption, the ŝƐůĂŶĚƐ͛ peripheral situation and the past, frequently subverting expectations and inciting 

ƌĞĂĚĞƌƐ ƚŽ ĞŶŐĂŐĞ ĂŶĚ ĚĞĐŝƉŚĞƌ ƚŚĞ ŶŽǀĞů͛Ɛ ŵĞĂŶŝŶŐƐ͘ IŶ ƐŽ ĚŽŝŶŐ͕ AŐƵĞƌƌĂůĚĞ ŚŝŐŚůŝŐŚƚƐ ƚŚĞ ƚŝŵĞůĞƐƐŶĞƐƐ 
                                                 
21 ͚El vampiro es uno de los terrores clásicos más potentes, por el que tengo fascinación, y quería explorarlo desde un punto de vista 

más cercano y actual, casi te diría convirtiéndolo en algo posible, dentro de unas pautas fantásticas que me permití establecer. 

IŶĐůƵǇĠŶĚŽůŽ ĞŶ ƵŶĂ ƚƌĂŵĂ ƉŽůŝĐŝĂĐĂ ƌĞĂůŝƐƚĂ͕ ƉƵĞĚŽ ĚĞƐĐƵďƌŝƌ ƵŶ ŵŽŶƐƚƌƵŽ ŶƵĞǀŽ Ǉ ĚŝĨĞƌĞŶƚĞ͛͘ ;͚TŚĞ ǀĂŵƉŝƌĞ ŝƐ ŽŶĞ ŽĨ ƚŚĞ ŵŽƐƚ 
powerful figures in Classic horror. It fascinates me and I wanted to explore it from a closer anĚ ŵŽƌĞ ĐŽŶƚĞŵƉŽƌĂƌǇ ƉĞƌƐƉĞĐƚŝǀĞ͕ I͛Ě 
almost say turning it into something possible, within the fantasy framework that I set up. By including the vampire in a realist 

ĚĞƚĞĐƚŝǀĞ ƉůŽƚ͕ I ŚĂǀĞ ďĞĞŶ ĂďůĞ ƚŽ ƵŶĐŽǀĞƌ Ă ŶĞǁ ĂŶĚ ĚŝĨĨĞƌĞŶƚ ŵŽŶƐƚĞƌ͛͘ La ventana secreta, 22 July 2014.) 
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and universal relevance of vampire traditions. Ultimately, Noctámbulo is a liberating novel as it questions 

and refutes restrictions; this operates on multiple levels as the author plays with our expectations regarding 

the setting, protagonist, genre and our experiences as readers. Like the Canaries, which, as noted by Pérez 

MŝŶŝŬ͕ ĂƌĞ ŽƉĞŶ ƚŽ ŽƵƚǁĂƌĚ ŝŶĨůƵĞŶĐĞƐ ;ƉŽƐƐŝďůǇ ŵŽƌĞ ƐŽ ƚŚĂŶ “ƉĂŝŶͿ͕ AŐƵĞƌƌĂůĚĞ͛Ɛ ǀĂŵƉŝƌĞ ŝƐ ďŽƚŚ Ă 

Canarian construction and a transnational character who literally and metaphorically traverses and 

challenges boundaries, capturing the essence ŽĨ ǁŚĂƚ GĞůĚĞƌ ĚĞƐĐƌŝďĞƐ ĂƐ ͚ƚŚĞ ǀĂŵƉŝƌĞ͛Ɛ ŵŽďŝůŝƚǇ͛ ;GĞůĚĞƌ 

1994: x). Likewise, through Noctámbulo Aguerralde has exercised the right to challenge, subvert and 

transcend genres, to combine specificity and universality. As such, it is far from being a supĞƌĨŝĐŝĂů ͚ůŽǁ ďƌŽǁ͛ 

vampire novel that merely serves entertainment purposes.  

Finally, Noctámbulo unfetters readers from the restrictions of genre and conventionality, challenging 

us to recognize the coexistence of multiple interpretations, to take advantage of the opportunity to choose 

between them and to formulate ouƌ ŽǁŶ ŽƉŝŶŝŽŶƐ͘ IŶ ƚŚĞ ĂƵƚŚŽƌ͛Ɛ ǁŽƌĚƐ͕ Noctámbulo ĨŽĐƵƐƐĞƐ ŽŶ ͚ůĂ 

ůŝďĞƌƚĂĚ ĚĞ ĐĂĚĂ ƵŶŽ ƉĂƌĂ ŐŝƌĂƌ ƚĂŶƚĂƐ ǀĞĐĞƐ ĐŽŵŽ ĂŐƵĂŶƚĞ ůĂ ƚƵĞƌĐĂ ĚĞ ƵŶ ŵŝƚŽ ƵŶŝǀĞƌƐĂů͛ ;͚ƚŚĞ right that 

each and every one of us has to unscrew the nut attached to a universal myth as many times as we can͛. 

Opinión de libros ϮϬϭϬͿ͘ OŶĞ ŵŝŐŚƚ ǁĞůů ĂƉƉůǇ WĂůƚĞƌ BĞŶũĂŵŝŶ͛Ɛ ƐƵŐŐĞƐƚŝŽŶ ƌĞŐĂƌĚŝŶŐ ƚŚĞ ŚŝƐƚŽƌŝĂŶ ƚŽ 

Noctámbulo͛Ɛ ƌĞĂĚĞƌƐ͕ ǁŚŽ ĂƌĞ ŝŶǀŝƚĞĚ ƚŽ ƚĂŬĞ ŽŶ ƚŚĞ ƌŽůĞ of bricoleur (collector), exploring the rubbish, 

ƌƵŝŶƐ ĂŶĚ ƌƵďďůĞ ŽĨ ƚŚĞ ƉĂƐƚ͕ ƌĞĂƐƐĞŵďůŝŶŐ ƚŚĞŵ ƚŽ ĐŽŶƐƚƌƵĐƚ Ă ŶĞǁ ͚ĐŽŶƐƚĞůůĂƚŝŽŶ͛ ƚŚĂƚ ĞǆƉƌĞƐƐĞƐ ͚ƚŚĞ 

ƵŶǀŽŝĐĞĚ͛ ;ϭϵϵϳ͗ ϰϱ ĂŶĚ ϭϬϰͿ͕ ůĞĂƌŶŝŶŐ͕ ƚŚƌŽƵŐŚŽƵƚ ƚŚĞ ƉƌŽĐĞƐƐ͕ ƚŽ ĞǆƉĞƌŝĞŶĐĞ ƚŚĞ ƐŝŐŶŝĨŝĐĂŶĐĞ ŽĨ ƚŚĞ 

͚ƐƚƌƵĐƚƵƌĞ ŽĨ ĨĞĞůŝŶŐ͛ ĚĞƐĐƌŝďĞĚ ďǇ ‘ĂǇŵŽŶĚ WŝůůŝĂŵƐ ;ϭϵϱϰͿ͘ TŚĞ ŶŽǀĞů͕ ƚŚƵƐ͕ ǁŝůů ďĞ ǁŚĂƚ ĞĂĐŚ ŝŶĚŝǀŝĚƵĂů 

will make of it, just as memories of the past and the future of the Canary islands will be in accordance with 

what its inhabitants decide. As AguerralĚĞ ƐĂŝĚ ŽĨ LĂŶǌĂƌŽƚĞ͕ ͚CƵĄŶƚĂƐ ƉŽƐŝďŝůŝĚĂĚĞƐ ƚŝĞŶĞ ĞƐƚĂ ŝƐůĂ͕ ƋƵĠ ŐƌĂŶ 

presente y futuro podría albergar. EŶ ĨŝŶ͛͘ ;͚HŽǁ ŵƵĐŚ ƉŽƚĞŶƚŝĂů ƚŚŝƐ ŝƐůĂŶĚ ŚĂƐ͕ ǁŚĂƚ Ă ŐƌĞĂƚ ƉƌĞƐĞŶƚ ĂŶĚ 

ĨƵƚƵƌĞ ŝƚ ĐŽƵůĚ ĞŶũŽǇ͛͘ Lanzarotelandia 2015.) 
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